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«JANUARY« AND «JUNE« FROM THE KHANENKO COLLECTION: A BROAD CONTEXT
SURROUNDING SMALL PLATES

Olga Apenko
«CiveHb» ma «YepeeHb» i3 KoneKyii XaHeHKie: wupoKuili KOHMeKcm 008K0/1a MaAUX MApPinoK
Onbea AneHbKo

ZocnioreHHA 080x eManbo8aHUX MApPIiNOYOK i3 Koaekyii HayioHanbHo20 my3eo mucmeyms
imeHi boedaHa ma Bapeapu XaHeHkis y Kuesi € nepwoto rpyHmMosHor nybikayieto yux npeomemis,
rnonepeodHb0 HegidOMUX MIiHHAPOOHILU cninbHOMI icmopukie mucmeuymea. Po3z2anyxcyovucs y
YUC/AEHHUX HANpAMKax, il  20/7108HOK0 Memow € 8uUOineHHA NomeHyiliHux memodis
KOHmMeKkcmyanizayii  ma iHmepnpemadii, HeobxiOHuUx 0718 MalbymHb020 MOBOEHHO20
nepeocmucneHHa ekcno3suuii My3eto XaHeHkis. [lepedycivm, asmopka ymouHe ampubyuiro
mapinok malicmepHi [M'epa PalimoHa ma iXHE OamMy8aHHA, G MAKOXC MiOCyMOoBy€E rornepeoHi
00cnidxceHHs, AKi cCMoCcyromosca 8U3HAYEHHA npedmemis, Wo Hasaexameo 00 mi€i ¢ cepii. Bniucyrovu
npedmemu 8 ixHilli icmopuyvHul, penieiliHuli ma coyianoHUl KOHMeKCMU, PO38iOKA MiOKPeCtoE iXHE
30CMOoCy8aHHA AK YACMUHU ypo4Yucmux cepeisis, mak 38aHux «service d’apparat», a mako,
8M(UBAIOYU MepPMiH, 3anponoHosaHuli Enizabem Kappi, «npedmemie 011 po3mos/conversation
pieces». Hewyo0a8Hi 8i0kpumms ¢hpaHuy3bKux 00caiOHUKiI8 y 2aay3i icmopii epagiyHux mucmeyms
ma icmopii pucyHKy 00nNo8HUAU HaWI 3HAHHA W000 mapinok «CiveHb» ma «YepseHb». 3a804KU im,
MU MOMEMO He auwe ideHmugikysamu epagiyHi mooesni 00 yux emanesux npedmemis (K meopu
EmobeHa [enoHa), ane makoxc 8iOHalimu nepuworno4amsKo8o2o aemopa Komno3suyili (ausHayeHo2o
Ak bamucm [lennepeH). ABMopKa MAaKo# BiOKPUBAE OUCKYCitO WO00 HAMAEHHO20 iMEHYBAHHSA
30MOBHUKIB cepsizy ma nponoHye 00 00CAiOHUYbKO20 8XUMKY npizsuwie LLlacny 3amicms paHiwe
nybnikosaHozo Lllacny Oe BepHeli — wo € nomeHUilHUM BUNPABAEHHAM GHAXPOHIZMY Y
memamuy4Hux 00cnioxceHHax. Cmamms makox Hadde 000amkosi 8i0omocmi w000 Opy2opAO0HUX
deKopamugHux esemeHmis 8 03006seHi Yux ma nodibHux npedmemis 0eKopamuBHO-yHUMKO8020
mucmeymsa Opyeoi nonosuHu XVI cmosnimmsa ma ixHbOi iHmMepnpemauii, MAaxkum YUHOM
MpPonoHy4Yu 000amKogi enemeHmu 00 8idoma My3eliHUX Kypamopie ma icmopukKie mucmeumea
8i0nogidHo20 npoginio.

Knrouosi cnoea: nimosvki emani, /limoxc, M'ep PalimoH, Myseli XaHeHKis, HauioHanbHUl
myseli mucmeymes imeHi boedaHa ma Bapsapu XaHeHkis, CiyeHb, YepseHs, 2epb, ypouucmuli cepais,
service d’apparat, EmeeH [lenoH, bamucm [lennepeH, mpyou micauis, micaui poky, opecyap,
KpedeHue, OeKopamusHO-rpuKkaadHe mucmeuymeo, ampubyuida, YKPaiHCbKi KosneKyioHepu,
npomecmaHmu3m, boedaH ma Bapsapa XaHeHKU.

«(...) the main job of "museum people" is to provide visitors
with clear information about what they are looking at».
(Michel Laclotte)

Before the full-scale Russian invasion in Ukraine, these two plates depicting genre scenes were

part of the permanent exhibition at the Bohdan and Varvara Khanenko National Museum of Arts.
They were featured only once in a museum's temporary exhibition (®paHuy3bka BecHa/lLe
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printemps frangais, 2020) and have not undergone any detailed explanation within the French art
museum's display. Although briefly mentioned in a few Ukrainian publications (BabeHuoBa,
PabukiHa 1983, cat. 132, 135; ¥unbuyosa 2016, p. 206-207), they remain entirely unknown to the
global art historian community.

The article presents an interim summary of ongoing research on these objects and forms a
part of a broader investigation dedicated to Limoges enamels spanning the 13th to the 19th century
within the museum's collection, encompassing their imitations and variations. The Khanenko
Museum's collection, comprising approximately forty enamelled items, offers an avenue to delve
into pivotal aspects of the production and circulation history of works by Limoges masters, shedding
light on the social connections and practices underpinning their creation. This task becomes
particularly challenging for museum curators amidst wartime when the collection remains
inaccessible for public viewing, prompting contemplation on future exhibitions and the potential for
unveiling new contexts and unexpected connections when these artworks become accessible again.

Through this article, we aim to consolidate existing knowledge surrounding this category of
museum objects while introducing fresh points for discussion regarding the contextual backdrop of
their creation.

The barometers of power and talking-pieces
Having endured the Black Death in the mid-14th century, Europe embarked on a period of
rediscovering the joy of life. With a significantly reduced population, there arose a sense of relative
abundance in food, complemented by the Great Geographical Discoveries that introduced new,
previously unexplored tastes. These factors likely contributed to the sudden surge in Europeans'
interest in tableware. The diversity of consumables and the opulence of the vessels from which they
were consumed became indicators of power and social status.

A princely banquet evolved to encompass theatrical elements, leading participants to develop
ritualistic social codes, laying the foundation for what would later be termed «protocol» and
«etiquette» (Crépin-Leblond 1995, p. 12). The significance of these meals was also underscored by
thinkers of the era: in the 1490s, humanist Giovanni Pontano authored «l| trattati delle virtui
sociale», including the organization and embellishment of feasts among the five principal virtues
associated with spending money. Pontano viewed such expenditures as manifestations of core
values: hospitality and a willingness to engage in exchange, including intellectual exchange (Leipkes
2010, p. 254).

However, the ornamental use of tableware quickly surpassed its practical function. While
15th-century «Hispano-Moresque» lustreware, as evidenced by numerous documents, was still
utilized for dining purposes, Italian maiolica, particularly «istoriato» pieces, gradually transformed
into primarily aesthetic objects. The extensive variety and increasing intricacy of these, alongside
later enamelled, ware led to the evolution of social customs centred around their display and
admiration.

Commencing in the 13th century, the furniture associated with such exhibitions served as a
complement to the dining table, receiving dishes immediately before and during dining for the
swapping of plates (fig. 2). However, during the Renaissance, this furniture—known as «credenze»
in Italian or «dressoir» in French—acquired independent significance. Basic dishes remained on the
table for eating purposes, while decorative plates, jars, and candlesticks were showcased to delight
guests, subtly reflecting the host's affluence (fig. 3). Thierry Crépin-Leblond noted that decorative
tableware «represented the barometer of power» (Crépin-Leblond 1995, p. 8). Consequently, these
highly sought-after objects often became part of special orders. Concurrently, «istoriato» maiolica
and, from the 1540s onward, painted enamels facilitated erudite conversations. The resurgence of
interest in Antiquity, triggered by the archaeological rediscovery of Roman and Greek cultures,
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influenced philological and philosophical archaeology. Humanist scholars introduced numerous new
narratives to the cultural sphere, unraveling and interpreting them became a distinct pleasure. As a
result, decorative dishes were not limited to dining rooms but also found their place in study rooms,
or «studiolo». According to Elizabeth Curry, «Antiques were not the only choice for the study;
indeed, some objects were particularly in demand precisely because they were in some way novel,
often made using innovative techniques or materials. This is one explanation for the frequent
appearance of glass and maiolica goods in inventories and paintings of the studies (...) These were
all «talking-pieces», intended to stimulate conversation and intellectual exchange». (Currie, 2006,
p. 91).

In this context, the service set emerged — a collection of tableware items unified by a common
decorative theme, often including the patron's coat of arms. Such services, used for exhibition
purposes, are known as ceremonial services, or services d’apparat (fr.). A hypothesis exists,
according to which such services were used only once: at the time of giving or receiving them as an
order or a gift, which often coincided with a certain key moment in life: marriage, birth of a child,
arrival of a representative of the royal family to the city, etc. (Crépin-Leblond 1995, p. 8). Few
documents also exist, which witness some rare cases of enameled and istoriato majolica for
consuming purposes. Thierry Crépin Leblond mentions the inventory of Anne de Montmorency’s
possessions of 1556, where six little enamelled bowls are said to be used «to put jam» (Mirot 1920,
p. 248, cited in: Crépin-Leblond 1995, p. 105). He adds also that some evidence exists on using
covered footed bowls called tazze as drageoirs (Idem.).

January and June

Starting from the last decades of the 15th century, the city of Limoges became a leading
supplier of objects produced by highly skillful application of colored enamels and gilding to copper
plates. And if almost until the middle of the 16th century, this center produced paxes, series of
plates for retables and individual plaques depicting religious subjects (often based on miniatures
from illuminated manuscripts and engravings by Direr), it later changed its specialization. Starting
from the 1540s, customers became more and more interested in dishes decorated with images of
mythological subjects and characters, grotesque ornaments and allegorical scenes (simultaneously,
a certain part of subjects remain borrowed from the New and especially the Old Testaments). The
first service d’apparat appeared in Limoges after 1548, in the workshop of Pierre Raymond, after
which other enamellers joined the new direction. Complex themes and craftsmanship of these items
allowed them to be displayed both in the living room on the dressoir and in the study. They were
used not only as aesthetic pleasures but also as bases for discussions on newly discovered ancient
themes, more or less known graphic prototypes, as well as for debating on contemporary political
and religious issues, such as conflicts between Catholics and Protestants (about the religious
contexts surrounding Limoges enamels see: Grand-Dewyse Camille, 2011).

The plates from the Khanenko collection are part of one of the four currently known Limoges
services adorned with a coat of arms. This grants them a unique status among the thousands of
works crafted by Limousin masters, generating considerable scholarly interest (Descheermaker
1994, Crépin-Leblond 1995, Verdier 1967, Fay 1977, Notion Barbe 2002, etc.). Fashioned in the
trendy grisaille palette, they exhibit restrained use of salmon-pink, red, blue enamel, and gilding.
Their stylistic coherence, shared coat of arms, and similar grotesque border designs indicate their
membership in the same service d’apparat. However, the most compelling features lie in the
imagery adorning the front and back of these plates.

The central scene of the first plate, labelled IANVIER (Middle French for January) (fig. 1),
portrays a cosy winter evening in an affluent household. The master and mistress are seated by a
domestic fireplace at a table draped with a cloth, accompanied by three pets eagerly awaiting dinner
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alongside their owners. A young man is seen serving wine to the master, while his elder colleague
brings in a hot dish. In the background, a glimpse into the kitchen reveals a maid removing a pot
from a blazing chimney. Through a solitary window, a mountain landscape unfolds. The table setting
in «January» hints at contemporary serving practices known to the artist behind the scene's
composition.

In front of the master is a flat-footed dish, likely holding a tranchoir — a broad slice of bread
on which the main course would be cut. Soaked in its juices, this slice might later be served to those
lower on the social ladder. The flat rectangles depicted on the table near the master and opposite
him are likely small pieces of fabric for wiping hands, which would touch the food (there are no forks
on the table). There is only one wine glass, presumably for the master of the house, along with a
footed salt cellar and several small containers, likely containing some condiments. This table setting
is observed both in late medieval miniatures (fig. 4) and in 16th-century paintings (fig. 5).

The composition of «January» is crowned with the sign of Aquarius on a golden background,
and the reverse of this plate is decorated with a profile of Emperor Titus (39 — 81 AD) with the
inscription «TITVS ONZIEME ANPEREVR».

On the plate marked with the inscription IVING (fig. 6), two men and a woman are depicted
shearing sheep against a rural hilly landscape with a bricked house. In the second plan, a solitary
figure of a shepherd is visible, while in the third plan, an unknown building with ancient columns is
depicted. The composition is topped with an image of the zodiac sign of Cancer on a golden
background. In keeping with the customs of the time, it is depicted in the form of a shrimp (de
Tarvarent 1958, p. 132-133). On the reverse of the plate, a male profile in a laurel wreath is shown.
The Middle French inscription «CLAVDIVS SINCVIEME AMPEREVR» surrounding it identifies the
figure as Emperor Claudius (10 BC — 54 AD).

«In the sweat of your face shall you eat bread»

The depiction of the months of the year or the activities associated with each month was a
common theme in French applied arts. This theme was widely illustrated during the Middle Ages,
appearing in tapestries, stained glass, and books of hours. The theological significance of this series
lay in reminding the faithful that Original Sin compelled humanity to earn its bread «in the sweat of
your face» (Genesis 3:19), rhythmizing human life with the changing of labour that defines the
calendar year. In the medieval version of the time, the representation of the months would,
undoubtedly, be followed not only by the observation of the sky for the astrological signs on it, but
also would mention some link to movable and fixed religious feasts (Hiie 2014, p. 71-96).
Represented in a secular Renaissance context, the months get some autonomy, as they are
represented with no connection to the religious feasts.

This theme took on a new form with the advent of engraving. It's widely acknowledged that
Limoges enamellers extensively utilized graphic sources, meticulously preserving collections of
prints passed down within dynasties of masters (Beyssi-Cassan 2006, p. 179-234). The «Labours of
the Months» were likely popular among Protestants, given that labour was considered fundamental
for salvation. Etienne Delaune (1518/19 - 1583), a member of this religious group, was an engraver
whose prints suited the tastes of the time, quickly disseminating as separate sheets (Graver la
Renaissance 2020, p. 114). Around 1561, his first series depicting the «Months of the Year» was
published. These detailed rectangular images displayed monthly activities framed by imaginative
grotesque ornaments. January’s scene in this series featured not only dining in a wealthy home but
also depicted those freezing outside (fig. 7).

However, the 1561 series did not notably affect Limoges masters. Delaune's second series,
«Twelve Months or Various Occupations of People throughout the Year» (1568), presented visually
simpler and less allegorical oval compositions, which enamoured enamellers. The theme of annual

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2023.2(16) | 9



SPECIAL ISSUE

activities permeated works from all the major workshops of the 1570s to 1590s (Jean Miette, Pierre
and Martial Courteys, Jean de Court). Yet, it particularly captivated Pierre Reymond's workshop
(1513 - 1584) and patrons, leading to the creation of at least four thematic services, notably the
Louvre Museum's collection (Baratte 2000, p. 222-230). Delaune's engravings from the second
series (fig. 8 and 9) served as graphic models for the plates «January» and «June» from the Khanenko
Collection.

Resurrection of the Author

Analysing the entry of a particular composition into the Limoges masters’ repertoire
sometimes allows us to go beyond merely identifying its graphic model. Research conducted by
colleagues at the National Institute of Art History in Paris has significantly contributed to
understanding the true inventor behind the compositions depicted on our plates. For centuries,
Etienne Delaune has been considered the epitome of a Renaissance man: an engraver and jeweller
believed to have drawn all the compositions he later approached with his chisel. His engravings,
often signed with the Latin variant of his name—Stephanus—never credited the inventor of the
depicted composition. However, the significant decline in the quality of Delaune's compositions
after his expulsion from Paris to Strasbourg in 1573, amidst heightened persecution of Protestants,
led researcher Valerie Auclair (Auclair 2009) to hypothesize that Delaune was forcibly cut off from
his primary supplier of graphic models during this period. After years of archival research and a
comprehensive campaign to study stylistically related drawings, a research group concluded that
«Baptiste Pellerin’s thought was behind Delaune's hand» (Baptiste Pellerin et I'art parisien de la
Renaissance 2014, p. 27).

Baptiste Pellerin (? - 1575) disappeared from French art history from its earliest researcher,
André Félibien (17th century), until the 1950s (see Baydova 2023, p. 173). An artist credited with
hundreds of original compositions, illuminating miniatures for Livre d'Heures de Claude Gouffier
(fig. 10), and collaborating with Jean Cousin, Pellerin was forgotten, and his body of work was only
restored four hundred and fifty years after his death. This rediscovery has aptly been termed the
«resurrection of Pellerin» (Baptiste Pellerin et I’art parisien de la Renaissance 2014, p. 23). Following
articles about his legacy and his associations with other engravers, a significant segment of the
exhibition «Engraving the Renaissance: Etienne Delaune and the Decorative Arts», held in 2020 at
the Museum of the Renaissance in Ecouen, was dedicated to this newly rediscovered artist.

Henri Zerner observed that «The return of Pellerin takes away from [Delone] the main part of
his drawn work - even preparatory drawings for his own engravings - and casts doubt on his abilities
as a draftsman» (Zerner 2014, p. 7). Yet, he notes that similar practices by Marcantonio Raimondi,
who reworked other people's compositions, did not diminish his renown as a brilliant Renaissance
engraver in ltaly. Zerner praises Delone's engraving technique for its refinement and delicacy,
acknowledging some anatomical discrepancies between his drawings and engravings but attributing
them to the challenges of translating intricate details from drawing to engraving. Zerner asserts that
despite not being an inventor like Pellerin, Delone remains an original and top-notch engraver.

Delone, who signed most of his engravings, never credited the authorship of his compositions.
Researchers speculate on the absence of surviving documents stipulating the terms of Baptiste
Pellerin's collaboration with him and other engravers (Baptiste Pellerin et 'art parisien de la
Renaissance 2014, p. 23). They suggest that although such contracts might have existed, none have
endured to the present day. Notably, Pellerin's notable work for the king suggests he was not a
nameless figure. Guy-Michel Leproux, citing few contemporary references to Pellerin as «maistre
Baptiste», underscores his recognition among his peers (Leproux 2020, p. 58).

Hypotheses about missing documents are further supported by the argument that the
material status of a draftsman was considered inferior to that of an engraver, potentially allowing
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Pellerin to fade from historical records. «Execution was often deemed more valuable and lucratively
compensated than conception. Pellerin's case exemplifies this paradigm» (Baptiste Pellerin et I'art
parisien de la Renaissance 2014, p. 226).

Unfortunately, to this day, no preparatory drawings by Baptiste Pellerin for the engravings
«January» and «June» have survived. Nevertheless, the similarities are evident between personages
from some of his other compositions and those of the Months of the year (see fig. 11 in comparison
with the «Month of January»). As for Etienne Delone's engravings, a copy of «June» has been
preserved, in particular, in the Strasbourg Cabinet of Prints (inv. 77.2013.0.305) and the Louvre (inv.
L 48 LR/175 Recto), and with «January» — at the National Library of France.

On the reverse side

In examining the imperial profiles featured on the reverse side, one might assume the names
were derived from the popular Suetonius treatise «The Life of the Twelve Caesars», newly
discovered and well-received in educated circles. The first French edition of this latter occurred in
1548 in Paris, followed by another publication in 1569 in Lyon. It was anticipated that these names
would align with a series of widely known engravings by Marcantonio Raimondi (refer to Notin,
Barbe, 2002, p. 188-192). However, as elaborated below, the chosen set of emperors for the
discussed series doesn't precisely match the Suetonian list, and the profiles don't resemble
Raimondi's models. Alongside the initial emperors, Trajan and Nerva's profiles appear on the
reverse.

This list, extended by the Antonites, was illustrated by Jean Bourdichon, under the commission
of King Francois | around 1520. The profile orientations, their more elongated features compared to
the Italian versions, and the depiction of the emperors' attire and embellishments on the plate backs
(fig. 14, 15) closely align with Bourdichon’s miniatures (fig. 12, 13). The representation of Trajanus,
featuring a Cupid on the armour's chest (refer to Netzer p. 87), strongly suggests a connection
between Bourdichon and Reymond’s workshop. While the manuscript may not directly serve as
graphic models for the reverses of our plates at this research stage, an inquiry remains regarding a
potential shared graphic model for both depictions or a graphic model derived from the illuminated
manuscript.

Name of the Enameller, name of the Patron

The plates «June» and «January» were acquired by Bogdan and Varvara Khanenko at an
auction of the Pavillon d’"Horloge Museum at Villa Borghese in Rome formed on the basis of princes
Borghese’s, comte Grégoire Stroganoff or comte Prosper d'Epinay collections (Villa Borghese 21
mars 1893, p. 90-91). They were sold on the 8th day of the auction, together with four plates with
the story of Psyché (later known as lot 117, Hotel Lambert auction 2022 and one of the Givenchy’s
plates). A day earlier, an oval plate representing a scene from the story of Moses was sold (lot 114,
Hotel Lambert auction, 2022).

The catalogue authors, whose copy is housed in the Khanenko library, clearly describe the
depicted subjects and inscriptions but provide a broad dating of the plates to the 16th century
without associating them with the works of the Reymond workshop. Additionally, they do not
identify the coat of arms, which remained anonymous until the 1970s. The first attribution of the
two plates to Pierre Reymond occurred in Kyiv, in the earliest inventory-like notes presumably made
by Bohdan Khanenko himself (Archive of the Khanenko Museum, op. No. 1, case No. 3, unit 11, before
1917). Further, the plate «June» was published with the same attribution in the catalogue of the
Museum of Western and Oriental Art (babeHuoBa, PabukiHa 1983, cat. 132, 135). Subsequent
comparative analysis with signed examples of Pierre Reymond's works, including the Mesmes
service (Louvre) and other samples, led to refining this attribution. Although lacking the author's
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monogram, these plates were largely ascribed to his workshop. This attribution seems even more
plausible considering the practices of Limoges workshops, where multiple artisans could contribute
to different stages of an item's creation, and the pieces crafted by the workshop master were
typically marked with his monogram or full name.

In determining the manufacturing year of the plates, several clear indicators help establish a
timeframe. The creation of the second series of «Labours of the Months» in 1568 marks the earliest
possible dating, while the upper limit aligns with the death year of the workshop's leader: 1584.
Another significant date influencing the dating range is the year 1577, denoted on a candlestick from
the Foundation Abegg, personally dated and monogrammed by Reymond as 'PR 1577." Notably, this
object bears the same coat of arms visible on Khanenko'’s plates. Antoinette Fay initially endeavored
to identify the owner of this coat of arms: «d'azur au phénix d'or sur son immortalité de gueules,
accompagné en chef chargé de trois croissants d'argent» (fig. 16). Her research, supported by
consultants, linked it to the Chaspoux de Verneuil family (Fay 1971, p. 22). Unlike certain other
substantial orders with surviving documentation, like those from the Segvier family of Paris (c. 1556-
1558) or Linhard | Tucher from Nuremberg (c. 1558), there are no surviving written records
documenting the order for our series.

At this juncture of the investigation, a reconsideration of the surname of the patron linked to
the coat of arms is deemed necessary based on Antoinette Fay’s findings. The Généanet database
traces the Chaspoux family's origins to the Loire region, with Jean | Chaspoux (Jean | Chaspoux 1540
- ?) being the earliest known member. His son, Jean Il Chaspoux Seigneur de la Piardiere (1565 -
1652), held the title of knight-squire (écuyer chevalier), and his grandson, Jacques | Chaspoux
(October 12, 1606 - 1662), was the first to bear the title of lord of Verneuil et de |a Piardiére. This is
corroborated by the Dictionnaire de la noblesse (Aubert de La Chesnaye Des Bois, Tome IV, 1772, p.
237), confirming Jacques | Chaspoux as the family's first member to acquire the Verneuil castle from
Olivier de Saint-Georges around 1644. In 1649, he ascended to state councillor by decree. Hence,
the name Chaspoux de Verneuil emerged nearly a century after the creation of our plates, while it
is highly likely that the individual for whom the service was intended was still surnamed Chaspoux.
An assumption could be posited that it might have been Jean | Chaspoux, the family's initial known
member, aged between 30-40 during the service's creation.

The Chaspoux Service: an Attempt at Reconstruction

In the 20th century, two Parisian couturiers, Hubert de Givenchy and Yves Saint Laurent, made
efforts to amass various pieces from the Chaspoux (de Verneuil) service. Described in the catalog of
the Givenchy enamel collection as «significant due to its representation of the tastes of affluent
provincial nobility, this service reflects a preference for homogeneous monochrome series envisioned
for prominent buffets in reception rooms» (Descheemaeker 1994, p. 26). The Givenchy collection
comprised five items: two plates featuring activities of the year («August/Nerva» and
«October/Otho»), a large oval plate depicting the judgment of Moses, and two plates illustrating
episodes from the story of Psyche. Alexis Kugel and Bernard Descheemaeker, the authors of the
catalogue, compiled the first comprehensive list of preserved service items, excluding the plates
from Kyiv, which were not within their knowledge.

Subsequently, five items from the Givenchy collection were acquired by Yves Saint Laurent
and Pierre Bergé. They supplemented this with the plate «September/Nero» (formerly in the
collections of Count Rosebery and the Kugel gallery: Descheemaeker 1994, p. 41) and another plate
depicting an episode from the story of Psyche, amassing a total of seven items from the same
service. After Saint Laurent's passing, Pierre Bergé auctioned their joint collection at Christie's in
Paris, famously dubbed «The Auction of the Century» (de Nicolay-Mazery, 2009). Following a period
of absence from public view, the plates «August», «September» the dish portraying the judgment
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of Moses, and two Psyche story plates resurfaced in 2022 at a Sotheby’s auction (Hotel Lambert,
Une Collection Princiéere, Volume Il: Kunstkammer, 12 October 2022, Paris, lots 114, 115, 116, 117,
118). However, two more items from the former Yves Saint Laurent collection are yet to reappear
on the art market.

Part of this service belongs to other, unknown, private collections. Thus, the plates
«February/Vespasian» and «July/Galba», which previously belonged to James and Diana Rothschild
and were exhibited in the «History of Labour» section at the World Exhibition in 1867 («L’exposition
universelle a Trocadéro», 1867, no. 2995), were visible at Paris Sotheby’s in March 2005 (Sotheby’s
24 March, 2005, p. 16, 17, 18, 19, lot 7). Several more items are kept in state collections: the plate
«March/Caligula» in the Museo Civico in Cremona (inv. Fb 45, Puerari, 1976, p. 125-126, ill. 587, fig.
17), and «April/Octavian Augustus» and «May/Trajan» in the Kunstgewerbemuseum in Berlin
(Netzer, 1999, p. 84-87, fig. 18).

In total, we know the more or less precise locations of ten plates from the «Labours of the
Year» series attributed to Chaspoux. We hold optimism that over time, the plates representing
"November" and "December" (featuring emperors such as César, Tibére, Vitellius, Domitien,
Hadrien, or Antonin le Pieux on the reverse) will also come to light and be accessible to researchers.
Additionally, an updated list of Chaspoux (de Verneuil) plates depicting episodes from the story of
Psyche was published in 2002 by Veronique Notin and Frangoise Barbe (Notin, Barbe 2002, p. 135-
136).

A visual examination of the objects suggests the involvement of various artisans from the
workshop in creating this service. For instance, the hand responsible for adding red enamel to the
grotesque borders of the «August» and «October» plates tended toward depicting dynamic figures
with rounded joints, while the enameller who worked on «April», «May», «June», «July», «January»,
and «February» favoured a more ascetic depiction with elongated, restrained figures. Master
Reymond himself, indicated by a monogram and signature on the candlestick from the Fondation
Abegg, crafted light, plump, plastic figures with meticulous attention to developing carnations.
Collaborative work under Pierre Reymond's guidance likely facilitated the creation of perhaps the
most extensive service produced by this workshop.

It is suggested that a Chaspoux family member’s order included twelve small plates
representing the months of the year, thirty-two larger plates with the story of Psyche (corroborating
existing graphic models and Roman numerals on consecutive plates), one or several large oval plates
portraying scenes from the story of Moses (Descheemaeker 1994 p. 42-45), two tazze from the
Walter’s Art Gallery, Baltimore (inv. 44.66 and 44.67 : Verdier 1967, p. 235-243, fig. 19), along with
an unspecified number of pitchers, salt cellars (two currently known at the Hermitage, Saint-
Petersburg: Rappé, Boulkina 2004, p. 186-187), and chandeliers (including one from the Fondation
Abegg). This implies the service encompassed a minimum of twenty (known to researchers) to a
potential maximum of fifty objects bearing this coat of arms.

Given the scale of such an order, it likely spanned a considerable period. Thus, we refrain from
attributing the entire service to the single year 1577, opting instead to suggest a dating range
between 1570-1580 for our plates. The amalgamation of diverse themes within a single order
remains enigmatic: spanning ancient myths about Psyche (in Apuleius' retelling), the Labours of
Hercules (depicted on the Fondation Abegg chandelier), battles between tritons and centaurs (the
Hermitage salt cellars), narratives from the Old Testament about Moses and Abraham (the
Baltimore tazze), and ranging to «calendar» subjects and Roman emperors.

«Peopled Scrolls»

Almost all the tableware produced in the Reymond workshop is adorned with grotesques, and
the plates from the Chaspoux service are no exception. As Camille Grand-Dewyse points out, «The
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enameller inherits from a tradition that began in Greek Antiquity, where the intertwining of animal
and human characters in plant garlands flourished...» (Grand-Dewyse, 2011, p. 304). Grotesques,
observed by artists on the walls of newly discovered ancient Roman patrician houses, became
pervasive across various forms of art in Italy and, through the artists of the Fontainebleau school,
captivated French creators as well.

The borders of «June» and «January», like the other plates in the series, feature intertwining
lush grape clusters, satyr-like creatures, and chariots with putti playing golden trumpets. This
decorative motif is replicated on all known plates from this monthly series and also embellishes the
signed (bearing the monogram PR) plates of the Mesm service (Louvre, inv. OA 4021 - 4024, Baratte
2000, p. 216-219, fig. 20).

In contrast to many other items, the Reymond workshop's decoration does not carry a
concealed anticlerical meaning (refer to Grand-Dewyse, 2011). Instead, it likely conveys alternative
worldviews shared by the artist and patrons. The presence of 'peopled scrolls,' also seen on our
plates, references the Dionysian visual repertoire: «Dionysian motifs are driven by the excessive and
playful nature of these characters, whose physical entanglement harkens back to the dynamism of
nature, perpetually creating new forms...» (Grand-Dewyse, 2011, p. 304). This notion of
interconnectedness within nature resonated with Renaissance Neoplatonists (lbid.). However, it
remains uncertain whether these philosophical beliefs were embraced by the artist, patron, or both.

Speculation arises as to whether the chosen iconographic themes and the associated social

networks might contribute to our understanding of the individuals who, over five hundred years
ago, commissioned the creation of the two plates now housed in the museum. Were they
Protestants, Neoplatonists, or merely followers of the latest trends? This becomes a potential
avenue for future research. It remains a mystery how long the Chaspoux service was in production,
whether it was acquired as a whole or in parts, spanning different years or a short timeframe.
Ultimately, who selected these themes—what roles did the enamellers play, and what influence did
patrons’ personal tastes or aspirations for social recognition in their desired circles hold?
The unravelling of the «peopled scrolls» adorning these museum items, somewhat familiar to
visitors, unfolds gradually and ties into numerous ongoing discoveries by art historians worldwide.
Though these endeavours are ongoing, they bring us closer to the Renaissance-era individuals’
experiences. Consequently, they enable our cherished museums to recount ever-evolving
narratives, introducing and altering details, posing fresh queries, and shedding light on names
previously obscured.

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2023.2(16) | 14



SPECIAL ISSUE

Fig. 1 Pierre Reymond workshop, «January» plate, around 1570-1580, The Bohdan and Varvara Khanenko National
Museum of Arts, Kyiv, inv. 151 BR

Fig. 2. lllumination of the French manuscript 9342, The gesture or story of the noble Alexander, king of Macedonia,
15th century, Gallica/BNF
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Fig. 3. The Nobility or The Rich Man, illumination from a manuscript, painted by Jean Bourdichon (1457-1521),
between 1500 and 1510, Paris, Ecole nationale des beaux-arts

Fig. 4. Décaméron, Le roi s'amuse, 1, 5, XV century, Ms-5070 réserve, folio 23, recto, Paris,
Bibliothéque de I’Arsenal
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Fig. 5. Christ in the House of Simon, French school, 16th century, Lille, Palace of Arts, inv. P862

Fig. 6. Workshop of Pierre Raymond, "June" plate, Limoges, about 1570-1580, National Museum of Bohdan and
Varvara Khanenko, Kyiv inv. 152 BR
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Fig. 7. Etienne Delaune, January from a suite of 12 entitled Premiére Suite des Mois de I'Année, pre-1566, V&A, London,
inv. E.82A-1891

Fig. 8. Etienne Delaune, second series of the months of the year: January. After Baptiste Pellerin. Bibliothéque
nationale de France
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Fig. 9. Etienne Delaune, second series of the months of the year: June. After Baptiste Pellerin. Cabinet of prints and
drawings, Strasbourg, inv. 77.2013.0.305
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Fig. 10. Baptiste Pellerin, August, National Museum of the Renaissance, Ecouen, inv. E. Cl. 8632 ©RMN-Grand Palais
(Renaissance museum, Ecouen castle) / René-Gabriel Ojéda
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Fig. 11. Baptiste Pellerin, Biblical scene, Folio 13, Louvre, inv. 12-517993

Fig. 12 Jean Bourdichon, miniatures depicting the emperor Claudius, Description des douze Césars avec leurs figures,
Paris, c. 1520, National Library of France, inv.NAF 28800
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Fig. 13. Jean Bourdichon, miniatures depicting the emperor Titus, Description des douze Césars avec leurs figures, Paris,
c. 1520, National Library of France, inv.NAF 28800

Fig. 14, 15. Reverse sides of the plates "June" (upper) and "January" (bottom), The Bohdan and Varvara Khanenko
National Museum of Art, Kyiv, inv. 151 BR, 152 BR
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Fig. 18. Plate with a representation of the month of May, 157772, inv. K 5018, Staatliche Museen zu Berlin,
Kunstgewerbemuseum / Saturia Linke
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Fig. 19. Two tazze with the story of Abraham, The Walters Art Museum, inv. 44.67

Fig. 20. Pierre Reymond, Jason seizes the Golden Fleece, plate from the service of Mesmes: Story of Jason (OA 4021 to
OA 4024), 1567 / 1568, Limoges, The Louvre Museum, Paris, inv. OA 4024
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«January» and «June» from the Khanenko Collection: a Broad Context Surrounding Small Plates

The study of two enamelled plates from the collection of the Bohdan and Varvara Khanenko
National Museum of Arts in Kyiv represents the first comprehensive publication on these pieces,
previously unknown to the international art historian community. Diversified in various directions,
its primary goal is to outline potential methods of contextualization and interpretation, essential for
the future reconsideration of the Khanenko Museum's exhibition spaces post-war. Initially, the
author delineates the plate's attribution to the Pierre Reymond workshop, establishing their dating
and summarizing prior research dedicated to identifying items within the same series. Placing these
objects within their historical, religious, and social contexts, the study highlights their usage as part
of ceremonial services or 'service d’apparat,’ as well as their role as conversation pieces, a term
adapted from Elisabeth Currie. Recent studies in the fields of graphic arts and drawing history have
updated our understanding of the plates named June' and January,' providing details that not only
allow us to identify graphic models for these enameled pieces (attributed to Etienne Delaune) but
also unveil the name of the compositions' conceptual author (Baptiste Pellerin). Furthermore, there
is an open discussion regarding the appropriate nomenclature for the service's commanders,
suggesting a reconsideration from the previously published 'Chaspoux de Verneuil' to 'Chaspoux,’
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potentially correcting an anachronism. Finally, the study offers additional details for interpreting
secondary decorative elements present on the plates, aiming to supplement and enrich the
knowledge within the arsenal of museum curators and art historians concerning these exemplary
pieces from the prolific Limoges workshop during the latter part of the 16th century.

Keywords: Limoges enamels, Pierre Reymond, The Khanenko Museum, Bohdan and Varvara
Khanenko, Chaspoux de Verneuil, Chaspoux, June, January, coat of arms, ceremonial service, Etienne
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collections, Bohdan and Varvara Khanenko, Protestantism.
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CTUNb | CMAK ENMOXW: MEHIO AK AXEPENIO AOCNIAXKEHHA FACTPOHOMIYHUX NMPAKTUK
TA BI3YA/IbHOI KY/IbTYPU AOBroro Aes’ATHAALUATOrO CTONMITTA

Onbra KazakeBuy

Style and Taste of the Era: Menus as a Source for Research on Gastronomic Practices and Visual
Culture of the Long Nineteenth Century

Olga Kazakevych

The long nineteenth century (1789-1914) was a time of significant socio-cultural
transformations. In the field of gastronomic practices, several interdependent but multidirectional
processes took place simultaneously. They were related to changes in the eating behaviour of people
belonging to urbanized and westernized communities. The nineteenth century was "gastronomically
ambitious" for several reasons. It was the time when restaurant culture, its visual and culinary
atmosphere, took shape. Menus evolved into pivotal representations of a restaurant's identity, akin
to a business card. As an element of hospitality culture, formalized menus became prevalent not only
in higher-class households but also among the burgeoning middle classes. They serve as rich sources
for studying culinary history and visual culture, reflecting gastronomic trends, tastes, and visual
inclinations of the time. Furthermore, menus subtly delineate the identities of diverse social strata
and showcase the era's technological advancements. Careful scrutiny of these menus also reveals
the burgeoning globalization and heightened intercultural contacts. French cuisine held sway over
high European culinary practices, evident not only in the proliferation of French dishes and culinary
terms but also in the composition of menus predominantly in French. This trend cultivated a shared
culinary space, often reinterpreting global influences through local traditions. Consequently, these
menus reflect the formation of national cuisines, where 'folk' dishes were adapted to cater to the
cultural preferences of the upper strata of society. Moreover, these menus serve as testaments to
the distinctive features of the era's social and economic development, encompassing income
disparities, shifts in women's social status, and other notable changes.

Keywords: long nineteenth century, visual culture, menus, design, gastronomic culture, eating
behaviour, culinary traditions, globalization, national cuisine.

TexHoNoriYHUI nporpec mogepHoi Aobu BiaKpMB nNepes Ntoa4CTBOM HOBI MOXAMBOCTI ANA
NOWMPEHHA [HpOpMaLi, WO HEe MOr10 He TOPKHYTUCA Takoi chepu KUTTA NOAUHMU, K
raCTPOHOMIYHa Ky/bTypa. 3HAaKOBMM fBMLLEM CTAN0 MAcCoBe nowupeHHsa y XIX cTonitti meHto —
CMUCKY CTPaB Ta HaMoiB, AKIi MOXXyTb OYTM 3aMOB/IEHI B pecTopaHi, abo matoTb byTn nogaHi oo crony
nig, Yac 6eHKeTy. [locUTb YacTo MeH Bynn xyaoXKHbO opopmneHi M mictuam Habopu ocobansmx
Bi3ya/IbHMX 3HaAKiB, PO3pPaxOBaHMX Ha MeBHY ayauTopito. [eAki cTpaBM B MeHO, iXHi Ha3BM Ta
KOMOiHaLii TaKoX MOrAM HEeCcTU CMMBOANIYHE HaBaHTAXKEHHA. Y TaKOMYy KOHTEKCTi MeHI0 MOoe
BMCTYNaTK 3aCOO0OM KOMYHIKaLiii, JOKYMEHTOM, L0 BiAA3epKa/ItoEe iCTOPUYHNIM A0CBIA KyNiHaPHUX
NPaKTUK, BigobpaxKeHHAM TeHAEHLiN eKOHOMIYHOrO PO3BUTKY, COLIOKYNbTYPHUX TpaHCchopmaL,ii,
OXKepenom po3yMiHHA Xap4yoBOi NOBEAIHKKN Ta CycniibHUX yrnoaobaHb. AHaNi3 MeHI0 K Bi3ya/ibHOro
06’eKTa Ta, BOAHOYAC, CBigKa NeBHOro ertany iCHyBaHHA raCTPOHOMIYHOI Ky/lbTypW, L03BONAE
PO3LMPUTM HaLLi YABAEHHA NPO iAEHTUYHOCTI, 3BUYKM Ta CMAKKU COoLianbHUX abo eTHIYHUMX rpyn y
pi3Hi icTOpWYHI nepiogn. MeHo CTaHOBAATbL BaXK/IMBUIA e1eMEeHT raCTPOHOMIYHOrO AUCKYpPCY, AKNI
BiAKPWMBAE MOX/IMBOCTI AOCNIAKEHHA NPOLECiB B3aEMOAT i B3AEMOBMN/INBIB Pi3HUX rACTPOHOMIYHMNX
NPOCTOPIB YTi/IEHNX Ha 0COBUCTICHOMY, AepPKaBHOMY UM HaBiTb r106asbHOMY PiBHI. JlochigxKeHHs
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LbOro TUNY AOKYMEHTIB € 0COBAMBO aKTyaslbHUM CbOroAHi, Konn uudposizauis NoBCAKAEHHA
npu3sena A0 3BY)KEHHA KyAbTypu APYKY NanepoBMX MeEHIO i BCe 4YacTille 3akaagu NponoHYyThb
€/1eKTPOHHI nepeniku cTpas Ta HanoiB. Cy4yacHi MeHto, AKi HepigKo BMilLyOTb GOTO rOTOBUX CTPAB,
3a3BMYal MatOTb CYTO YTUIiTapHe Npu3HadeHHsA. Toai sk meHto XIX Ta novaTky XX cTONITTA 3a3BMYak
Mann nepegasatm atmocdepy 3aknagy abo nogii i Tomy Hepigko cayryBanm 06’ekTom
KOJIEKLLIOHYBaHHA.

MeHto fiK iCTOpUYHE AXKepeno y nepLuy Yepry AOCNIAKYBANM AK BiA0OPAXKEHHA KyniHapHUX
TPagMUIN, XapaKTEPHUX ONA NEBHOrO PerioHy, Ha OCHOBi AKMX MOXHa 6yno yknagatu 36ipku
peuenTiB. HMHI icHYE YMMano npaub y AKUX MEHI0 PO3rNAfaEeTbCa AK COLLIOKYNbTYpPHE ABMULLE, LWO
Bif06parkae cMakoBi ynoa06aHHA i BNIMBAE Ha raCTPOHOMIYHY Ta CMOXKMBYY NOBeAiHKY. Cepen, HuX,
30Kpema, BapTo Bia3HaunTu poboty EnicoH MNepameH «May We Suggest: Restaurant Menus and Art
of Persuasion» (2018). Yumano gocniakeHb NPUCBAYEHO KOHKPETHMM Npobaemam, NoB’A3aHMMM 3
pecTopaHHUMM YM BeHKeTHUMU MeHo. Hanpuknag, EneH CreliHbepr i [xkeK MpocT y cBoiN po3Bigui
CNPOCTOBYIOTb MOLIMPEHEe cepep, 3arany yABNEHHA LWOAO Tak 3BaHOro meHto «1834 Delmonico
menu», K NepLlloro PecTtopaHHOro MeHt, HagpykoBaHoro B CLLUA (2008). B okpemux npauax
PO3KPUTO 0COHAMBOCTI GOPMYBAHHA | Npe3eHTaLii MEHIO aMepUKaHCbKUX pecTopaHis (Freedman,
Warlick 2011; Freedman, 2011; Ann D. Zwicky, Arnold M. Zwicky 1980). Ha npuKnaai meHto 3 apxiBy
poauHn Jllobomupcbkux Irop Jinnbo Ta MapiaHHa [ywap Agocnignan Tpaamuii, racTpOHOMIYHI
NPaKTUKM W CMAKOBi ynofobaHHA apUCTOKPATUYHUX POANH [anuMuMHM nepeBarKHO nepLnx
aecatunite XX crtonitta (/liunbo 2019, /lunbo, Aywap 2023). MeHO iMnepaTopCbKUX POAMH
npuceaveHa KHura [Ixenka Cmita (Smith 2009), AKa yHAOYHIE CNiNbHI Ta BiAMIHHI puUcK
racCTPOHOMIYHMX ynoaobaHb NPaBAAYOi eniT pi3HMX KpaiH. MeHlo morau craBatM 06’eKTom
KOJIEKL,iOHYBaHHA, TOXK iCHYIOTb i BiANOBIAHI NpaL, AKi NpUCBAYEHi OKpemMnm nodibHum 36ipKam.
Hanpuknag, ctatra *aHHu LLiHTO, B SIKiM pO3rnaaaeTbca NocTaTb BifJOMOro KOJIEKLUiOHEpPa MEHIo
leHpi doita Ta 3ibpaHi HMUM apTedakTn (Schinto 2005). MpoTe 3aranom Ha cborogHi bpakye
KOMMNIEKCHOTO AOCNIAXKEHHA, B AKOMY MeHt0 Byno 6 npeacTaBneHe AK AOKYMEHT, WO penpe3eHTyE
B33aEMO3B’I30K Xap40BUX NPAKTMK Ta CUMBOJIIYHOFO NPOCTOPY EMOXM.

MeTo CTaTTi € BUSHAYEHHA AXKEPeNbHOro NoTeHLiaNy MeHto, AK Bisya/libHOro o6’ekTa, Ta
MNOro 3MiCTOBOro HaMOBHEHHA, AK Big0bpaxKeHHA KyniHapHMX NpakTUK XIX — noyatky XX cTonitTs.

Xo4ya CBOIM KOPIHHAM TaKe fBMLLE K MEHIO CAra€ NpuBaTHUX GEHKeTiB ¢paHLy3bKoro
KoponiBcbKkoro agopy cepeanHm XVIII cTtonitta, Moro macose NoLMpeHHA NOB’A3aHe 3 peCTOPaHHO
KY/IbTYPOIO «JI0Broro AeB’sTHaAusToro cronitra». [lo ii nosBsu BiABiAyBadi 3aknafiB xap4yyBaHHSA
MOT/IN PO3PAX0OBYBATU CKYLUTYBATWU /NLIE Ti CTPABW, AKi Oyan NpPUroToBAeHi Kyxapem y uein aeHb.
OpHaK 3aranbHOK NPaKTUKOIO Ans XIX CTONITTA CTaNo BUTOTOBAEHHA NAaNepoBMX MEHHO 3 MepPesIiKom
CTpaB, fAKi MPOMNOHYBa/M PecTopaHu i Kape Ha BUOIp KiieHTa. MNepeBaXKHO AU3aNH TaKUX MEHIO
peTenbHO PO3pP0b6AAAM, WO B CBOKO Yepry 06yMOBAOBANO CIPUNHATTA MEHIO AK BaroMoi YacTUHMU
Bi3ya/ibHOi aTMocdepm 3aKNaay XxapuyBaHHA.

B ocHoBYy Knacudikauii MeHIO MOXXHa NOKNACTM Pi3Hi BUMIPU Ta XapaKTEPUCTMKM: Yac abo
MicLLe CTBOPEHHA, MPU3HAYeHHSA, LinboBa ayauTopia, cTunb opopmaeHHa Towo. Hanpuknag, oguH
i3 NpoBigHMX KoneKuioHepiB eHpi PONT NPONOHYE BAACHY KnacudiKauilo MeHI, BUXOAAYM 3
aMepUKaHCbKoI icTopii i Tpaguuin, i 6asytoum ii Ha Tpbox BUMipax: «progress», «identity», «class».
TaKMM YMHOM BiH BUOKPEMJIIOE HACTYMHi KaTeropii: «MoBcakaeHHe KutTa (1842-1954)», «Ocobnaumsi
nogii» (1854-1966), «EkoHOoMiuHMI Bym (1878-1883)», «Hbto-Mopk» (1884-1940), «AMepuKaHCbKe
BilicbkoBe MeHt» (1847-1955), «CBaTtkyimo (1950-Ti — ao cboroaHi)» (Schinto 2005, p. 74).
Knacuoikysatn meHto nepiogy XIX — noyatky XX CTONITTS TaKOX MOMKHA CMMPAOYMCb Ha iXHE
NOXOAXKEHHA abo npu3HayeHHs: 1) MeHK 3aKnagiB XapuyyBaHHA, MEPEBa*KHO pPecTopaHiB
(noBcskaeHHI, cBATKOBI, BeHKeTHI); 2) odiuiliHi MeHI0 BGeHKeTIB, AKi BAALITOBYBANNCA OpraHamm
AeprkaBHOI Bnaan; 3) meHto beHKeTiB, AKi opraHisoByBannca popmanbHUMKM abo HedbopmanbHUMMU
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06’eAHAHHAMM 3 HaroAu CycniibHO3HAYMMUX NOAiN; 4) NPUBATHI MEHIO POAMHHUX 3aX04iB, BEYipOK
Ta 6eHKeTiB; 4) «cneujanbHi» MeHI, A0 SAKUX MOXHa BiAHECTM MeAMYHI, AMTAYi, MicCHI,
BereTapiaHCbKi TOLLO.

AHanisytoun meHto XIX — novatky XX CTONITTA, N€rko NOMITUTU YMMANO ChiJbHOrO, K B
obOpMNIEeHHI AOKYMEHTIB, TaK i B nepesiKy 3anponoHOBaHWX CTpaB Ta Hanois. Lla ocobausictb
POO6UTb MEHIO OAHMM i3 HAaMbINbW NOKA30BMX CBiAYEHb GOpPMyBaHHA rnobanbHOI BidyanbHOI Ta
raCTPOHOMIYHOI KynbTypu. Lo, oaHaK, He BMKAKOYANO HAABHOCTI MEBHOI perioHanbHoi abo
HaLioOHaNbHOI cneundiku.

MonnBo, Hahbinbl NPUKMETHOK PUCOKD EBONKLIT FacCTPOHOMIYHOI KynbTypu, AKY
Bif06pPaXKaOTb MEHIO «0BrOro AeB’ATHAAUATOrO CTONITTA», € BU3HAYA/bHUIN BNANB PpaHLy3bKOi
KyniHapHoi Tpaauuii. Came BOHa 3a3Hasna FMMOOKOro BKOPIHEHHA i MEPEOCMUCIEHHA B MeXKax
JNIOKANbHUX FAaCTPOHOMIYHMX NPAKTMK KpaiH €sponu Ta CLLUA. ®paHuy3bKa KyniHapHa TepmiHonoria
GaKTMYHO CTana MiXKHALIOHANbHMM CTAaHOAPTOM, AKOMY Manu BiANOBIJATM EBPOMEUCHKI Ta
amMepUKaHCbKi NpodeciliHi KyxHi Ta 36ipKn KyniHapHUX peuenTi..

BUKOPUCTaHHA PpaHLy3bKOi MOBU B PECTOPAHHUX i MPMBATHUX MEHIO TaKOX Oyno AocUTb
NOWMPEHNM fBULLEM, HaBiTb TaM Ae ¢dpaHuy3bKa HaBpA4, YM MOria npeTeHAyBaTU Ha CTaTyc
npoBigHOro 3acoby cninkyBaHHA CycninbHOI eniTn. Hanpuknaa, B pectopaHHin KynbTypi CLUA
CMOCTEPIraeTbCA MOMITHE NOWMPEHHA (GPAaHKOMOBHWUX MEHIO, MopAs, i3 aHFOMOBHMMM abo
ABOMOBHMMU. PpaHLy3bKMIA BNAUB 3a/IMLLAB MicLLe ANA pisHUX Gopm ribpuamsauii. Ha gymky Mona
dpigmaHa, CTUNb aMepUKaAHCbKOI KyNniHapHOI Tpagmuii Ha Tol Yac binblie HaragyBaB aHINiIMCbKUIA
Hi*K dpaHUy3bKUIA, KM  MOXHA KnacudikyBatu sk «aesthetic Frenchified English: ynio6neHe
aHrnincbKke m’aco, ANYMHa Ta puba, 3anpasneHi ppaHuUy3bKuMn coycammn» (Freedman 2011, p. 40).

Pociicbka imnepia 3ano3uumnia Big ¢paHLy3bKOi KynbTypu HE nuvle moAy Ha 3HaHHSA
dpaHLy3bKOT MOBM cepes, 3aMOXKHMUX NPOLLAPKIB, ane i Y4Mano Tpaamuin dpaHLy3bKoi KyxHi. Bce ue
cnpuAno GOpPMyBAHHIO HOBMX KyJliHAPHUX nepeBar, NoABi HiNbl BUTOHYEHMX i FAaCTPOHOMIYHO
Pi3HOMAHITHUX CTPaB Ha CTOJIax BULLMX i cepeaHix NPoLLapKiB pociicbKoro cycninbcrea. BogHouac,
CNig 3Ba)kaTu Ha Te, WO 6yab-AKi KyAbTypPHi 3aM03NYEHHA € «J0POrol 3 ABOCTOPOHHIM PYyXOMY.
ICTOpUKM racTpoHoMii 3BepTaloTb yBary Ha Te, WO ynpoaoBx XIX cTonitra y 3axigHin KynbTypi
MoOLIMPIOBABCA TaK 3BaHWUM POCIMCbKUMIA CTUAb 06C/NYyroByBaHHA 3a CTONOM,  BiAMIHHMA Bif
¢paHuy3bkoro (Kaufman 2002; Harding 2021). 3okpema, Ha BiaMiHYy Big ¢paHLy3bKOro CTUAO
obcnyroByBaHHA, KOAM YyCi CTPaBM CTaBMAM HA CTiN OAHOYACHO i KOXEH CTBOPHOBAB CBOK
«iHOMBIAYaNbHY TAPINKY CMAKy», B MeXax «POCiACbKOro CTUAO» CAYrn NofaBanu CTpaBu 40 CToNy
OfOHY 3a 0AHOM, No 4Yepsi. Lle, y cBOKO 4Yepry, BN/AMBAMIO HA XapaKTep CMiJIKyBaHHA 33 CTOJIOM,
CoLjanbHy i TracTPOHOMIYHY nNOBeAiHKY rocTei, po/ab rocnofaaps i rocnoAuHi 3acTinns.
TpaHcdopmyBanucA npasmaa A4eKOPYBaHHA CTOJY, Ha AKOMY Tenep CTOA/IN HE CTPABM, a MEPEBAXKHO
KBiTM Ta eneraHTHUI nocyn (nopuenaHa, cpibo, KpULTaAb TOLLO), AKWIA AONOBHIOBaAN GPYKTHM Ta
AeKopalLi, K, HaNnpuKaaa, akBapiym i3 30110TUMU PUBKamM, WTy4YHUM GoHTaH Tou,o. OaHuMm i3
MOTMBIB TaKOro JAeKopyBaHHA cTony Oyna AemOHCTpauia po3Kowi poguHu. Ane BoAHOYac
pO3paxyHOK HeOOXigHOI KiNbKOCTI NPOAYKTIB ANA CTPaB A03BOJSAB 3a0LWAANTU HaA iXHIN BapTOCTi Ta
KiNbKOCTiI.

BignoBiAHO 40 «pPOCIMCbKOro CTUAIO» CEepBipYyBaHHSA, KOXHA cTpaBa NoTpebyBana MNeBHOro
BMAY BMHA YM iHLIOro Hanow, WO 3Hakwo BiaobparkeHHA y meHto (The New York Public Library
Digital Collections. Image ID 476987; Gastronomy Archive. Menu Collection. 28). «llMcbmoBe MeH0
CTano HeobxigHicTio, 60 BMHMKNA noTpeba 03HaMOMJIEHHA 3 Mepenikom CcTpas, AKi morau
ckywTyBaTtu rocti» (Kaufman 2002, p. 128). TeHaeHUia nogayi cTpas y pociicbkomy ctuni y XIX
cToniTTi oxonuna Cnony4yeHe KoponisctBo Bennkoi bpuTaHii Ta IpnaHaii, ToXK BiKTOpiaHCbKe 3acTinna
4acTo cTaBa/sio BUNPOOyBaHHAM AN MONOAOI, HeAoCBiAYEeHOT rocnoAuHi Ta rocten (Harding 2021,
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p. 58). Micna BenunKoi BiMHKU UA Tpaamuia Ha BPUTAHCbKMX OCTPOBAxX Oyna MPAKTMYHO BTPAYeHa i
6inble He BigHOBAOBanNach (lbid, p. 75).

Mopag i3 cBOEPiAHO Ky/NbTYpHOO robanizauieto, meHto XIX — novyaTky XX CTONITTAS MOXYTb
BigobOpaxKaTh i LiNKOM NpOTUAEXKHY TeHAeHUito. 30Kpema, B IHCTUTYTi pykonucy HauioHanbHoi
6ibniotekn YkpaiHn imeHi B.l. BepHaacbkoro 36epiraetbcA pyKONUCHE MEHI0 «Beyepi B
rpy3anHcbkomy ctuni» (“a la Géorgienne”). MeHto, cknageHe ppaHLy3bKO MOBOIO | gaToBaHe 1848
POKOM, BKAIOYAE TaKi cTpasu AK 6036aw, gonma, bagpigrkaHi, nnos, wawnmk, bactypma, abxasypi
(IP HBYB ¢. I, cnp. 27354).

JloKanbHi KyniHapHi Tpagmuii NocTynoBO NOYMHAKOTb CAYryBaTM notpebam HaLioHanbHUX
NPOEKTIB, @ BEHKETM Ta PecTopaHu CTaloTb MOAITOHOM ANA BUNPOOYBAaHHA «HAPOAHOI KyXHi»
CyCniNnbHMMM eniTamu. B AKOCTI npuKnagy BisbMemMo MeHt ypouuctoro obiay 1910 poky B
6onrapcokomy KrocteHamni. Apkywwi meHtio opopmneHi Ha 6haknutHomy (canatoBomy) nanepi 3
306paxKeHHAMM NOB’A3aHMMMU 3 KyNiHapi€to (TOPLUMK, YAMHUK TOLLO) | MiCTATb 3aNMCK NPi3BULL, MOTO
y4YaCHUKIB Ha 3B0OpOTi. MeHI0 BK/OYAE ABa BUAM HaNoiB (BMHO Ta KaBa) i BiciM cTpaB, TpW 3 AKUX
CYNnpOBOAKYIOTbCA O3HAYEHHAM «D0NrapCbKU» i We ABi BKa3yloTb Ha MicTO, B AKOMY BiabyBaBcs
06ig, (30Kpema, «b6oNrapcbKMii CMP» Ta KKIOCTEHAMNbCBKI MEeYeHi CMBU 3 TOpixom»). 3BepTaE Ha
cebe yBary HasBHICTb Yy LLbOMY MEHI0 CTpaBM Nig, Ha3Boto «bopuy, pyckn» (IP HBYB, ¢. |, cnp. 5181).
LA Ha3Ba € HiYMM iHLWMM, AK CBiAYEHHAM MPOCYBaHHA 3aMaCKOBAHOI Nig NMaHcAaBi3Mm PoOCiNCbKOl
iMnepcbKoi iaeonorii, AKa cnupanacs, y TOMYy YMCAI, HA KyJAiHapHi NPaKTUKU. B racTpoHOMIYHIM
KynbTypi PocicbKoi imnepii Mn 6a4Mmo AK TEHAEHL,t0 40 KyAbTypHOI anponpiaLii cTpas NigKopeHnx
HapOAiB, TaK i MapKepyn KONOHI3auji Y BUFAALI YNCNEHHUX «POCIMCbKMX» CTPaAB Y PECTOPAHHUX Ta
OEHKEeTHUX MEHI0, 30KpeMa, 1 Ha TepeHax YKpaiHu.

Xyao03KHE 0DOPMNEHHA MEHIO TAaKOX BiZloOpaKae COUiOKYNbTYpHI TeHAEHLUIi AoCnia)KyBaHOT
enoxu. binbwicTb MeHto BUroToBAsNaca y Tunorpadisx, AKi 403BONANIMN 3aMOBHUKY APYKYBATU MEHIO
3 YHiKanbHMUMK Habopamu CTpaB Ta HanoiB, abo NPONOHYBa/AM CTAaHAAPTHI 6/1aHKKN, KYAN OKpPeEMiI
nosuuii BNWUCYBanM BiA, PyKWU. 3anexHo Big ¢iHAHCOBUX CMPOMOXKHOCTEN 3aMOBHMUKA,
BMKOPUCTOBYBA/IAcA LWUMPOKA HOMEHKNATypa MaTepianis Ta cnocobis ApyKy. A BUrOTOBNEHHA i
0pOpPMNIEHHA MEHIO 3aCTOCOBYBABCA KO/MIbOPOBUIA | YOPHO-6iIMI ApYK Ha nanepi pisHOi TOBLIMHY,
TUCHEHHA 30/10TOM. B odopmneHHi morna 6yt BUKOpPUCTaHa TKAHWHA (HAaNpWKNag, WOBK), WKipa
Towo. TaKi enemeHTM Manu nNigKpecntoBaTU CTaTyCc 3aknagy abo nepcoHu, sika BNAWTOBYBana
OEeHKeT, a TaKOXK MICTUTU HaTAK Ha XapaKTep 3acTinns (Hanpuknag, YopHa CTpiYKa B MEHIO MOrna
BMKOPUCTOBYBATUCb Ha 3HaK Kanobw).

Xy[0XHE 034061eHHA MeHIO 3an1eXKano Big ynoaobaHb 3aMOBHMKA i Bif, TaNaHTYy BUKOHABLA.
B odpopmieHHi MEeHI0 4acTo BUKOPUCTOBYBA/IMCA HE JINLLE AEKOPATUBHI OPHAMEHTHU, ane N BiHbETKK
3 pirypaTnBHUMM 300parkeHHAMM. Lle, 30kpema, morsio byt 306parkeHHaA byaiBni rotento, B AKOMy
PO3TAlLOBYBAaBCA pecTopaH, aWAeHTUKa 3aKnagy XapyyBaHHsa, repbu, embnemu TOLWO.
PecnektabenbHi roteni, sKi Manu BNACHI PecTopaHM 3 BULIYKAHMM iHTEP'EPOM Ta LUMPOKUM
ACOPTMMEHTOM CTPaB i HanoiB, 3aMOBAAIN OPOPMNEHHA MEHIO, AKE MasiI0 CNOHYKATK BiaBiAyBayis
00 3aMOBEHHA | CNOXWBaHHA BiNbLOT KiNbKOCTI CTpaB Ta Hanois. A LboOro BUKOPUCTOBYBANMUCA
HaMpisHOMaHITHIWI Bi3yanbHi 0bpa3n: nemsaki, KBiTM, NTaxu, TBAPWHM, MibONOriYHi icTOTH,
TeMaTUYHi Komnosuuii, NobyToBi KapTUHKM, a 3rogom i potorpadii. Jna nonerweHHA Bi3yanbHOro
CNPUMHATTA nepenik CTpaB i HanoiB y PecTopaHHMX MEHI0 3a3BMYal NPEeACcTaBAANM CEKLiNHO,
BiAMNOBIAHO A0 TMNIB i BUAIB CTPaB (Cynu, 3aKycKM, M’ACHi, pubHi cTpaBu, AecepTun, HaNoi TOLLO).

BeHKeTHi MeHlo ToBapucTe abo odiliiHUX NpunomiB nepeabayvanu TemaTUYHE XYAOMKHE
odpopmneHHa. Hanpuknaa, B An3aiHi MeHo GeHKeTiB Pi3HUX TOBAaPUCTB 4YacTO BUKOPUCTOBYBa/IM
Bi3yaZibHi efiemMeHTM NoB’A3aHi 3 AiAAbHICTIO IXHIX 4YfieHiB, a nepenik cTpaB 3arasom 0OyB
TpaguuiiHum ana noaibHux 3axoais (The New York Public Library Digital Collections. Image ID
474223; Image ID 474221). B opopmneHHi 06igHboro meHto 1884 poKy, sike Napu3bKuii pectopaH
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«Richard» nponoHyBaB uneHam Société des Gens de Lettres (ogHOro 3 HalinoOBaXKHiWMX
niTepatypHux Knybis ®dpaHuji), UEeHTPOM KOMMNO3uUii BUCTyNae nocyAuMHa, nignucaHa sk
«KOCMOMONITUYHA cTpaBa byiabec». B meHio obigy 6aumMmo cyn, 3aKycKu, CE30HHMI canaT, cup,
bpYKTH, NeunBo, KaBy, WLaMnaHcbke, Nikep «LapTpes» Ta iH. ( Musée Carnavalet, Histoire de Paris.
Société des gens de lettres, menu du diner du 11 février 1884 au restaurant Richard).
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In. 1 MeHto pecmopaHy eomerto "De Russie a Leopol" y /lbeosi cepeduHu XIX cmoaimms.
Lxcepeno: IP HBYB, ¢. 331, cnip. 112.

Cnpobyemo po3rnsaHyTn GopMyBaHHA PECTOPAHHOI racTPOHOMIYHOI KyabTypu YKpaiHu Ha
NPUKNAAI OEAKUX MEHIO, MOPIBHIOKYM IX 3 AHANIONYHUMM OOKYMEHTAMM 3 iHWKX KpaiH. OgHuUm i3
HanbinblWw iHGOpPMaTMBHMX Ta LikaBux € meHto (Carte du juor) nbBiBCbKOro pectopaHy rotento «De
Russie a Leopol», ske patyetbca cepeauHoto XIX cTtonitra i 36epiraetbca y PpoHAax IHCTUTYTY
pykonucy HBY imeHi B.l. BepHagcbkoro (In. 1). lokymeHT Bigobpakae acoOpTMMEHT CTpaB Ta Hanois
oAHoro 3 Halibinbl 3HaKoBMX Ta delleHebenbHUX 3aKNaAiB MicTa.

MeHto pectopaHy rotento «De Russie a Leopol» odopmneHe 3 BUKOPUCTAHHAM MOTUBIB
noB’A3aHuMX i3 aHTUYHUM [lioHicom (Bakxom). Bor BUHOpo6CcTBa TpUMaE Yally, B AKY Kpanae BUHO.
OCHOBHUM [EKOPATUBHUM €1EMEHTOM € BMHOIPaAHA /103a 3 rPOHAMM, AKA Hibu «onnitae» Becb
OOKYMeEHT. Lleit MOTMB A0BOJIi YAacTO 3yCTPIYAETLCA B XYAOKHbOMY 0dopmMaeHHi meHto XIX cTonitTa
(The New York Public Library Digital Collections. Image ID 476895; Musée Carnavalet, Histoire de
Paris. Diner de la pensée, menu du 12 janvier 1884). J/IbBiBCbKE MEHIO MICTUTb TAKOX HACTYMHi
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306paKeHHA:  napa  opAaiB,  AKi
TPUMalOTb KBITKOBI ripnaHan, Basu 3
KBiTamMM, Tapini 3 GpyKTaMu, AiKKKU 3
BUHOM, NAAWKK 3 HanoAMMm,
cTunisoBaHe 306pakeHHs genbodiHa,
nocysa, SAKWNCb AOKYMEHT 4YM KHUra,
TPYOKM  Ona  naniHHA, 6e3kpuami
KynigoH, a TAKO) Kiibka TeMaTU4HUX
KoMnosuuiit y nobytoBomy KaHpi. Ha
OAHIN 3 HWUX YOTMPW OLlATHO BOpPaHi
YONIOBIKM KOMYHIKYIOTb 32 HaKpUTUM
CTO/IOM i3 Kenmxamu B pyKax. bina
Outarde gavnie. CTONIMKA CTOiTb KOWMK i3 MAALKaMMU
Bauman de fo Slevat BMHa. Ha iHWIiA npeacraBneHo ABoOX
4yonoBiKiB, y HinblW NpocTomMy 04A3i, AKi
CNinkytoTbCA 6ina gixkok 3 BMHOM. OauH
Roti: Gelinottes. 3 HUX TPMMQE Kenux, AerycTytoum Hanin.
Ty Ha meHto € Hanuc natuHoto «Ubi bene
Herdeim ibi patria» (e [pobpe, Tam i
Q.:fait auz ananas. 6aTbKiBWMHA), AKMKA  Bigobparkae
regoHIiCTUYHY ¢inocodito pecTopaHHOI
KynbTypu. [lig  Ui€l0  CeHTeHUi€t
Café 6aunMmo irypy «LwAAXTMYA» 3i WNArot
Ta B 04A3i, AKMA NPUTAMaHHUI paaLwe
paHHbOMOAEpPHIN A006i.
3a [40MNOMOrold OpHaMeHTy B
MEHI0 BUOKPEeMNEHO CeKL,ii 3i cTpaBamu
Ta HaNoAMM: cynm, 3aKYCKM,
AnoBuYmnHa, puba, 6obosi, aANUA,
KOMMOTW, AecepTtu, BuUHa Ta iH. Cepepg
3aNpPOMNOHOBAHMX CTPaB «MNONbCbKUM
Xonoaeub», «bidpwTeKkc no-
aHININCbKMY», «POCTOiIP NO-aHMNINCbKNY», KKapN NO-NOAbCbKNY, «LLYKA NO-TONNAHACbKUY», KKBACONA
NO-aHTNINCbKM», «ANLA NALWOT», «KAPTONAAHWM CanaT», «MUTA4aNnb y LWKApPAyni», «MepeHra 3
KPEMOMY, «Tipo/ibCbKe Ab/yKo». PecTopaH NPONOHYyBaB CTPaBK 3i CNapKi, KYpKKU, ¢pasaHa, Kauku,
3aiuA, pisHOMaHITHI KOMNOTU/KOH}ITIOPM 3 aHaHaciB, abpUKOCiB, A6AYK, rpyLl, anenbCUHIB, TEPHY,
cnuB. B acopTMmeHTi 6yB TaKOX LUMPOKMIA BUDIp BMH i NiKepiB («aBCTPINCbKI BUHA», «4€PBOHI BUHAY,
«Pi3HOMQHITHI YrOpCbKi BMHa», «CONOAKI YrOPCbKi BUHA», KiIHO3EMHi BUHA» M OKPEMO «iHO3EMHi
BMHA Ta NliKepu»).
BisyasbHi enemeHTM NpeacTaBAeHi y MEHI0 Ay*Ke 4iTKo BigobparkatoTb PyHKUioHanbHe
NPU3HAYEeHHA TOrOYAaCHMX PECTOPAHIB, AK MiCLA BiANOYMHKY i po3Bar 418 YON0BIKiB, NpoCTOpY AN
AiNnoBMX NepemMoBUH, APYKHbOI KOMYHIiKaUii Ta couianizauii. Mepenik npeacTraBneHUx cTpas i
HanoiB 3acBiAYyE NEBHY KOCMOMNOJITUYHICTb NpUTamaHHy 6araTboM NoAibHMM BENUKUM MiCbKMM
3aK/a1aaMm XxapyyBaHHA enoxu A0Broro Aes’ ATHAALUATOro CTONITTA.

'@otoc}e gawzai'n.a

Keotits P&rés.

@uuogb (‘}Eacé.

Freuits

.giqueu 8.

In. 2 MeHto 3 apxigy poduHu LLimeliHzenis. Oxcepeno: IP HBYB,
. 109, cnp. 27, apkK. 2.
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HaTtomicTb MeHI0 npUBaTHUX
3aCTi/b UM FACTPOHOMIYHMX 3ibpaHb 3

npuMBoAy MNEBHUX  YPOYUCTOCTEMN
MOFIN BYTU LiNKOM 30CceperKeHi Ha
YyaCTyBaHHi  rocte  NOKaJibHUMMU
CTpaBamuy, MIiCTUTK Bi3yanbHi
BiACUMNKM [o TPaAULiNHOI,
HauioHanbHOi  KynbTypu abo X
Bignosigatn TEeHAEHUiAM

€BPONENCLKUX FAaCTPOHOMIYHUX BifiHb
yn Bigb6MBATU KyNbTYPHUIA BNAUB,
AKUMIM OyB HacnigKom MOAITUYHOrO.
OKkpemi MEHI0 CKnageHi
HauioOHaZAbHMMM  MOBaMK,  AesAKi
bpaHLy3bKOIO, AKA, AK 3a3Ha4anoca
BUWE, CTasla MiXKHALiOHANbHO
MOBOH raCTPOHOMIYHOT KyAbTypu XIX
CTONITTA.

Hanpuknaa, meHto obigy Ha
yecTb 50-pivusa nitepaTtypHoi
aianbHocTi JleoHnipa [nibosa 1891
POKY MICTUTb Bi3ya/sbHi CUMBON
XapaKTepHi ana YKpaiHCbKOI
HALIOHANbLHOI | KyNbTypHOI Tpaguuii
(xaTa-maszaHKa, COHAWHKK 6ina TUHY,
Konognasb, Kob3a), a Takox ¢oTo
toBifApa. CTpas nopiBHAHO Hebararo.
Cepep, HUX 3HAXO4MMO TaKi AIK «cyn 3
pakKis», KMUPIKKNY, «CcyaaK-
MaMoHe3», «iHAWYKA Ta AUYnHa»,
«KOJIbOPOBa KanycTa 3i 3e/IeHHIOY,
«MacenyaH», «4ecepT», KKaBa i Yan»
(YepHiriBcbKMM  iCTOPUYHUIA  My3ei
im. B. B. TapHascbkoro, IHB. N2 An
1933/29).

P.409 , N2¥
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THINL C. 8. A¥NBXKENAL

In. 3 MeHto 3 apxigy poduHu LLimeliHzenis, 1894 piK.
Lwepeno: IP HBYB, ¢. 109, cnp. 27, apk. 1.

[Ba uikaBnx meHto 36epiratloTbcs cepes, apxiBHUX AOKYMEHTIB poannu LWtelHrenis (In. 2, 3).
OpHe 3 HMX — YOpHO-biNne MeH, BUAPYKYBaHe HA LyNMKOMY nanepi y KWiBCbKin Tunorpadii I.T.
Kopuak-Hosuubkoro (IP HBYB, ¢. 109, cnp. 27, apk. 2). Buxogaum 3 odoOpmMIeHHA, MOXKHaA
NPUNYCTUTK, WO BOHO Oyno cKknageHe A0 3UMMOBWMX CBATKyBaHb. Haue y BiKOHeuky 6Haunmmo
306parkeHHs y Nici AiTei; XN0NYUK LUTOBXAE CaHYaTa, Ha AKMX AiBYMHKA B OUiKyBaHHI CMYCKY 3 FipKu.
JoenHaHHsA rinKn KBIiTiB A0 300paXKeHHA 3MMOBOI TEMATUKM Ans nepioay Apyroi nosoBuHM XIX —
noyaTky XX cTonitra 3aranom 6yno tmnoeum. Mu ue chnocTepiraemo Ha 6araTbOox pPi3gBAHUX
JIUCTIBKAxX TOro Yacy. Po3TawyBaHHA eNeMeHTIB AM3alHYy TaKoX € TMNOBUM AR €MNOXM | 3HAaX0ANTb
YUC/IEeHHI napaneni cepen iHWUX NoAibHUX AOKYMeHTIB (auB., Hanpuknag: The New York Public
Library Digital Collections. Image ID 474171). HaBeaeHuit ppaHLy3bKOK Mepenik cTpas Ta Hanois
Bi0OpaKae BUCOKMIM PiBEHb AOCTATKY Ta KEBPOMNENCHKUIAY CMAK CNOXMBaYiB: cyn JIopeH, nawTeTy,
Kypinka, aHaHacose napde, KaBa, GpyKTH, Nikepu.
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IHwe meHto 1894 poKy 3 apxisy poauHu LUTeWHrenis cknageHe pPOCIMCbKOK MOBOK Ta
BMAPYKYBaHe y KMiBCbKilt Tunorpadii C.B. KyabxeHka Ha uynkomy nanepi (IP HBYB, ¢. 109, cnp. 27,
apk. 1). ACOPTUMEHT CTPaB € LiZIKOM penpe3eHTaTUBHUM ANA BiaobparkeHHA Tpaauuild Ta cMakis
3aMOKHWUX NPOLIAPKIB HAaceneHHA KiHuA XIX ctonitta: 6ynbMoOH, NUpPiXKK, cTpasBu 3 m’Aca, pubHI
CTPaBW 3 Pi3HOMAHITHUMM COyCamMM, NaLITET, canaT, MOPO3nBO, PPYKTU, KMUCiNb TOwo. Y HbOMY B
NOBHI Mipi NpeacTaBneHO nepensieTiHHA GPaHUY3bKUX i POCIMCBKUX KyniHapHWUX Tpaguuin. Y
Ha3Bax 04pPa3y KiNIbKOX CTPaB 3yCTPIYaEMO 3BEPHEHHA A0 TPAAMLIM POCIMCBKOT KYXHi LLeHTPY iMmnepii:
«TeNATUHA MOCKOBCbKa», «MOPOCA MOCKOBCbKE», K10COCb HEBCbKUM».

MPUKMETHUM € TaKOX | 0POPMNEHHA MEHIO, B AKOMY BUKOPUCTAaHO 06pa3 XKiHKKU y CBATKOBIM
CYKHi, 03406neHin nip’am. KonbopoBa ramma ogAary — nepeBakHO YOPHWIM 3 HE3HaYHWM, Nefb
NOMITHUM BKpamnJeHHAM CMHbOrO, 3€1eHOr0 Ta POXKeBOoro. Y pyKax XiHKa TPUMa€e KapHaBaibHY
MackKy. MNopiBHAHHA LbOro AM3aMHy 3 IHWMMW MEHIO OCTaHHbOI TPeTMHU XIX cToNITTA - NoYaTKy XX
CTONITTA € AOCUTb MOKA30BMM. BUKOpPUCTaHHA GPUBONBHUX KiHOUMX 06pasiB y meHto 6yno Ha Tok
Yyac AOCUTb MOLIMPEHMM ABMLLEM Y CBITOBIM pecTopaHHin KyabTypi pybexky XIX-XX ctonitb (ams.,
Hanpuknag, meHio «Cafe Martin» 1902 poky: Menu Collection, #6452). ¥ meHto 1908 poky,
HaApPYKOBAHOMY ANA NbBIBCbKOro pecTtopaHy MOAbCbKO-PpaHLy3bKOi KyxHi «Xopx», AKMA cTaB
cnagkoemuem «De Russie a Leopol», npeacraBneHo 306paxkeHHs nanayy Torley-kastély, nnawku 3
BMHOM, /1031 3 TPOHaMM BUHOrpaay Ta MOJIOAOI XKiHKN, AKa TPUMAE Y pyLi Kenux BuHa. [laHe meHto
CTano BifoOPaArKEHHAM peKnamm YyropcbKux irpuctux BuH «Torley» (Nlunbo, OQywap 2023, c. 274-
276).

BuKopucTtaHHA NogibHMX CloXKeTiB AOBOJII Pi3KO KOHTPACTYE 3 cepeanHoto XIX ctonitra, Konum
BMKOPUCTaHHA XiHOUMX 06pasiB y AM3aliHi MeHI0 3HAWTM AOCUTb CKAaAHO. | Le He BMNAAKOBO.
[eB’aTHaguaTe CTONITTA 6Y/10 YacoM, KON iCHYBaIM OOMEMKEHHSA LLLOA0 NPUCYTHOCTI XKiHOK Yy AeAKnX
3aKNagax xapyyBaHHA 6e3 cynpoBoAy 4Y0/0BiKiB. 30Kkpema, Aeski pectopaHu CLUA B3arani He
AOMNYCKANN KIHOK Yy CBOI 06iAHI 3anK, B iHWMX iCHYBaM OKpeMmi XKiHo4i KimHaTW. MpaKTuKyBanoca
CTBOPEHHA OKPEMMUX MEHIO ONA YONOBIKIB Ta KiHOK. PectopaTopu Hamaranmca BpaxyBaTu PisHULLIO
KIHOUYMX Ta YO/IOBIYMX raCTPOHOMIYHUX yNnoaobaHb. 30KpemMa, BBarKaioCA KiHKW Ha4aloTb nepesary
6inbl nerkMm cTpaBam Ta geceptam. BogHouyac, iCcTOPMKKM racTpOHOMIi 3a3Ha4aloTb, LLO 3arasiom
CTPaBU, AKi BXOAUIM A0 MEHIO A/1 YO/I0BIKiB Ta MEHIO /17 XKiHOK, 6ynn noaibHumm (Freedman 2014,
p.7). He 6yno i cyTTeEBOI Pi3HULL B XyA0KHbOMY 0DOPMAEHHI LnX meHto (nop.: Freedman, Warlick
2011, p. 49; The New York Public Library Digital Collections. Image ID ps_rbk_701).

Enoxy [oBroro AeB’sATHaAUATOrO CTONITTA, fIKa OXONAKOE nepiog 3 nodaTky PpaHuy3bKoi
peBontoLii A0 no4yaTky lNeplioi cBiTOBOI BiMHW, HEPIAKO OTOTOXHIOIOTb 3 €MOXOK HalioHanismy.
BoaHouac, ALOKYMEHTH, AKi € CBigKaMM MOBCAKAEHHOIO UTTA NOAUHU, AEMOHCTPYHOTb HAABHICTb
TEeHAEHUiT A0 iIHTepHAUiOHANI3aLIii Ta MiPXKKY/IbTYPHUX KOHTAKTIB. 30KpemMa, Ha NpuUKIagi MeHio mMmu
6aunmo npouec dopmyBaHHS r106abHOI raCTPOHOMIYHOT KyAbTypu. PectopaHHi MeHI0 A0cUTb
yacTto BilOOpaXkaloTb He /IOKa/bHi  KyniHapHi Tpagumuii, a 3arafbHi, CcnifbHi TeHAeHUil
racCTPOHOMIYHOI KyNbTypK enoxu gosroro XIX ctonitra. BogHoyac, okpemi meHto npnBaTHUX 3ibpaHb
UM YPOUMUCTOCTEN MicTATb Barato micueBMX, «HaLiOHAaNAbHUX» CTpaB. B 034061eHHI MeHIO TaKOXK
ACKpaBO NPOCiAKOBYOTbCS CMiNbHI TEHAEHLU,I. Lle *K CTOCYETbCA 3aranbHUX NPUHLUKUMIB 0DOPMIEHHA
Ta PO3MIlLEHHA 3MiICTOBUX €1eMEHTIB, 3aCTOCYBaHHA aNAEHTUKN, BUKOPUCTAHHA NEBHOI TEMATUKK
npeacTaB/ieHUX Bi3yasibHUX eNeMeHTiB. [acTpOHOMIYHaA ecTeTMKa TaKoXK dopmyBanach Nig, BNaMBom
MMUCTELbKMX BifiHb | PO3BUTKY TEXHONOTiN. OKpeMi MeHIO TaKOHIYHI B 03400/1EHHI, 3 aKLLEHTOM nuLle
Ha LWOCb KOHKPETHE, YacTille alAeHTUKy 3aknaagy. [eaki micTaTb BMKAOYHO Nepenik cTpas Ta
HanoiB. BogHouac, oKpemi MeHI0 € CNpPaBXHIMW TBOPAaMM LEKOPATUBHO-YKUTKOBOrO MUCTELITBA.
XapaktepHum gnsa enoxu H6yno BUKOPUCTAHHA PpaHLy3bKOi MOBM Yy PECTOPAHHMX i NPUBATHUX
MEHI0, 04HaK 3 4acoOM CNOCTEPIraeEMO aedani YacTilwe BUKOPUCTAHHA HaLioOHaIbHNUX MOB.
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CeKUiHUI pOo3NoAin CTpaB Yy MEHI0, MOCNIAOBHICTb iX 3a3HAYEeHHA, a TaKOX 3MicToBe
HAaMOBHEHHA MEHIO MOBHOK MIpPOK CBIAYMTL NPO POpPMyBaHHA CMiIBHOrO FACTPOHOMIYHOrO
NPoOCTOpy, NOAEKYAM 3 YpaxXyBaHHAM JIOKANbHUX Tpaguuii. Bu3HavyanbHMM eTanom AanA
bOpMyBaHHA NEepeTUHY CMakiB i CTWU/IB rnobanbHMX Ta MICUEBUX KyJliHAPHUX MPAKTUK CTaau
dpaHUy3bKi KyniHapHi Tpaguuii, aganToBaHi Pi3HUMM HaALiOHANbHUMKM KyxHAMU. MeHo AK
CBOEpiAHA Bi3WTIBKA pecTopaHy YM rocnogapiB ypoumctux obigis BiabMBae cmakoBi ynogobaHHsA
enoxu i [ocCBig, KyNiHAPHOI KynbTypu. AKWO MAEeTbCA Npo NpuBaTHI 3BaHi obian, He Oyae
nepebinbleHHAM CKa3aTW, WO iXHE MeH BifobOparkae TaKoXK crneumdiky Kona CnifkyBaHHA Ta
iAeHTUYHICTb rocnogapis. MNMoganblwi AOCNIAMXKEHHA MEHI0 AK ArKepena Bi3yanbHOI KynbTypu Ta
raCTPOHOMIYHUX MPAKTUK MOXKYTb BYTW 30cepea KeHi Ha rMBOKoMyY NOPIBHANBHOMY aHani3i MeHto
Pi3HMX KpaiH, 3 MeTOo 3'ACYyBaHHSA CMiNbHUX | BIAMIHHUX pUC Yy Waxax GopmMyBaHHA raCTPOHOMIYHUX
Tpagmuin XIX — noyaTtky XX CTONITTA, PO3yMiHHI B3AEMO3B’A3KY €noX, Ky/AbTyp i KyniHapHUX NPAKTUK.
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Cmunb i CMaK enoxu: MeHIo AK 0xcepesno 00CNi0OHeHHA 2aCMPOHOMIYHUX NPAKMUK ma
8i3yanbHOi Kynbmypu 0082020 0e8’smHaAdyAmMo20 cmoaimms

Loeze des’amHaduame cmonimms (1789-1914) cmano 4acom 3HAYHUX COUIOKYaAbMYPHUX
mpaHcgopmayili. Y cpepi 2aCmMpoOHOMIYHUX NPAKMUK  8i06ysasnoce 00pa3y  KinbKa
B830EMO3Q/EHHUX, as1e PIZHOHANPABAEHUX NPOYecie, Nos’a3aHux 3i 3MiHaMU Xap4yos8oi nosediHKu
nroodeli, AKki Hanexcanu 0o ypbaHizoeaHux i secmepHizosaHux cninoHom. [lepiod XIX cmonimmsa
8UABUBCA «2ACMPOHOMIYHO aMbBIMHUM» (3 KiflbKOX npu4uH. Y ueli yac 8i06yanoca cmaHo8neHHA
pecmopaHHoi Kyaemypu, i 8i3yanbHOi ma KyniHapHoi ammocgpepu. CB0€EPIOHOK 8i3UMIBKOHO
3aK100i8 Xap4yB8aHHA CMaAsAu MeHK. AK enemeHm Kyabmypu 20CMUHHOCMI hopMani308aHi MeH!0
ompumanu nowupeHHsa i 8 npusamuux 0oMmo20cnodapcmaeax 8uu020 U Hagime cepedHb020 PiBHA
docmamky. [mepenoHulli nomeHyian meHwo XIX — nouamry XX cmonimms eKnwo4ae 8 cebe
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gaxnusuli icmopuyHuli 0oceid KyniHapHOi i 8i3yaneHoi Kynemypu. MeHo 8i0busaroms
20CMPOHOMIYHI meHOeHUii, cmaKkosi ma 8i3yanbHi ynodobaHHA enoxu, i0eHmMu4YHicmeo
npedCMasHUKI8 Pi3HUX COYiasbHUX MPOWApPKie, MexHOoaA02i4YHi 0ocseHeHHS. BodHoyac, 60HU
8i0obpaxcaromob meHOeHyio 00 esn106ani3ayii ma No#easAeHHS MiIXKYyAbMypPHUX KOHMakmie. Y yel
nepio0 senuKuli 8naue Ha hopmMy8aHHA KyaiHapHUX mpaduyili mana ppaHyy3bKa KyxHA, Wo mMaso
8USAB He auWe y NoWUpPeHHi hpaHyy3bKUX Cmpas ma KyaiHapHoi mepmiHonoeii, ane U y cCKnadaHHi
MEHI0 (hpaHUy3bKOH M0B0oH0. Bce ue rnpu3sodusno 00 hopMyB8aHHS CrisibHO20 MPOCMOPY XAp4o8uUX
NPaKkmukK, 0e e7n106aabHi MeHOeHYil nepeocmucaosanucs 3 MoYku 30py micuyesux mpaduyid.
BoOHouac, meHto g8i0obpaxaroms nMpouyec CMaHoB8/1eHHA HAUIOHAAbHUX KYXOHb, 8 MEeH(ax AKUX
gidbysaemobca aoanmayis «HAPOOHUX» cmpas 00 nompeb Kyabmypu 6UWUX MPOWAPKie
cycninecmea. MeHo makox 8i0obpaxarome o0cobausocmi coyianbHo20 mMa eKOHOMIYHO20
po3sumky 0obu, 30kpema, oughepeHyiayito npubymeis, esontoyiro CycrinbHO20 CMAHOBUWA HIiHOK
mouwjo.

Knrwuosi cnosa: dosze des’amHaduame cmonimms, 8i3yanbHa Kynemypa, MeHt, Ou3aliH,
20CMPOHOMIYHA Ky/bmypad, Xap4oea noseodiHKka, KyniHapHi mpaduuii, enobanizayia, HayioHanbHa
KYXHSA.
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NYCTATUBHI ObPA3U MUPOC/TIABA APEMAKA
(HA MATEPIAZIAX NEP®OPMAHCIB)

Hagia babii
Gustatory images of Myroslav Yaremak (based on the materials of performances)
Nadiia Babii

The article constitutes a segment of the author's research on the representation of social
practices through artistic production processes in twenty-first-century Ivano-Frankivsk. It delves into
the issue of intercultural communication by examining gustatory themes within the performances of
the action artist, Myroslav Yaremak. The study concentrates on actions that revolve around artistic
depictions of food and beverages' growth, processing, and consumption, recontextualized within the
present culture and politics of a provincial city amidst a globalized backdrop. Furthermore, the article
explores the documentation aspects and the societal impact of the performances «Alma mater»,
«Sower», and «In vino veritas» on the small-town community. The material is organized
thematically, revealing content categories such as milk, grain (seeds), and wine as significant
markers. The structure of the work revolves around life experiences, meanings, and artistic images.
The methodology encompasses semiotic studies by Roland Barthes, performance studies popularised
by Richard Schechner, and food studies exemplified in the works of Crystal Neely. It analyses how the
chosen categories' meaning and significance, as well as the artist's associated actions, evolve due to
changing political or cultural circumstances. The primary empirical foundation of this study
comprises self-archived performance artefacts, photo documentation sourced from lvano-Frankivsk
photographers' archives of the 1990s and 2010s, self-descriptions, performance documentation, and
interviews with Myroslav Yaremak conducted between 2022 and 2023. The article reveals the
process of transforming specific gestural acts into universal ones through ingrained images within
daily experiences. It demonstrates how the form of performance and reperformance was shaped by
cultural or political history, interpreted through the subjective experiences of the artist and his
assistants. Consequently, it portrays gestural acts in the work as mediums of social interaction,
wherein recipients (assistants and spectators) become active participants within the artwork.

Keywords: gustatory image, identity, performance, Myroslav Yaremak

Ha noyatkosi 1990-x poKiB NONITUYHMI aKL,iOHI3M, W0 ByB B aBaHrapAi CycnifibHO-KY/IbTYPHUX
pyxiB YKpaiHM cepep, iHTeNeKTyaniB 3axiAHOYKPAiHCbKUX MICT y»Ke HabyB 03HaK KOHPOPMHOCTI,
yepes WO MNPAKTUYHO MOBHICTIO BUAYYEHUM 3 apTUCTUUYHMX KOHUenuini. Big 1989-ro poKy IBaHo-
@PpaHKiBCbK HecnogiBaHO HabyB cTaTycy Ky/AbTypHOI CTONMLI 3aBAAKM MiKHapogHoMmy bieHane
cyyacHoro mucteuTsa «Imnpeza» (babin 2019). AKWo nepwi ABa ce30HM bieHane AeMOHCTPYBaAu
nepeBa*kHO MOAEPHUN KybTYPHUIA BUOYX HA TNl NOCTPAAAHCbKOTO NPOCTOPY (BUKAOYEHHAM CTana
anbTepHaTMBHa BucTaBKa «Imnpesa. [poBiHUiMHMIA pgoaaTok No2» (1991), opraHisoBaHa
M. fipemakom Ta A. 3BiXKMHCbKMM), TO nporpama 3-Tboro b6ieHane 1993-ro 6yna noBHicTO
OpIEHTOBAHA HA penpe3eHTaLil0 aKTya/JbHOro mucTeutrsa y ¢opmati contemporary art sk
CBOEPIAHOrO iHTENEKTYaNIbHOIrO «Pi3HOBMAY MOJIOAIXKHOI KOHTPKYNbTYpU» (Oaecbki gianormn 2012,
c. 100), wo aemoHcTpyBana byTTa B KOHTEKCTI anoriyHmx irop. AisnbHicTb Mupocnasa Apemaka, aK
nepdopmepa, TiICHO NOB’A3aHa i3 KynbTypHUM Midom Ta TyciBKOBMM pyxom «CTaHic/laBCbKUi

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2023.2(16) | 41



SPECIAL ISSUE

dbeHomeH». AHanNi3yrumn MOro NPOEKTU, NOB’A3aHi 3 XapyOBOK TEMATUKOKD, AOPEYHO PO3rNAAaTH iX
yepes NPMU3My HaLioHaNbHOT N KYyNbTYPHOT iA€HTUYHOCTI Ta 0COBMCTOro XMUTTEBOIO A0CBIAY.

TeopeTnyHoto 6a30t0 LbOro AOCNIAKEHHA CTaB eceit PonaHa bapta «Big TBOpy A0 TEKCTy»
(Bapt, 1990). Y poboTi aBTOp TEOPETM3YE Hagh MNOHATTAMM KMUCbMO», «TEKCT» | «TBip»,
PO3MipKOBYOUM NPO TeKCT AK Npo nepdoOpMaATUBHUIA NPOLLEC, AKUMN «...BigYYyBAETbCA TibKN B
npoueci npaui, BUpobHMLTBAL...>TEKCT HE MOXKe HENOPYLUHO BKAAKHYTU (CKAXKeMO, Ha KHUXKKOBIM
NoAuL;), 3ri4HO BNACHOrO €CTBA BiH MYCUTb Kpi3b LWOCb PyXaTUCA — HanpuWKnag, Kpisb TBip, Kpisb
WepeHrn TBOpPIB». BaXKANBO, WO TaKUI KyNbTypCcEMIOTUYHWUI NigXig, A03BONAE 3aNy4YNTU B AKOCTI
TEKCTY M cneundivyHi KynbTypHi maTepianm, B T. 4. neppopmaHc. Ui TBepaKeHHA Hag3BMYaMHO
62m3bki 8o metoponorii performance studies, WO aKTMBHO NONYNAPU3YETbCA aMePUKAHCbKUMU
aKagemiamm, B T. 4. — BYeHMM Ta nepdopmepom Pivapgom LLexHepom (Schechner 2013, p. 4) 3 New
York University. BaxnmBoto ctasnia moHorpadia «Po3ymiHHA Ta iHTepnpeTaLia XXMTTEBOTO 40CBIAY AK
YMHHMK PO3BUTKY ocobucTocTi» nig peaakuieto H. B. Yenenesoi (Po3ymiHHA Ta iHTepnpeTauis
¥utTeBoro pocsigy 2013), y sAKiA BUCBITAOKOTbCA pPe3ynbTaTM AOCAIAKEHHS 0CobucTicHOro
GYHKLIOHYBAHHA M PO3BUTKY Y KOHTEKCTi NOCTHEKNACMYHOro MeToAo0/10riYyHOro niaxogy. ABTop
30CepeKyeTbCcA Ha BMNJAMBAX MNPOLECIB PO3YMIHHA Ta iHTepnpeTauii KUTTEBOro AocBidy Ha
0CobuCTiCHe 3pOCTaHHA Ta PO3KPUBAE BNINB HAPATUBHUX NPAKTUK, WO 0COBAMBO LiHHO ANA HAWOi
nybnikauii. Y cratTi «PensuiiHa AaianbHicTb Mupocnasa flpemaka» (Babin 2022, c. 91-107)
OOCNIAKeHO MOTMBALiO penauiiHOi AiAanbHOCTI iBaHO-PpaHKiBcbKoro mutus M. Apemaka sk
KOMYHIKaHTa Yy MWUCTELbKOMY Ta Ky/JbTYpHOMY MPOCTOpPaX, MOro CTpaTerito TBOPEHHA rnaaavda,
34aTHOrO NPOYMTYBATU KOAM Ta KPUTUYHO MUCAUTU. TemaTusauia racTPOHOMIYHUX NPAKTUK
CbOroAHi HaA3BMYAMHO NowmpeHa Ta GOPMYE rany3eBuit HaNPAMOK COLIOKYNbTYPHUX AOCNIAKEHD
«foodstudies», WO noegHye icTopukiB, eTHorpadis, aHTPOMOJIOrB, COLIONOriB, Ky/AbTypOJIOriB,
NCUXONIHIBICTIB, AKI PO3rNALAIOTL iKY AK COLLIOKYAbTYpPHE ABULLE, CMMBIO3 ICTOPUYHMX, COLiaIbHUX
i KYNbTYPHUX KOHTEKCTIB (MonosmHYak 2016, c. 62).

TemaTusytoumn gUcKypc ixi Ak mmcrteytso Kpuctan Heni gucKyTye CTOCOBHO CamMoOro MMCTeLTBa,
A0BOAAYN WO Moro npobsiemaTn3alis AK pedi yce YacTille HUHI NOCTYNAETbCA PO3YMIHHIO SIK TaKOro,
L0 nopoaKye ecteTuuHui aocsig (Neely 2007, p. 3).

MocTtaHoBKa Npobiemu, 3a3Ha4YEHa Y 3ar0/I0BKY CTaTTi, 30CepeaKeHa HaBKOJI0 KOHTEKCTY rpu
AKTYaNbHOI Ky/IbTYpyM Ta MNONITUKM CY4aACHOCTI, BK/IIOYAKOYMN OCTAHHE aecatunitta XX ct. MeToto i€l
CTaTTi € aHani3 KoHuenTyanbHux o6pasiB, Nos’A3aHMX i3 T[yCTaTUBHOK nNpobaemaTukolo,
BiATBOPEHMX Yy nepdopmaHcax iBaHO-PpaHKiBCbKOro mutua MupocnaBa fApemaKka. Peanisauis
3aBAaHHA nepepnbayvae 3acTOCyBaHHA, AK OCHOBHOrO, METOAY CMOCTEPEXKEHHS, WO 0bymoBatoe
y4acTb AOCNIAHUKA Y KONEKTUBHIN peuenLii yepes be3nocepeaHio y4acTb Y NMPaKTULi, iHTEPHET-
KOMYHiKaLito, couianbHi megia TOowoO AnA QOPMY/IIOBAHHA CMNiNbHUX Ta BUOKPEMEHHSA
AUCKYPCMBHMX 06pasiB i TEKCTIB, BaroMmux A NocTaB/1IeHOi MeTH (Mo1boBI A0CNiAKEHHA NPOBEeAEHI
npotarom 2017-2023 pp.). 3acTocoBaHO METOJ aHajli3y Ta COLia/IbHOKY/IbTYPHOI iHTepnpeTaLii
TeKcTiB P. bapTa. B AKOCTi 0AMHKUL aHaNi3y BUCTYNatOTb Cy6'EKTUBHI 3HAUYEHHSA | NOYYTTA, a He paKTH
i noaii. Metoauka «food studies» cnpamoBye A0 3actocyBaHHA chepn MATPUUHUX, KYAbTYPHUX
3HauyeHb i¥i, BUpObBAEHUX | NiATBEPAKEHUX Y NPOLLECAX COLIOKYNbTYPHOI B3aEMOAii.

Monemika Kynbtyposora Kpncrtana Heni 3ocepenKyeTbca Ha 3 aprymeHTax, WO 3anepeyyoTb
3B’A30K iXKi i3 mucteutTsom: i pyHKUiOHANbHICTb, Pi3NYHICTb aKTy OLIHKM i, iEpapxia NouyTTiB, Y
AKMX CMAK MOCiOa€ HUXKYE 3HAYEHHS MOPIBHAHO i3 30pOM Ta C/IYXOM, Ha WO aBTOpP 3aMnepeudye,
aprymeHTyoun: «Y cyarkeHHi 6yab-akoi popmm mucTeutrBa noTpibeH aocsig, wob cyantn npo
CKnagHicTb i akictb» (Neely 2007, p. 4). LLle ogMH aprymeHT GOpMyNOETLCA Y BUTAALI MUTAHHA «LLO
€ BUTBOPOM MUCTELLTBA, KONM MAETbCA NPO iXKY?». 3 ogHOro oKy, iHCTUTYLiHA Teopia 3anNeBHAE Hac
Yy TOMY, WO HaJIeXKHICTb A0 iHCTUTYLii, AEMOHCTpaLis 4Yorocb y MNPOCTOPi ranepei 4m myseto
aBTOMAaTUYHO NEPETBOPIOE OyaeHHiCcTb Ha mucteutso (Babii 2022, p. 92) oagHovacHo Teopis
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eniTM3My MPOBOKYE Ha CTBEPAKEHHA MMUCTEUTBA AK [OEe4Y0ro, WO BUCYHyTe Ha n'egectan i
CNPUMMAETLCA NNLLE iIHTENIEKTYyaNaMu.

Po3rnagatoum MUCTELbKY aKLLito B AKOCTI TEKCTY 3BepTaEmoca Ao Teopii bapta. ABTOp cBigoMO
3aK/IMKAE 00 CKOPOYEHHA PO3MEKYBaHb MiXK YMTAYEM | TBOPOM, LLO BUHUKIN «Le A0 YTBOPEHHSA
AEMOKPATUYHUX KyNbTyp». Y HAWoOMy BMNAAKOBI UA Nopaga Moxe OyTu iHTepnpeToBaHa fAK
KOMYHIKaTUBHMI NPOCTip ABTOP PO3’ACHIOE BAXKAMBICTb YMIHHA CMPUMMATKN TEKCT: «...3 MPUXOLOM
AEeMOKpaTii ce 3aBAaHHA 3MiHU/IO0Cb Ha 3BOPOTHE — HUHI LLIKona (cepeaHs wkKona) ctaButb cobi Ha
Kapb6 Te, WO BYMTb He nNMcaTW, a MNpPaABU/IbHO YUTATU ... Asle OJHa CNpaBa YMTAHHA B
PO3YMiHHI CMOXXMBAHHA, 2 30BCiM iHWa cnpasBa —rpa3 camum TekcTom. CnoBo «rpa» TyT Caig
PO3yMiTK y BCil Moro 6araTo3HayHOCTI. [pa€ cam TeKCT (Tak roBOpATb MPO BiNbHUW Xif, ABepewn,
MeXaHi3My), 1 YMTay TaKoX rpa€, NPMYOMy NOABINMHO: BiH rpae B TeKCT (SK B rpy)...noTiMm BiH wWe
 rpae Tekct» (bapTt 1990).

H.YeneneBa aHanizye TeKCT «AK 3acib opraHisauii, ocMMCAEHHs Ta YynopAAKyBaHHA
ocobuctoro [oCBiAY, 3MICTOM AKOrO € He AuwWe KOHUENTW, WO BifobparkatoTb PO3yMiHHA Ta
iHTepnpeTayito NHANHOK AIMCHOCTI Ta camoi cebe, ane 1 CBIT BHYTPILWHIX NepeXunBaHb, CBIT ii
iHOMBIAYaNbHO-aBTOPCLKOro CTaBAEHHSA A0 AilcHOCTI» (Po3ymiHHA Ta iHTepnpeTauis, c. 50). Cepep,
bYHKLUIM ynopAaKyBaHHA XKUTTEBOrO A0CBIAY Yepe3 HapaTUB A0CNIAHMLA BUAINAE TPaHCOpMYyOUy
Ta TemnopanbHy. MNepla 3ag3ae Moaeni nepeonmcy peanbHOCTi (AKLEHTYE yBary Ha OAHUX NoAifAx,
irHOpyeE iHWIi Towo), AO3BONAOYM MOEAHYBATM OKpeMi noaii y 38’s3Hy onosigb, iHWa — A03BONAE
BCTAaHOBMTW YacoBYy MOCAIAOBHICTb MOAiA, nepeTBOptOOYM iX Ha icTopito (Po3ymiHHA Ta
iHTepnpeTay,is, c. 50).

Y ubOMY KOHTEKCTI AianbHicTb M. Apemaka Bignosigae poni He AnWe BUKOHABLA, @ TOrO, XTO
Bi4TBOPIOE CEHCM LWOPA3 HAAAKUM IM HOBOIrO KOHTEKCTY. OCHOBHOIO TEMOIO, 3 AKOKO MUTELLb NPaLoE
YBECb YaC € «B3aEMOMOPO3YMIHHA MiXK MUCTELbKMM Ta KYAbTYPHUMM NPOCTOPAMU Y MJIOLLMHAX:
XYOOXHUK | MUCTEUTBO, XYAOMHWK i rnafad, XyAOXKHWK i PUHOK MMUCTeuTBa; 0COHBAMBOCTAMM
HeBepbaNbHOI KOMYHIKauii, Bi3yanisye npobnematuKy couianibHUX, MONITUYHUX KOHPAIKTIB,
CNiNKyBaHHA y cydacHomy cBiTi» (babin 2022, c. 93; In. 1).

3BWYHI ryCTAaTUBHI KaTeropii, NOYepnHyTi 3 XXUTTEBOrO AOCBiIAY, AEMOHCTPYIOTLCA aBTOPOM Y
MMUCTELbKOMY CepefoBULLI AK OYEBUAHI KOHTEKCTHI MapKepwu, WO 3MiHIOKTbCA BHACAIAOK HOBUX
NoNiTUYHNX 06CTaBUH Ta PO3BMUTKY CYCMi/IbHOI peLenLii, KOHCTPYIOTb ypbaHizoBaHW naHawadT.
AHanisyoum TBOPYICTb MUTUA MOXKHA BUAIAUTK 3 NpoBigHi Temu: «Alma mater», «Ciau», «In vino
veritas». PenepdopmaHcu Wwopasy A4ONOBHIOKTL YM 3MIHIOIOTb KOHTEKCT Aji 3a1eXHo Big HabyToro
A0CBiAYy, NePCOHMN acucTeHTa. barkatoum AoHecTn A0 rasgava BAACHWUM A0CBI4, WO 3MIHIOETbCA 3
4acoMm, aBTOP HAKNAAYE Ha HbOrO OHOBAEHI HAPATUBHI CTPYKTYpW, BU3HA4YeHi ocobucTicHowo
KY/IbTYPHOIO iCTOpPi€to. PeumnieHT, CTUKaoYmChb 3 iCTOPIi€lo, NPOAEMOHCTPOBAHOK Yepes MUCTELbKY
aKL|io, 34aTHUM iHTepnpeTyBaTh 06’EKTUBHY A0 Yepes BIaCHUIN cyb’eKTUBHUIA A0CBIA,

Cepia nepghopmaHcie «Alma mater»

Yneple npoaeMoHCTPOBaHUI Ha BMCTaBLi XyAO0XHMKIB MO WKipi y BUCTAaBKOBIl 3ani IBaHO-
®paHKiBCbKOT 061acHOT opraHisauii HauioHanbHOI cninku xyao*KHuUKiB YKpaiHu (2000), go ydyactiy
AKiM aBTOp OYB 3aNpPOLWEHUN AK BUNYCKHMK BigaineHHs «XyAoXHboi 06pobKM WKipn» KociBcbKoro
YYMAnLWA NPUKNALHOTO Ta AEKOPATUBHOIO MucTelTBa (MpuBaTHUIA apxis).

Y 3ani 6y/10 3aiHCTaNbOBAHO KiNbKa 06’eKTiB: AepeB’aAHa KOHOBKA i3 BMILLEHMM Y Hel LuMaTKoM
WKipn-cnpLto. Hag KOHOBKOI PO3MILLEHNI peknamHui GAarwTokK i3 3a4enieHMMm LWMaToOM 3aMLui,
KpaW AKOro 3aHypOBABCA Y Ty XK KOHOBKY. MocyaMHa HanoBHIOBaAaCb MONOKOM. [lia TpuBana Kinbka
OHiB. OuikysaHuli pe3ysbemam 3 60Ky nepdopmepa: NPOAEMOHCTPYBATM 3B’A30K i3 HaBYa/bHUM
3aKNaloM, WO CTaB Mepwum Yy TBOpYiM Kap’epi mutua (Alma mater — 6yKBasibHO — MaTu-
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rogyBanbHuuAa). O6’ekmusHuli pe3yabmam: MONOKO 3a AKUIN Yac CKMCano, 3’ABNABCA A0AATKOBUMA
Pi3KMI 3anax, Ha AKWIA 3niTannce Komaxm. OcobamBo-4yTamMBa NtOAMHA Mana 6 3aQymaTvCb Hag,
ceHcom nepebyBaHHA LUbOro 06’€EKTY Yy BUCTABKOBIM 3ani, NpUNUCYOYN i1 AKMNCb BMOTMBOBAHUM
MMUCTeUbKMA ceHc. Peuenuia 3 60Ky 3arany, ecTeTM4YHi cMaKku akoro GpopmyBanncb nig BRANBOM
coupeaniamy npoBiHUiIMHOrO Mmicta 6yna wBmMale arpecuMBHOK, aHiXK OoCMmuc/eHolo. HaBitb vy
NPOCTOpi BMCTAaBKOBOI 3a/iM Aia MUTUA cnpuidMmanacb binblie AK enaTtaxk, rpa B MoOAy, aHiX
OCMMCNEHWNI aKT. AKLIA pO3rnaganachb «AK 3arpo3a MopasibHUM KOHCTAHTaM, Wo 6yan BaxAusiwi
3a ocobucTy ceoboay» (babiit 2022, c. 94). IHcTansuia 6byna posibpaHa i BuHeceHa 3 3any. 3MI He
npopearyBann Ha aKLito *KOLHUM YNHOM.

PenepdopmaHc «Alma mater» BigbyBca nig 4yac MmixkHapogHoro dectusanto «MoBay,
OpraHi3oBaHOro Mif NaTpoHaTOM /bBiBCbKOI ranepei «[3ura» (2001). [dis npuceayeHa nam’sTi
matepi mmutuAa (MpuBaTHWUIM apxiB). Liboro pasy BMICTUAMLLEM MOIOKA CTaB BUAINAEHWUI 3 CipOT rUHK
niagoH y ¢dopmi cunyety KiHoyoro Tina, 3pisaHOro Ha piBHi 6tocTy. HaBKono posknaganucb
penpoayKuii XygoXKHix TBOpiB nepiogy 6apokKo, Wo AeMOHCTPYBannU npouec NakTauii. OYikysaHul
pe3yabmam: becTnsanb MOBU NPUCBAYEHNIN PiAHIN MOBI, AKa NPUXOANTb A0 KOMKHOIO i3 MOIOKOM
matepi. 06’ekmusHuli pe3ysnbmam: MONOKO 3aKMC/0 3a AKMIACb Yac. 3a/1 HANOBHMBCA cneundiyHnUMm
3anaxom Ta Myxamu. Peakuis peyMnieHTiB, WO NpeacTaBAANM apPTUCTUYHE CeEpeaoBULLE, LONOMOTNA
bopmMyNOBaHHIO 40AATKOBOIO CEHCY — MyXM PO3ria4asnch K MapKkep 06’eKTUBHOIO OTOYYHOYOro
CBITY, O HE 3aNeXMUTb Big 4ih muTuA.

«Ciay»

MNepdopmaHc npoaemoHcTpoBaHun y JlbBosi (2001) nig 4yac npoBedeHHsa PecTuBanto
Cy4aCcHOro mmcteuTBa Ha TepuTopii JIbBiBCbKOI Kepamiko-CKynbnTypHOI ¢pabpukun. Bigbdysascsa Ha
ABOX NoKauiax. Ha noyaTKoBi aBTOp GOCOHIXK «3acitoBaB» TEPUTOPIO 3aKMHYTOrO LIEXY KepamiKko-
CKYNbNTYpHOT pabpuKkm 3epHOM TMIIEHUUi, paHAYUCL 06 CK/IO Ta MeTaneBy CTPYXKKY, Lo
3Haxoaunch cepen nobytosoro cmitta (babin 2022, c. 98). KpoB 3 NopaHEHUX Hir, TaKUM YNHOM,
AoJana akKuii puTyanbHOro xapaktepy. Ona neppopmaHcy cnewianbHO NOWMTa M PO3MasibOBaHA
NNAHa TopbuHa 3 IAMKOIO Yepes naeye (CIoXKeT cisya 3ano3ndeHunin 3 ikoHorpadii uepksu Cs. HOpa).
Y ToM e aeHb Ha Aaxy pabpukm Apemakom CTBOpeHa A043aTKOBA IOKALLiA: BUOKpeMIeHa Teputopia
3acTesieHa YepPBOHMM OKCaMUTOM (baKTUYHO Le Bynn CKaTepTUHM 3i CTONIB, LLLO BUKOPUCTOBYBAIUCH
Ana napt36opis) i WinbHO 3acKMnaHa 3epHOM Ta NoauTa BoAot. OuikysaHull pe3ysnemam: aBTop
anesnoBaB A0 BiAOMMX iKOHOrpadiyHMx NpoToTMniB 3 mucteuTsa XIX CT., NOB’A3YyHOUM CIOXKET i3
XPUCTUAHCbKMM 3eMNePOBCbKMM LMKAOM Ta BHOCAYM MOTO Y HOBUW KYNbTYPHWUN KOHTEKCT —
BipoAsKeHHA pabpuKK, HalioHa/IbHOT Ky/bTypy, MOBM TOlO. Ha npec-KoHdepeHLuii noaii asTop,
MOACHIOIOYM KOHLLeNUito, 3aZeKnapyBaB iMOBipHe ii NpofoBXKeHHA nepdopmaHcom «HKHeub» y
cepnHi. O6’ekmusHuUll pe3ynbmam: BUABMBCA Y MEAINHIN Ta, 32 BUC/IOBOM MUTLA — MICTUYHIN
naowuHax. Ha ameo, 3 nonie YKpaiHM Toro poky 6yB 3ibpaHMin pekopaHun BpoxKam 36ixKKa. ToxK
akuia 6yna BUTAYMayeHa AK LWaMaHCbKMi 06psg, nposicHMUTBO. [o Apyre, aKTUBHUMU
peumnieHTamMmmM BUABUANCHL NOAITTEXHOIOMM, WO Ai3HanMCb Npo akuito yepes 3MI. Y nepeasnbopuin
KamnaHii KaHamAaaTie B AenyTaTu Big JIbBiBWWHM B NoAsX Oyna npoBeaeHa peknama « HKeHLui *KHYTbY,
orosioweHa nephopMaHCOM.

Bapiauia Ha Temy «Ciau» — nepdopmaHc «XoauTb rapbys no répoay» (bepeseHb 2004 —
rpyaeHb 2004).

MNepenbayaBca sK AOBroTpMBana HemaTepianbHa akuifa. KoHuenuis, oronolweHa y TyciBLi,
nepeabayana NigroToBKy A0 a/ibTEPHATUBHOINO O3e/IEHEHHA KOMYHA/IbHUX FAa30HIB i KNymb micTa
rapbysamu. Mucnaum cebe mutuem-pedopmaTopom, ayKLIOHICT NaaHyBaB Yepes ecTeTUYHY iHBa3ito
BMJIMHYTM Ha CNinbHOTY MicTa. TpmuBanicTb NnepdopmaHca o6yMoBieHa KOHCYIbTaliasMK 3 GaxoBUM
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6ionorom (Tapacom MpoxaCcbKOM) NUTaHb HAaMKpPaLLLOro COpTy rapbysa, Lo MaTUME He iMLIe BUCOKY
BPOXKaMHICTb, a 1 CTaHe eCTeTUYHOIO NPUHAA0I MiCbKUX ckBepiB (Babin. 2022, c. 98-99). Y nnaHax,
cbopmynboBaHux y ¢dopmaTi aBTOPCbKOro MOCTEPY, YiTKO 3a3HayeHa MnoCNigOBHICTb Ail 3
NMOYaTKOBOK TOYKOK BWUCIBAHHA Ta NiAAMBAHHA HaciHHA 7-10 TpaBHA 2004 (npuypoyeHo Ao OHA
MicTa |BaHO-PpaHKiBCbK). O4iKysaHuli pe3zysbmam: MWUCAMBCA SK CychinbHa MeAauTauis;
CnocTepeXKeHHs 3a *KNMBUM GEHOMEHOM aKTya/IbHOrO MUCTELLTBA Y MiCbKomy npocTopi (MpoxacbKo).
O6’ekmusHuli pe3ysnsmam: Ha novaTkoBi YepBHA 2004-ro 3’ABMANCL NepLli NAapOCTKKU, AKi Byau
NiKBIAOBaHI NpauiBHMKaMM KOMYHA/IbHOTrO rocnogapcrea Ak 6yp’aH. Jodamkosuli pesynemam,
AKWIA aBTOP OMNUCYE AK MicmuyYHul: BTpayeHi into3ii Ha 36ip NnomapaH4YeBOro yporat HecnozisaHo
pe3ynbTyBain 3abapBAeHUMU PEBONIOLIMHUMMU NOAIAMMK, Y AKUX IBaHO-PpaHKIBCbK BiA3HAYMBCA,
OKpiM iHLWOro, NOMapaHYeBMMMN HOBOPIYHUMM IHCTANALIAMM, MAaCOBMM NPOSANKEM MOMAPaHYEBUX
ANVHOK, TipnaHa, npukpac, Towo. FoBopAauM npo ocobausocTi peuenuii, y AKiA rONOBHUM
peuunieHTom 6yB cam aBTOp, Apemak Big3Hauya€, WO, 3ro4oM, pPo34yapyBaHHA Bif HELOKOHAHOI
NMOBHOTKM cycnifbHMX 3MiH 2004-ro nepeHa3BaHe HUM AK «rapbysosa pesontouia» (babin 2022, c.
98). ApxiBaLis Ta camo apxiBauifa nepdopmaHca BigobparkeHa Yepes: BK/IEOBAHHA KOHBEPTIB i3
HaCiHHAM A0 4Yucna anbTepHaTMBHOro Yaconucy «KiHeub KiHuem», ctBopeHHA GOTOKOMAXiB Ta
noctepy (ln. 2, 3).

«In vino veritas»

€BXapuCTiltHa TeMaTUKa XapaKTepHa gna embaemaTMyHMX Komno3uuin M. Apemaka Big 2007-
ro poky. Cepia neppopmaHcis «In vino veritas» nos’A3aHa 3 40AAaTKOBUMM KOHTEKCTAMMU, LLLO OKPIM
XPUCTUAHCBKOTO YW KNACUYHOTO TPaKTyBaHHA (icTMHA y BMHI — H. B.) MmatoTb pAag, HU30BUX CEHCIB —
6anavykmM Ta NOCUAEHbKM APY3iB UM BUNAAKOBUX MOLOPONKHIX Yy BaroHi notara (NpuMBaTHUIM apxis).
OKpim TOro, BMHO € LUiHHMM OapBHMKOM, WO [A03BOJIAE CTBOPHOBATM LiKaBi KONOPUCTUYHI
KoMMo3unuii.

Mepuwa 3 aKuin byna opraHizoBaHa y KomepuitHOMy 06’eKTi IBaHO-PpaHKiBCbKa — KpamHMULLi-
BUHapPHI «Mig mypom» y BepecHi-*oBTHi 2016-ro poky. BuHo — bine, poxeBe, YepBOHE — Yy NPOLECI
Aerycrauii o4HO4YacHO 3aCTOCOBYBA/INCh A1 MAaNtOBaHHA. YYaCHMKaMM CBOEPiAHOro MalcTep-Kaacy
cTanu: noetkm NanunHa MeTtpocaHaAk, AHHa KnpnaH, poanHa AHAPYXOBMYiB, MUCTELITBO3HABULL IpnHa
Faimyc, IpuHa MaToniy, iHwi. PO60TK y4acHUKIB 33 AKMIACL Yac 3a3HanM iHBa3ii 3 60Ky M. Apemaka.
JomanboBaHi Ta 4ONOBHEHI MiANNCOM MUTLLA, BOHM CTAa/IM YaCTUHOKO BUCTAaBKOBOIO NPOEKTY «In vino
veritas» y Tomy X npoctopi (In. 4, 5).

XYAOXKHUK BUCTYNUB OAHOYACHO KYpPaTOPOM Ta KPUTMKOM EKCMO3ULi, CMCTEMATU3yBaBLLIK
abcTpakuii 33 NnpMHUMNamMmm eKkcnpecii, KOMNO3uLiMHOI piBHOBarM, GakTypHOCTI TOLO.

Y rpyaHi 2016-ro ana mucteubKoi akLii «Kono aobpa», Wo noeaHana Ha naeHepi B Mowesi
NPOGECIMHUX XYAOXKHWKIB 3 AiTbMWU i3 CXiAHOYKPAIHCbKUX XYOOXHIX WKin, mutuem 6yno
BMIOTOB/IEHO PAL, HETMNOBUX KonarkeBux apTedakTis. Komnosuuii yTBopeHi 3 BadpenbHUX KOpKi.,
WO € XNiBOM Ta HEBE/IMKUX EBXAPUCTIMHUX CIOXKETIB, HAaNMCAHUX BUHOM HA aKBapesbHOMY nanepi
(In.6,7.).

HoBa aKujina nos’si3aHa 3i cTBOpPeHHAM Yy IBaHO-DPpaHKiBCbKY He3asiexKHOI XyA0XKHbOI ranepei
«Yeu» 2017-ro p., AKOK ONiKyBaNMUCb y4acHUKM «CTaHicnaBcbKoro ¢eHomeHy» (babil, AKTyanbHi
KyNbTypHO-MUCTeUbKi 2022, c. 208). MNMoyaTKoOBO METO aKuii 6yno He nulie O3HaMOM/IEHHA
nybnikm 3 dopmatom nepdpopmaHca AK MUCTELLLKOrO »KaHPY, a M 3ano4vyaTKyBaHHA HOBOTO
XYAOMHbOIo ANCKYPCY MNPO Ky/AbTypHO-MUCTELbKI npouecn pigHoro micta. lNepdopmaHc «In
vinoveritas» mucameca sK ¢ikcauis Aianorie Npo MMCTeUTBO, MUTLB. BUHO BUKOPUCTOBYETHLCA SIK
PEeNaKCylounii eNemMeHT, WO A03BOJIAE PO3NPYKUTUCL | HANAWTYBAaTUCb Ha BiABEPTY PO3MOBY.
TpuBanicTb gianory 3anexana Bif aCUCTEHTA, AKUA MIr y Byab-SKMIA MOMEHT BUTOJIOCUTU KHOYOBI
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cnosa: «In vino veritas», WO NO3HA4YanM 3aKiHYeHHA po3MoBU. O4YiKysaHuUl pe3ynemam: cnifibHe
CNOXMBAHHA BWHA Ta XNiba Mano CNpUATM HaNarogKEHHK KOMYHiKauji. EKCnpecuBHICTb uM
NMOMIPKOBAHICTb peLMnieHTa B Till UM iHLWIN mipi Bigobparkanack 3adikcoBaHMMM cnigamm (Baana um
HeBAana PO3MOBA, 3MiHA PUTOPUKKN, EMOLLii 3aNNCyBaINCh HE NKNLLIE Ha Bigeo a N y ByKkBasibHOMY
CeHci yepes apTedaKT: WMaTKKU xniba, BadenbHi KOP3UHKM, KPUXTU, BMOYEHI YN HANOBHEHI BUHOM
CNYKUAW CBOEPIAHMMM NEH3NAMM A5 NanepoBoi ckaTepTuHu) (Ia. 8).

Luntytoum Tapaca lNpoxacbKa: «Hikonn He BapTO AMBUTUCA, YN PO3NMUBAETLCA BUHO, YN HE.MH
nuabHYyemo ouil» (In Vino Veritas 2 2018). 06’ekmusHuli pe3yabmam: Aianoru 36epexkeHi 3aBasaKu
He3aneHoMy MmegiiHomy pecypcosi O «lHigyiatea UCM». ABTop — Mupocnas Apemak — vy
iHTepB’t0 3ayBaKye, LLLO NOMNpPU BCIO NO3UTUBHY peanisaLito akLii, ydaCHMKKM gianory Tak i He 3moram
MOBHICTIO PO3KPUTUCL Yepe3 edeKT rpu Ha Kamepy(MpueaTHMI apxiB). KomeHTapi cnocTepirayis
noAeKkyaM He [03BONAAM abcTparyBaTucb i 3aHypuTUChb y Aianor. ApTtedaktu nepdopmaHcis
Mmy3eedikoBaHi aBTOpom Ta 36epiratoTbca y MOro npuBaTHIA KoseKuii. BoHM € yHiKanbHMMMK
CBiAYEHHAMM XapaKTepy PO3MOBM, HACTPOIOM NOTYT YHACHUKIB.

Y 2018-my poui Baanocb nposectn pag nepdopmarcie: Poctnucnas KotepniH, AHaTonin
3Bi*KMHCbKNI — Mupocnas fAipemak (13 ciuHa 2018); Apocnas AHOBCbKUI — Mupocnas Apemak (In
Vino Veritas 3. 27 6epe3Hs 2018); Tapac Mpoxacbko — Mupocnas fApemak (In Vino Veritas 2. 3
b6epesHa 2018); Biktop Kopcak — Mupocnas Apemak (B My3ei Cy4acHOro yKpaiHCbKOro mmucteuTsa
Kopcakis, m. JlyubkK). Aptedaktn nepdopmaHciB (okpim Kopcak-Apemak) camomyseedikoBaHi
asTopom (In. 9, 10).

PenepdopmaHc «In vino veritas» (BigeHb, ABcTpis. 12 6epe3Ha 2018 Ha 3aKpPUTTi BUCTABKMU
«YKpaiHCbKe cy4yacHe MUCTELTBO Yy A3epKani BigeHCbKoro moaepHiamy» B OTTo-Mayep-LeHTpi).
Cepegp peuinieHTiB: BiueKkaHunep ABcTpii Epxapa bycek, nocon YkpaiHu B AscTpii OnekcaHgp Llep6a,
BiloMUI cnasicT, npodecop BigeHcbkoro yHiBepcutety Anoi3 BonbgaH. [posigHa Tema
penepdopmaHcy — Aiianoru BinHW. BUHO CMMBOI3YE KPOB.

[Oia o6’eaHyBana y cobi Agi nonepegHi uMTaTU: KOMYHIKaTUBHMIA nepdopmaHc «JliTaukm»
(1993; Babilt, AKTyanbHi KynbTypHO-MmUcTeLbKi 2022, c. 205) Ta gianoru «In vino veritas». MMig yac
npeseHTaLii y 3ani nepdopmepom bynu 3anyuleHi naneposi NiTa4yku. KoskeH, XTO 3ronocmsca Ao
B3AEMOAi Ta NOBEPHYB NITAYOK, CTaB Y4aCHMKOM HACTYNMHOro akTy — ¢pypLuieTHe BUHO CNOXMBANOCh
CNiNIbHO 3 aBTOPOM Ha PO3rOPHYTIN NanepoBii KOHCTPYKL,ii niTauKa. Mig Yac Aii y4aCHUKKM roBopuam
npo BilHY B YKpaiHi. Chign BUHA &€MOHCTPYBAZINCb NPUCYTHIM y TPETIN YacTMHI: ApemaK caMocTilHO
BTpy4YaBcA A0 apTedaKTiB, 4,OMANbOBYIHOYMN acoLiaTUBHI cunyeTu. M'aTb apTedaKTiB 6ynm onpasneHi
B NacnopTy Ta NnpeacTasaeHi Ha ornag nyonaikm (1n. 11).

O4ikysaHuli pe3yanomam: NPOMOBAAHHA BiMHU, LUNIOHCbKMA KOHTEKCT Mi*KHAapOAHWUX Aianoris,
BMHO L& KPOB YKPAiHCbKMUX BiCbKOBUX. O6’€KMuBHuULl pe3ysnbemam: aBTOp BU3HAYAE AK TOTa/IbHWUIM
pocifcbKkMin HapaTme EBponu. Mg yac aianoris, AK Ti/IbKM TeMa TOpPKasiacb OLiHKK BiliHK, 3'ABNABCA
cy6’eKT, WO 3MiHIOBaB Xia, «HE3py4YHOI» po3moBU. 5 apTedakTie byno npuseseHo A0 YKpaiHu Ta
AEMOHCTPYBaNNCh Ha NpeckoHpepeHLii y ranepei «4eu» (KomapHiubka 2018).

OT)Ke, HaBegeHi $aKTM 3acBigvylOTb, WO HanpuKiHUi XX — no4daTtkosi XXI cT. B IBaHO-
@PpaHKiBCbKY pO3M0OYaanCh AOKOPiIHHI 3MiHM Yy penpe3eHTau,ii Ta CNIPUNHATTI Cy4acHOro MUCTELTBA.
LinecnpamoBaHa 4ianbHICTb MUTLiB-aKLIOHICTIB, B T. 4. MmnpocnaBa ApemaKa cnpoBOKyBana npoec
YTBEPAKEHHA HOBOrO MEXaHi3My CMNPUWHATTA, Yy AKOMY [N84ay Po3yMiBCA He abCcTpakTHMM
CMNOXMBAUYEM CTATMYHOI EKCNo3uLii, a K aKTUBHWUIA Y4acHUK cnpsimoBaHoi aii. Cepen mapkepis,
3aCTOCOBYBaHMX flpemMakom AnsA akTyanisauii TemaTUKKU cycnifibHUX B3aEMOBIAHOCUH 0COBAMBO
YaCTo 3aCTOCOBYBA/INCb TycTaTMBM. Y aBTOPCbKiM meToauui iXKa, 4M npouecu, nos’s3aHi 3 i
CMOMMBAHHAM N KYNbTUBYBAHHAM PO3rNA4anncCh AK XYAOXHiN maTepian. NMpodaHHMI acnekT i
CaKkpanisyBaBcs Yepes couianbHi gianorn. Popma nepdopmaHca Ta penepdopmaHca KOXKHOro pasy
BM3HA4anacb Ky/NbTYPHOIO YN NONITUYHOIO iCTOpIELD, iIHTEPNPETOBAHO Yepes cyb’ eEKTUBHMIN A0CBIA,
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TakKMM UYMHOM TyCTaTMBHMIM aKT HabyBaB 3HayeHHA cepeaoBMLLA COUia/ibHOI B3aemoAii, a
peunnieHTn (aCMCTEHTM Ta ragadi) CTaBann akKTUBHUMUM yYaCHMKaMU MUCTELbKOTO TBOPY.

In. 1. Mupocnas Apemak y malicmepHi nio
yac iHmepes’to i3 Hadiero babiti. 6.06.2023.
© b. lybansb
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In. 2. Mupocnae Apemak. CamodokymeHmayis In. 3. Mupocnas Apemak. Camoapxisayis
nepgopmatcis «Ciay», «Xodume 2apby3 no nepgopmarca «Xodums 2apby3 no 20pody».
20po0y». Ony6a.: MNepwwnit BigmiH oK. C. 87 leaHo-®paHKiscbK, 2004. ©M. Apemak
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In. 4. Ha akujii «In vino veritas», IsaHO-®PpaHKIBCbK, In. 5. Abmegakm ekcrio3uyii sucmasku «In vino
©BuHapHsa «[1id mypom» veritas». leaHo-®paHKiscbK, © BuHapHa «[1id mypom»

proch-
afo At ey
7 ¢

1 Lo pla '

<

Chbt
3
<

-
o

Appesth

Y
5
<
2
<

-
-
8
o
7
%
<
<
<
<
A

)
(e
”

A A A AR AR S E A AA AN
YYYVYYSYYYRYEYYYSYYSYS
b A AR AR R TR

In. 6, 7. Mupocnas Apemak. Apmegakm 014 npoekmy «Kosao 0obpa», epydeHs 2016. BuHo Ha nanepi,
saghenvHuli Kopxc. I3 Konekyii H. babili
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In 9. Apmechakm nepgopmaHca
«Invinoveritas» Mupocnas Apemak,

Apocnas AHoscbKull, 27 bepe3Ha 2018. 6.06.2023. ©6. [y6asns
©6b. l'ybanv

In. 10. Mupocnas Apemak. Camoapxisayis apmegarmis
nepgopmatcis «Invinoveritas». MalicmepHs xy0ox(HUKa.
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In. 11. Camoapxisayis apmegpaxkmis penepgpopmaHca «/limayku — Invinoveritas».
BigeHb, ABcTpifa. 12 6epesHa 2018. ©M. Apemak
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FycmamueHi 06pa3u Mupocnasa Apemaka (Ha mamepianax nepgopmaHrcie)

Cmammsa € 00HUM i3 acrieKkmie asmopcbKo20 O00CAIOHEHHA NUMAHbL pernpezeHmauii
couianbHUX MPAKmMuK 4epes rfpouecu Mucmeybko2o eupobHuymea leaHo-®PpaHKiecbka y XXI
cmonimmi. BuokpemaeHa npobaema MiXCKyaAemypHOI KOMYHIKaUii Kpi3b npusmy aHanisy
2ycmamusHoi memamuku 'y rnepghopmaHcax xyO0oxucHUKa-akuyioHicma Mupocnasa fApemaka. Y
hOKyci 00CniOnceHHA aKuii, No8’a3aHi 3 XyOOHHIMU MOOeAAMU NPOYECi8 BUPOUWYBAHHSA, nepepobKu
i cnoxusaHHA i ma Hamnois, nepeocmucseHi 8i0rnogioHO 00 KOHMeEKCMy aKmyasbHOI Kyanemypu
ma noaimuKku nposiHyitiHoeo micma Ha mai 2n06anizosaHoz2o cgimy. JodamKoeo po3enasHymi
numaxHHA 00KymMmeHmauii ma enausy Ha micmeykosuti coyiym nepgpopmancis «Alma mater», «Ciay»,
«Invinoveritas». Cucmemamusayia mamepiany BUKOHAHA 30 MeMamu4yHUM M[PUHYUNOM, Wo
00380s1U8 8UdiNUMU 8 AKOCMI NMPO6EeMHUX MAPKepie MOAOKO, 3epHO (HACIHHA), 8uHO. CmpyKmypa
pobomu hopMyeEMbCA HABKOMAO Kamezopili Hummesoao 00c8idy, cmucny, Xy0oxHb020 0bpasy.
3acmocosaHi Kynemypcemiomu4yHuli nioxio PonaHa bapta, memodonoeii performance studies
Piuapda LLlexnepa ma food studies Kpicmana Henni. ¥ cmammi aHanisyemecs, AK 3MiHIOHOMbCA
3micm | 3Ha4YeHHs 06paHO20 MAPKePa ma 020/0WeHUX mumuyem 0ili BHACAIOOK HOBUX NOAIMUYHUX
Yu KynbmypHux ob6cmaguH. [0/108HOO eMnipu4HOO 603010 00CNIOHEHHA CMaau Camoapxieo8aHi
apmegakmu nepgopmaHcie, homodoKymeHmMauia, eusssneHa y apxieax i8aHO-(hPAHKIBCbKUX
gomoxydoxcHukie 1990-x ma 2010-x pokigs, camoonucu ma OOKyMmeHmMauia nepgopmaHcis,
iHmepeg’to i3 Mupocnasom Apemaxkom, 3ibpaHi y 2022-2023-my pokax. Po3Kkpumo npouyec
rnepemeopeHHs KOHKPEMHUX 2yCmamueHUX aKmig 8 yHisepcasibHi yepe3 cmiliki 06pa3su, 3akpinneHi
y bydeHHomy 0oceidi. [JosedeHo, wio ¢popma rnepdopmaHca ma penepphopmMaHca KOMHO20 pasy
8U3HQAYAACL KY/AbMYPHOK YU MOAIMUYHOK icmopieto, iHmepripemosaHot 4Yepe3 cyb’ekmusHull
docsid mumuya ma loz2o acucmeHmis. TaKum YuHoM 2ycmamusHuli akm y pobomi npedcmasneHuli
AK cepedosuwe couianbHoi 83aemo0il, a peuyunieHmu (acucmeHmu i ena0adyi) — akmusHUMU
YYACHUKU MUCMeybKo20 meopy.

Knrouosi cnoea: 2ycmamusHuli 06pa3s, ideHmu4vHicms, nepgopmaxc, Mupocnas Apemak
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BISYAJIbHUI ECEM — «IMKA ([10) OCTAHHbOIO [HA»
Anna MNetpeHKo-Jlucak
Visual essay — «Last day food»
Alla Petrenko-Lysak

John Berger pioneered the genre of the visual essay. Inspired by his work, we crafted our own
essay exploring the representation of food and nutrition in the context of a global catastrophe. To
delve into the visualization of food in the final days of humanity, we specifically selected movies
depicting post-apocalyptic scenarios. The visual essay comprises scenes that highlight various
aspects of food, including its essence, the quest for it, consumption, the relentless pursuit, and its
allure as a temptation. The essay concludes with an Al-generated image that unexpectedly features
a child. It's important to note that the inclusion of a child in the image was not intentional but was
generated by the image generator. It should be emphasized that every movie chosen for the essay
indeed includes the portrayal of a surviving child. The eschatological view of history is guided by the
logic of finitude. The end, as a rule, is the result of a catastrophe, whether resource or spiritual.
Among the main resources that nourish human life are air, water, and food. Researchers of different
times and epochs have sought to predict the civilizational progress of mankind, trying to warn
against mistakes that could lead to disaster. Apart from scientists, artists also write and speak about
the future of humanity. Cinema is one of the genres that expresses ideas and thoughts, conveys
images and characters in the truest sense of the word. The genre of science fiction, where the plot is
based on the apocalypse of humanity, is one of the most popular among the audience. Screenwriters
and directors broadcast the fears and dangers that are relevant at a particular time in social history.
Among the current fears are climate, man-made and anthropogenic. And all three factors contain
human nature. In apocalyptic movies, people strive to survive. And to survive, they need to eat and
drink. In fact, these two needs accompany the fate of the characters in the imagined future in all plot
variations, either directly or indirectly.

Key words: image, food & eating, movie, apocalypses, starvation.

Yn He yBecb 4ac CBOrO iCHYBAaHHA NOACTBO MEPMAHEHTHO TFOTYETbCA A0 anoKanincucy.
MpuBoAiB BCIIAKO: BilAHW, rON0/, EKONOTIYHI KaTacTpodu, enigemii. BnacHe, AKLLLO 3aMUCINTUCS, TO
BOHO FOTYETbCA AL0 }KUTTA MICNA TOrO, AK AEKOTPI 04N BUKMBYTb B N060ILLaX, UM BOeperKyTbCa nicna
NOBEHI, MOXeXi UM yparaHy, abo He BMMpPYTb 4Yepe3 xBopobu. |, 3BiCHO, NOACTBO 3343€ETbCA
NUTaHHAM: a Wo icTtume nicna? Hy Bbepernuca, ane  um byae Boaa i iXKa? AgKe Le HaCTiIbKK
BaXK/INBI pecypcu, WO 3a BiACYTHOCTI AKWUX, BMUXKMBATU, MabyTb, ceHcy Hemae. ABO BXe 3apas
BiAHAX0AUTU Ti Xapui, AKi 3abe3nevaTtb LLe NEBHWUI YaAC KUTTA NOACTBA, AOMNOKU HE BU3HAYUTLCS
nepcrnekTMBa MOX/IMBOCTI iCTU 4YM BUPOLLYBATM LWOCb Aafi. 3ragaHi 3arposn CTUMYAHOBANU
HAyKOBLIB 40 30eperKeHHs B Yaci Pi3HOMAHITTA CiIbCbKOrocnoAapCbKMX POCAMH. 3 LLIEID METO Y
ApKTnui BcepeanHi ropu octposa LUniubepreH, Henoganik Big HopBe3bkoro micrta JIoHr'ip
36yayBanu cneuianbHe CXOBULLE, NPU3HAYEHHA AKOro — 36epirat TMcAdi 3paskKiB HaciHHA 3 pPi3HUX
KyTOUKiB cBiTy. LLLo6 3rogom, nicnsa BUXKMBAHHA NOACTBA BigpoAMTL iX 3a NepLuoi ninwoi Haroau.

3miHa KnimaTy Ta NOAITUYHI KOHPAIKTU € SIK HAcNiAKOM, TaK i FOZIOBHOO NpuYMHOtO BigHOCTI,
HepiBHOCTI 4OXOAiB i BUCOKMX LiiH Ha iXKy B yCbOMY CBITi. Y CBOi A0N0OBIiAi Ha camiTi Xap4oBUX cucTem
leHepanbHuit cekpetap OOH AHTOHiy [yTeppiw 3a3sHauyMB, WO B Cy4aCHOMY CBiTi 340poBe
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XapyyBaHHA HEAOCTYNHO A1A TPbOX Mifbapais ntoaei. B anmnHi 2021 poky OOH 3a3Hauymna B CBOIN
aonosiai, wo B 2020 poui 3 ronoaom 3iTkHynoca Big 720 go 811 minbMoHiB ntoaein y cBiTi, wo Ha 161
MiNIbMOH 0cCib Binblue, HiXk POKOM paHiwwe. A rosioa NopoaKye KOHGIKT, - HAroNOLWYETLCA Y BUCTYNI.
3peLuToto, «Hali CTOCYHKM 3 et € PyHAaMEHTaIbHOO YaCTUHOK BCiX aCNeKTiB XKUTTA Ha 3eMi.
CouianbHi, €KONOriYHI Ta EKOHOMIYHI BUMIPU HALIMX XapuyoBUX CUCTEM € rMbokmumu. [le 6 mn He
6ynn, ixka 06’eaHye Hac AK ciM’i Ta CNiINbHOTK, NIATPUMYOUYM MinbApAN pobounx micub» (Statement
2021). Taki AyMKK nyHanu, 30Kpema nicns ceitoBoi naHgemii Covid-19. A oT)Ke, KNacu4HUI nepenik
daKTopiB xapyoBoi Kpn3n, abo rnobanbHOro NPUXoay B CYCriNbCTBO roaoay HE3MiHHUIM: eKonoris,
XBOpobu, BiMHW. KOHCTaTaLiA pU3KKiB i 3aNMT HAa BUHAX0AM 3aMNaCHOI iXKi, AKa nepexunBe KaTacTpoodu
NPOAOBXKYETLCA.

B nepeniKy icTiBHOro, fike NO3ULiOHYIOTb AK TaKe, WO 34aTHe TpuMBaaui Yac 36epiratn cBoi
MOKMBHI BNACTUBOCTI M HE CTaTU CepefOoBULLEM KUTTA Anwe HBaKTepil, - mes, Kapamesb, HaCiHHA.
Ane ue 3a yMOB, LLLO AOro XTOCb CNaKye 1 36epese. | Wo MOro BUCTaYUTb Ha BCiX, XTO BUXMB. AKOCb
H6pUTaHLi BMPaxXyBaNu CKiIbKM AHIB NPOTPUMAETLCA NOACTBO B Pa3i MOBHOIMO 3HMKHEHHA iCTIBHOrO
Ha nnaHeTi: 1149 gHiB 32 YMOB, LLO LLLE MOYHYTb iCTM 04MH oA4HOrO. TaK, KaHibaniam — 04ANH 3 pU3KKIB
ab0 WaHciB NOCTanoKaninTUYHOro BUXKMBAHHA NOACTBA. AMEPUMKAHCbKa Mepexka MarasuHis Costco
BMABMAACb MPArMaTMYHOK B)KE 3apas: BOHM BUCTABMAM Yy MNpoAaxk CneuianbHi «Habopwu ana
BM)KMBAHHAY, AKi 3HaA0061ATbCA Y BUNAZAKY PAanTOBOro HaCcTaHHA anoKanincucy. KomnnekTom ixi €
ynaKoBKa KOHCepBiB 3 6,2 TUCAYI Mopuin iXi, AKi moXyTb 36epiratnuca go 35 pokis. Xapui
YKOMMNEKTOBAHI MLWEHMLE, PUCOM, MOSIOKOM, 3epHamM, GpyKTamu, 0BOYaMM Ta M'ACOM, TaKOXK
004aHO Cinb Ta LyKop.

O6pas ronogHoro manbyTHbLOro € 0O4HMM 3i CTPALWHUX YABAEHb couiymy. Hanpuknag, cepep,
CTpaxiB YKpaiHLiB TPETUHA 3a3HA4YMAN CTPax ronoAay (3rigHo gocnigxeHb IHCTUTYTY couionorii HAH
YKpaiHu, npoegeHoro B MnnHi 2014 poKy, a TakoxK GoHay «demokpaTuyHi iHiuiaTnem» 8 2017 poui).
Lo kasatu, He Tpeba yaBnATM, KaTacTpoda Nig Ha3Bow BiliHa oxonuaa YKpaiHy nodymHaloun Big
2014. B cTaTTi Npo *KUTTA B I3t0Mi Nicna geoKynauii aBTOpKa HOTYE CBOi CnocTepeXeHHa Tak: «fonog
i cTpax. B Istomi, nicna »kutra B okynauii, ntoamn 6oatbca 3annwmntnca 6es ixi. /lloan nontowoTb 3a
iPKeto. Hanbinbwunii pyx y »KuTta I3toma Tenep BHOCATb BOJIOHTEPCbKI aBTOMObGIiNI 3 rymaHiTapHoo
aornomoroto. licna malixke niB piyHOT pPoCiMcbKoi oKynaLii micuesi matoTb 6araTo ctpaxis. OauH 3
HaMCUNBHIWMX — cTpax ronoay. Jlloan cBapAaTbCA 33 Micue B Yepsi 3a NPoAyKTaMM Ta BAAKOTLCA A0
XMUTPOLLiB, W06 oTpMMaTh NakyHOK» (Tumoluyk 2022).

B npoeKuiax mManbyTHbOro nicna rnobanbHUX KaTacTpod BUMMKUTU — 3HAYUTb MaATU DXKY.
AHanisyoum xap4yosi obpasu B midonorii, Knog /lesi-CTpocc BUCYHYB rinoTesy, Lo iXKa Ta KyniHapia
€ MOBOIO, AKa MMMOBOJI BigobpaXkae ycTpiit cycninbcTBa abo BMABAAE MOro NPOTUPIYYA, AKUX
CycninbCTBO He ycBiaomtoe (Lévi-Strauss 1990). BUBY4EHHS MOBM Xap4yBaHHA BiH 34iAICHIOBAB Yepes
NOPIBHAHHA i1 3 iHWWMMMU KYAbTYPHUMU KOAAMM, L0 BUABMAOCA AOCUTb NPOLYKTUBHUM ANA
AOCNIAXKEHHA PUTYa/IbHO-MIPOIONiYHUX 3HaUYeHb i*Ki. OQHUM 3 XKaHpPIB MUCTELTBA, IKe Bi3yanisye
CHOXETW COoLiaNnbHOI icTOpii € KiHO. Ha 3anNnTaHHA, WO KiIHO MOXe pO3MoBIiCTM NMPO MUHYAE B ranysi
raCTpOHOMIYHMX pochigxeHb, OneHa CTAMKiHA cnpaBeasnMBO 3ayBaxuaa, wo «KiHO moxke
PO3MOBICTM He TiIbKM NPO raCTPOHOMIYHE MUHY/E, 3@ Yepe3 raCTPOHOMIYHE MUHYNE NOKA3aTW Haly
couianbHicTb, BYTTEBICTb, TPABMU, BiTaNbHICTb NPUCYTHIO abo BiacyTHIO» (BpaityeHko 2021). Mu X
00AaMO, WO KiHO MOXe pO3MOBIiCTU He TiZIbKM NPO MUHYANE, ajfie N 3a3UPHYTU Yy MalibyTHE,
MoKasylo4n NepcnekTUBKM Tiel K couianbHOCTI, BYTTEBOCTI, afe i NPOAEMOHCTPYBATU NOTEHLUiMHI
HacnigKM couianbHUX i 0COBUCTICHUX TpaBM. «lacCTPOHOMIA B KiIHO MOXKe pPO3Ka3aTM Ham Npo Hac
camux binblue, HixK MM HaBiTb CObi yABNAEMOY, - 3ayBarkye CTaXKiHa. Lia Te3a ogHaKoBo BipHa i gna
CIOXKETiB 3 MMHYOTO, | A8 CHOXKETIB NPO yAB/tOBaHE MaNBYTHE.

«MUHyNe He YeKae CTaTUYHO, KOAM MOro BiAKPUIOTb | TOYHO CXapaKTepusytoTb. IcTopia — ue
3aBXAW CTOCYHKM MiXK TenepiwHim i mmHynmm. BignosigHo, cTpax nepepg TenepiwHim Beade Ao
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mictudikauii. MuHyne — He gnf TOro, Wob y HbOMY XKUTU; Le — AKePesno, 3 AKOro MOXKEMO YepnaTu
BMCHOBKM, W06 piatn. KynbTypHa micTudikauia MUHYNOro npv3sBoauTb A0 NOABIMHOI BTpaTU»
(Bepaxep 2020, c.15). Toaji AK B cloKeTax Npo MalbyTHE MM YepPNaEMO BUCHOBKM 3 paHTasilHUX
06pasiB NpUNAELHbOro, 3 YABAOBAHUX ICTOPIN NPO NOACTBO MNicaa KatacTpodu. 3 icTopil, AKi He
CTanuncs, ane NoKAMKaHi Bigobpasutn Te, WO moxe BigbyTucs.

KorKeH ¥aHp MUCTeuTBa MAE CBilt BNi3HaBaHWUI ClOXKET. AHTMYTORNIT AK NpaBuI0 PO3NOBiAat0Tb
Npo CycninbCTBO, B AKOMY O4HO3HAa4YHO BCE MOraHoO, a B YOMYCb HaBiTb Ay)Ke noraHo. Lle csit, ge
nepemoriam HeraTMBHi TeHAeHLUii. Ane YacTMHa NACTBa YOMYCb BMMKMAA: XTO B 6OpoTbbi, a xTO
BMNaAKOBO. MeTa NpoTaroHicTa Ta aHTAroHICTa HaBIWOCb (BU)XKUTWU Aani. XTOCb 3apagu Bnagu i
pecypciB, XTOCb 3apaau iaei i Mpili, XToCb B TBAPUHHOMY iIHCTUHKTI camo3bepekeHHs. HoaeH cloxkeT
anoKanincucy He 06xo4MTb TeMa XapyyBaHHA — NOAMHA | Nicnsa KaTacTpodu noTpebysaTnme BoAU
Ta XKi. B geskux ictopiax ia 3'ABNAETbCA HEBIAOMO 3BiAKW: OT MPOCTO BOHA €, NOAM YMMOCH
BEYEPAIOTb, CHiAAIOTb... ADO BOHA € YUMOCH LUTYYHUM, WO 3abe3neyye fOCTAaTHIO MNOXKMBHICTb, abu
OpraHiam uB i @yHKuioHyBaB. [AMBHA, CUHTETUYHA, ane HeobxigHa. B iHWMX croxeTax iXKa
3000yBa€ETbCA B CKNAAHIN 60poTbbi repoiB 3a BUMMKMBAHHA. | € TakKi icTopii, ae i*Ka € rosoBHMM
HapaTMBOM: Mid i*Ki KOHCTPYIOE couianbHi BiAHOCMHKN, MapKYE ntogen i npocTip. Le i*Ka couianbHMx
HepiBHOCTeN, Npo AKi EpBiH NfodPmaH 3ayBakyBaB, WO B ApamMaTyprii XUTTA CycninbCTBa € micue
CUMBONIYHUM TpaHchepTam y Popmax Ta NpaKTUKax Tpanesn MiK BULWLMMWU Ta HUNKYUMU
npoLapKamu, AKi Nig TMCKOM MOAN YN BUMOT AEMOHCTPAaTUBHOIO CMOXKUBAHHA NOMITHO BUKOHYIOTb
MapKytodi, MaHipecTauinHi ¢yHKLUii. B yac nicna Katactpodu Tpanesa CTAa€E He MeHLW CTaTyCHO
O3HayaNIbHOO i couiaNbHO MOKa3oBo. Lle i*Ka ntoacbKux cTpaxaaHb. B cycninbcTei nopyweHo
npaBo Ha i*Ky. CTpaBM BU3HAYalOTb KNACOBi HEPIBHOCTI i HagatoTb NpuBinei. Ao iXKa — Le NUTaHHA
BUXKMBAHHA — LWYPi, KOMaxn, BUNAAKOBI TBApPUHW. [nA BCiX, HE3ANEKHO Bif, COLianbHOroO craTycy.
Ane i Ha BCiX HIKONIM He BUCTAUYMTb (AK NOKA3yloTb NPOrHOCTUYHI goCnigxKeHHA). Hikonun. AKwo He
36epertv He TiIbKM OCTAaHHE 3epHO HOBOrO MOYaTKYy, aNe i 3HaHHA, HAaBUYKWU Ta AKepena Moro
KyNbTUBYBaHHA. BO 3epHATKO He foCTaTHLO 36epertu, noro we Tpeba 3poCcTUTH, OTPUMATH BPOXKaM
i NPOPOANTU HACTYMHE NOKONIHHA 3epeH. IHaKLLe Keto CTaHe NtoANHA NIOAMHI.

KiHo — e o6pa3un. KiHodaHTacTnKa — cyuinbHUIA NOTiK BUragaHuMX CBiTiB Ta BiAHOCUH. BTim, Ak
61 He ¢aHTa3yBana cyyacHa NOANHA, Mano KOMY Cnpasii BAAETbCA BigipBaTUCA, BigNy4nMTUCA Big,
JIOTIKWM Ta Kay3a/NbHOCTI TenepiWHboro i muHynoro gocsigy. Obpasn 3aHaaTo pedepeHTHi Ao
eK3UCTeHUiNHUX dpermis. B ctoxkeTax npo ntoacTBo ManbyTHboro obpas ixki — ue obpas cTpaxy um
niknyBaHHA, ue d¢akTop 6opoTbbn | nepeposnoginy BAaan, LUe o06pa3 HepiBHOCTI i
HecnpaseaAuBocTi. [losABa B Kaapi repois, AKi igaTb — Ue nay3a Ha wnaxy 60poTbbu um nepen,
6uTBOIO, ab0 LEe TOCTUHHICTb, AKa BOAHOYAC MOXKe 6yTu BiaKpuTMMKM obiMmamn apysis abo
NigCTYNHOK NacTKO BOporiB. MMig Yac cMaKyBaHHA repoi HACONOAKYHOTbCA CMaKaMM, MOPUHAKOTb Y
NPUEMHI cnoragm abo MpitoTb NPO Kpalli Yyacu. oCTMHUi Big, HeBigoMux noaen abo ob6CcTaBMH
KPUIOTb B CODi OTPYTY UM BaXKKi HaCNigKW. BuLli cTpaTm couianbHOi iepapxii naHyBaTUMYTb i Hagani.
Came BOHM BM3HAYaTUMYTb XTO i LLO iCTUMe B CBITi nicns KatacTpodu. 1na BULWMX NAHOK CYCMinbCcTBa
iXa MaTMMe ecTeTUYHy NpuBabamMBICTb, BUBArAnBy peuenTypy i CMakK Haconoaun. HUKHi npowapkm
Xap4yyBaTUMYTbCA CUHTETUYHOIO iXKEet0, BNONbOBAHUMM TBAPUHAMM YM KOMaxamMm, AKi BUXKMAKN abo
3a/IMLWKaAMM 3i CTONA TUX, Y KOTO B pyKax B/laa HOBOro CBiTy. KpalHim BUXoaom 3 cuTyalii ronoay
6yae KaHibaniam. Moro obpas aysKe OPCTOKUM Ta ornaHuiA. ABCONIOTHA AeryMaHisaLia i 06HYAIHHA
UMBini3auUiiHoro HagbaHHA 3 OKY/NbTYPEHHS IHCTUHKTIB. B ¢iHani nepunetin NpoTUCTOAHHA 4K
60poTbOM B NOCTANOKaNINTUYHOMY COLYMi BUMKMUBAE ... AUTUHA. 3apaaum ii XKuTTa repon 6’eTbca 3
AHTUTEPOEM. BUKUTU OUTUHI — LLe AK BUKUTU MASIEHbKOMY 3€pPHATKOBI, AKE NOPOAUTb HOBE KUTTA.
Lle 06pas, saKkunii 3aBepLuye icTopii.

OTKe, MipKytouM npo obpa3s ixki B yac nicna rnobanbHoOi KatacTpodu noacTea, MU 3raganmu
KHury xoHa beparkepa «fAK mn 6a4nMmo», B SiKi aBTOp BTI/IMB iAeto Bi3yasibHOro eceto — onosiaj,
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AKA He CyrnpOBOAXKYETLCA XOAHUMMN KOMEHTApAMKM B Hapauii. He BapTo i Ham nepeKasyBaTUmemo
aANOKaNIiNTUYHI CIOXKeTU KiHOdiNbMIB, AKI KpaLlle NOAMBUTUCA BAACHOK ONTUKOIO BAYEHHSA, - TOMY MU
NPOMNOHYEMO A0 PO3rnsaay Bi3ya/nbHUIA ecelt Npo Ky (40) OCTaHHbLOro AHA.
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KiHoKkaapu 3 pinbmis (He B nopaaKy noasu B ecei)

@ «opora» (The Road), 2009, CLUA, pexwucep OsKoH Xinnkoyt

@ «Knura lnas» (The Book of Eli), 2010, CLLA, pexxucep Anbbept X't03

@ «KiHeupb Houi» (Hell), 2011, HimeuunHa-LUseluapis, pexxucep Tim Penbbaym
@ «KonoHia» (The Colony), 2013, KaHaaa, pexucep Oxxedpd PeHdppo

@ «CHirobyp» (Snowpiercer), 2014, Kopes, pexxucep MNMoH YkyH Xo

@ «Bucotka» (High-Rise), 2015, bpuTaHis, pexkucep beH Yitni

@ «Nnatdopma» (El hoyo), 2019, IcnaHis, peskncep Fanbaep Facreny-Yppyria
dinbmun gocTynHi gns nepernagy Ha pecypci: https://uakino.club/

BisyaneHuii eceli — «#a (00) ocmaHHb020 OHA»

B mekcmosili npeambyni 00 8i3yanbHO20 ecerd, HAHP AKO20 3anpornoHos8aHull [xoHom
bepdxcepom i mu ckopucmanuca MOXcausicmo cmeopumu 6adcHUl, 8uceimsaeHO OCHOBHY idero
wo0o o0bpa3sy i ma xap4yys8aHHA y 8unadKy 2a106aa6HOi Kamacmpodgu. [na aHanisy eizyanizayii
inci ocmaHHix OHis n1rodcmea mu 0b6pasu KiHOPinbMu, Croxtemu AKUX pO3rosidaroms nNpo ceim nicas
Kamacmpog anokaninmu4Hoz20 xapakmepy. Hadani npornoHyemosca 0o ysaau gi3yansHuli ecel,
AKUl cchopmosaHO 3 Kaodpis cueH, y AKUX hicypye aKueHmM Ha momy, W0 € ixcero, nowyKax i, ii
8XUBAHHI, bopombbi 3a Hei, abo ii nidcmynHicme AK crnokyca. 3asepuwlye eceli 3eeHepo8aHe
WMyYHUM iHMeneKmom 306paxceHHs, 3arnum Ha popMy8aHHA AKO20 He Mmicmug obpa3y OUMUHU,
ase came ii CKoOHcmpyrosas 2eHepamop 306paxceHb. Cnid 3aysaxcumu, wo 6ci nidibpaHi o ecero
KiHogpinemu y iHani dilicHo micmame 0bpa3 OumuHu, AKa suxcuna. EcxamonoeiyHull no2nad Ha
icmopito kepyemeocsa no2ikoto KoHeyHocmi. KiHeub, AK Npasuso, € HacAiOKOM Kamacmpogu: Yyu mo
pecypcHoi, Yu mo 0yxo8Hoi. Ceped 20/108HUX PECYPCi8, AKI HUBAAMb AOOCLKE ¥UMmmS — Nosimps,
800a ma ina. [locniOHUKU pi3HUX Yacie ma ernox npazHyau Crpo2Ho3ysamu yusinizauitiHuli nocmyn
A00CMea, HamMazar4vucs 3acmepeamu 8i0 NMoMusIoK, Wo 30amHi npuzeecmu 00 Kamacmpoagu.
Okpim HayKkosuie npo malibymms aodcmea nuwyme i 2080paims mumuyi. KiHemamoezpag € 00HUM
3 MaHpie, AKull 8UPA3HO 8 NPAMOMY CeHCi cnosa 306paxcye idei ma dymku, nepedae obpasu ma
xapakmepu. XaHp aHmacmuku, 0e 8 OCHO8i Croxtemy QroKasincuc nocmea € 00HUM 3
nonynsapHux ceped ayoumopii. CyeHapucmu i pexcucepu mpaHcAome mi cmpaxu ma Hebe3neku,
AKi € akmyanbHUMU 8 moli Yyu iHwul Yac coyiansHoi icmopii. Ceped menepiwHix nepecmopoe:
KAiMamu4yHa, mexHO2eHHA MA aGHMPONO2eHHA. | 8 ycix Mpbox hakmopax micmumeca MOCLKA
npupoda. B croxemax KIHOCMpIiYoK npo anoKanincuc aAdu npazHyme suxumu. A wobu x¥umu
B80HU mMarome icmu i numu. BaacHe, yi 08i nompebu 8 yCix CroxtemHux 8apiayisx cyrnposooXyomeo
007110 2epois ya81108aH020 MalibymHb020: NPSAMO YU 0rocepeoOKo8aHO.

Knro4voei cnoea: o6pas, inca ma xap4y8aHHA, KiHOinbM, anoKanincuc, 20a100.
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CEKYNAPU3ALLIA OBPA3Y AifIA TA MIA3EMHOIO LAPCTBA
Y CTAPOJABHI rPELIT HA NPUKNAZI BA3OMUCY

®depocees Hikita

Secularization of the image of Hades and the underworld in Ancient Greece through the
example of vase painting

Fiedosieiev Nikita

The investigation into the development of plots within the realm of artistic expression remains
an enduringly pertinent subject. The distinctive backdrop of Ancient Greece offers a unique
perspective for elucidating this evolutionary process, particularly through the medium of vase
painting. The author specifically aimed at tracing the progression of a specific narrative type, centred
around the depiction of the afterlife realm of Hades. This study also encompasses broader
implications that can be inferred from the chronological evolution of this thematic construct. The
intellectual landscape of the Greeks underwent a noticeable phase of desacralisation, characterised
by a palpable shift in attitude. Narratives and figures that once commanded reverence started to be
portrayed with reduced deference. The transformation of depictions related to Hades, spanning from
the archaic to the classical period, is substantial. This transformation includes not only the
iconography of Hades himself but also extends to his surrounding environment and accompanying
characters. The very configuration of the underworld underwent a metamorphosis, and the personas
within it underwent alterations. This process of desacralisation is not confined to vase painting alone;
it extends into literature, a facet that will be detailed further. Significant changes in eschatological
concepts find explicit expression in the works of notable contemporaries such as Plato, Euripides,
Aristotle, and others. The evolution is particularly evident in relation to mythologies, with a
noticeable surge in scepticism and critical scrutiny directed towards previously venerated myths. This
critical perspective on myths was a relatively novel phenomenon in the literary domain until a certain
epoch. Moreover, an exploration of the evolution of myths and the fluctuating popularity of specific
narratives offers a lens through which to gauge the prevailing sentiments among the citizens of
Greek city-states. Through a comprehensive analysis of diverse sources, the author endeavours to
draw new conclusions and formulate fresh hypotheses.

Keywords: vase painting, Hades, secularization, secular, antiquity, religion, mythology.

CrapogaBHi umBinisauii manm mibonoriyHy cBigomictb, TOMy BNAMB Midoaorii Ha MUCTELTBO €
3HAYHMM | OYEBMAHMM, OCKiNIbKU CBITOrNAA4 Ta CBITOCMPUMHATTA — HapiXHi KameHi nracbKoi
cBigomocti. Lle 3ymoBntoe BcebiuHe NPOHUKHEHHSA TaKUX YSIBJIEHb Y Pi3HI ABMLLA FPELbKOT KyNbTypu.
3Ha4YeHHA KyabTy CMePTi i NOrAa4iB WoAo0 NocMepTHOro byTTa Ans CTapoAaBHIX HAPOAIB HACTINIbKK
BE/INKE, LLLO NPOHUKAE Y BCi Chepu XKUTTA, 30Kpema y MUcTelTBo. MNMBMHHE pO3yMiHHA MUCTeLTBA
byab-AKOI CTapoAaBHbOI UMBIMI3aLUii, 6e3 rMMboKkoro posrnaay BULLE3a3HAYeHUX BM/IMBIB
HemoxnmBe. CycninbHe CTaBAEHHA TPeLbKOro CycninbCTBa A0 MNiA3€MHOro LapCTBa Ha eTani
KNacuyHoro nepioay i nisHiwe (noyuHawuymM 3 5-ro CcTONITTA [0 H.€.) NOYano 3MiHIOBATUCH,
BiANOBIAHO 3MiHIOBanacb 1 iKoHorpadis AOTUMYHMX [0 nNig3emHoOro uapcrtea obpasis. Lle
NPOCTENKYETLCA AK Y BAa3OMMUCI, TaK i B CKY/IbNTYPi Ta iHWNX BMAAx mucteuTsa (Grossman 2001, p. 45-
74).
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Mpouecn ceKkynapusauii rpeubKoro CycniibCTBa BMPAXKEHi AK B niTepaTypi, Tak i B 3MiHi
ikoHorpagii 6oris, 30Kpema Aiga, Wo 6yae NnoKka3aHo HUXKYe. [epeiHaKWweHHA 0bpa3y «MeLlKaHL,iB»
uapcrea Aiga € BUpa3HMM NPUKAAL0M UMX TeHAEHLUiN. CloXeTn Ta NepCOHa)i, CTaBNEHHA 40 AKUX
6yno cnoBHeHe 6naroroBiHHA, Mo4Yann 306parkyBaTvcA 6e3 HafNe)KHOro nieTeTy, Mo3a CBOIMM
KQaHOHIYHMMMW ClOXKEeTaMM, AKi FPEKM MOYMHAIOTb BBAXKATU TUM UM iIHLWKMM YMHOM HegopeyvyHUMM.
Mpouec aecakpanisauii, a came 06e3LiHIOBaHHA PENirinHMX Ta CaKpanbHUX CIOXKETIB MM BaUMMO BXKe
y MnaToHa B Moro “[epasi” Ta BigcniaKOBYEMO Le y Tparegisx EBpiniga. Big apxaiuHoro nepiogy
A0 KnacuyHoro obpasm Aiga CyTTEBO AecaKpanisyBasncb, Lel npouec mu i byaemo BiacTeXKyBaTu.
Barknmeum 3aBaaHHAM Byae npoaHanisyBaTU NpoLLEC CeKyNApM3aL,ii CBigOMOCTI rpekis Ha NpuKnaai
[3aBHbOTPELLLKOrO XMBOMUCY

Y uin ctaTTi MM Byaemo aHanisyBaTu CKAaAHy Ta He 30BCiM 3BMYHY cucTeMy. [leKOHCTpytoBaTh
npouec y nepy Yyepry mm byaemo 3a fONOMOrol PeyoBUX AKepen, a came Basonucy. Basonuc e
OOUIIbBHUM 415 BUKOPUCTAHHA Y AOCAiAXKEHHi 3 ornsaay Ha AeKinbka npuumH. el Bug mucreuTtsa €
[0BOJIi NEepPCOHaNi30BaHUM, OCKI/IbKM 4acTO CTBOPIOBABCA 3a iHAMBIAYAa/bHUM 3aMOBJIEHHAM
(Robertson 1992). Tomy BBaXKaemo 3a NOTPiOHe BUKOPUCTAHHA CEMIOTUYHOIO Nigxoay, AK O4HOro 3
K/IHOYOBUX B AOC/iAKeHHi. Ona uboro s 6yay BUKOpMUcTOBYBaTH A0p0o6KM HOpia JloTmaHa Ta PonaHa
BapTa (/lotmaH 2002, c. 7-15), AKi 403B0/1AIOTL NPOAHaNi3yBaTW CTaB/IEHHA 40 300paxKeHoro obpasy
bora.

LoUinbHOCTI BAKOPUCTAHHA CEMIOTUKMN AK OCHOBHOTIO Nigxo4y ANA A0CAiAMEeHHA A04Q€ Cama
CYTHICTb AaBHiX NpeaMeTiB MUCTELTBA, aAKe MOBHE iX PO3YMIHHA € A41A HAC 3aBXKAWN YCKAAAHEHUM
(YcneHckmin 1995, c. 24-30).

Y pocnigyeHHAx PonaHa bapta Hac wikaBuTb Moro niaxig Ao midy i midonoriyHoi cuctemm
rpekis. [lns asTopa mip € 0cO6/1MBOIO CUCTEMOIO: BiH CTBOPEHUI Ha OCHOBI AEAKOI NOCNiA0BHOCTI
3HaKiB, AKa iCHY€E 4,0 HbOro. Mid € BTOPUHHOI CEMIONONIYHOK CUCTEMOLO. 3HAK NEePLIOi CUCTEMM CTAE
JIMe 03HaYaibHUM y Apyrin. Xoda P. bapT 6inblie roBopuTb NPO CyYacHi, MONITUYHI Ta iHWIi Midw,
MOro /IoriKy MOXHa JIerKo BUKOPUCTATU Woao midiB came CTapodaBHbOro cycninbcrea (Barthes
1993).

LiikaBo 6yno 6 po3rnaHyTM 3a3Ha4yeHy npobnemaTuMKy Ha OCHOBI AochigxeHb Anbdpeaa
Oxenna (Gell 1998). Po60TH HayKOBLS aHTPOMO/IOrIYHI, TOMY MOro AOCNIAMKEHHSA LiKaBe A1a Hac y
COLLIOKY/IbTYPHOMY acnekTi. TakoX mu bynemo BMKOPUCTOBYBATU AOPOOKM iHLWMX AOCNigHUKIB
laHca benTiHra (Belting 1994) Ta Oesiga ®pinbepra (Freedberg 1989).

xepenbHoto 633010 € peyoBi Axxepena i oundppoBaHi Nnam’ATKM mucTeuTBa 3aebinbworo
byae BMKOpUCTOBYBATUCA apxiB Beezley.

Takox aBTOop Oyae nocnayroByBaTUCA  AiTepaTypHUMM  AXKepenamu, Hacamnepes,
dinocopcbKMMM TpaKTaTamu, AKi € rapHMM BiAOOpaKeHHAM pPO3BUTKY CYCMiNbHOI CBiAOMOCTI,
30Kpema Ui igei mn 6aunmo y “Oeprxasa” MnaToHa Ta Enikypa y oro "Mncti go Nepogota”i "/mcTi
Ao MeHeken" (Enikyp 2009). Hac 6yayTb LiKaBUTW I iHWI pi3HOBUAM MACOBMX BUAIB MUCTELTB, AKi
OiNWAN A0 HAc Y NMCbMOBOMY BUTNAAi, Taki AK TeaTpasibHi BUCTaBM, APaMaTUYHi TBOPU, 3anuncaHi
3rafiKkun Npo micTepii, Ky/IbTU Ta COL,OKYNbTYPHI ACNEKTU XUTTA AaBHbOrPeLbKOro cycnisbCcraa.

BMKOpUCTAHHA NiTepaTypHUX OKepen 3aBXAu NoB’A3aHe 3 NeBHMMWU pU3MKamu. Y nepuly
yepry MM Maemo PO3YyMITH, WO Pi3Hi ¢inocodCbKi WKOAM MOrAM No pisHOMY cTaBUTUCA Ao boris i
6yTK pPi3HOIO MipOto CeKyNAPU30BaHMMUN. Te came MOXKHa CKa3aTu i Npo iHLWi niTepaTypHi TBopu. Ane
BCE K TaKW, Y PaMKax A0CANiAKEHHA, HAC LiKaBUTb He piBeHb ceKynapm3aLii neBHMxX ¢inocodpcbKnx
Teyin, a cama MOMK/NBICTb BYTU CEKYNAPU30BaHNUMU Ta NpeLeeHTN NPoABY BiANOBiAHNX HACTPOIB.

lpeubKomy Ba3onucy npuceadYeHo 6arato pobiT. YMOBHO MM MOXKEMO iX NOAINNTY Ha 3araibHi
Ta BY3bKOCNPAMOBaHI. 3arasibHi po60TH 34e6iNbLLIOro KOHLEHTPYIOTLCA Ha LUMPOKUX TEHAEHLiAX, AKi
3MiHIOIOTbCA Y Ba30OMWUCI BiANOBiAHO A0 nepioam3alii horo po3sutky (Robertson 1992). Y Tolh camui
Yyac BY3bKOCMPAMOBaHi pobOTM AyKe 4acTO KOHLLEHTPYHTbCA Ha €BOJIOLII NeBHOro CHOXKEeTy, a
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HalyacTiwe Ha eBotoLjii 0b6pa3y KOHKPETHOro NepcoHa)ka, MOTMBY, X04a, Y AeAKux poboTax
3ragyeTtbcs npotecc cekynapumsauii (Dodds 2022). Okpim TOoro, cama tema npoctopy Aiga, To6T0
306parkKeHHA NiA3eMHOro LapcTea, BUBYEHA BiAHOCHO NOraHo, ase € Npayj, Ae BUBYAETLCA rpeLbKe
bypianbHe mucteutso (Grossman 2001).

€ poboTn NpuUcBAYEHi y Nepwy Yepry ikoHorpadii BipyBaHb, Taki AK “IkoHorpadia rpeybkoro
KyNbTy B apxaiyHWI Ta KnacuuHuii nepioan” (The Iconography of Greek Cult in the Archaic and
Classical Periods,Hagg 2013), ne aBTop $OKYCYETbCA Ha apPXEO/IONiYHUX 3HaXiAKax Ta ikoHorpaodii
rPeLbKoro KyibTy B apxaiduHMM Ta KNaCcMYHKUI nepioan. Y KHM3i Hemae be3nocepeaHboi ANCKYCiT npo
CEeKYNAPU3aLLt0 Y FPeLbKin penirii, npoTe aBTOP HaZA€E YMTAYaM ICTOPUYHUIA KOHTEKCT i po3rnagae
Pi3Hi acneKkTn KyAbTy, BKAIOYHO 3 MOro QYHKLIAMM y rpeLbKOMY CyCcniNbCTBi.

Benuka KinbKicTb pobiT NnpucBAYeHa npoLecy cekyasapusauii Ym 3adinae uj npouecu. Y KHU3I
"I'pekn Ta ippauioHanbHe"( The Greeks and the Irrational, Dodds 2022) BMKnageHO aHani3
KOHUenNLii cakpanbHoro ta npodaHHoro y [laBHiin peuii. ABTOp BUCHOBYE, LLO rpeubKa KyabTypa
byna He nuwe peniriHoto, ane h mictuna igei ceitcokoro (Dodds 2022, p. 189-194). AocnigHuK
3ayBaXkye, Wo y [aBHil Mpeuji penirinHi yaBneHHA Ta Ky/ibT OyAM BaKAMBUMM, anie He 3aBarka/n
PO3BUTKY CBITCbKMX igen Ta iHcTuTyTiB (Dodds 2022, p. 189-194). TakMM YMHOM, AOCNIOHUK He
BBAXKAE, LLLO FPEKUN BY/IM LLIIKOM CEKYyNAPM30BaHi, afe Kaxe Npo Te, Wo BOHWU Ma/iu NEBHUI piBEHb
CBITCbKOCTI Yy CBOIiM KynbTypi Ta MUCAEHHI. Kpim TOro, BaxKA1BO, WO 3 YaCOM CyCninbCTBO BCe binblie
BiAXOAMNO Bif, TPAAMULINHOIO CPUIMHATTA peirii.

MpucyTHi poboTM npuUCBAYEHi 3MiHI NPo yABAEHHS rpeubkux 6boris. Y npaui “boru
CrapopaBHboi [peuji: ocobnusocti Ta neperBopeHHA” fAHa H. Bpemmepa (Bremmer 2013)
OOCNIAMYETbCA AMHAMIKY e Ta ysaBaeHb nNpo 60XKecTBa y AaBHbOrpeLUbKin miponorii. Y upbomy
KOHTEKCTi NnepeocmmcieHHA MidiB He CTaBUTbCA Y NPAMOMY 3B'A3KY 3 aHTUMHUMM aBTOPAMM, TaKUMM
Ak MnaTtoH, Codokn um ApictoTenb, Un nepiogamm,
a fAK HeoAHOpa30BUI npouec TpaHchopmauii Ta
aganTauji ignem Ta obpasiB  6oxectB A0
PiISHOMAHITHUX COLIOKYNbTYPHUX YyMmOB. [lpwu
LLbOMY 3a3HAYaETbCA, WO nepiog MNnaToHa (Nepwa
non. IV cT. oo H. e.) 6yB nepiogom paLioHanbHOro
CTaBNeHHA 40 Midis.

Kpim Toro, € pobotn, AKki npucesyeHi
€KOHOMILi  Basonucy. 3rigHO 3 KHUIOW
“KOHCTpyKLUia adiHCbKOT Basn: roHYapHWUiA aHanis”
asTopa Tobi Lpanbepa (Athenian Vase
Construction: A Potter's Analysis, Schreiber 2000),
KepaMiyHi mancTpu JasHboi [peuii moran pobutn
Ba3W Ha 3amMoOBJ/IEHHA. BoHM vacTo npautoBanu
pasomMm 3 3aMOBHWKaMM, AKMMU Oynn adiHCbKi
NOBHOMPABHI rPOMaAAHM, | CTBOPOBA/IM Ba3u
BiANOBIAHO A0 iX BMMOr i 6a)kaHb. OKpim TOroO,
aBTOP BKa3ye, WO MANCTPM TAKOXK CTBOPOBANU
CTaHAAPTHI dopMu Bas, AKi NPOAABANM HA PUHKY
abo BWKOpUCTOBYBaNM pJasa BAacHUMx notpeb.
MoTtuBM Ha Basax TaKoX uyacto byau
CTAaHAAPTHUMM | 3anexanu Big TemaTuKwy,
nonynApHoi y ToW nepiog. [lpoTte iHKoOAM
3aMOBHUK MIr HagaBaTU MEeBHi BKasiBKWU LWOA0

In. 1. flininoHceka easza, AgiHu, HayioHaneHuli
apxeosoeiyHuli mysel, 760—750 pp. 0o H.e.
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Temn abo CroXKeTy, AKMI maB
6yTH 306parkeHnit Ha Basi. Ane
y 6inbwocti BUNaaKiB manctpu
cami obupanu, wo 306pasntn
Ha Basi.

MeTa CTaTTi —
npocnigKysatn €BONOL,iH0
obpasy Aiga B Basonwuci.
MNpoaHanisysaswm BEJINKY
KINbKICTb pevyoBux grrepen, Mu
NOKaXKemMo 3MiHy iKoHorpadii
NPOCTOpPY NiA3EMHOrO LLAapCcTBa
Ta [Jecakpanizauito obpasa
Aiga.

Yy [aBHin Mpeuii

In. 2. ApiHcbka 8asa, FaHHosep, Mysell KecmHepa, 575-525 pp. do H.e. 3 CTaBNieHHA A0 CMmepTi Ta
apxisy Beazley. €CXaTo/IoTiyHMX  MmidiB  byno
Pi3HWUM, 3aNeXHO Big, enoxu.
Moet leciog (VIII-VIl cT. Ao H.3.), Wo baraTto Nnucas NPo NOACLKI HelwacTa: bigHicTb, XBOpobU, cmepTb
6/1M3bKUX, CTapICTb i T.4. NMcaB: “Yun He 3MOr/In 3HANTU YONOBIKA, Ha AKOro 3eBC He HacsaB barato
6ian"(lecioa). Ans oro cyyacHnka CemoHiga, ntoam — ue cyTb "'edemepHOro cTtBopiHHA", noaibHo
00 xyaobw, "wo He BigaoTb, AKy bor im gonto npusHaumTe", BiH Nuwe “Tak i kepye (3eBc). CmepTHi
— Ti 6e3 posymy. To 1 KuBEmMO, AK TpaBW, W He Bragaemo, fKy ANA KOro [oAto
npurotoBneHo”(CemoHia). MpeknHA 3akAMHANA ANONNOHA HAaropoauTH ii NOBOXKHICTL HaMBULLMM
AApPOM, KM 6or 34aTHMI NigHecTw i 4itAM. ANonnoH no4vysB GnaraHHA maTepi: A4iTM nomepau
MUTTEBO | 6e3 mykK (lfepogoT). PeorHiT, MiHaap, CopoKkn cTBEpAKYBaNM, WO Kpalle AN NOANHM
30BCiM He HapoAMUTUCA, a AKLWO HapoAMBCA, TO NoMepTH AKomora wseuale (Eniage 2009, c. 131-
136).

CyyacHMkam Fomepa 3arpobHe *KUTTA 6aumaoca OBTANKAMBUM i KANOTIAHUM iICHYBaHHAM Yy
nigzemHomy LapcTsi Aiga, HaceneHomy 6aignmu, 6escnanmm i nozbasBaeHMMM Nam'aTi TiHAMMK. TiHb
Axinna, aky BuMKAMKaB Ogiccelt, Hapikag, WO Kpawe 6yTM pabom y ocTaHHbOro bigHAKa, HiX
LaptoBaTM Hag TiHAMK nomepanx. o Toro K 3arpobHe iCHYBaHHA He HAarOPOAMKYE 33 NPUMKUTTEBI
3acnyrv i He Kapae€ 3a 3104MHKU. [1o BiYHMX MYK Byan 3acyarkeHi nuwe IkcioH, TanTan i Cisid, aki
3aB4anm 3eBcy 0cobucTi obpasn. MeHenan 3HawoB Enicin TiAbKKM AK YONOBIK EneHun, BignoBigHO
3aTb 3eBca. 3a Bepcieto ecioga, TOro * BiA3HA4YMAUCA i iHWI repoi, ane ix gona 6yna Hesigoma
cmepTHMm (Eniage 2009, c. 110-122). MopaibHa cMTyauia xapakTepHa ana apxaiyHoi Mpeuii. Le 6ys,
NeBHUM YMHOM, NOYATOK, 6a30Be CTaBAEHHA 40 CMepTI.

Toro4yacHi yaBAeHHA 3HaX04ATb CBOE Big0OpaXKeHHA Yy BAa3onmci. Y romepiBCbKy enoxy Ba3onuc
MaB iHaKLWy Big, KNacKMyHoro cneundiky, HanbinbLla KiNbKiCTb 3HaXiAOK LbOro nepioAy BigHOCUTbCA
00 norpebanbHUX YPH, Y TOM Yac AK KNaCcMYHMW Basonuc bys 34ebinblworo cBitcbKum. Lli ypHM
BUKOHYBa/M Ty OYHKLUIiO, AKY B 4Yacu apxaiku, BUKOHYyBa/M Kypocu Ta Kopu. Le BignosigHo
NPU3BOAUTL [0 NEBHOI Ceundikn CIoXKeTiB 306paXKeHNX Ha Basax, 3BiCHO Yy TUX BUMNAaAKaX, AKLLLO Ui
CHOXKeTW B3arani NPUCYTHI (aayKe reoMeTpMYHMIN CTUNb HaMYaCTilLe AEeKOPOoBaHWUI i He NnepemMaEeTbeA
CHOXKETHOI CKNaaoBoto). HaluacTiwa cloXkeTHa CKaafoBa gns LbOro nepioay — CLEHW NOXOPOH 3
BE/IMKOIO KiNbKiCTIO NAakanbHuub (In. 1). NapHMM npuknagom uboro € amoopa 3 AininoHCbKoro
Hekponona B AdiHax, Ae M1 6aYMMO KNaCUYHUIA POCIMHHUI OPHAMEHT, MeaHAp Ta NaKaNbHULD B
30Hi Mi3K py4Kkamu. B Uil 30Hi MM HanyacTiwe i 6auMmo AKicb 306parkKeHHs B Ba3oNuci Toro nepioay.
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Cama NpUCYTHICTb NAakaNbHULL Y BA30ONUCi 1, BIiANOBIAHO, Y KYyAbTypi rTOMEpPiBCbKOro 4Yacy
BKA3ytOTb Ha NeCcMMi3M yaBAeHb Npo noTolibiyHe ByTTA, Npo AKi 6yN0 BKa3aHO paHille, y KOHTEKCTI
cneundikm romepiBcbKoro “necumictmyHoro” notonbivyaA. MNaakanbHULI BKA3yOTb NEBHUM YMHOM
Ha HeraTMBHe CNPUMUHATTA Yepes Te, WO CYyM HeobXiaHWI ans Bipn B OOTAXKAMBICTD i *KantorigHicTb
iCHYBaHHA y nigzemHomy uapcTsi Aiga.

ApxaiyHUi Ba3OMWUC HACUMYEHUN BEMKMM CTyNeHem noBarn A0 NoToMbiyHoro uapcTsa.
MoToibiuHe LapcTBO B apXxaivHi YacK HanvacTiwe 6yno 306pakeHO B paMKax CIOXKEeTiB, NOB’A3aHUX
3 Aigom Ta MNepcedoHoto. Bigommum € mip npo BussoneHHa MNepcedoHn, ge mmn 6aummo npouecc
«BiAYMHEHHA» noToMbiYHOoro yapcTea. Ane 306pakeHHA Ha ogHomy npocTtopi MNepcedoHu, Aiga Ta
JemeTpu MM He 3HaxoAMMO, TOOTO npouec Uuboro “po3TMHY” HiIBM 3aMOBYYETbCA Yy ClOXKETax
apxaiyHoro Basonucy. Haluyactiwe mu 6aunmo MepcedoHy Ta Aiga AK noapyxKH napy. BoHu
306pakeHi Ha OKpPeMMX TPOHaX Yy PiSHUX YaCTMHAX Ba3M, WO A€ 3MOry 3pobuTM BMCHOBOK MpO
YABNEHHSA IX K PiIBHO3HAYHMX MAPTHEPIB, AKi Pa3oM LapooTb y Nia3eMHoMy LapcTsi (11.2). Takuit
CHOXKeT Bigobpa)keHU Ha adiHCbKiM Ba3si 3 [AHHOBepa, AKa 3HaxoAuTbcA y My3ei KecTtHepa i
0aTyeTbCa cepegmHoto VI ctonitra o H. e.

Aiga B apxaiuHy enoxy MoXHa BMi3HaTW 3a KOPOTKOIo 6bopoaoto, a NMepcedoHy — no ckineTpy
ab0 306pakeHHI0 KOMOoCKiB. Takoto € adiHCbKa Basa, AKa 3HaxoauTbea y JIoHaoHi (Beazley archive
pottery database, vase number 302171) i gatyeTbca npomixkkom 550 i 500 poKy 4o H. e. Ha Hil
306parkeHo MNepcedoHy, sika TpUMae Kosocku. Ctapuii, cuBmin Aig cnantb 6ina Hel, cnnparymnch Ha
cBi nocox. MopiBHAHO 3 BenKo oirypoto MNepcedoHU, AKa 3alAMaAE LEHTPAJIbHE MOJIOKEHHA B
Komnosuuii, Aig Burnagae HeeennKnm Ta 6e3xutTeBUM. Hagitb dirypa Nepmeca 6inblia 3a Hboro.
BiH 3HaxoguTbcA Ha npoTunexkHomy KyTi Big Cisida, AKMIM KOTUTb CBIM KaMiHb i CTBOpPIOE
KOMMNO3WLiMHY piBHOBary, 3a/MLWAYNCb HEMOB YMMOCb NobiYHKMM. Ha iHWin Basi (Beazley archive
pottery database, vase number 3271) mun 6aunmo Aiga 3 NMepcedpoHoto y piBHOMY NONOXKEHHI, BOHU
cMaaTb 3 0box 6oKiB Basu.

MepcedoHa manxKe 3aBXAM 3aMMAE LUEHTPaibHE NMOJIOXKEHHSA, Ha piBHI 3 Aigom, iHoAi BOHa
BUTNASAE TPOXM MACMBHILIOK, agKe B
apxaiyHmn nepiog, Aig BMAAETLCA Ham
MaMKe 3aBXAN KBOIMM cTapuem. TaKy XK
KapTMHY MK 6auMmo Ha Basi 3 myselo
MeTtpononiteH (In. 3), ae ctapuit Aig cTOiTb
nopag, i3 NMepcedoHoto. Moro pyku i Horu
HabaraTo TOHWI, Y TMOPIBHAHHI 3
MepcedoHoto.

Yci nogibHi 306paxeHHA UMX 4Yacis
BKa3ylTb Ha nosary Ao 6oris nigzemHoro
LapcTBa i 3aMKHEHICTb MNOTOMGIYHOro
npoctopy (Stampolidis 2014, p. 72-83.).
Aig mMae TyT AyrKe YiTKUiA iKoHorpadiyHui
TUMN, AKMI YiTKO MOXKHa Noba4ymTK Ha Basax
3 my3et0 MeTpononiTeH, AKi AaTyrOTbCA
KiHuem VI — noyaTtkom V cT. 4O H.€.

Aig, — cTapeub y gpaniposaHomy oaA3i,
XyAunh i 3mapHianii. Yacto Ha Horo
NMOXWUAUIM BiK BKA3ye NOCOX, HA AKWUW BiH
cnupaeTbca. Takuii 0bpas Haragye npo
anwrigHe, axaAnBe MNOJIOXKEHHA Ayw y

In. 3. Myseii mucmeymesa MemponosimeH, Hoto-Hopk,
500 p. do H. e.
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NoTonbiYHOMY LL@apPCTBi Ta BiACYTHICTb Y HbOMY pecypciB i byab-akoro »utra (Hagg 2013, p. 94-102).

[ia TyT nonsArae y Tomy, Wo6 HaragyBaTtu Ato4Aam Npo Te, LWo CMepTb Npuiiae Ao Beix. Lle wocb
6aunxk4ye go momento mori. Ha Te, Wwo ui Basan manu came Taky cycnifibHy GyHKLit0 BKA3ye AeKinbKa
peyeit. MNo-nepue, HalyacTilwe B apxaidyHKi nepiog Aig 306parkyeTbca Ha amdpopax. Came ambopu
3a3BMYal cayryBanu nocyamHor gna noneny nomepnux (Cohen, Pollitt 1992 p. 143-181). Mu He
MOXEMO CTBEPAKYBATH, LLO B LUUX NOCyaAMHax 3b6epiraBca came BiH, ane Te, WO B apXalyHMX Basax
MM baunmo Aina B abCcoOTHIN BinbWOCTI
Ha am¢dopax HaBOAUTb HAC Ha AYMKY Mpo
neBHMM 3B'A30K LMX ABOX ABULL. Buxogaum
3 UbOro MM 3 0BepexHIiCTIO MOoXKemo
CKasaTth, Wo ui amdopwn, aK BMg, nocyay,
AKMN cNyrysaB A4na noneny noOMEPAUX,
6y/NM NeBHUM HaragyBaHHAM NPO CMepPTb.

Te, WwWo B apxaiyHni nepiog Aig 6ys
neBHUM YMHOM CTUrMATU30BaAHUM
cBiaunTb barato gxepen (Albinus 2000, p.
52-61). Im'a Aiga BWKAMKanNo cTpax Yy
[asHin peuii apxaiyHoro nepioay. Mpekn
Ta PUMAAHKU 3aMIHAAM HNOro  Pi3HUMMU
eBPEeMICTUYHMMK eniTeTaMn, TaKUMU AK
"Toin, iMm'A AKOro He MOXKHA rOBOPUTU
Brosoc" ym "ToM, Koro He cnig HasmBaTK'".
Lle 6yno nos’A3aHO 3i CTPaxom [0 HbOTO,
BBAXKasoCA, WO WMOro 3ragKka MoXKe
HakAuKaTh 6igy. Tomy 306paxkatoum Aiga
Ha Basax, FPEeKM MOXK/IMBO Haragysanu
cobi came npo icHyBaHHA i€l 6ian.

HanuacTiwe npaBuTenis nig3emHoro
uapctea,lepcedoHy Ta Aiaa, 306paxyoTb
OKpeMo, pgogatoum Ao  Hux  oirypu

In. 4. Myseii mucmeuymea MempornosnimeH, Hoto-Hopk, 3BM4ANHNX NtOARNA. XYAOKHWK Hi6.M He

525-500 pp. d0 H. e. HaBaXXYETbCA [043aBaTUM A0 HWUX iHWMKX

MipiYHMX nepcoHaxiB. IHKoau 6yBatoTb

AeAKi BUKIIOYEHHS | MM BauyMMO 3 HUMM

lepmeca, Hanpuknag B adiHCbKIM Ba3si 3 PNOpEHTINCbKOro apxeonoriYyHoro myseto eTpyckis (Beazley

archive pottery database, vase number 701), aka aaTyeTbcs KiHuem VI cTonitta Ao H. e. i
3HAaXo04AMUTbCA Y KOoNeKuii BpMTaHCbKOro myseto.

Ane Fepmec 3a ysABNEHHAMM FpekiB 6yB NcMXonomnom, came BiH ByB nNpoBigHMKOM Aayw y
NOTOMBIYHMI CBIT, agrKe 3HAB YCi AOPOrM i Mir OpPiEHTYBATUCA Yy HIYHMI Yac. IHKoAN MK 6auynmmo
Cizida, akmit cam no cobi moxke cMMBOI3yBaTU INLLE CTPAXKAAHHA B LAPCTBIi MEPTBUX.

Ha iHwin Basi VI cTtonitra go H. e. mn baummo lepakna 3 Kepbepom Ha naHutory (Beazley
archive pottery database, vase number 301639).

Lel ctokeT mn 6aumMmo i Ha iHLWIM Basi TOro K camoro nepioay, ane TyT Ha 306paxKeHHi Mu
6aummo e 1 Aiga (Beazley archive pottery database, vase number 302102).

Tyt Kepbep — Le cuMBOA CTpaxy Ta *Kaxy nepes nig3eMHUM cBiToOM, a Fepakn — repoi, AKnin
nepemir uem cTpax i cTaB CMMBOJIOM MYXKHOCTI Ta CUAM AoAMHKU. Y3arani, mip npo lepakna Ta
Kepbepa 6yB BUKOPUCTAHWNI y AaBHbOrpeLbKii KyabTypi AN BifobpaxKeHHs 60poTbOU MiXK KUTTAM
Ta CMEpPTIO, @ TaKOXK A8 BifobpaxeHHA 60poTbbU NIOANHM 3i CBOIMU BHYTPILLHIMM AeMOHaMM Ta
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cTpaxamu. To6To, NPUCYTHICTb LLbOro Midy AK NONYAAPHOrO € IOFIYHMUM, aZIXKE B YaCK CTBOPEHHSA LUX
Ba3 cTpax nepeg 3arpobHum uapcteom byB Benukum, a mid npo lepakna, AKMI Bnopasca 3
Kepbepom 6yB HEMOB «BMBiINIbHEHHAMY» Big, CTpaxy. Takui croxeT MM 6aYMMo i Ha iHWIlM Basi
apxaiyHoro nepiogy 3 my3seto MeTpononiteH. TyT KpiMm O4HAKOBOrO CHOXKETY MU Haummo Ty camy
ikoHorpagiuHy mogenb Aiga.

BnanB TakMx 306parkeHb mir nonaraTn y Tomy, Wwob HaragysaTv N04AM NPO T€, L0 HaBiTb CAYr
camoi cmepTi MOXKHa npubopkaTtu. Lie morno wrosxatn ntoger 6inblue HAaCONOAKYBATUCH KUTTAM
Ha Ui cTOpoHi, abo AaBano im HaAjito Ha NOPATYHOK Yy NOTOMBIYHOMY LLapCTBi. Ane Taki 306paKeHHs
He MOrau AiatTn Ak 30ya)KyBayi refoHICTUYHMX HACTPOiB. Ag)Ke NPOTOTUNOM, ifeet epakna,
BMCTYNAE NIOANHA, AKA MAOYN HAANIOACLKY CUNY AONAE He340NaHHI nepewkKkogm. Uapcteo Aiga y
TaKOMy BMMALKY BUCTYNA€E AK CTpallHE Micue, AKke OXOpoHAe Kepbep, iAe€eo AKOro € He340/1aHHA
nepewkoaa, AKY MOXHA 340/1aTU MalouM HAZNOACBKY cuny. JIaHUtor Ha Akomy Fepakn Tpumae
Kepbepa, Ak cMMBOA NOKIpHOCTI Ta pabcTBa, Nigkpecntoe AomiHauio Mepakna Hag cMepTio, AKY BiH
BpeLwTi pewT i npubopKaB. MoXHa CKa3aTu, WO TYyT M1 FOBOPMMO NPO HaAi0, AKY MOXKe BUKINKATU
Take 300pa)KeHHs BHACNIAOK YCBIAOMNEHHA NPUKAAZy YMOBHOI nepemorn Hag cmeptio. Y
ManbyTHboMy ponb “Hagii” 6yayTb BUKOHYBATU AesAKi penirinHi Teyil.

Ha 306pakeHi 302102 mu 6aynmo BUCOKMI CTyniHb nosaru Ao Aiga. CBo€ pyKow epakn
HemoB 61 3acnoKotoe Aiga i npocKTb Moro BiaaaTh Momy Kepbepa. Y Toh camuii 4ac Aig noBepHyTUi
0o MNepcedoHn nuwie o3mpaeTbea Ha Mepakna. lepakn TyT He € UEeHTpPasbHOW ¢irypoto, a avwe
OAHI€l0 3 UEeHTpanbHMX. Take X UEeHTpasbHe MONOKEeHHAM MM 6auMmo Ha Basi 3 my3ero
MeTpononiteH, Ae mu 3HoBy 6auynmmo epakna 3 Kepbepom B Aigi (In. 4), ane TyT UEHTPaNbHOI
dirypoto € Bxe MepcedoHa.

306paxKeHHs TYT MNOBHICTIO KNAaCUYHE i BCE LLLe MOBHICTIO BiANoBiAae midonorivHomy croxeTy
(Albinus 2000, p. 132-141). Y apxaiyHuit nepiog obpas Aiga y binbliocTi mmcteuTs 6yam A0CTaTHLO
CTepeoTUNHUMM Ta cTanumu. Moro 306paskyBanm AK CyBOpPOro Ta 6e3anicHoro Lapa, AKUM Nnpasus
Hag TiHAMK nomepamnx (Hagg 2013, p. 211-234).

MigcymoByOUM, MU MOXEMO CKas3aTu, WO B apxaiyHMi nepiog mu baummo nepepn coboto
KaHOHiYHoro Aiga. TyT BiH HalyacTilwe mae BCi cBOi aTpubyTh, ue ckinetp, cobak uyn Kepbepa Ha
NAHLIOTY, @ TAKOXK LWONIOM, AKUI A€ MOMY MOXKAMBICTb BYyTUM HEBUAMMMM. BiH TyT 3aBXAM Haragye
cTepeoTUnHUi 0bpas cmepTi, ii apxeTnn, AKUM NPOHOCUTLCA Yepes Pi3Hi KyabTypHi npoctopu. Lle
CTapa, Ay»Ke Xyaa i HemivyHa ntogmHa. Kpim Toro, BiH 3aBXKAM 3'ABNAAETLCA Y KOHTEKCTI MiPONOriyHMX
ClOXKeTiB i MoB'A3aHMMKM 3 HUM MidONOriYHO MEepPCOHaXKamm, AKMX AO0BOAI NOrYHO nobauntm y
nig3emMHOMY LapCTBi.

Hani cntyauia nounHae 3miHoBaTnca. Midn NOYMHAOTL NEPEOCMUCIOBATU Y MUCTEUTBI i
dinocopcbkmx  wkKonax. [aBHborpeubka Apama Ta AiTepatypa nybniyHO  AEMOHCTpyeE
nepeocmucneHHa migis. Llen npouec mm moxkemo nobauntn B EBpiniga y gpami “TpoaHkn”,
"Oegpa" Ta "Migia", Tpoxu paHiwe B Ecxina “lNMpomeTteit npukytnin”. Tak camo 1 y dinocodii.
Benukuii iHTepec BUKAMKAE Bigomuin TBip “LeprkaBa” MnatoHa. Hukuye 6yae HaBegeHa umTaTta 3
TPETbOI KHUTN, KA NPUCBAYEHA BUXOBAHHIO CTPAXKIiB: «...HE A03BOJIMMO roBOpPUTH, HibK Tecelr, CUH
MoceliaoHa, i Mipidon, cMH 3eBca, 3BaXKyBaAUCA Ha CTpaxiTAMBI rpabyHKK abo Wwo byab-aKUi iHLWNMA
CMH 60ra 4uM repos BMHOLWIYBAB Hamip 34iNCHUTM HEMUCAUMI, HEYECTUBI BUYMHKK, AKI Tenep im
npunucytoTb 6e3 )KoaHux Ha Te nigctas. Mu 30608’AXKeMo NoeTiB OBOANTM, LLO BCi Ui CpaBu Ha
COBICTi 30BCiM iHLWIMX 0OCib, ab0 K, AKLLO BOHM A0 HWUX i NPUYETHI, TO BOHM He AiTn bori., i He Tpeba
CTBEPAKYBATU Hi MEPLLOro, Hi APYroro; i Wob HiXTO He HamaraBCcA MePEKOHYBATM HaLly MOI0Ab, HibK
60rn NoOpoAKyloTb 3/10, @ repoi HIBUTO Hi B YoMy He nepeBa)katloTb Nogel. bo, AK Mu BxKe AilLwnun
3rogM padiwe, ue CBATOTATCTBO M HenpaBha — af)Ke MU BXe [0Ben, Wo 60rn He MOXKyTb
nopoaxysatu 3s0.. » (MnaTtoH, c. 71-109).
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3MIHIOETbCA | CTaBNEHHA A0 NOToMbiyyA. Y romepiBCcbKin enoci nigsemHuit ceit bys AocUTb
OJHOMaHITHUM Micuem, Ae BCi nomepni Aywi nepebysann pasom, HE3a/IEKHO Bif, TOrO, IK BOHU
XWUAK Ha 3emAi. MpoTe, Y KNacMYHMI Nepiog, YABAEHHA NPO NiA3EMHUI CBIT CTaNM CKAAL4HIWNMM Ta
Pi3HOMaHITHMMK, 3'ABUAKNCA Pi3HI cyan, ae nomepni aywi nepebyBann B 3aNeXKHOCTI Big TOro, AK
BOHW NoBoamMAncaA 3a Xutta. Lii amiHn BigobparkatoTb 3aranbHy TeHAEHLiI0 A0 iHAMBIAYani3auii Ta
3POCTaHHA POoNi NOANHU B aHTMYHOMY CBITi (Serena Mirto 2012, p. 145-162). Manu micue Bennka

KiZIbKiCTb  KynbTiB i BipyBaHb, po3noscloaunmMca Mipu npo meTemncmxos. FAckpasBnmu
npeAcTaBHMKAMM TaKoi AYMKW WOAO MakbyTHboro Aywi nicna cmepti 6yB NONynapHUN KynbT
Opdoesn.

OpgHa 3 HalBMAMMIWKMX 3MiH nonsrana y 36inblieHHi pi3HOMaHITTA puTyaniB Ta 0bpaais,
NoB'A3aHMX 3 NMOXOBAHHAM. Y KNACUYHUI Nepiog, cTann 3'aABnATUCA HOBI GOPMM NOXOBAHb, TaKi AK
Kpemauif, ska byna nonynapHa cepeg, dinocodis ATTUKM, LLO BipUAK y AyLIY, LLO BUXOAUTDL 3 Tina Ta
nepecenseTbCa B iHWeE Mmicue nicna cmepTi. TakoXK CTanAM MNOWMPIOBAaTUCA peniriHi obpaawn,
NoB'A3aHi 3 BLUAHYBaHHAM NOMEPJINX, TaKi K CKaAaHHSA XKepTem boram 3a ynokil gywi nomepsoro.

e oaHa 3miHa nondArana y 36i/blIEHHI iHTEPeECY A0 MUTTA MicnA cMepTi. Y romepiBCbKuX
rnoemax 3arpobHui cBiT 306parkyBaBcA AK TEMHUI Ta HYAHWI, ane B KNAaCMYHMI nepion 3'aBuamca
HOBI igel Npo Te, WO NicAa cMepTi AyLa MOXKe NPOoAO0BIKYBATU CBOE ICHYBAHHA Y NiA3eMHOMY CBITi
abo nepecensaTUCA y pi3Hi Micua 3a1eXHO Bif, TOro, AK NOBOAMUTLCA NOAMHA Ha 3eMAi. Y 3B'A3Ky 3
UMM 3'ABUAUCA HOBI PeNiriiHi NPaKTUKKN Ta pUTYan, NOB'A3aHi 3 NiAroTOBKO A0 3arpobHOro XKuTra
Ta BWaHyBaHHAM ayw nomepaux (Serena Mirto 2012, p. 160—-193). Yci wi 3miHM cBig4aTb Npo Te, WO
Y KNacM4HWI nepiog CTaBAEHHA A0 CMEPTi Ta MiCAsS CMEPTHOrO KUTTA MOCTYMNOBO CTaJIo iHWNM,
6inbW ONTUMICTUYHUM.

Tak camo 3miHIETbCA iKOHOrpadia Aiga. Y KnacMuyHuin nepiog 306pakeHHs Aiga crtanu
CKNagHilWMmmM Ta baraTtorpaHHMMM, 3 eNeMeHTaMMU, AKI CBIAYNMAN NPO M'AKUIN Ta NIOACBKUIA XapaKTep.
Aig yacto 306paxyBaBsca 3 lNepcedoHoto, MOro APYKUHOIO, KA TaKOXK Byna LeHTpasbHO ¢irypoto
y midi npo nepebyBaHHA aywi B nig3emHomy cBiTi. Came ue i a€e Ham iHbopmaLito Woao eTani. i
cneundikm nepebyBaHHA Tam.

Kpim Toro, sobpaxeHHa Aiga cTanun nos'a3yBaTUcA 3 igeaMKU NPO BMHAropoAy Ta NOKapaHHA
33 3eMHi BYUMHKK. BiH ByB 306parkeHni 6inbll NO3UTUBHO, AK LAP, AKUN CyaUTb AyLi HA OCHOBI iX
3ac/yr, a He NPOCTO sIK 6e3KaniCHNIM MOHCTP. TaKMM YMHOM, B iKOHOrpadodii nigzemHoro wapctea Aiga
CTanocs eBoNOLiHE 3MIHEHHA B YABNEHHAX NPO MOro xapakTep Ta ponb (Hagg 2013, p. 78--81).

Y couianbHOMY KOHTEKCTi HaM Ba*K/IMBO AOCNIAWNTU, XTO i AK KynyBaB rpeLbKi Ba3un, CKiNbKu
BOHM KOWTYBanu i Komy 6ynm goCTynHi. Y paHHIA apxaiyHMA nepiog nigpaxyBaTM YM OLIHUTH
3apobiTkM adiHAH 6YN0 HEMOXKAMBO. Y KNacUYHWUIA Nepiog AesKi gaHi My Maemo. 3apobiTHa nnata
ONA HaliMaHMX PobiTHUMKIB, AKI NpaLoBan Ha IPOMaACbKUX pob0oTax, 3a3BMYa CTaHOBWAA BAM3BKO
oAHoro obosa Ha aeHb (Bresson 2015, p. 283-306). ina conagaris, AKi BotoBanu 3a AdiHn, 3apobitHa
nnata 6yna BMLLOK i cTaHOBMAA 6AM3bKO OA4HOMO APaxmMu Ha AeHb. Y TOM CaMWil Yac rpeubKe
CYCNiNbCTBO 3a/IMLLIANOCA APUCTOKPATUYHUM i Ay»Ke HepiBHOMPaBHUM. APUCTOKPATU Manu AyKe
3HaYHi 3eMeibHI CTaTKK, Y TOM Yac K Kynui Maan 3Ha4HMn NpubyToK 3 MOPCbKOI TOpriBAi.

BoaHouac 3BMYalHMIN KiHb Ana 0bpobKM 3emni KowTyBaB 6amsbko 50 — 100 gpaxm, a
ApuctodaH y “Xmapax” onncye KoHA, AKMIN KOWTYE N'STb MiH, Wo Bignosigae 300 apaxmam. Y Ton
CaMMI Yac, UiHM Ha Basu Ekcekis mornu KowTtyBaTh noHag 100 gpaxm, xodya Ha Bigomil Basi 3
306parkeHHAM AXina € Hanuc, AKUIM CBIiAYUTL NPO LiHY Basun B 12 Apaxm. 3BMYaliHi Basn KOLWTYBa K
AeKinbKa gpaxm i 6yaun BigHOCHO AOCTYNHUMUW. Ba3un Ha 3aMOBAEHHA Byn [OPOKYMMMU, HiXK Basw,
AKI KynasnmMca Ha puHKax. Jleaki Basn moxHa 6y/10 KynuTK Ha ayKLioHax, Ae iX LiiHW MOT/IM 3Ha4YHO
3pocTaTtu.

OTKe, Ba3n, 0cobAMBO pO3NMCaHi, KOLWTYBa/M AOBOAI AOPOro, BiAMOBiAHO HaMl4acTiwe
KynyBanuca 6aratTumm cim'ammn Ha NOAAPYHKM Ta AK 3HAK NpecTuKy. BianosigHo Habip po3nncaHmx
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Ba3 ansa CMMMOCIito mir
KOWTYBATU AK AeKifibKa KOHew,
wo pobwuno Takuh  Habip
HeLOCTYMHMM ANA  3BUYAMHUX
nogent (Bresson 2015, p. 306—
339).

3a cy4acHMMKM JaHUMMW,
NMOBHOMPABHMMM TPOMALAHAMM
6yam 10% HaceneHHA MmicTa,
6nm3bko 40 Tucay nmopen. L
noan Manu BiliCbKOBE
3060B'A3aHHA, TAKOXK BOHW Man
NPUAMaTU y4acTb y NOJITUYHOMY
KUTTI, 33 WO B KJACUMYHMM
nepiog OTPMMYBaAM 3apPNAATHIO.
Takumu rpomagaHamu 6yan Ti, y
Koro 6atbkn 6ynm adiHAHamu,
rpomagaHamm He 6ynu
BiZIbHOBIANYLWEHWKM Ta iHO3emLi (MeTekun) Ta pabu (Bresson 2015, p.306—-339).

MeTeKkn He MOrnM CTaT NOBHOMNPABHMMM FPOMaZAHAMM, KPiM BMNAZAKYy 0cobamBMX 3acnyr
ab0o KoM MIiCTO XOTinn 36iNbLINTU KiNbKicTb rpomagaAH, AK ue pobus KnicheH, AaBlWn HEBENUKIN
KiNIbKOCTi meTeKiB rpomagaHcTeo. MeTekn mann NNatuTK WopivHo 12 gpaxm NoaaTtky i 404aTKOBI
BiZIHOCHO rpOMaZisiH NOAATKM 33 CBOO J1aBKY Ha PUHKY. Kpim Toro, BoHM 6yan BigHOCHO obmexKeHi B
OCBITi. BOHM He Morn oTpMMaTh NOBHOLIHHY adiHCbKy OcBiTy (Bresson 2015, p. 286—306), sika 6yna
AOCTYMHA Ti/IbKM NOBHOMNPABHUM rpomagaHam. MpoTe, BOHU Moraun 3406yTn enemeHTapHy OCBITY,
TaKy AK YMTAHHA, MUCbMO Ta 0BUYMCNEHHA, AKi Bynn HeobxigHi Ans 34iMCHEeHHA TOPriBAi Ta iHWKNX
KOMEPLiNHMX cripaB. Kpim TOro, METEKMN TaKOK MOT/IN HAaBYaTUCA PEMECIAM Ta iHLWNM NPAKTUYHUM
HaBUYKaM.

Bci ui gaHi AaloTb Ham NigcTaBM CTBEPAMKYBATH, WO GiNbLWicTb PO3NMCaHNX Ba3 3aMOBASIUCA
came rpomagAaHammu, ki manum Binblie eKOHOMIYHUX MOXKAMBOCTEN. Kpim TOro, BOHM Manu BuULLy
w CTYNiHb OCBiTW, BIANOBIAHO poO3yminn igei
MnatoHa Ta iHWwnx mmucantenis. Came BOHWU Bynu
peumnnieHTamm Ba3oNUCy i HOCIAMM Pi3HUX
nonyaapHux igen.

Came cepep Li€i BepCTBM HAceneHHsa y
nepiog posKeiTy AdiH, AKMIN MW  YMOBHO
HA3WMBAEMO KNACUYHMM Nepiogom, pocTe NonuT
Ha re0Hi3M Ta AioHiciNCcbKi KynbTn. Came B LEeW
nepiog rpomagaHu XoTinm 6a4mTh nepepg coboto
CaMe NPOUBITAaHHA Ta LWACTA, NpPMYOMY iM He
XoTinoca, wob ue npougiTaHHA 3akiH4yBanocA
33 MOPOrom cmepTi.

Y Basonuci MW BiACTEXKYEMO BignosigHi
3mMiHM. Y  cepeguHi V  cTonittAa Mum
HALWTOBXYEMOCb Ha 306paKeHHsA iHWKX 6ori y

. 8 B3aemogii 3 Aigom Ha NAoWMmMHiI oaHiel Basun. Le i
obnaneHoi ma nogapbosaHoi 2nuHuU 8 Anynii

(Magna Graecia), yepgoHogi2ypHOO mexHikoro, A¢I_Ha’ I ,El,emeTpa.“IHo,fl,l MW HaLITOBXYEMOCA Ha_
330-320 pp. do H. e. BecCinbHi cueHn Aipa i MNepcedoHn (aAK y Basi

In. 5. My3eli Annapda MipcoHa, 350-325 pp. do H. e.

In 6. CmopoHa B nympogpopy, 8u2omosneHoz0 3
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cepeauHn V CcTonitTa g0 H. e. 3 myselo MapTiHa ¢oH
darHepa), Aka HaNOBHEHA NEBHUM NoO3UTUBOM. Aig TyT

Ml HibV BMBOAMTLCA i3 3aMKHEHOI N/IOWMHM CBOTO LapCTBa i

In.7. flepxcasHi KoaeKkyii cmapoxcumHocmed,
MiroHxeH, 340-330 pp. 0o H.e.

CTMKAETbCA 3 iIHWKMMKM Boramu y uikasiin B3aemogii. Taki

-1 306pakeHHA HibM CTUPalOTb KOPAOH MiX Mig3emMHUM
. uapctBOmM i iHWMm cBiTom. Jllogn 6ayaTb Ha

306parKeHHsx 3 Aigom repoiB, AKi He CTUKAOTbCA 3 HUM Y
midax. Taka BigKPUTICTb HA AYMKY AOCNIOMKEHHA cTana
MOX/IMBOIO Yepes 3MiHy yaBneHb nNpo Aiga, YCyHeHHA 3

{ Vioro obpasy gyxy 3710ro, CTaporo niA3emHoro Laps.

AK My 6auMmo Ha Basi 3 bpuTaHCbKOro myseto,
OATOBaHOW BXe Apyroto nonosuHot VI cT go H. e.
(Beazley archive pottery database, vase number 302171),
Aig Ha 306parKeHHAX nepioay KNacMYHOro NoOMoJIoALLIaB.

| B apxaiyHnit nepiog Aig BUCTynas CyTyJ MM Aigom,

CTapuM Ta CyBOpUM. B KliacMyHMIN Nepiog B CBOIO yepry
MM 6aunMmMo MOSI0A0ro YO/I0BiKA, HEMOB B CamMOMy
PO3KBITi. Taknit ikoHOrpadiYHMN TMN 30BCIM NO iHWOMY
BMN/IMBAE Ha peuenieHTa. Lle 306parkeHHs ajie no iHwomy,
BOHO HIiAKMM UYMHOM HE Haragye NpPO KANOrigHICTb
nocmepTHOro 6yTTA, a HaBNaku, BHOCUTb B LLapcTBo Aiga
6inbwe xutTa. Lle mn 6auynmo Ha Basax 302171, 207533

Ta 6araTbox iHWKUX HUXKYe (Beazley archive pottery database).
Ha Basi cepeanHun VI ctonitrta oo H. e. 3 HauioHanbHOro apxeonoriyHoro myseto y Heanoni
306parkeHunin Aig, skuii nepecninye MepcedoHy (Beazley archive pottery database, vase number

207533) (Matheson and Pollitt 2022, p. 8).

CioxeT nokngaHHa MepcedoHoo Nig3emMHOro LapcTea CMMBOJII3YE COBOIO Npuxig BporKato.
MNepcedoHa npowaerbecsa 3 Aigom. CUMBOANIYHNI BUCHOBOK, AKNUIA MU MOXKEMO 3 LLbOFrO BUHECTY,

MONATAE y NEPemosi KUTTA Hag, CMepTH.

In. 8. Bazonuceyb Balim-Cakkoc, Konekyis
cmapoxcumuocmeti, Kins, 320 p. 0o H.e.

Mig3emHe LAPCTBO 3 CYBOPOI, 3aMKHEHOI TepuUTopii, ge
3HAXOAMUTLCA TiNIbKK i Lap Ta Uapuua, a TAaKOX
NMCUXOMOMM Ta Ti, XTO Tam NepebyBae y nocmepTi,
NnepeTBOPIETLCA Ha Micue Binbl BigKpuTe, Kyam
MOYTb MOMNACTU HaBiTb Ti, XTO MatOTb MNEBHi
KOHONIKTK 3 nig3emHUM 6orom (AK, HanpuKknaa,
OemeTpa). Hagani, 3 npuxogom Bce 6inblioro
“wutTa” B Mig3emMHe  UAPCTBO,  CHOXKET
BUKpagdeHHA [lepcepoHn cTae Bce 6Ginbw
CeKcyanisoBaHWUM, Haragytuu  iKoHorpadito
BUKpPaLEHHSA AnosioHOMm dadHn, abo
BUKpageHHA [lposepniHn. Aig TyT 3HOBY
Mo104MMN Ta NOBHUI cun (In. 5). TyT mmn 6aummo
Ha MOro ro/IoBi LWOOM, AKUIA AaBaB MOMY 3MOTY
6yTM  HeBnaMmum. BiH noumHae bBinblue
HaraayBaTtuh 3eBca Ta [locengoHa came TUM, WO iX
ikoHorpadia  6yna  HanoBHeHa  CUEHamM
pi3HOMaHITHUX “BMKpageHb”. TobTo TyT nepen,
HAaMM  KNACMYHWUI  Kpagin  BoXKecTBEHHOro
NOXOOXEHHA, AKMA  Kpage, MOTUBYHOYUCH
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B/lacHow noxitrio (1n.6). BignosigHo 6arati rpomagaHn 6aumnmn HabauskeHHAa Aiga go 6inbuw
relOHICTUYHUX 60oriB. TAaKOXK B KNACUYHI YacK Y LibOMY CIOXKETI MM MOXKeEMO 3yCTpiTh [lemeTpy.

3MmiHOETbCA iKoHOrpadia Aiga. Ha Basi 3 bpuTaHcbKoro myseto rapHo BUAHO, AK Moro obpas
BiZIMLIOB Bif KNAaCMYHOTO apXaiyHOro CTapLuAa y gpanyBaHHi.

Tyt Aig cTae Bce 6inblw cxoXMMm Ha 3eBca abo MocengoHa, HAbAMNKAOYMCL TUM CaMUM A0
0b6pa3sy cBoix 6oxkecTBeHHUX bpaTiB. BiH H6arato 6eHKeTye Ta po3BaKa€eTbCA. Takmui TMn Aiga mu
6aunmo i Ha KpaTepi cepeaunHu IV ctonitTa o H. e. (Beazley archive pottery database, vase number
903682, 217212). BiH cTae BCce MONOALIMM Ta NOTYXKHILIMM, 340POBMM HYONOBIKOM.

PaHiwe, mun He 3ycTpivanm oro Takmm. O6pa3 Aiga MakcMmanbHo HabauxkeHun go bparis, Wo
MW YiTKO 6auMmo Ha Ba3i Apyroi NoNOBUHK V CTONITTA A0 H.e. 3 bpuUTaHCbKOro myseto B JIOHAOHI
(Beazley archive pottery database, vase number 217212). Mu moxemo uLe NobayMTU Ha
306paXKeHHAX HaBeaeHMX HUXYe. Moro HabamkeHHA oo 6paTis B 06pasi rapHoO BMAHO Ha Basax.
Kpim TOro, Ha Ba3i 3 MiHxeHy mMn moxemo nobauntm Opdesn, WO MoxKe NoB’A3yBaTU 3MiHY
ikoHorpadgii npoctopy Aiga 3 BNIMBOM KynbTy opdikis.

Hepapma y V cToniTTi A0 H. e. CTaloTb NONYAAPHUMU
Mid¥ Npo NPOHUKHEHHA Yy nia3emHe uapcteo. Midp npo
[emeTpy, AKa 3MOrna 4acTKkoBo BM3BOAUTU MepcedoHy 3-
nig snagn Aiga, CYTTEBO 3BiJIbHAE MCUXIKY AOANHU BIg
CTpaxy nepeg UMM LAPCTBOM. YABJIEHHA MPO 3aKpuTe
LapCcTBO, Yy AKOMY TM npoBedew BiYHICTb, MNOTPOXY
BiAXOANTb 3 HecBigomoro. MonyfapHMMKU TaKOXK CTalOTb
306parkeHHsa Cisida, Akomy Baasnoca obmaHytn Aiga i
@ BMTM 3 Nig3emMHOro Lapcrea.

Hani crokeTn cratoTb Bce b6inbll no3baBieHHUMMU
KQHOHIYHOCTI. TaKi 306paKeHHA y paHHIO apxaiKy BBaXKanu
6 61t03HipcTBOM | HenoBaroto fo 6oris, ane cekynsapumsauis
| cycninbcTa Aob6pe NpocTeXKyeTbeA y Basonuci. [okasosolo
€ Yalwa Apyroi NoNoBUHM V CTOAITTA A0 H. e., 3HalAeHa B
| AdiHax, AKa Hapasi 3HaxoauTbcA y bputaHcbKomy my3ei. Ha
l Hi 3060paeHnn Aig pa3om i3 3escom, lNoceligoHom Ta
" iHWWMKM 6oramu 306parkeHi nig 4yac cumnocito.

LA He3anexHicTb we binblwe BiavyBaeTbca Bxe y IV
CTONITTi A0 H. €., y KpaTepi 3 bputaHCbKOro mysew B
NoHpoHi (Beazley archive pottery database, vase number
9036824).

Y ueHTpi Komnosuuii 3Haxoautbcs Aig i MepcedoHa, ane BOHM OTOYEHi 3 ycix OOKiB
BE/IMYE3HOIO KiNbKICTIO iHWKX nepcoHaxiB (Schreiber 2000, p. 187-198). Bci ui ¢irypn skumocb
YMHOM NOB’A3aHI 3 NOTOMGIYYAM, ane BMHMKAE BPAXKEHHS HEMOB Y TOMY CBiTi HEMA€E Hi4oro
MOraHoro, a € AeLL0, WO Haraaye HeCKiHYEHHWUI i LiikaBMi NpoLec.

Y ueit nepiog mu 3yctpiyaemo 6arato noaibHoro. Y HauioHanbHOMY apXxeonoriyHomy my3sei
Magpuay 3HaxoauTbes Basa |V cT. go H.e. (Beazley archive pottery database, vase number 218099).
TyT Mmu 3HOBY Baunmo posnore AikcTBo y uapcTsi Aiga, ae € i AdiHa, i 6esbopoaunii Nepakn, i catnpu.
Ha aymKy gocnigHuKa Le BCe CBiauMTb NPOo BiACYTHICTb NiETETY A0 NiA3eMHOro uapctea Aiga, AKUin
BXX€ He HaBOAWUTb TAaKOro OCTpaxy.

In. 9. HauioHanbHul apxeonoaiuHuli my3eli
«/lomeHiko Pidona», 320-310 pp. 0o H.e.
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Hosuir  ikoHOrpagiuHnii  obpas
“cumnocin B Aigi” (In. 7, 8, 9, Beazley
archive pottery database, vase number
217212) AKUIA BUHUKAE OeCb HA NOYaTKy
ApYyroi NosIoBUHM IV CT. A0 H.e. KaXKe npo
MaliXKe NOBHUM Biaxia Big, 06pasy Aiga ak
CTpawHoro crapud. Tyt Aig Bxe bepe
y4acTb Y CUMNOCii B OTOYEHHI rocTein, npu
yomy BnacHe Woro o6pa3 MOBHiICTO
36iraeTbCA 3 rpeLbKod MOAOK TUX YaciB.
Bnepwe TakuMih  cloxeT  3'ABNAETbCA
paHiwe. Cumnocint B Aigi HaMm BaXKNMBUM
He Ti/IbKM NepexoaomM CEMaHTUYHOrO A4pa
CIOXKETY B reZIOHIYHMNIM KOHTEKCT, a i camum
daKToM BigxoaxKeHHa Big miponoriyHmx i

B3arani Oyab-AKMX KaHoOHiB. LUe i €

In. 10. Aemanb ammu4Hoi YepeoHogi2ypHOi amegopu, CBiAYEeHHAM JecaKkpanisaLii Mioro o6pa3y i
61.470p. 6o H. . €  YacTMHOKW  npouecy  3aranbHoi
cekynapmsauii [aBHbOrpeLubKoro

cycninbcTBa.

Take 306pakeHHs Mano B nepuy
yepry CTBEPAKYBATU AYMKY, LLLO KUTTA Le
HECKiHYEeHHMI cumnocii. Jlioan,  AKi
3Haxo4M/INCb Ha cuMmMocii 6aumanm ceaTo
4yn Becene AiNCTBO, AKE 3HAXOAUTbCA BXKeE
33 KOpAOHOM cMepTi. Taka KapTMHa mana
4iaTn Ha HUX B MaKCMManbHO
XKUTTECTBEPAHOMY KOHTEKCTI.

Kpim  TOoro, 4acto  no4uMHaEe
TpannATMCA We OAWH iKOHorpadivyHui
TMn. LUe 306paxeHHAa Aiga 3 porom
poctatky (11.10, 1n.11), sKke He Tpanaanocs
B apxai4Hi Yacu. Pir goctatky ue posoni
NOTYXXHUIN CMMBOJ, AKUI MOYMHAE AyXKe
YyacTo nonagatv 3 Aigom B O4MH NPOCTIp i
CTa€e Koro iHgeKkcom. Pir pgoctaTtky mu
6a4ynmo Ha 306pakeHi 218149, IV ctonitTa
[0 H. e. (Beazley archive pottery database,
vase number 218149). TyT mn 6a4mMmo He

In. 11 ToHdo ammuy4Hoi Yep8oHoi2ypHOI KiniKcu, TinbKM TN Aiga 3 porom AocCTaTKy, a i

61.440-430 pp. do H. e. 3MiHY iKOHOrpagii — 306paxeHHsa Aiga 3

fepaknom B O0gHOMY MpPOCTOpI. AKLWO Ha

300parkeHHsAX paHiwe (Beazley archive

pottery database, vase number 302102) mu 6a4MMO BMCOKMI CTyMiHb nNoBarun Ao Aiaa, To TyT Mu

6aunMmo Aiga AKMIA KaTa€eTbCA HA naedyax [epakna, 3 porom A0CTaTKy B pyKax. TYT MW HE MOXKEMO
no6aynTn HAaOYHOrO MIETETY, LA CLEHA HaM MOXKe 34aBaTUCA JINLLE KUTTEPAAICHOIO Ta KyMeaHOlo.

Pir poctatky 3miHtoe cnpuiHaTtTa Aiga. MNapa Aiga i MepcedoHn Bce YacTille Haragye

NOAPYKKA, CUMBOIOM AKOTO € AocTaToK. O6pa3 MNepcedoHn ByB 3aBKAM NOB'A3aHMI 3 JOCTATKOM,
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ane ponb Aipa aK “xpaHutena nigzemHmnx 6oratcTs” Bce binblue BUXOAMNE Ha NepeaHili NiaH, i noTim
MalixKe NOBHICTIO 3iNETbCA B PUMCBKI YacK B NOeaHAHHI 0bpasy MayTtoca Ta MNayToHa.

3miHa ysBAEeHb NPO NOTOMBIYYA YITKO NPOCTEXKYETbCA. Tenep Le Micue, Ae 33 Pi3HUMMU
NOHATTAMM MOXHa i BEHKEeTYBaTM, 3@ YMOBWU FAPHOI MOBEAIHKM MPU XKUTTi, YU MOXKINBO HaBIiTb
nepepoaKyBaT1cb abo MTU Ha HACTYNHY iHKapHaL,io y CBiTi togeit. Tomy ANA Xaxy i XKanto TyT micua
HeMmae.

OTKe, pecaKkpanisauia obpasy uyapctsa Aiga y mucteutsi JasHboi [peuii oyeBmaHa. Xoua
aBTop He bepeTbca CTBEPAKYBATH, WO 3MiIHW BYAKM TiNbKW y Ui iKOHOAOri. 3MiHWM came B LMX
CIOXKeTax € penpe3eHTaTMBHUMWU BIAHOCHO FpeLbKUX COLIOKYNAbTYPHUX TeHAEHUiNn. YABNEHHA i
MWCIEHHA 3MiHOBanucs, 6inbl po3BMHEHE rpeLbKe CycninbcTBO 6a3yBanoca y CBOEMY MUC/EHHI
BX€ Ha biNbll pauioHanbHUX NpuHUMnax. Lle npm3seno Ao 3miHKW iKoHorpadiyHoro TMnNy Ta NosB.i
iHLWKMX cloXKeTiB. [leski cueHu 3 Aifom HaBiTb Nepectann maTu nig coboto NneBHy MipoaorivHy oOCHoBY,
AK, HANPUKNaA, CIOXKeTn 3 beHKeTamm y uapcTsi Aiga.

O6pas Aiga ctaB ganekum Big obpasy noxmnoro ctapua. BiH cTaB 3Ha4yHO moJsiogLWwniA, K bu
e NapafoKcasbHO He 3By4aso, asie B 1ioro obpasi 3'ABMa0cA 3HauHo binblie “xuTTa”. Moro obpas
Big, abCTpaKTHOro cTapuA, AKMMA Haragye nNycTesbHWKA, CTaB CXOMWMM Ha pPeasibHOro Yo/0oBiKa Y
PO3KBITi, AKMIN HE LlypaETbCA 3eMHUX Baar, TaKMX IK BUHO Ta XiTb. [1OXiTb, AKA MNOKA3YETbCA B TAKUX
MiponoriyHMx enizogax, AK BMKpadeHHA epcedoHun, TiNbKM B KNAaCMYHWUIA nepiog novana bytu
YyacTMHOW iKoHorpaodii. B apxaiuHuii nepiog, Aig BUCTynaB CTapuem, po3nyTHi NOXOAXKEHHA AKOrO
6y HIBU NpeaMeToOM AaNeKoro MUHYJIOrO. Y KNacu4yHuiA nepios us TeEHAEHLiA 3MiHIOETLCA. JTlloan
X04yTb 6aunTK y 60rosi cmepTi cebe. Aig cTae 3HAYHO BAMNKYMM | 3pO3YMINilIMM, YMOBHO “cBOIM”.
BigHOLWeEHHA 40 HbOro BTPAYaE NieTeT.

MNepcedoHa B apxaiyHOMY nepioai nocTae nepen Hamu 6OrMHE0 POAIOYOCTI, AKY 3aMKHY/IN B
nig3eMHOMY LLapCTBi, AK B XONOAHi B'A3HKULI. TOOTO poatoydicTb ONMMUHAETLCA B CBOEMY 3MMOBOMY,
“niazemHomy” cTaHi. Y KnacmyHui nepiog Aig 3 MepcedoHow BUrNAZaOTb AK rapMoOHiliHe
noapyK*KA. Take BparkeHHA GOPMYETbCA WAAXOM TOro, Wwo Aif TaKOXK CTae HEMOB HOrom A0CTaTKYy,
TPUMaIOUM y CBOIX PyKax pir goctaTky. Aig 3 porom Ta MNepcedoHa 3 Koslockamun GopmyroTb banaHc,
CTalouM HemoB “nogpyxkam goctatky”. Kpim TOro, rapmMoHiiiHicTb noapya ¢opmyetbca i
BHAC/NiAOK TOro, LWo Aig B KNacM4YHMI Nepio NOMOIOALAB, | IX NOAPYKKA BUTNAAAE K O4HOBIKOBE.

CemMaHTUYHE HaBaHTAa*KeHHA CU/JIbHO 3MIiHIOETbCA. pocTip Aiga 3 micuA YMOBHOrO KiHUA
nepepocTae B OpraHiyHe NPOAOBXKEHHA 6araToro KUTTa adiHCbKMX rpomagaH. [pocTip cTae
refoHICTUYHMM, cam Aig cTae binbl regoHICTUYHUM. BignosigHo 306paXKeHHA NOYMHAOTb AiATU B
nepLly Yepry XUTTECTBEPAHO.

Baxknueuii i cam daKT MOXKAMBOCTI 3MiHW Lboro obpasy. baxaHHA 3pobuTn cBOE 3arpobHe
HebyTTA OinbWw pangyKHMUM Ha CUMMNOCIT MepeBa*kMNO apxaiyHMM ocTpax i nietet. Ue i €
Aecakpanizauieto obpasy Aiga, Aka 6yna nmwe YaCTUHO 3arasbHUX CEKYNAPHUX TEHAEHLIN.
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CeKkynapu3sayia o6pa3y Aida ma nidzemHo20 yapcmea
y CmapodasHiii peyii Ha npuknadi eazonucy

MumaHHA po38UMKY cloxcemis 8 mucmeumsi 3a8x0u € akmyansHUM. CmapooasHs peuia —
€eduHe micue, W0 00380/89€ HOM BiOCMIOKOBYBAMU U0 €80/K0Uil0, Ue HUBOMNUC HA 8a3ax. Aemop
yiKasuUMbCA PO3BUMKOM 00HO20 KOHKPEmMHO20 murny croxemy, AKUlU cmocyemosca 8i0HOCUH 00
nocmepmmHo20 yapcmea Aida. ABmMop MAKOX UiKaBUMbCA O0NeKOCAHCHUMU BUCHOBKAMU, AKi
MOXMCHa 3pobumu, 8i0cni0KO8YHOYU PO38UMOK 4b020 Ctodcemy. MucneHHs 2pekie Ha negHomy emarnii
noyano Oecakpanizysamucsa. Cloxemu ma rnepcoHaMmci, 00 AKUX 8IOHOCUHU Konucb byau noeHi
nowaxu, cmanu 306paxysamuca 6e3 HanexHoi nosazu. Bid apxaiyHo2o nepiody 00 KAACUYHO20
0bpasu Aida npoliwau 3Ha4Hi 3miHU. Lle cmocyembca He minbku iKoHoepagii camoeo Aida, ane i
iloeco omoyeHHA ma nepcoHaxcie, AKi 306paxeHi pazom 3 HUM. Cam npocmip nio3emesnna mexc
3MiHUBCA, | 3MiHUAuUCA nepcoHaxc, Aki mam 6ynu 306paxceHi. lpoyec OecaKkpanizayii MoxcHa
8i0cniOKysamu He auwe 8 HUBOMNUCY HA 8a3ax, asne U 8 aimepamypi, Npo wWo mMu O0KAAOHO
nozosopumo. KoHKpemHi 3mMiHuU 8 ecxamosioziyHux idesx neako 8iocniokysamu 8 meopax [1namoHa,
Espinida, Apicmomena ma 6azambox iHWUX s8uGaMHUX Cy4aCHUKI8. Egontouito cnocmepiearome,
Hacamnepeo, y 8i0HoweHHi 00 mighis. 3 neaHo2o0 MomeHmMy 8iOHOWeHHA 00 mighie cmanu Habazamo
CKenmuyHiwumu, i mighu noyanu niddasamucs kpumuui. [lo negHo2o nepiody mMu He CMUKAAUCA 3
makumu ssuwamu 8 aimepamypi. Kpim moeo, uikaso sus4amu esostoyito migis AKi marome
B8iOHOWeHHA 00 Aida, 3miHy nonyaspHocmi pi3Hux migis. [fleski migpu iHOOi cmasanu binbwi
nonynaapHumu e peuii, deski empayasau ceoro rnonyaapHicms. Taki 3MiHU Uikaei 0518 HAC, OCKifbKU
B0OHU € Npe0CMAsHUKAMU HAcmpoie 2pomMadaH epeubKux nogsicie i 0aromb HAM 3moay
PEKOHCMPYo8amu 8iOHOWeEHHA 00 Mi03eMH020 Uapcmeda.AHani3youu pi3Hi 0xcepena, asmop
cnpobye 3pobumu 6azamo 8UCHOBKIB i cchopmyarosamu 2inomesu.

Knrouoesi cnoea: saszonuc, Aid, cekynapusauyisi, ceimcoKuli, GHMuYHicme, pesieid, mighonoais.
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OAHA 13 BOMYYKICTIB. AXEPENA A0 BIOrPA®Ii KATEPUHU BOPOAIHOI
Tapac CamuyK
One of the Boychukists. Sources to the biography of Kateryna Borodina
Taras Samchuk

The present essay delves into the details of the biography of Kateryna Borodina, the Ukrainian
artist and member of Mykhailo Boychuk’s school of monumental painters. Due to Kateryna
Borodina's untimely death, her biography has been distorted and filled with false facts, with
Boychukists being blamed by supporters of socialist realism as representatives of formalistic art. The
article reveals that Kateryna Borodina hailed from a noble family, and her father was a renowned
railway engineer. Despite being an ethnic Russian, influenced by Mykhailo Boychuk and his creative
circle, the artist began to identify herself as Ukrainian. This shift was evident in various
questionnaires where she repeatedly stated her dffiliation, and she also adopted the Ukrainian
language in her everyday life. Archival materials cited in the article provide additional information
about the artist’s biography, including new details about her student years and the poor state of her
health, ultimately leading to her premature death. The article includes illustrations such as childhood
photos of the artist and two drawings currently known to belong to her friend Oksana Pavlenko.
Despite Kateryna Borodina’s participation in the Venice Biennale and widespread representation of
her paintings at Ukrainian exhibitions in the late 1920s, only two of her works are known in Ukrainian
museums today. The article introduces various documents shedding light on the artist’s life, including
her student archival file. Other documents depict the peculiarities of the everyday life of Ukrainian
artists in the 1920s. The appendices of the essay contain nine letters from Kateryna Borodina to
Oksana Pavlenko and Sofia Nalepynska-Boychuk, supplemented with comments.

Key words: Kateryna Borodina, artist, the Boichukists, letters

HanpukiHyi 1980-x pokis i3 3abyTta nodYanu noBepTaTMCA iIMEHa penpecoBaHMX Ta
3a60pPOHEHMX YKPATHCbKMX MUTLiB. TparidHicTio Aonb, cepen iHWKUX, BUPI3HAAUCA BOMYyKicTU —
rpyna XyAOXHUKIB i XyAOXHWUUb MOHYMEHTANICTIB, Y4YHiB i nocnigoBHuMKkiB Mwuxanna JibBoBuYa
Bboituyka. YacTmHy 3 HUX y 1937 poui 3acyannn Ao poscTpiny 3a cpabprMKoBaHUM 3BUHYBAYEHHAM Y
NPUYETHOCTI A0 «KOHTPPEBONIOLIMHOI HauioHan-paMCTCbKOI OpraHisauii», 30Kpema i camoro
Mwuxaiina boruyka. [lexto noTpanus A0 pagAaHCbKUX Tabopis. Ti, XTO YHUKHYAN penpeciin mycnam
TEePMIHOBO NepenalToBYBAaTUCA Ha PODBOTY Yy €AMHOMY MPABWUIbHOMY XYAOMKHbOMY XKaAHPi —
couianictTMyHomy peanismi.

BoiuykicTiB He TiIbKM BOBMBaNK i nepecnigyBanu, 3104MHHA BAaAa NParHyia sSHULWNTU, 3MUTH
4YM 3aMasItoBaTU IXHi MOHYMEHTA/IbHI HACTIHHI PO3MNMUCKU Ta KAapTUHW, A BCi iHWI TBOPMU, AKi BUinin,
3axoBaTtu y cneudoHaun. Y paaaHCbKMX CIOBHMKaX Ta eHUMKAonegisx rogi 6yno 3Hantu biorpadivHy
iHbopMmaL,ito Npo BennyesHy naesay yKpaiHcbKux mutuis 1920-30-x pokiB. Mpo AeKoro 3 HMUX HaBiTb
HUHI BiAOMO BKpal mMasno. | xoua BNPOAOBHK KiIbKOX OCTaHHIX AECATUAITb YKPATHCbKI AOCNIAHMKMK
6araTto HaJoNYKUAMK, | BXKe 3apa3 3'ABMA0CA 3HaUYHO bisblie GpaxoBoi NiTepaTypu LWOA0 YKPaiHCbKOro
mucteutBa 1920-30-x pokiB, NpoTe u4YMMaN0 MUTLIB A0CIi MatoTb AyXe ¢parmMeHTapHi Ta
manoiHdopmaTuBHi biorpadii. /o HUX HaNeKnTb, 30Kpema, boiuyKictka KatepuHa bopoaiHa.
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HasBHi nyb6nikaujii noaatoTb BKpan KOPOTKY 6HiorpagivHy
iHbOopMaLito NPo Xy[oXKHULI. Hacamnepes Le nepenik KN4YoBmux
AaT XKUTTA Ta geTani Woao y4acTi y BuctaBkax (Pinko 1991, c. 48,
LWmarano 2002, c. 23, KpasyeHko 2010, c. 124-125, KoBanbcbKa &
Mpuctanernko 2010, c. 115, /intenHeub 2016, ¢. 257-258, CKpMNHUK
2019, c. 153, binunk 2022, c. 207-209). MNpoTe apxiBHi Ta My3eMHi
PO3LWYKN MOXKYTb AaTW poaaTtkoBy iHdopmauito go 6Hiorpadii
MUCTKUHI. 30Kpema haetbca nNpo binbll geTanbHUA PO3rNag, BXKe
Bi4OMMX AOCNigHMKAM MaTepianiB: CTyAeHTCbKOT 0cob0BOi crnpasu
KaTepuHn BopogiHoi (OAK, ¢. P-622, on.1l, cnp. 90) um ii
MasboBaHOro noptpeta aBTopcTBa OKcaHu [laBNEHKO, AKUN
3HaAXoAMUTbCA B KojeKuii HauioHanbHOro XyaoXHbOro mysero
YKpaiHu. A6o K Nnpo meHwWw BUBYEHi nncTn KatepmnHu bopoaiHoi go
Okcann MNaBneHko Ta Codii HanenuHcbkoi-Bonuyk,  AKi
NPO/INBAlOTb CBIT/I0O Ha NOAPOOULI XKUTTA XyAOXKHULI Ta AeTani
NOBCAKAEHHA YKPAIHCbKMX muUTLiB 1920-x pokis (LWOAMIM, &.
356, on. 1, cnp. 159, cnp. 388).

Hacamnepes yTouHMMO iHpopMaLiito Npo AaTy HAPOAKEHHA
MWCTKKUHI. Y CBiAOUTBI NPO HapoaXeHHA KaTtepuHu bopoaiHoi 3a3Ha4YaEeTbCA, WO BOHA Hapoauamca
28 yepBHA 1894 poky (3a cT. cT.) | 6yna oxpeuweHa y CtapokuiscbKilt Meopriiscbkin uepksi (JAK, .
P-622, on.1, cnp. 90, apk. 21) (xpam 3pyiriHoBaHui y 1934 p.). LWonpasaa y 1920-x pokiB Xy40XKHMUA
HeoA4HOPA30BO 3a3Ha4vana 1895 Ak pik cBOro HapoAXeHHA. 3apa3 BAXKKO MOACHUTU MOTUBMU, YOMY
MMUCTKWHA BKa3yBaJia MOMW/IKOBY AaTy, aJie O4EBUAHO, WO LA HETOYHICTb CIPUYNHMAG NAYTAHUHY
o0 AaTH il HAPOAKEHHS, AKi MAaEMO Y TenepilHix nybnikauinx.

TakoX MOMWIKOBO BKAa3yBasocA MOXOAMEHHA XyAOXHMLUI. Bce yepes KpUTUKY BOMYYKicTIB
cepeanHmn 1930-x pokis. Togi 3acTynHMK HapoAHOro Komicapa ocsiti YPCP AHapiit XBnns rosopms:
«Bisbmemo, Hanpuknag, Takux, Ak TpybeubKa, AHTOHOBKUY, JIbBOBa, bopoaiHa, aKki 6yan BuUMLLEH 3
obpaszoTBopyoro ¢poHTy. TpybeupKa, AK Bigomo, 6yna KHAXKHA, AHTOHOBMY — KiHKa emirpaHTa,
JlbBOBa — gomoBnacHuUA, bopogiHa — go4YKa reHepana i T. iH.» (XonocteHko & LanowHikos 1934,
C. 16). Y cBOEMY BUKPUBAHHI «HENPABUAbHOIO» MUCTELTBA XBUASA
nommunasca y baraTtbox getanax, 30kpema woao bopogiHoi.

KatepuHa bopogiHa Hapogmnaca y 3aMOXHili ABOPAHCHKIN
poauHi. [i 6atbko Onekcanap MapdeHiiosny bopoaiH bys ax Hifk
HEe TeHepanom, a BigOMMM  iHXEHEePOM-3aNi3HUYHUKOM,
KepiBHMKOM T[liBaeHHO-3axigHoi 3anisHuui. Y cepeguHi 1870-x
pOKiB BiH NpuixaB Ha poboTy no Kneea, came To4i, KON aKTUBHO
pPO3BMBABCA 3aMi3HUYHWIA TPAHCMOPT i CYTTEBO A0/Yy4YMBCA A0
PO3BUTKY 3aMi3HULI HA YKpaiHCbKUX 3emnax. Y Kuesi poaunHa
uMna 3a agpecamu ByA. TepelwleHkKiBCbKa, 17 Ta By”.
dyHaykneiscbka, 21, a TakoX Mmana cagumby B c. 3aAdykiBKa
YmaHcbKoro nosity KuiBcbKkoi rybepHii.

KatepuHa bopogiHa He npuxoByBasa iHPOpMaLito Npo
6aTbKa i, HaNpWKNag, B CTYAEHTCbKIN aHKeTi 3a3Hadyana — «bys
iHXeHepom, Bmep 1897 p.». Xouya TyT TaKOXK € MOMWJKA Y
AaTyBaHHi. OneKkcaHap bopoain nomep 26 bepesHs 1898 poKy (3a
CT. CT.) Bif yCKNnagHeHb HedpuTy Ta 3ananeHHs nereHb. 3a Aga
POKM A0 LbOro poguHa nepeixana Ao CaHkr-lMNetepbypra, oaHaK
NMOXOPOH 3HAaMEHUTOro iHXeHepa BiabyeaBca y Kuesi Ha

In. 1. OnekcaHOp 6opodiH. KiH.
19 cm.

In. 2. Hina i KamepuHa bopodiHu.
OpieHmosHo 1899 p.
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Ackonbposin mormni (ANON 1898, c. 2, ANON 1898 (1), c. 3). BoueBmab Kuis maB ocobnuse
3HauyeHHA B *XKUTTi OneKkcaHapa bopogiHa, TOMy BiH i 3aN0BiB NOXOBATWU MO0 Y MiCTi Hag, JHinpom.
MoKa30Bo, WO Ni3Hille Npo BiOMOro iHKeHepa NybnikyBanuca cTaTTi y pagaHCbKUX eHUMKAoNeaiax
(BaBunos 1950, c. 293-294, baxkaH 1977, c. 537), oaHaK Tam 6yno roai WyKaT HaMMeHLLOI 3raKu
NPO A0YKY, XYAOKHULIO-OONUYKICTKY.

KatepuHa BopopgiHa 6yna He ogHi€0 ANTUHOO B POAMHI, e
OKpiM Hei we byna cectpa-6amn3HoYKa HiHa, Ta TPOE cTapmx
6paTiB. ¥ HawaaKiB pognHu 36epernocsa antade GoTto cectep,
AKe [aTyeTbcA opieHToBHO 1899 pokom (AHHeHckui 2007).
TaKoK BLiNINO AeKiNbKa 306paxKeHb MaTepi XyA0KHUL — AHHK
BonoaumupisHu bopogaiHoi (B aisouTsi [JoaKeHKOBOI), nican
CMepTi YO/I0BiKa came He Hel Jlir 060B’A30K oMKW Hag, AiTbMMU.

Mpo paHHi pokn »utta KatepuHum bopopgiHoi Bigomo
mano. CnovyaTKy BOHA HaB4YanacA y BOCbMMPIYHIN »KiHOYIN
rimHasii y Uapcokomy Ceni. O4eBmaHoO, LLO NOTAr 40 MUCTELTBA
NpuBIB AiBYMHY A0 LIKOAW NPpU IMNepaTopCbKOMY TOBAapPUCTBI
3a0x04eHHA mucteuTB y CaHKT-MeTepbypsi, Ae BOHa AeAKUI
yac HaB4anaca.

Ynpogosx 1914-1918 pokis KatepnHa bopoaiHa gasana
NPWBaTHI YPOKM i Mana BUNaaKoBi 3apobiTkun. Y 1917 poui BoHa
KOPOTKMIM Yac npautoBana y TOBApUCTBI Xy[0XHMKIB «HoBa
wKkona» npodecopa [leTepbyp3bKoi akagemii mucTeuTs
Omutpa Kapaoscbkoro (AAK, ¢. P-622, on.1, cnp. 90, apk. 2,3,

23) In. 3. AHHa BopodiHa ([onxceHKosa).
KiH. 19 cm.

Yomy KaTepuHa bopopgiHa Bubpana Kuie pgna
NnoAanblIOro HaBYaHHA 3apa3 BaKKo Bignosictu. Moxnuso
NMPUYMHOIO LbOro pilleHHA 6yno Te, Wwo ii ctTapwmin 6paT OnekcaHap MeLLKaB y MicTi. Came BiH BAITKY
1918 poKy Hagicnas nNCT A0 YKPAIHCbKOI akageMmii MUCTeLTB 3 MPOXaHHAM BigTepMiHyBaTH BCTYMHi
BMMNPObOyBaHHA A1a CecTpu, fiKa Yepe3 XBopoby He 3morna B4acHo npwuixatn go Kuesa (OAK, ¢. P-
622, on.1, cnp. 90, apk. 2).

3pewrToto BoceHn 1918 poky bopogiHa nepeixana g0 Kuesa i cTana Bi/IbHOCAYXauyKoOHO
YKpaiHCbKOT akagemii mucTeuTB y mancTepHi npodecopa Muxaiina boiuyka. ¥ 1920 poui monoga
XYOOXHMUS CTafla NOBHOMPABHOK CTYAEHTKOK aKagemii, 3rogqom nepemmeHoBaHOi B |HCTUTYT
NAACTUYHOrO MUCTELTBA, a 3 1924 poKy — KMIBCbKMIA XyA0XKHIN iHCTUTYT (KXI).

Mig yac HaB4yaHHA KaTepuHa bopoaiHa 4acTo 3ilToBXyBafaca 3 matepialbHUMN TPyAHOLAMU
i HEOAHOPA30BO NPOCKIA B aAMIHICTpaL,i By3y 3BiIbHUTK ii Bif4 NAaTK 33 HAaBYaAHHA. Y CTYAEHTCbKIN
aHKeTi cepegmHn 1920-x poKiB Ha NUTAHHA: «AKMM YMHOM BW MOMOBHIOETE CBiN OLOAKET?» BOHA
BiINOBi/Ia: «BUMNAAKOBMM 3apobiTKOM i cucTemaTtMyHoM ronofaoskon». Cepen BUNAAKOBUX
npodecinHnx 3apobiTKiB XyAoXHMLUI Oyna yyacTb y po3nuci JlyubKux Kasapm (1918), posnucwm
naponnasis, NiakKaTis i poboTa B [leprkaBHux manctepHsax (OAK, ¢. P-622, on.1, cnp. 90, apk. 5).

He3Barkatoum martepianbHi TpygHOLi, HaBYaHHA Yy MancTepHi Muxanna boidyKka cnpasuio
CUNbHe BpaXkeHHA Ha KatepuHy bopogiHy He nuwe y MUCTELbKOMY BMMIpi, a M 3aranom y
cgiTornagHomy. Xo4a XygoxHULUA 6yna eTHIYHO POCiAHKO, BinblLuy YaCTUHY CBOTO XKUTTA NPOXKMUAA
Ha TepuTopii Pocii, y pociicbkomy KyAbTYpHOMY CepeaoBMLLi, OAHaK Yy CTYAEHTCbKUX aHKeTax
cepeanHn 1920-x pokis, y rpadi HalioHaNbHICTb, BOHA LWOpPa3y BKa3yBasa — YKpaiHKa. BouyeBnap,
TOAi K XYAOXKHULA NoYana ChiIkyBaTUCA YKPaiHCbKOIO B NO6YTI, WO NiaTBepAXKYE il IMCTYBAHHSA.

Okpim aBTopuTeTy Muxanna bonuvyka sHayHUI BNAMB Ha KatepuHy bopoaiHy Maiio OTOYEHHS,
30KpeMa ii Konerm no HaB4YaHHIO Ta poboTi. 3 1921 poKy NapanenbHO 3 HaBYAHHAM XYAOMKHMULS
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npautoBana y MexXuripCbKomy XyAo0XKHbO-KepamiyHOMY TEeXHiKyMi, Ae y TOW Yac BMKAAZ4aNM iHLWi
6omuykKictn: Bacunb Cepnsap, OkcaHa MaBneHko, IeaH Mapganka. CnoyaTky KaTepuHa BopogiHa
3alimana y TexHikymi nocagy pobiTHWLi, 3ro4om BMKNaZana MaNOBaHHA Ta HIMELbKY MOBY.
[ooaTKOBO MUCTKMHA AeAKUI Yac 3aBifyBasna KHUro3bipHeto HaB4aibHOro 3aknaay. NapanenbHo 3
HaBYaHHAM B iHCTUTYTI Ta pob0TOO, XyA0XKHMUA Bpana y4acTb y po3nuncax NaBiNbioHy YKpaiHCbKoi
PCP Ha | BceyKpaiHCbKili KycTapHO-NpoMMcaoBii BucTaBLi B Mocksi (1923).

Paszom 3 iHWKMMKM 6omnuyKicTammn y 1925 poui KatepuHa BopogiHa BcTynuna B Acouiauito
peBoAntouUiiHOro mmucteuTsa YKkpaiHvM (APMY). A BXKe HAcTynHOro poky 3akiHunna KXI 3 aunnomHoto
PO6OTO0 Y rany3i MOHYMeHTaNbHOro MUCTeLTBa «KynbTypHa npaua pobiTHUKIB-wediB Ha ceni» ans
po3nucy Knyoy.

In. 4. Y cinepadi. 1927. MonomHo, memnepa. 133X210 cm. HauioHansHuli xydoxHili mysel YKpaiHu (HXMY).
IH8. Ne »cc-2508

Y 1927 poui poboTn xyaoxkHuui «MopTpeT XKiHKM-yneHa cinbpaam», «Ha 3asogai», «MopTpeT
CTapOoT XKiHKM» eKcnoHyBanunca Ha Mepuilt BceyKpaiHcbKil Buctasui APMY (Anon 1927, c. 11).Y 1928
poui KaptuHa KatepuHu BopopgiHoi «CenaHka» (itan. — Contadina) BuctaBnanaca Ha 16-my
BeHeujincbkomy bieHane (Anon 1928, p. 161).

CknagHi nicnaBOEHHI, NicnAPeBOIIOLIAHI POKM HEraTMBHO NO3HaYUAMCA Ha 340p0B’T Monoaoi
XYOO0XHULI, Y IMCTax BOHa 3ragysBasa Npo 4acti xeopobu. O4eBMAHO, WO BKPaW MOraHUM CTaH
3/10pOB’sl Xy A4OXKHULLI NPM3BIB 10 NepeavacHoi cmepTiy 1928 poui.

I3 TBOpYOI cnaawmnHmn Katepmnuum BopoaiHoi HUHI Bigomo npo 2 pobotn, obmagsi 36epiratoTbes
y HauioHanbHoMy xyaoxHbomy my3ei YKpaiHu. MNeplia — ue kKapTuHa «Y cinbpagi» abo «3acigaHHA
Cinbpaan» HanncaHa OpiEHTOBHO y cepeaunHi 1920-x pokis. PoboTy npuinHATO AaTyBaTn 1927 poKom
Ha nmigcTasi KaTanory BucTaBkM «10 pokiB OBTHSA», OAHAK, MMOBIpHO, WO BOHa by/sa cTBOpeHa
paHiwe. B ocHOBI ctoxkeTy poboTH eni3oy, i3 3aciaaHHA cinbebKoi pagu. O4eBUAHO, WO iaea KapTUHM
y Katepuuu BopogiHoi 3’aBuniaca nig 4ac pobotn B MeXUripCbKOMY XYA0XHbO-KepamiyHomy
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TEXHiKyMi, KOIM BOHA 3MOr/1a NO3HAaMOMUTUCA 3 MICASPEBONOLIMHMUM KUTTAM YKpaiHCbKOro cena.
MoaibHi ctoXkeTn 3HaxogMmo y TBOpYOCTi OKcaHwu [laBNEeHKO, NoApYyrv XyAOXKHMLUI, AKa Oyna
AenytaTom cinbpaam cena Hosi MeTpiBLi, Ha TepuTopii AKOro 3HaxoaAnBcA MeXUripCbKUM TEXHIKYM.

KapTuHa TAXi€e A0 MOHYMEHTAaNbHOFO MWCTEUTBA, i MPUTAMaHHA MNAOWMHHICTL 3006paXKeHHs,
NpoCTOTa NiHil i KoNbopis.

In. 6. A6ayHA (npasopyy 360pom pucyHka). 1926-1928. lNanip moHosaHul. Temnepa, oniseyb. 28,9X22 cm. HXMY.
IH8. Ne 2pc-9690

In. 7. MasneHko O. Kampsa bopoduHa. 1924. In. 8. MaeneHko O. Nopmpem Kami bopodiHoi. 1930-
Manip, epagimosuli oniseysb. 29X23 cm. mi. Kanekosul nanip, akeapess, oniseysb. 20X16 cm.
HXMY. IHe. Ne epc-8260 Grynyov Art Collection

http://grynyov.art/artwork/portret-kati-borodinoyi/#/
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[Opyroto 36epexkeHo0 pobOTOK XYAOMKHWULi € PUCYHOK HEBEIMKOTO PO3Mipy «ABAyHAY,
AaToBaHMM 1926-1928 pokamu. TBip CKopille € 3aMa/IbOBKOK YW CKi30M A0 AKOICb Binbwoi poboTu.

Cepep, iHWKX axkepen woao biorpadii XyAoKHULI A0 HAWKMX AHIB 36epernnca ABa PUCYHKM
OkcaHu MasneHKo — nopTpeTtn Katepnhuum bopogaiHoi. OguH y konekuii HXMY, a iHwuin noTtpanmse 4o
npuBaTHOI 36ipKMu.

AopaToK.
JNuctn Katepunuu bopoaiHoi ao OkcaHu MaBneHKo Ta Cogii HanenuHcbKoi boituyk

Y apxiBHomy poHai OkcaHu MaBneHKo, AKMI HUHI 36epiraeTbes B LieHTpanbHOMY AepKaBHOMY
apxiBi-my3ei nitepatypu i mucteurs Ykpainu (gani — UOAMIM Ykpainu), € 8 nucrtis KatepuHu
BbopogaiHoi o OkcaHu MasneHko Ta 1 anct KatepuHn bopogaiHoi go Coodii HanennHcbkoi Bonuyk.
BinbwicTb NUCTIB HEAATOBAHA, a/ie 3 KOHTEKCTY MOXHA 3pO3yMiTH, WO Ue NpubamM3HOo cepeanHa
1920-x pokiB. Ha ogHOMY 3 NMCTIB € Mi3HilWINMIM Hanuc — «26 r.», a Big, iHWOro 36epirca KOHBeEPT 3
NOWTOBUM WTamnom i pgaTtoto — «23.01.27». JInCTM He HyMepoBaHi Ta, BOYEBUAb, CKNAAEHI Y
A0BIIbHOMY NOPAAKY | HE MaOTb XPOHONOTYHOT NocnigoBHOCTI. Tomy y nybnikauii nogaHa ymoBHa
HyMmepaL,ia N1CTIB, 3rigHO iX po3TallyBaHHA B apXiBHili cnpasi.

JINCTU HanucaHi YKPAIHCbKOKO MOBOIO Ta € ACKPABMM MPUKNAAO0M YKPAIHCbKOro MOBJIEHHA
1920-x pokis. Onsa nepepayi KONopuTy moBu 36eperKeHO OpUriHaNbHUMA NPABOMNUC i NEKCUKY. Y
JIUCTax MICTUTbCA OMUC Pi3HUX NOAPOOUL NMOBCAKAEHHOTO KUTTA XyA0XHMUUI (NobyTy, TBOPYOCTI
TOWLO), 30Kpema Po3KpuTi getani noisgok KatepmHu bopoaiHoi B Kpym Ha nikyBaHHA. XyA0MKHULUA
4aCTo OMWCYE CTaH 340PO0B’s Ta BUPILLEHHS Pi3HUX diHaHCOBMX Ta NOOYTOBMX NUTAHb. TEKCT INCTIB
CYyNpPOBOAKYETbCA KOMEHTAPAMM ANA KPALLOrO PO3YMIHHA AeTaneit Ta KOHTEKCTY TBOPYOro XKUTTA
YKpaiHn 1920-x pokis.

JNuctn Katepunu bopogiHoi ao OkcaHu Masnexko // UOAAMJIM YKpainu. ®. 356. On. 1. Cnp.
159. 12 Apk.

1.

OkcaHo!!

Opeprkana rpowu Big Tebe, wWMpo gakyto. TinbKM T meHi 3abarato npucaana. He posymito aK
TM NopaxyBafiach ¢ xa3akoto? A K Tobi Ta xa3aiui pasom 6yna BUHHaA 28 K., @ TU AKIMCb YNHOM B3si/1a
y MeHe TinbKM 15 K. A Ha fKi XK rpowm T1 noixana?

TyT MeHi ayKe rapHo. fl ayxe BUCOKO Mig camum wocce i npamo nig A Metpi. K mopto He
X0y 30BCiM, 60 He Mato XO0AUTU, MEHI LiKaBile Na3nTh LWe BULLE B COCHOBWI AliC Nig CKensmu.
MnsaxuUTUCL MeHi 3abopoHeHo 30BciMm. MocKiT ypa, ypa, ypa!!!l meHe 30Bcim He YnnatoT (MOXKe BOHM
e He 3HatoT Wo A TyT). OCTaHHI AHi CTano Ayxe KapKo. MoaytoTb MeHe gobpe. TaHA Kaxe Hibu a
BXKE€ TPOLLUEYKM NonpaBmaacb. BTOPMYHO A Le He BaXKnaacb TaK He 3Hato Yn GyHTM HabaBAATCA un
Hi. MouyBalo cebe gocnTb A06peE, TiIbKMU TO He 30BCiM b1aronony4dHo. Mybnika Ty Ay»Ke He LiKaBa i
o Bo3myTuTeNbHO Bce MocKkBa, MockBa, JleHWHrpaa, a 3 YKpaiHM MmaikKe Hikoro Hema. Mocksa
CTpalleHHO MNPOoXopauBa i 3'igae malke BCi micua. € TYT TiNIbKM OAMH LiKaBUIA MaecTpo, SKWUM
npautosas pa3om 3 TaTaiHom i Manesunyem, cynpematuct nedoseu? (3paerca Knnu). 3Hae minioH
aHekAoTiB 3a TaTniHa, B 6anaykax AOCUTb LiKaBMN, ane Koam A nobaynna mMoro pUCyHKM 3 HaTypu,
nemsaxi Towo, To Moro 6e3nopasHiCTb MeHe nepesisikana, NpoTe 3Hae ayxe fobpe yce 3a ycaki

1Y BepxHiit YacTuHI AncTa, BOYEBUAb, Ni3HIWMI NignMc oniBLem OKcaHu MaBneHko: «Katpa? 19/1V 26 r.»

2 «NED» («J1eBblil GPOHT UCKYCCTBa») - NiTepaTyPHO-XYA0KHE 06'eAHAHHA, AKe iCHYBano BNpoaosx 1922-1929 pp. B
Mocksi Ta KinbKox iHWKx mictax CPCP

3 Heposbipauso
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TPEYrONbHUKN, KBAAPATUKN U T. 4. 3aXONNOETbCA PAHHIM CEpeaHbOBIUYAM, ane AK NI4T 40 HbOro
Ta BUKOPUCTATb ANA cebe He 3HaE.

Tpoxu pucyto. TyT € 6araTo LiKaBOro, Ha *ab, Ti/IbKM HEMA XKMUPHUX KPaALLEHMX KIHOK 3a AKi A
mpisana. OT Hanucana Tobi yce 3a cebe, a AK TM cebe novyBa€ewb? AK Aoixana, MmabyTb, yca nonpaBka
BXe cnamna 3 Tebe.

Tenep maneHbka npocbba ao Tebe. Jobpe 6yno 6 AK6M rpoLwn Ha gopory A moraa 6 nonyunTm
yncna kono 20-ro (He 3Hato M Le Mmoxnuneo). Cnpaea B Tim, LLLO KBUTKM TyT i B aBTOMObini i B noTary
Tpeba 3amMOBATU 3a AECATb AHIB ToAi *Ke i N1aTUTb. MeHe NsaKatoTb HibW B Lien Yac byae ixaTu aye
6araTo noAen i AKLWO A He 3aMOB/K0 Hanepes, TO He BUiAy, He 3Hal YM TO Tak? Hanuwu meHi Ak
TOb6i 6yno? LLle y meHe byae oamH HecnogisaHuin pacxoA,. TyT TaKi npaBuAa, Wo A 060B’A3K0Ba MyLly
ONNATUTU A0 KiHLA CBOKO MYTEBKY, HE3aEeXKHO BifZ, TOr0 YM A BUKOPUCTAI ii AnA cebe um Hi. Tomy xou
i Buigy 30-ro, a 3annatmMTM s BCe iAHO MyLly MO 6-e, BUXOAUTb MicAU, i TPM AHi, WiCTb 3alBuUX
KapboBaHLUiB (Npuixana 2-ro). AKLLO 3MOKeLb iX Ae-Hebyab AicTaTn ANna MeHe To byae aobpe (sKwo
MOIiX rpoLlein He XBaTUTb).

e aKwo byaelwb NMcaT¥ MEHi HanuLiM Y1 B3ATU KHUMK 3 nepensieTy; cnuTtan y 3iHu, 60 A 3a
HUX TPOXM XBuAtotocA. Bitato ayxe Codito OnekcaHaposHy*; ckopo byay i nucati; yepes Tpu aHi.

TaHA NOMOEMY AyXe nonpasuiacb (NopiBHIOOUYM 3 BecHow). [lo Moei agpecn e Tpeba
fopasatn «Xacra-Ara»® (Kopeus. Bcepabuc. Xacta-Ara). Yekato Big Tebe Xou maneceHbKoro ancTa.
Hanuwwu sik cebe novyBaellb, WO Y HAaC HOBOTO i KON BucTaBKa.

K.B.

2.

OkcaHo!

Tpeba wob ™M 0boB’A3KOBO Npwuixana B Kuis B noHeainok. B noHeginok byae agucnyt, y
BIBTOPOK BUCTaBKa 3aKPUBAETbCA, a Nepes 3aKpUTTAM MA€E ByTH Kiopu 3 «CTPOXKANLWMM OTOOPOM
pivelt Ha Bceykp. BUCTaBKy». Tak NPONOHYIOTb MOCKBMYM, T PO3YyMiellb, WO TO ANA Hac 3HaUYUTb!
Cod. On1.% Kaske, WO 111 Byae BaXKKO Camiil.

KaTpsa b.

(KaTps BopoaiHa) 1927 28 aHsapa’

3.

No6a OkcaHo!

MeHi ayxe uikaBo 6yno 6 3HATH, WO pobuTbca B Mexurip’i, B KuiBi, AK npoiLwoB 3axmcT
AiNNbOMHUX PobOT i T. H. MabyTb, 3a el Yac He TPannAocA HiYOoro HOBOrO HaBiTb NEBHO WO TakK, ane
MEHIi 34a€TbCA, LLLO A BXE CTPALLEeHHO AaBHO BUIXaa, HE 3HAO YM TU OAEpPrKana MOro NePLUOro INCTa,
o A Tobi Hanucana 3pasy AK nNpuixana cogu.

MeHi UikaBO 4M TW igewb Kyaucb YM TM 3pobuna Wocb HOBe B MaMCTEpPHi, AK TN cebe
nouyBaewb i AK Bacunb®? Lo pobutb Cawko?®, un 6arato BiH HATBOPWUB rEHiasIbHUX KapTUH, WO
6anakaloTb 3a BilHY, TYT NpasBAa, ra3eTM MM YNTAEMO, ane MabyTb y Bac 6inbw Bigomo. Ak Codin
OnekcaHapoBHa? MepeKasyi im, WO B LbOMY POLi TYT MOXHa MaTK KiMHaTy ayxe aeweso (Kpum
Ha NiB MOPOXHil 3 JleHiHrpaga i Mocksu iayTb mano 60ATbes BilHM) 3a 25-30 Kapb. Lo * ToObi
HanucaTh 3a cebe? Xou TyT i Ay»Ke rapHo, ane 34a€TbCA A BCE K TaKu Oyay paga Kom noBepHycs.
MouyBato cebe Kpalye i gy*Ke Xo4eTbca Wocb pobutn. Mepuwi gBa TUKHA Byan focuTb HeBaani. A

4 Codia OnekcanapisHa HanenmHcbKa-boMuyK — yKpaiHCbKa XyA0sKHULUA-Tpadik

5> KonunwHs cagnba poannmn TpybeupKux, ika po3TalloByBasaca Ha nisaeHHoMy 6epesi Kpumy
6 Codia OnekcaHapisHa HanennHcbKa-bouyk

7 NisHiwwnli nignuc, souesnap, 3pobneHnii OkcaHoto MasneHKo.

8 Bacunb Cepnap — YKPaiHCbKMI XY O0KHUK, rpadiK, KPUTUK, negaror.

% Monnso OnekcaHap Mu3siH — yKpaiHCbKMI pagaHCbKMI Xusonucelpb, rpadik, negaror.
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nonana Ha nopy, AiM BiIMOYMHKY, LLO CTOITb KOO MOPA, TaM ByN0 AyXe HEeCnoKiMHO i A i He
Aocunana. 3 og4Horo H6oKy i i*ka MeHi B NpoK He iwna, 60 Becb Yac XBopifia WAYHKOM. 3a nepuwi ABa
TUXKHA A npnbasuna GyHT. TyT Ha XacTi® meni kpawe. TyT i cnokiiHiwe i NoBITPA AaneKko Kpalue, i
¥KapPKO HiKoKW He ByBa€e i A NeBHO WO TyT mywy gobpe nonpasBuTUca. binblw MeHi Hivoro 3a cebe
nucatu. PucyBaTtu HiYoro He pucyto, 60 3arybmna nepuLLKo AK pas Toai AK Harnegina 6araTo Wikasoro
i AK TPOLLEYKM NPUCTOCYBaANACA K HUM POBUTU Ha MeHe Hanana BeanKa 0XxoTa HAM pobuTb i A Tomy
3apa3s 3 NpMBOAY MOro 3HMKHEHHA BNasa B TaKMM CyM, LLLO Ha O/liBELb HE XO4Y i ANBUTUCA i LWYKAo
cobi MHLWKX po3Bar.

Jlogn TyT HewuiKkasi. Bcix uMx ecTpagHUX, ONepHUX AapTUCTIB i aPTUCTOK HeHaBiXKy. TpyaHO
ysiBUTb cobi Wocb HyaHiwe. B3sarani Bce wo ige 3 MockBu YacTto 6yBae NPOCTO rigKe i Mano noxoxe
Ha NOANHY. IHOPOALI, AKMX Y LLbOMY poui Binblie, NPIEMHO BPaXKatoTb Y MOPIBHEHHI 3 HUMMW.

MoKu Wwo BiTato BCiX. 3 rpowMma B MeHe cnpasa 06CToiTb TaK: YN/IayeHo B MeHe 33 6 TUXKHIB i
3a/MWwaeTbea we 8 Kapb., 3 AKMX YaCTUHY NPUNAETCS BiaaaTh AAHTUCTY, 60 Ay*Ke po3bonisca 3y0.
Tpeba meHi we Ha gopory Kapb. 30. 3amoBAATM KBITOK A mywy 3a 10 AHiB, TOMy rpowi Tpeba meHi
25-ro. AKWo K 25-my rpowi npucnatb TPYAHO, TO Hanuwu. 1 moxe sAK-Hebyab ymosatoca ¢
3aBAOMOM i NO3MYY Y HbOTO, a Nepeg Bigisgom siggam. Linyto Katpsa b.

4,

JNoba OkcaHo!

Lo »* To6i nucatn? Ty ayxe paHo, e 30BCiM He XapKo i MOCKITIB HeMag, A Tebe 3raayto i
Xankyto wo tebe TyT Hemae!

Y meHe Bxe 3'ABMBCA TaKM aneTiT, wo A 3'iaalo yce Wo AatoTb | HE MOMIYalo Koau Ta fAK i
B3arani noyysato cebe ganeKko Kpaue Hix y Kuisi. Nybnika TyT ayxe HyAHa, ane € oAUH apTUCT 3
Bepesina, NPUEMHO, LLO YKpaiHeLb i LjiKaBiwmni 3a Apyrux, 3Hae Bacunall,

Ha »Kanb, MM nonanun Ha HUXKHIO Aadvy, 60 BEPXHA We B PEMOHTI, @ TYT NOBITPA AKECb CUPE, He
ripcbke, ane 3 5-ro A 3ga€TbCa Nnepeigy Ha ropy.

binbwe meHi nucatn Tobi HiYoro, 60 A BCbOro TyT Ti/IbKK TPETilA AeHb.

AK byaewb MeHi nncaTtn, To 060B’A3KOBO HaMULLIN AK NPOMLLIOB 3aXUCT AiNAbOMHUX poboT, un
TH igewb Kyamcb nikysatmca? O608’s3KoBo iab, 60 3MMoto MoKe byTn noraHo. MeHi NnpieMHO, Wo A
TaK panTom Buixana He 3ai3xatoum o Mexurip’a. LLlocb meHi npuragyeTbea Hibu a BigomocTu 3a |l
KYPC 4ana He MOBHi, @ MOXYTb BOHM 3apa3 NoTpubHi. Micna Toro sK A ix nogana we mMeHi 3a4aBanmu
poboTtu: laHnK — cnabo 3agoBosbHAOYe, AuypiHa — Tak camo i JInba — 3a4aeTbcs fobpe, B TUX e
BiZLOMOCTAX 1 HE NpUraayto 4n A npepenpasuna Feinepy'? cnabo 3a4080bH. Ha gobpe. Al cTapatoch
AK MOXHA KpaLle NonpasaaTMCA i Bce pobato ANA LbOro Wo MOXHa, 60 MeHi ay»Ke xo4eTbca pobutu.
Hy noku wo siTato Tebe i BCix. AK Byaellb MeHi nMcaTi Tak npuwaun agpecy Bipu @inaHcbkoil, akuo
He 3abyaelwb, a TO MeHi Ay*Ke HepieMHO, WO A i He Bignosina. BoHa npautoe y KysHeuoBa B
Teepcbkiit ryb. a we 6yap nacka noanBuch, Wwob moa KapTuHa ctoana 6 cnnHow 4o coHua, 60 A i
Ma/It0BaNa YoPT 3HAE AKMMM KONOPAMM HE BUKNKOYAIOUM i aHiNiHOBMX i 6otoca, o6 BoHa He BULBINA
30BCiM 40 MOro npuisay.

Mocwunato Tobi BUPI3Ky 3 ra3. NpaBga MorKe BiiHOCHO BUKNAAAHHA YY>KO3EMHUX MOB; MOXKeE TH
TO YMTana, a MOXKe i Hi.

Aymato, wob mabytb y Kuisi xonoaHo, 60 B Kpymy LLOCb NPOXNaAHO, XO4 CONHLE i NeYe BXe
nobpe. Ksitis TyT rapHo'# 6araTto; Bce ugiTe.

10 Xacra-Ara

11 Bouesunap naetbea npo Bacuna Ceanapa

12 Bci npiseuLLa HanucaHi Hepo36ipANBO — NOAAETLCA BapiaHT NPOUUTAHHA aBTopa

13 Bipa dinAaHcbKa — XyA0XKHMLA-KEPaMICTKa, CKYbNTOPKa, BUNYCKHMLA MeXUripcbKoro KepamiyHoro TexHikymy.
14 Hepo36ipAnBO, BapiaHT NPOYMTAHHA aBTOPa
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Uinyto!
KaTpsa b.
Al BXXe Aymato: OT AKOM panToMm Lue XTOCb NpUixaB, 60 MeHi TPOLLIEYKMN CKYYHO.
5.
OkcaHo!

Mo nepwe o nobayeHHA; XTiNa Ayxe yce we pas go tebe 3antu, WwWob nocnyxatm we wo-
HebyTb 32 MOCKBY, ane MeHi gyrKe BaXKKO XOAMUTM NO cxohax i A Tak i He 3ibpanaca. Toro BiTan i Linyi
Big MeHe; nepegato im ancta 3. TepellKo.

Ak 6yaewsb y Codii Onekc.'®, To 3anuTalt ii un He 3arybusca miit peuenT, Wo A Moro nepegana
yepes 0. YepeHoBy B TOM camuil AeHb AK TU Npuixana ao Kuisa Ona nepeaana ioro 3 amcrtom Mux.
NbBoBnuy'®, Tomy 5 i 6otoca. A Tpoxu 3a Leit peuenT XBuatoCca, 60 MmeHi 6e3 Hboro noraHo. CKaxu
takox C.0.'7 a npowy BubaueHHs, wWo A ii Typbylo, TO B OCTaTHUIA pa3, byay Hezabapom B Kuisi i
B/TALUTYOCA MHAKLLeE.

BiTato Tebe; 6arkato BCbOro Kpatoro.

Katps

6.

JNoba OkcaHo!

Bnbaub, Wwo a 6yay 3HoB Tebe TypbysaTh. A nocnnato Tobi AOBIPEHICTb Ha rpPoLLi, a TM MoXKe iX
o4epuwb i nownew no agpeci: CeatowmnHo. Mexxuropckana y. N2 29 gaua CKkynoBbIX A4NA MeHe.
HagiTb morKewb, Wwob T06i 6yno 6 meHblie KNonity nepegatb ix Mikoni Mikonaesun4y i nonpocuTu
noro nepecnaTb. XTOCb MeHi CKa3as, WO TW HibM nocnana ix B CAaHaTopPito, TaK B TAaKOMY pasi Aal MeHi
3HaTb, 60 A ToAi Hanuwy M, Wob BOHM MeHi nepecnanu. MNoTim, byab nacka, 3anutait Bacuna® um
He Tpeba MeHi nocnath 3anaBy, W06 MeHi NPOAOBXKUAN BiANYCK. AK e TU XuBewb, Yn fobpe
nonpasnsewbca? B YepHirosi € iHCTUTYT imeHi BopoBcbKOro Ana nikyBaHHSA HepBOBUX XBOPOO i
cepaua (¢isMyHMMKM meTogamm). Bei KaxyT, WO AyKe rapHui i KOWTYe Tam NikyBaHHA 100 Kpb. B
Mmicaub, (Tak MeHi NnepeKasyBanu NPUHANMHI) To 34a€Tbcs Aelweswe AK B KuiBi. CTOITb BiH NpoTuB
MY3€el0 B AKOMY 3apas 30cepeaKeHo BCi My3eHi LiHHocTi YepHirosa. byBwnit myseit TapHOBCbKOrO
CTOITb NOPOXKHIN. Moxe 6 TM Tyau noixana. TinbKK NereHi gna uboro mycatb 6yTn 30BCim 340pO0BI,
BNIACHO Ka*KyyM He NOBUHHO ByTM akTMBHO npouecy, 60 Ti MeToaM, WO Tam BXMBAKOTLCA WKIANMBO
BnAMBaloTb Ha TBC!?, Bitato Tebe, Bacunsa i BCix; MeHi He nose3nio. YepHiriscbka Tybambynatopia To
Of4Ha NAKOCTb, CPaMm i CTMA, a We LbOro CTOITb B CTAPOMY MICLi | A Tam 3axBOpiaa TaK Ha Manapito,
AKOM B LbOMY pou,i B YepHirosi enigemis, Wo meHi gosenocs suixaTu. Mpuixana B8 Knis 3o08cim xsopa,
ane 3apas B CBATOWMHI MeHi oapa3y 3pobMnoca Aaneko Kpalle.

K. bopogiHa

7.

OkcaHo!

Ha kanb B meHe ay»Ke 6araTo Ao Tebe piKHUX NPOXaHb, XO4 | He xo4eTcs Tebe TypbysaTtu, ane
A NPUIXaTM cama He MOXY | TOMY 10BOAUTbLCA A0 Tebe 3BepTaTmcA.

3paeTbcA A iay B Kpym B Alim BigNOYMHKY 3 PUCKOM, LLIO MEHE 3BiaTam BUKUHYTb, 60 No cTaHy
MOrO 340pOBAA BOHM HE MAlOTb NpaBa MeHe NPUMMaTH, ane A AyMmalo, WO Ha Micli BOHO AKOCb
ynaauTbea. B 38’A3Ky 3 Lum meHi Tpeba, uo6 xToch npuBsi3 meHi pedi 3 Mexkurip’s, i Tebe goBeaeTtbea
npoxaTtu Le ynawTyBaTb. MoKe T CKaZellb BCE B KOP3UHY. Tpeba MeHi TaKi pedi: BCi YMCTi COPOUKI,

15 HanenuHcbKin-boituyk

16 Muxaino J1bBoBMY BOMUYK — YKPaATHCbKUI XYA0MHUK-MOHYMEHTANICT.
17 Codia OnekcaHapisHa HanenmHcbka-boituyk

18 Bacunb Cepgnsap

19 3acTapine CKOpOUYeHHA ANA NO3HaYEeHHA TYBepKyNbo3y

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2023.2(16) | 98



MODERN AND CONTEMPORARY ART

AKi € (ne)aTb B KOP3WHI), 2 NnaTTa, O4HO Y MOHALWKK [yHW NOPTHUXM, Apyre cipe 3 YepBOHUM
MOAAICKOM Y/ B KOP3UHI UM AeCb BAaNAETbCA B XaTi, Naea, NoayLwKy, ogHY NPOCTUHIO, HOCOBI XYCTKM (B
KOP3MHi), HOYHY COPOYKY OAHY LNy, a Apyry nogepTy (ToXKe B KOP3MHI), 1 napa WTaHiB (B KOP3UHI),
1 pYWHKK rpsa3HUA fecb B XaTi, TPAMNOYKM 3 CipOro NONOTHA B KOP3UHI MiXK BiZIM3HOIO, KPUMCKUA
Tydnm (060B’A3KOBO) i AeCb B XaTi K BanATbCA Bini YynKM MoXKe Nig NoAyLWKOo; Aa LWe KynasabHUM
KOCTIOM Mili iK TO BiH y Tebe, 60 51 He 3Hato Ae BiH. BepeBKa, W06 nepes’s3atv KOP3MHY AeCb B MeHe
X, ane A He Npuragato, Ae came, 343€TbCA BOHA NPOCTO Ha CNUHKE KPOBATH, @ AKLLO TaM HEMAE, TO
NeBHO NiA Ni*KKOM B TOMY ALLUKY, A€ FTOPLLMK 3 TPYHTOM.

He gymait, Lo A NiHYOCb cCama npwuixaTu, ane nikapb He no3sondae, Codia Onekc.?? He BUNycKae
MeHe HiKyau, MeHi oyKe ayrKe NPUKPO, WO NPUYMHALD i i 4pyrMM Ntogam cTinbKn Typ6oT, 60 BOHa
BECb [leHb Ti/IbKK Birae, To Mo Moim, TO No CBOIM cripaBam. [la We BKUHb B KOP3UHY HOXHMLI. Muno,
WITOYKY AN1A HOTTeM i Ty B'A3aHY NepyaTKy, WO A HEel0 YMMUBAKOCb, BUCUTb HaZ YMMBAbHUKOM. LLie A
TO6i NpMKNagato AOBIPEHICTb Ha OAePKaHHA 3apnaaTHI, BisbMmuM cobi 3 HUX 11 Kpb., Wo A Tobi BUHHA,
a pewTy npuwan meHi. NMpuwnn we meHi 0608’A3K0BO KHMKeuKy OctBanbaa «OcHoBM dU3nYecKoi
XMMUWN», NEXUTb Ha CTOJI, YopHa. Mpuwnn 060B’A3KOBO, AKLWO He NpULLIELb, TO A TaK OropYycChb,
LLLO MeHi 3pobuTtbea ripwe. MeHi Tpeba barato nexkaTb, a BCAKOM APAHI A YUNTATU HE B CTaHi.

AKLWO A ixaTumy B Kpum, Lie NUTAHHA e OCTaTOYHO He BUpileHo, TO mylly BUiXaTtn 13-ro, Tak
O pedi MoXKHa NpuBesTH Koo 12-ro. Ak6uU 6yna Akacb 3miHa A Tebe cnosiwy. [a wie noknaau B
KOP3MHY UM TENly MO XYCTKY (34a€TbCA BOHA B KOP3WHI) UM AKY-HEOYTb MO CTapy Koty —
nopumnca B Moix piyax, Wwob A morna oasrtu i nig nanbto, 60 AK iXxaT aBTOMobUIEM, TO MOXKe ByTn
XONOAHO. 3aliBi peyi 3 MOEI KOP3MHU MOXKeLL BUTATTU i 3arOpHYTH iX B AKY-HeOYTb NPOCTMHIO. Bac.
LUmHapa2! 3aBi3 Apyry MO KOP3uHY.

3 ApYrux NPoXaHb Yy MEHE € TaKe:

1) Otgai €Bnamnii 1 Kapb., WO A i BUHHA, BiH N€XUTb B HOYHOMY CTO/IMKY i Xall BOHA
HaBeZe NOPALKM B XaTi BUJIbE MOJIOKO 3 F/1IeYMKa i BOAY 3 BeApa.

2) 3abepu y MycieHKo KHUXKKY «Der Holzschnitt», A Momy gana Ha napy AHis i 6otoca,
LLLO BiH 1i 3aTacKae.

3) ypHanu B Hac nepeannaveHi Taki:

1) Tonindustrie-Zeitung, Keramische Rundschau, ypHan XMMUYECKOM

npombiwneHHoctn, Kunst und Kunstgewerbe, Runstkeramik, Farbe und Form, Clarte, Cahier d’arts??
(Hi ogHOro Homepa we He oTpumanu), CTpouTenbHaa NPOMbILWAEHHOCTb, ii MOXHA Ha Aani He
BMnucyBaTtu, 60 ii Bunucye npodkom. PocCilicbKi XKypHaan Halikpalle nepeannadvyBaT Ha FON0BHIN
NouYTi, 3aKOPAOHHI MOXHa Yepe3 6aHK, ane Le cknagHa ictopia 6e3 KAoniTy Moro MoXKHa NpopobuTn
yepes KHMrocnifiky Ha KpelaTuKy, 3Ha€ELW b Y TOrO YOPHOIO *KyiKa.

Ckarkn MapunueBcbKomy, abo K Moro Hemae apKyLLeHKo, xalt BiH 3abepe B MeHe 3 XaTu CBOIO
namny, 60 B MOilt BigCYyTHOCTM BOHa MOMKe AeCb NiATM MaHAPYBATW. XaTy MO MOXKE OAIMKHYTU
JlyKaw y HbOro € TaKMM KA, WO OAMMKAE. [la We BKMHb B KOP3UHY Mill 0NiBELLb }KOBTUM.

Ocb CKiNbKM i3-3a MeHe BCiM KNONiTy, ane A BXe piwnna pobutn Bce AK MeHi KaxyTb, Wob He
6yn0 we 6inbw. Moku Wo BiTato i Npobayb 3a TypboTU. B Kpnmy a Byay micaub. KHUXKKK A Aymato
MOXHa nepenseTaTb, KOan Npuiay, 60 6e3 meHe HiXTo He 3HaE, WO NnepenseTaTb i 1eXaTb B Wadi He
po3ibpaHi.

8.

OkcaHo!

A noixana go Kuisa B cnpaBi 3 NiKyBaHHA. AKLLO BUABUTbLCA, LLO NiKYBaTUCb Taki Wo Tpeba,
HanuLy 3aaBy A0 NpPaBA. TEXHIKYMY i NpeAcTaBto cBigoLuTBO. [TponycKato 3aBTpa NeKLUito, 60 AKLWO

20 Codia OnekcaHapisHa HanenmHcbka-boituyk
2L Bacunb LUnHApA — BUNYCKHUK MeXUripCbKOro XyA0Hb0-KepamityHOro TexHikymy
22 HasBw »ypHanis HanucaHi Hepo3bipanso
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A MOYHY NiKyBaTUCA 3 N'ATHUL, TO NPONYLLY NEKLji TiINbKM Ha OAHOMY TUXKHI, AKLLO Ni3Hille, TO Ha
ABOX. HimeupKa ¥ MoOBa 3 MeplwmMm KYpCOM Ha LbOMY TUXKHIO Y MeHe BXe byna (no crapomy
pocKnaay) TakKMm YNHOM BENINKOIT WKoAM He Byae, Big Toro, Wo MeHe B N'ATHULIO He byae.

KaTps.

JNuct Katepunu BopogaiHoi ao Codii HanenuHcokoi-boituyk // UAAM/IM YKpaiHu. ®. 356.
On. 1. Cnp. 388. 1 Apk.

Hopora Cogis OnekcaHgposHa!

MeHi ay»e Bac WKOAQA, WO BaM 3HOB Taka Tpesora 3 MeTtpycem?3. Hagiloch, Wo BXe Momy
Kpalle. BiaHOCHO rpoLue a1 Yekato, KONU oAepKy YTPMMaHHSA (Le NOBUHHO ByTW UMMM AHAMMK) i ToAi
3pa3y Bam nepegam. MeHi ayxe NPUKPO, WO A HE MOXKY LbOro 3pobutn 3pasy, ane TyT y MeHe
rpoLlen oKas3anocb 30BCiM Maso i A BXe BCTUI/IA iX BUTPATUTM A0 TOFO AK oAeprKana Baloro /iucTa.
[yKe meHi ue HenpiemHo. B Heaifo Npuigy cknagatv 3a40TH | NeBHO NpmMBe3y 3 cob601o rpoLlun.

K. bopogiHa
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OO0Ha i3 60olivuykicmis. [xcepena 0o 6ioepagpii KamepuHu bopodiHoi

Y cmammi suceimaeHo noopobuui bioepaghii KamepuHu bopodiHOi — yKpaiHCbKOI XyOoxHUUI,
yyeHuyi Muxalina bolivyka. PaHHA cMepmb ma ni3Hiue KpumuKa meopyocmi MUCMKUHI npu3eenu
00 HAKOMUYEeHHA YucaeHHUx Hemo4yHocmeli ma npobinie y il bioepadii. ¥ 0ocnioxceHHi sdanocs
3'acysanocs, wjo KamepuHa bopodiHa noxodusna 3 080pAHCLKOI poOuUHU, a iT 6ambKo 6ys8 gidomum
iH}#eHepoM-3a1i3HUYHUKOM. Xo4a XyOoxcHUUA 6yaa emHIiYHow pocisHKor, nid ensausom Muxalina
bolivyka ma (ioeo0 meop4020 Kona, xyO0owHUUA rnovana ideHmugikysamu cebe yKpaiHKor, wWo
HeoOHOPA3080 303HAYAAA 8 PIZHOMAHIMHUX GHKeMaAx, a MAaKOX( Mo4Yasaa 8Xusamu YKPaiHCbKYy
mosy 8 nobymi. lNpoyumosaHi 8 cmammi apxieHi mamepianu 0aromes 300amKosy iHpopPMAauito NpPo
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biozpagito xyO0oxcHUUi, 30Kpema, 300aoms HO8i MOOPObUUI MPO CMyOeHMCbKI POKU Ma 8aMKuli
cmaH 300poe’a KamepuHu bopodiHoi, wo U npusseno 0o ii neped4yacHoi cmepmi. Ak intocmpayii y
cmammi po3miwieHi dumsaye pomo xyOoHHUUi, d MAKOH 084 8i00Mi HUHI MAMOHKU XyOOHCHUY, AKI
Hamantosana ii nodpyaa OkcaHa lNasneHko. Hessaxcarouu Ha me, wo KamepuHa bopodiHa byna
yyacHuyeto BeHeuyilicokoi 6ieHane i iT kapmuHu 6yau WUpoKo npedcmasneHi HA YKPAaiHCbKUX
sucmaskKax KiHysa 1920-x poKis, cb0200Hi 8 Mmy3esax YKpaiHu gidomi nuwie 08i pobomu xyO0oH HUUI.
3azan0om y cmammi npedcmasneHa HU3KA OOKYMeHMmMIi8, AKA HE MinbKU MposausaEe ceimsao Ha
nodpobuyi biozpaghii xyO0orcHUUi, HANPUKNA0, cmydeHMCbKa apxieHa cnpasa KamepuHu 6opodiHoi,
a U makox suceimntoe ocobsusocmi no8CcAKOEHHO20 Humms YKpaiHCbKux mumuie 1920-x pokis.
Ak 0odamku nodaHo Oes’smb aucmie KamepuHu bopodiHoi 0o OkcaHu [lasneHko ma Cogii
HanenuHcoKoi-bolivyK, AKi 00N08HEHI KOMEeHMapamu.
Knrouvoesi cnoea: KamepuHa bopodiHa, xydoxcHuus, boluykicmu, aucmu

Taras Samchuk, leading specialist of analytical sector of Ukrainian cultural foundation, Kyiv
(Ukraine)
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THE VOIDS OF MARIUPOL'S MEMORY
Mykhailo Zubar, Natalia Afanasieva
Mycmomu nam’ami Mapiynons
Muxaiino 3yb6ap, Hamania AgpaHacbesa

MosHomacwmabHe emopaHeHHA Pocii 8 YKpaiHy y 2022 poui nepemeopuno 0esKi yKpaiHCbKi
micma Ha pyiHu. OKyrnoeaHi pocilicbkumu 8ilicbKamu HaceneHi MyHKmMu cmasnu C80€EPIOHUMU
nonizoHamu 8eykpairizayii ma nonamu 6ume 3a nam'ame, 0e oOKynaHmMuU Hamazaromoscs cmeopumu
domiHyro4i Hapamusu. Aemopu yiei cmammi Hamazaromesca 0ocaioumu yi npoyecu yepe3 micoKuli
nagHowagpm nam'smi Mapiynons. el naHOwagpm po32a500embca SK 4YacmMuHA KyabmypHoi
nam'smi, wo 36epicaembca mMa aKMyanizyemsca 4Yepe3 mamepianbHi HOCI, 30Kpema
apximekmypHuli suensad micma. Micekuli npocmip ma (ioco mpaHcgopmayii po3enaoaromsca AK
nocnifosHi wapu nam'ami. Takul nioxio demoHcmpye nesHy iepapxito nam'asmi e aAaHowagpmi
Mapiynons e pi3Hi nepiodu. TaKoM 38epMAEMbCA y8azad HA Xapakmep npuliHamms pileHb
MICbKOI 87100010 W000 PO38UMKY Micma npoms2om OCMAaHHix cma pokis. Lli piwueHHs ¢popmysanu
He auwe micoKul naHowagm ma io2o 830eMO0ito 3 MEeWKAHYUAMU, asae U 6a4eHHSA 81a00t0 0bpasy
micma ma lo2o enaus Ha (hOpMy8aHHA KosaeKmueHoi nam'asmi. TpaHcgopmayii Mapiynons
enpodosx XX i XXI cmonime intocmpyroms, AK 8iH cmas nosem bumeu nam'amel, micuyem
npumycosoz2o 3abymmsa. ¥ mekcmi sucgimneHo, AK 3abymma | 3aMo84y8aHHA icmopii cmanu
MEXAHI3MaMU MAHINyAo8aHHSA KosekmusHow nam'smmro. Li npouecu sidobparcaromeca Ha
MicbKomMy npocmopi ma ideHmu4yHocmi (020 mMewKaHuie. Takox npedcmasneHo 027140 3MiHu
naHowagpmy nam'ami mixc 2016 i 2022 pokamu. Y KOHmMeKkcmi hopMy8aHHA KOAEKMUBHOI nam'ami
meKcm 0emMoHCMpye 3MiHU aAaHowagmy nio yac okynayii micma y 2022 poyi, 30kpema npouyecu
imnepamuegHoi 3mMiHU MicbKo2o naHowagmy nam'smi ma crnpobu okynayiliHoi enadu cmeopumu
8i3yanbHi 06pa3u i Hapamusu, AKi popmyrome Hosuli naHOwWagm nam'ami.

Knarouosi cnoea: Mapiynonb, KyabmypHa nam'sme, KOAEKMUBHA nam'sme, AaHowagpm
nam'smi, apximekmypa, ideHmu4Hicme.

It is not by chance that the title of this article refers to an article by Andreas Hiissen, well-
known in memory studies. In his work, the researcher focused on the study of Berlin's space in the
90s of the last century. This period was, on one hand, the years of rapid reconstruction of the new
and old German capital, and on the other hand, a time of reflection on the city's memory. It was a
period of searching for and attempting to preserve its traces in the urban space, as well as a time of
heated discussions about the desired appearance of urban space and how the city is perceived by
its inhabitants.

To some extent, what is happening today in the discussions around the future of Mariupol,
which was significantly damaged during the siege in March 2022 and became a place of tragedy and
death for thousands, gives rise to associations with the situation in Berlin. Let us say at once that
we are only talking about associations, not comparing two incomparable experiences.

Mariupol and its survivors are now trying to remember and reflect on what their city was to
them, what its landscape of memory was, and wondering what it will be like in the future, and if it
will be. As a result of the start of the full-scale invasion of Ukraine by Russian troops in 2022,
Mariupol ceased to be a dynamic city, an industrial centre that at various times in its history
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generated up to 12% of Ukraine's foreign exchange earnings, and became the cultural capital of
Ukraine in 2021. The city, which in the years before the full-scale aggression of Russia, was actively
searching for its identity, and trying to broadcast and emphasize it in the urban space, has actually
turned into ruins, or, returning to the terminology of Andreas Hiissen — voids.

Andreas Hissen wrote his text about Berlin at a time when there was a discussion about what
the new Berlin would be like after German reunification, referring to the previous experience of the
German capital as erased, rewritten throughout the turbulent century. Its legibility for the
researcher lay in the visible signs of the built-up space, in images and memories displaced and
tainted by traumatic events. «Architecture has always been deeply involved in the formation of
political and national identity, and the reconstruction of Berlin as the capital of Germany gives us
important clues about the state of the German nation after the fall of the wall and how Germans
perceive their own future» (Huyssen 2018, p. 121).

In addressing the urban space of Mariupol, we attempt the following: A. Hussen's
recommendation is to read what remains of it as if it were parchment. However, access to the city,
which is still under Russian occupation, continues to be limited. For obvious reasons, we will not
specify some information sources. Given the conditions where a significant portion of Mariupol's
residents have either left the city or perished during its siege, those who remain have little
opportunity for open, unrestricted discussion about their city's future, nor can they fully influence
its eventual appearance. Nonetheless, it is vital to document the ongoing changes in Mariupol's
urban space and to analyze how the occupation authorities envision its future. Considering the
significant destruction of the city, which cannot be objectively assessed due to the lack of access,
we find it essential to record its most notable aspects. We aim to consider these in the context of
Mariupol's complex history in the past and early present centuries, which has been studied in
fragments and is incompletely reflected in historiography.

It is worth emphasizing that in Mariupol, as in many post-Soviet cities that were part of the
USSR, architecture only sometimes reflects society's views on time and change (Seungkoo Jo, 2003,
p. 232). Instead, it often reflected the authorities' views and the ideology of the leading communist
party, dictating how society should perceive reality and what messages this reality should convey to
its members. We consider architectural forms, their placement in urban space, and their
transformations as successive layers of memory overlapping each other (Batus, 2014, p. 56) as part
of cultural memory consolidated in material carriers, notably architecture (Assman, 2013, p. 54).
Given the unilateral nature of decision-making on urban development "from above", as dictated by
the authorities, we aim to demonstrate the presence of a particular hierarchy of memory in
Mariupol's landscapes. Retrospectively, through these transformations, we also want to illustrate
how Mariupol became a battleground of memories, a place of forced forgetting, and how the
silencing of history revealed mechanisms of manipulation of collective memory, and how these
processes are reflected in the urban space and the identity of its citizens.

This is particularly relevant today, during the Russian-Ukrainian war when some of Ukraine's
cities lie in ruins, and the settlements occupied by Russian troops become testing grounds for de-
Ukrainianisation and the creation of imperative narratives of memory by the occupiers. We observe
striking similarities with the depolonisation and Germanisation programs developed by German
occupation authorities during World War Il (Chwalba, 2022, p. 15). There is also a notable
resemblance to the Sovietisation of Central and Eastern European cities after the Second World
War, especially in the redefinition of urban space, the destruction of old symbols, and their
replacement with new ones, along with the interaction of citizens with urban spaces under new
conditions, overlaid with population migration processes. As Chris Tilley emphasizes, the memories
associated with the physical experience of being in certain places enable cities to «exert a silent
influence on us» (Macdonald, 2021, p. 150). Paul Connerton called this the «memory of place»,
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comprising two components: place (locus) and memory (memorial). Thus, each city vista becomes
instantly recognizable and evocative, making the visual environment an integral part of life, as
people are bound by strong ties of historical and personal perception (Lynch, 2011, p. 7).

As a result of the Russian Federation's attack on Ukraine, the residents of many cities in the
East and South of Ukraine experienced a physical separation of two key components: memory and
place. Cities like Bakhmut, Volnovakha, Kupyansk, Izium, Schastia, Vugledar, Avdiivka, and Mariupol
are notable examples, though this list could be extended. Some of the surviving residents of these
towns have access only to memory/remembrance, without access to the place itself. In Mariupol,
quite a few residents who remained in the city for various reasons have the opportunity to observe
and be affected by its transformation, involuntarily becoming participants in these changes. In
contrast, internally displaced persons (IDPs) strive to preserve their cities in their memories through
online platforms, social networks, cultural «community» centres, meetings, exhibitions, and
discussions. They create an image of a «virtual city», a «golden age», a «memory cast», while
discussing how they will restore it and carry out «cultural de-occupation».

It should be noted that researchers dealing with the history of the Ukrainian Donbas often
generalize the experience of urbanization in its territory. For instance, the study of the creation and
functioning of monocities in Donbas has recently become a popular topic, attracting attention from
scholars like Hiroaki Kuromiya, Volodymyr Kulikov, Irina Skolkina, Tatyana Portnova, Gennady
Korzhov, and others (Kulikov, Skolkina, 2018; Portnova, 2018; Korzhov, 2006; Kuromiia, 2002). This
has led to some misconceptions about the Ukrainian Donbass being exclusively a territory of single-
industry towns, emerging and developing with industrialization in the second half of the 19th and
the first half of the 20th centuries. Summarizing the experience of urbanization in this area, for
example, V. Korzhov notes the regional identity of Donbass, stating that unlike European urban
formations, Donbass did not experience an «urban renaissance». He describes the cities in Donbass
as products of belated modernization under conditions of exaggerated industrialization, differing
little from villages and settlements externally, with a lifestyle intermediate between urban and rural.
This, according to Korzhov, points to the incompleteness of the modernization processes: «The
society could not adapt to the very rapid changes in the process of industrialization, did not have
time to form and strengthen institutions, behavioral patterns, and systems of social norms that
would correspond to the mature stage of modernization. In other words, modernization in Donbas
remained incomplete, incomplete and emasculated in its internal content. Donbas is as if stuck in
the twentieth century in terms of socio-normative and value orientations, life orientations, and way
of life» (Korzhov 2006, p. 45).

Speaking about Mariupol, we refer to a somewhat different urban experience. Unlike Yuzovka
(Donetsk), where all the land belonged to John Hughes' company and was completely managed by
it, Mariupol, at the time of industrialization in the second half of the 20th century, already had a city
council as a local government body, which decided on the allocation of land to metallurgical
enterprises. In the first report on the activities of the Nikopol-Mariupol Mining Metallurgical Society
in Mariupol, it is noted that «in view of the large size of the proposed plant, the Board took great
care in selecting the site of construction and settled on a land plot of 200 dessiatinas, near the city
of Mariupol» (Otchet Nykopol-Maryupolskoho Hornoho Metallurhycheskoho Obshchestva za 1896-
97 hod, 1897), and not in the city itself. This gave rise to the urban legend that before deciding on
the location, the builders of the plant conducted research on the wind rose, and the decision was
made so that the emissions of enterprises would not affect the air quality in the city. Although no
confirmation of this legend has been found, the llyich Iron and Steel Works (which after 1917 united
«Nikopol» and «Russian Providence») was an active promoter of this version. Such a legend could
well have been generated by the need to appease the public's concern about the ecological situation
in the city.
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oy European business, which

Mapiynoas. Pusero-Karoanaeckan IegKORS,

was actively developing in Mariupol
during the 19th century, especially
in its second half, brought new
architectural trends and
significantly influenced the
creation of the city landscape.
Buildings erected at the expense of
and according to the projects of
foreigners were architecturally
distinctive and incorporated
elements not typical for Mariupol's
urban development. This was
particularly evident in  sacral
architecture: the Church of the
Fig. 1. Postcard with a view of ~ Assumption of the Blessed Virgin

Fig. 2. Postcard "Synagogue",
published by the Goldrin Brothers,
Mariupol

the Roman Catholic Church, Mary, built with funds from Italian
edition of the Mariupol residents in Mariupol, is a prominent
Zemstvo Bookshop, photoby  example ~ (Namolennye ~ mesta
M. Ulakhov

Maryupolia. Kostel Uspenyia
Presviatoi Devy Maryy 2013).
Another example is the Mariupol
Choral Synagogue, financed by
Jewish entrepreneurs (Shovchko), as
well as the buildings of European
consylates. The two-story mansions Fig. 4. Former building of the
of vice-consuls were notable not . . - Consulate in Mariupol,
only for their height but also for  tse mansion of Vice-Consul
their elaborate decoration and  Emmanuel Di Pollone, modern
. . unique structural elements. For  address: 13 Harlampiivskaia Str.
Fig. 3. The former mansion of . . .
Evan Bremer, modern address: instance, the mansion of British
67 Italianskaya Str. Vice-Consul William Walton,
included in the Mariupol tourist
route in 2019 (Shvetsova, 2019),
S s o the house of German Consul Evan
Bremer in the historicist style, and
the mansion of Italian Vice-Consul
Emmanuel Di Pollone.
Prominent and well-known
among citizens were the
residential houses of Europeans.  fig.6. Former Gumper's mansion,

For example, the mansion of the ~ residential building at 45
Zemskaya Street, April 2021, from

Fig.5. Postcard "Corner of

- Italian Tomaso family (later the
Ekaterininskaya and ) y N. Afanasieva's archive
Continental Hotel", 1904, from  Continental Hotel) or the house
the archive of N. Afanasyeva of the city doctor, the German-born Friedrich Gamper, which was

the only mansion in Mariupol built in the Gothic style.
As can be seen, in the urban landscape of what was essentially a provincial city, there were
visible traces of the presence of Jews, Greeks, Germans, ltalians, and other Europeans who actively
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participated in its development. It is worth recalling that in the 19th century, Mariupol hosted 9
foreign European consulates (Mariupol. Konsulstva), and various joint and European enterprises
were actively emerging and developing. At the same time, the city was still governed on behalf of
its residents by the City Duma, which was elected by the citizens and made decisions on the city's
development.

A new period in forming the urban landscape of memory in Mariupol began after 1918, when
the Soviet authorities initiated large-scale collectivization, industrialization, and consequent
urbanization. This era marked the city's first crisis of memorial continuity, triggered by two types of

N forgetting: repressive erasure and constitutive
forgetting in forming a new identity (Connerton,
2014). According to the policy of the Soviet
government, actively enforced in these territories,
the pre-Soviet past was to be rejected and
forgotten. Remembering it, especially for
members of the so-called «hostile classes», was
often dangerous. A new type of person was
envisioned to emerge in the USSR, «unshackled by
former prejudices» (Slepukhin 2017. P. 605).
However, the collective and individual memories
preserved in the city greatly hindered this

Fig.7. View of "Azovstal” from the embankment of ~ transformation. The new objectives rebuilt the city;
the Kalmius River, 1957, photo by P. Kashkel its spaces were re-identified and filled with new
visual information. At that time, the slogan «art to
the street» gained popularity in the Soviet state. In a speech at the opening of the Petrograd Free
Art and Training Workshops in 1918, A. V. Lunacharsky described it as the need to "modify the
appearance of these cities as soon as possible, to express new experiences, to discard the mass of
things offensive to popular feeling, to create new things in the form of monumental buildings,
monumental monuments..." (Nikitina, 2013). In the 1930s, in contrast to two plants built by
American ("Nikopol") and Belgian ("Russian Providence") entrepreneurs and later united into the
"llyich Iron and Steel Works", the "Azovstal" plant was constructed. This became a new symbol of
industrialization and the city (Istoriia. Metinvest). Today, it has become a symbol of resistance,
fortitude, and heroism for Ukraine and, undoubtedly, a place of remembrance. This is evidenced by
several initiatives aimed at preserving the plant's (Tse Azovstal) and its defenders’' memory
(Memorializatsiia pamiati...).

Industrialization and related migration, including as a result of collectivization and mass
starvation organized in rural regions of the country, significantly changed the composition of the
city's population. This led to a massive influx of "new townspeople", contributing to the erosion of
collective memory on the one hand and the development, increase, and change of urban space on
the other.

As part of the creation of a new identity, the sacred architecture of the city was destroyed,
marking a shift from a historically Christian image to a socialist one (Nikitina, 2013). The city center
was relocated westward, where a new architectural image emerged, shaping a new landscape of
memory dominated by constructivist architecture and later by Stalinist neoclassicism. The worker,
particularly the metallurgist-proletarian (Kalinkin, 2017), became the city's symbol for an extended
period. To visually consolidate this image, a 14-meter sculpture of a steelworker (Skulptura
"Stalevar", 2019), commissioned by the Art Fund of the USSR for Mariupol, was placed at the city's
entrance. This symbol firmly embedded the industrial image in the citizens' minds as Mariupol's
central representation.
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Over the next 20 years, Mariupol's population
composition changed dramatically due to World War I,
evacuation, German occupation, and the subsequent city
reconstruction. This period was marked by mass
migrations, destruction, and reconstruction of urban
space, leading to a second phase of "forgetting" within a
short span. Consequently, the Soviet authorities made
another attempt to re-identify the space, changing
Mariupol's historical name to Zhdanov in honor of a
Soviet party figure (Koroleva) and reconstructing the new
city center in the style of Stalinist neo-constructivism.
During this period, we witnessed the construction of the
now-infamous Drama Theatre, which was later bombed,
resulting in casualties among Mariupol residents who
sought shelter there. It was built in the new city center on
a German military cemetery site from World War Il. In the
early 1950s, as part of the city center complex and its
central axis, the so-called houses with spires and the
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Fig. 8. The burial place of German and
Romanian soldiers in Mariupol, modern
Theatre Square

building of the regional party committee were built. These structures were meant to dominate the
new city center, completing the ensemble of Theatre Square.

By the early 1960s, creating a unified ensemble for the new city center was complete.
Interestingly, the pre-Soviet layout was generally preserved but filled with new objects. The central
building became the Drama Above Theatre, effectively replacing the Church of Mary Magdalene,
consecrated in 1897 and destroyed during the anti-religious campaign of the 1930s. The one-story
building was replaced by "Stalinist" buildings, and the recreation area with a pre-Soviet fountain
and green spaces were supplemented with Soviet visual elements and a monument to Zhdanov,

after whom the city was renamed.

This area became ideologically

Fig. 10. Postcard "Bust of A. Zhdanov, Zhdanov", 1985

central to the city: demonstrations, rallies,
and other mass events were held here
(Kashkel, 1953). Mass marches in honor of
all-Union holidays and memorable dates
were directed towards the city square and,
notably, the Zhdanov monument (Kashkel,
1954 ). Thus, it remained in the memory of
several generations as a place associated
not only with ideological processions but
also with gatherings and, albeit in a
peculiar way, leisure time.

The objects of the central square
began to be depicted inseparably from
each other in local and all-Union
periodicals and on postcards, thus
consolidating the main "approved"
symbols of the city of that time in public
consciousness.

Interviews conducted in 2018-2019
by specialists from the Centre "Port of
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Culture" among Mariupol residents revealed that almost all interviewees associated the so-called
"houses with spires" with Moscow's architecture after their construction. "It felt like we were seeing
Moscow with our own eyes," recalled one interviewee (Archive of "Port of Cultures").

However, the "total regime of forced memory" did not last long enough to change the city
dwellers' identity completely. With the weakening of state censorship in the 1980s and the
emergence of alternative sources of information, the historical name was returned to the city. This
change occurred in 1989, initiated by citizens through the mass public movement "For
Mariupol"(Mariupol 1989, 2019).

The  restoration of  Ukrainian
statehood in 1991 did not bring radical
changes to Mariupol's urban space, a mass
emergence of new "places of memory," or
even widespread street renaming. New
objects did appear in the city space,
including those intended to form a new
founding myth. One such object was the
monument to the Kalmiuska Palanca
(Pamiatnyk Kalmiuskoi palanky), from which
the city's founding was proposed to be
counted. However, this version opposed
another narrative about the city's founding
by Greek settlers from Crimea, resettled by

Fig. 11. City Day celebrations on Teatralnaya Square, 1987 the decree of Catherine the Great in 1778.

This dispute became one of the main

mnemonic battles in the city. The new monument's location in the old city center, away from the
new one, was historically justified but could have been more visible and interactive for citizens.

The city's large and influential Greek community, defending the narrative of the city's founding
by Greek immigrants from Crimea, eventually prevailed. This version also tied the city to the Russian
imperial memory structure, as it was based on support from the Russian Empress. The Greek
community's greater institutional capacity played a role in this outcome. For a long time, they have
been active actors in the city, partly relying on the traditional, often uncritical exposition of the
Mariupol Museum of Local Lore, which presented both Catherine the Great's charter to the Crimean
Greeks and artifacts related to the Greek settlers' leader, Metropolitan Ignatius. In contrast, objects
related to other versions of the city's founding were almost absent in the museum's visual space.
The installation of a monument to Metropolitan Ignatius, the leader of the Greek migrants from
Crimea (Pamiatnyk mytropolytu Yhnatyiu Ne2 v Maryupole, 2013), and the establishment of the City
Day on the anniversary of the arrival of the first settlers from Crimea (Pamiatnyk Mytropolytu
Ihnatiiu, 2022) marked the symbolic victory of the "Greek" version. This was in contrast to the Soviet
City Day, celebrated on Mariupol's liberation from German troops during World War Il.

The onset of Russian aggression in Donbas in 2014 catalyzed accelerating changes in
Mariupol's urban space. This was partly due to the need to broadly legitimize Ukrainian power,
identity, and European belonging in the city's public opinion, countering the still-pervasive Soviet
and Russian imperial ideological constructs in the city's symbolic space.

Firstly, the newly elected city authorities in 2016 initiated a renaming of the urban space.
References to the communist period and associated figures were removed from the city's
toponymy. Until 2016, for example, streets in Mariupol bore names like Lenin, Frunze, and
Ordzhonikidze and were named after various anniversaries of the USSR. Some city streets were
restored to their historical names (such as Troitskaya and Sobornaya), while others were renamed
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to reflect a broader Ukrainian context (Hrushevskyi, Franko). Notably, Greek toponymy was also
introduced, such as Grecheskaya Street, Meotida Boulevard, and Kuindzhi Lane, marking for the first
time in 100 years the presence of the Greek ethnic group in the symbolic space of the city (U
Mariupoli pereimenuvaly 75 vulyts i ploshch, 2016).

During this period, new memorial spaces began to emerge, along with institutions that worked
on supporting memory (Assman, 2013, p. 56), including those present in the city's architectural
landscape. An example is the establishment of the Veja Centre by public activists, with support from
city authorities, in the restored building of an early twentieth-century water tower. Symbolically,
this building became a representation of the city's modernization: it was Mariupol's tallest building
at the time (33 meters), and its construction and the launch of the water supply system brought
drinking water to 2/3 of the city's residents.

After its restoration and public opening, Vezha became not just an attractive architectural
object and tourist attraction, reminding of Mariupol's pre-Soviet history as a multicultural and
world-open city but also a center of citizen activity. The center's employees and volunteers
conducted tours, lectures, and master classes, discussing the "pre-Soviet" history of the city and
touring Mariupol's preserved pre-Soviet monuments. This helped create a public discourse
necessary for institutionalizing collective memory, allowing guided tours to uncover a history that
the city's contemporary functions had little touched upon amidst significant environmental changes
(Lynch, 2011. P.158-159).

In 2018, a multifunctional center for urban history, "Port of Cultures", was established by a
working group of Polish and Ukrainian specialists. The center began to collect and study the memory
and history of the city, working on creating a new modern institution, which was supposed to
include a contemporary museum exhibition dedicated to the history and memory sites of the city
(Concept of “Port of Cultures”).

According to the curators' concept, it was to be located in the Mariupol City Department of
Internal Affairs building, which was destroyed during the attempted capture of Mariupol by armed
formations of the so-called DPR in 2014. Thus, by creating a new type of institution, the core of
which was to be a modern narrative exhibition based, among other things, on a collection of oral
memory and a public program, an attempt was made to solve the problem of the so-called
dichotomy between collective and counter-memories (Land, 2023) that existed in the city regarding
these events. The city authorities tried this approach of synthesizing memories and counter-
memories to transform the urban space as a whole. Architectural competitions were held and
planned, with the help of which it was planned (Loughran, Kevin, Gary Alan Fine, and Marcus
Anthony Hunter. 2015. P. 193-204) to update the historical construction and the city planning
system of the pre-Soviet period in the urban landscape. In doing so, they tried to address the past

T T T _{ as a basis for civic belonging and local
R planning and to create a new standard of
' dialogue with citizens to create and function
in the urban landscape. The city authorities
tried to fill the place with new associations
through architectural competitions: the
Cossack presence in the Azov region and the
seaside was a central milestone in the city's
development. For example, an architectural
competition was held for the reconstruction
and conceptualization of the old center - as a
place where Cossacks lived even before the
Greek resettlement and as the most vibrant

Mapiynoas. Basaps.

published by the Goldrin Brothers, posted in 1915, an
archive of N. Afanasieva
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multicultural place where, after their arrival, the Bazaar was established — a square for trade and
communication between Greeks, Italians, Germans, Jews, Poles, Ukrainians, and Russians
(Peremozhtsi Mizhnarodnoho vidkrytoho arkhitekturnoho konkursu idei im. Viktora Nilsena, 2020).
In addition, to update the memory of the old city center and its history, a project of a tourist triangle
was developed, which gradually reminded of the Cossack myth of the origin of Mariupol, as well as
its status as a multinational city open to the world.

Indeed, the latest initiatives responded to the findings of the comprehensive sociological study
'Mariupol: A Portrait of the City' by the Rating Group in 2019. It demonstrated that the city's image
in its residents' minds was almost entirely associated with industry — giant industrial enterprises.
Factories, metallurgy, and industry were the top answers when residents were asked about what
they were proud of in their city. At the same time, when asked about the city's symbols, most
respondents mentioned these factories: the Steelworker Monument, Metallurgy, and the sea.
Speaking of the architectural symbols of the city, Mariupol residents most often mentioned the
Drama Theater, post-war neo-constructivist style houses (so-called 'Stalinkas'), the Steelworker
Monument, and the Water Tower, which became a symbol of the new Mariupol.

It is worth noting that the study was
conducted in 2019 — before the complete
reconstruction of Freedom Square — a
space in the city center filled with visual
symbols, convenient and functional for the
citizens, which after 2020 became one of
the main urban magnets and symbols of the
new Mariupol, appearing in most of the
city's visual materials. The critical visual
image of the square's space became
pigeons as a symbol of peace, which was
the most relevant theme for Mariupol, a
former frontline city since 2014 when there
were hostilities in the city, 2015 it was
shelled by Russian troops using Grad multiple rocket launchers. The 25 pigeons were meant to
symbolize all regions of Ukraine along with Crimea and demonstrate the country's unity. Also, in the
memorial space of the square, a monument to the victims of the Holodomor of the 1930s and a
memorial sign in honor of the Ukrainian soldiers who died in 2014 were installed, symbolically
anchoring the urban space in the national memory system. Additionally, the complex of the square
included the Milan mural, dedicated to a girl who survived the shelling of Mariupol by Russian troops
in 2015, thanks to her mother, who sacrificed her life by covering her with her body. The shelling of
the Eastern Microdistrict, by the way, was named by most respondents as the most tragic event in
the city's history in the 2019 sociological research (Rating. Sociology group, 2019). The memorial
space was connected with a modern park area and a children's recreation area, and every evening,
there was a laser show on the square. This space also became a new attraction for citizens,
symbolizing a new standard of relations between the city and its residents, forming a new format of
memory space in the urban landscape, not as a place of passive consumption of memorials but as a
place where the public interacts with the urban space it occupies and derives meaning from it (Land,
2023).

After the occupation of Mariupol, Freedom Square, and its symbolic memorial space became
some of the first victims of the occupiers. The monuments to the fallen Ukrainian soldiers and the
memorial sign dedicated to the Holodomor in Ukraine, which were central themes in Ukrainian
historical policy and memory politics of the last 10-15 years, were demolished first. The “Milana”

Fig. 13. The building of the former Water Tower, 2021.
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mural was destroyed under the pretext of reconstructing a house. All visual symbols related to
Ukraine were removed from the square, and a monument to Alexander Nevsky was erected, which
has recently occupied a central, even sacred place in Russia's historical policy; despite having no
connection to the territory of Ukraine, the Azov region, or Donbas.

Overall, the symbolic space of the square has been reinterpreted for the time being,
attempting to give the symbols new meanings. Thus, the peace doves became white cranes, which
in the so-called DPR are associated with a memorial action in honor of fallen soldiers (Belye
Zhuravly).

One of the first “victims” of the occupational authorities in the symbolic space of the city was
its toponymy. In March 2022, a decree was issued by the so-called head of the DPR about renaming,
according to which all new territories that the DPR would occupy would return to the toponymy
that existed there before 2014. Based on this document, the new occupational authorities of
Mariupol, in September 2022, issued their order to rename streets, reverting to the toponymy of
the USSR period. Flags and visual agitation were hung throughout the city, screens were installed,
and broadcasts of Russian news and propaganda clips began. Initially, this was done in places of
mass gathering of people — that is, at points of distribution of humanitarian aid or hygiene points,
where residents of the destroyed city could get food or bathe. Over time, mobile screens were
replaced with stationary ones.

Immediately after the occupation began, the Ukrainian language disappeared from the public
space, and all remaining symbols were de-Ukrainized. Among the new monuments in the city, it is
worth noting the repair and restoration of monuments dedicated to World War Il and the fight
against Nazism, which has become a central theme of Russian propaganda and founding myth. Also,
the city day celebration on the day of liberation from German troops was reinstated. It should be
noted that almost all public memory rituals in the city are now related to the memory of World War
Il and the fight against Nazism, which is intended to support the Russian propagandist myth about
the fight against mythical Ukrainian nationalists and Nazis from whose hands, and not from the
Russian army, Mariupol allegedly suffered the most in 2022. The migration policy of the
occupational authorities, which encourages the arrival of Russians and new residents while
gradually complicating and minimizing the arrival of Mariupol residents with Ukrainian citizenship,
also contributes to the support and dissemination of this myth. For instance, in October 2023,
Ukrainian citizens were prohibited from entering the Russian Federation by land at all control points
(Kuhel, 2023). Moreover, those who flew through the remaining point (Ridnyi Mariupol, 2023) at
Sheremetyevo airport often received denials of entry or non-grata status (Valeryia Volonter
Mariupol).

There is a kind of economic segregation - incoming workers receive salaries three times higher
than locals. Thus, the composition of the population is blurred once again, and accordingly, the
landscape of urban memory changes and deforms.

In addition, the occupational authorities actively use images associated with the city's
industrial past, thus playing on the nostalgic sentiments of Mariupol residents. At the same time,
reconstructing in the memory of the citizens the images of industrial Mariupol (for example,
restoring the Steelworker Monument, the bust of Makar Mazai, or even holding a 'concert’ on the
Day of the Metallurgist), they openly state plans not to engage in the restoration of factories (the
restoration of factories is unlikely to take place).

Undoubtedly, the occupational authorities had to start a new housing construction program.
New districts named Nevsky, which should refer both to Alexander as mentioned above Nevsky and
to St. Petersburg, which took over the patronage of the restoration of Mariupol, are being built
slightly outside the city in an open field near the exit in the western direction. They have already
become a symbol of the city's restoration for propaganda, as they look pretty sterile, being not
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surrounded by ruins. Moreover, patriotic Russian music,
specifically the Russian anthem before 2000, plays in the
background in the elevators of the new buildings.

Also, itis evident that the central street — Prospekt Mira,
designed in the Stalinist Empire style and where the so-called _cusil Mo
Houses with Spires partially survived, will be restored, - :
apparently very aesthetically and mentally close to the
occupational authorities. However, the nature and direction .
of the city's reconstruction allow us to assume that the 1 e
occupational authorities might want to shift the city center
again, moving the destroyed Drama Theater to the periphery,
trying to erase the memory of its destruction by Russian
aviation and the victims. Moreover, as reported by Russian
media, 'the concept of the master plan for the development
of Mariupol is developed taking into account the norms of
urban planning similar to those of Rostov-on-Don and
Taganrog.' Obviously, in such conditions, there can be no talk Fig. 14. Exhibition of propagandist
of preserving the features of the local landscape or significant  stands in occupied Mariupol,
spaces of memory for the city. September 2023

During 2022-2023, through objects of urban space, the
occupational authorities promote Russian narratives about
the 'liberation' of Mariupol, the rescue and humanitarian
support of 'the peoples of Donbas', and the restoration of the
region, supposedly destroyed by Ukrainian nationalists. For
instance, in the summer of 2023, a monument to R. Kutuzov,
who participated in capturing the city, was installed in
Mariupol (Kravchenko 2023). It is unlikely that out of the
thousands of unnamed Russian soldiers who died there, it was
a coincidence to choose for commemoration a namesake of
the hero of the war with Napoleon in 1812, Marshal Kutuzov.
This memorial sign is probably meant to appeal to the memory
of the imperial myth of the 'Patriotic War' and heroic
resistance to invaders from the West. Also, the occupational
authorities have established a gallery for the 'assistance' of
Russian volunteers and the course of the so-called 'liberation’
of the city.

In places where the so-called 'restoration', which is a Fig. 15. Information stands on the
cover-up of the crimes of the Russian army in Mariupol, is progress of the so-called 'restoration’
taking place, informational stands are installed, similar to s occupied Mariupol near the city
those that were spread in cities of pre-revolutionary Russia,  hospital, October 2023
including  pre-revolutionary  Mariupol. They display
photographs of destroyed objects and plans for reconstruction. It is hard to say how long they will
last, but judging by their appearance, they are stationary and, according to the plan of the
occupational authorities, should remain as long as possible. In this sense, the duration of Mariupol's
occupation plays a crucial role, as such visual objects serve Russian propaganda, creating in the
urban space an image of a city destroyed by Ukraine and 'rebuilt' by Russia.

In conclusion, we have tried to focus on the most visible and significant changes in the urban
space. Their consideration and comparison over time allow us to determine how the city authorities
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wanted to see the city during the existence of the USSR and how they saw the hierarchy of memory
transmitted through visual urban spaces. Based on the study, it can be noted that unified symbols
characteristic of most urban spaces of industrial cities of the Soviet Union dominated the urban
space. It is also worth noting the almost complete oblivion to which pre-Soviet architectural forms
and objects that survived from that period were consigned. To a large extent, if we proceed from
what Sharon MacDonald wrote, that memory as a collection of memories can become a defining
factor for identity, and compare it with Paul Connerton's words about the memory of place, we can
conclude, partially confirmed by sociological studies of 2019, that the architectural appearance of
the city played an essential role in shaping the identity (Macdonald, 2021. P 26-27) of its residents.
At the same time, it is necessary to take into account that the architectural landscape and memory
landscape of Mariupol were created imperatively 'from above', which influenced the formation of
the collective memory of the citizens more than it reflected their view of the vision of their city and
the hierarchy of memory.

It should also be noted that, since 2016, the situation has begun to change. Over the seven
years before the full-scale war, processes of rethinking and updating memory began, involving the
city's community and creating a new public interaction process for the city. The latter is significant
since the urban memory landscape in Mariupol was a complex and multi-level construct, including
many unprocessed traumas that significantly influenced the formation of collective memory and the
identity of the citizens. This is evidenced, in particular, by the data from the sociological studies cited
in the article.

Indeed, we all hope that the city and the remaining Ukrainian citizens there will return to
Ukraine. After that, much work will be done regarding the restoration and memorialization of urban
spaces. Those who will carry out this work, which is already being planned within the framework of
the Mariupol Reborn program, will face the complex task of not only trying to preserve the remnants
of the unique memory landscape of previous times but also synthesizing different memories —of
people who temporarily left Mariupol and those who stayed and survived the occupation. It is
unlikely that the occupational authorities will show respect or pay attention, for example, to the
places where the residents of Mariupol were forced to bury their loved ones during the siege, where
they tried to get food, standing in lines for 5-8 hours, preserving the memory of the roads and routes
by which people escaped from the city, and much more.

At the same time, considering the total character of the destruction of the urban space, the
significant migration of the population, the influx of 'new citizens', and the 'reconstructions' carried
out by the occupational authorities, it can be assumed that within the next few years, if the city is
not liberated and returned to Ukraine, the urban memory landscape may change drastically. It is
precisely this that is an argument for further active efforts to study and record the memory
landscape of Mariupol, attempts to collect remaining memories, documents, and visual materials,
as well as careful, as far as possible, documentation of everything happening in the urban space
today.
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PRESERVATION OF CULTURAL HERITAGE
The Voids of Mariupol's Memory

Russia's full-scale invasion of Ukraine in 2022 has turned some Ukrainian cities into ruins. The
settlements occupied by Russian troops have become peculiar testing grounds for de-
Ukrainianization and battlegrounds of memory, where the occupiers are attempting to create
dominant narratives. The authors of this article attempt to study these processes through the urban
memory landscape of Mariupol. This landscape is considered a part of cultural memory, preserved
and actualized through material carriers, including the city's architectural appearance. Urban space
and its transformations are seen as successive layers of memory. This approach demonstrates a
particular memory hierarchy in Mariupol's landscape across different periods. Attention is also
drawn to the decision-making nature of the city authorities regarding urban development over the
last hundred years. These decisions have shaped not only the urban landscape and its interaction
with citizens but also the authorities' vision of the city's image and its impact on the formation of
collective memory. The transformations in Mariupol throughout the twentieth and twenty-first
centuries illustrate how it has become a battleground of memories, a place of forced forgetting. The
text highlights how the forgetting and silencing of history have become mechanisms for
manipulating collective memory. These processes are reflected in the urban space and the identity
of its citizens. An overview of the changing landscape of memory between 2016 and 2022 is also
provided. Regarding the formation of collective memory, the text demonstrates the changes in the
landscape during the city's occupation in 2022, particularly the processes of imperative change in
the urban memory landscape and the attempts of the occupation authorities to create visual images
and narratives that form a new memory landscape.

Key words: Mariupol, cultural memory, collective memory, memory landscape, architecture,
identity.
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ANHAMIKA | AIANEKTUKA: POSKPUTTA NONITUKU BIEHANE CYMACHOIO MUCTELTBA
(Kompatsiaris, P., 2017, The Politics of Contemporary Art Biennials: Spectacles of Critique, Theory
and Art. New York: Routledge)

AHa KauKoBcbKa

Dynamics and Dialectics: Unraveling the Politics of the Contemporary Art Biennale
(Review on Kompatsiaris, P., 2017, The Politics of Contemporary Art Biennials: Spectacles of
Critique, Theory and Art. New York: Routledge)

Yana Kachkovska

The sphere of the Contemporary Art Biennale is a place where aesthetic expression and
political discourse are intertwined with social engagement. In «The Politics of the Contemporary Art
Biennale», Panos Kompaciaris explores the dynamics of large-scale art exhibitions. Using a different
theory, the author initiates his research by referencing the 7th Berlin and 3rd Athens Biennales. In
his analysis, Kompatsiaris illustrates the transition of the biennale from simple visual art exhibitions
to a platform that promotes significant socio-political dialogues. The author proposes a model of the
«discursive biennial», outlining its development dynamics within a larger number of social and
political movements and its alignment with the goals of the new institutionalism, aimed at the
democratization of public artistic spaces. In the review, we consider Kompatsiaris' argument that
articulates the «ambiguous politics» inherent in the biennale and his call for deeper engagement
with local contexts to enhance the ambitions of the activists powering these events. Despite minor
editorial flaws, the book contains an important text offering arguments, a theoretical framework,
and case studies that significantly contribute to the discussion of contemporary art exhibitions and
their relationship with socio-political narratives. This review combines book highlights with insights
from various sources and a collaborative review article to provide a nuanced understanding of the
intellectual terrain Kompatsiaris navigated in his exploration of the Biennale of Contemporary Art.

Keywords: Contemporary Art Biennials, Discursive Biennial Model, Socio-Political
Engagement, Art Activism.

TpaHcdopmaulis bieHane cyyacHoro mucTeuTsa byna akTUBHMM npouecom npoTtarom XX-XXI
CTONITb. YHAcNigoK Uboro BiadyBcsA nepexif, Big, bieHane AK BUCTaBKM Bi3ya/ibHOro mucreuTsa A0
bieHane Ak N1aTGopMK 3 LMPOKOID COLLiAaNbHO-MONITUYHOLO y4acTio. Lia TpaHcdopmauis nos’s3aHa
3 [AEKiIbkoMa MNoAissmu, 30Kpema 3pOoCTaHHAM aHTUII06aNiCTCbKUX PyXiB, aHTUKaNITaNiCTUYHUMMU
npotectamu (Hanpuknag, y Cietni B 1999 Ta leHyi B 2001) (Kompatsiaris 2017, p. 42) T1a
BUPODO/IEHHAM TeOopiid, fAKI Haro/oWylTb Ha Ccolia/JibHOMY 3HayeHHA mucTeuTBa. BiH TakoxK
pPO3MIlLyE Le AK YacTUHY LWKUPLWOi AUCKYCil nNpo Te, WO paHiwe HasueBaan «HOBUM
iHCTUTYLiOHaNi3MOMY», [HILiaTUBY NPOrpPecMBHO Ha/aAWITOBAHUX, MEepPeBarKHO EBPONENCbKUX
KypaTopiB, Takux Ak YTe Meta bayep, MoraHceH Ekebepr, Yapnbs Ewe, Bacip KopTyH, Mapia JliHg, i
Xopxe PibanbT. BoHM CTaBMAM 32 METY AEMOKPATM3aLLi0 My3€et0 Cy4aCHOro MUCTeLTBa Ta NybaiyHoi
rafepei Sk micua A4na 3ycTpiveit pisHOi NybAikKM Ta PO3KPUTTA iXHBbOI PO B KPUTULI iHCTUTYLIN
(Roberts 2017, p. 198).

Y KHusi «[onitMka 6GieHane cy4acHOro MWUCTEULTBA: MNPeACTaBAEHHA KPUTUKK, Teopii Ta
mucteutsa» («The Politics of Contemporary Art Biennials: Spectacles of Critique, Theory and Art»)
MaHoc Komnauiapic nparHe pPO3KPWUTU CKNAAHY B3AEMOAID MiXK MMUCTELTBOM, MNOJITUKOK Ta
CYCMiNbCTBOM Y pPaMKax MaclWTabHMX BUCTAaBKOBMX MPOEKTIB. Y LN peueHsii A mal Ha MeTi
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npoaHanisyesatn nigxig M. Komnauiapica A0 OKpecNeHHA NOMITUYHMX | COUiaNbHUX Aianoris, WO
nepenniTaloTbCA B pamKax bieHane.

KHura € aHanisom bieHane, ge aBTOp NO3ULIOHYE iX AK NNAaTGOPMMU, Ha TEPUTOPIAX AKUX
MUCTEeUbKI HCTUTYLIT MepexuBaroTb Hanpyry MiXK iHHOBaLiAMW B MUCTeUTBI Ta MNONITUYHOO
3aaHra)kosaHicTto. 1. Komnaujiapic T8epAnTb, WO cyvyacHa bieHane cTaBUTb NONITUYHWUI OUCKYPC HA
npiopuTeT Had eCcTeTUYHOK LiHHICTI0. BiH npunyckae, Wo ua 3miHA Hacamnepes Bigbynacb AK
HacniaoK TpaHchopMalii KypaTopCcbKMUX NPaKTUK y 3axigHi €sponi Ta CLUA nicna 1990-x pokis, wo
nepeBU3HAYUAM TPAANLINHY POSb MUCTELbKMX IHCTUTYLIN i3 NPOCTUX AEMOHCTPATOPIB MUCTELbKMX
TBOPIB Ha aKTUBHWUX YYACHUKIB CYCNiNbHOMO ANCKYPCY.

Y cemu posginax KHUrM AoCnigHUK npeactasnae bieHane Ak rnobanbHe Ky/ibTypHe Asulle. Y
BCTYNi aBTOP BMCBIT/IHOE OCHOBHI aprymMeHTW, Lifli Ta TEOPETUYHI NiAXo4M, @ TaKOXK icTopito BieHane.
Y posgini npo «lcTopii, UiHHOCTI Ta cy6’eKTMBHOCTI» BiH onucye ictopito bieHane Big XIX cTonitTa
AOHMHI, 30CcepeaKyoumcb Ha BNANBI MONITUYHMUX, EKOHOMIYHMX Ta KYJbTYPHUX KOHTEKCTIB. TpeTi
pOo34iNn po3KpUBaE AnHaMiKy bieHane B 1990-x poKax AK Miclb BUPOOHMLTBA 3HAHb Ta COLia/IbHOI
AKTUBHOCTI, TICHO NOB’A3aHUX i3 POANIO KypaToOpiB B LbOMY NpoLeci. HeTBepTMi po3ain BUCBITNIIOE
BMKNMKM BieHane B yMoBax Kpu3 Ta BNAMBY pyxiB, Takux AK «Occupy». M'aTnit i woctnin posainu
NPUCBAYEHi aHanisy KOHKpeTHUX bieHane — BepniHcbKoi Ta AdiHCbKOI — Ta IXHbOMY niaxoay Ao
CoUiaNbHUX Ta NOAITUYHMX NUTaHb. Y BUCHOBKY 1. Komnauiapic OuiHI0E BHECOK KHUTM B PO3YMIHHA
bieHane AK NONITUYHMX NAaThopm.

JocnigHuK nponoHye 6araty MeToAO/OriYHY OCHOBY, WO MNONAFAE B MOEAHAHHI Pi3HUX
KOHLENTYa/IbHUX Ta TEOPETUYHMUX PaMOK, abu npoaHanisysatM AuHamiky bieHane cy4vacHoro
mucTeuTtsa. BiH 3acTtocoBye eTHorpadiyHuiA nigxia, cnpsmMoBaHMM Ha AeueHTpanisauito
OpPIEHTOBAHOrO Ha KypaTopa POKycy, AKUIA AOMIHYE B AMCKYpCi HABKONO LMXx noAain. Komnauiapic
CNUPAETLCA Ha aroHicTuyHy Teopito WaHtanb Mydd (Kompatsiaris 2017, p. 12-13), gocnigrywoum
cynepeynmsi NPOCTOPU MUCTELLTBA AK apeHy ANA AeMOKPATUYHMX AebaTiB 1 iHAKOMUCNEHHA. YNanB
Takux TeopeTuKiB sk Hiknac Jlyman (Kompatsiaris 2017, p. 34) i }Kak PaHcbep, (Kompatsiaris 2017,
p. 16) ouyeBMAHMIN, OCKiNbKM aBTOP PO3rNSAA€E KOHUENUii MUCTeuTBa AK OKPemoi couianbHol
CUCTEMMU, Ta MOKA3YE, AK BOHA BigPIi3HAETLCA Bif, iHWMX CYCNiNIbHUX CTPYKTYP | B3aEmMoLi€ 3 HUMHU. Le
OOMOBHIOE KPUTUYHMWA aHani3 poJii KypaTopa, af)Ke aBTOp AOCAIAXKYE, AK ixHi igeonorii Ta
npodeciiiHi no3unuii popmyroTb TEMaTUYHI Ta iAeoN0oriyHi TpaekTopii bieHane (Kompatsiaris 2017, p.
28). Kpim TOro, aBTOop po3risaaac Kpusy B bieHane y BiANoBigb Ha rnobanbHi coLiabHO-EKOHOMIYHI
3pYLUEHHS, HaBoAAYN NpuKknaam 3 AdiHcbKoi Ta BepniHcbkoi bieHane, abn NnpoaeMoHCTpyBaTH L
3MiHW. TloeaHyOUuM Ui pi3HOMaHITHI TouykM 30py, Komnauiapic 3abesneuyye BcebiuHMIA aHani3
NONITUKK, CynepeyHOoCTel i cycninbHoro Bnaney bieHane cy4acHOro MucTeLTsa.

O6roBOpeHHA Yy KHM3i OXOM/IE LWNPLINK 3MICT Yy Bi3yasbHilA obnacTi mucTeuTBa, fAKa
BMNPOAOB}K OCTaHHIX AeCATUNITb BCe DBinblue CXMasnacb A0 B3aEMOAII 3 COLiaIbHUMK, @ HE YUCTO
ecTeTM4HMMM abo MUCTELbKO-ICTOPUYHUMMN NMUTAHHAMU. ABTOP PO3KPUBAE Te, IK Cy4aCHI MUCTEL,bKi
NpPoCTOpU, Y TOMY Ymncai bieHane, cTatoTb MicUAMU ONA 3ilUTOBXHEHHA Ta B3aEMOZT 3 Hara/JibHUMM
COLiaIbHUMM NMUTAHHAMM, YaCTO iITHOPYHOUN TPAAMLINHI €CTETUYHI OLIHKK, AKi iHOAj BBa*KaloTbCA
ineonoriyHMmMm abo BiAOKPEMNEHUMM Bif, Hara/ibHUX PeasIbHOCTEN AHSA.

KHura BaxknuBa 1 TUM, WO BOHA PO3MILLLYE NOABY Ta €BOJIIOL0 «AUCKYPCUBHOrO BieHane» y
LWIMPLLIOMY COLLIONOMITUYHOMY KOHTEKCTI, TAKOMY AK XBUAA aHTUrob6anisauii 1990-x (Kompatsiaris
2017, p. 185) Ta ¢piHaHcoBi Kpu3n KiHua 2000-x. Take TA0 AONOMAra€ 3po3yMiTh YnNTauyeBi pyxu, AKi
BiAOyBalOTbCA Ha apeHi cydyacHux bieHane. Komnauiapic BUKOPUCTOBYE NOHATTA «AUCKYPCUBHOT
bieHane», nNpeacTaBAAlOMM HaM MPAKTUKY KypaTopcTBa, AKa He nepeabadvyae TpaguuinHoi
AEeMOHCTpaUii TBopiB mucTeLTBa. HaToMicTb «AMCKYPCUBHA BMCTaABKa» NparHe CNpuaTL couiafibHil
3a/ly4eHOCTi, 30CepenrKyluncb Ha CTBOPEHHI iHTEe/IeKTyasibHOro cepefoBuLLa, fAKe 3a0X04yeE
rpomMazicbKe BTpydYaHHs, pednekcito Ta Aianor mix raagadyem i mucteyrsom (Kompatsiaris 2017, p.
6-7). 3acCTOCOBYHOUM L0 TEOPETUYHY PaMKy, aBTOP PO3KPMBAE MNEPETBOPEHHS TaKMX noain i3
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BMCTaBOK Bi3ya/lbHOr0O MUCTELTBA Ha NNaTGOPMM MUCTELLKOTO aKkTMBI3My, TOBTO, Ae MUCTEUTBO
3paTHe QYHKLIOHYBATK AK Nose A1a NOAITMYHOro NPOTECTY Ta COLia/bHOI akTMBHOCTI (Groys 2014,
p. 1-2). MUCTEUbKUIA aKTMBI3M 30CEPEAKEHUM HEe /IMWE HA KPUTULI MUCTELbKOi CUCTEMU Y
3arajibHUX NOJMITUYHUX Ta COLia/IbHMUX YMOB, asie M Ha NOoTeHUiani 3MiH UMX YMOB 33 AOMNOMOroto
mucTeuTBa. Lle 34iiCHIOETLCA He CTiZIbKM B paMKax CamMoi MUCTELbKOT cucTemu, ane 3a ii mexamu, y
peanbHOMY CBiTi. Bopuc poic y cBOIM cTaTTi nigkpecntoe nepexig Big ¢GyHKUiOHANbHUX A0
€CTeTUYHMX LIHHOCTEeM B MWUCTEUTBI 3@ PI3HMX MONITUYHMX pPexXMmiB. BiH Haronowye Ha poni
aBaHrapAy B ecteTmsalii Cy4aCHOCTI Ta CTaBUTb Nif CYMHIB AMXOTOMIIO MiXK €CTeTM3aLi€l0 NONITUKN
Ta noniTusauieto ectetukn (Groys 2014, p. 3-4). Llelt iCTOPUYHMIN KOHTEKCT KUTTEBO BaXK/MBUIA ANS
PO3YMiHHA eBONIOLIT MUCTELTBA AK IHCTPYMEHTY MOAITUYHOIO BUPAXKEHHA Ta KPUTUKMN.

Y TeKCTi TaKOX iAeTbCA MPO 3BEPHEHHA Bi3yanbHOro MucTeuTBa B OiK 3any4eHHA [0
coujanbHUX Npobaem, Wo y3roaKyeTbea 3 LiIIMU HOBOTO iHCTUTYLiOHani3my (Kompatsiaris 2017, p.
7), CNPAMOBAHOrO Ha AEMOKpaTM3auilo nNybniyHMX MUcTeubKUx npoctopiB. OCHOBHOK METOH
MMUCTELbKMX aKTUBICTIB € BarKaHHA OYTU KOPUCHUMM, 3MIHIOBATU CBIiT Ha Kpalle, asie npu Lbomy
BOHWM He XO4YyTb BIAMOBNATMCA Big4 CBOEI iAEHTUYHOCTI AK XYAOXKHUKIB. Lle nopogrKye pag,
TEOPETUYHUX, MONITUYHUX Ta MPAKTUYHUX NPo6/eM, OCKiNbKM MUCTEUTBO, BTINIHOIOUYM aKTUBI3M,
nepeTMHAE MexXKi TpaANnLIMHOIro po3ymiHHA CBOEI PoJii B CYyCMiNbCTBI.

Y cBoin poborti M. Komnauiapic Buxoaayun 3 nepennetiHHA MOAITUYHMX, COLIONOFYHUX Ta
QHTPOMOJIOTIYHUX TEOPIN, PA30M i3 BNACHUM A0CBiAOM, MPONOHYE 'PYHTOBHE AOCAiAKeHHA bieHane
AK «TYPHIPiB LIHHOCTEN Y, LW,O MatOTb PeasibHUN EKOHOMIYHUI Ta KYAbTYPHWUIA BNAKUB.

KHura, 3p8a€eTbcs, pe3oHye 3  OinbWKMM  aKageMiYyHMM Ta  NPaAKTUYHUMM  3YCUANAM
AEMOKPaTM3yBaTU Cy4aCHi MUCTEUbKi NPOCTOpU Ta 3pobuth ix 6inbll YyTAMBUMKM A0 CYCMiNbHUX
Aianorie Ta BUKINKIB. TAKOX BAPTO 3a3HAUUTH, LLLO AOCNIAXKEHHA € Pe3yNbTaTOM TPUBAJIMX HAYKOBUX
cxoaxKeHb Komnauiapica Ta MOro TOHKOrO pPO3yMiHHS B3aEMOAiT MiXK MMUCTELTBOM Ta MONITUYHUM
aKTUBI3MOM. Moro gocnigskeHHA mogeni «AucKypcuBHoro bieHane» niaKpecntoe rMMboKuit Bnams,
AKMM TaKi NOAIT MOXYTb MaTH, AK Y MeXKax, TaK i 32 MeXXamun XyA0KHbOi CNiZIbHOTH.

Komnauiapic 3ocepearKyetbca Ha 7-1 bepniHcbKin bieHane Ta 3-11 AdiHCbKIM BieHane, OCKinbKu
06bunaBi BUKOPMCTOBYBA/IM I'YYHi NOAITUYHI 3aABU, NPETEHAYIOYM HA NEPETBOPEHHSA CBOIX NPUMILLEHb
Ha NPOCTIp Aii, a came NPoCcTopun, AKi NPeACTaBAAIOTb HE ANLIE TBOPU MUCTELTBA, NPU3HAYEHI Ana
pedneKcii Ta camocrnocTepexkeHHs, a 1 mMicus obrpyHToBaHOro onopy Ta npotecty (Kompatsiaris
2017, p. 18). ABTOp TaKOXK NPOTUCTABAAE YMOBW Ta KOHTEKCT AdiHCbKOi Ta bepniHcbKoi bieHane, y
LbOMY NOPIBHAHHI BiA43HAYaETbCA CXOXKICTb OUiKYyBaHb LW,040 CTBOPEHHA EKOHOMIYHOI LLIHHOCTi Yepes
KYyNbTYpHY [AianbHicTb 06ox nogiit. Moro cninbHi cnoctepexkeHHA $GoOpMyloTb CyTb OMOBIA,,
3abe3neyyoum LiKaBy KapTUHY cepeaoBMLLA, B AKOMY BifbyBaeTbca bieHane.

PetenbHe BigTBOpEeHHA Komnauiapica CBOIX Y4YaCHMULUbKMX CrocTepexeHb Ha 7-my
BepniHcbkomy bieHane Ta 3-my AdiHcbkomy bieHane popmye ocHoBy onosiai. [locnigKeHHs pyxy
«Occupy» abo «dOCCUPY», (Kompatsiaris 2017, p. 60), akTuBicTM AKOro 6epyTb y4acTb y Pi3HUX
dopmax npoTecty Ta Aih Ha bieHane. Hanpuknag, y *KoBTHi 2011 poKy aktueicTM B AdiHax
NpoTecTyBaaAn NPOTU OHOBAEHHA Ha 3axodi ReMap, sKkuit cnisnpautoBas 3 bieHane. Ha BucTaBsLi
Documenta 13 (2012) yyacHukM pyxy «Occupy» 3alHAAN TepUTOPIlO cady, NepeTBoOpuBLLM Ti Ha
NpoCTip Al | npoTecTy Ha Tpu micaui. Kpim Toro, pyx «Occupy» 3aknnkas My3eit amepuKaHCbKOro
mucTeuTBa BiTHI nepepBatu bieHane, KpPUTUKYOYM i 33 Te, WO BOHA MPUHOCUTbL KOPMUCTb
KONeKLioOHepam, KypaTopam i Kopnopauiam 3a paxyHOK MpauiBHUKIB chdepu mucTeuTBa
(Kompatsiaris 2017, p. 61). Ui gocnigrkeHHa Ha Tai rnob6anbHOT GiHAHCOBOT KPM3K Ta 3POCTAHHSA pPyXy
«Occupy» abo «dOCCUPY», nponoHyoTb NiH3Y, 3aBAAKM AKiN YMTay MOKe No6aYnTM CKNaAHI WAAXM
B32EMOAi MiXK MUCTELLTBOM, aKTMBI3MOM Ta iIHCTUTYLiITHOI KPUTUKOLO.

Kputnka bepniHcbKkoi bGieHane 3ocepeprKyBanaca Ha NOANITUYHIA edeKTUBHOCTI bieHane,
0cob1BoO Woao ii B3aemogaii 3 pyxom «Occupy» (Kompatsiaris 2017, p. 90). N. Komnauiapic nigaae
CYMHIBY 34aTHicTb BieHane 3 ii pagMKanbHO NPOrpPamoto peanbHO BRIMHYTU Ha FINMBOKI cUCTEMHI
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npobsiemun. BUHMKAOTb MUTaHHA NPO BNNB EKOHOMIYHOT MOTYTHOCTI Ta iHCTUTYLIMHMX 3B'A3KIB Ha il
MUCTELbKI iHiLiaTUBM, WO BKA3y€e Ha NOTEHLiMHY 3a/1eXHICTb Bif, 30BHIiWHIX ¢dakTopis. (Kompatsiaris
2017, p. 92-94)

Kputnka AdiHcbKoro bieHane, y4acHUKM AKOI Hamaraamca cnifyBaTm AUCKYPCUBHIN mogeni,
Habyna iHWoro xapaktepy. TyT 3'ABUAMCA 3BUHYBAYEHHA Y CNPO6aX BUKOPUCTAHHA eHeprii aKTUBICTIB
ONA  CTBOPEeHHA 3axoay, ¢&iHaHCOBaHOro 30BHIWHIMM cunamu, Takmmm sk Deutsche Bank
(Kompatsiaris 2017, p. 66) KpuTnkm 3ocepeannuncs Ha Bnamei bieHane Ha obnaropoakyBaHHI
AeAKMX panoHiB AdiH Ta i B3aeEMOAIi 3 KOHKPETHUMU ranepeammn Ta iHCTUTYLIAMKW, @ TAaKOXK Ha
3MEHLLEHHi 3HauYyLLOoCTi paauKanbHOI NnoniTMyHoi Teopii (Kompatsiaris 2017, p. 139).

Komnauiapic BucyBae BMMOTM, WO A03BONAIOTL NEepeTBOPUTU BieHane Ha Wocb binblue, HixK
Habip ecTeTUYHUX eKCNOHaTIB, abu y3roaAnTM CBOI iAE0NO0rIYHI HAPaTUBK 3 PpeaNbHUMM MPAKTUKAMM.
BiH 06roBopto€ CMCTEMHI KPU3K Ta «pO3apaTyBaHHAY, AKI NOPOAKYIOTb BieHane, cTBepAKyO4M NPO
HeobXigHICTb apganTauii Ta NIATPMMKWA NEriTUMHOCTI B MIHAMBOMY COLIANbHO-MONITUYHOMY
nangwadTi.

Omxke, «[loniTMka b6ieHane cy4yacHOro MWCTeuUTBa: NPEeACTABNEHHA KPUTUKM, Teopii Ta
mucteuTsa» MaHoca Komnauiapica NponoHye KOMMNJIEKCHE Ta KPUTUYHE JOCNIAXKEHHA poni bieHane
Yy CBiTi cydacHoro mucteuTsa. Jocnigxytoun iXHiM nepexig Ao NOAITUYHOI yYacTi Ta Hanpyry, AKy ue
CTBOPIOE B MUCTELbKIN cdepi, KHUra aae uUiHHY iHdopmalito Npo Te, AK bieHane cTae apeHow Ans
B3aEMOAIi MMCTeLTBa, NONITUKM Ta CyCcninbcTBa. TOM CNEKTP NOrAAAIB Ta ANCKYCilA, AKI NpeacTaBAAE
aBTOP B KHW3i, pobUTb MOro MOMITHUM AOCAIANKEHHAM ANA AUCKycii npo bieHane Ta cucTemy
CY4YaCHOro mucreuTBsa.
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AuHamika i dianekmuka: po3kpummsa noaimuku bieHane cy4yacHo20 mucmeymea
(Kompatsiaris, P., 2017, The Politics of Contemporary Art Biennials: Spectacles of Critique,
Theory and Art. New York: Routledge)

Cebepa bieHane cy4acHozo mucmeumea € micuyem, 0e ecmemuyHe BUPAXHEeHHA ma
nonimu4Huli OUCKYpPC MNOEGHYEMbLCA 3 COUianbHOK aHeaxcosaHicmio. [NaHoc Komnauiapic y
«lMonimuyi 6ieHane cy4yacHo20 mucmeymea» PO3KPUBAE OUHAMIKY MacwmabHuUx mucmeybKux
8UCMABOK. Bukopucmosytouu pi3Hi meopii asmop po3no4yuHae 00cni0HeHHs, 38epmarovucs 00 7-i
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SURVEYS AND REVIEWS

EepniHcokoi ma 3-oi AgpiHcbKoi bieHane. [1id yac aHanizy Komnauyiapic demoHcmpye nepexio bieHane
8i0 npocmux B8UCMABOK B8i3yanbHO20 Mucmeumea 00 MnAaM@opM, WO CrpPUAIOMb 3HAYHUM
couianbHo-noaiMmuYyHUM dianozam. Aemop nponoHye Modenb «OUCKYpCcusHoi bieHane»,
OKpecntoo4u it OUHAMIKy po3sumky ceped binbWux CycrisibHO-MOAIMUYHUX pyXie i i y3200H#(eHHA 3
Uinamu Ho8020 iIHCMUMYyYioHaMi3My, CrPAMOBAHO20 HO 0eMOoKpPamu3ayito nybaiyHuUx mucmeybKux
npocmopis. Y peyeHsii mu poszenadaemo apeymeHmauito Komnayiapica, AKa opmynioe
«HEOOHO3HAYHY MoAIMUKy», npumamaHHy bieHane, i 020 3aKAUK 00 2nubwoi e3aemodii 3
micyesumu KOHmMeKkcmamu 0418 nocusneHHsa ambiuyili akmusicmis, eaacmusux yum rnodiam. KHuaa,
nonpu OpibHi pedazysasnbHi HeGOMIKU, MAE 8axcausuli mekcm, 0e MPONOHYIOMbCA apa2ymeHmu,
meopemuy4Ha 6a3a i memamuyHi 00CAIOHEHHA, W0 8HOCAMb cymmesuli 8HeCOK 8 062080peHHSA
B8UCMABOK CYYOdCHO20 MUCMeymea i ix 830EM038'430K 3 COUIANbHO-MOAIMUYHUMU HApPamMueamu.
Lleli 027150 noeOHy€e BUOKPEMAEHHSA KAOYOBUX Me3 KHU2U 3 OYMKAMU 3 Pi3HUX Oxcepes i CrisibHow
peueHsiliHoro cmammero, wob 3a6e3neyumu MoHKe PO3YyMIHHA iHMeneKkmyasnbHUX mepumopid,
AKUMU opieHmysasca Komnauiapic y ceoemy 0ocnidxceHHi bieHane cy4yacHo2o mucmeymaa.

Knarouvoesi cnoea: bicHasne cy4acHo20 mucmeymea, OUCKypcusHa mooesns bieHane, cycninbHo-
nonimuYHa aH2a#08aHICMb, MUCMEUbKULT aKmMuUsi3m.
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«IDEOLOGY AT ITS PUREST»: YU MOOEPHI3M?
(Akinsha, K., Denysova, K., Kashuba-Volvach, O. (eds.), 2022, In the Eye of the Storm: Modernism
in Ukraine, 1900-1930s. London: Thames & Hudson Ltd.)

Dapia JemueHKo

«ldeology at Its Purest»: Whose modernism?
(Akinsha, K., Denysova, K., Kashuba-Volvach, O. (eds.), 2022, In the Eye of the Storm: Modernism
in Ukraine, 1900-1930s. London: Thames & Hudson Ltd.)

Dariia Demchenko

In this review, | aim to analyse the catalogue «In the Eye of the Storm: Modernism in Ukraine,
1900-1930s». The project bearing the same name, for which the catalogue was prepared,
commenced in the autumn of 2022 at the Thyssen-Bornemisza Museum (Madrid), essentially
becoming the first extensive exhibition dedicated to the work of modernist artists in the territory of
contemporary Ukraine since 2007. Modernism is an international phenomenon characterised by
various movements and ideas, that incorporate local elements into art. However, post-Soviet states
instrumentalised knowledge of modernism, seeking to recreate a «tradition» disrupted by the Soviet
regime. This involves juxtaposing the modernist movement with socialist realism. The authors of the
reviewed publication also adopted this approach: to construct a «national» past, they resorted to
the cultural nationalisation of modernism. This is achieved, in part, by using terms such as «Ukrainian
modernism/avant-garde», blending ideological traditions of modernity and modernism, and so on.
In my text, | aim to clarify these processes and demonstrate the inappropriateness of defining the
national identity of artists who worked in the territory of contemporary Ukraine from the 1900s to
the 1930s, as well as the appropriation of modernism by one country or another.

Key words: modernism, nationalism, national identity, ideology and art, national style,
tradition, Central and Eastern Europe, heritage, Ukraine.

Ha BiamiHy Big, 3axigHO€EBpPONENCbKOro, HauioHaniam KpaiH UeHTpanbHo-CxigHoi €Bponu
chopMyBaBCA 40 YTBOPEHHA HalioHaNbHUX AeprKaB (Rampley 2012, p. 10). OaHaK i3 noBaseHHAM
KOMYHICTUYHUX PEXMMIB Ta HAaCTaHHAM MOCTHINONAPHOCTI CYCMiNIbHUI 3aNUT Ha KOHCTPYHOBAHHA
HaLiOHaNbHUX i4EHTUYHOCTEN Yy NpoLeci po3byaoBuM HaLin HabyBae HOBMX GOpPM Ta BUpPaXKeHb. Kpim
LbOro, Ha NOCTPAAAHCbKOMY NPOCTOPI BiAOYBAETHCA 3MiHA TEIEONOTIN — PaAAHCbKO-MapPKCUCTCbKA
NiAMIHAETbCA HauioHanicTuyHoto (KacbaHoB, Tonouyko 2012, c. 9). CnoBom, nepea HauioHaIbHUMMU
AeprkaBamu, yTBopeHMMU nicna posnagy CPCP, nocTae 3aBAaHHA NepPeTBOPUTM CBOE KOMYHICTUYHE
MMWHYNEe Ha HauioHanbHe, Ta MOEAHATM MOro i3 Cy4YacHICTIO, YCYHYBLUM «pPO3pUBU» B icTOpii.

Cnpobu nNpocyHyTM  «BAACHY»  Ky/NbTYPHY iAEHTUYHICTb, 00’€AHATM  «PIi3HICTb»
LUTYYHOCTBOPEHOO TFOMOFEHHICTIO TUM 4YM TUM Ccnocobom 3aKOHOMIpPHO BigobparkatoTbca i B
ictopiorpadii ictopii mucteuts. 30Kpema, HeBiAAI/IbHOK YACTUHOK HALIOHANICTUYHUX PYXIiB i
TBOPEHHS HaLiOHaNbHOI Aep)KaBM € «BUHANAEHHA Tpagumuii», AK ue o3HauymB Epuk [obcbaym.
BaKNMBOIO YAaCTUHOM KyNAbTYPHOI NONITUKN TaKUX AeprKaB € OpMyBaHHA Nam’ATi MPO KyAbTypHUN
CnagokK, Moro HauioHanisauia BpewTi-pewT. HasBaHi npouecr matoTb i4eonoriyHy MeTy Ta NparHyTb
BCTAHOBWUTW JIOTIYHMI 3B’A30K Cy4aCHOCTI 3 MUHY/IMM, CTBOPUTU BParKEHHA HEPO3PUBHOI MOCTYNOBOI
Tpaguuii Ta HacnigyBaHHA (FTobcbaym 2005, c. 13). OaHMM i3 NPUKNAAIB LbOro € «HalioHani3auina
MOAEPHI3MY», KOMN 4epe3 «TPaHCHALiOHaNbHI BUCTAaBKU MpParHyTb BU3HAYUTU HaLiOHANbHWI
enemeHT» y mucteursi (Piotrowski 2016, p. 215).
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30Kpema, 3'ABNAOTLCA BUCTABKOBI MPOEKTU, NPUCBAYEHI aBaHrapAy N0NbCbKOMY, YrOPCbKOMY,
4exoCN0BaLLbKOMY, POCIICbKOMY TOLLLO, ane TAaKOXK | YKpaiHCbKOMY. YnepLue 3aCTOCOBaHUI AHAPEEM
Hakosum y 1973 poui Ha BucTaBLi «Mpis TaTniHa» («Tatlin’s Dream») (Knumenko, Mapkage 2019,
C. 46) TepMiH «yYKpaiHCbKWUI aBaHrap4» akTUBHO 3ragytoTb i HaZAa i B Ha3BaxX 3aKOPAOHHUX BUCTABOK,
NPUCBAYEHMX aBaHrapAy i MogepHi3My Ha TepuTopii YKpaiHW, HanpuKknag y 3arpebi (1990-1991) um
KaHnagi (2002). MoxKHa cTBepasKyBaTW, WO LIHOW MNOSBM aBaHrapAy Ha 3axogi ctana Koro
HauioHanisayia (Piotrowski 2016, p. 217). MpeAcTaBHMKM HaUiOHaAbHUX icTopiorpadii
IHCTPYMEHTaNI30BYOTb MOAEPHI3M, TaK LLO BiH CTAa€ OAHUM i3 3HAPAAb NeriTumaLii HOBOCTBOPEHUX
Hauin. Xoya aBTOpPM pPELLEH30BAaHOrO BMAAHHA HamaralTbCA LEe MNPUXOBaTU, A Mal Ha MeTi
BUCBITANUTN, AKMM YMHOM, 332 AOMNOMOrOK KYyNbTYPHOI HaLlioHani3auii MOAEepPHICTCbKOro MUCTELTBA,
BOHM BCE X TaKM CNiAYIOTb HaLLiOHANICTUYHIN Teneonorii.

KaTanor «B eniyeHTpi bypi: MoaepHiam B YKpaiHi, 1900-1930 pp.» («In the Eye of the Storm:
Modernism in Ukraine, 1900-1930s») € Ba*K/IMBOK 4YaCTUHOK OAHOMMEHHOI BUCTaBKM, XOua,
6e3ymMOBHO, BUKOHYE PYHKLitO Bifblue, HiXK AOMNOBHIOBaNbHY. BnacHe, BUCTaBKa i po3noyanacs 3
KaTanory, KoTpuin 6yB HagpyKoBaHUM OBpUTaHCbKMM BuAasHMUTBOM «Thames & Hudson» go ii
BiaKpuTTA B Magpuai. Y AKOMYCb CEHCi BiH CNyrye onopor AnA BWUCTaBKKU, EKCNO3ULID AKOI
3MiHIOIOTb, agxe y byab-aKil ii Bapiauii KaTanor micTuTb penpogyKLii BCix pobiT, 30Kpema 1 ThX, LWo
He eKCNOHYBa/INCA B paMKax NMPOEKTY. HanpuKknag, BiH BUCBIT/IIOE TBOPYICTb MUCTKMHb-H60MYYKICTOK,
a TAKOXX [0BOJIi MaNoBIgOMUX XyO0XKHMKIB, AK-0T Capy LLUop. Pegaktopamn BnagaHHA € KOCTAHTUH
AKiHwa, Kata deHuncosa Ta OneHa Kawy6a-Bonbsau.

Moain TEKCTIB y KaTanosi € AOBOAI AMBHMM Yepe3 CBOK HEMPOMNOPLIMHICTb. AKLLO BMCTaBKa
dOKYCYETbCA NMWe Ha ABOX KYAbTypHMX LeHTpax — KMeBi Ta XapKoBi, — TO y BUOAHHI OKpeMUMm
po3ginom igetbca npo i Opecy, 30Kpema — TOBAPUCTBO He3aNEXHUX XyOOXKHMKIB B Ogeci Ta
BceyKpaiHcbKe POTOKIHOYNPaBAiHHA. Y TOM e Yac aBTOpW He NpuaiAnaun ysaru aHi J/1IbBoBy, aHi
XepcoHy. OKpemo BapTo CKasaTu i Npo nobixHi 3ragku npo «dyTypuctnyHniny Kpum (Cesactononb,
Kepu, Ainta, Cimdbepononb). Ha npeseHTaujii BUCTaBKM Ta KaTanory B YKPaAiHCbKOMY iHCTUTYTI B
JNoHpoHi leHncoBa BU3HAE NPOraJiMHK B A0CNIAXKEHHI Ta BUNpaBAoBye ix bpakom yacy (Denysova
2023). | Bce-Taku noAibHMi BUBIPKOBMIA NOAIN TEKCTOBOT YaCTUHU HA XYAOXHi LLEHTPU CMPUYMHAE
30KpeMa NMUTaHHA: HACKiNIbKM aAeKBATHO € Ha3Ba BCbOro NPOEKTY — «MogaepHiam B YKpaiHi»?

MponoHyto 30cepeamnTnca Ha TOMy, AKUM YNHOM Y BUAAHHI MOZEPHI3M Ha TepuTopii YKpaiHu
NepeTBOPIOOTL Ha IHCTPYMEHT 3agnA noJerweHHA camoigeHTudikauii yKpaiHCbKoi Hauii Ta
NiATPUMaHHA KyAbTypHOI Tarnocti. Ynpogosx 2006—2007 pp. y Ynkaro Ta Huto-Mopky Bigbynacs
BUcTaBka «lMepexpecta: MoaepHiam B YKpaiHi, 1910-1930» («Crossroads: Modernism in Ukraine,
1910-1930»), iHiuiaTopamn AKOI cTanuM MucTeuTBo3Haselb AmuTpo MopbayvyoB Ta KoNeKLUjioHep
Hikita JTobaHoB-PocTtoBCcbKMil. OCOB/IMBO LiKaBUM € Te, L0 KaTanor 40 Hel Ma€ Ha3By «YKPaiHCbKNi
mopaepHiam 1900-1930» (Bowlt, Melnik, Guroff et al. 2006), o He 3a/ULWLIMIOCS HENOMIYEHUM Ta
CNPUYUHUAIO KPUTUKY HA NaAHeNbHin AWUCKYCii  «YKPAiHCbKMA  MOAEpPHI3M:  igeHTUYHICTD,
HaUioHaNbHICTb, ToAi i Tenep» y YMKa3bKOMY KyAbTypHOMY LLEeHTpi (Snodgrass 2007).

Buctaska «B eniueHTpi 6ypi: MmogepHiam B YKpaiHi, 1900—-1930 pp.», AKy BiAKpPUAK y inctonag,
2022 poKy, € nepLoto maclTabHOo 3aKOPA0HHO BMcTaBKow 3 2007 poKy, LLLO TAKOXK NPUCBAYEHA
moaepHictam. | 3 1i KaTanorom Tpanunacsa CxoXKa cuTyauifa. Ha Bxe 3ragyBaHin npeseHTauji y
NoHpoHi (Denysova 2023), Ha cMmno3iymi Ha 4YecTb BiaKpUTTA BucTaBkn B Magpuai (Akinsha,
Denysova, Kashuba-Volvach, Drobot & Honcharuk 2022), B iHTeps’to «['ymaHiTapHOMY KOopuaopy»
(«FymanuTapHbIi Kopugop») (Tonctol, NMomepaHues 2022) aBTOpM 3aMeBHAOTb, WO BiAKMAAOTb
HaUiOHaNi3aLil0 MWUTLiB, YCBIAOMIKOOYM YCHO CKAAAHICTb BM3HAYEHHS iXHbOI HaLioOHa/IbHOI
iA€HTMYHOCTI M NparHyTb CPOKyCyBaTU CBOE AOCNIAKEHHA Came Ha B3aEMOBM/INBAX XYA0KHUKIB Ta
iXHIX BHECKAX Y KY/NbTypHE XUTTA YKpaiHuW. Y 38’A3KY 3 UMM, aBTOPU HEO4HOPA30BO 3BEPTAANCA A0
noctaTi Kasummnpa Manesunya. 3okpema, B iHTepB'to Tonctomy AKiHWa roBopuTb, Wwo «Manesmy
nobinbLue i pociicbKoro, i yKpaiHCbKOro, i N0NbCbKOro mucteutsa» (Toncton, MomepaHues 2022). Y
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CaMOMY K KaTano3i MUTeLb HA3MBAETbCA KETHIYHUM NONAKOM, HapoaxkeHum y Kuesi» (Akinsha,
Denysova & Kashuba-Volvach 2022, p. 12). binbwe TOro, Ha camomy no4yaTKy iHTepB’t0
«l'ymaHiTapHOMY Kopuaopy» AKiHWwa 3a3Havae: «KoHUenuia Uiei BUCTaBKM 3B0AUTLCA 40 TOro, abum
3p06bUTK OrNAL0BY BUCTABKY... NPO MOAEPHI3M, HE YKPAiHCbKMIM, @ NMPO MOAEpPHi3M B YKpaiHi»
(Toncton, NomepaHues 2022). OaHaK, NoNpu BULLEBKA3aHe, y BCTyNi AKiHLWM 0 KaTanory nepue
pPEYEHHSs 3BYYMTb He iHaKwWe saK: «lLle BMAaHHs npucBAYEeHe ApamaTuuHil icTopil yKpaiHcbKoro
MOZEPHI3My», @ B KiHLUi ab3auy MM [i3HAEMOCA, WO KaTanor MNPUCBAYEHWUIN «YKPATHCbKMUM
MOZEPHICTaM, AKi aKTMBHO Bpanm y4acTb Y HALiOTBOPEHHI».

Mo-nepue, «yKPaiHCbKi MOAEPHICTU» — Lie YABHA CNi/IbHICTb, AKA HEYHUKHO NOKpMBaE coboto
BCiX Xy40HWKIB Y KaTas03i, 30Kpema MUTL,iB-eMirpaHTiB, YaeHis KynbTyp-Jlirn Tow,0, a TAKOXK TaKUX
noctaten Ak OnekcaHapa EKcTep, HanpuKAaa, Ha KOCMOMNOANITU3MI KOTPOi 0CO6/IMBO HAroOWYHOTbL
asTopu (Akinsha, Denysova & Kashuba-Volvach 2022, p. 18). Takum YMHOM, Lie CNPUAE 3MilLYBaAHHIO
BCbOrO Y KONEKTMBHIM nam’saTi npo cnagok (Rampley 2012, p. 9). Mo-apyre, yepes TEKCT MU BPELUTI
6auMmo, wo AkiHWA 3anepedyye cam cebe, pPO3MOYMHAKYM | 3aKiHYyO4M HNOro cnosamum
«YKPAIHCbKMI MOAEPHI3M», XO4 B iHTepB't0 Leit TepMiH BiH Bigkngas. Came Le 3aZa€ TOH yCbOMY
BUOAHHIO: BiAOYBAETbCA CNPOLLEHHA Ta NPUBATM3aLifA iIHTEPHALiOHaNbHOrO, Moro midonorisauisa.

Oppasy BapTO 3a3HAYMTKM LiNi KaTanory. ABTOpM iX BM3HAYalOTb TaK: NPOAEMOHCTPYBaTH

€BPONENCbKOMY rnaaady «CKNagHy iCTOPito YKPaAiHCbKOro MoAEpPHI3MY, K CYyTTEBY, a/ie ManoBiAoOMY
YacTUHy eBponencbKoi KynbTypu» (Akinsha, Denysova & Kashuba-Volvach 2022, p. 14) Ta «KUHYTK
BMKAWK PYCOLLEHTPUYHIN iHTepnpeTayii icTopii mncTeuTB nocTpagaHcbkoro npoctopy» (Akinsha,
Denysova & Kashuba-Volvach 2022, p. 8). Y BcTyni AKiHLWIa KOPOTKO OKPECAIE A0CNIAKYBaHUN
icTopuuHuii  nepiog: 1920-i poKM ONUCYIOTbCA SK KCMNPABMKHE BigPOAMKEHHA YKpPAiHCbKOro
MUCTeLTBa, NiTepaTypn, TeaTpy i KiHO», MOAITUKA YKpaiHi3aujii «cnpuana aKTMBHOMY PO3BUTKY
HauioHaNnbHOI KynbTypu», ypewTi KWiB NOCTae AK MICTO-NPUXUCTOK ANA 3aKNEMMOBAHUX AK
«popmanictiB» xyaoxkHukiB, Manesuya i TatniHa (Akinsha, Denysova & Kashuba-Volvach 2022, p.
10). OgHaK ua «3o0n0Ta roanHa» obpuBaeTbea 'y 1930-x pp., i «BiAPOAKEHHSA» CTAE «PO3CTPINAHUMY.
BianoBigHO HacCTae Ta cama NporaanHa, AKY HaALiOHa/bHA iCTOPIA HAMAraeTbCA BUPIWMKTK i3
BiZAHOBNIEHHAM He3a/eXKHOCTi YKpaiHW, KON 30Kpema BiaOYyBaETbCA «NePEBIAKPUTTA YKPAiHCbKOro
mogepHiamy» (Akinsha, Denysova & Kashuba-Volvach 2022, p. 12). HaTomicTb LiKaBUM € i Te, AKUM
came YMHOM AKiHLIA «NOEAHYE Yacu».

3aanA yTBEpAXKEeHHA HOBMX TPaAMLIlA AOBOJIi YacTO BUKOPUCTOBYHOTLCA CTapi. Hepiako abwu
BUPILLMTM HaLiOHa/bHE MUTAHHA 3BEpPTalTbCA A0 BeAnYHoro (abo K BUrafaHoO-BEJINYHOIO)
MMHYJIOrO UM HapoaHoi TBopyocTh (Ffobcbaym 2005, c. 18). Tpaauuii abo HaknaaaTbCA oAHa Ha
OAHY, ab0o K NoB’A3YIOTbCA B3aEMOMIMBAMM Ta HacTynHocTAMKM. Came ue mu i 6aunmmo y BCTyni
KaTanory. AKiHLA 3rafye PeTPOCNEeKTUBHICTb MOAEPHY, 3BEPHEHHS MUTLIB (NepenoBcim Muxaina
Myka i 6paTtiB KpnueBCbKMX) A0 «yKPAiHCbKOro HapogHOro mucteuTrsa» abo X, Hanpuknag,
Tpagmuin «yKpaiHcbKoro 6apoko» (Akinsha, Denysova & Kashuba-Volvach 2022 p. 13). BiH nuwe,
O Came «MNPMUCTPACTb A0 HAapOAHOro MMUCTEUTBA i OPHAMEHTY CTana HEeBiALiINbHOK YaCTUHOM
«YKpaiHCbKOCTI» B mogepHi3mi KpaiHu» (Akinsha, Denysova & Kashuba-Volvach 2022, p. 13). Uieto
X «YKPAIHCbKICTIO» BiH HAaA4iNA€ MOAEPHICTIB, KOTPI, 3@ MOro CN0OBaMM, «BiAYYBa/M, LLLO YCNAAKYBaM
Bi/l CBOIX nonepeaHWKiB 3aBAaHHA PO3p0bUTU HaLioHaNbHY BisyanbHy moBy» (Akinsha, Denysova &
Kashuba-Volvach 2022, p. 13). Came ue ¥ CTano CYTTEBOI Pi3HULEID Y BUKOPUCTaHHI HAapOAHMX
€/1eMEHTIB Y TBOPYOCTI «POCIMCbKUX» Ta KYKPATHCBbKUX» MUTLLIB, aZKe APYri, HA BigMIHY Big nepLumx,
pobunu ue «6e3 ipoHii un ctpaterii» (Akinsha, Denysova & Kashuba-Volvach 2022, p. 13). Ak mu
6aunMmo, y UubOMy BMMAAKY aABTOP BWM3HAYA€E O06IrpyBaHHA MUTUAMWM HAPOLHOrO MUCTELTBA,
HaAWXaHHA NMCAaHKaMM, HAPOAHUM TEKCTUAEM, HAIBOM TOLLLO AK HALLIOHA/IbHU eNeMEHT Ta BaXKNUBI
CKNapoBi «yKpaiHcbKocTi» (Akinsha, Denysova & Kashuba-Volvach 2022, p. 13). MNpote
BUKOPUCTAHHS MUTUEM Yy CBOI poboTi enemeHTiB GONbKNOPY He Aa€ npaBa BU3HAYUTU MOro
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HaLiOHANbHY iAEHTUYHICTb i, TMM binblle, LbOrO HEeAOCTaTHbO, abu rOBOPUTU, LLO XYAOMKHWUK
NpeacTaBAAE HAUiOHANbHWUIA CTUAb.

BinbWicTb MUTLIB NparHyanM Po3BUTKY 3arajibHOrO XyAOXHbOro NpoLecy B MicCli, Ae BOHMU
KWW Ta NPaLIOBaAN, a 3aCTOCYBAHHA HAPOAHOro efleMeHTy (KOTpU BiANOBIAHO Mir ByTU iXHbOMO
npocTol byAeHHICTI0) y cBOIX poboTax MoxKe ByTU cnpuuymMHeHe 6aKaHHAM [04aTU KOMopPUTY,
XapaKTepy; Noro No€aHaHHA 3 iHTEPHALiOHANbHUMM TEHAEHLUIAMWN € XYAOXKHIM MOLIYKOM, OA4HaK
30BCiM He 060B’A3KOBO B iM’A Hauji. AaXKe ypewTi-pewT, Tpeba nam’ATatu, Wo A8 MOAEPHICTIB €
XapaKTepHUM 3BepTaHHA A0 TPaAULI «MPUMITUBHOrO» Ta CXiAHOro MUCTELTBA, OAHAK He CTi/IbKN B
MoLIyKaxX CBOEI iAEHTUYHOCTI, HaLioOHaNbHOI, peniriMHOl TOLWOo, CKiINbKM B MOLIyKax HOBUX dopm,
TEKCTYpP, CBOEPIAHOrO aHTYPAXKY Ta EK30TMKN. [TOEAHAHHA NOKANbHUX Ta IHO3EMHUNX €1IEMEHTIB Maau
Ha MeTi «aenpoBiHLUianizauito» mucteuTsa imnepii. He meHLW BaXK/IMBUM TaKOX € 1 Te, WO MUTL, Y
CBOiM 6inbWOCTI He byaAn NpPUKpiINAeHi 4O 0AHOro micusa, i, BUMYLLEHO YK BiIbHO, BOHU A01y4anCs
TBOPYOCTI.

Y cTaTTi «MoyaToK. MepLwi aBaHrapAHi BUcTaBkM B YKpaiHi» («The Beginning. The First Avant-
Garde Exhibitions in Ukraine») Kawy6a-BonbBay okpecntoe ABa ronoBHi paKkTopu, Lo CTUMYIOBAIU
PO3BUTOK XYAOXHbLOTO XWUTTA Ha TepuTopii YKpaiHU: MOLWYK CBOEI HALiOHANbHOI iAE€HTUYHOCTI
YKPaAiHCbKMM HapoAom Ta po3pobsieHHA «yKpPaiHCbKOro cTuUAto». ABTOPKa 3a3Hayae, Wo came ue
BM3HA4YaN0 HaNPAMOK XyA0KHbOIo PO3BUTKY Ta OXOMJIOBAIO Maie BCix (sic!) mutuis Ha Teputopii
KpaiHu Big, noyaTtky XX cT. o cepeamHmn 1920-x pp. (Akinsha, Denysova & Kashuba-Volvach 2022, p.
24). YTim BapTO Big3HauYMTK, WO Y BKa3aHWI nepioa npautoBanun He nuwwe Feopriin HapobyT un Bacunb
KpuyeBCbKMI, HanpuKknag, YME MUCTELTBO A0BO/I YAaCTO BM3HAYAETbCA AK HaliOHa/sbHe, agxKe
330X04YE aKLUEHTYyaLilo nonepegHix XyAOXKHIX Tpaanuuii, 6apoKoBUX UM Bi3aHTIMCbKUX. OueBUAHO,
O aBTOPKA HaMara€eTbCA NEPEHEeCTU LEeN «HaAUiOHANbHWUIA» XapaKTep TBOPYOCTI XYAOXKHMUKIB
MOAEPHY Ha MOAEPHICTIB TeX, Npu TOMy, WO Le € abCcontoTHO HecnpaseANMBUM A0 binbwocTi
MUTL,iB, 3ragaHunX y KaTanosi.

Yci cnpouweHHA Ta nofibHi HamaraHHA 3HaWTKM OyAb-AKY i4e0N0riYHYy FOMOreHHICTb Y
MoaepHiami abo K BMBECTM 3 HbOIMO AKY-HebyAb VYHITapHy Tpaauuilo CcAayryloTb auule
obmeKyBanbHMMKU pamKamu ana ictopiorpadii pyxy i, B AaHOMy BMMNaAKy, MOTUBYIOTbCA
HauioHanismom. MoZiepHi3m — Le i € MOCTIMHWUIM PyX | NOLWYK CTWUJIIO, KOTPU He carae KiHuAa (Howe
1968, p. 13). MoaepHi3M MOXKHa TaKoX Ha3BaTW i CUHOHIMOM iHTepHauioHaniamy (Alvarez, 1968, p.
10). Mpwn ubomy, HauUiOHaNi3M Ta iHTEpPHaLUioHaNiI3M (a MOMKANBO, i KOCMOMOJIITU3M) He CTiNIbKK
3Haxo4MAncA B KOHOANIKTI MixK cob0t0, CKiNbKM B3aEMOAONOBHIOBAAM OAUH OAHOrO. A Nnpuknagy
BisbMy PyTypucTMuHy «lineto», wo 3apoaunaca B HopHaHui, y 1910-x pokax. [o ii cknagy sxogmam
Nasng Bypniok, Benemip XnebHikos, BeHepikt Niswunup, Bnagimip Maskoscbkuin Ta iHwi. Ix
Haauxanu, 3a BuMpasom JliBlWIKMLA, «3aNUTI CAINyYMM CBITIOM MPAICTOPIi aTaBiCTUYHI NAaacTuy,
niaTpumysaHi Cxogom, a HauioHanism 6yB MpucyTHil, npoTe «byB 3arHaHUM B cami rAMBUHUY
(MnBmy, 1989, c. 373, 479). AHani3yo4um 38'A30K HALLIOHANBLHOIO Ta KOCMOMOJIITUYHOIO Y TBOPYOCTI
byTypucTiB, AoCNiAHMK Xapwa Pam Hanonsrae Ha «€eBPasiCbKOMY MYNIbTUKYAbTYpPaniami» sk
FONIOBHIM pPyLWinHiN cuni TBOpYOCTi rinenuis (Ram 2013). BUKOPUCTOBYIOYM Pi3HI HaLiOHaNbHI
e/leMeHTHN, aKTyasli3ytoun iX, BOHN CNMPANMCA pagLlle Ha eTHIYHe PO3MAaITTA, aHiX Ha HaLioOHaNbHY
CaMOObYTHICTb. | }KOAHWX HaLiOHaNbHUX KOPAOHIB A5 HUX HE ICHYBA/10, HABNAKM BAYYHILLE rTOBOPUTH
npo iaei BceeaHoCTi, Wo 6ynn nputamaHHi yd4acHukam. OaHak lNnea — avwe oauH i3 NpUKNagis.
«Bce3anyyeHicTb» y LUIMPOKOMY CeHCi — OAHa 3 O3HaK MogepHismy. Moro pyxu € 3aHaaTo
pi3HOMaHITHMMK, abun 06’eAHYBATM iIX OAHOIO iAE0NOrIYHOIO iAeElD.

Katanor «B eniueHTpi bypi» nepenoBHeHU npoTupivdamu. MoxHa 3ragatv i Te, Wo y BCTyni
AKiHLIA CAYWHO 3ayBaXkye: TepMiH «yKPaAiHCbKMM aBaHrapa» € ABIMHMKOM aBaHrapay
«pocilicbKoro», BiANOBIAHO TaK CamMO € CMNPOLLEHHSAM Ta AOroAol PUHKY. O4HAK KOHCEHCYC MiX
aBTOPaMM BiACYTHIl, aaKe TepMiH BCe OA4HO 3’'IBASETbCA Y KaTanosi. Hanpuknaa, Kawy6ba-BonbBay
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HasuBae OnekcaHapa boromasoBa «HeBigOMMM reHiem yKpaiHcbKkoro asaHrapay» (Akinsha,
Denysova & Kashuba-Volvach 2022, p. 36). TeTaHa }mypko nuwe, wo Mapis CMHAKOBA «3ailMana
ocobnumBe Mmicue B yKkpaiHCcbKomy aBaHrapgi» (Akinsha, Denysova & Kashuba-Volvach 2022, p. 56).
MUTaHHA BUHMKAIOTb | A0 TpaHcAaiTepauii imeH 3 yKpaiHCbKOi MOBM, AKY aBTOpPWU KaTanory
3aCTOCOBYIOTb 40 MWTLIB, nonpu Te, Wo, Hanpuknag, OnekcaHap boromasos, Bacmnb Epmunnos,
Mapia CuHsikoBa Ta 6araTo iHWuX, NignnucyBann cBoi poboTn PoCiicbKMM cnocobom. 3BaxKatoum Ha
Te, WO YKPAiHCbKA GOHETUKA IXHIM iIMeHaM HenpuTamaHHa, B LLbOMY BUNAAKY TPaHCAiITepauia Tak
CaMO CAyrye OAHMM i3 MapKepiB HALiOHaNbHOI iAEHTUYHOCTI, a BignoBiAHO — i 3acobom
NpUBAACHEHHA MUTLLIB.

TakMM YMHOM, KaTanor «B eniueHTpi Bypi» Ma€e Ha MeTi He nLWe NPUBEPHEHHA yBarn €Esponu
4YM Ky/JbTypHE NPOTUCTOAHHA Yy BiWHI, WO Bege Pociiicbka ®Pepepauia npotn YKpaiHW. IMoBipHO,
MPOEKT TAaKOX MparHe Bi4HAUTX ONOpPY ANA CaMMX YKpaAiHLiB Yepe3 cniBCcTaBAeHHsA Yacis. [1o uboro
BiACMNAE | Ha3Ba NPOEKTY, i nepegmoBa ®PpaHyecku TicceH-bopHemiccn 3 nigbagpopansmum
3BEPHEHHAM A0 «YKpaiHW, KpaiHM iHHOBaTOpiB, NepLllonpoxiauis Ta BuHaxigHuKiB» (Akinsha,
Denysova & Kashuba-Volvach 2022, p. 9). OaHak ay»e 4acTto B MOAIOHUX CUTyauiaxX TOZiLIHA
peanbHiCTb CNPUMNMAETLCA TeNE0NO0TiYHO. Monpu BCi NpOTUPiYYA, € aBCONOTHO ACHUM Te, LLLO aBTOPU
BCE YK TaKM CTPYKTYPaNi3ytoTb iCTOPUYHUI HApPaTUB | 0OMEXYIOTb MOro HaLiOHaIbHUMM PpaMKaMK Ta
YMCTOIO iLEONOTIEID YKPATHCBKOro MOAEpPHI3MY.
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«ldeology at Its Purest»: Yuili modepHizm?
(Review on Akinsha, K., Denysova, K., Kashuba-Volvach, O. (eds.), 2022, In the Eye of the Storm:
Modernism in Ukraine, 1900-1930s. London: Thames & Hudson Ltd.)

Y yili pe3eryii a1 maro Ha memi NpoaHanizysamu kamasnoe «B eniyeHmpi 6ypi: ModepHi3m 8 YKpaiHi,
1900-1930 pp.» («In the Eye of the Storm: Modernism in Ukraine, 1900—1930s»). O0HolimeHHuli
npoekm, 00 AKoeo 8iH bys nidzomosneHuli po3novyas cg8oto pobomy ociHHO 2022 poKy y mysei
TicceHa-bopHemiccu i ¢pakmuyHo cmas nepwow 3 2007 poKy macwmabHOH BUCMABKOIO,
fpucea4YeHow meopyocmi moOlepHicmis HA mepumopii cy4acHoi YKpaiHu. ModepHiam — ue
iHmepHayioHanbHe AsuwWe, XapakmepHo ocobausicmio AKO20 € 8enuke posmaimma medili ma
i0eli ma 8UKOPUCMAHHA N0KANbHUX enemeHmis y mucmeymaei. [lonpu ye, KpaiHU NOcMpadAHCbKO20
npocmopy iHcmpymeHmanizao8yroms 3HAHHA NPO MOOEPHI3M, MpazHy4Yu 8idmeopumu «mpaduyiroy,
006ip8aHy pPAOAHCLKUM PEHCUMOM. Y mMOMYy 4ucai, MOOepHIiCMCbKUl pyx npomucmasnaoms
couianicmu4yHomy peaniamy. Leli nioxio nepelimaromes i a8mopu peyeH308aH020 8UOAHHA: 3a0A
KOHCMPYIOBAHHA «HAUIOHAAbHO20» MUHY1020, B0OHU 80AOMbCA 00 KysnbMmypHOI HayioHanidayii
MoOepHi3my. 30Kkpema, ye 00CcA2aEMbCA 3a O0MOMO20H B8UKOPUCMAHHA MepMiHie «yKpaiHCbKul
MoOepHi3m/asaHaap0», 3mMiuly8aHHA i0eono2ivyHux mpaduyili ModepHy ma modepHiamy mowo. Y
CBOEMY meKcmi A npaeHy 0emassHiwe sucsimaumu yi npoyecu ma 0osecmu HeOOpeyHicmob
BU3HAYEHHA HAUIOHAAbHOI iDeHmu4YyHocmi mumuyis, wo 0ifau Ha mepumopii cy4acHoi YKpaiHu 6
nepiod 3 1900-x no 1930-i pp., @ MAKOMC — NPUB/IACHEHHSA MOOEPHI3MYy MIELD YU [HWOH KPAiHO.

Knrwovosi cnoea: modepHi3M, HAUIOHAMI3M, HAUioHaaAbHA i0eHmu4yHicms, ideonozias ma
mucmeymeo, HayioHanbHuli cmuns, mpaduuid, LlenmpaneHo-CxiOHa Espona, crnadokK, YKpaiHa.
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ETHOTPA®IYHA ®OTOrPA®GIA MOCUMNA KOPOMULLA (1824-1896)
FeHHaait Kaszakesunu
Ethnographic Photography by Jozef Kordysz (1824-1896)
Gennadii Kazakevych

The paper explores the personality and artistic endeavours of Jozef Kordysz, a professional
photographer of Polish-Ukrainian background who worked in Kamianets-Podilskyi and Kyiv during
the late nineteenth century. Kordysz is renowned for his photographic expeditions in Podolia and
Kyiv regions, as well as his trip to the zone of the Russo-Turkish war (1877-1878). Despite belonging
to the Polish nobility and having close ties to the nationally conscious Ukrainian intelligentsia in Kyiv,
Kordysz hardly identified himself with either Polish or Ukrainian national projects. His interest in
ethnographic photography appears to be purely commercial in nature. Unfortunately, the most
significant part of Kordysz’s photographic heritage is preserved in private collections and museums
in Russia and has never been properly published. Due to the Russian aggression against Ukraine, the
original materials are currently unavailable for Ukrainian scholars. Considering the exceptional value
of these photographs for the history of Ukraine, the editorial board has decided to publish those
photographs by Jozef Kordysz that are available on Russian Internet resources. The paper deals with
the «Ethnographic Album of Little Russia» (1875), which includes pictures of Ukrainian peasants that
Kordysz took during the 1860s in Kyiv region (the original album is preserved in the State Historical
Museum in Moscow).

Key words: history of Ukraine, history of photography, visual archives, nineteenth century,
ethnographic photography, Kyiv, Kamianets-Podilskyi, Podolia, Ukraine, Polish-Ukrainian relations,
nationalism, photographers.

Moctatb Mocuna ®omuua Kopauiua € BaXknnBoI B icTOPii paHHbOI YKpaiHCbKoi dpoTorpadii
Hacamnepez Yepes MOro A0BOJIi NOMITHY, fIK Ha CBilA Yac, TBOpYY cnagWwuHy. byayun npodecinHum
doTorpadpom, Kopanw cTBOPMB BESIMKY KiNbKIiCTb CTYAIMHMX nopTpeTie y Kam’aHui-Moginbcokomy Ta
Kuesi, ane chepa 1oro AisnbHOCTI oxonaroBana BUAOBY Ta eTHorpadiuHy poTorpadito, 30Kpema, Ha
Moginni Ta KuiBwmHKU. IHTepec Ao umnx ranysen ¢otorpadii cnpmas Moro 36AMKEHHIO 3 Aiadyamm
yKpaiHCbKOro HaLjioHanbHoro pyxy. Mocun Kopaumw 6ys ogHUM i3 nepLumnx yKpaiHcbKux potorpadis,
XTO 3/1iNCHMB 3 NPOPECiMHOI METOIO NOAOPOK Y 30HY 6olMoBuUX Ailh (abo NpMHANMHI AO0CUTb B6/1IN3bKO
A0 Hei) nig Yac pociicbKo-TypeubKoi BiMHM 1877-1878 pokiB. Y NonbCbKMX apxiBax 3bepernoca
nvctyBaHHA Kopauwa 3 Muxannom [perimom (1828-1911), 3HAHMM NObCbKO-YKPAiHCbKUM
doTorpadom Ta KonekuioHepoMm, binbliua YacTMHA KUTTA AKoro byna nos’aAsaHa 3 Kam'aHuem-
Moainbcbkum. Ui nuctn € piakicHumn, Ak gna npeacrtaBHUKIB Liei npodeciiiHoi rpynun, axepeno
0cob0BOro MOXOAMKEHHSA, WO PO3KPUBAE O0OCOBAMBOCTI XMUTTA Ta AisnbHocTi ¢oTorpada-
npodecioHana, AKMIN npaLtoBas B YKpaiHi y Apyriit nonoBuHi XIX ctoniTTa.

3a3HadeHi Buwe ¢akTM Ta ob6CTaBMHM chnpuann Tomy, WO Ao noctati Kopguwa 6yna
NPUBEPHEHA yBara HU3KM YKPAITHCbKMX Ta NONbCbKMX AOCNIAHUKIB. 30Kpema, cnig Big3HAYUTK npaui
Kniywa laxkteubKkoro (Garztecki 1972) ta Iparknuu Mayteubkoi (Plutecka 1987), aki onpautoBanu
nnctyBaHHA Kopauwa 3 Fpermom Ta onyb6nikyBanu 3HayHy Moro 4actuHy. KuiBcbKoro nepiogy
TBOpYOCTi Kopaunwa TopKanuca Onekcit CimseH-Crnuescbkuin (1928, c. 386-389), Muxainno Pnbakos
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(1997, c. 315-316), AnekcaHap *akosuu (Zakowycz 2010, s. 70). Lii npaui BMUCBITAIOOTL AeTani
biorpadii Kopgmwa, ane matoTb nepeBaKHO ornagoBuii abo KpaesHaBuMn xapaktep. Ha ixHbomy Thi
NMOMITHO BMPI3HAETbCA piBHEM aHanisy moHorpadia EBM MaHiKOBCbKOI, AKY LiKaBMia eTHorpadivHa
cnagwmHa uboro ¢otorpada (Manikowska 2019). Cnig 3a3HaunTM, WO NONPU YUMaNUin
OOCNIAHUUBKUIM iHTepec, NeBHi 0OCTaBMHWU XUTTA Ta AisnbHocTi Kopauwa aoci 3anMwaroTben
HEePO3KPUTUMK abo NOTPebyloTb YTOYHEHHA. BBeaeHHs A0 HaykoBOro obiry notpebye M cama
dpoTtorpadiuHa cnaawmHa Mocrna Kopauiua, AKa € LiHHUM Bi3yasbHUM AxKepesom 3 icTopii YKpaiHu
OCTaHHbOI YBepTi XIX cTONITTA.

Mpo paHHi poku xuTTa Mocmna Kopauiua Ta Moro waax y npodeciiiHy potorpadito iHbopmalis
NnpakTUYHO BiacyTHA. Bigomo, wo BiH noxoams 3 APiOHOI NOAINLCLKOI WAAXTU 1, CyAsUM 3 HOrO
JIMCTYBaHHA, YNPoAoBXK 6aratbox pokKiB OyB 3MyLLUEHMI BMTPAYaTM 3HAYHi YAacoBi Ta MaTepianbHi
pecypcu Ha NiaTBepAMKEHHA CBOEI NPUMHANEKHOCTI A0 LbOro ctaHy. Nos’asaHo ue 6yno 3 Tum, Wo
nicna npuayweHHA CiyHeBOro NoBcTaHHA 1863 poKy pocCiicbKa aAMiHCTpaLLiA NparHyaa yCKAaaHUTm
npeacTaBHMKAM NOAbCbKOI WAAXTU A0CTYN A0 ABopsHcTBa (Garztecki 1972, 281-284). Ak ¢poTorpad,
Kopaumw noyas npautoBatv y Kam’anui-MoginbcbkoMy, oaHak y 1868 poui, WyKaroum Kpawmx
MorKamnBocTen ana npodeciiHoi peanisauii, BiH nepeixaB Ao Kuesa. Y micTi, ske byno cronuueto
TpboXx rybepHiit MisgeHHo-3axigHoro Kpato, Kopauuw Biakpue doTtorpadiyHmii 3aknag cnovaTky Ha
Bonogmumupcbkin synuui (bya. Tamapu), a 3rogom y 6yauHky no Byn. Xpewatuk, 15. 3aknag y
Kam’aHui-Moginbcokomy Kopgumw y 1871 poui npogas Muxanny Ipenmy, 3 aKMmM 6yB y APYKHIX i
HaBiTb POAMHHMX CTOCYHKaX, agrKe AoHbKa [peiima Mopgecta byna xpeuweHuuero Kopauwa
(Zakowycz A. et al. 2010, s. 146.).

e oo ceoro nepeizay ao Kneesa Kopgmiw BMKOHaB cepito eTHorpadiyHux Tmunis Moginns, aki
6ynu npeseHToBaHi Ha Bcepocilicbkin eTHorpadiyHili BucTaBui y 1867 poui B Mocksi. Llel 3axig,
BiZirpas BaXKAMBY PONb Yy MPOCYBAaHHIi POCIMCbKOrO iMNepCcbKOro MPOEKTY Ta iger naHcnasismy,
Of4HaK NpeacTaBAeHHA B eKCno3uuii MmelwkKaHuiB Moginns maHidpecTyBano TaKoX OKPEMILLHICTb Ta
CaMOOYTHICTb came YKpaiHcbKoro HaceneHHs. Y Kuesi Kopguw 36aM3mBCcA 3 HayKoBUAMKU Ta
rpomaacbKMmm fAisyamm, Akux 06’eaHyBsas lNiBaeHHO-3axigHui Biaain Pociicbkoro reorpadiyHoro
TOBApPUCTBA i CaM YBIMWOB A0 CKAaady Ui€l opraHisauii. OyeBmaHo, came 6aM3bKiCTb A0 KOAa
YKPAiHCbKOI iHTenireHuii gossonmna Kopauwy OTPpUMYBATU 3aMOBJIEHHA Big, YHiBepcuTeTy CB.
Bonogmmmpa (Npo o noBigoMAATb NacnapTy MOro CBITAUH).

Ha pyb6exi 60-70-x pokis XIX cronitta liBaeHHO-3axigHWit Bigain 3aicHioBaB MaclwTabHi
icTopuKo-eTHorpadivHi gocnigKeHHsa YKpaiHM i Ha 3aMOB/IEHHA Lj€i ycTaHOBM Kopauw cTtBopumB
cepito 3 55 noptpetie Ta KaHpoBux cueH. Ui 3HiMKM y 1874 poui ekcnoHyBanuca Ha
Il ApxeonoriyHomy 3'i34i 1 yBiWwAM ao «ETHorpadiyHoro anbbomy Manopocii», wo noro y 1875
poLi AeMOHCTpyBaan Ha MixKHapogHoMy reorpadiyHomMy KoHrpeci y MapuKi. 3HIMKM MeLllKaHLiB
KuiBcbKoi rybepHii aBTopctBa Kopgumiwa nisHiwe 6yan BKAKOYEHI TaKoX A0 «Anbbomy KOCTOMIB
Pocii» (1878) (Manikowska 2019, p. 45-52). o4 1 KasaTu, WO ANA YKPAIHCbKOro HauioHa/sbHOro
NPOEKTY Bi3yasbHa penpe3eHTaLia Ha MiXXHAapPOAHOMY PiBHI Mana nepwopagHe 3HaUYeHHA.

EmcbKMit yka3 1876 poKy cnpuyunMHKUB nikeiaauito MiaeHHo-3axigHoro Bigainy v Ha geakuii yac
CTBOPUB CYTTEBI nepewkoan ans byab-aKkoi yKpaiHo3HaB4yoi gisnbHocTi. HeBAoB3i po3noyanaca
pOCilicbKO-TypeL,bKa BiltHa i Mocun Kopauiu BupyLumne 6amxye A0 micua noaii —y 6oarapcbke micto
Pyce, ae 3Haxoamsca odic pocincbKoro reHepanbHOro KoHcyna. Micna 3aBepweHHn BiMHKM Kopauuw
nosepHyeca A0 Kuesa, ge 1MOro cnienpauA 3 Aisdamm yKpaiHCbKOro pyxy npogosxwmnaca. 3
nnctyBaHHa Hpia LBITKIBCbKOro Ta BMMYyLIEHOro BMiIXaTW 3a KopaoH Mwuxaihna [paromaHoBa
Ai3HaeEmocA, Wo Ha 3amoBneHHA KuiBcbKoi rpomaan Kopanw cTBopmB AeKiflbKa AeCATKIB CBITNMH
KueBa, a TakoXK micT i micteyok Kuicbkoi Ta Moginbebkoi rybepHin. Ui dotorpadii rpomagisui
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Haacunanu Muxahiny [paromaHoBy, a TOWM MaB onybnikyBatM X UinicHUM anbbomom AanAa
penpeseHTauii YKpaiHu y 3axigHii EBponi (e 3aBAaHHSA, 04HaK, TaK HiIKONK i1 He Byno peanisoBaHe).
LIBIiTKIBCbKMIA Y CBOIX NMCTaxX CKap*KMBCA, Wo «Kopauw ayxe aobpa noguHa, ane rpaHUYHo NiHMBa
M HeaKypaTHa». ®oTorpad 3B0NiKaB i3 BUKOHAHHAM 3aMOB/EHDb Ta HepiAKo 3abyBaB nianucysaTm
CBOi cBiTANMHN. BoceHn 1879 poKy nnaHyBanocs, wo Kopauw 3a 3aBgaHHAM pomaan 34iCHUTL
nogopoXK Ana potorpadyBaHHA pPisHMX MicLLeBocTel YKpaiHu, 3 TUM, Wwo6 NoTiMm CKAAHI NNacTUHK 3
Moro HeraTMBamm rpoMagiBLi Hagicnanu [lparomaHoBy A1A CTBOPEHHSA KONiW i NOWMpPeHHs B EBponi
(ApxiB Muxanna JparomaHoBa, c. 234-236).

EBa MaHiKoBCbKa 3ayBaXKye, L0 Ha noyaTKy 1880-x pokis Mocnn Kopaumw pasom i3 Muxaiinom
lpelimom cnpasAi NnaHyBaaW CrinbHY NOAOPOXK 3 METOK CTBOPEHHA anbbomy «KpaeBUAIB i TMNIB
HaLoi KpaiHM». AKY came KpaiHy nnaHyBaau BisyanisyeBatu Kopauw i Mpeim? — cTaBUTb NUTAHHA
pocnigHuua. Ha ii aymky, Kopamw HaBpag yum acouitoBaB cebe 3 igeonorieto yKpaiHodinbCbKoro
PYXY, @ MOro «yKpaiHCbKi» CBIT/IMHM CTAaHOBATb €/1IEMEHT palle NoJIbCbKOro BidyasibHOro HapaTuBy
(Manikowska 2019, p. 49). BogHou4ac, BpaxoByl4M HaBeZeHy Bulie iHGOPMALiO 3 NUCTYBAHHA
[paromaHoBa i1 LIBiTKiBCbKOro, cTae 3po3yminum, wo Mocmna Kopauwwa (Tak camo sk i iMoro Konery
BonogmMmnpa BMCOUbKOro) cnig yHaneXHuUTU paglle A0 KoAa MOJIbCbKUX AiAdiB, AKi nparHyam
NOPO3YMIHHA Ta CMiBMpaui MNOAbCbKOrO M YKPAIHCbKOrO HauiOHaAbHWUX pyXxiB. He BapTo TakoX
3abyBaTh i Npo KOMepUjiMHiI Ta Kap’epHi MipKyBaHHSA, AKMMKM Kopaul OA4HO3HAYHO KepyBaBCH,
CTBOPHOKOYM CBOI BUAO0BI Ta eTHOrpadiyHi CBITANHM.

binbwe TOro, AncTyBaHHA peima i Kopauwwa gae niactaBm BBaXKaTw, WO OCTaHHIN HaBpA4, Ym
BiAYyBaB lMpe cniBuyTTa A0 604ali AKOrocb HauioHanbHOro npoekty. O6buasa doTtorpadum
CNiNIKYyBaNUCA NONbCbKOLO, TIEID YK iHLIOK MipOto noTepnanu Big obmerkeHb, WO iX HaKkfagana Ha
NMONbCbKY FpoMady PpocCiincbKa aamiHicTpayis. OgHak uUe He 3aBaxano im obmipkoByBaTu
KOMEPLiNHY BUroAdy Big MOX/MBOI y4acTi y NPOAyKYBaHHI Ta PO3MNOBCIOAKEHHI cepes CibCbKoro
HaceneHHA [Moainna pociicbKoi Bi3yanbHOI nponaraHAM, a came [fEWeBMX MOPTPETIB Y/EHIB
pociicbKoi npasnayoi amHacTii (Garztecki 1972, s. 138-139). B iHwomy nucti Kopauw aginueca 3
lpemom BpaKeHHAMM Big cBOE yvacTi y |l ApxeonoridHomy 3'i34i 1874 poKy, AKMIA MaB BUKIOYHE
3Ha4YeHHA gna KMiBCbKoi rpomagm, a BigTaK i 4NA YKPATHCbKOro HaLioOHaIbHOMo pyxy: «fAK Ha meHe,
aymanu 6 Kpalle sk nopsaAKysaTu CBiT, abu noam He 6igysann, manm poboTy, wob B mictax 6ynm 6
n06pi TpOTyapu, By/INLi MOLLLEHI, BOAA, CBIT/I0, NOAATKU 3MeHLWyBannca 6,iT. a.,iT. A. Lle A posymito,
wo 6yna 6 Hayka i NPUEMHA, i KOpWUCHa, 60 TakK ui 3’'i3gM Ta 6anayku HacnpaBAi AUTUHCTBO»
(Garztecki 1972, 282-284).

MnaHytoum 3ocepeanTuca Ha ¢oTorpadiuHux nogoporkax, y 1880 poui Kopaunw Bigaas
aTeNbe Ha XpewaTmKy B YNpaB/iHHA CBOEMY MOMiIYHMKOBI Bonogmumupy 3aropcbKomy. [na cBOEi
poAuHW BiH Npuabas caamby Ha MasionigsanbHin ByAULi, Ae NAaHYBaB TaKOX OpraHisyBaTu
doTorpadiuHMin 3aKnaa, OPIEHTOBAHWNIA HA KNIEHTIB 3 HEBUCOKMM piBHEM Ao0Xo4y Ta BignosBigHMMM
BMMOramm A0 AKOCTI NpoAyKuii. OgHak uMm naaHam peanizyBaTUCs He cyguaocs, agke Moro
KOJIMLLIHIM cniBpObIiTHMK, NONpu Te, WO paHille cTaxKyBaBcA y napu3bkoro ¢otorpada CraHicnasa
Octpopora (Zakowycz 2010, s. 146), go cepeamnm 1880-x pokis A0BiB 3aknag A0 GaHKpPyTCTBa
(Plutecka 1987, 254-255). 3 Toro 4yacy Kopguuw y nucrtax NOCTIMHO CKap*KMBCA Ha MmaTepianbHi
npobsiemu i HeobxigHiCTb po3npoaasaT maliHo. CnoAjiBarouncb BUNPaABUTK cuTyalito, y 1889 podi
BiH cnpobyBaB BiAHOBUTU AiANbHICTb aTeNbE Yy NPOCTOPOMY NPUMILLEHHI B ByaMHKY BepxanoBcbKoro
Ha XpewaTuKy, Ae paHile npautoBaB iHWWA BiAOMUA KUIBCbKMN ¢oTorpad — Bonoaumup
BucoubKuit. 3 panopTy noaiumeincrtepa AisHaemoca, Wo 63-piyHnii Kopauw Ha TOM MOMEHT
NPOXMBaB 3 APYXMHOIO JIeoHielo Ta ABoMa cMHamm — Mocunom (1869 p. H.) Ta NleoHTiem (1874 p.
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H.). Mloro maliHo cknaganoca 3 BracHoro 6yanHky no ManonigsanbHii Byauui, sapTicTio 15 Tc. Kpb.
(OAKO, ¢. 2, on. 25, cnp. 429, apk. 7-738).

OpHak cnpasa 3HOBY He MilNa, aAKe HABECHI TOro K POKyY CTapwuii cMH Kopauwa 3axsopis
Ha Ty6epKynbo3 i 33 YHOTUPHAALUATb MicALiB nomep. besycniwHa 6opoTbba 3 XBOPOOOO KoWTyBala
POAMHI BENNKMX rpowen, Toai AK doTorpadiyHnIA 3aKNag, He NPUHOCUB OYiKyBaHMX NpubyTKie. Y
NUCTYBaHHI Kopauw cKapkusca [peimoBi Ha cBoe 6e3HagiliHe ¢iHaHCOBe CTaHOBULLE, AKe
3MyLIYyBasI0 MOro MNpoAaBaTM OCTaHHE MalHo (Garztecki 1972, s. 219-221). Y 1890-1891 pp.
KonnwHboo ¢oTorpadieto  Kopauwa 3a agpecoto Xpewatuk, 45 Bonogis OnekcaHap
MapLwanKkoBcbKMn. 3roaoM 3aKnag Nepenwos y BAACHICTb Mukonm YsemcbKkoro. Monpu nocTinHi
CKaprM Ha CTaH 3/0POB’A, CKPYTy Ta HEMOMAMBICTb 3HalTW riaHy poboty, Mocun Kopauw He
NoNnwWaB Hagji BigHOBUTKU CBOIO cnpasy. Y YepsBHi 1893 p. BiH 0TpMMaB 403BiA yNpoA0BXK 5 micALis
doTorpadysaTn B pisHMX Micuax KuiscbKoi rybepHii (AAMK, ¢. 287, on. 1, cnp. 9, apK. 106), oaHaK
4yn BAANOCA MOMY 34INCHUTM L0 MOAOPOXK, Ha ajb, HEBIAOMO. B OCTaHHI POKWU CBOro KUTTA
doTorpad TarKKo xBopiB i 21 amnHa 1896 poky nomep.

AK My 3a3Hauanu Buue, doTorpadiuHa cnagwmHa Mocvuna Kopauiua cknapaetbea 3i
CTYAINHMX NOPTPETiB, «TUNIB i BMAiB», TO6TO eTHOrpadiyHUX CBITANH Ta doTorpadin icTopnyHMX
nam’aToK i naHawadTis. binbwicTb i3 uMx poTorpadiii Kopamw BUKOHaB 0CO6MCTO, O4HAK aBTOPCTBO
3HAYHOT YaCTMHMU CBIT/IMH MOXKe HaJieXkaTn MOro HaMMaHMM npauiBHMKam. Lle, 30Kpema, CTOCY€ETbCS
CBiTMH nepiogy 6ankaHcbkoro BigpaaxkeHHA Kopauwa. 7 ciyHa 1879 poky, oapasy nicns
noBepHeHHA 3 Pyce go KneBa, BiH nucas [pelimy, WO NiBPOKY NPOBIB Yy LbOMY MICTi, TOAi AK CBITNIMHK
y 6AmKUMxX 80 GPOHTIB POCIMCbKO-TYpeLbKOi BiMHK MicLeBocTAXx boarapii pobus moro npauiBHUK
Asopcbkuin (Zakowycz 2010, s. 61), «pa3om 3 NOMiYHMKOM naHa Mirypcbkoro»?4. 3 npuseseHmx
HeraTtueiB B aTesnbe Kopauwa surotoBaannca ¢potoanbbomm Ha Npoaaxk, of4HaK KOMepUiMHUM
ycnixom BoHW He KopucTtyBanuca (Plutecka 1987, 252).

BnacHi npodeciiHi 3ai6HocTi Mocun Kopauw UiHyBaB Ayxe BMCOKO. Y AucTax BiH
HEeoAHOpPa30BO NiAKPecntoBaB, WO € HalKpawmm d¢oTorpadom y Kuesi, i 3a3BMuyan He ayxe
KOMMJIIMEHTApPHO BiArykyBaBcsA MPO Npauio CBOIX KOHKypeHTiB. Cnig 3asHaumty, wo pobotm
Kopauwa, 3o0kpema ioro etHorpadiuHi ¢dotorpadii, cnpasai BMKOHaHi Ha AOCUTb BUCOKOMY
TeXHIYHOMY pPiBHi. POKM HalbiNbll aKTUBHOI gianbHocTi Kopauiia npunann Ha nepiof, CTaHOBNEHHA
¢doTorpadiyHOi TeXHiKM Ta NaHyBaHHA «MOKPOro KOJIOAIEBOrO Mpouecy», AKUMMA BMMAaraB Big,
¢doTorpada 4OCMTb BUCOKOrO pPiBHA KOMMETEHLIT y LapuHi poToximii. ToMy Ha TOM Yac roNOBHUM
KpUTEPIEM MaNcTepHOCTI Byna 34aTHICTb OTPUMATM TEXHIYHO AKiCHEe 306pakeHHA. 3 NOWMpPEHHAM
NPOCTILLOro *esflaTMHO-CpibHoro npouecy 3 cepeamHu 1880-x poKiB Ta NO Mipi yAOCKOHA/IEHHS
¢doTorpadiyHOi ONTMKKM, 3pOCIM BUMOTM A0 XYAOXKHbOro acnekty dotorpadii, 3anpoBaaKeHHs
Pi3HOMAHITHMX IHHOBALIMHUX TEXHIK APYKY 306parkeHb Towo. O4eBUAHO, 3a Takux ymos Kopauuly,
3 MOro 3aralom AOCUTb KOHCEpPBAaTUMBHWMM MNiAXOAOM [0 CMpaBW, ByNO Ba)KKO KOHKYpyBaTWM Ha
OMHaMIYHOMY PUHKY KUIBCbKOT poTorpadii.

TUM He MeHlle, A)KepesibHYy LiHHICTb Moro pobiT ana yKpaiHCbKOI eTHoJorii Ta icTopii
doTorpadii Barkko nepeouiHnTU. Ha npeBennkunii xanb, 6inblia YacTuHa ¢oTorpadivyHoi cnaawmHm
Mocuna Kopauwa posnopolleHa MO MpMBaTHWMX Konekuiax, abo nepebysae Ha 36epiraHHi B
POCIMCbKMX MY3EeMHUX CXOBULLIAX, SIKi 3 06’EKTUBHUX NPUYMH Hapasi HeAOCTYNHI AN YKPATHCbKUX
OOCNIAHUKIB. 3 ornagy Ha ue, MW BBA*KAaEMO 3a AOUiNbHE onybAiKyBaTU Ha CTOPIHKaX KypHany
BiZickaHoBaHi ¢oTorpadii 3 «ETHorpagiuHoro anbbomy Manopocii» (1875), Akuii 36epiraetbea y

24 Kapn Mosed Mirypcbkuit — Bigomuin ogecbkuii dotorpad Ta aBTop «pakTUUHOTO NiAPYUYHUKa ans doTorpadii»
(1859), aknit y 1877-1878 pokax Takox nepebysas Ha baskaHax.
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MOCKOBCbKOMY [lepaBHOMY iCTOPUYHOMY My3ei 32 iHBEeHTapHMM Homepom «WU VI 30321».
OpwuriHanbHi CBITIMHM CTAaHOBAATbL a1IbOYMIHOBI BIAOUTKK (po3mipom 6113bKo 20X25 CM), HaKNe€EHi
Ha KapTOHHI nacnapTy 3 dipmosmm 3HaKom doTorpada. Ha canTi my3enHoi ycTaHOBM NpeacTaBAeHO
48 3 55 ¢otorpadit anbbomy, AKi, 3 ornagy Ha nignuMcu, CTBOPEHI MEpPeBaXHO B OKOAMLAX
Bopucnona Ha KuiBwwmHi. BesymosHo, y noganbwomy doTorpadii Mocuna Kopaumwa
noTpebyBaTMMyTb MOBTOPHOro ONy6AiKyBaHHA Yy HaNeXHild AKOCTi, a B iAeani — MOBEpPHEHHA
opuriHanbHMXx poTomaTepianis B YKpaiHy.

e

FocnodapcobKi
crnopyou. 308HilWHil
8u2a1a0 xamu, KnyHi U
3020/10M CefIAHCLKOI
cadubu, 3 epynoto
dimeli, wjo cuosme Ha
Hacuny. TMM
95171/15227

lFocnodapcoKi
crnopyou. Bud
cenAaHcbKoi cadubu:
Xxamu, KAyHi,
rnosimku ma iHWux
crnopyo. 'Mm
95171/15226
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FocnodapcoKi criopydu. Bud censHcbKoi cadubu 3 yypasnem 6insa KpUuHUYi
ma mepnuuero 318 KoHonens. MM 95171/15225

lFocnodapcski criopydu. LLe sud cenaHcokoi cadubu. MMM 95171/15229
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i

Tunu mewkaHuisto. Kosax Moea,
60 pokie. T’MIM 95171/15228

29

Tunu mewkaHyis. LLueons, 45
pokKig. TMM 95171/15224
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— e
% |
Tunu mewkaHyis. ®edip LLlenens.
Mm 95171/15230
t\(b} )

Tunu mewkaHyis. [eoe
CMAPWUH: KOAUWHIG ma
HUHIiWHIG TMM. 95171/15223
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Tunu mewkaHuie. AHOpil LLlenens,
46 pokis. TMM 95171/15222

Tunu mewkaHyis. Cmapa cenaHka 55
POKig y binili caumi, Hamimuyj,
naaxmi, 3anacyi ma 4epeoHuUX

yobomsx (en face). TMM
95171/15221
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s
| Tunu mewkaHyis. Cmapa cenaHKa
; 55 pokis y 6initi caumi, Hamimuyi,
naaxmi, 3anacyi ma YepeoHuUx
yobomsx (3 6oky). TMM
95171/15220
S

Tunu mewkaHyie. Cmapa cenaHKa
55 pokie y ronui ma cnioHuyi. TMM
95171/15219
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S
|
\ Tunu mewkaHyis. JTimHsa
* Mon00uys (Ko3auka) 45 pokis y
Koxcyci ma Hamimui. TMM
95171/15218
W

Tunu mewkaryis. Tpu moaoduui:
00Ha 8 naaxmi, 3anacyi,
Kopcemui i ovuHyi, 25 pokis.
Apyaa 8 Hamimuyi, ronyi, naaxmi G
3anacuji, 26 pokie. Tpema 45
pPOKis, 8 HOMimui, ceumi, naaxmi (
3anacui. MM 95171/15217
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“

Tunu mewkaHyis. Yomupu
dig4uHuU 8 NiMHboMy 86PAHHI
m 95171/15216

lpyna napybkie ma xnon4ukie micmeyka bopucnine i cena bacani lMepesacnascbkozo nosimy.
Mm 95171/15215
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Xnoneuys 19 pokie cena bacaHi.
Mm 95171/15213

Tunu mewkaryis. Cmapuli
cmopoi. TMM 95171/15214
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2

Tunu mewkaHuie. 3nudap 80
poKis, Akuli siocayxcue 25 poKis, y
sidcmasuyi nicas yeopcbKoi
KamnaHii, ypooxceHeyb micme4vka
Bopucnons. TMM 95171/15211

Tunu mewkaHruis. [eoe 3audapis:
00uH cninuli 70 pokis, a iHwul
3pAavuli 58 pokis. TMM
95171/15212
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S
Tunu mewkKaHyis. Ocman
Bepecadi, gidomuli 6aHOypucm
m 95171/15210
\§ :;

Tunu mewkaHuyis. [lea nipHUKU 3
micmeyKa BopoHbKis 3
Xnaon4yukom-nosooupem. MM
95171/15209
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CyeHu domauwiHbo20 nobymy. OpaHKa, naye opHuli F’MM 95171/15208

CuyeHu domauwHbo20 nobymy. laye nosepmaemoca. F’MM 95171/15207
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4

CuyeHu domawHbo20 Nobymy. Yymak 3010MOHOCLKO20 M08iMyY, W0 N08epmMAemMbsCA 3 APMAPKY,
Oe giH npodas npuseseHy 3 Kpumy cinb. T’NMM 95171/15206

CuyeHu eocrnodapcekozo nobymy. Banka 3 cin Ckonyi ma /ltobapui, aka sidnpasnsemeocsa 0o Kuesa
3i cgoim 3epHosuM xnibom. TMM 95171/15202
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CyeHu 20crnodapcbKo20
xapakmepy. YHuea. TMM
95171/15188

CueHu 2ocnodapcbrozo xapakmepy. Kocosuus (nokic) wuma i 8’a3aHHa. TMM 95171/15201
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CyeHu 2ocnodapcbKo2o xapakmepy. Kocosuua (nokic) ciHa i 32pibaHHA. TMM 95171/15189

2
b4

CuyeHu 2ocnodapcbKo2o xapakmepy. FoHuap, AKul suzomosnae 2opwuxku. MM 95171/15190
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=

CyeHu 2ocnodapcbKozo
xapakmepy. Malicmpu-mecni, aki
bydytoms capali, Ha 8iOMOYUHKY.

m95171/15185
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v

CyeHu 20cnodapcbKo2o
xapakmepy. 06i0 mecrii,
npuHeceHuli OpyxcuHoro. MMM
95171/15193

o

|

CyeHu 2ocnodapcbko2o xapakmepy. Tecni ma nokpieensuwuxu, aki 6ydyroms capali. TMM 95171/15194
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CyeHu 2ocnodapcbko2o xapakmepy. [is4uHa, AKa nosepmaemsca 3 nons eepxu. FIMM 95171/15195

15

CuyeHu 2ocnodapcbKo2o xapakmepy. YacmuHa apmapKy 8 micmeyry bopucnine. T’MM 95171/15196
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CuyeHu 0oMawHbLo20 Mobymy.
AisuuHa, aka npade. TMM
95171/15198
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CueHu 0oMawHbLo20 Mobymy.
AisuuHa, axka npsde, (i 08i digKu,
AKi nputiwnu 8 20cmi. TNMM
95171/15199
|
|

CyeHu domawHb020 Nobymy.
Ais4uHa, Aaka lode 3a sodoro. MM
95171/15200
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BN
CyeHu domawHbL020 Mobymy.
JlisuuHa, Aka Hece 800y i xn0neuys,
AKul 36upaemeoca numu. TMMM
95171/15203
&

CyeHuU domawHb020 Nobymy.
JisuuHa, Aka Hecna 800y,
8i0MoYuUBaE, 3aMUCAUBUWIUCY,
criepwucs Ha nNeHboK . MMM
95171/15205
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CyeHu domawHb020 Nobymy.
JisuuHa, aka sumsazHyna 600y 3
KpUuHUYi 30 dornomozoro
Hypasess, 0d€ HANUMUCb
xnonyto. TMM 95171/15204

it N i - o |

CuyeHu domauwHbo20 nobymy. TaHui diguam nid ckpunky ma 6y6oH. TMM 95171/15231
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CuyeHu domauwHbo20 nobymy. BevyopHuui. TMM 95171/15185

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY

CyeHu domawHbL020 Mobymy.
Cinecoki my3suku. TMM
95171/15184
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)

o

Nexofesnwiiy e sbanbicion
2

CuyeHu obpadosi. [is4ama, ski cmeopusnu yseyopi 23 AunHa [came maka 0ama 8KA3aHA 8 onuci pomo Ha
calimi myseto — . K.] Kynano, cudame Koaom ma criearome KynansbebKi nicHi. TMM 95171/15186

X

5

CueHu obpadosi. fisyama, AKi
3aKiHYuAU ¥HuUea U npuzomysanu
8iHKU, lidymb 0o naHa
ceamKysamu obxuHku. MMM
95171/15187

|
|
|
|
|
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Cn1coK cKopo4veHb

OAKO — [epkaBHui apxis Knicbkoi obnacTi.
OAMK — [lep»kaBHuit apxiB micta Kuesa.

CnNUCOK axKepen Ta nitepatypu

Apxie Muxalina ApazomaHosa, 1938, 1. 1. Bapwasa: YKpPAiHCbKMIA HAYyKOBWUI iHCTUTYT.

OAKO &. 2. On. 25. Cnp. 429.

OAMK @. 287. On. 1. Cnp. 9.

PUBAKOB, M., 1999, Hegidomi ma manogidomi cmopiHku icmopii Kuesa. Knis: Kni.
CIM3EH-CUYEBCbKWIM, 0., 1928, [laBHi Kuiscbki doTorpadu Ta ixHi 3HIMKM cTaporo Kwuesa.
f0sinelinuli 36ipHUK Ha nowaHy axkademika Muxalina Cepeiliosuya pywescokoeo. Kuis: TpecT
«Kuis-Apyk». C. 359-403.

GARZTECKI, J.,1972, Mistrz zapomniany. O Michate Greimie z Kamierica. Krakéw, Wydawnictwo
Literackie.

PLUTECKA, G., GARZTECKI, J., 1987, Fotografowie nietypowe. Krakdw, Wydawnictwo Literackie.
MANIKOWSKA, E., 2019, Photography and cultural heritage in the age of Nationalisms: Europe’s
eastern borderlands. London: Bloomsbury Visual Arts.

ZAKOWICZ A. et al. 2010. Fotografia Galicyjska do roku 1918. Czestochowa, Katowice, Lwow:
Centrum Europy.

Abbreviations

DAKO — Derzhavnyi arkhiv Kyivskoyi oblasti [State Archive of Kyiv Oblast]
DAMK — Derzhavnyi arkhiv mista Kyeva [State Archive of Kyiv]
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EmHozpagpiyHa pomozpadpia Mocuna Kopduwa (1824-1896)

Po3sioka npuceayeHa MWozeppy Kopduwy, npodeciliHomy omoepagy nonbcobKo-
YKPAiHCbKO20 noxo0xceHHs, aKuli npayroeas y Kam'sHui-lNodinscbkomy ma Kuesi HanpukiHyi XIX
cmonimmas. Kopduw sidomuli ceoimu ghomozpagiuHumu ekcrieduyiamu Ha odinni ma KuiswuHi, a
MAaKoM¢ noi30KoK 8 30HYy pocilicbko-mypeubkoi giliHu (1877-1878). Y cmammi ymoy4HeHo 0eski
cmopiHKu 6ioepagii pomoepagha, a maxkoxc onybaikosaHo ceimauHu Kopouwa «EmHozpagiyHo2o
anbbomy Manopocii» (1875), 3pobneHi Ha KuiswjuHi ynpoooexc 1860-x pokis.

Knarouoei cnoea: icmopia YkpaiHu, icmopia ¢pomoepadii, sizyansHi apxieu, XIX cmonimms,
emHozpagiyHa pomoapaghia, Kuis, Kam’aHeuyb-lodinbcokul, [10dinndA, YKpaiHa, nonscsKo-
YKPQAiHCbKI BIOHOCUHU, HAUiOHAMi3M, gpomoezpadhu.
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BESMEXXA ®EQOPA TETAHUYA
(Pepip TetaHnu. ®punynbsa, 2021. Kuis: AHTUKBap)

Bnapaucnasa ApmoneHko

The Infinity of Fedir Tetianych
(Review on Fedir Tetianych. Frypulia, 2021. Kyiv: Antikvar)

Vladyslava Yarmolenko

Ukrainian art in the late 20th century witnessed significant changes marked by the independence and
originality of artists, responding to the repressive Soviet system. Fedir Tetianych, also known as Frypulia,
personified a unique Ukrainian phenomenon from the 1970s to the early 21st century. Despite being an
outsider during his lifetime, Tetianych's posthumous recognition has grown, with his works now featured in
prominent contemporary art centers worldwide, including the prestigious Center Pompidou in Paris. The book
«Fedir Tetianych. Frypulia», published in 2021 by the PinchukArtCentre research group, offers a
comprehensive overview of Tetianych's life and artistic journey. Analytical essays by various authors explore
Tetianych's artistic vision and personality, his concept of Frypulia, and the significance of his textual heritage.
The archival collection of Tetianych's works, housed at the Modern Art Research Institute of the Ukrainian
Academy of Arts, is also presented. This review focuses on the book's essays, delving into Tetianych's artistic
development, unique concepts, and the innovative approach of Valerii Sukharuk in exhibiting Tetianych's
work. As the first in-depth study of Tetianych, the book is essential for grasping his distinctive artistic vision
and addressing the challenge of classifying his work within traditional artistic styles. It underscores the
importance of fostering a broader discourse around Tetianych's groundbreaking contribution to art.

Keywords: Fedir Tetianich, Frypulia, ukrainian art, nonconformity, performative practices.

— A — ®punynes, — npedcmasnascs iH.
— A — HeckiHYeHHicmb.
(Unmban 2021, c. 79)

depip TeTAHMY 6YyB YHIKANbHOK MOCTATTIO B YKPAIHCbKOMY MWCTELbKOMY CepeaoBuLLi,
YHIiBEpPCANbHUM MUTLLEM, MWUCAUTENEM-YTOMICTOM, MIOHEPOM YKPaiHCbKUX reneHiHriB Ta nepdpopmaHcis.
MpoTarom »WTTA BiH 3a/MWABCA B CTaTyCi ayTcahgepa, Marouu Ha yBasi Mig UMM TepMiHOM MOro neBHY
ANCTaHLito abo BiACTOPOHEHICTb Bif YCTaNEHUX KYyNbTYyPHO-MUCTELbKMX HOPM. TETAHMY, HE3BAXKalOUM Ha Te,
wo 6yB uneHom CninKku XyA0XKHUKIB, iCHYBaB K OKpemMa MOHa/a, AKa Aifna camMocTiiHo | He o6’eaHyBanaca
3 NEBHUMW MUCTELbKMMU PyXamMuM UM OpraHizauiiHumu cTpyktypamu. Ha aymry Onera Cugopa-libennHaa,
YKPaiHCbKOro MMCcTeLTBO3HaBLA, 6inbl BAYyYHOO 6yna 6 xapakTepucTuKa TeTaHMYa SIK HE3aN1eXKHOro MUTLS.
Oner pos3rnAgae HesaneKHiCTb XyOOXKHUKA AK CBiAOMMI BMOIp, i BU3HAHHA, AKe OTPUMYE MUTELb, MOXKe
Ko/IMBaTUCA Big 0QiLiMHOro BU3HaHHSA 40 6inblu aHaeprpayHaHOoI, Hilwesoi nonyasapHocTi (Cngop-fibeanHaa
2006, c. 559).

He3BaKatouu Ha CyCcninbHi Ta NOAITUYHI BUKAWMKKM TOTO Yacy, TBOpYi 3aaymn TeTAHUYa BUABUAUCA ANA
6araTboX HeLOCAXHUMM, OCKi/IbKWM BOHM BUMEpeaKaau CBild yac i ix 6yn0 cKNagHO OCMUCINTU B KOHTEKCTI
enoxu, B AKi BOHW Bynun 3aaymaHi. fIK, HanpuKknag, horo igea nepetsopuT 3 KUIBCbKOro Xy10*KHbOTO 3aBOAY
CKNa Ha «TeaTp-3aBog», A€ B KOXHOMY MNpaLiBHMKOBI 3aBoAy BiH 6auMB My3WKaHTIB, aKTOpPIB, CniBakis.
TeTAHMY 3agymaB nepetBopuTn 6esnepebiliHy KomaHaHy poboTy Ha dopmy MUCTeuTBa, HaBiTb CTBOPUB
ecKi3n micupb AnsA rnsgadis, Aki 6 MoraM cnoctepiraTv 3a 3naroa)KeHoo poboToto NpaujiBHMKIB. He3Baxaoum
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Ha Te, WO BiH nNMcaB AUCTM 3 igeeto Ao CnifkM Xy[o0XHUKIB, iaea He byna peanisoaHa (Uumban 2021, c.
30).Tak camo Ha no4yaTky 1990-x Momy Bynio BigMOBIEHO B NPOEKTi Ha MOHYMeHT HesanexXHocTi Ha MaigaHi.
Moro nponosuuia nepeabayana BCTAaHOBNEHHA BenMKOi  bGioTexHocdepu, WO CKNAZAETbCA 3
B33aEMOMOB’A3aHMX MOAYiB, 3'€AHAHUX «IIOACbKMMMN KaHanamm» ansa nepecyBaHHs (Lumban 2021, c. 39).

Nnwe 3apas popmyeTbea (nepe)ouiHKka TBopYyocTi TeTaHWYa Ta il 3Ha4YeHHA Ana icTopii mMcTeuTBa
YKpaiHu. Meplly rpyHTOBaHA KHUMXKKA — «Deaip TetaHny. dpunynba», aBTOPU AKOT AOCNIAKYIOTb MUCTELbKY
cnagwuHy Pepopa TeTaHuua, Buganm anwe 8 2021 poui. i nigrotysana gocnigHuubka rpyna MiHuyk ApT
LeHTpy (PinchukArtCentre, PAC) HanepeaoaHi Buctasku «®degip TetaHuu. KaHoH ®Ppunynba» (PAC, 2017 p.,
Kypatop Banepili Caxapyk). PoboTa Hag BMAAHHAM nNig KepiBHUUTBOM TeTAHM Mmypko Ta TeTaHu
KouybiHCbKOi TprBana NnoHaa TpU POKM.

Y KHW3i aBTOpU AeTaNbHO PO3rAA4AI0Tb KUTTEBUI WAAX | MUCTELbKY cnaawunHy ®enopa TeTAHWUYA.
Ue BnaaHHA, paKTMYHO, cnyrye nepwoto cnpoboto 3abesnedntn BcebiyHUI aHaNi3 KAOYOBUX eTanis Moro
TBOpUOCTI (fecatepuk, 2022).

BuaaHHA CKNafaeTbca 3 ABOX BEJIMKUX YacTWH. lNeplua 4yacTMHa MIiCTUTb aHaNiTUYHI TEKCTU — ece
pocnigHukie TetaHn HMmypko, TeTaHM KouybiHcbKa, |HHM BynkiHoi, Banepia Caxapyka. Apyra 4acTuHa
npeAcTaB/IAEe apxiBHUI po3ain pobit TeTaHWua, 3ibpaHnii nig KepisHMUTBOM Banepia CaxapyKa nig, Yac cBoix
pocniaeHb B IHCTUTYTI npobiem cyyacHoro mucteutsa HAH Ykpainu.

Mepwa cratta «[eTanoHa bGiorpadia depopa TeTAHMYa», HaMMCAHa YKPAITHCbKOK KypaTOPKOIO,
JocnigHuuero Ta KpuTukHero TeTAaHowo Mmypkro, cnyrye GiorpadiyHMm pochigrKeHHAM Xutta degopa
TeTAHMYA. Y Hi TaKOX PO3rNAHYTO nepenymoBu GopmyBaHHA TeTAHWYA AK MUTLA, @ Came MOoro cKnagHe
OWTUHCTBO, BMNJIMB YKPATHCLKOI iCTOpIl Ha A0ro TBOpYicTb, aBaHrapaHe HaTxHeHHA Towo (Unumban 2021, c.12).

CTaTTd MOYMHAETLCA 3 ONUCY PAHHBLOrO XWUTTA TeTAHMYA, MOro AWTMHCTBA Ta HOHOCTI. ABTOpKA
aKUEHTYE Ha BaXAuBi noaii Ta BNAMBK, AKi cnpuAann ¢GOpMyBaHHIO MOro XyAOXHbOro cBiTOrNA4y Ta
iaeHTMYHOCTI. AK onucye cama TeTAHa, came B AUTUHCTBI BUABWIACA MOr0 NPUXMABHICTb 4O MUCTELTBA AK
3ac06y CaMOBMPAXKEHHSA, @ TAKOXK MOro CXW/IbHICTb NpaLOBaTK i3 3eM/el0 AK cepefloBULLEM, LLO NPU3BENO
00 Moro KoHuenTyanisauji camoi 3emni Ak BUTBopy mmucteuTsa (Llumban 2021,c.12-15).

Jani aBToOpKa cucTeMaTMYHO nepexoguTb A0 PO3riady Pi3HMX nepioais y TBOpYOCTI TeTAHMYa,
BKa3ylouM Ha 3MiHW, Big3HA4YeHi B MOro CTUAi, TeMaTuLi, Ta MeTogax B pi3Hi yacu. HeogHopa3oBO B KHU3I
3raZlyBaTMMETbCA NPO MOro 0Co6AMBICTb YCbOMY MPOTUCTOATH, BCbOMY dopManbHOMy, byaeHHomy (Liumban
2021,c.15). ®epqip TeTaHMy 60poBcA 3 KOHGNIKTOM MiXK CTPYKTYPOBaHUMM pamKaMn GopmasibHOT MUCTELLbKOT
OCBITU Ta MOro BHYTPIWHIMKM TBOPYMMMK IMMYAbCaMM, WO 3PELUTOO BTiIOE GOpMYy NEBHOro GYHTY MPOTU
KOoHbOopMi3Mmy.

Mepwi po6oTn muTua TeTAHa HMMYypPKO XapaKTepusye AK NPOAYKT cybnimauii onbkaopy, Aka we
TATHETbCA 3 MOro ANTUHCTBA, Ta HOBOI ¢iflocodcbKoi KoHLenLii camoro TeTAHUYA, KA 3pELLTOl0 BUMNJIUBE Y
TaKe NoHATTA AK «Ppunynbax.

«dpunynba» — UeHTpanbHa iges, BisUTHa KapTKa, «KoA» yciel TBoOpYoCTi TeTAHMYA, AKUIN 3’ ABNSAETLCA
LLe B MOro paHHix poboTax, i gae ceoi nnoan y 70-x (Llumban 2021, c. 25). I3 TEKCTY MOXKHa BUAINUTY KinbKa
K/TIOYOBMX XaPaKTEPUCTUK L€l KOHLeMNLi:

° MNpobnema pediHitoBaHHA: He Ma€e YiTKOro Ta 3arabHONPUNHATOrO BU3HAYEHHA TEPMIiHY
«®punynbax» (Uumban 2021, c. 25).

° EcteTuko-pinocopcbka cucrema: «dpunynba» OHepe CBiM NOYATOK Yy KOCMI3Mmi, WO
Bifobparkae igei HeCKiHYUEHHOCTI, HECKIHUEHHOTO TiNla Ta HECKIHYEHHOCTi N110ACbKOro Ta NNaHeTapHOro KNUTTA.

° DonomixHi enemeHTn: «Ppunynba» 3HAXOAUTb CBOE BUPAXKEHHA Yepes TEKCTHU, iHCTanALil,
oasar Ta nepdopmancu (LUmumban 2021, c. 33).

° Bnausu: X XmypKo NpocTexkye 3B'A30K «Ppunynba» 3 NeBHUMU iaeAMM KOCMICTIB, TaKUX fK

Mukona ®epopos, KoctaHTUH LlionkoBcbKnin Ta OnekcaHgp YunkeBcbKUi. Kpim Toro, NOMiTHMIA BRAMB
HayKoBOi aHTaCTUKKM, 30Kpema Apyxbu TetaHumya 3 Onecem bepgHMKom. PomaHu bBepaHuKa
3arMb6a0I0TLCA B TaKi TEMM, AK FaPMOHIiNHe CniBiCHYBAHHA 3i CBITOM, AOCNIAMKEHHA KOCMOCY Ta BiYHE XKUTTS,
LLLO TiCHO neperykyeTbea 3 igeeto TetaHmua (LUmumban 2021, c. 25).
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° biotexHocdepa: B ocHOBI «Ppunynba» NeXUTb igea CTBOPeEHHA Kancynu biotexHochepwm
(LUnmban 2021, c. 25). Lle camopocTaTHE cepenoBuLle 3i chepuyHO CTPYKTYPOLIO igeanbHUX po3mipis ann
aBTOHOMHOTO iCHYBaHHSA OANHU NOTEHLIMHO MOXe 3abe3neymnTn BiuHe KUTTA.

° dopmarnsm: TeTaHUY cTBOpOBaB CBOI bioTexHocdepm, Konaxi Ta iHcTanAuii 3i 3HangeHnx
npeameTiB Ha CMiTTE3BaAMLWaX. J1a Lboro BiH BUHANLWOB CBOEPIAHY MUCTELLLKY cucTeMy GopmaTmU3My, AKA
nepenbayae copTyBaHHA Ta BNOpPsAAKyBaHHA OO’EKTIB, 30Kpema BiAXOAiB, 3a/eXKHO Big X po3mipy uu
dopmaty. La iges KoHuenTyanbHo BiggsepkantoBana sapo «dPpunynbi». Mepepobka Ta NOBTOpHE
BUKOPMUCTAHHA UMX NPeaMETIB CUMBOI3YE BiYHUIM LMKA MmaTepii B npupoi. PopmaTnam MOXKHa po3rnsaaTtm
AK paHHI0 popmy eko-akTuBizmy (CmupHa 2017, c. 169).

Y HacTynHil cninbHil cTatTi «Kpi3b rypKiT KaTaknismiB KOCMiYHUX. Mpo MUCTeLbKY NpaKTUMKy Pegopa
TeTtaHuya» TeTaHa KmypKo Ta TeTaHa KouybiHCbKa NPOMOHYIOTb AeTasibHille PO3riAHYTM baraTorpaHHicTb
XYAOXXHbOI NpakTukm depopa TeTAHMYA, NPOCTEXWUTU, Y YOMY NPOABAAETbCA 1i GEHOMEH, AO0CNIgnTU
iHTerpauito pisHUX MUCTELLbKMX BMIMBIB i 3arnmbutucsa B ioro dinocodcebki pednekcii.

[na aHanisy Ta KOHTEKCTYani3aujii mmcreutTsa TeTAHMYA AOCNIAHULI 3BEPTAOTLCA 40 MNOPIBHANBHOIO
aHanisy, NpoBoAAYM Napasieni MixK TBOPYIiCTIO TeTAHMYA Ta NEBHUMM Mi3KHAaPOAHUMU MUCTELLbKUMU pPyXamu,
Takumu sK Fluxus. MoaibHo po uiel Teuii, TBopYocTi Pegopa HGynn npuTamaHHi Temu TpaHcdhopmau,i,
HamMaraHHA CTEPTU KOPAOHM MiX MUCTEUTBOM i KUTTAM, iHTErpauia pisHux ¢popm mucTteuTBa TOWwo. YTim
Hapa3i Hemae niacTas cTBEPAKYBaTH, U 6yB TeTAHMY 3Haiomuii 3 ineamm Fluxus. Moro mucteuski npuHLmny
Ta HECTAHAAPTHICTb NOBEAIHKM, IMOBIPHO, MOXOAMIN 3 PeaKLii Ha penpecnBHe pagaHCbKe cepegosuLLe, Wo
OO03BO/IMIO MOMY MiApMBATH, «TEPOPU3YBATU» CUCTEMY 3CEPEAMHM, BUCMItOOUM abcypgHicte Toro
NOJIITUKAHCTBA, HaBiTb byayun yneHom Crinkm xyaoxkHukis YPCP. Yepes ocb U0 npuTamaHHy TeTaHuuy
OBOICTICTb aBTOPKM CTaTTi BigHOCATb MOro A0 TPETbOi rpynn HeodiuiMHUX XYAOXKHUKIB, «MNEepPCOHAXKIB»,
sBuaineHux lnneto Kabakosum y «ianorax» (Llmumban 2021, c. 49).

Onsa nowmpeHHA cBoix ¢inocodPpcbKO-MUCTELKUX KOHLEeNLiA TeTAHMY BAaBcA A0 neppopmaTUBHUX
NPaKTUK, AKI 3a/UWAANCA OUBUHOKO B YKPAiHCbKOMY MUCTELbKOMY cepefoBuui Toro 4vacy. BoHu He
npoxoannn 6e3 eKCLLEHTPMUYHUX KOCTIOMIB Ta PEKBi3WUTIB i3 3HallaeHux im maTepianis. Moro neppopmaHcy
XapaKTepu3yBaNCA CMOHTAHHICTIO Ta pUTYanbHicTbio. Yumoch TeTaHny HaraayBas [lioreHa, AKMA BU1a3uUB 3i
CBOEI «bioTexHOCHepHOT» OOYKM Ta HALOKY4yBaB iHWWMX CBOIMM FOCTPOA3MKOBMMM BMCIOBAMM Ta
NPOBOKALIMHUMM LiAMW.

BianosigHo A0 TOUKM 30py aBTOPIB, NOAIGHO A0 KOHuenuji MoraHa MeitsiHri npo rpy Ak BTeuy Bif,
6yaeHHocTi, TeTAHNY BUKOPUCTOBYBaB CBOi NepdopMaTUBHI Aji SK MacKy, MeToz, 3Bi/IbHEHHA Big, obmerKeHb
KoHbopMIcTCbKOi bynbballKu, AKka NaHyBana B Tol Yyac (Lumban 2021, c. 68).

Y TpeTiin cTaTTi KHUMK «BcoTat Opunynba ayx... Mpo TekcToBy cnagwuHy ®enopa TeTAHUYa» IHHa
BynKiHa, yKpaiHCbKa niTepaTypo3HaBULA Ta iTepaTypHa KPUTUKUHA, PO3rNALAE OKPEMY CKNA[0BY TBOPYOCTI
TeTAHMYA — MOTO KTEXHO-MOJIUTBMY, asie TOYHILe ONUCcyBaHi AK MaHidecTn Yn aeknapaTusHi TEKCTU. ABTOPKA
posrnagae ix y 6AM3bKOCTI X [0 TPaAuLil CKOPOMOLLOBMX TEKCTiB, AKMM Oyna npuTamaHHa
eKCKNamaLinHicTb. TekcTM TeTaHMYa OyaM Hepo3pMBHO MOB’A3aHi 3 Moro ceitom «dPpunynba» Ta 6yan
HEeBIAAINBHOI YaCcTUHOW Moro nepdopmaTUBHUX NPaKTUK. LLLo TaKoXK BKasye Ha mocTmeianbHUM nigxig,
MWTUA, Y AKOMY BiH CTBOPIOE HE MPOCTO OKpPeMi MUCTeLbKi TBOPWU, HATOMICTb BiH CTBOPIHOE MUCTELTBO AK
6e3nepepBHUIA, B3AEMOMNOB’A3aHUI 4OCBIA.

BynKiHa xapaKTepu3ye TEKCTOBY TBOPYICTb TeTAHMYA AK NPOJOBKEHHA iaen GyTypucTiB novaTry XX-
ro ctonitra. BoHa nigkpecntoe 38°A30K Mix TBOpYicTiO TeTAHWYA Ta aHaPXiCTCbKMMM igeanammn Giokocmismy,
pyxom no4yaTky 1920-x poOKiB, HaTXHEHHMM KoHuUenuiamu ¢inocoda-dytypmucta Mukonn dPepgoposa npo
BiAPOAKEHHA NOACTBA, KONEKTUBHI 3ycunnsa, bescmepTa Ta 34aTHICTb GopmyBaTU MAUBYTHE, AKi TeTaHuy
yacTo iHTerpyBaB y cBOix poboTax.

Kpin JleiiaepmaH, YKpaiHCbKMI XYA0XHMK Ta MMCbMEHHMK, TaKOXK NOPIBHIOE TBOPYICTb TETAHUYA i3
denopoBMM i BU3HAYAE TEKCTOMOTIYHY TBOPYICTb MNEPLUOro AK NPUHANENKHICTb A0 YKPAIHCbKOro KOCMIi3my,
AKMW BiH PO3rNsfaE sk CiNbCbKy, OpiEHTOBaHy Ha nmpupoay ¢inocodito Ha BigMiHY Big micbKoi npupoam
pocincbkoro kocmismy. Togai sk KaTepuHa AKOBNEHKO CTBEPANKYE, WO PpopmManbHa BigMIHHICTb MiXK ABOMA
KOCMi3MaMWM HAATO CRpoLLye KoHuenuito «dDpunynbi», AKa KOPEHWUTbCA B aHApXi3mi Ta KOYiBHMULTBI
(AxkoBneHko 2020).
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OcTaHHIM po3ginom neploi YacTMHM KHUMM € cTaTTa Banepis CaxapyKka «binuit ky6. Yac HacTaB.
KypaTopcbkuit nornsag Ha BucTaBry «®Pepip TeTaHUY. KaHOH ®Dpunynba» Npo MOro KypaTOpCbKy BUCTABKY
2017 poky B PAC. Y Hiin aBTOp apTUKYIOE CBOE DAaYeHHsA Ta MeToA NpeAcTaBAeHHA TBOPYOCTi TeTAHUYa.

BucTaBKa 3anpoBaanna HOBWUI Niaxia A0 npeacTaBneHHA TBOPYOCTI TeTAHMYa. fIK 3a3Ha4yae cam
Banepinn Caxapyk, y CBOEMYy NpOEKTi BiH BiAXOAUTb Bif, KCMITHMKOBOI eCTETUKM», POKYCYOUMCh Ha idesx,
TEKCTaX i KOHUENLIAX MUTUA, @ He Ha ¢isMYHOMY TBOPi MUCTeuTBa. MepliodYeproBMm 3aBAaHHAM BUCTABKM —
npeacTaBuT TBOPYICTb TeTAHMYA Kpi3b npuamy horo ¢inocodii «Ppunynba», He aKUEHTYOUYM yBary Ha
CTBOPEHUX HUM isnyHmnx TBopax (KouybuHcbka 2017).

Ona BUCTaBKM KypaTop BUKOPUCTOBYE METOZ, UMTAHHA, SAKUIN FPYHTYETbCA HA MNOCAILOBHOMY
PO3MIlLEHHI Ha CTiHAaX NoeTMyHUXx TeKcTiB Pepopa TeTAHwWua. BiH BuMpiye BidyasbHO po34iANTM MOrO
NMOETUYHI MKW Ha «BiNi» Ta KYOPHI» YaCTUHM, NparHy4m Ao Toro, Wwo Banepilt Jlamax Ha3MBAE «MOBHOTOO
dopmu» (Lumban 2021, c. 95). Ha ueit Bubip BnanHyna pobota [ko3eda KowyTa «Macaxi-Bepk (JokymeHTa
dnaHepis)» («Passagen-Werk (Documenta Flanerie)»). OcHoBHa yBara 3ocepeajeHa Ha MnpeacTaBAeHHi
KOHLEMNLiT HECKIHYeHHOCTI, ueHTpanbHoi Temn dinocodii «Ppunynba», AKY CMMBONI3YBaB CTiN, AKMIA HE Ma€E
Hi NoYaTKy Hi KiHUA. [HWKUM cMMBOIOM Ha BMCTaBLj Byna cknageHa mogenb biotexHochepwm, ska yocobtoe
ronosHy «oirypy» ¢inocodii TetaHuua.

Pedbnekcis KypaTtopa Ha NpocTopi BMCTAaBKOBOro 3any i3 0COBUCTMM CROrAAAAHHAM MAWCTEpPHI
TeTAHMYA HaAMXHYNO HA PO3BMUTOK LLLE OAHOrO CUMBOJIIYHOIO e/IEMEHTA B MeXKax BMCTaBKK (Lmumban 2021,
¢.101). NepeB’AHUI MOMOCT, CXOXKMUIA Ha MiCLLe apXeO0/IoriYHUX PO3KOMNOK, HaZlaBaB MOMK/IMBICTb BiABiayBavam
croctepiraTm 3a mMucTeutTBom TeTAHMYA TaK, HiIOBWM BOHM pPO3rNAZaloTb iCTOpUYHI  apTedaktn. Lo
iHTEpMpeTaLilo TaKOX MOMKHA PO3rNaAaTM AK BiACWMAKY Ha NpobiemaTvKy B TBOPYOCTI TeTAHMYA LWOA0
my3eedikaLii oro pobit?.

OpfHaK BaK/IMBO BM3HATM, LLLO LA KHMUIA 3HAMEHYE nepLue rnboke 3aHypPeHHs B TBOPYICTb TeTAHMYa.
Y UbOMY CEHCi BOHA CTY»KUTb HOBATOPCbKUM A0CAIAXKEHHAM NOro GiNnocoPpCbKMx KOHLENLT, Lo B OCHOBI MOro
poo6iT.

MpoTe OCHOBHa AniemMa, AKY HAaMaraeTbCA BUPIWMTK aBTOPU KHUMK «Pepip TeTAHUY. Ppunynbay,
obepTaeTbcA [0BKOMA 3aBAaHHA noB’A3atM Pepopa TeTAHMYA 3 KOHKPETHUM XYAOXKHIM CcTUaem Ta
cnpobysaTtu KnacudikyBaTn Moro poboTn y pamkax 3ara/ibHOMPUIMHATUX KaTeropiid. Y pesynbTaTi aBTopU B
KOMKHill CTaTTi BAAOTbCA A0 MOPIBHANLHOMO aHanisy, Hamaratoumcb 3HalTU Napaneni Ym 3B’A3KM 3 iHWKUMK
XYLO0XKHMKaMM UM HAaNpAaAMamM MUCTeLTBA. TUM He MeHL, nonpwu uj 3ycunna, GyHaameHTanbHi MUTaHHA Npo
TBOpYicTb Ta ¢inocodito Pepopa TeTAHMYA 3aNMWAOTLCA BIAKPUTMM, Y YOMY i NPOABNAETLCA MOrO
YHIKaNbHICTb Ta iHAMBIAYaNbHICTDb.
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Besmexca dedopa TemaHuya
(®Pedip TemaHuy. Ppunynesa, 2021. Kuie: AHmukKeap.)

YKpaiHcoKe mucmeuymeo HanpukiHyi 20-20 cmoaimma 303HAA0 3HAYHUX 3MiH, MNO03HA4YeHUX
He3asexHiCmo ma opueiHasnbHiCM0 XyO0MCHUKI8, AKIi npomucmonanu perpecusHili padaHcekili cucmemi.
®edip TemaHuy, makoxc gidomuli ak dpunynis, yocobnoeas yHiKaAbHUL yKpaiHcbKuli peHomeH 1970-x -
nouyamky XXl-eo cmonimma. lonpu me, wo 3a ¥umms 8iH 6ys aymcalidepom, MoCMepmHe BU3HAHHSA
TemaHuya 3pocno, a lio2co pobomu menep npedcmasneHi y BUSHAYHUX UEHMPAX CYy4acHO20 MUCmMeumeda rno
8cbomy c8imy, 30Kpema y npecmuxcHomy LleHmpi Momnidy e Mapuxci. KHuza "®edip TemaHuy. @punynis”,
suoaHa y 2021 poui docnioHuybKoto 2pynoto PinchukArtCentre, nporioHye ecebiyHuli 021580 ummegoz2o0 ma
meopyozo wnaxy TemsaHuuya. AHaAAiMuUYHi ecei pisHux aemopis 00cniducytoms Mmucmeybke bavyeHHA ma
ocobucmicme mumuys, tio2zo KoHyenuyito "®punynii’, a makoxc 3Ha4eHHA 020 mekcmoeoi crnadujuHu. TaKoxc
npedcmasseHo apxisHy Konekuyito meopie TemsaHu4a, wjo 36epizaemoecsa 8 Haykoso-0ocnioHomy iHcmumymi
npobaem cy4acHoeo mucmeumea YKpaiHcbKoi akademii mucmeums. Lia peuyeH3is 30cepedryemoca Ha
eceicmuui KHu2u, 3a2aubntoo4uUcs Yy Mucmeybkuli po3sumoK TemsaHu4a, U020 YHIKAAbHI KOHUenuii ma
iHHosauiliHUl nioxi0 Banepia Cyxapyka 00 eKCcrnoHysaHHs pobim TemsHu4a. Ak nepwe noeaubneHe
docnidxeHHA meaopyocmi TemAHUYA, KHU2A MAE 8aX(AUBE 3HAYEHHA 014 PO3YMIHHA (1020 camMobymHb020
mMucmeybKoeo b6a4eHHA ma eupiweHHA npobaemu Kaacugikayii ioeco pobim y mexcax mpaduuiliHux
MucmeybKuUx cmusig. BoHa niOKpecs1t0€ 8axAU8icMb CripuUsHHA WUpWoi OUCKYCIi Mpo HO8AMOPCbKUl BHECOK
TemsaHu4a 8 Mucmeymaso.

Knrouoei cnosa: @edip TemsaHu4, @punynvs, YKpaiHCbKe mucmeymeo, HOHKOHGOPMI3M,
nep@opmMamusHi NPAKMUKuU.
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