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ANCIENT, MEDIEVAL AND EARLY MODERN ART

MY3MNYHE NOBCAKAEHHA BO/IUHI (CEPEAUHA XVI — NOYATOK XVII CTONITb)
Bnagucnas be3nanbKo, IBaH Ky3bMiHCbKUMA
Musical everyday life of Volhynia in the middle of 16th — early 17th cc.
Vladyslav Bezpalko, lvan Kuzminskyi

The presented article is the first study of this kind, where the musical life of Volhynia of the mid
16" - early 17t century is specially considered. In the study, we almost exclusively focused on the
secular segment of musical everyday life. On the basis of the analysis of historical acts, fiscal
accounting documents and other sources, three thematic sections were formed. The first section is
devoted to the study of musicians in Volhynia. In the fiscal accounting documents, initially the Grand
Duchy of Lithuania, and later the Polish—Lithuanian Commonwealth (Lesser Poland Province of the
Polish Crown), various terms are used to refer to musicians and related professions: "dudari”,
"skomorokhy", "skrypali", "trubachi", "medwednyky" "muzyky", "hudky". From these and other
documents we learn about the number of musicians in different small settlements. Among the
nicknames that were given to musicians, the "dudnyk" and "skrypka" prevail, sometimes there is a
"hudka". Separately, in the act documents other music specialties are mentioned: "Jews Cantors",
"organist", "pyshchyk", "trubach", "bubnist". Also, in the documents of such kind, one could find
some episodes from the everyday life of the musicians. Musical instruments are discussed in the

"o "non

second section of the article: "kobza", "turkish kobza", "lute", "quintar lute", "violin", "italian violin",
“cithara", "duda”, "smyk", "truba", "bubon". The last section deals with two separate phenomena of
Volhynia musical culture - music in dance and Volochebnyy ceremonies. The lack of study of Volhynia
musical culture in previous years encouraged the emergence of various myths, in particular, about
the poverty of the musical culture of the Volhynia autochthonous population. According to the myth,
the pipe organs of the Catholic temples were brought to these territories by the Polish colonists after
the Union of Lublin. However, as it is shown in the article, the first mention of the Lutsk organist
dates back to the time before the Union of Lublin and the name of organist indicates his Ruthenian
origin. Thus, the obtained results allow us not only to fill the gaps in Ukrainian historical musicology
of the mid 16" - early 17" century, but also to hope for the appearing of similar studies of other
Ukrainian lands.

Key words: Volhynia, everyday life, 16" century, musicians, musical instruments, separate

phenomena of musical culture.
Bctyn

MpeAacTaBieHe AOCAIAKEHHA 3apoANNOCA Y cniBnpaLi ¢paxoBOro iCTOpMKa Ta My3uKoora i €
no cyTi iHTepAUCUUNAIHAPHUM, aaKe MOEAHYE iICTOPUYHI Ta MY3MKOANOTiYHI cTyaji. s poboTta €
nepwoto cnpoboto y HayKOBOMY AMCKYPCi AOCAIANTU My3MYHE NOBCAKAEHHA BonunHi cepegmHm XVI
—noyatky XVII ctonite. 30Kpema, y BiZOMUX HaM y3ara/ibHIOIUYNX NPALUAX LLen nepiog, i uAa TemaTuKa
abconotHo BiacyTHi  (MTopainuyk  1989), (Kopwhin 1996), (Cmonin 2001). Mwu cBigomo
30CepeaKyBasnCca MaiirKe BUK/IIOYHO Ha CBITCbKOMY CEFMEHTI My3MYHOrO NOBCAKAEHHSA. 3araiom B
YKpaiHCbKOMY MY3MKONOFYHOMY HayKOBOMY 06iry BUKOPUCTOBYBANUCA /IULLE KiflbKa PO3pPi3HEHUX
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«MY3UYHUX» CloXKeTiB 3 BoauHi KiHua XVI ctonitta. 3okpema, y AoKyMmeHTi 1595 poky ngetbca npo
Te, WO MY3MKAHT KHA3A KocTAHTMHA Bacuna OcTposbKoro, JlaBpeHTilt yknas y 1583 poui yroay 3
NbBIBCbKMMM MilWwaHamm, JlaBpeHTiEM 3aieCbKMM Ta MOro ApyKuHoto AHHowo, a y 1595 poui,
HaneBHO He BUKOHABLLUM 30608B’A3aHb, 3aIMLLMBCA BUHEH NOAPYHKKIO 60 NONbCbKMUX 310TUX (Llanan-
AKMMeHKO Ta fAcuHoBCbKMIM 1995, c. 76). Takox pocnigxysaBca AOKYMeHT 1599 poKy npo
BMKOPUCTAHHA CKPUNKK Nig Yac BonoyebHoro obpsaay ([osbuuweHKko Ta KyabmiHcbkuia 2018, c. 211-
212). Hemae cymHiBiB, Wwo $axoBi iCTOPMKM Yac Bif, Yacy BiAHAXOAUAN AOKYMEHTU 3 MYy3UYHUMMU
CloXXeTamu, npoTe 3 Pi3HUX MPUYMH BOHW He NOTPanAAAn A0 CheuianbHUX AOCAIAMEHb.
[kepenbHUii macmue NpeacTaBneHoi poboTH — PiSHOMAHITHI LOKYMEHTM 3 aKTOBMX KHUT, 30Kpema
ymcenbHi ckapru, pickanbHO-061iKOBI AOKYMEHTH, NoNemivyHa NiTepaTypa, a TaKoX ikoHorpadiyHi Ta
apxeonoriyHi axkepena. FoNo0BHA meTa AOCNIAXKEHHA — BUABUTU Ta PO3TAYMAUYUTU ABULLA MY3UYHOTO
NOBCAKAEHHA BoAUHI B iX ACKPAaBOMY PiSHOMAHITTI Ta HEBNUHHOMY PYyCi 1 PO3BUTKY, NOCANILOBHO
HaMOBHIOKOYM XPOHONOTIYHE MOJe Yy BY3bKO BU3HAYEHMUX MEKAX, HE NiAMIHIOUYM GaKTiB aHanoriamm
3 Ni3HIWMX enox.
My3uKaHTH

®ickanbHi Ta ¢icKanbHO-06NiKOBI AOKYMEHTU HECcnoAiBaHO AAs My3MKoAora, ane LiJIkom
OYiKYBaHO Ta 3aKOHOMIPHO ANA icTOpuKa BuaBuaucA baratmm Ha iHpopmauito axepenom ana
OOCNIAEHHA MY3MYHOTO NOBCAKAEHHA BonunHi paHHbomogepHoi aobu. CouianbHa cTpaTudikauin
CYCMiNbCTBa, L0 BUPUHAE 3, Ha NepLunii nornag, 6aHanbHMX NepenikiB N1aTHUKIB NOAATKIB, Aa€ HaM
YyABNIEHHA NP0 NPOdECIiNHMUX MY3UKAHTIB LbOro Yacy O4MMA Cy4aCHMKIB. [LOKYMEHT Npo NOroNI0BHUMN
NOJATOK CTBOPEHWUN Y BENIMKOKHA3ZIBCHbKIM KaHLenApii Ta MiCTUTb TePMIHOJOril0 BAacTUBy ANA
Tpaauuihi Benmkoro KHAsiBCTBa JINTOBCbKOro, ToAi AK NOOOPOBMIN NOAATOK — Le TePMIiHO/OrYHa
Tpagmuia 6inbw nputamaHHa MonbcbKii KopoHi. 3 unx AOKYMeHTIB Ta nonemiyHoro TBopy IBaHa
BMLWEHCLKOro Mu Ai3HAEMOCA NPO HA3BM, AKi 3aCTOCOBYBAIN ANA O3HAYEHHA MY3UYHUX Ta CYMiXKHUX
npodeciit. OKpim LbOro, 3 pickabHO-06/1iIKOBUX AOKYMEHTIB CTAE BiJOMUM NPO 3arajibHy KiNbKicTb
MY3WKaHTIB B PI3HUX HEBEAMKMX HACENEHWUX MyHKTaX. 3 aKTOBMX OOKYMEHTIB [Ai3HAaEMOCA Npo
KOHKPETHUX MY3UKAHTIB, @ TAKOX NPO OKpeMmi enizogm 3 iXHbOro XKUTTA.

My3ukaHmu ma no2oao0eHuili nodamokK. HanpukiHui 1565 poKky y cTonuui Benukoro
KHA3iBCTBA J/IMTOBCbKOro 6yB 3ibpaHnit ceMm ana BUPILLEHHA HU3KWU BaXKJAMBUX NMUTaHb. YXBaNeHi
pilleHHA BigKNanncA B AOKYMEHTALl, WO Mana BUrAa4, NoAaHUX Big WNAXTU 0 BEIMKOrO KHA3A
npoxaHb («nNpo3bb») Ta BiAnosigel moHapxa. Llen aokymeHT aatoBaHuit 21 rpyaHa 1565 poky.
3oKpema, Yy BiANOBiAi Ha NpoxaHHA 3a N2 17 naeTbca NPo «NOroJIoBHUIA NoAaToOK», TOBTO 3 yCbOro
HacesleHHs, 3 MeTOK MOMOBHEHHA CKAapOHULI ANA BeAeHHA BiliHM 3 MOCKOBCHKOK Aep’KaBolo.
Cepep NNaTHUKIB NOAATKY 3raJaHo Pi3sHUX MY3UKaHTIB Ta 0Cib cymixHUX npodecin: «100u /1103Hble,
Komopue cayxbbl He Maroms, U mexb Mmeo8esdHUKU, OyObHUKU, CKpUMbKU, mpyba4yu U UHWUE 8b
mecmexsb bydy4yue My3biKU, U XMO KOAB8EK He MaroYu nesHoe craymbbl, abbi KoxObili 0aAb omb
20710861 ceoee U besnbixb 20/108b U 0emeli no ocmu epoweli» (Jintosckasd... 1914, c. 359). AlyaHuKn,
CKPMNHKUKM Ta Tpybadi — NnowmpeHi Ha3BM MY3UKAHTIB, NPO AKi AeTanbHille ATUMETbCA AaNi, a OT Npo
MeBeAHUKIB 3 iHLWMX LOKYMEHTIB LbOro Yacy mMaie Hi4oro He Bigomo. MNpoTe Ha 70 poKiB paHile,
y 1495 poui, B yropCbKOMY AOKYMEHTi 3ragaHo Npo «PYCbKUX MOKYAATOPIB» NpW ABOpPi Kopoas
YropwmHn Bnagucnasa |l ArennoHumKa, AKi po3Barkanu rnAagadvis BMCTaBamum 3 Begmegamu.
OueBnAHO, MOBa ae Npo meaBeaHUKiB: «E. d. Rutenis Joculatoribus, qui deferunt & faciunt ludere
ursum, ex Mandato Regio dati funt 2» (PycuHcbKi liokynamopu, aKi npuseau eeomedie ma pobunu
3 HUMU i2pu, 30 O0py4YeHHAM Kopossa im danu 2 ¢pyHmu) (Engel 1797, s. 114). 3 ornagy Ha Te, Wo y
Bignosiai CurismyHaa Il Asrycta measegHWKM 3ragaHi nopyy 3 PisSHUMM KaTeropiamu My3uKaHTiB, TO
LiIKOM JNIOMYHO MPUNYCTUTU, WO Y rypTax mMeABeAHMKIB Oyan NpUcyTHIMKM i my3uKaHTU. [po
MeaBeAHWUKIB 3rafaHo i y AXKepesi Aello Ni3HIWOoro Yyacy, AKMN gatoBaHuii 6 }KoBTHA 1596 poky. Y
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KOPOTKiIM MonemiyHii po3noBsiai HesBigomMoro aBTopa NPO NiACTYNHY MOBEAiHKY YYacHUKIB
BepecTeicbKoro yHiiHOro cobopy 3asHauyeHo, WO BegMeniB BOAUAM 3 MY3UKOK: «AKO medseldi
MY3UKOI CKomMopouwicbKoto» (TpuHis Ta iH. 1988, 124).

MPUKMETHO, WO OAWMH 3i CNUCKIB «BigNOBIAi» NMTOBCbKOro rocnofapa Mpo MOros0BHUM
noAaToK, AaToBaHUM 3 ciyHA 1566 poKy, posicnaHMil AMCTamK y BCi NOBITK, Ta 33 3Pa30K AKOro y
KHUrKM JlInToBCbKOi MeTpukn 6yB BnmncaHuin nnct ao KWiBCbKOro MOBITY, BXKe Aa€ Aelo iHwy
BapiaTMBHICTb HAa3B MY3MKAHTIB: «a 3 at00eli 8010YAUUXD, KOMOpble 6e3b CyH bbbl MewKarome, u
mexb 3 Me08eOHUKO8b U CKPUMNKOBL U 3b-Cb KA#0020 2y0KA U UHbIXb, 8b MeCcme MeWKaro4Yuxy,
Xmo cayxvbbl nesHoe He maems, 3 2071086l U besbixb 20a108b U 0demell UXxb N0 ocmu epowieli»
(NntoBckas... 1914, c. 844). baunmo, WO B LLbOMY AOKYMEHTI B Nepeniky BiACyTHI AyAHMKMK, @ 3aMicTb
«Tpybayi» BXUTO «ryaKku». Taka 3aMiHa A03BOJIAE NPUMYCTUTH, LLO KTYAKM» — Lie TAaKOX rpaBLi Ha
Ha aepodoHax.

Y iHWOMY CAUCKY [AOKYMEHTY MPO MOr0A0BHMA MNOJATOK, aApecoBaHOro CTapoCTi
MUTOMUPCBbKOro NoBiTy KHA30 PomaHy Pepoposmyy CaHIyLWKY, 3 TIEK K A4aTOLO, WO i NonepeaHin
OOKYMEHT, TaKOX 3ragyeTbCA NMPO MY3MKaHTIB, NPOTe 3 He3Ha4yHol pi3Huueto: «a 3 awodell
gos104aUUX, Komopbie 6e3b Ccay#bbl MewKkaroms, U Mmexb 3 MeO08eOHUKO8b, OYOHUKOBY,
CKPUIMNKOB® U UC Kax0020 2yOKad U UHbIXb, 8b Mecme MeuwKar4yuxs, Xmo cayxcbol nesHoe He maems,
3 20710861 camozo u besnbix 207108b U Oemell uxb no ocmu epoweli» (Archiwum... 1910, c. 88-89).
MopiBHAHO 3 KKMUIBCbKMM» AOKYMEHTOM TYT 4043aHO AYAHUKIB.

3aranom AMCTU 3 yxBaslaMM LbOro cermy 6yam posicnaHi no BCix KyTouykax Benwukoro
KHA3IBCTBA J/IMTOBCHKOrO, BKAOYHO i3 «YKPATHCbKMMM» BOEBOACTBAMU — BONMHCBbKMM, KUTBCbKMM Ta
Bpaunascbkum (/luToBcKas... 1914, c. 835-838). 3BiacK, Li/IKOM 4OPEYHO AONYCTUTH, LLLO MY3UKAHTH
3aMeLlKyBan | OMOAATKOBYBA/IMCA HA YCiX IHWKWX YKPAIHCbKUX TepeHax Yy cKknagi Benwukoro
KHA3iIBCTBA JINTOBCHKOrO.

My3sukaimu ma nob6oposuii nodamok. e oguH pokymeHT XVI cTonitra dickanbHoro
XapaKTepy, B SKOMYy MAEeTbCA NPO onoAaTKyBaHHA MY3WKAHTIB, 30Kpema 1 BoaunHi — noboposui
yHiBepcan CredaHa baTopia, BugaHui y Bapwasi 4 ciyHA 1580 poky Ta Bxe 29 nwTOro
nepeknageHnii «PyCbKo» MOBOIO Ta BMMCaHWI y JTyLbKi FPOACBKi KHUIU. Y HbOMY 3aCTOCOBAHO ABi
Ha3BM A4/1A MY3MKaHTIB, @ TAaKOX CymMa MoAaTKy 3 KOXHOI ocobu: «makxe 0ydapsl, CKOMOPOXU,
KaxObiu om cebe no 2poweu 0saduyemu U Yomeoipox damu rnosuHbHU» (beananbko Ta iH. 2014, c.
314). lyaapi y 3HaY€HHI My3MKaHTIB 3yCTPIYaOTbCA LLE Pa3 Y TEKCTi LOKYMEHTY, KoM MAEeTbCA Npo
Pi3Hi KaTeropii onoAaTKOBaHMX OCib: «nodamKu om nepeKynHe8 U epeKyrnoK, 2aysmsesd,
pemecHUKos, 0ydaposb» (beananbKo Ta iH. 2014, c. 315).

3pewToto, y 1583 poui npunucn noboposoro yHiBepcany CredaHa batopia BTinnauca y
BMOMpPaAHHI LbOro MogaTky 3 HaceseHMX NyHKTIB BoanHcbKoro BoeBoacTBa. Pe3ynbTatv uboro
onoAaTKyBaHHA 6ynn yknageHi B 06’emHMn peecTp. B Hbomy By NPUCYTHI i 3ragKku NPo My3MKaHTIB
y BCiX TPbOX noBsiTax — Jlyubkomy, Bonoanmupcbkomy Ta KpemeHeupkomy'. Y Bonoaummupcbkomy
NoBiTi onogaTKyBaM 6 My3MKaHTIB: TPbOX CKpunanis y Bonoaumupi, ABox ayaapis y TypilcbKy Ta
oaHoro aypapsa y Hecyxoikax (Jabtonowski 1889, s. 126, 112, 113). Y JlyubKomy noBiTi
onoAaTtKkyBanu 15 my3mKaHTiB: N’ATb CKpMManis 3 JlyLubKa 3annatmam no 1 310Tomy, YeTBEpO AyAapis
—no 24 rpowis y Onunui, Tpoe ckomopoxis — no 30 rpowis y KnesaHi, ABOE Ayaapis — no 24 rpowis y
micteyky CoKon Ta oaunH ayaap y ceni Joporocut (Jabtonowski 1889, s. 111, 108, 88, 94-95, 93). Y
KpemeHeubKomMy NOBIiTi onoAaTKyBaAu Halbinbluy KiNbKiCTb My3UKaHTIB — 22. YeTBepo CKOMOPOXiB
cnnatman noaatok y Hosomy 3b6apaxi, Tpoe ayaapis — y KocTaHTMHOBI, No ABOe Ayaapis — vy
OcTpononi Ta AHywnoni, ABOE CKOMOpPOXiB — y BoaouncbKy Ta oguH CKOMOpPOX — Yy YepHAXoBi, a

! Ha3Bu HaceneHMX NYHKTIB MM NOLAEMO 33 PEECTPOM BOIMHCbKMX noceneHb O. bapaHosuya, To6TO 3a ix popmamm y
nepwint nonosuHi XVII ctonitta (bapaHosuy 1930).
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TaKOX MO OAHOMY AyAapk — Yy micTedykax KpemeHeup, JTabyHb, MonoHHe, Kpacunis, YepHsaxis Ta
cenax Ceateub, Kopauuwis, JleneciBka, [osraniska (Jabtonowski 1889, s. 127, 128, 130, 131, 140,
146, 147, 149). Nepuwe, Wo Bparka€ 3 Li€i iHbopmaLii — NOAATKM NAATUAN He NULLE MICbKi, a 1
CiNbCbKi My3MKaHTK. Yepes Le HaBiTb BUHMKAE BPAXKEHHSA, WO NOAATOK 3anaaTUAM JANeKOo He BCi
MY3WKaHTW, aZKe B iHLWKNX cenax Npo HUX He 3raaHo B3arani. IHWa 0cobAUBICTb LbOro AOKYMEHTY
NONATAE Y BUKOPUCTAHHI TPbOX Pi3HUX TEPMIHIB 417 O3HAYEHHA MY3UKAHTIB — AyAapi, CKOMOPOXM,
CKpunani. HanvacTiwe 3ycTpivaeTbCA BU3HAYEHHA AyAapi — 25 My3uKaHTiB, pigwe ckomopoxm — 10
MY3WKaHTIB Ta CKpunani — 8 My3aunKaHnTis (Tabauua 1).

3ayBaXKMMO, L0 Ha3Ba «CKOMOPOXMU» BiACYTHA Yy dicKaNbHO-00MIKOBIN AOKYMeEHTaLii eTHIYHO
NONbCbKUX BOEBOACTB, Hanpuknag, y Kpakiscbkomy (Pawinski 1886). Le uinkom npupoaHo, 60 Tak
HA3MBaNM MY3UKaHTIB e Y Yacu KniBcbKoi Pyci. Ha AKMX MY3UYHUX iIHCTPYMEHTAX MOIIN FPaTH L
CKOMOPOXWN O0CTEMEHHO He BigomMo. My3MYHI IHCTPYMEHTU CKPMNAiB TAaKOX He OMUCaHi, O4HaK
MOXHa NPUMNYCTUTK, WO ue Byan we cepeaHboBiIYHI CKpUNKK (digeni), a, MOXKAMBO, 1 AKiCb iHWI
XopaodoHW. 3 AyAapAMM CUTyauia TaKOX He BUAAETbCA OAHO3HA4YyHOW. «[lyaa» — e iHWa Has3ea
BOJIMHKK, NPOTE Tak MOIIN Ha3MBaTU i AyAKY, TO6TO No3a0BXKHY dneiTy. Llinkom gonyctumo, wo
Aypapi Ta CKpunani BigpisHAAMCA TUM, WO TPasn Ha Pi3HUX TUNAX MY3UYHUX HCTPYMEHTIB,
aepodoHax Ta xopaodoHax BiANOBIAHO, @ ANA CKOMOPOXiB My3MKa Oyna nuie AOMNOMINKHOK Ta
O00ATKOBOK AiAnbHicTio. OgHaK, yepes Te, WO Y AOKYMEHTax HeMa€e cenapawii Ha pisHi TMnu
MY3MKaHTIB Y MeXax OAHOro HacesiIeHOro NMyHKTY, BUHMKAE AYMKA, WO LMMKU TPpbOMa TepMiHamm
03HayyBa/IM My3MKaHTIB Ta akTopis 3aranom’.

My3ukaHmu y meopax leaHa BuwieHcbK020. Y nonemiyHnx TBopax IeaHa BuweHcbKoro, Aki
weapi Ha iHGopmaLlilo NPo pi3Hi BUMIPU MOBCAKAEHHA, MICTATbCA NEpesnikM Ha3B MY3UKaHTIB,
nowupeHnx Ha BonuHi Ta Moginni, To6TO Ha TepeHax, Ae aBTOP 3aMeLlKyBaB y TpeTii usepTi XVI
CTONITTA Ta 4ob6pe 3HaB, AK XMBE MicLLeBa NOAHICTb. Y HUX 3HAX04MMO Ha3BM, AKi He 3yCTpivaroTbeA
y dickanbHO-061iKOBMX [OKYMEHTAX. TaKOXK 3a3HAYMMO, W0 BCi «MY3UYHI» TEPMIHM BXKUTI 3 TOHKUM
PO3YyMIHHAM Ta peanismom, Lo 4A€ NiACTaBy CTAaBUTMCA 40 LLbOro AxKepena 3 BignosigHOK A0BIpOIO.
30Kpema, y TBopax «KHuxcKa...» (6n. 1600) Ta y «locaaHHi 0o [JomiHikii» (1605) 3a3HaveHo: «om
OyOKU U CKPUMKU U PPOAPHUKaG» Ta «om mpybaya, cypmaya, MNUUWAAHUKG, wamMalHUKaG,
Oop2aHUCMbI, peKa2anucmel, UHCMpymeHmMucmsl u 6ybeHucmeol», «uzpubl, CKOMoOpoxu an6o
MawkKapHuUku» (YKpaiHcbKa... 1988, c. 325, 371).

Y nepwomy ¢parmeHTi BUKOPUCTAHI ABa BXe 3HAWOMI Ta 3BMYHI TEPMIHM — «AyAKa» Ta
«CKpUMKa», a OT TPeTi € He BiAOMUM ANA BOJIMHCbKMX AKTOBUX AyKepen uboro vacy. «Pyapa»
(fujara) — Ha3Ba, nowwupeHa p[NA O3HAYEHHA AyAOK, TOOTO NOB3A0BXKHUX (GAEUT, Yy pi3HUX
CXi4HOEBPONEMCbKMX MOBAX, 30Kpema Yy Mo/bCbKiM Ta cnoBaubkit. [logibHa Hasea
BMKOPUCTOBYETbCA M Yy PYMYHCbKiM moBi — «dnep» (fluier), ska B cBOlO uYepry noxoaumTtb Bipg,
natuHcbKkoro cnosa «flare», wo o3Havae «aytm». CnoBa «Tpybau» i «cypmay» y AOKyMeHTax
PaHHbOMO/IEPHOT A06M BMKOPUCTOBYIOTHCA Y SIKOCTi CMHOHIMIB. Ha3Ba «lamalHMK» HaneBHO
noxoauTb Bif, Ha3BM OA4HOFO 3 HAMIYYHIWOro cepeaHbOBIYHOrO aepodoHy — wanmeto. Lia Hasea
noxXo4uTb Bif, NAaTUHCbKOro cnoBa «calamus», TO6TO TPOCTMHA, Komuw. Lei «npawyp» robos
BiAOMUIA Y NUCbMOBUX ArKepenax €sponu we 3 Xl ctonitra, Kyam BiH noTpanus 3i cxoay. Lien
MY3UYHUIM IHCTPYMEHT NOXOAUTDb Bif, CXigHUX «3yPHU» Ta «ayayKa». « OpraHicT» Ta «peranict» — ue
TaKOXX CMHOHIMM, AKIi MatloTb MEBHi BiAMIHHOCTI. Y HalWOMy BMMNAAKY «Peran» y*UTO Y 3HAYEHHI
HeBe/IMKOro NopTaTMBHOTO (NEPEHOCHOr0) opraHy, Ha BigMiHY Big, cTauioHapHoro. O4eBMAHO, WO
TYT moBa npo «peran» XVI cTonitra, i3 BiANOBIAHUMMU KOHCTPYKTUBHMMKU OCOBAMBOCTAMM.
«IHCTPYMEHTICTM» — OYEBMUAHO Te Came, LLLO i IHCTPYMEHTANICTN, TOBTO MYy3UKAHTK, SIKi FPaloTb Ha

13 uporo nocrae npobiema pisHOPIBHEBOrO CMUC/IOBOrO HaBaHTAXKEHHA HA3B — 3ara/lbHOr0 Ta KOHKPETHOIO, MOXK/IMBE
BUPIiLLEHHA AKOI, 04HaK, MM BUHOCMMO 33 MEXKi AaHoi poboTu.
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OyAb-AKMX MY3UYHUX iHCTpYMeHTax. «MUWanbHUK» — 3arasibHa Ha3Ba A/1a My3WKaHTIB, SIKi rpatoTb
Ha aepodoHax, TOBTO Ha AyXOBMUX IHCTpymMeHTax. «BybHMCTIB» cnig, po3ymiTM y 3HaueHi
b6apabaHiuimKa, abo, no-iHwomy, TMMnaHicta. Mpu YoMy Le C/IOBO HE € BKa3iBKOK Ha Cy4yacCHWM
iHCTPYMeHT «byboH». Y Hawomy BMMagKy — Le Yy3arajibHiOlYMa Ha3Ba A[asa rpaBud Ha
MmembpaHodoHax.

Cnosa «igpiyu», «CKOMOPOXU» Ta «MAWKAPHUKU» TaKOX BXMBAHI AK CUHOHIMW. «Irpiun» — ue
Ti XTO rpatoTb, NPM YHOMY B HALLOMYy KOHTEKCTi MOBa NepesoBCiM NPO NEBHY BMCTAaBY, @ HE rpy Ha
MY3UYHUX iIHCTPyMeHTax. C1I0BO «CKOMOPOX» NOXOAUTb e 3 YaciB i TepeHiB KniBcbKoi Pyci. A oT
C/I0BO «MALUKApPHUK» BMKOPUCTOBYBANOCA ONA MO3HAYEHHA NOAUMHKU Yy Mmacui. MNigkpecanmo, wo,
HaneBHO, HeAAPeMHO B iCKanbHO-06/MiKOBUX AOKYMEHTAX CMHOHIMOM A0 C/I0BA «CKOMOPOXMU»
BXMBAOTbCA C/I0BA CYTO MY3MYHOI chepun, TOMy AOPEYHMM Oyae MNPUNYCTUTU, WO Ui aKTopK
BMKOPMCTOBYBA/IN Yy CBOIX BUCTaBaX My3N4YHE MUCTELTBO.

Hocii my3u4Hux npi3eucebK. Y akagemMidyHUX GinonoriyHMX NpauAx 4Na 03HAYEHHA KNPI3BUCbK»
3 nnceMHunx nam’atok XV-XVII cToniTb BUKOPUCTOBYETLCA TEPMIH — «Ha3BuM ocib» (Kposuubka 2002,
c. 7). MpoTe, Ana 3pyyHOCTi, Y HaOMYy AOCNIAXKEHHI BUKOPUCTOBYETbCA TEPMIH «MpPi3BUCHKa».
Mpi3BMCbKa 4YONOBIYOrO poAy, 3@ CEMAHTMKOW, MNOAINATBCA HA N'ATb OCHOBHUX NEKCUKO-
CEMAHTUYHUX FPYN, @ HANYMCENbHILLIOK 3 HUX € TPyNa NPi3BUCbK 33 POAOM AifNbHOCTI Ta Npodecieto
(KpoBunupbKa 2002, c. 9). Cepepg npi3BMUCbK 3a NpodeciaMn € LinUiA pas NoB’A3aHMX i3 My3MYHOIO
OIANBHICTIO.

HalicTapwe cBig4eHHA NpPo «My3n4Hi» Npi3BMUCbKa Ha BoauHi y XVI cToniTTi BUuABNeHe Hamu B
onuci micta KpemeHus, wo gatyetbca 1 xxoBTHA 1548 poKy. «Ha Byaumui Big, MapuuHa Fnnbokoro»
Mewkas |BaH [lyTKa: «/wan Dutka» (ATamaHeHko 2007 (a), c. 30). Ha apyromy 6oui uji€ei K Byaunui
MeLWKaB «WwyT»: «Szut». MOXMBO, MaBCA Ha yBasi 6n1aseHb (CKOMOpPOX), MpoTe A1A TaKoro
TBEpPAKEHHSA Yy Hac BpaKye BNeBHEHOCTI, aaKe nogibHe Npi3BUCbKO TPANMAOCA Y AOCTYMHUX Ham
Axepenax nvwe oauH pas (AtamaHeHko 2007 (a), c. 31). OKpim uboro, y KpemeHui Ha eBpeicbKil
BY/IMLLi 3aMeLLKYBaB YO0/NO0BIK, NMPI3BUCbKO AKOrO TAKOX MOMKHA npounTaTn Ak Ayaka: «Dydka»
(ATamaHeHKko 2007 (a), c. 31).

HactynHi gecatunitta [oCcnigyBaHOro HamuM 4YacoBOrO BiATMHKY BUABUANCA HACUYEHI
3ragkamm ocib6 3 pisBHUMKU «MY3UUYHUMMMUY» MPI3BUCbKAMU, BUABNEHMMWU Y AOKYMEHTa/sibHOMY
martepiani, SKMIA MIicTATb aKTOBI KHWUIMM CyAOBWUX YCTAaHOB BonunHcbKoro BoeBoacTBa. Lle axkepeno
MacoBOrro XapakKTepy Bxe 3 60-x pokiB XVI cToniTTa Aae He AnLLE LWi/IbHY XPOHOJIOrit0, ane i LWUPOKY
NpeAcTaB/eHICTb Pi3HMX YaCTUH PerioHy.

HaBegemo pAg NpUKNadiB Yy XPOHOMOFYHIA NOCAIAOBHOCTI. Y BUNUCI 3 KpemeHeLbKux
3aMKOBMX KHUT 3a 1 rpyaHA 1556 poKy ¢irypye chyra KpemeHeubKoro ctapoctu MNeTtpa Muxannosuua
CemallKa Ha im’a «®edop Ckpoinap» (Moniwyk 2007, c. 55).

31 nunHA 1561 poKy paTyeTbcs 3ragka y Jlyubkih 3amKoBin KHM3I npo AuKka CKpunKy 3
POANHOO, AKI MellKann B mictedky RucenuH: «Juka CKkpunka 3 #coHoto, 3 0emmu» (MoWncieHKo Ta
Moniwyk 2013, c. 378).

3a KoBTeHb 1561 poKy € 3ragka npo niaaaHHoro IeaHa bop3obaratoBmya KpaceHcbkoro 3 cena
Bickynuui, Ocka [yAKy, SKUN Yyepes HiYHMN Hai3a cnyr Muxaiina Ko3MHCbKOro BTPATMB A€eKifbKa
ronis xynobu: «y KOcka yoku — sonos 0ea» (MoiicieHko Ta Moniwyk 2013, c. 445).

3rigHo 3 ntocTpauieto micta KpemeHeub y 1563 poui, IBaH Ha npi3BncbKo [lyaka BoaoAis ABoMa
6yamMHKkamu Ha BepxHin Byauui: «Ulica Gurna... Pierwsza strona tey ulicy... Iwan Dudka 1%... Druga
strona tey ulicy... Iwan Dudka 1%», a TakoX Kiflbkoma ropogamu 3a mictom (Apxusb... 1890, c. 43,
62). Ha BockpeceHcbkin Bynnui melukas Masno Ckpunka: «Ulica Woskresienska... Pawel Skrzypka 1»
(ApxuBb... 1890, c. 46).

Y peecTpi BUOMPAHHA rpoLllen Ha NiaBoAHY MOBUHHICTb 3 XUTeniB micta JlyubK 3a 1566 pik
3aMMCaHO iMeHa YOTUPbOX CKPUMNanie, AKI CnaavYyBaan NEepeBarkHO 3 «pemecaa», PoO3yMiEMO, LLO
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came 3 My3n4HOro. Lle BunamMBae 3 aHaNOrN4YHMX NPUKAAAIB 3 IHWMMM NAATHUKAMM LIbOTO PEECTPY,
L0 MaJIn Pi3Hi «pemMicHMYI» Npi3BUCBbKaA: «FHKO CKpbINOK — 3 pemecsna, oumy», «Pedop Ckpunuya —
3 Kpamy, meody, nuea, nisdomy», «Mauxko CKpurnok — 3 pemecaa, nuea meody, oumy», «Mucko
Ckpurok — 3 pemecna, nepeneyalicmea» (AtamaHeHko 2007 (b), c. 51, 52, 53).

3ragky npo kutenda micta KpemeHeub Ha npi3BMcbKo CKpUMNKa BUABAEHO Y CKapsi
KpemeHeLbKoi milwaHKkM 30¢ii npo 3pagy cBoro 4onosika Mukonas Big, 24 cepnHsa 1567 poKy: «8
KoposamHuka, npo3ssisaemoe CKpunku» (Be3nanbko Ta iH. 2014, c. 132).

Ay peecTpi BUBMpPaHHA rpoLuei Ha NiaBOAHY NOBMHHICTb 3 *KUTenis micta Bonogumup 3a 1570
piK 3ragyetbca Jlyuka Ckpunka: «/Tyuyka Ckpunka om domy 2 ep. 0an» (ATamaHeHKo 2015, c. 98).

Y cKapsi 3acnaBcbKOro HamicHMKa Bacuna Konta Ha 6epespgiBcbkoro ypsaHuka [Mpokona
MepBuLbKOro, AKMIN pa3om i3 Tomacom Mog0CbKMM Ta iIHWMMK CAyramm KUIBCbKOrO BOEBOAM KHA3A
Bacuna-KoctaHTMHa OcTpo3bkoro 27 nvnHa 1575 poky norpabyBas nigaaHMX y MaeTHOCTAX KHA3IB
3acnaBCbKUX, ABiYi 3rafaHO MelKaHUA cena baumaHiBKa, AKMI MaB NPi3BMUCbKO [yaKa: «AHbOpbl
Lyoka» (Be3nanbko Ta iH. 2014, c. 197, 203).

Y nepBuMHHOMY Nob6opoBOMY PEECTPi CTATHEHHA nogaTky 1576 poKy 3 micTeyka J/IMTOBUK
3ragyeTtbea agexto Ayauuny: «yoyuy — 2 ep. dan» (AtamaHeHKo 2010, c. 76).

Y peectpi nigaaHnx maetky Hosuit CtaB (cknageHo 11 BepecHA 1580 poKy), skuit byno
3acTaB/eHO KHA3l AHywy YopTopuicbKOMy Yy 3B’A3Ky 3 yB'A3HEeHHAM Agama BoroBuTuHa,
3raayetbca Tomuno Nygko: « Tomuno yoko — nonsonoku» (ATamaHeHko 2010, c. 76).

Y ABOX AOKYyMeHTax 3a 9 ciyHA Ta 7 ntoTtoro 1582 poKy ¢irypye »kutenoka micta J/lyubK, Ha3BaHa
3a im’Am yosnoBika «Pedoposasa CKpbinu4yuHaa». B 060x Bunaakax moBa mae npo 60pru noapyKxsa
Ta LLET XKiHKKM Pi3HUM KpeauTopam — NaHi JlTarogoBCbKin Ta nyubkomy espeto LUnmoHy HoBaxosuuy.
OueBnaHoO, nicna cmepTi YonoBika Pegopa Ckpunuui, NPo AKOro € 3ragKka we B 60-x pokax XVI
CTONITTA, MOro BAOBA ONWHUAACA Y CKPyTHOMY diHaHcoBomy cTtaHosuwi (LAIAK, ¢. 25, on. 1, cnp.
26, apK. 24-24 3B., 126 38.).

19 6epesHna 1582 poky y ceni lepeunH 3a AOPYyYEeHHAM OMiKyHiB AiTei Ta maliHa BO/IMHCbKOIO
nigcronia l'abpiensa NMpycMHOBCbKOro 6yno cknafeHo iHBeHTap pi3HUX MaeTKis: bine Mone, [lepeunH,
3aBuais, KoHtoxu, Kyt i MaunHiB, 3 peecTpom niggaHmx Ta ix noBUHHocTel. Cepea MeLlKaHLiB cena
OepeuunH 3ragaHo «MapmuHa [yoKy o2opodHuka» (beananbko Ta iH. 2014, c. 367).

Y cKap3i NyubKMX MillLaH Ha HeNpPaBOMIPHI Aji BiKapia roNOBHOrO IyLLbKOro KOCTeny KCboHA3a
'peropa, AKWM, HauyebTo, Y CTaHi aKOroNLHOrO CM’AHIHHA i3 036pOEHMMM NtoAbMM 7 KBITHA 1586
POKY HamaB Ha MICbKUI PUHOK, NO6MB Ta NOpPaHWB TOPTriBLIB i NorpabysBasB ToBapu, a OAHIED 3
NOCTPaXKO4anux Ta CBIAKOM nogii BUCTyNWAa BXe 3ragyBaHa Baosa Pepopa CKpunHuKa:
«PedoposuHas CKkpbinuyuHasa noseduna...» (Apxmesb... 1859, c. 218).

3a 27 »koBTHA 1588 poOKy € CBigYeHHA, WO Y MAETKY JINCMH, Ha NiBAEHb BiA JlyubKa, MeLlKaB
CeNAHMH, NPiI3BUCLKO AKOrO TaKOX YTBOPEHO Bif, HAa3BU MY3MYHOMO iIHCTPYMEHTY, AYAKN: «CeHbYUK
JlyOka» (Be3nanbko Ta iH. 2014, c. 479).

11 nuctonaga 1592 poky 6yno cknageHo iHBeHTap micta AMNinb Ta Npuaeraux Ao Hboro Cin i3
peecTpom nigaaHux. TyT 3raflaHo e TPbOX OCib, NPi3BUCbKA AKUX BKa3ylOTb Ha My3UYHi npodecil.
[BOE€ 3 HMX Bynn miwaHamm Amnonsa: «Bolimko Ckpunka» Ta «laspeino Ayouk» (besnanbKo Ta iH.
2014, c. 494). lLle oavH My3UKaHT MellKaB y ceni Basoseub: «Pedop Ayoka» (Besnanbko Ta iH. 2014,
c. 495).

Ba)kAnBe YyTOYHEHHSA MICTUTLCA Y AOKYMEHTI, B AKOMY OMUCYIOTbCA NOAII, Wo Biadyaucsa 12
*KOBTHA 1595 poKy. 3anmc mictuTb ckapry Mixana MuLwKn-BapKOBCbKOro Ha Bi/IEHCbKOro TUBYHaQ,
Kam’AaHeubKoro ctapocty AHa [Maua, Wo ocTaHHiM norpabyeaB Moro cayr Ta nigaaHux 3 cena
BapKkoBuuYi, AKi ixanu Ha ApMapoK Ao KHArMHMHA. 3peLlwToto, cepes NoCTpaXKa4annx 3HaumMTbcA ocoba
3 «MY3UYHUM» MNPI3BUCbKOM i LLO BaX/1MBO, Y HbOro 3abpann My3MYHUIN IHCTPYMEHT, Big AKOro i
noxoAuTb MOro npi3aBUCbKO — «Padko Ayodka»: «y PadHuka [yOKu 83sau u no2pabunu ApMAKb
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CepMAMCBHbLIU, KOWMOoBasn COPOK 2powell Aumosckux, O0yody, Komopas cmana Korsl 2powel
naumoswvckou» (UOIAK, ¢. 25, on. 1, cnp. 48, apk. 699 38., 700 38B.). TaKUM YMHOM el NPUKNAS,
NiAKPECIOE, WO «MY3UYHI» NPi3BUCbKA AaBaAINCA, TaK 6 MOBUTU, NPAKTUKYIOUMM My3MKaHTaM.

11 6epe3Hs 1604 poOKy BOAMHCbKMM BO3HMM [eniawem [daHyeBCbKMM 6yno cKknageHo
iHBeHTap CaTMiBCbKOro Ma€eTKy 3 PEECTPOM NigaaHMX Y NPUNETINX A0 HbOTrO NOCENEHHAX, NPU B3ATTI
B OMiKy AiTel Ta MAETHOCTI NOKIMHOIo BOJIMHCbKOTO BOEBOAM KHA3A OneKcaHgpa OCcTpo3bKOro noro
H6paToM KpaKiBCbKMM KawTenaHom, KHAzem AHywem OcTposbkum (LLAOIAK, ¢. 25, on. 1, cnp. 70, apK.
177-180). B nepenikax ronis rocnogapcts 3adikcoBaHO e pAg NPi3BUCbK, NOB’A3aHMX i3 My3UYHOIO
cnpasoto. Cepeg «TArAnX» niggaHmx cena Catuie ykasaHi «Cmeuyko Ayouuy» Ta «llapxom Jyouuy»,
a cepep «nigcyciakosux» — «AHOpesa [ykana Ayoky». Y ceni JAAbKOBUYI MeLlKaB «puwkKo
LyoueHe». Y micteuky HKopHiB 3ameLLKryBanu «fapacum [yodveHa», «[aspuno lydogan» Ta «[lempw
Ayoka».

Toaj K, BONMHCbKMM BO3HMM leniswem [JaH4yeBCbKMM, ByN0 yKNageHo iHBEHTAp MAETKY
KHAMMHKWH, nokiHoro KHa3s OnekcaHapa OcTtposbKoro (LAIAK, ¢. 25, on. 1, cnp. 70, apk. 180-182
3B.). 3riAHO AOKYMEHTY Y LbOMY ceni 3amellKryBaB «Mucko [yoKa».

7 uepBHA 1604 poky y Jlyubki rpoAacbKi KHuru 6yno BnMcaHO BM3HaAHHA Apama
OWwamoBCbKOro Ta Moro apy*nHm ®egopm 3 BotoTMHa npo HagaHHA BoAi NiggaHomy cena Bonmus
PorosuHcbKka, AHapito M'yaui Ta moro cim’i: «AHOpesa lyoka» (LOIAK, ¢. 25, on. 1, cnp. 72, apK. apk.
203-203 38.).

AK BMAHO 3 KOpnycy AOCNIAMEHUX AKTOBUX AOKYMEHTIB, iCHyBano TpW CNoBa, AKi 6yau
$GOpPMOYTBOPIOKYMMM A BCIX «MY3UYHUX» NPI3BUCBK — «AyAKa», KCKPUMKA» Ta 3pigKa «rygKa».

Jlyuybki KaHmopu-todei. [po KaHTopa Y NYLbKil loAelCbKili rpomagi, ane 6e3 yKasaHHA imeHi,
MA€EMO 3rafiky y ckapsi eBpes Aisaka MouwieBnya Ha 3010Tapa binnuybkoro Big 31 annHa 1592 poky.
3aliMaloYnCb INXBAPCTBOM, BiH, 33 AOPYYEHHAM KpeauTopa, pa3omM «3 XHUOOM, KAHbMOPOMDb
HAWUM HUOOBCKUMDB» XO4MB A0 BKA3aHOro peMiCHMKA BUMaraTi noBepHeHHA No3uku (besnanbko
Ta iH. 2014, c. 477).

A 1 ciuHA 1599 poky B¥e ycA rpomaga NyubKux espeis-pabaHiTiB BHOCUTb CKapry A0 NYLbKUX
IPOACBKUX KHUT Ha CAyry iyubKoro i 6epecTteicbkoro bickyna bepHata MaumeBcbKkoro, bycaxapus
[3tonia, AKMIN 3 NTOMIYHUKAMM BYMHUB MOTPOM CUHATOTM | EBPENCBbKMX BYAUHKIB y micTi Jlyubky. TyT
Y BM3HaHHI nyubkoro Bo3Horo Matmca CnaBorypCbKOro npo ornag 3anofisHuWX LWKoA4 Ta paH
notepninnx ABidi 3ragaHo KaHTtopa — «Mowka Menuxosu4ya, KAHMOPA, 8 4070 paHuau», «Mouwka
Menexosu4a, KaHmMopa #udoscko2o» (beananbko Ta iH. 2014, c. 614, 615).

Harapgaemo, 110 oaMH 3 060B’A3KiB KaHTOpPa (Xa33aHa) — Le chiB penirinHnx nicHecnisis.

Jlyybki opeaHicmu. Hapasi HaligasHiwa BMABAEHA HAMWM 3rafKka Npo opraHicta y Jlyubky
NnoxXo4uTb 3 AOKYMEHTIB peBi3ii JlyubKOro 3amky, Wwo gaTyerbca 12 nunHam 1552 poky. Y nepeniky
XUTENiB MicTa, Nig IPU3AMKLIEID NYLUbKOro KaTO/MLUbKOro 6ickyna, 3HauMBCA OPraHicT Ha im’'A
Kysbma: «orhanista Kuzma» (Apxusb... 1886, c. 176). et dparmeHT Baxk1MBUI 3 ornaay Ha Te, Wo
im’A opraHicTa BMAAE B HbOMY pycMHa. TakKMM UYMHOM PYMHYETbCA Mid Npo Te, WO OpraHu
nownpuanca Ha BonmHb nnwe B KiHui XVI ctonitrs i wo uei npouec 6ys HanpaMmy Nos’A3aHui i3
yKNnagaHHAM J1lobniHCbKOT YHii.

3anuc 3i CKaprot NyLbKoro miwaHnHa Aubka borywesnya Ha nncapa AyubKoi MUTHOT KOMOPHU
Tomalua onoBigae Npo KoHPAIKT 23 cepnHA 1582 poKy B A0Mi NyLbKOro opraHicta. BiH, xoua i He
BKa3y€E iMeHi My3MKaHTa, OAHAK KOHKPETU3YE MOro MPUHANEXKHICTb A0 CAyXbu y AyubKomy
KadpeapanbHomy Kocteni: «bydyyu, Oeli, MHe ¢ NaAHOMb MuUCe8CKUMDB U 3 bIHWUMU y4mugsiMu
1100MU 8 00OMY OpbeaHUCMbI Kocmena nyykoz Ceemoe Tpoliybl» (LAIAK, ¢. 25, on. 1, cnp. 26, apk.
1054 3B.-1056). 3a xapaKktepom nepebiry NoAin MOXKEeMO PO3YMIiTU, WO B LbOMY OYAUHKY
pO3MilLyBanaca Kopuma.
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23 b6epes3Ha 1602 poky y JlyubKy 6yno yxBaneHO AEKPEeT NYLbKOro rpofcbKoro cyay npo
3BiNbHEHHA OYAMHKY NYLBbKOro opraHicta AHa BiA cnaaTv YONoBOro NoAaTKy, 3 OrNAA4Y Ha npusinen
Kopona 3urmyHaa Il Asrycra: «BosiHocmes om nobopy domy opkzaHucmu+ozo» (UAIAK, ¢. 25, on. 1,
cnp. 64, apk. 305 3B.-306). MpeTeH3ii Npo HecnaaTy noAaTKy 6y BUCYHYTI MilLaHUHY AHY, «<Ha mom
Yac 8 0OMy OpK2aHUCMbI KOCMena nyukoz2o myuwkaro4yoz2o». OnoaatkyBatM OyguMHOK opraHicta
Hamaranuca Ha nigctasi yxBanm Baplwascbkoro cemmy 1601 poky, WoAo npogaxy nMeBa, meay Ta
FOPINIKN: «UX 4Y0ornoso2o 800se yghanbl ceumy Bapwasckozo 67U3KO 8 poKy muce4ya wecmcom
ep8om Mvpouwn020 00 WUHBKOBAHA Nued, Medy U 20pesKy, 8Ce20 CyMOo mpuoyam Konv 2pouweu
/IUMOBCKUX, 3a POK®b MPOWIbiU muce4ya wecmcom fnepuiuu He 3ana1amuns, AK0 Mmomds 110308 0 MOM
wupeu csed4yu». MNpoTe, Ha cyAi BUCTYNMB Cam OPraHicT, HaZAaBWWM NPUBINENA BEANKOTO KHA3A
nutoBcbKoro CurismyHaa |l Asrycta Big, 1546 poOKy, AKMIMA CBOIM pilleHHAM 3BiNbHUB OYAMHOK
opraHicTa Big ycix NoAaTKiB Ta NOBUMHHOCTEN: «00 KOPOsA e20 Musaocmu ceemoe namemu
HuKkemoHma As2ycma 8 poKy muce4a namcom 4omeoipudecam wocmom 00MOo8bl MOMY HAOAHbIM,
KOMOpbIM e20 KOpOosaescKas Msacm O0OM mom, AKO KOCMesiHbiU, 00 8WenAaKuxs nodamkos u
KQarc4yu3Hel U UHWUX NOBUHHOCMEU BOSHbIM 8€4HbIMU YCbl yYUHUM pa4vua». CNMParuncb Ha Takuin
BaromMmi aprymeHT, cy4 BM3HaAB NpaBOTYy BiAMNOBIAauYiB: «no38aHo20 AHA, Komopslli mom dom 3a
HaHAmMem 00 OpK2aHUCMbI MPbIMAEM, MAKHE U CAMO20 OpK2aHUCmMy 00 1o38y U pe4u, 8 HEMb
OrnucaHoe, 80/IHO20 YYUHUAUCMbI». 3 OTNALY HA e CBiAYEHHSA, BAHWMKAOTb NigCTaBM NPUMNYCTUTH, LLO
CTaLiOHAPHUI opraH Mmir 6yTM BCTaHOBNAEHWM Yy WOMHO nobyaoBaHOMY MypOBaHOMY
KadeapanbHomy KocTeni Ceatoi Tpinui 6am3bko 1545 poky, a 3BiIbHEHHSA Big, noaaTtkis noKauii y
MicTi, Wo nepebyBana y LEPKOBHIN BNACHOCTI, 6yno iHiuiMoBaHo ana nogansvworo ¢iHaHCOBOro
3abe3neyeHHA My3MKaHTa-OpraHicra.

Tol camuit AIH 3raflyeTbca AK NyubKUiA opraHicT i y 1603 poui. 3 4OKYMeHTy Big 7 BepecHsA
Ai3HAEMOCS, WO MY3UKAHT MaB e ogHe AxKepeno npubyTKy, B Moro ByAnHKY BUHaMaB KUTO
Mwuranb YrpuH: «... Komopbll mewkKan Halimomsd 8 domy AHa OpkeaHucmel...» (UWAIAK, ¢. 25, on. 1,
cnp. 67, apk. 906 38.-907).

Muwjuku, cypmayi, mpybadyi. Bci Ui HA3BM MY3UKAHTIB BXKe 3yCTPiYannca y OKYMeEHTax npo
onoAaTKyBaHHA HaceneHHs Ta noJiemiyHux pobotax IBaHa BuweHcbKoro. MpoTe BiA3HaAYMmoO, WO
KOHTEKCT 3raZloK Umux ocib 3acBigyye, WO BOHW 6yan abo BiICbKOBMMUK, ab0 CAYKUAN BUKIKOYHO
npeacTaBHUKaM LWAAXTH.

HaipaBHilwa 3 Takmx 3ragok gaTtyetbca 20 ntotoro 1571 poky. Mo cmepTi KHA3A JleBa CaHryLuKa
KowwupcbKkoro 6yno cknageHo nepenik cayr i3 3a3HavyeHHAm ix BuHaropog. Cepes Hux byna rpyna
«MULWYKKIBY, TOOTO rpaBLiB Ha aepodoHaX, Yy KiNbKOCTI YOTUPbOX OCib: «[Tuwb4ykomb: AHywy
mpybayy mpyb6a, 3710m. nosckux 7 0aHo, Keukzoposu 3ao0m. nosackux 11 oaHo, AHy 3a0m. noac. 10
daHo, FOpky 3n0m. noackux 4 8aHo» (ANK AS, Rekopisy, N2 24, 1). MpUKMeTHO, LLLO NPUHANMHI 0AUH
3 NUUMKiB 6yB Tpybauem, 6a binblue, Nopyy 3 Moro im’am 3ragaHo Tpyoby.

I3 3anuciB 3acNaBCbKOT 3aMKOBOI KHUMM OTPUMYEMO PAJ, 3raflok Npo micuesux Tpybaudis. 26
moTtoro 1573 poKy Ecta (KOcta) Tpybay nocTtae B AKOCTi BiANOBiAaya y cnpasi po3LWyKy KpageHoro
oaary: «y Ecmoer Tpybaua» (ANK AS, Rekopisy, Ne 27, s. 185). Toro * aHAa IsaH Cypmau («MeaH
Cypmay») BUCTYNaE cBiAKOoM yroamn 3 obmiHy HepyxomicTio (ANK AS, Rekopisy, Ne 27, s. 185). A 10
b6epe3Ha 1573 poky nywkap 3acnaBcbkoro 3amKy Onekcit fikoBneswd 3acsigums, Wo Mwucko
3y6ueBuny Tpybay 3anoBiB oMy CBill Aim: «emy 8 OyxosHuUbl Mucko 3ybuesuy mpybay omkasan»
(ANK AS, Rekopisy, Ne 27, s. 186). 3rogom, 26 nunHs 1573 poKy Tol camuii nywKap OneKcii BHOCUTb
[0 3aMKOBOi KHUTM TeKCT 3anoBiTy Muxanna dnnmnosmya MoCKBUTUHA, B AKOMY OAHUM i3 CBiAKiB
BnucaHui «nad Mucko 3ybuyesuy, mpybay ux macmu kHxcam Mocnasckux» (ANK AS, Rekopisy, Ne
27, s.279). 3anos.iT cknageHo 22 BepecHsi 1572 poky.

Mpo Kinbkox Tpy6ayiB 3ragaHo y ckap3i KoctaHTMHa KonnUTOBCLKOrO Ta MOro ApyMHU FaHHK
KocTiowkoBmy Xob6onToBCbKOI Big 18 annHa 1579 poky. B AokymeHTi aeTbesa npo Hanag CTaHicnaga
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XmenescbKoro, AHapia 3eneHcbkoro, MeTtpa KocTiokoBnua XobonTtoBcbKkoro, Mpokona Bonyka Ha
YONi KiIbKacOTEHHOro 3aroHy Ha nosA MaeTky Xminis bonoxosuui. YucenbHux nobpe 036poeHMX
HanagHWKIB CyNpOBOAMKYBaNM He AuLWe Nerka aptunepia, ane n tpybayi: «KOHbHO 36polHO O
KO/IKOCOM® Y0/108€KA 3b 20KOBHUUAMU, 3 PYYHUUAMU, 3 1IYKU, 3 pO2AMUHAMU, C KOCAMU U 3 UHbIMU
b6poHamuU, soliHe Hanexcayumu, 3 mpybaumu...» (LAOIAK, ¢. 28, on. 1, cnp. 12, apk. 260 38.).

Mpo BIMCbKOBOro cypmava MAeTbCA M Y CKap3i 3eMCbKOro KpemeHeubKoro nigcyaka Tta
KOpPOAiBCbKOro potTmictpa MaBpunaa F0N0BUHCLKOrO. Y Hiil 3a3Ha4veHo, wo 23 KeiTHA 1601 poky oaunH
YKOBHIp i3 MOro potu Ha im’a Jem’aH TpylweBny 3 ToBapuLWaMM Ta NOMIYHUKAaMW YMUCHO BOMB 3
BOrHenanbHoi 36poi Tpoxmuma, cypmaya PoOTMICTpa: «rmocmpeausuwu € nos2aKy, cypmavya Moe2o
Tpoxuma 3paHun u, 3amopoosasuwiu, 8 cmas Konodesckuli ymonunu...» (LOIAK, ¢. 25, on. 1, cnp.
62, apk. 343 38.-344).

Takox 13 TtpasHa 1602 poky y JlyubKy, Nig, 4ac yrogm npo KyniBAto KOHA NYLbKUM EBPEEM
tOakoto LnmoHoBMYem y Wwinaxtuya Bontexa LlnbynbcbKoro, y AKOCTI CBiAKa yroam 3ragaHo Tpybaya
Ha im’a Afam, AKUIA CNYKUB OAHOMY 3 NPEACTABHUKIB LWAAXETCHKOro poay XoAKeBuYiB: «A0am®b,
mpy6ay4 e2o ma. nHa Xookesuva» (UAIAK, ¢. 25, on. 1, cnp. 62, apK. 378).

A BONMHCbKMI BO3HWIN AH APMOLUEBCbKMIM HA NyUbKOMY FPOACBKOMY ypAdi noaas AnA
BMMCAHHA B KHUTM 3aNMC CBOIX CBiAYEHb, WO BiH 24 annHA 1602 poKy B MaeTKy BoxiB (AKMI Hanexas
Mapywi BoroBuTuHiBHI, Apy*WHI MaTtBia ManuHcbkoro) 6aume Tpybaya Coodii 010BYMHCHKOI,
BOOBW KHA3A puropia CaHrywka: «gsudesnom Hemaso nAoeli KOHHbIX 3 pyYHUUAMU Crye 080pPHbIX
8E/IMOMXCHOE ee M/ACMU KHexHbl 3ogueu 3 [071084YUHA, MOAXCOHKU M03ocmasnoe Hebom4uka
KH#camu lpueopa CaHeywka KowupcKoeo KauwmensaHa 6paciasckozo, 3 pyYyHUUAMuU U npu Hux
mpy6aya» (LUAIAK, ¢. 25, on. 1, cnp. 62, apk. 611).

My3uU4Hi iHCTpymeHTH

- _ Yy Lbomy po3gini
: W#mnﬁiﬁ: OOCNIAXKYIOTbCA HAa3BU MY3UYHUX
T Brof Grigen = iHCTPYMEHTIB, AKi bynn BigHalaeHi
B aKTOBMX KHurax BonuHi XVI —
noyatky XVII ctonitb. Baxknuso
Bi43HAYMTM, WO Kopnyc Hass
MY3UYHUX [HCTPYMEHTIB A0CUTb
pi3HOMaHiTHMA. Cepen HUX € W
TaKi, AKi BMpPa3HO BKa3ylTb Ha
iHO3eMHe nOXOA4KeHHA. ICTOTHO
KOHKPETU3YETLCA PO3YMIHHA MpO
nobyTyBaHHA K063u y
PaHHbOMOAEPHUI Nepio, aarKe y
CyCninbHin csigomocri iCHYE
rMMHBOKO BKOPIHEHE YABNIEHHA NPO
In. 1. 306paxkeHHA HeBenUKoi NtoTHI (Quintern), 1511 pik. My3uyHo- Kob3y, fAK CyTO YKpaiHCbKMM

TeopeTnyHMi TpakTaT «Musica getutscht und auBgezogen durch...» 1511
poky CebactbaHa BipayHra (Virdung 1511, s. B Il).

TpaanLiiHNM HapoAHUI
MY3UYHUIN iHCTPYMEHT.

Kob63u ma aomdi. Yn He
HalgaBHiWaA AOKyMeHTaslbHa 3raAKka nNpo Kob3m Ha BonuHi y paHHbOMOZEPHMI Yac AaTyeTbca 3
cepnHA 1562 poKy M MicTuTbCcA Yy cKapsi AHywa [pokonoBuya YrpMHOBCbKOrO Ha Agama
HecBiubKoro, AKWiA 3i cayramm Ta NomiyHMKaMm 1 cepnHA HanaB Ha BYAMHOK CKapXKHUKa y ceni
Hecsiu Ta norpabysas maliHo. OKpim ogAry Ta 36poi cepen norpaboBaHMX peyein 3ragytoTbca ABa
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MY3UYHIi IHCTPYMEHTU: «K8UHMApPHY U Kob63y mypeukyro» (UWAIAK, ¢. 25, on. 1, cnp. 4, apk. 160). 3a
LMM OMUCOM MOXKHA NPUBIU3HO CKNACTU YABNEHHA, AKUMU BYIN Lii MY3UYHI iIHCTPYMEHTH.

MpUKMeETHO, LLO MY3UYHO-TEOPETUYHI TPaKTaTM NoYaTKy Ta cepeanHn XVI CTONITTA BKasyOTb
Ha Te, WO CNOBOM «KBiHTapHa» (Quintern) HaMyacTilwe O3HAYanM NHOTHIO HEBEIMKOTO PO3Mipy.
30KkpeMma, Lei BUCHOBOK BUMNAMBAE 3 TpaKTaTy «Musica getutscht und aufigezogen durch...» 1511
poky CebacTtbaHa BipayHra (In. 1) (Virdung 1511, s. B II).

Le came 300parkeHHA «KBiHTApHOI» AOTHI 3 TpakTaTy CebacTbAHa BipayHra, ane y
A3epKaNbHOMY MOJIOXKEHHI, BMileHo Yy TpakTaTi MapTuHa Arpikonun «Musica instrume[n]talis
deudsch...» 1542 poky (In. 2) (Agricola 1542, s. E I).

v Potet vl Theorbi :J'--'I.lfh-;ﬂnTn'lrhtTil-mlﬂ. 3. Gheeliit,
B, n

+ WgEmra & T ki

S
£ Rhi iy Peicy o,

In. 2. 306paxKeHHA HEBENMKOI NOTHI In. 3. 306parkeHHs HeBenUKOI riTapw (4.
(Quintern), 1542 pik. My3nM4HO-TEOPETUYHMI Quinterna), 1619 pik. My3u4yHO-TEOPETUYHMIA
TpakTaT MapTtuHa Arpikonm «Musica TpakTart «Aller musikalischen alten und
instrume[n]talis deudsch...» 1542 pokry neuen...» 1619 poky Mixaens MNpeTopiyca
(Agricola 1542, s. E I). (Praetorii 1619, s. BlllIr)

I[HWe TAyMayYeHHA «KBIHTAPHOI» MIOTHI NogaHo y 6araToTOMHIN npaui Syntagma musicum
HimeLbKOro TeopeTuka mysnku Mixaens MpeTopiyca. 30Kpema, y nepuwint KHu3i Aller musikalischen
alten und neuen... ppyroro Tomy De organographia, sugaHoi y BonbodeHbtotTeni y 1619 poui,
[EeTanbHO OMWUCYETbCA He TiNbKM GOpMa MY3MYHOFO iHCTPYMEHTY, ane I COLiaNibHO-KY/NbTypHe
cepenoBulLLe MOro BUKOPUCTAHHA: «Quinterna oder Chiterna, ist ein Instrument mit vier Choren
welche gleich wie die allerelteste Lauten (deren Num. 24. gedacht worden) gestimpt warden: Hat
aber seinen runden Bauch kaum zween oder dreh Finger hoch. Dere Abrif3 in Sciagraph. Col. XVI zu
finden. Etliche haben 5. Chorsaitten und brauchens in Italia die Ziarlatini und Salt’in banco (das sind
beyn uns fast wie die Comoedianten unnd Possenreisser) nur zum schrumpen; Darein sie Villanellen
und andere narrische Lumpenlieder singen» (KeinmepHa, abo yumepHa — ye iHCmMpymeHm 3
Yyomupma Xopamu CMPYyH, HAAaWmMmMosaHux nodibHo 0o Oyxce PAHHIX AoMeHb (po32aaHymux y
po30ini XXIV). BoHU He matomb ornyKaoi 0eKu, asne aK naHoopu Oyxce naacki i HaepAao Yu [marome]
0sa, Yu mpu nanvyi y 2aubuHy. Ii 306paxceHHa 3Haxodumeca Ha mabauui XVI.5. B Imanii
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wapaamaHu ma 6aa3Hi sukopucmosyrome [ix] 0458 npocmux HAepaeaHs, CyrnpoBoOMCyoYU C80I
ginnaHenu ma iHWi 8ynveapHi, KAoyHcoKi nicHi) (Praetorii 1619, s. 53). 3 UbOro TpakTaTy BMN/MBAE,
LLLO KKBiHTapHa» — Le HeBeJ/IMKa iTanincbKa ritapa, Aka byna nonynspHa y cepeaoBuLi «lapaaTaHiB
Ta 6nasHis» (In. 3) (Praetorii 1619, s. BlllIr).

OTKe, Matoumn TaKi BapiaHTU ONUCY KBIHTAPHOI», BA*KKO BMEBHEHO MPUCTATU A0 AKOroCb
OAHOro, af)e BNaCHEe YKPAiHCbKi AjKepena BKpPaMl MaNoCAiBHI y UbOMY NUTaHHI. MpoTe y ABOX
BIAMIHHMX TIYMAUYeHHAX € AewWo CnifibHe — NAETbCA NPO HEBENUKUIA NOTHENOAIOHUN My3UYHUI
iHCTPYMEHT.

Opyrnit iHCTpyMeHT — Ko63a, 04eBUAHO, Mana TypeLbKe MOXOAMKEHHSA, HA WO BKa3ye TEKCT
aKTOBOrO A0KYMeHTY. MPUKMETHO, WO MNpo TypeubKi Kob63u Toro 4vacy 3bepernnca aBTEHTUYHI
BepbanbHi Ta iKoHorpadiuHi gxepena. JocnigHuk M. EmiH Coipaw 3a3Havae: «xucepena, AKi
BK/1I04AIOMb MepB8UHHY iHGpopMayito 0418 peanizayii pekoHcmpykuii penikmy [Ko63u], 8 o0CHO8HOMY
gioHocamocs 0o XVI-XVII cmonime; i 8idnosioHo 00 HUX N0s108UHA 2pyulonodibHoi 38yK080i KOPOOKU
Kob3u b6yna nokpuma wkiporo, a Opyaa noso8uHa oepesom. BoHa mana 8ioHocHo dosauli epuch b6es
naoie i mpu nooeiliHi #unbHi cmpyHuU (nac Mmoxaueo [yemeepma] Kopomka cmpyHa») (Soydas
2017, p. 158). NpoTe, y 4OKYMEHTI HEMA€E TOYHOI BKa3iBKM, LLLO Ha3Ba iHCTPYMEHTY BiANOBiAaE HA3Bi
MY3WYHOTO IHCTPYMEHTY 3 TypeLbKuX TepeHiB, To6To Kony3sy (kopuz). MoxHa npunycTutH, WO y
aKTOBOMY [OKYMEHTI cnpaBAi MAeTbca nNpo xopAodoH, aasKe MOro 3rafaHo y 3B’A3ui i3 iHWKM
XopaodoHOM, KBiHTEPHOK. MM ¢ HWUXKYe CnocTepiraTMemo, WO C/0BO «KobH3a» 4acTto
BMKOPUCTOBYBasoCA 6e3 NPUMKMETHMKOBOrO O3HAYeHHA «TypeLbKa», TOOTO BXKe AK micuesa, ycim
3po3ymina i nowmpeHa Hasga.

3ayBaXKMMO, LLLO TypeLLbKi iKoHorpadiyHi gxepena Lboro Yacy HaBiTb NOAAKOTb NEBHI BapiaHTK
y 306paxkeHHi BignosigHux konysis (kopuz) (In. 4) (BEYAZIT 2014, s. 105).

In. 4. 306parkeHHs TypeubKMX NOTHeNoAibHMx xopaodoHis, 1582 pik. Anbbom «Surname-i Himayun» 1582 poky
(BEYAZIT 2014, s. 105).

Mpo K063y 6e3 f,0AaTKOBMX XapaKTEPUCTMK 3rafaHo i B CKap3i KMIBCbKOro 3em’ssHMHa boraaHa
CrenaHoBuya [yb6nsHCbKOro woao moro nobutra Ta norpabysaHHA Kpuwtodom Kobunkoto, ska
6yna BHeceHa y JlyubKy rpoacbKy KHury 13 6epesHa 1570 poky. Mogis siabynaca nig yac KOHPAIKTY
B O4HOMY 3 WWHKIB JlyubKa, 1 y pe3ynbTaTi HAaNagHWK Bigibpas «... syK... cabnato, Kopodv, Wanky u
kob63y...» (LAIAK, ¢. 25, on. 1, cnp. 12, apk. 150-150 38.).

LLle ogHy TypeubKy KODO3y Ta NIIOTHIO 3rafaHo y 40KyMeHTi Big 16 ntotoro 1580 poKky. MoBa npo
OCBigYeHHA BO3HMM norpabyBaHHA maeTky Minbepesss, aknit JaHuneir KocTowKoBUY TpUMas y
3acTasi Big ®inina Ta Pepopa bokiis. Came ocTaHHil i 3ailcHMB norpabysaHHA. Cepep, BigibpaHux
peyel BKa3aHO «/JHMHI, KowWmyem masaapos cmapsix wecm, Kob3a mypeyKkas, Kowmyem Komny
numosckyo» (LAIAK, ¢. 25, on. 1, cnp. 21, apk. 157 38.).
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Y 3anuci ckapru, gatoBaHomy 16 BepecHs 1582 poKy, npo norpabyBaHHA TOro X POKY
MA€ETHOCTEM MoJsoubKoro BoeBoauM Mwukonaa MoHBmMaa [oporocTarmcbKoro KOBHipamu
KOPOANIBCbKMX POT, AKi Mwan 3 JInTem Ha Moginna, Takoxk 3raayerbca Kob63a. Boaku TpuBanumii yac
nepebyBanu B okonMuAX JTyubKa Ta BUMHANM HAT3AM 1 rpabyHKM NiaAaHMX Y MOFrO MA€ETKaxX. 30Kpema,
y ceni PomaHis cepes nepeniky norpaboBaHOro maHa micLLeBOro KoBansa € 3ragKa Npo Hegopory
Kob3y: «k0bb3y 3a epoweli 0saHaoyame» (LAOIAK, ¢. 25, on. 1, cnp. 26, apk. 1044).

CnyxebHuk MNpuropia KonmoscbKkoro, Mpuropint BHyK, y ckap3i Ha KHA3Aa KOpia YopTopuiicbKoro
Ta MOro MNOMiYHMKIB 3acBigums, WO yHodi 11 ntoToro 1593 poKy OCTaHHI HamanuM Ha WMoro
NMOMELLKAHHA y MicTi JlyubK i BUKpanu rpowwi, oaar, 36poto Ta HeEAO0POTMIn MY3UYHWUIN IHCTPYMEHT:
«KOM3y, Komopas me Kowmosasa 3o010meolii yupsoHsil» (UAIAK, ¢. 25, on. 1, cnp. 43, apK. 157 38.).

Y micteuky Cypark 18 BepecHA 1597 poKy nig Yac ApmMapKy cTaBca KOHPAIKT MiXK NPUIKAKUMU
WANAXTUYAMM Ta MICLLEBUMMU MELUKAHUAMM, B pe3ynbTaTi AKOro milaHuHa «...MeaHa FoH4Yapa npu
nozpabeHro Kob3bl 36UaAU U 3PAHUMAU U OHYIO KOB3y 00 cebe 83snu, Komopas, Oeu, Kob3a manep
Kowmosasna» (beananbko Ta iH. 2014, c. 587). MpUMITHO, LLLO BNACHUKOM KOO3M BKa3aHUI PEMICHUK,
AKMIN oyeBnaHO 6yB npodeciiHMm roHvyapem, To6To K063a, WBKNALIE 32 BCE, BUKOPUCTOBYBANACA
HUM ANA MYy3UYHUX PO3Bar, a He A1s 3apobiTKy.

KowToBHO 038061€eHa K063a 3rafyeTbcA Y AOKYMEHTI, BNMCAHOMY Yy BonogmMmupcbKi Fpoacbki
KHUTU, AKUIA MICTUTb CKapry eepeda bepa 3 micTeyka CBUMHIOXM Ha CBALLEHMKA loaHa. 7 BepecHA 1598
POKY OCTaHHIM 3 MNOMIYHMKaMK, HayebTO, nepecTpiB CKAP)KHMKA Ha A0posi 3i CBUMHIOX [0
Bonogmmunpa, nobus 1ioro 1 norpabysas rpowi Ta MarHO, 30KpeMa M My3UYHUIK iHCTPYMEHT. Y
AOKYMEHTI MIiCTUTbCA BaK/NIMBE YTOYHEHHSA, WO MN030/104eHa Kob63a npu3Havanaca gna possar
ANTUHU WAaxXTUYal: «<kobb3y nosanomucmyro, Komopyr-m ees demsamu naHckomy» (besnanbko Ta
iH. 2014, c. 613).

Mpo iHwy Hepopory K063y MaeTbca y ckapsi Agama ConoTKa Ha IBaHa EnoBnya ByKOEMCbKOro
Ta Moro cuHiB MuKonas, IBaHa Ta Bacuasa, a came, Wo BOHM 3 noMivyHMKamm 14 6epesHa 1600 poky
Hana/n Ha oro Aim y ceni bykolima Ta 3axonuau Agip, Ae norpabysanmn maHoO rocnogaps Ta Moro
cnyr. 3okpema, y BoiTexa BUWOMMPCBKOro, OKpiMm oaAry Ta iHWKX peyein, byna BigibpaHa «kob3a,
KyraeHa 3a 2poweli 0saduyem yomoipu» (LAIAK, ¢. 25, on. 1, cnp. 56, apk. 492).

3HaxoAMMO 3raZKy Npo noAibHui iHCTpyMeHT i B cKap3i Octadia Enosmya ManmMHCbKOro Ha
CraHicnaBa MeHKMHCbKOro Ta Moro nomidyHMKa MapumsaHa TapHOBCbKOrO, fiKi B 4ac nepebyBaHHA
CKapXHUKa y JlyupbKy, nepeg, ceitaHkom 19 ntotoro 1605 poKy, HauebTo, BUKPaAM MOro AOHbBKY, a
TaKOX npuxonuam i3 coboto aeski pedi. Cepen HMX 6yna i KOWTOBHA TypeLbKa Kob3a, 03406/1eHa
nepaaMyTpPoOBMMU MYLLAAMW: «KOODB3Y, Neps080H0 MAMUUEo 034CAXCOHOA MypeubKa, 3 30/10MblX
dsaHadyamdv» (UAIAK, ¢. 25, on. 1, cnp. 73, apk. 115). BiasHa4yMmo, WO Le BXe TpeTda 3rajKa npo
TypeubKy Kob3y.

LQumapa. Y 3anuci ckapru, skun aatyerbea 23 cepnHa 1597 poKy, J/leBa bepexelbKoro Ha naHa
dpaHuMieKa XaneubKkoro, MOBUTbCS, WO OCTaHHIM 3 NOMiYHMKaMKM 9 cepnHAa 1597 poKy BHOUI
HaixaB Ha Aim noro 6paTa BaBpuHua BepexeLbKoro B ceni Noyanku, ae *opcToko B6MB rocnoaaps,
a MaiHo norpabysas. ¥ nepeniky norpaboBaHoOro, cepep, iHWOro, 3rafyeTbca umutapa y oytaapi:
«uybimapa Hosa 3 ny2v3opym» (UAIAK, ¢. 25, on. 1, cnp. 50, apk. 634). Ane AKUM iHCTPYMEHT MaBcs
Ha yBasi y UbOMy 3anuci? 3rigHO cnoBHUKa MNMameu bepuHAN «JIeKCIKOHb CAaBEHOPWCCKIN...»,
BMAaHoro y Knesiy 1627 poui, cnoBom «LumTapa» no3Havanm byab-akunit xopao¢doH, To6To CTPYHHMIA
MY3UYHWUI iIHCTPYMEHT. CUHOHIMOM A0 LIbOro C/10Ba NOAAHO HAa3BU MY3UYHUX IHCTPYMEHTIB «rycna»
Ta «apda» (Himuyk 1961, c. 28). MNpoTe y BxKe 3ragaHomy TpaktaTi Mixaena Mpetopiyca Aller
musikalischen alten und neuen... 1619 poKy € 3rafKku i 306parKeHHA TPbOX Pi3HUX NHOTHENOAIBHMX

13a3HauMMo, WO MaBca Ha yBasi NtobAiHCbKMI BOEBOAA, NYLbKUIA cTapocTa Mapko CobecbKuii, akoro bep Ha3Bas cBOiM
naHoMm.
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uMTap, TAaKUM YAHOM TEPMIH LMTapa 3aKPiNAeHN 33 LiNKOM KOHKPETHUM MY3UYHUM iHCTPYMEHTOM
(In. 5) (Praetorii 1619, s. 54-55).

CKpunku. 3a3Hayumo, wWwo Ha BoauHi y
OOCNigXyBaHUN nepios MY3UYHWUIN IHCTPYMEHT
O3Hayann CNOBOM «CKpUNUUA», ToAi AK CNOBO
KCKPWUMNKa» CTOCYETbCA /NMWeE ANA O3HAYeHHA
MY3MKaAHTA.

OAvH 3 HaWUuiKaBilUMX, Ha Haw noraaa,
MY3UYHUX IHCTPYMEHTIB Ha BonunHi yboro yacy —
iTanincbKa CKPUMNKa, AKA 3rafyeTbCA Y AOKYMEHTI,
cKnageHomy 12 cepnHa 1593 poky. Y ckap3i AHa
lN'ypka OmenaHnubkoro Ha Mukony AnosuubKoOro
3a3Ha4yeHOo, WO OCTaHHIA, 3 cepnHA BYUHMUB
Hanag, Ha 1oro aim y ceni OmenaHu, ae 3 Komopu
norpabyBaB MalHO, 30KpeMa [0pPOry iTanincbKy
CKPUMNKY, WO KowTyBana 4YOTUPU YEepBOHMUX
30/10TUX: «CKpUMuyy B8/10CKYl0, KOmopasa MeHe
Kowmoeana 4Yomsipu YUPBBOHbIXb 30710MbiXb, U
UHBbWUX® peveli Hemano...» (LWAIAK, ¢. 25, on. 1,
cnp. 44, apKk. 198-198 3B.). MOKKM WO Le €ANHA
BiJlOMa Ham KOHKpeTM30BaHa 3ragKka Mpo
CKPUIKY iTaNniMCbKOro NoxoaKeHHa Ha BonunHi He
nvwe y gokymeHTtax XVI, ane 1 XVIl cronitra.
3rafika npo iTaniiicbke NOXOAXKEHHA CKPUMKM In. 5. 306paxkeHHs noTHenoaibHUx uutap (Cither),

Ayxe BaXX/inBa B KOHTEKCTi 1619 pik. My3uuHo-TeopeTuuHuit TpakTar «Aller
3ara/ibHOEBPONENCbKOI icTopii My3MKKW, agrke  musikalischen alten und neuen...» 1619 poky

CKPUMNKK cyyacHoro Tuny 3'sBuanca B Itanii B Mixaens MNpetopiyca (Praetorii 1619, s. A 5)
cepeauHi XVI cTonitra i He BUKAOYEHO, WO came

Uen My3UYHWUIN IHCTPYMEHT MAETbCA Ha yBasi Y

npeactaBfeHOMY AOKYMeHTi. [poTe An1s BNIEBHEHOro CTBEPAKEHHA L€l Te3n 6paKye AOKa3iB, agKe
HaMm He BiAOMO fAK CNiBBIgHOCUTBLCA Ha3Ba «cKkpunuua» XVI CToniTTa i3 CydyaHMM PO3YMIHHAM LLbOro
cnoBa. Hanpuknag, MoXHa NpuMnycTuTh, WO UMM CIOBOM No3Ha4vyanu byab-aKi XopaAodOHM, Ha AKMX
MOXHa «CKPUMITU», 30Kpema i cepeiHbOBIYHY CKpPUNKY (digenb).

Mpo AKYyCb CKPUMKY 3rafaHo y AOKYMEHTI, Wwo 6yB nogaHuit o JlyubKoro rpoacbKoro cyay
16 TpaBHA 1599 poky Big, imeHi cayrn KHA3Aa KocTAHTMHA OCTPO3bKOro, HaMiCHUKA KPYMNCbKOro
maeTky CtedaHa BpesuHcbkoro (LAIAK, ¢. 25, on. 1, cnp. 55, apk. 435-437)L. Y rypTi nanbKapis, aki
BMCTYNanu y cycigHbomy ceni, nicna BenukogHs, nepebysaB Omenbko LLLeCHUK, AKMI rpaB Ha
KCKPUNULLI».

Ayda. Y Bigomin ckap3i NyubKOro Ta OCTPO3bKOro nNpaBoOCAaBHOro enuckona Kupwuna
TepneubKoro Ha nyupkoro ctapocty OnekcaHapa Cemaluka Big 24 KBiTHA 1591 poKy MaeTbca npo
Te, WO OCTaHHiM, Ha BennkaeHb, nepellkoarKaB BiANpPaBAATM BOrocnyXiHHA B COBOPHIN UEpKBi
IBaHa borocnosa. BiH ciB B KOMMaHii cayr y LepKBi i «3aBiB» My3UKy Ta TaHLUi. bina oaHux aBepen
PO3MICTUANCL CTapoCTa 3i CBOIMM CAyramu, a 6insa iHWKUX — MY3MKaHTU 3 AyAamu Ta iHWKUMK
MY3UYHUMU HCTPYMEHTaMU: «a Opyaue pekgassl, Oyoamu U UHbIMU MY3bIKAMU 3acmynaemdv»
(ApxmBb... 1859, c. 295).

I O T i ) i o L
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& Dominici SWO'lIf@DéﬂW“@m)f% 2. ©shsCpotinhte Cither-
v

! leTanbHiwe npo uel AOKYMEHT ATUMETbCA B OCTAaHHbOMY PO3Zii.
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Y BXe 3rafyBaHOMYy AOKYMeEHTI 3i cKaproto Mixana MuLwKn-BapKOBCbKOro Ha BiJIEHCLKOrO
TUBYHA, Kam’siHeLbKoro ctapocty AHa MNaua npo Hanag 12 oBTHA 1595 poKy OCTaHHbLOrO 3i CBOIMM
CAyramu Ha nigAaHux CKapXHMKa, Nig, Y4ac Noi3gKM Ha APMapPOoK, cepes, iHWKUX pevein My3nKaHTa-
Aynapa norpabosaHo «0ydy, komopasa cmana Konsl epoweli numoswvckou» (LAIAK, ¢. 25, on. 1,
cnp. 48, apk. 700 38.).

HalineBHilwe, y uMx 3ragKax nig CNoBOM «AyAa» MAa€eTbCA Ha yBa3si BOIMHKA.

Tpybu ma cmuk. Y pasi LOKYMEHTIB 3 TepeHiB BonnHi 3raaytoTbcs M iHWI rpaBui Ha aepodoHax.
HaicTaplwa Taka 3ragKka, npo AKy BXe nwnoca suwe, gatyerbca 20 notoro 1571 poky. Mo cmepTi
KHA3A JleBa CaHrywka KowwnpcbKoro 6yno cknageHo nepenik cayr, cepes AKMX 3a3HadyeHo Tpybaya
AHywa i3 Tpyboto: «AHywy mpybavy mpyba» (ANK AS, Rekopisy, Ne 24, 1).

11 »koBTHA 1600 poKy 6yno 3anmMcaHO CBiAYE€HHA BO3HOrO MPO OrAA4 TiNECHUX YLWKOAMKEHb
cnyxebHuKa BoiTexa ButBuHCbKoro CtaHicnaBa boboBcbKOro, skoro HanepeaogHi, 16 BepecHs,
nobunu i norpabyBann CKPMroNoBCbKi NiaaaHi Mukonaa ficeHnupbKoro. 3rigHo LbOro CBiAYEHHS, Y
nocTpaxganoro 6ynu BiaibpaHi rpowwi Ta peyi, cepen AKUX 3ragyoTbCa ABa MY3UYHUX IHCTPYMEHTH:
«CMbIK 3a epweli 0saHaoyame, mpyby moeicausckyro 3a manap, obopsanu» (UAIAK, ¢. 25, on. 1,
cnp. 61, apk. 70 3B.). MNepwmnin iIHCTPYMEHT o4yeBMAHO XopAodoH, ane, 3a Bpakom A0AaTKOBUX
BiJOMOCTEN, CKNA4HO OAHO3HAYHO CTBEPAKYBATW, AKUIA came Le iHCTPyMeHT. MOoXKAuBeo, TyT
MAETbCA Ha yBa3i HaABHICTb CMMYKA, ab0 X CTPYHM 33 AKY MOXHA CMMUKaATU. EANHE, LLO MOXKHa 3
BMNEBHEHICTIO CTBEPANKYBATU — Lel iHCTPYMeHT 6yB AewweBnm i Hesubarnmsmm. A oT gpyrmn — ue
MMUCINBCbKa Tpyba, abo HaBiTb pir, AKMIA BYB 3HAYHO AOPOXKYMM 33 CMUK i KOLLTYBaB TanAap.

7 ntotoro 1605 poky y JlyubKi rpoAcbKi KHUrK Byn0 BNMCaHO TecTaMeHT (3anoBiT) naHa Mixana
labpuanosunya CBALBLKOrO, CYrM KUIBCbKOrO BOEBOAM KHA3A Bacmna-KoctaHTMHa OCTpo3bKoro, ae
B pO3nopAgKeHHAX HebiKuMKa Npo MalHO, cepepn, iHWOro, 3ragyetbca «mpyba pokzosas
onpasHas» (UWAOIAK, ¢. 25, on. 1, cnp. 72, apk. 367).

By6oH (6apabaH). 29 TpaBHa 1601 poKy y JlyubKi FpoACbKi KHUTM 6yN0 BHECEHO BU3HAHHSA
BOJIMHCbKOro Bo3HOro KpuwTtoda LLlyku 3i 3BuHyBayeHHsm Kacnapa (pomcbKoi HapoaHOCTi) B ToMy,
WO BiH BMKpaB cBOro cuHa Kpuwtoda 3i cnykbu KMIBCbKOro KawTensHa IsaHa Yannuua
LLnaHoBcbKoro Ta BTiIK A0 MicTeyka Pailiropod. Y OOKYMEHTI MAeTbcs, WO B AO0MiI KMIBCbKOro
KawTenaHa X10NusA HAaBYUAN YMTATK, MUCATKM | rpaTh HA ByBHax: «e2o0 Hay4YoHO Yyumamu u nucamu u
0o crnipas poiyepckux bbin obpe Hay4yoHbIl, @ MeHosume, xe ymen 0obpe yumamu u nucamu u Ha
6y6Hax 6umu» (LOIAK, ¢. 25, on. 1, cnp. 62, apk. 408 38.-409). ANt came membpaHOPOH XOBAETLCA
33 CNOBOM «BYOHU» He BiAOMO, aZrKe TYyT Mir 6yTn Ak BnacHe BybeH y cydacHOMY pO3yMiHHI CNOBa,
TaK i OYAb-AKNI iHWNM IHCTPYMEHT i3 MembpaHodOoHiB, ik To bapabaH, 1MTaBpu TOLLO.

Apumba (eapaaH). [1o Haworo gocnigKeHHA BAANOCA 3a/y4UTU 1 apXeonoridHi grepena. Tak,
Ha OKo/uLUi cydacHoro cena Joporobysk lollaHCbKOro panoHy PiBHeHCbKOI obnacTi nig 4yac
PO3KOMOK XWUTNa, 3 ABHUMMU O3HaKaMM CNigiB noxkexi, byna 3HalaeHa apumba (Bapran) (In. 6)
(BoriTiok 2018, c. 112). NpeameT BUrOTOB/IEHWI i3 pOMOOBUAHOIO Y NEPETUHI CTPUIKHSA, KiHLLi AKOro
NAaBHO 3BYXYIOTbCA. Y MiCLLi 3TMHY NOMITHI 3aMLWKN NNACTUHKK, 3 AKOT 6YB BUrOTOBNEHWNI A3NYOK.
JocniaHuKn aatyBanu 3HaxiaKy 3a cynyTHiMmuM matepianamu. MNopyd i3 gpumboto byam 3HalaeHi asa
nsoaeHapii CurismyHga |l Asrycta 1566 poky emicii. OcobnamBicTb UMX MOHeT — ix Aobpa
36epeKeHicTb, Wo morio 6 ceigunTM Npo HeTpuBane nepebyBaHHA B 06iry. MNNOTETUYHO MOXKHA
BU3HAUYMTU NPMOAN3HUI Yac LET NOXKeXKi, aaxe 36epernncs NMcemMHi cBig4yeHHs, Wwo npotarom 1577
Ta 1578 pokKiB TaTapCbkMMM Hanagamu 6y/0 CNyCTOWEHO PAA, HAaceNIeHUX MYHKTIB Y BONOAIHHAI
KHA3iB OCTPO3bKMX, cepen AKMX by i [loporobyK. TakMm YMHOM, iCHYHOTb NiACTaBM BBAXKATH, LWO
ApUMbY B6y/10 BUTOTOBNEHO LWOHaMNi3Hiwe y 1570-x pokax.

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2019. 1(7) | 18



ANCIENT, MEDIEVAL AND EARLY MODERN ART
My3uKa B TaHUAX Ta BoiouebHOMy 06pAaai

e aBa aBuLLa KynbTypy BoaunHI, 4aCTUHOW AKUX Byiia My3MKa, BUHECEHI HAMU B OKpeMuii
po3ain. MoBa npo TaHUi Ta Boso4ebHMN 0bpsa. KoXKHe 3 sBULL NpeacTaBieHe Yy CBiAYeHHAX 3
KiZIbKOX aKTOBMX OOKYMEHTIB, @ TaKOX PpparmeHTamm 3 NonemMivyHMX TBOpiB IBaHa BuLeHCcbKoOro.

TaHyi. HalhpasHiwy 3ragky npo TaHUi Ha BoawuHi oTpumyemo i3 cypoBoOi cnpasu
XUTOMUPCbKOIrO CTAapocTU KHA3A PomaHa ®Pepoposuya CaHrywKosumya 3 Muxainnom Muwkoto
BapKoBCbKMM MNpPO BiAMOBY OCTaHHIM BMAATU Ha cyg, BaneHta *enexa, AKOro 3BMHyBaTUAM Yy
BOMBCTBI KHA3Aa fApocnaBa CaHrywKoBu4ya. [OKymeHT patyeTbca 24 nuctonaga 1564 poKy Ta
PO3KpMBaE noapobuui nepebiry TparidHMX noAidi. B OyAMHKY KHATWHI, ApyXuHW MaTsin
BacmnboBmua YeTBepTMHCBbKOrO, Y ApoBULbKOMY nepeamicTi micta JlyupK, Ha «beciai», To6To Ha
CBITCbKil 3ycTpivi, BiabyBanuca TaHUi, Nig Yac AKMX TaHUIOBaB i KHA3b flpocnas, i BaneHTa HKenex:
«KHA3 Apocnasb maHbY08as, a 2apKkaby3 npu cobe 3a noecoms Mmaro4u... Tame #o, oeli, 8 maHbuy
Henexosu, K20bl OHb MAHLL08Ab, Bes1E/b KHA3 APOCIABL BbIPOCMbLKY CBOEMY 10 MPUKPOMb HO2Y
3acmasosamoe» (MsaHKbIHCKi 2006, c. 119). Came W040 OCTaHHBLOIO KHA3b 3a4yMaB HEMNPUEMHICTb
i HAOMOBMB CBOTO CAYry NiANITKa NiACTaBUTM MOMY HOTy, abu ToM ynaB. 3peLwwToto, obparkeHui Kenex
niactepir Ta B6MB KHA3A Apocnasa.

Mpo TaHui Ha BonuHi, npu Yyomy B HeraTMBHOMY CEHCi, Ai3HAEMOCA 3 AYXOBHOrO 3amnosiTy
Bacuns 3aropoBcbKoro, 6pau/iaBcbKoro
KawTensaHa Ta BOJIOAMMUPCHKOrO
ropogHu4oro, fkuMn by cknageHuin 14
nvnHa 1577 poKy Ta BNMCaHUMKA [0
aKTOBUX KHUT Bonogmmmnpcbkoro
rpoacbkoro ypaay 10 cepnHa 1579 poky.
TyT TaHui dirypysann B ogHOMy pAay 3
TaKUMWU  OCYAHUMM XPUCTUAHCBKOLO
MOPANNIO AiIAHHAMM, AK YAPOAINCTBO,
BOPOXKIHHA, irpu: «maHyamu, uz2pamu,
MPOXOHKAMU MycCMoWwHbIMU,
yapooelicmesl, 80POHKAMU U UHWUMU,
bozy npomusHbiHU» (ApxuBb... 1859, c.
76).

Y BXe 3ragyBaHi cKapsi Big 24
KBITHA 1591 poKy NyubKOro Ta OCTpO3bKOro enuckona Kupuna TepneubKoro CTBEpOKYETbCA, WO
NnyubKkmin ctapocta OnekcaHap CemallKo «3aBOAMB» Y LEPKOBHUX MPUTBOPAX MY3MKY Ta TaHLU i
HaKas3aB ranaykam cTpinaTu B cObOpHil LLEePKBi: «8b MpUMBopexb UepPKOBHbIXb ce0bab, MaHUu U
UHWue uepu, cobe Ky 8oau, Mbab» (Apxmsb... 1859, c. 292).

UiHHy iHbopMaLito NPo TaHLi 3HaX0AMMO Y CKap3i ypaAHMKa BAaaukn FeaeoHa BanabaHa
KOpia Tnagkoro Ha Aii KHA3Aa CraHichaBa CraHicnaBoBuMya BopoHeubKoro. TaK, OCTaHHiA 3
nomiyHMKamu Ta cayramm 18 tpasHs 1594 poky y ceni Boronobe, HauyebTO, BAOMUAUCA B Aim
micueBoro opeHgapa Pegopa, i, He 3HAWMWOBLIM TOCNOAAPA, BUMHMAM NOrPoM. 30KpPema,
HanaAHWKK NO3HYLWAANCA 3 YenaaHuLi NaHHKW: KHA3b «Ka3asa ee bumu, 2alioyKka cKakamu U rnueom
oyu 3anusamu» (UAIAK, ¢. 25, on. 1, cnp. 45, apK. 586). OTKe, UdA 3raKa Aa€ He Aulle Ha3By i1 3apas
BiZLJOMOro HAPOAHOrO TaHLO, afie K CKYNO PO3KPMBAE XapaKTep PyxiB ANA MOro BUKOHAHHS.

e ogHe cBiAYEHHA NPO TaHLj NOB'A3aHe 3 KOPYMOI. 30KpeMma, Y «f1ocaaHHi 00 JOMIHIKii»
(1605) IeaHa BulueHCbKOro B 0A4HOMY CMUCAOBOMY PSAi 3rafaHi «KopuMap» Ta «TaHLUOBOAELbY»:
«OHecb Kopymap U maHyosooey, a 3aympa 6020cno8 u Hapodosodey...» (YKpaiHcbKa... 1988, c.
372).

In. 6. Opumba (BapraH) 3 po3konoK y [loporobyxi, npubansHo
1570-T1i poku. doTto HagaHe Onekciem BolTiokoM.
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BonouebHuli 06pad. [ocnigHWKM HanonsratoTb, WO BoJiodebHUI obpsag byB BnacTMBMin
BUKOYHO Biflopycam, xoya Be/IMKOAHS 0bpsaaoBicTb byna npuMtamaHHa ycim CXiZHUMM CNoB’sHam
(Cokonosa c. 123-124). MNpoTe 3 aKTOBUX AKepen Ta NiTepaTypHUX TBopis IBaHa BuLeHCbKOro cTae
3p03yMinnm, Wwo BonouebHuit obpag y XVI ctonitti 6yB nowmnpeHuii i Ha BoaunHi. XapaktepHumu
atpubytammn 06pAgy, 3rigHO i3 aKTOBMMM AOKyYMeHTamu, Oynan NnAanbKoBi BUCTaBM, AKi
B/1ALUTOBYBA/NNCA MPOCTUMWN MELLUKAHLUAMM i CynpoBOAKYBAANCA TPOIO, LLLOHAMMEHLLE, Ha O4HOMY
MY3UYHOMY iIHCTPYMEHTI.

Tak, 3riflHO CKapru cepHULbKOro ypsaaHuKa AHa ApebuHcobKkoro, y cepeay, 30 6epesHa 1562
poky (o4yeBnaHo nicna BennkoaHs) 10 censH 3 cena CepHUKNM, nigaaHi KHA3a Mukonaa 36apasbkoro,
NPUALLAN 3 NANbKaMUM 40 MAETKY APYXMHU IBaHa Yanaunya LLnaHoBcbKoro y ceno Munoswwi: «a00u
cepHuykuli xoounu c kykaamu» (UAIAK, ¢. 25, on. 1, cnp. 4, apK. 60). OgHak, B pe3ynbTaTi KOHPAIKTY
MiCLLEBI KUTENi HA YONi 3 ypAAHMKOM XaneubKMM MOpaHMAM Ta norpabyBanm KifIbKOX yY4aCHUKIB
rypTy, u4ui imeHa 3a40KymeHTOBaHO: «[laHaca Makaposuya, AHOpeliya KouaHa, KoHawa
BuHoepadHuKka u Knumka a Muwa [lepmaHosuya» (UAIAK, ¢. 25, on. 1, cnp. 4, apk. 60).
MNiakpecnnmo, Wwo Nanbkapammn 6yamn nepecivuHi censHu, AKi MaHApPyBann y cycigHe ceno.

Mpo «KYKONbHWKIB» MAeTbca M y CKap3i aybeHCcbKOro ypsaHuKa MHiBowa BopoHoBMya, wo
6yna BHeceHa y JlyLbKy 3aMKOBY KHUTY 23 KBiTHA 1563 poky. 3a Iioro ceiguyeHHAM 14 niagaHux KHA3A
Bacmna KoctaHTMHa OcTpo3bKoro 3 cena IBaHHE 16 KBITHA Y N'ATHULIO HA BEIMKOAEHHOMY TUXKHI
XOAMAN 3 NANbKaMKM A0 Mmicta MypaBuUA: «KYKOAHUKO8 aodell KH3A €20 M/ACMU UBAHYUUKUX
yomeoipHaduyamu yonoeekos» (LAIAK, ¢. 25, on. 1, cnp. 5, apK. 61 3B.). 3 HEBIAOMMUX HAM MPUYMH Ha
MICbKi BY/INLj Ha HUX HaNaaM AOPOroCTalcbki nigaaHi Mukonas Kyxmuctposuya, i B pesynbTaTi
BiNKM «KYKOJIBHUKNY» CUNIbHO NOCTPaXKaanu: «c Komopoezo, deli, 36ums o0eH 4YenoseKk Ha MA Ucali
Makcumosu4 mozo ¢ OHA y NAMHUUY CKOHA/, d Wecm Ha cmepmesHol nocmese Aexam, Komopbil
Oeli He mo2ym bbimuu 3ussl...». [oaalTbCA M iMeHa nopaHeHux: «puyko, 3ame MapmuHa,
JleHapm, Ocko Cmeuesu4, AHmoH, puyko MNawkosu4y ma CeHey Bolimosuy» (LAIAK, ¢. 25, on. 1,
cnp. 5, apk. 62).

Y TpeTbomy A)Kepeni 3a3Ha4yeHo, WO «KYKOJIbHMKIB» CYMpOBOAXKYBAB LOHANMMEHLE OAUH
My3ukaHT (LWAIAK, ¢. 25, on. 1, cnp. 55, apK. 43438. - 437). Llei oKymeHT 6yB nogaHuii 4o JlyubKoro
rpoacbkoro cyay 16 tpaBHsa 1599 poKy Big, imeHi CtedaHa Bpe3snHCbKOro — HamiCHMKa KpyncbKoro
MA€TKY, cnyrn KHA3a KoctaHTMHA OcCTpo3bKoro. Y ckapsi 3a3Havanoca, wo y Ceitanit NMoHeainok,
AKMN npunagas Ha 19 keiTHA 1599 poky, nigaaHi KHA3A KoctaHTMHa OcTposbKoro i3 cena MM'aHe,
3rigHO i3 AaBHIM 3BUYAEM XOAUNM 3 NANIbKAMU: «800s1€ 38bI4at0 c80e20 cmapodasHozo» (LUAIAK, ¢.
25, on. 1, cnp. 55, apk. 435). MNepebysatoun Toro AHA y ceni CBULLIB, BOHM Bynn B AOMi MiCLLEBOro
wnaxtnya Tumododia CBULWLOBCLKOTO, AKNIM «rneped cobor UMb Kepamu Ka3aswu U C MOE Kepbl UXb
ymewuswuca» (LAIAK, ¢. 25, on. 1, cnp. 55, apk. 435). YTim, WAAXTUY panToOBO PO3rHiBaBCcA Ha
3anpoLleHmnX NAnbKapis. Y pesynbTaTi BiH pa3om 3i cnyramm Ta NiggaHUMKM KOPCTOKO nobuan Ta
norpabysanu roctei. 3aranom nanbkapis 6yno 15 4yonosik, 3okpema lMNeTpo, weeLb 3a paxom, AKOro
0bpann ctapwmm y ToBapucTBi. BiH, A0 pedyi, Ha BiAMiIHY BiZ iHLWMX akTOpiB, OYB MeLlKaHLEeM
CeuuoBa. OKpemoi yBarn Baptmit Omenbko LLLecHUK, « CKpUNHUK» — MMOBIPHO EAVMHWUIA 3i 3ragaHoro
rypTy, AKMM rpaB Ha MY3WYHOMY iHCTPYMeHTi. Moro Ha3BaHO BNAAaCHMKOM CKPUMKKM, AKa byna
BifiibpaHa Tumodiem CeBUUOBCbKUM. LliKaBo, WO MOMY TaKOM Hanexanu 3axonieHi nig yac
iHUMAEHTY NANbKU. BOHM KOWTYBaAM 3a TOAiWHIMK LiHaMmu gocuTtb goporo — 20 3n0Tux. Mpo iHwux
YYACHMKIB TYpTY BilOMO nulle iMeHa, Ki/IbKiCTb Ta BapTiCTb BiAibpaHoro y HUx maiHa — KoHapaT
byanHuy, Kyabma IBaHoBMuY, Ipuuko Monymaukosuy, IBawko Lnmkosuy, Kapn €Eexnmosuy, Npuuko
IBawkKosuy, IrHaT KoHgpaTtosuy, Muu, Tumow Muxannesud, Peaip MpoueHa, Xseako Jloiko, Myy,
MaaHoBmy Ta MaKoH Tapacosuy. Onuc norpaboBaHMX peyelt 3acBiAYye, WO aKTOpU He 6ynu
¥)ebpakamun. BoHU manu gobpuin ogar — TyT 3ragytoTbCs KynaHu, cad’sHoBe B3yTTS, WanKa nigwnra
JINCAYNM XYTPOM ToLW0. [lexTo 3 Ns/1bKapiB maB npu cobi rpoLwi — Big, o4HOI A0 N'ATU Kin IMTOBCbKUX
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rpowis (2,5-12,5 3n0TuKx). Y akTopiB-amaTopiB 6yno BigibpaHo Aulle roTiBKOBMUX KOLITIB Ha cymy 24
Kin anToBcbKux rpowis (60 3n10Tux). LLikaBo, wo nanbkapi 6ynm nobpe 036poeHnmmn. Beboro nig vac
KOHPNiKTY y CBMLLOBI B aKTOpiB 6y/10 BigibpaHo n'aTb wabenb, ABa NyAraku, KOPOTKY PYLUHULIO,
caramfak 3 NIyKOM i CTpinamu, ABa YEeKaHM i OANH KopA. 3pewToro, MacMB akTOBOro maTtepiany
CBiQYUTD, WO OAAr 3 IMNOPTHUX TKAHWH Ta 36poA BynM NOWMPEHMMU Ta 3BUYHUMM eleMeHTaMM
censiHcbKoro noscsAkaeHHA (besnanbko 2015, c. 11-13).

Mpo 06pAa BONOYIHHA 3 HErAaTUBHOK KOHOTALLIEKD TAKOXK KOPOTKO 3rasysas |BaH BuleHcbKui
y TBOPi «KHUMKQ...» (6an3bKo 1600 poky). Lie AiicTBO NOPIiBHIOETLCA 3 «AMABONbCbKMM CMIXOM Ta
Hapyroto» i, 04eBUAHO, NPOTUCTABNAAETLCA NPABUIbHOMY, 3 PeNiriiHOI TOYKM 30py, 0Opasy KUTTA:
«BosnoybaHoe no sockpeceHuu 3 Mbcm u 3 Cbs1 8bI80/0KWU, ymonbme; He xo4em 60 Xpucmoc npu
C80eM BOCKpeCceHUU CIa8HOM mM020 CMbXY U py2aHA OUAB0sCKo20 umbmuy» (YKpaiHcbKa... 1988, c.
332). Tako, 3i c/iB aBTOpPa MOXKHA 3p0O6UTU BUCHOBOK, LLLO BOJIOYIHHA 6Y10 MAacOBO NOLMPEHUM
ABULLEM i Y MICTAX, i y cenax.

BUCHOBKM

Ha npotuBary yctaneHum midam, macus 3ibpaHuxX gxKepen nepekoHAUBO CBiAYMTb, LLO Ha
BonuHi y cepeaunHi XVI — Ha no4vaTtky XVII cTONITb My3nYHE KNTTA BMPYBANO NOBHOKO Mipoto. Xo4va
HaABHI AOKYMEHTM He 34aTHi BIiATBOPUTU LIAOI KapTWUHM, NpOTe BOHM BiAKPWBAOTL TUMOBI Ta
cneundiyHi CloXKeTn 3 My3UYHOTo NOBCAKAEHHA. 30Kpema, CTaE BiAOMO MPO iCHYBaHHA B MiCTax,
MiCTeYKax i cenuuwax AecATKiB NpPodecCimHMX MY3MKAHTIB, AKI MyCMAM CnaadyBaTM MNOAATKM
UeHTpanbHi Bnaai. MNpote npodecinHi my3mKkaHTM He Byan opraHi3oBaHi y cneuianbHi My3UYHI
uexu, yn bpaTcTea, Ak ue Bigbysanoca y XVII-XVIII ctonitrax. [po A4eCATKM My3MKaAHTIB CTAE BigOMO
3 MpPIi3BUCbK, AKI HagaBanuca 3a NpodecimHO O03HAKOK iXHiX BAACHMKIB. OKpim npodeciiHmx
MIiCbKMX Ta CilbCbKMX MY3MKaHTIB 3 ICTOPUYHUX [AOKYMEHTIB CTAa€ BiAOMO NpPO BiNCbKOBMX
MY3UKAHTIB, KaTO/IMLUbKUX OPraHicTiB Ta KaHTopiB-togeis. LLle ogHMm pesynbTatom AO0CAIAMKEHHA
CTaNo BMOKPEMJIEHHA Pi3HMX HA3B ANA NO3HAYEHHA NPodeciMHMX My3MKaHTIB, @ TAKOX CYMIiXKHUX
npodecin (Tabanya 2). OKpeMnm NNACTOM Y AOCNIAKEHHI My3MYHOIrO NOBCAKAEHHS BUCTYNaloTb
MY3UYHI IHCTPYMEHTU, AKI HafeXanu HenpodeciiHMM My3MKaHTam. IXHIMM BAaCHUKaMM 4u
KopuCTyBavYaMu Bynn cenaHu Ta MilaHW, WAAXTMYI, MAaHU Ta CAYTU 1 CRy»KeBHUKK, Jopocni i1 aitn
(AnTMHa WwnaxTrya). IHKOAM B OAHiEi ocobu 3ragyeTbea ABa pisHUX iHCTpymeHTU (Tabaunus 3). Cepepg,
3raflok UMX iHCTpYMeHTIB HaluacTiwe ¢irypye Kob3a, npu 4omy 4acTo 3a3Hayanocs ii Typeupke
noxogrkeHHs. KinbKa pasiB 3ycTpivyatoTbCA 3ragkM npo AtoTHI. o pigkicHMX Bunagkis chig,
3apaxyBaTW HAsABHICTb AOPOrol iTaNiCbKOi CKPUNKWU. Y BMMaZKax i3 Tpybamu Ta AyJamMu Maemo
CNpaBy BMKAKOYHO i3 NpodecintHMMM My3MKaHTaMK Ta cayramu. Mo ogHOMY pasy Maemo cnpasy 3i
3ragkoto 6ybHa (bapabaHa) Ta apxeo/soriyHOK 3HaxigKkowo Apumbu (BapraHa). Hesia'emHoto
YaCTUHOK MY3UYHOTO MOBCAKAEHHA Byan TaHui, Npo wo 36epernocs Kinbka ceBigyeHb. LinkoButo
HecnoAiBaHMM pPe3ynbTaToOM AOCANIAMKEHHA CTAaN0 BUABNEHHA PALY AOKYMEHTIB, WO 3aCBiAYYyHOTb
NPaKTMKyBaHHA Ha BoaunHi BonoyeHoro obpaay, AKMi BiabysaBca ogpasy nicna BennmkogHa, xoua
paHille yKOpiHMNacA AyMKa, WO BiH OyB BAACTUBMA BUKAOYHO bGinopycam. XapaKTepHUMMU
aTpubytammn obpaay 6ynm NANbKOBI BUCTaBW, AKi BNALLITOBYBA/INCA NEPECIHHUMM MELIKAHUAMM i
BMKOHYBANMCA Nif aKOMNaHEMEHT MY3UYHOIO iIHCTPYMEHTY.

fonoBHMMKM 3806yTKAMM Yy POBOTI 3 KOPMNYCOM iCTOPUYHUX [OKepen CTano norivyHe
cenapyBaHHA [AOKYMEHTIB 3 MYy3M4YHOIO TEeMATUKOK, IXHE CTPYKTYpyBaHHA Ta npodeciiiHe
BMMUCYBAHHA Y MY3MKOOMNYHMUIA KOHTEKCT. 3a/y4eHunit baratuii AxepenbHUii maTepian Ta WUpPOKe
KOJI0O NigHATUX TeM JaloTb YCi MOMKAMBOCTI Ui poboTi npeTteHAyBaTM He /Auvle Ha CcTaTyc
HOBATOPCbLKOI, a 1 CTaTW 3pPa3KoBO0 ANA NOAA/bLUIMX AOCAIAKEHD Y LAPUHI MY3MYHOIO NOBCAKAEHHA
IHWMX YKPaAIHCbKNX TepPEeHiB PaHHLOMOAEPHOrO Yacy.

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2019. 1(7) | 21



ANCIENT,

MEDIEVAL AND EARLY MODERN ART

Tabanya 1. MysnkaHTM Ha BoanHi 3a peectpom BubuMpaHHA noboposoro nogatky 1583 poky.

Ne HaceneHuit nyHKT My3uKaHTH LnMTyBaHHA MOBOIO AOKYMEHTY
n.m. Cneuianizauis K-cTb
JlyubKui nosiT
1 KneBaHb, M-KO CKkomopox 3 Od skomrochow 3 po gr. 30
2 JoporocuH, ceno Oynap 1 1 dudarz
3 Cokon, m-Ko Oynap 2 Z dudarzow 2 po gr. 24
4 Onwuka, micto Oynap 4 Z dudarzow 4 po gr. 24
5 NyubK, micto Ckpunka 5 Od skrzypkow 5 po fl. 1
BonoanmupcbKuii nosit
6 TYypPUNCBK, M-KO Oynap 2 Z duarzow 2
7 Hecyxoixi, M-Ko Oynap 1 Z dudarza 1
8 Bonogmmump, micto CKpunka 3 Skrzypkow 3
KpemeHeubKuii nosirt
9 Hoswuit 36apa, m-Ko CKkomopox 4 Skomorochow 4
10 Anywnonb (AMninb?), m-ko | Ayaap 1 Z dudarza 2
11 CeAaTteub, ceno Oynap 1 Dudarz 1
12 BonouncbKe, m-Ko Ckomopox 2 Skomorochow 2
13 KocCTAHTHMHIB, M-KO Oynap 3 Z dudarzow 3
14 YepHsxiB, M-Ko CKkomopox 1 Z skomrocha 1
15 Kpacunis, m-Ko Oynap 1 Z dudarza 1
16 MonoHHe, m-Ko Oynap 1 Z dudarza 1
17 Kopauuwis, ceno Oynap 1 1 dudarz
18 JNleneciBKa, ceno Oynap 1 1 dudarz
19 [oBranisKa, ceno Oynap 1 1 dudarz
20 OcTponinb, M-Ko Oynap 2 Z duarzow 2
21 NabyHb, m-Ko Oynap 1 1 dudarz
22 KpemeHelb, micTo Oynap 1 Dudarz 1
Tabnnua 2. Ha3Bm My3MKaHTIB Ta NOB’I3aHMX i3 My3UKOK npodecin.
PiK 3ragku Hassu mysuKaHTiB Micue nobyTyBaHHA
1552, 1582, | OpraHictu M. JlyubK
1602-03
1550-70 Ayaku, ckpunku, dyapHukm, Tpybadi, cypmaui, Bonuub, Noginna
NULWANABHUKMN, LUIAMAUHWUKKN, OPTaHicTH, peranictu,
iHCTPYMEHTUCTU, BYOHUCTN, irpurLi, CKOMOpPOXH,
MaLUKAaPHUKK
1563 KyKONnbHMKHK C. IBaHHe, M.
Mypasuya
1565 MeaBseaHWKN, AYAHUKKU, CKPUMNKK, TPYDadi, My3nKku BKJ1
1566 MepBseagHWKKN, CKPUMKKN, TYOKU KuiBcbKkuii nosiT
1566 MeaBeaHUKN, AYAHUKKN, CKPUNKW, TYAKU HMUTOMUPCBbKNI NOBIT
1571 MuwmkK, Tpybau -
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1572-73 Tpy6ay, cypmau M. 3acnas
1579 Tpy6aui c. Xminis bonoxosuui
1580 Aypapi, ckomopoxm M. JTyubk
1583 CkpunKun, gyaapi, CKOMOPOXm BonunHCbKe
BOEBOACTBO
1592, 1599 | KanTtopu M. JTyubK
1601 Cypmay -
1602 Tpyb6au M. JlyubK
1602 Tpyb6au c. boxis
Tabaunuya 3. My3suyHi iHCTPYMeHTH.
Pik Ha3Bwu iHcTpymeHTiB Micue BapricTb CouianbHe
3ragKkm nobyTtyBaHHA CTaHoBMLUe
BNaCHUKA
(kopucryBaua)
XopaodoHu
1562 | Kob63a TypeLupbKa . Hecsiu - WAAXTMY
KeiHTapHa (ntoTHA) | c. HecBiy - WAAXTUY
1570 | Ko63a KuiBwuHa, m. - LWAAXTUY
JlyubK
1580 | JltoTHA c. Ninbepessa 6 cTapux Tanapis WAAXTNY
Kob63a TypeubKa c. Nipbepessn 1 nuToBCbKa Kona WNAXTUY
1582 | Ko63a c. PomaHis 12 rpouwis CeNfiHMH-KOBab
1593 | Ko63a M. JlyubK 1 yepBOHUI 3010TUIN | cayra
1593 | Ckpunuua BNOCbKa c. OmensaHa 4 yepBOHUX 3010TUX WANAXTUY
1597 | Ko63a m. KpemeHeup 1 Tanap MilLl@HUH-TOHYap
1597 | Uutapa (ntoTHA) c. Moyankwu - WAAXTNY
1598 | Kob3a M. CBUHIOXM, - MilL@aHWH, ANTMHA
«nO30/10TUCTAN m. Bonogmummp WNAXTUYA
1599 | Ckpunumua c. M'ane - CeNAHUH
1600 | Cmuk - 12 rpowis WAAXTUY-CNYra
1600 | Ko63a c. bykoima 24 rpouwi WAAXTUY
1605 | Kob63a TypeLibKa, M. JlyubK 12 30n0TUX LWAAXTUY
«NepnoBoto
maTtuuero
03aCa*KoHa»
AepodoHu
1571 | Tpyba - - cnyra-Tpyb6ay
1591 | Aypa M. JlyubK - MY3MKaHT
1595 | Ayaa c. Bapkosuuyi 1 Kona NMTOBCLKMX CeNAHnH-
rpowis MY3MKaHT
1600 | Tpyba mucamscbKa - 1 Tanap WAAXTUY-CAYra
1605 | Tpyba «poroBa» M. JlyubK - LWAAXTUY-CNYra
laiopoHum -
1601 | by6oH (6apabaH) - - y4YeHb-C/yra

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2019. 1(7) | 23




ANCIENT, MEDIEVAL AND EARLY MODERN ART

Cnucok axxepen Ta nitepatypm

AGRICOLA, M., 1542, Musica instrume[n]talis deudsch jnn welcher begriffen ist: wie man nach dem
gesange auff mancherley Pfeiffen lernen sol, Auch wie auff die Orgel, Harffen, Lauten, Geigen, vnd
allerley Jnstrumenten vnd Seitenspiel, nach der rechtgegriindten Tabelthur sey abzusetzen.
Wittemberg.

Archiwum Narodowe w Krakowie. Oddziat na Wawelu. Archiwum Sanguszkéw (ANK AS). Rekopisy,
Ne 24,

Archiwum Narodowe w Krakowie. Oddziat na Wawelu. Archiwum Sanguszkéw (ANK AS). Rekopisy,
Ne 27, s. 184-185.

Archiwum Narodowe w Krakowie. Oddziat na Wawelu. Archiwum Sanguszkow (ANK AS). Rekopisy,
Ne 27, s. 185-186.

Archiwum Narodowe w Krakowie. Oddziat na Wawelu. Archiwum Sanguszkéw (ANK AS). Rekopisy,
Ne 27, s. 186.

Archiwum Narodowe w Krakowie. Oddziat na Wawelu. Archiwum Sanguszkow (ANK AS). Rekopisy,
Ne 27, s. 277-280.

BEYAZIT, M., 2014, Aizanoi Antik Kentinde Bulunan Graffitilerde Kopuz ve Asiklar, Sanat Tarihi
Dergisi (Journal of Art History), XXIll, 1, 83-119.

ENGEL, J. C., 1797, Geschichte des ungarischen Reichs und seiner Nebenldnder. Halle.
JABLONOWSKI, A. (Ed.), 1889, Zrddta dziejowe. T. XIX. Polska XVI wieku pod wzgledem geograficzno-
statystycznym. T. VIII. Ziemie ruskie. Wotyn i Podole. Warszawa.

PAWINSKI, A. (Ed.), 1886, Zrédta dziejowe. T. XIV. Polska XVI wieku pod wzgledem geograficzno-
statystycznym. T. Ill. Matopolska. Warszawa.

PRAETORII, M., 1619, Syntagmatis musici. Tomus Secundus de Organographia. Darinen Aller
Musicalischen Alten und Newen... Instrumenten Nomenklatur..., Wolfenbittel.

SOYDAS, M. E., 2017, Evaluating Different Sources for the Reconstruction of an Extinct Instrument:
The Turkish kopuz. Historical Sources of Ethnomusicology in Contemporary Debate, 156-169.
VIRDUNG, S., 1511, Musica getutscht und aufgezogen durch Sebastianus Virdung, Priester von
Amberg verdruckt, um alles Gesang aus den Noten in die Tabulaturen dieser benannten dreye
Instrumente der orgeln, der Lauten und der Fléten transferieren zu lernen kiirzlich gemacht. Basel.
1910, Archiwum XX. Sanguszkdw w Stawucie (Dyplomatariusz gatezi niesuchojezskiej T. Il). T. VII:
1554-1572. Lwéw.

ATAMAHEHKO, B., 2007 (a), IHBeHTap KpemeHeubKoro ctapoctsa 1548 poKy, Haykoei 3anucku
HauioHanbHo20 yHisepcumemy «Ocmpo3bKa akademiax». Cepia «lcmopuyHi HayKu», 8, 8-36.
ATAMAHEHKO, B., 2007 (b), CBigyeHHA ONMCOBO-CTAaTUCTUUHUX A3Kepen Npo HaceneHHa Jlyubka B
Apyrin nonosuHi XVI — nepwin nonosuHi XVII ct., MuHyne i cyuacHe BonuHi ma [onicca. /lyybka
micobKa 2pomada: icmopis, mpaduuyii, nodu. 26, 48-54.

ATAMAHEHKO, B., 2010, OnncK BONMHCbKUX MAETKIB KHA3iB YopTopuitcokux XVI ct., MuHyne i
cy4yacHe BonuHi i Mosicca: Jlyusk 8 icmopii BoauHi ma Ykpainu. Haykosuli 36ipHuk. 35, 71-82.
ATAMAHEHKO, B., 2015, OnncoBo-CTaTUCTUYHI ArKepena Ao ictopii HaceneHHA Bonogumunpa gpyroi
nonosmHmn XVI — nepwoi nonosuHu XVII ct., MuHyne i cyyacHe BonuHi ma [lonicca. Micmo
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Bonodumup-BonuHcekuli ma lMobyxcs y ceimosili ma ykpaiHceKiti icmopii. YcneHcbkuli cobop 6
icmopii micma Bonodumupa-BonauHcbkozo ma YkpaiHu. Haykosuli 36ipHuK. 55, 95-106.
BAPAHOBWM, O., 1930, 3a1t00HeHHA YKpaiHu neped XmenbHu4Y4uHor. |. BonuHcbKe soesodcmeao.
3an0HeHHA BonuHcbko20 s8oesodcmea 8 nepuwili nonosuHi XVII cm. Kuis.

BE3MAJIbKO, B. Ta iH. (Ynopsaa.), 2014, YkpaiHcbKe no8cAKOeHHA paHHboMOOepHOoi 006u: 36ipHUK
dokymeHmis. Bun. 1: BoauHs XVI cm., Kuis: "®eHikc".

BE3NA/IbKO, B., 2015, [fesaki ¢akTtM npo maTtepiasbHUN BUMIpP CENAHCbKOro MNOBCAKAEHHA (3a
AOKYMeHTamu BonuHi KiHya XVI — nouatky XVII c1.), lMam’amku, 15-16, 11-21.

BOMTIOK, O., 2018, JocnigxeHHA MoHacTUpcbKoro cena XVI cT. 6ina YcneHCbKoi LepKeu y c.
Joporoby: Ha PiBHeHWMWHI, Haykoei 3anucku PisHeHCbK020 06/10CHO20 Kpae3Has4yo2o my3zero. XVI,
109-113.

FOPAINYYK, M. (Tonosa pea,. Konerii), 1989, Icmopis ykpaiHcbkoi My3uku. B wecmu momax. Tom 1.
Bid HalidasHiwux 4acie 0o cepeduHu XIX cm., K.: HaykoBa aymKa.

FPUHIB, €. Ta iH. (Ynopsa.), 1988, bopomoeba lliedeHHo-3axiOHOI Pyci i YKpaiHu npomu eKcnaHcii
BamikaHy ma yHii (X — noyamok XVII cm.): 36. oK. i mamepianie. Kuis: HaykoBa AymKa.
AJOBBULEHKO, M. Ta KY3bMIHCbKWUIA, 1., 2018, Hosi OOKYMEHTU 3 icTopii TeaTpanbHOro Ta
MY3MYHOro mucteuTsa BonuHi (KiHeub XVI - noyatok XVII cTonith), MucmeumeosHasu4i 3anucku, 33,
209-215.

KOPHIW, /1., 1996, Icmopis ykpaiHcekoi my3uku: y 3 yacmuHax. Y. 1. Kuis, Xapkis, Hbto-Mopk:
BunagasHuyTteo M. . Koup.

KPOBULBKA, 0., 2002, Haseu ocib 8 ykpaiHcbkili mosHili mpaduyiu XVI-XVIIl cm. CemaHmuka i
cnosomaip. /1bBiB: IHCTUTYT YKpaiHO3HABCTBA iM. |. Kpun’akesmnya HAH YkpaiHu.

MOWCIEHKO, B. Ta MONILLYK, B., 2013, /lyybKa 3amkosa KHuza 1560-1561 pp. JlyubK.
MAHXbBIHCKI, B. (MagpbixTtaBay), 2006, Mempeoika Banikaza KHacmea J/limoyckaza. KHiza 46. 1562-
1565. Kniea 3anicay 46 (konis kaHya XVI cm.), MiHck: bendH.

HIMYYK, B. (Ynopsga.), 1961, /lekcukoH cnoseHopoceKuli lameu bepuHou, Kuis.

NONILWYK, B., 2007, KHA3i MacanbcoKi Ha BonuHi y XVI cm. 3a dokymeHmamu [epicasHo2o
icmopu4yHoeo apxigy J/lumeu (pycbka mumysnosaHa 3HamMe y npocmopi Benukozo KHaziecmea
Jlumoecbkoeo). Kuis.

CMONIW, B. (Pea.), 2001, Icmopia yKpaiHcbKoi Kyabmypu: y n'amu momax. T. 2. YKpaiHceKa
kynemypa Xl - nepwoi nonosuHu XVII cmoaimma. K.: Haykosa gymkKa.

LI,AI'IAVI—FIKVIMEHKO, 0. Ta ACMHOBCbKWUN, tO., 1995, My3unyHe mucteytso gasHboro OcTtpora,
Ocmpo3sbka 0asHuHa, 1, 74-89.

1859, Apxusv Hzo-3anadHoli Pocciu, u3dasaemsbili 8pemMeHHOO Kommucciero 014 pazbopa
OpesHUXb aKMoOBdb, 8bicoyaliwe y4pexcdeHHow rnpu Kiesckomv BoeHHOMB, [1000/16CKOMDB U
BosbiHcKoMb [eHepanb-TybepHamopb. AKmbl, OMHOCAWiec Kb UCMOpiu npasocaasHol UepKeu 8b
t0203anadHol Pocciu. Yacme nepeas. Toms nepsoili. Kiesb.

1886, Apxusv H0zo-3anadHoli Pocciu, uzdasaemsili Komuccieto 0159 pa3bopa OpesHUXb AKMOBD,
cocmoAwel npu Kieeckomdv, [Mo0onbckomsb, BosnbiHckomb [eHepanv-TybepHamops. Akmel o
3aceneHiu KD2o0-3anadHol Pocciu. Yacme VII. Tom I. Kieb.
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1890, Apxusv Hezo-3anadHoli Pocciu, u3dasaemsbili 8pemMeHHO Kommuccieto 018 pazbopa

OpesHUXb aKmosb, cocmosweli npu Kiesckomdv, [1000abCKOMb U BosbIHCKOMb [eHepanb-

FybepHamops. Akmol 0 3aceneHiu 020-3anadHol Pocciu. Yacme cedomasn. Tomd Il. Kiew.

1914, /lumosckaa Mempuka. Omobsel nepssili-emopoti. Yacme mpemeos: KHuau lMy6au4Hbix 0bab.

Tom® nepssili. KOpbeB®.
1988, YKkpaiHcoka nimepamypa XIV-XVI cm. Knis: HaykoBa gymkKa.

LleHTpanbHWi gepKaBHUI icTopuyHMin apxiB YKpaiHu y Kuesi (UAIAK YKkpainu), ¢. 25, on. 1, cnp. 4,

apk. 159-161.

LleHTpanbHWit gepKaBHUI icTopuyHMin apxiB YKpaiHu y Kuesi (UAIAK YKkpainu), ¢. 25, on. 1, cnp. 5,

apk. 61 38.—62.

LleHTpanbHW aepKaBHUIN icTopuyHMIA apxiB YKpainu y Kuesi (LOJIAK Ykpainu), ¢. 25, on. 1, cnp. 12,

apk. 150-150 3s.

LleHTpanbHWUI aeprKaBHUM icTopuYHMI apxis YKpaiHu y Kuesi (LAIAK YKpaitn), ¢. 25, on.

apk. 156 38.—159.

LleHTpanbHWU aepKaBHUIN icTopuYHMIA apxiB Ykpainu y Kuesi (LOJIAK Ykpainu), ¢. 25, on.

apK. 24-24 3B.

LleHTpanbHWU aepKaBHUIN icTopuYHMIA apxiB YKpainu y Kuesi (LAOJIAK Ykpainu), ¢. 25, on.

apkK. 126 38..

LleHTpanbHWU aeprKaBHUM icTopnyHMI apxis YKpaiHu y Kuesi (LAIAK YKpaitn), ¢. 25, on.

apk. 1041 38.-1047.

LleHTpanbHWU aepKaBHUIN icTopuYHMIA apxiB YKpainn y Kuesi (LOJIAK Ykpainu), ¢. 25, on.

apk. 1054 38.-1056

LeHTpanbHnii aeprkaBHUI icToOpuYHKUIA apxis YKpaiHu y Kuesi (UAIAK Ykpaitn), ¢. 25, on.

apk. 112 3B.

LeHTpanbHnii aeprkaBHUI icTopuYHKUIA apxis YKpainu y Kuesi (UAIAK Ykpaiun), ¢. 25, on.

apkK. 198-198 3B.

LleHTpanbHWU aepKaBHUIN icTopuyHMIA apxiB YKpainu y Kuesi (LOJIAK Ykpainu), ¢. 25, on.

apk. 585 38.-588.

LeHTpanbHWii aeprkaBHUI icTopuYHKUIA apxis YKpaiHu y Kuesi (UAIAK Ykpaitn), ¢. 25, on.

apk. 699 38.—701.

LleHTpanbHWU aepKaBHUIN icTopuyHMIA apxiB YKpainu y Kuesi (LOJIAK Ykpainu), ¢. 25, on.

apkK. 628 38.—635.

LleHTpanbHWU aepKaBHUIN icTopuyHMIA apxiB YKpainu y Kuesi (LOJIAK Ykpainu), ¢. 25, on.

apk. 435-437.

LeHTpanbHnii aeprkaBHUI icTopnYHKIA apxis YKpaiHu y Kuesi (UAIAK Ykpaitn), ¢. 25, on.

apk. 488-492.

LleHTpanbHUI aep*KaBHUM icTopuyHM apxis YKpaiHu y Kuesi (LWAIAK YKpaitun), ¢. 25, on.

apk. 70-71.

LeHTpanbHWnii aeprkaBHUI icTopnYHKUIA apxis YKpaiHu y Kuesi (UAIAK Ykpaiun), ¢. 25, on.

apk. 343 38.—-344.

LleHTpanbHUI Aep*KaBHUM icTopuyHMI apxis YKpaiHu y Kuesi (LWAIAK YKpaitun), ¢. 25, on.

apk. 378.

1, cnp.

1, cnp.

1, cnp.

1, cnp.

1, cnp.

1, cnip.

1, cnip.

1, cnp.

1, cnip.

1, cnp.

1, cnp.

1, cnp.

1, cnp.

1, cnip.

1, cnp.

21,

26,

26,

26,

26,

43,

44,

45,

48,

50,

55,

56,

61,

62,

62,
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LleHTpanbHWU aepKaBHUI icTopuyHMIA apxiB YKpainu y Kuesi (LLOJAK Ykpainu), ¢. 25, on. 1, cnp. 62,
apk. 408 38.—409.
LleHTpanbHWUI aeprKaBHUM icTopuyHM apxis YKpaiHu y Kuesi (LAIAK YKpaitun), ¢. 25, on. 1, cnp. 62,
apk. 610-611 38.
LleHTpanbHWn AepKaBHUIN icTopuYHMIA apxiB YKpainu y Kuesi (LOJAK Ykpainu), ¢. 25, on. 1, cnp. 65,
apk. 305 38.—-306.
LleHTpanbHWUI aeprkaBHUM icTopuyHM apxis YKpaiHu y Kuesi (LAIAK YKpaitun), ¢. 25, on. 1, cnp. 67,
apk. 906 38.-907.
LleHTpanbHWUI aeprKaBHUM icTopuYHMI apxis YKpaiHu y Kuesi (LAIAK YKpaitun), ¢. 25, on. 1, cnp. 70,
apk. 177-180.
LleHTpanbHWU aepKaBHUI icTopuyHMIA apxiB YKpainu y Kuesi (LOJIAK Ykpainu), ¢. 25, on. 1, cnp. 70,
apk. 180-182 3B.
LleHTpanbHWUI aeprKaBHUM icTopuyHM apxis YKpaiHu y Kuesi (LAIAK YKpainun), ¢. 25, on. 1, cnp. 72,
apk. 203-203 3s.
LleHTpanbHWU aepKaBHUI icTopuYHMIA apxiB YKpainn y Kuesi (LOJIAK Ykpainu), ¢. 25, on. 1, cnp. 72,
apk. 367.
LleHTpanbHWU aepKaBHUIN icTopuyHMIA apxiB YKpainu y Kuesi (LOJAK Ykpainu), ¢. 25, on. 1, cnp. 73,
apk. 113 38.-115.
LleHTpanbHWUI aeprkaBHUM icTopuYHMI apxis YKpaiHu y Kuesi (LAIAK YKpaitun), ¢. 28, on. 1, cnp. 12,
apk. 260-261.
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My3uuHe noecakoeHHA BonuHi (cepeduHa XVI — nouamok XVII cmonime)

lMpedcmasneHa cmammsaA € nepwum OOCMIOHEHHAM MAKo20 POy, 8 AKOMY CrieyiasbHO
p03271A00€EMbCA My3u4He No8CcAKOeHHA BonuHi cepeduHu XVI — noyamky XVII cmonime. Y uil
pobomi mu 3ocepedunuca malixce 8UKAOYHO HA C8IMCbKOMY ce2MeHMi My3Uu4YHO20 MOBCAKOEHHS.
Ha ocHosi aHanizy akmosux KHue, ¢pickanbHO-0bnaikosux OOKymeHmMi8 ma iHwux Oxepen 6ynau
cpopmosaHi mpu memamuyHi po30inu. Mepwuli po30in npuceayeHuUl 00CAIOHEHHIO MYy3UKAHMI8
BonuHi. Y ¢pickanbHo-0611iKosux 0oKymeHmMax Besnuko2o kKHA3iscmea /lumoscobKo20, a 32000M Peyi
Mocnonumoi (ManononbcbKa npPosiHYia), 8UKOPUCMOBYBAAUCL PIBHOMAHIMHI mepMmiHU 014
MO3HAYeHHA MYy3UKGHmMi8 ma CcymimHux npogecili: «0ydapi», «CKOMOPOXU», «CKpuUnani,
«mpybayi», «Med8edHUKU», «KMY3UKU», «2yOKU». 3 YUX ma iHuWUx OOKyMmeHmie Mu 0i3HAGEMOCH rpo
KifnbKicmb My3UuKaHmie 8 pidHUX, 30Kpema (i HesenuKkux HaceneHux nyHkmax. Cepeod npi3sucok, AKi
6ynu 8 My3UuKaHmMIie, Npesasntoroms «0yYOHUK» MA «CKPUMKA», iHOOi 3ycmpiyaemscsa «2y0Ka». TaKOMC
8 aKmMosux Oxepenax 32a0yrombeca U [HWI My3uyHi creyianbHocmi: «KaHMopu»-r00ei,
«opa2aHicmu», «MUWUKU», «Cypmadi», «mpybayi», «bybHUCMm». Takoxt 3 Uux OOKyMeHmis mu
O0i3HOEMOCA Npo OKpeMi enizodu 3 Xummsa My3ukaHmis. Y Opy2omy po30ini crneuyiasabHo
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00CniOHYyrOMbCA My3UYHi IHCMpyMeHmu: «Kob3u», «mypeubKi Kob3u», «AHOMHA», «K8IHMApPHA
AOMHA», «CKPUIMKU», «B8/10CbKA CKPUMKA», «yumapa», «0yoa», «CMUK», «mpybu», «b6yboH». B
OCMaHHboMy po30ini (idemobca npo 08a oKpemi A8UWA MY3UYHOI Kynbmypu BoauHi — My3uKy 8
maHyax ma sosnodyebHomy 06pAdi. BiocymHicme nodibHozo 0ocniorceHHA 0asano niocmasu 041
nossu pisHux migise, 30Kkpema npo 6iOHICMb My3U4YHOI Kysbmypu a8MOXMOHHO20 HacesIeHHA
BonuHi. MonynapHum 6ye migh npo me, w0 opeaHu y KAMoauysKi xpamu b6yau rnpuHeceHi Ha yi
mepeHU MosabCbKUMU KOAOHI3amopamu nicas J1lobaiHCbKoI yHii. A, Ak mu 6a4umo 3 0oKymeHmis,
nepwe nogiooMseHHA PO AyybKO20 op2aHicma noxooums we 3 cepeduHu XVI cmonimma. B ceoro
yepay iM’a op2aHicma suKa3ye lio2o pycbKe Noxo0xeHHA. TaKumM YUHOM, OMPUMAHI pe3yabmamu
00380/1A10Mb He auWe 3arM08HUMU MPo2asauHuU 8 YKPAiHCbKIli icmopuyHil my3ukonoeii ujooo XVI
cmonimms, ane (i cnodiseamuca HAQ NoA8Y AHAMNO02iYHUX OOCNIOHCEHb AK U000 IHWUX YKPAIHCbKUX
3emesib, MaK U iIHWUX XPOHO02iYHUX 8i0MUHKIB.

Kntouosi cnosa: BonuHe, noscakdeHHsa, XVI cmoaimms, My3uKaHmu, My3u4Hi iHcmpymeHmu,
OKpemi AgUWa MY3UYHOI Kynbmypu.
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DEMONIC BESTIARY OF MAKONDE IN THE PERCEPTION OF WARSAW RESPONDENTS
Zofia Gralak
AemoHivyHuii 6ecmiapili Hapody makoHOe 8 cnpuliHAMMIi eapwWaecbKUX pecroHoeHmie
3ogpia Ipanak

Memoto 0ocniomeHHa € sus4yeHHA ocobausocmeli cripuliHAMMSA Cy4YacCHUMU MeuwKaHUAMU
Bapwasu cKynenmyp Hapody makoHOe. [ocnioneHHs 30ilicHeHe 3a80aKku niompumui PTAfr ma
20cmuHHocmi BapwascoKoi nybniyHoi 6ibniomeku 16-19 ma 24 ciuHa 2018 p. nid yac eucmasku
«Miedzy sztukq a opetaniem. Hebanowe bestiarium ludu Makonde. Fotografie Piotra Sadurskiego»
[Mix mucmeumsom ma 80a00iHHAM. E6eHosuli 6ecmiapiti Hapody makoHde Between Art and Possession.
Ebony bestiary of Makonde people. Piotr Sadurski Photography]. 1id uac ekcno3uyii cKyaenmypu 3
Konekyii Esu ma €szeHiywia PxcesycoKux 6ynu ekawo4veHi y xy0oxcHill dianoe 3 homoepagiamu
Miompa Cadypcbkoeo. Yci ekcrioHosaHi pobomu 6yau BUKOHAHI Nepesa}cHo y cmusi wemaHi, AKul
nos’ssaHuli i3 306paxceHHAMU 0emMoHis. CKyabnmypu MaKoHOe CMAaHoBASmb rpuKkaad cy4acHo2o
mucmeymea CxiOHoi Agppuku. IXHe KopiHHA cazae micuesux mpaduuiti ma sipysaHs. CKynbnmopu
MaKoHOe noxodamoe 3 Mo3ambiky, asne Yyepe3 CKAAOHY coyiansHy cumyayito y uill KpaiHi 6aeamo
Xmo 3 HU3 mMycue 3aauwumu 6amokiswuHy. BoHu 3Hatliwau 6e3neKy y TaH3aHii, 0e npoxcueae
3HQYHA 4YacmuHa Hapody MaKoHOe (i 00 cbo2o0Hi meopame y micuesocmi [fap Ec Canaam.
Bucmaeka 8Kaw4ana cKyaenmypu HatisudamHiwux rnpedcmasHukie uiei mpaduyii. B mexcax
docnidxeHHA pecrnoHOeHmMu, AKi 8i08idysanu eKcrno3uyito, ompumysanu 08i gomozpadii,
CMBOPEeHUX y Pi3HUX CMUAX: KbAPOCKYPO 8 0OHOMY 8uUrnadky ma ¢opmanbHOMy — 8 iHWOMY.
lonosHowO memor 6yn0 npocmexumu WAAXU crnpuliHAMmMsS CKyaenmyp MAKoHOe, Cymmeso
BIOMIHHUX Y Ky/ibmypHOMY 8i0HOWEHHI, 8i08idysayamu suUcmasKu y Bapwasi.

Knouosi cnosa: cnpuliHammas, CxiOHa AQpuKa, MaKoHOe, cyyacHe mucmeumeo TaH3aHii.

In 1955, Erwin Panofsky divided all man-made objects into two classes: works of art perceived
through the prism of aesthetics and practical objects, which do not have to be perceived in this way.
The latter was, in turn, divided into two types: means of communication and tools and instruments.
All man-made objects have some specific intention, and therefore they are created for a purpose.
However, according to Panofsky works of art evoke aesthetic experiences. The boundary separating
practical objects from works of art is the intention originating from purposefulness of intentions and
actions undertaken by the creator (Panofsky 1955, pp. 11-12).

If, according to Douglas Fraser, we assume that the purpose of the creator of “primitive art”
is solely to satisfy the needs of the community in the symbolic sphere, not to awaken aesthetic
experience, we consequently need to agree that objects created by a primitive man are not works
of art, but, at best, functional items.

Contemporary theoreticians of post-structuralism and postmodernism, such as Michel
Foucault, Rosalind Krauss, Hal Foster, Craig Owens, and Pierre Bourdieu, pay attention to the fact
that the use of such concepts as art or civilization is a product of culture itself. Thus, the attempt to
define them automatically becomes a form of using knowledge as a tool of power and domination
(D'Alleva 2008, p. 158). Looking at the history of collecting, considered through the prism of
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collections of primitive art, we can notice that the criterion for evaluation of such art is very often
dictated by collector's aesthetic taste. Structuralists and poststructuralists also argued that the
concept of authorship combined with the idea of individual genius and expression determining
creation of a work of art can be defined as a cultural creation that has been given to the society in
a peculiar heritage, starting from the preferences of Renaissance collectors (D'Alleva, 2008, p. 158).

Cultural differences versus aesthetic experience

Moving on the ground of aesthetic experience, we should look at the phenomenon of
aesthetics. According to Wtadystaw Tatarkiewicz: “Aesthetics used to be defined as a beauty theory,
but in conviction that the notion of beauty is indeterminate and vague and therefore cannot be
taught, aestheticians followed the path of art, define aesthetics as an art theory. And others want
to deal with both beauty and art; they separate the two branches and practise both of them.”
(Tatarkiewicz 2004, p. 29).

A term “aesthetics” has a very complex meaning. It can be understood, among others, as a
philosophy of aesthetic phenomena, such as values, quality or experience. It can be also understood
as a philosophy of art. In this context, it will concern a work of art, its creator, recipient and also a
reception method. While the concept of metacritics is philosophy referring to broadly understood
artistic critique. Aesthetics may also be understood as a phenomenon that combines all the features
listed here (Dziemidok 2002, p. 17). The aesthetics understood in this way constitute the broadest
spectrum of interpretations for this concept.

In analyses of aesthetic experiences, more and more attention is paid to reception of culturally
different objects. So the question arises whether recipients who are different in terms of location
on the cultural map can demonstrate appropriate threshold of sensitivity to the art of “the others”.
To do this, it would be the most appropriate to put European, African, Oriental or Japanese art on
the same plane. Here the art would be understood in the same way: as a collection of creations that
arouse aesthetic experience. There is still an open debate on this issue. Some researchers are in
favour of equal treatment of all forms of art, others state that such an approach is absurd. The
debate of 1993 on aesthetics as an intercultural category seems to be interesting in light of the
above-mentioned issue. It was participated by such eminent individuals as Howard Morphy, Joanna
Overing, Jeremy Cote or Peter Gow (Wilkoszewska 2004, pp. 8-9). According to the Australian
aesthetician, Morphy, aesthetics is an intercultural category, which takes place within qualitative
effects, i.e. it directly affects the problem of stimuli to which human senses react. Naturally,
experiences can and should be different in every culture, which results even from a different cultural
code, a level of development, upbringing or socialization of a given community. Regardless of the
aforementioned aspects, it is hard to deny similarities which all citizens of the world demonstrate
in the field of aesthetic experiences to neurophysiological stimuli. However, it should be borne in
mind that what some people find pleasant, others may find revolting (Ingold 1996, p. 258). It is
worth noting that aesthetics as a theory refers to a wide spectrum of issues regarding experiences,
their perception and their impact on human life. “Aesthetics give access to the experience of
spiritual strength, to the feeling of being in the presence of authority or, more pleasurably, makes
it possible to understand why some people buy a special kind of soap.” (Ingold 1996, p. 259). It can
be assumed that human existence, from the day of birth to the moment of death, is constantly
accompanied by various stimuli, whose transformation into aesthetic quality may lead to an
aesthetic experience.

It is no coincidence that in Africa we find the first rock paintings, ornamental utility vessels or
figurines depicting people and animals. In the African tradition, unity of man and nature is deeply
rooted, which undeniably makes it possible to create optimal conditions for contemplation of
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beauty. Presumably, when studying African art, we refer to the beginnings of humanity seen
through the eyes of anthropologists (Theile 1974, p. 9). Therefore, it can be assumed that African
aesthetics refers to the artistic thoughts of man, which constituted the need to show his own
expression, as well as the way of understanding and interpreting the world around him. Although
aesthetics as a science has been developing in Europe since the eighteenth century (Kozak 2013),
research on art and creative thought of the Black Continent began, in fact, only at the beginning of
the twentieth century. So what influenced this significant time discrepancy of research conducted
in this field in relation to Europe? Certainly, a “non-classical” nature of African art is of great
importance here. A great role was also played by diversity of concepts associated under its common
name. As a continent, Africa is three times as big as Europe. The above-mentioned complexity
resulting from i.a. its vast surface determines diversity. It is also associated with many ways of
interpreting the surrounding reality, which we can observe on the example of diverse African
culture. However, presumably the first reflection on African art from the European point of view
can be found among the colonizers who penetrated these areas, having contact with regional art at
the courts of black rulers. Probably it was thanks to the travellers and colonizers that the first masks
or sculptures reached Europe, thus becoming a milestone in further development of research on
African aesthetics. This phenomenon, along with development of the market and collecting resulted
in displays of exhibits in many museums in the world available for the public (Kelly 1998, p. 38).
Reflecting on African art and aesthetics, we must mention the colonial perspective, which for
obvious reasons was devoid of objectivity. African art considered in this way was stigmatized as
primitive, understood rather as curiosity: an interesting object which should be searched in a
museum of curiosities - Wunderkammer, rather than in a museum of art (Pawtowska 2008, p. 204).

The Makonde people

Despite its indigenous values, activity of artists from the Makonde tribe is expression of the
contemporary art of Tanzania. Makonde sculpture has evolved under the influence of European
visitors, thanks to which it combines both commercial and artistic values. Undeniably, nowadays the
works of many sculptors of this trend are works of art that can satisfy the needs of recipients of
contemporary art with the most refined taste. This sculpture is an extremely broad concept, within
which many different styles and tendencies have developed.

The Makonde people are among those only recently met by the white man. For a long time,
they lived in complete isolation. That is why they were affected by all external influences that could
somehow change the perspective of created works relatively late. As a result of many social unrest
at the beginning of the 19t century, Makonde were forced to emigrate from Western Mozambique.
Many Makonde people found a safe haven in Tanzania, where they have lived and created to this
day.

For Makonde, like for all tribes in the Bantu group, the most important rite is circumcision?.
This is an annual event introducing young membersof the tribe into adult life. The most important
element of the whole ritual is initiation called Unyago, when a young Makonde becomes a child of
the whole tribe. Small sculptures play a very important role in this whole process. They constitute a
specific visual instruction depicting the roles that young adepts will perform when they enter
adulthood (Kirkneas & Korn, 1999). The highlight of the ritual is a dance called mapiko. A dancer
usually hides the body under a long robe and his face is covered by a helmet mask. Very often the
dance is performed on stilts (Mohl 1974, p. 8). The ritual is intended to scare demons out of the
village. For women, this is the only way to see a mapiko mask, which would not be available to them

1 Both boys and girls are circumcised.
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in normal circumstances. For example, even finding a mpolo (a special tent in which they were
stored) could end up in death for women, who could only see masks during rituals. Not only the
final appearance of masks, but also the whole process of their creation constitutes a secret. A
sculptor who made the mask was a person, distinguished against the rest of the society and
endowed with privileges. Indigenous Makonde very often evoked fear. They were described as a
community eating rats, snakes and people. Even their appearance caused anxiety. Characteristic
elements decorating the body of this tribe include, among others, a convex skin tattoo or so-called
scarification, most often covering the face and belly, or sharply sawed teeth and padlocks called
ndonya, characteristic of women (Wisniewska 2013, p. 15).

Belief in interdependence of the mundane and extraterrestrial world is characteristic of
almost the whole Africa. Today, in the 21% century, a significant part of Africans are Muslims or
Christians, but indigenous values are still intertwined with faith in religious dogma. Also today,
Makonde believe that the dead can affect their lives and maintaining good relationships with
ancestor spirits can positively affect their lives. In turn, sculptures played a paramount role in the
process of maintaining correctness of the said relations, because they symbolically constituted
personification of the ancestors to which the tribe members directly addressed. Makonde believe
that spirits can penetrate into inanimate things, giving them special power, turning an ordinary
object into an intermediary between the world of the living and the dead (Wisniewska 2013, p. 15).
The function that the sculpture has is best described by the role it plays in the legend of the first
Makonde, according to which the first human being in the world was a hunter. Unable to endure
loneliness, he carved a wooden woman, who came to liven and fell in love with her creator, which
resulted in birth of the first Makonde. The Foremother is still worshiped and is one of the most
important sculptural motifs of this tribe.

The sculpture of Makonde artists

The term “Makonde sculpture” refers to a wide range of artists, creating in many different
styles, whose common feature is usually a high artistic level of produced works. This type of works
is often made only as a product of the tourist market, therefore this term may refer both to very
high-class sculptures and small-value works representing the so-called airport art.

Due to broadness of styles and trends in which Makonde sculptors create their works, for
objective reasons this paper will mention of only two of them, recognition of which is important for
better understanding of interpretive and cognitive ways presented by Warsaw society later in this
text.

The first to be mentioned is the shetani style, whose world is very ambiguous and mysterious.
Makonde believe that the world is divided into three parallel realities:

e Kunnunge, or Heaven, inhabited by the God.
e Pachilambo, or the Earth, inhabited by human beings
e Kumahoka, or the zone inhabited by extraterrestrial beings, the world of ghosts (Kirkneas &

Korn, 1999, s. 40).

The latter world is the most mysterious and filled with fear. There are a whole pantheon of
deities, demons and spirits, living near human homes. These creatures may have a diverse attitude
towards people. Sometimes they are friendly, in other times they spread plague or cause defeat. In
Makonde beliefs, there are a number of old stories told from generation to generation, in which
shetani® play a huge role. These creatures are semi-humans, semi-animals or have extraterrestrial
features; they often constitute a mixture of diverse beings. Their significance for Makonde is

1 A word shetani means ,,a being”.
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enormous, since very often stories about them have a moralizing overtone. According to Makonde,
all aspects of their lives are influenced by good and evil spirits that can shape their lives. Of course,
in opposition to good energies, there are also bad ones, whose most important representative is
Nandenga. This is the most powerful demon in the pantheon of the Makonde deities. Makonde
believe that it can bring madness, death or plague. It is referred to by adults to threaten their
children. Allegedly it can suddenly appear like the wind, and its arrival is always accompanied by
unexpected circumstances. Some shetani are spirits responsible for particular areas, for example
there are beings that make life difficult for only women or children. A daemon called Mbegua brings
misfortune to everyone it meets, while Ngenge kidnaps small children but never harms adults. Due
to awareness of continuous coexistence with these dark powers, Makonde have many moralistic
stories aimed at sensitizing tribal members to the principles inherent in these peculiar relationships.
Oral histories indicate, for example, where you can and where you should not go at certain times,
how to avoid shetani’s anger or how to warn children against them. Telling legends or making
sculptures is an effective way for Makonde to remove fear against shetani (Kirkneas & Korn, 1999,
p. 40).

The first Makonde who made this type of sculptures was Samaki Likankow, coming from
Mozambique, who came to Tanzania in 1930. Stylistics of his sculpture deviated from all commonly
known realizations. It was very dynamic and full of expression.

Since then, shetani sculptures have quickly gained recognition and popularity, especially
among foreign buyers. Initially they had small dimensions —about 20-30 cm in height. This trend has
features previously not observed in Makonde works: grotesqueness, deformation, asymmetry and
a deviation from proportions. The sculptures sometimes corresponded to oral histories about a
given creature or were an expression of the artist's imagination. Works from the 1950s and 1960s
most often depicted individual creatures with large heads and deformed bodies. They were often
characterized by accidental distribution of face parts. The figures were supposed to be frightening.
Sometimes they had some attributes characteristic for particular creatures, for example a cane.

Thanks to the shetani style, Makonde could for the first time demonstrate an individual artistic
approach, which undoubtedly proved their sculptural skills, thus raising their work to the status of
works of art.

The ujamaa style is another one to be mentioned here. It originated in the mid-1960s in Dar
es Salaam, not long after the Makonde sculptors began to sculpt in the shetani style. The first
sculpture of this type was created by Roberto Yakobo. Originally, these sculptures were called
dimongo, which in the Makonde language means strength. Development of this style enabled artists
to move towards a completely different convention. Its characteristic feature is totemic
representation of figures, stacked one on another in such a way that the whole composition
resembles a human tower. The very word ujamaa in Swahili means community, in the sense of a
commune. lts direct translation corresponds to the Polish word “together” (Wisniewska 2013, p.
50). Character of the style refers to the memory of the ancestors, it is a kind of family tree. Works
of this type most often refer to indigenous values and also emphasize tribal traditions.

Purpose, research group, research methods and its course
The main purpose of this paper is to try to outline a variety of interpretative paths presented

by Warsaw respondents when entering a lively dialogue with the sculptures of Makonde artists. An
important issue was also to try to demonstrate aesthetic experiences or lack of them.
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Figure No. 1. Table presenting the basic data of the respondents taking part in the research

Ordinal | sex | age profession education | Ordinal | sex | age | profession | education

number number

1 F 24 seamstress secondary 11 M 40 engineer higher

2 M 28 artist higher 12 M 35 |hairdresser | secondary

3 M 55 office higher 13 F 76 landscape higher
employee architect

4 M 40 library higher 14 F 30 makeup |secondary
employee artist

5 M 29 call-center secondary
employee

6 F 18 schoolgirl secondary

7 M a4 teacher higher

8 F 30 writer higher

9 F 20 student secondary

10 33 33 engineer higher

Research group

Individuals participating in the research were selected among visitors of the exhibition
“Miedzy sztukq a opetaniem. Hebanowe bestiarium ludu Makonde. Fotografie Piotra Sadurskiego”
[Between Art and Possession. Ebony bestiary of Makonde people. Piotr Sadurski Photography],
which was held in the Public Library of the Capital City of Warsaw, at Koszykowa 26/28. (St.
Kierbedziow building). The research covered both respondents deliberately visiting the exhibition
and those who came to the library by accident.?

The researched population consisted of people between 18 and 76 years of age. The
respondents had a different level of education. Whereby the majority had a university degree, one
of the respondents was an anthropology doctor. The research covered both women and men.

Adopted methodology

From the methodological perspective, the project was inspired by various techniques, which
by definition are not typical for conducting art research. Methodological diversity of adopted
techniques contributing to creation of this research is of great significance. The methodological basis
for the research was the procedure according to the humanistic coefficient, i.e. the so-called Florian
Znaniecki's rule. It assumes that the cultural world should be treated as a world of values, not
objects. Therefore, empirical facts should be determined in the way in which they are perceived by
individuals. This methodological attitude allows for recognition of the recipient's attitude towards
the research subject: in this case, Makonde sculptures. An important aspect of the idea of the
humanistic coefficient is relationship between the research subject — the respondent and the
researcher. In other words, the researcher in their analyses should take into account what given
works may mean to the respondents. They should also attempt to understand presented
interpretations, taking into account empirical facts having direct impact on them. In this context,
the humanistic coefficient means a feature common for all human and social products, including

1 Some respondents who did not know what event was taking place there noticed the exhibition, noticed the exhibition
and, being interested in its topic, decided to watch it and take part in the research.
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works of art. These objects, for various reasons, can be considered valuable enough to subject them
to a broader interpretation or analysis. According to Florian Znaniecki, “a picture is chaos of
colourful patches on canvas,” and it is given the meaning by the humanistic coefficient.

Qualitative information was important for the obtained results. As it is commonly known, this
type of research is aimed at collecting material that has not been artificially created. Its main
purpose is to organize the surrounding world, thanks to which we can observe to a greater extent
how people live and what world they create around them (Steinar 2010, p. 11).

Itis very important to take into account the context of human behaviour, emotions or feelings.
An important deciding factor, sometimes deciding about validity of qualitative research, is an
attempt to interpret the phenomena seen through the prism of interaction, based of which the
research hypotheses are confirmed or denied.

The conducted research used the technique of a directed interview by Steinar Kvale. Such an
interview is conducted with an emphasis on full understanding of specific goals, which are reflected
in the research questions. Another important factor is formulation of sentences in a manner
understandable to all participating respondents. Naturally, taking into account the fact that a
language can and even should be modified depending on the level of the interlocutor. During the
interview, the researchers remained sensitive to the words of the respondents, remembering the
given facts, thanks to which it became possible to report them “live” and analyse them with the
cognitive distance appropriate for the conducted research. According to these assumptions, the
researcher conducts preliminary analysis of individual statements as early as during the interview.

The analysis also referred to the techniques of David Silverman or Anna Matuchniak-Krasuska.
The methodology of the research is also based on experimental aesthetics — Gustav Theodor
Fechner (Fechner 1876), as well as experimental psychology — Daniel Ellis Berlyne (Berlyne 1976, pp.
43-55).

The concepts mentioned here, as well as many others, contributed to creation of a project
being the subject of this paper and provided the language necessary to describe it.

The essential element for understanding the meaning of the project is to outline subjective
determinants such as “who saw what, in what conditions?”. And the most important problem is to
describe and systematize particular interpretations of sculptures, taking into consideration social
and cultural code different for Warsaw respondents and works of art in East Africa. The issues raised
during the research also concerned the perceived values, aesthetic preferences, taste and aesthetic
disposition.!

A manner of perceiving sculptures of Makonde artists imposes a question about the attitude
of recipients towards African art, as well as the functions of this art towards the recipients.

Respondents visiting the library after seeing the exhibition, where they could interact with
real objects, were presented photographs. The presented photographs showed sculptures in two
different styles: an artistic one in the chiaroscuro convention (in this case, black sculpture against a
black background?) by Piotr Sadurski, and more formal — a black sculpture against a white
background. The respondents were also presented photographs showing selected details of

! The aesthetic disposition is readiness to aesthetic experience, resulting from the recipient's sensitivity to art. During
perception of works of art, it is characterized by aesthetic and not merely practical dependence. This attitude will be
visible in some of the respondents taking part in the research. One of the respondents, a man of about 35 years of age,
a hairdresser, claimed that “watching this type of art gives me pleasure comparable to being in nature.” Linking artistic
competence with aesthetic disposition of the recipient in situ can also be an interesting issue.

Z Chiaroscuro - (from Italian Chirao means - light, and scuro - dark) the term is used when stylistics of a given work
emphasizes clear differences in the intensity of light and shadow, resulting in a clearer impression of three-
dimensionality. During the Warsaw research in photographs by Piotr Sadurski, chiaroscuro was used in the convention
of a black sculpture against a black background.
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individual sculptures. All the photographs used the research were assigned numbers. The research
had the character of a directed interview in which, during seemingly casual conversation, specific
guestions were asked. In such a situation, the issues raised during the interview, as well as its entire
course, depended on spontaneous development of the conversation. Each time during the research
some framework questions were asked:

1. What do you think about this work?
What kind of emotions (if any) accompany reception of this work?
What do you think the author wanted to express through this sculpture?
Do you have any memories that revive during contact with the presented work?
Would you like to have such art at home?
How do you understand a devil, an imp, a demon for you?
Why did you want to visit the exhibition?

8. Do the works of Makonde artists correspond with your ideas about African sculpture?

Additionally, if a fragment of the photograph was particularly interested, it could be marked
with a marker on the foil applied to the photograph in question. This method enabled the most
precise determination of interesting threads in individual works, as well as location of sculptures in
the widest possible context.

Despite many interwoven methodological threads, the research was characterized by
minimalism and simplicity. It was a nice way to spend time. In addition, all respondents unanimously
claimed that participation in the research arranged experiences and thoughts stemming from
perception of works presented in cabinets.

Since the research had the character of a free-form interview, as already indicated, the
conversation could each time be shaped in a different way, depending on the circumstances. It was
possible to terminate it at any time, without detriment to the qualitative end results.

Nous~wN

Research course

The interviews revealed facts confirming existence of aesthetic experience. The experiences
created as a result of perception had a real dimension here. Watching the works evoked keen
interest in individuals. Some people clearly contemplated sculptures, devoting a lot of time to their
analysis.

In total, 14 directed interviews were conducted. An additional element arranging
interpretation of particular fragments of the sculptures was the empirical method - consisting in
marking on the photos the most powerful elements affecting the recipient, and then analysis of
feelings by the respondents. The time span of interviews varied significantly. The shortest took 38
minutes and the longest — 2 hours and 50 minutes.

It should be noted that Makonde artists do not give titles to their works. The titles that were
presented at the exhibition were given by the collectors - Ewa and Eugeniusz Rzewuski. ! During the
research, the respondents were presented photographs devoid of any explanation or signature.
These photographs were only assigned a number given by the author of this paper.

It was clearly marked on one of the boards with appropriate annotations, thanks to which the visitors to the exhibition
could broaden their knowledge with an additional context. In connection with the above, titles of the sculptures were
given more on the basis of interesting collector's insights. It should be noted that titles of the sculptures during the
exhibition were not presented in an imposing or suggestive manner.
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Analysis of the selected works:

Sculpture No. 1. Unknown
author, shetani, Tanzania, 1999,
Child stealer, formal convention
(own photograph)

The interpretation of this
sculpture took two directions. Some

k 2 ’ 2
3 4 5 research participants had positive
and some negative feelings. Most
often, however, reception of the
sculpture made the respondents
smile and triggered a number of
positive as sociations and memories.
Sometimes perception of the work

Figure No. 2. Photos used in the research (from No. 1 to No. 5) can be described as a kind of Biblia
pauperum, since, according to the

participants, it has a moralizing nature. A good example is a 45-year-old woman: “I think this little
devil caught a child who had been disobedient and now drags him into his den to give him the
punishment he deserves.” Another opinion referred to the message, which, according to a 35-year-
old respondent, is carried by the above-mentioned sculpture No. 1. The respondent stated: “I think
that this work may have a second bottom. There is something very disturbing in the eyes of this
creature. Its seemingly friendly, honest eyes show signs of paranoia or even possession. | am afraid
to think what it will do to this child when they are alone. It may even eat him. Perhaps such a figure
serves the cult and summoning some dark powers, such as devils or demons, in order to make a
pact with them in exchange for the soul.” Naturally, the statement was a kind of joke, because the
interviewer started to laugh after saying it. Another controversial opinion about the work was made
by a man aged around 55, who thought that “it looks as if this creature was about to initiate sexual
intercourse with the creature being held by the neck”. Of course, apart from the specific receptions
presented above, a large number of respondents stated that this work only raised positive
connotations. There were opinions, such as the one of an 18-year-old woman: “what a nice devil”
or a man aged 40 : “it arouses positive emotions in me”. It is also worth mentioning that a group of
respondents defined their attitude to this work as neutral and devoid of any emotions.

Sculpture No. 2. Atanasio Fokasi, shetani, Mozambique, 1983, Yoga, formal convention
(own photographs)

This work aroused a number of ambiguous observations. A large part of the respondents saw
scary beasts in this sculpture. Some of the respondents divided the sculpture into individual
fragments, suggesting that the creature consists of several entities connected together in one body.
Most often, however, this division was limited to indicating an image of a monster, animal or family.
As an example, we can recall a statement of a 33-year-old woman who, in the aforementioned
photograph outlined three human figures, which, in her opinion, depicted a father who formed the
basis of the family (below) and a mother holding a child above. Depending on the selected reception
method, there were different interpretations of this work, which, interestingly, sometimes
appeared in perception of the same respondent. It can be said that the longer a person looked at
the work, the more cognitive layers they found in themselves. We can see this on the example of
very different ways of interpretation manifested by a woman aged 76. At first, in the sculpture she
saw a woman, probably a mum, but after re-establishing the relationship with the real exhibit
displayed in the cabinet, the woman said that the piece of this work seemed to be “a malignant and

I
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clever animal” or a rat. Then the same person pointed out that the upper part of the sculpture
reminded her of a bundle or a basket, which was associated with African women who carried heavy
objects in a similar way. Another noteworthy observation of a man aged 44 was connection of the
fragment discussed above with the crown, which was associated with the crown of Upper Egypt
once worn by the pharaohs. The sculpture No. 2 also brought many associations referring to
gymnastics and acrobatics, as well as yoga. One woman about 30 years old, said: “l associate this
sculpture with yoga and meditation, as well as an astral trip, during which you can meet such
creatures.” It should be noted that this woman has been practicing yoga for a long time as an
expression of spiritual activity. Another respondent aged about 30, said: “I associate this work with
sexuality and femininity.” Another opinion was expressed in the statement of a 29-year-old man
who would like to have this sculpture at home. As he claimed, “this work arouses such a strong
erotic feeling in me that | would like to lick it.”
N7 ‘

18

Figure No. 3. A set of drawings on the film placed on photographs taken by the respondents during the research
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Sculptures No. 3 and 4. Author unknown, shetani, Tanzania, 1998, Medusa, chiaroscuro
convention (photo by Piotr Sadurski) + formal convention (own photograph)

The analysis of this sculpture oscillated within three main associations: a man/child, a cross
and scream. One respondent aged 33 saw in it a reference to the Christ's cross, which she could
even precisely mark. Another respondent aged 35 was particularly interested in a delicate scratch
(barely visible during real contact with work) probably resulting from the wood grain system.
According to the respondent, it looked like a cross, which “is a symbol of suffering.” In turn, a 76-
year-old woman saw in this work “a child climbing up on his toes, probably trying to reach
something.” The feelings of fear and horror were common among the respondents. What is
particularly interesting, a much larger number of respondents associated a sculpture photographed
in a formal convention with scream. It should be noted, however, that in case of photographs of the
same sculpture in different conventions, such as, inter alia, works no. 3 and 4, there was a group of
people who experienced the chciaroscuro convention stronger. For some individuals this change in
the style of sculpture presentation was insignificant. Work no. 4, apart from frequent association
with a screaming face, was associated by one respondent aged about 35 with “a spiky, horned
demon who, attacking its victim, drives her to madness”, expression of which was scream. A 33-
year-old female respondent saw in the sculpture a human figure, depicted during escape from the
grotto, or a rock crevice. Perception of sculpture no. 4 caused many associations related to typical
utility objects. Some respondents saw a ring, the others — a ship rudder, and a man aged 35 said: “A
form of the presented sculpture brings in mind a kind of amulet that should provide its owner with
vital forces, as indicated by highlighting body parts responsible for senses, such as nose-smelling,
eye-sight, mouth-taste or speech, and leg-movement.”
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Figure No. 4. A set of drawings on the film placed on photographs taken by the respondents during the research

Sculpture No. 5. Constantino Mpakulo, ujamaa, Mozambique, 1997, Foremother,
chiaroscuro convention (photo by Piotr Sadurski)

This work, like most works used in the research, evoked both positive and negative
associations. Among the multiplicity of interpretations, we can identify those relating to
phenomena, such as dualism, totem, commune or domination. These observations can be regarded
as very close to the real values and message conveyed by the ujamaa style in the Makonde
sculpture. As interesting opinion was expressed by a 40-year-old man, who believed that “a caring
spirit in the company of a tribal chief! influences human fates.” Another opinion was expressed by
a respondent aged 33, according to whom in this photograph “a demon has taken over the soul of
a chief, who, exploiting his subjects, treats them like marionettes. That's why they are sad,
uncertain, absent-minded, not knowing what tomorrow will bring.” According to one of a
respondent aged 30, this figure reminds her of the image of Satan, evoking considerable fear.

Sculpture No. 6. Mathias Mbangwende, shetani, Tanzania, 1997, Eye of Providence,
chiaroscuro convention (photo by Piotr Sadurski)

This work brought a lot
of controversial opinions. As
many as 9 out of 14
respondents associated it
with deformities, injuries,
disability or illness. Most
respondents stated that the
author of the work may have
wanted to warn against bad
behaviour, which may result
in a severe punishment. One
of respondent, a man aged
about 40, said that the
sculpture can be described in
two words “traffic accident.”
In turn, a 20-year-old woman
who took part in the research
described the sculpture as
“an obvious example of impairment or mental illness, visible even in expressions of an
underdeveloped face.” Another common associations were sexual ones, equating the opening of

Figure No. 5. A set of photographs used in the research (from No. 6 to No. 10)

11t should be remembered that the figure shown here is a woman, which is suggested by a mouth padlock, which is a
decoration characteristic of women in the Makonde tradition.
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the mouth to the anus, or the finger below the said opening — to the penis. In turn, 4 out of 14
respondents described the sculpture as an eye of divine providence, which constantly observes,
rewarding good deeds, and punishing bad ones. According to a man aged 55, “it is so disgusting and
dreary, primitive and nasty that it makes me sick when I look at it.” Another respondent, a 29-year-
old man, said: “it is a beautiful sculpture with such interesting forms that | could look at it for hours.”
He claimed that he would love to have it at home and thought that contemplation of this work
would take a significant amount of time in his life. He believed that “this work is so interesting that
over time, as a result of reception, | could always admire another fragment, reinterpreting it.” As it
clearly results from the above set of statements, opinions of Warsaw respondents greatly
diversified. What is particularly interesting, this work, regardless of presented emotional
“gradation”, each time aroused very strong experiences, accompanied by intense emotions.

No. 7. Constantino Mpakulo, ujamaa, Mozambique, 1997, Foremother — detail, formal
convention (own photograph)

The most important
association evoked during
contact with the work was
reference its values to
protection of the family.
Among the opinions of
respondents was, among
others, a sentence of a 30-
year-old woman: “The photo
depicts a man and a woman
who care for each other.”
There was also very
interesting interpretation of
this element as a “family being
a foundation” — a sentence of
a respondent aged 33; or
another of a 40-year-old man:
“a couple may constitute the crown of the tree of existence.” There was also an opinion referring to
great importance that the presented figures attach to supporting each other in the heavy oppression
in which they are. A small number of the respondents perceived the presented people as a family
threatened by an ape-like figure “hanging over them.” This figure is visible on the right side of the
photo.

Sculpture No. 8. Hossein Ananganola, shetani, Tanzania, 1998, Popobawa - detail, formal
convention (photo by dr Eugeniusz Rzewuski)

Interpretations of this photograph can be considered very unusual. Apart from obvious
references, such as association of the presented creature with a bird, phoenix or bat?, there were
also quite innovative opinions. Two respondents, women aged 76 and 33, saw a deer. Both thought
that this was a scene showing the hunt, deer and head of the hunter, who was presented, according
to the 33-year-old woman, as the one who “is supposed to get food”. These opinions were
interesting, because the respondents did not change their minds even when they returned to the

Figure No. 6. A set of drawings on the film made on photographs taken by
the respondents during the examination

! The presented creature is a bat made in the style of shetani. In Eastern Africa, the society believes in a demon called
Popobawa, who appears in African homes in the form of a bat, initiating sexual contacts with men. A common case until
this day is the statement that a politician was visited by Popobawa during the election. Then his support largely
decreases. A bat and a chameleon are creatures characteristic of the sculptures of the grandmaster Hossein Ananganol.
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cabinet. It should be noted that at the time of perception of the sculptures and photographs, the
respondents were fully aware that the works shown to them belong to the East African art, the more
interesting is interpretation of a fragment of this sculpture as an animal biologically and
geographically belonging to another continent. The above-mentioned women opened themselves
to the real message brought by the work only when another interpretation (concerning Popobawa,
portrayed as a bat) was approximated to them. Then the women began to agree to a different
analysis. The respondents were not in any way related to each other, nor could they hear the other
person’s statements, since each of them visited the exhibition on a different day. Another
observation was the opinion of a 40-year-old man, seeing under the left wing (seen from the
perspective of the recipient) the head of a man in a helmet, who, in his opinion, “looked like a
knight”. The man thought, however, that it must be a kind of illusion that his mind was playing,
because he did not suppose that the figure of a knight could be expressed in an African sculpture.

Sculpture No. 9. Simuni Dastani, shetani, Tanzania, 1998, Woman with gourd + detail,
chiaroscuro convention (photo by Piotr Sadurski)

This work recalled a number of different associations, among which references to motherhood
or hard work performed by African women were obvious. One of the respondents, a woman aged
20, believed that: “this work has clear references to contemporary art.” Another interesting opinion
came from a man aged 28, who compared the presented figure to the works of Zdzistaw Beksinski.
A very interesting statement was expressed by a 55-year-old man: “The presented figure in
connection with the emphasized hole in the place where the face should be, contrasting with the
face in the disappearing smoke, brings to mind a situation in which a woman wants to shout
something and cannot.” According to the respondent, since she cannot speak, she would be the
perfect wife. One of the men aged 40 believed that the aforementioned lack of face is an expression
of “nostalgia for a previous life, from the pre-motherhood period, associated with carefree life. As
evidenced by the woman hanging at her feet - the former her, who reminds her that she was
shackled.”

Sculpture No. 10. Constantino Mpakulo, ujamaa, Mozambique, 1997, Foremother, formal
convention (own photograph)

The scale of interpretation of this work is much broader than one would suppose. Most of the
respondents described a fragment of this sculpture as full of sadness, nostalgia, expectation and
reverie. An important emotion that was taken into account here was fear. One of the women, aged
about 20, emphasized: “In my opinion, the figures depicted here look as if frozen, frozen in
anticipation of the evil that is supposed to reach them.” Another respondent aged 45 described this
work as “an expression of family protection, with particular emphasis on the role of the mother to
whom the infant is huddled.” According to another woman aged 33, the work resembled a
“collective grave.” During his contact with work, a 40-year-old man stated: “I see a ritual orgy here,
let's say, on the occasion of the equinox.”

Results

As has been repeatedly mentioned, during the research the respondents were presented with
both Makonde sculptures and comprehensive and fragmentary photos made in two different
conventions. Deliberately one of the sculptures, titled Foremother!, was shown in one of the
photographs in all its glory, and then in two photographs in fragments. During the research, these
three photographs were placed at a certain distance from one another. It was interesting whether
there would be a person among the respondents who would notice that they depict the same work.

! Tytut nadany przez kolekcjoneréw.
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It was also interesting whether perception of these three works had a common interpretative
denominator. However, only one respondent, a doctor of anthropology, noted the aforementioned
dependence of the three works. Two other respondents connected only two photographs,
completely rejecting the third one.

Drawn conclusions were based on the question asked to all the respondents at the end of the
research: do they think that some of the photographs could have depicted the same sculpture? 11
out of 14 respondents rejected such a possibility.

In a systemic perspective, the whole is more than just the sum of individual parts. This
sentence suggests that in a given context, fragments remain what they are, but at the same time
they are connected by mystic commonality, which makes them different. Placing a subject in an
adequate or inappropriate context has a significant impact on its perception. What has particular
importance here is a cultural code. By adopting the correct code, consistent with the proper origin
of the perceived artefact, we increase the chance to properly understand the proper values
contained in the work of art. In the path of conscious perception, it is very important to be able to
perceive a work in a holistic way, thanks to which it is much easier to embed it in the right
interpretative and cognitive field. It is much easier then not only to understand the message of a
given work, but also to correctly evaluate all fragments of the sculpture. In connection with the
above, it is assumed that probability of recognition of individual details and linking them to the
proper sculpture is not possible, or is doubtful if the proper cultural code is not known. Appearance
of each element individually influences, albeit subconsciously, perception of the whole structure
and gives meaning to individual elements. When we see a sculpture, a part of which has been
chipped off, as recipients, we will most likely experience some kind of dissatisfaction or emptiness
associated with this gap. Following Rudolf Arnheim, “no element of a work of art will ever be
independent.” (Arnheim 2004, p. 91). Therefore, none of the elements should be treated in a
completely autonomous manner. Already Aristotle considered similarity as one of the properties of
things, evoking associations in mind, requiring memories to connect the past with the present.

Attempts to analyse the whole and fragmentary photography, presenting a specific work of a
Makonde artist were a kind of play with some sort of optical illusions. The individual respondents
were entangled in an ambiguous game or a puzzle that could be solved but not necessarily. At the
same time, it is impossible to clearly determine which solution, considering the situation from a
cognitive perspective, is more interpretatively attractive. We only know which one was real. Most
likely, the fact that the fragments were correctly placed on the overall map of the sculpture
Foremother presented from various perspectives could not have a significant impact on perception
of the sculpture. It should also be taken into account that this relationship could have been noticed
by a larger number of respondents, however, being uncertain, they decided not to express it.
Frequently, after the first look, we are able to determine the subject with which we are dealing.
Naturally, this does not mean that the sense of sight neglects details. Even children notice minor
changes in familiar objects. However, it should be assumed that a viewer may not be able to
determine a reason for a given change was born, which he obviously notices. This is because signs
of change are an element of a coherent layout which is well-known to the viewer (Arnheim 2004, p.
58).

The research made it possible to select 4 main types of reception characterizing the
respondents.

1. A group of people who were much more excited by reception of photographs in the
chiaroscuro convention.

2. A group of people who were much more excited by reception of photographs in the formal
convention.

3. A group of people for whom the change of style did not matter.
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4. A group of people for whom the change of style was so important that they were not able
to recognize that they are dealing with the work shown in a different convention just now.

As can be seen from the above list, interpretative and cognitive paths presented by the group
of respondents selected from the Warsaw society are very diverse. There are some noticeable
common features of particular groups. So we can observe that some methods of human perception
and reception are similar. It is, however, very difficult to clearly state what features determine
reception of works of art. It is also difficult to talk about correct or incorrect reception. Certainly
sculptures seen by Warsaw citizens evoked considerable emotions. According to Michel Kirby, there
is no one method to interpret a given work of art (Kirby 1987, p. 166). The concept of art should be
considered by each individual, because everyone perceives it in a different way. At the same time,
it does not matter if a given work is universally recognized as good or bad. What matters is only
emotional connotation related directly to our experience when dealing with a given work. For
example, if we felt fear or anxiety when viewing the exhibition as a result of contact with art,
according to Kirby, the experience itself already defines the sculptures depicted in the exhibition as
works of art. This is because the essence is not positive, idyllic feelings associated with our internal
experience related to the exhibition. The essence is the very experience that we had in relation to
what affected our senses. Therefore, our opinion about a given work, or the emotions
accompanying its perception are irrelevant. What is relevant is the fact that there are any emotions
associated with perception of
a given phenomenon. It is
through experience, in the
relation between the object
and the recipient, that the
work from mere creation
becomes a work of art. It is a
bit as if our emotions gave it
that sense. Whereby the
more a work falls into the
recipient's psyche, the more
important it seems to us
(Kirby 1987, p. 166).

Since the beginning of  figyre No. 7. All pictures showing the sculpture of Foremother (photo 1 by
mankind, there has been Piotr Sadurski, photo 2 and 3 — own photos)
social, cultural and moral
diversity. There has also existed aesthetic diversity, as well as diversity related to satisfying aesthetic
needs, which is the basic demand resulting from the human nature. Importance of aesthetics is
evidenced by the fact that despite many attempts to downplay its role in human life, its problems
still remain valid, while the questions it poses and answers given through its prism continue to lead
us through a lively scientific discussion. No matter how we approach the subject of works of art,
perception will always be a stop on the road leading to full reception, as a result of which an
aesthetic experience may appear. The factor causing an aesthetic experience remains irrelevant. A
discussion on aesthetic significance of culturally different works of art is still open. What is certain
here is the fact that there are many (often intriguing) misunderstandings at the time when
Europeans come into contact with African artists. Probably an African not familiar with the European
point of view, tradition and history of collecting will not see the difference (even if financial)
between works of art from the Louvre and the sculptures of Makonde artists sold on the Mwengwe
market in Dar Es Saalam. What is the value of these objects and who should decide about it? As we
can deduct from the respondents' statements, even during good presentation of works from Africa,
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there can always be some dissatisfaction resulting from a different cultural code in which their
meaning was written down. As a result, a recipient may find it really difficult to understand the
viewed works and embed them in the proper context.

In any case perception of demonic bestiary of Makonde resulted in the whole range of
emotions, associations and even sensations. Therefore, it can be assumed that during reception of
Makonde sculptures aesthetic experience took place. The emotions appearing most often as a result
of reception were anxiety and joy. The most common associations of the recipients referred to
demons and other creatures and extraterrestrial beings, religion, family, death and sex. A very small
number of people participating in the research presented a pejorative attitude towards the works
presented during the exhibition. Most respondents considered the research as a nice time,
arranging experience derived from reception of the sculptures.

Obtained results may become an important basis for extracting qualitative results. It is worth
paying attention to the interest which the respondents gave to the research, which can be
confirmed by a very long time spent on conducting interviews.! It would also be interesting to
compare Warsaw results to wider research conducted in Poland or worldwide, but for objective
reasons it is impossible. Therefore, this topic should be left behind as a basis for further discourse,
which in the future can be used for subsequent analyses.

The assumptions were not fully reflected in the research results. One of them was i.a. the
conviction that in case of most respondents the chiaroscuro convention would intensify the
impression of horror or fear during reception of the works. However, according to the interviews,
this result was reflected only partially.
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Demonic bestiary of Makonde in the perception of Warsaw respondents

Perception is a particularly interesting and quite diverse phenomenon. It mainly depends on
different interpretations presented by recipients. This work aims at constituting a cross-sectional list
of analyses of attitudes presented by Warsaw society during contact with sculptures of Makonde
artists. Thanks to the support of PTAfr and the courtesy of the Library in Koszykowa Street, on 16-19
January, and on 24 January 2018, research was carried out in reference to the exhibition titled:
«Miedzy sztukq a opetaniem. Hebanowe bestiarium ludu Makonde. Fotografie Piotra Sadurskiego»
[Between Art and Possession. Ebony bestiary of Makonde people. Piotr Sadurski Photography].
During the exhibition, sculptures from the collection of Ewa and Eugeniusz Rzewuski entered into the
artistic dialogue with photographs by Piotr Sadurski. All the exhibited works were mainly in the style
of shetani, referring to demonic presentations. Makonde sculptures are an example of contemporary
art of East Africa. Their roots should be sought in indigenous traditions and beliefs. Makonde artists
come from Mozambique, but as a result of social unrest many of them were forced to leave their
homeland. They found themselves safe in Tanzania, where a large part of Makonde people live and
create in the Dar Es Salaam area until today. The exhibition featured sculptures of the most
outstanding representatives of this trend. Within the research, the respondents attending the
exhibition were presented with photographs made in two distinct stylistic conventions: chiaroscuro
one and formal one. The primary objective of this is to show some ways of perception of Makonde
artists' sculptures, distant in terms of culture, by respondents participating in the Warsaw research.

Keywords: perception, East Africa, Makonde, contemporary art of Tanzania.
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IDEA OF COMMON GOOD (EL BIEN GENERAL) IN THE SERIES OF ETCHINGS “THE DISASTERS
OF WAR” (“LOS DESASTRES DE LA GUERRA"”) BY FRANCISCO GOYA (BASED ON THE BOHDAN AND
VARVARA KHANENKO MUSEUM OF ART FUNDS)

Illia Levchenko, Oleksandra Kotliar, Stefaniia Demchuk

10ea 3az2anbHo20 6naza (el bien general) y cepii ogpopmie “J/luxonimma eiliHu” (“Los
desastres de la guerra”) ®paHcicko lolii (3a mamepianamu ¢poHdie HayioHanbHO20 my3eto
mucmeyme imeHi boedaHa ma Bapeapu XaHeHKis)

Inns JlesyeHKo, OnekcaHopa Komnsap, CmedpaHrisa [emuyk

I10ei MpocsimHuuymea (nepedoscim (ppaHuy3bKo20 3 Haligidomiwumu (io2o npedcmasHUKamu
- XK.-}K. Pycco, LL.-/1. MoHmeck’e ma M. ®. A. Bonbmepom) He auwe 3anai0HuaU Noaimu4Hy cgepy
moeo4acHo20 ceimy ase U 3Haliwau ceoe 8idobpaxceHHs ma 83aeMolito 8 mucmeymasi. PpaHcicko
Xoce Oe [lols-i-/lyceeHmec (1746-1828 pp.) bys 6e3nocepedOHbo nepeyyneHuli yumu ioeamu: 8iH
6paes nacusHy y4acme y HanoseoHiecbKux siliHax i 6eanocepedHbo nepebysas y Kosi CrinKyeaHHA 3
8UOAMHUMU NMPedCMasHUKaMU icrnaHcbkoeo [MpoceimHuymea. Memot 00cCniOieHHA € aHani3
83aemodito mekcmy Ui 0bpa3y 8 cepii ogpopmis @. lolii “/luxonimmas 6iliHu” ma 3’acysamu peyenyito
idei “3aeanbHo20 6n102a” 8 ogpopmi 71 “Mpomu 3az2anbHo2o baaza”. Teopemuko-memodonoeiyHuli
iHcmpymeHmapiti, HeobxiOHul 0518 0ocnidOHeHHA yiei memu, nos’a3aHuli AK i3 cneyugikoro pobomu
3 HAPamMueHUM POOOM MUCEMHO20 mury Oxcepes, MakK i 306paxcanoHUM (8i3yanbHUM) munom
Oxcepen. KomnnekcHuli nioxio 3ymosneHuli sukopucmaHHAaM @. [oliero Ak noszasepbanbHUX, MaK i
sepbanbHux (NoosiliHi Homepu ogopmie ma apmuoHimu, ekgppasucu) 3acobis. MemodonoziuHy
OCHOBY 00Ci0O#eHHA CKAadarome MPUHUUNU KOMIM/AEKCHOCMI, icmopu3my ma HayKosocmi.
OcHoBHUMU ~ MemooamMu  cmanu:  [KoHoepagiyHuli ma  iKoHoAo2iYHUl;  emnipuyHul;
npoconoepagiyHuli, mMemod CUHMemu4yHoi ma aHaAIMUYHOI OXepeano3Hasyoi Kpumuku;
nopisHAAbHO-icmopuYHuli. BipoeioHo, ®paHcicko lolid, AKUli mak camo KpumuKyeas mo204YacHull
obckypaHnmusm 6 IcnaHii (wo ocobauso 8i003epkantoemsca 8 cepii ogpopmis «Kanpiyoc»),
38epmascsa 00 idell hpaHUy3bKO20 NpoceimHUUMEd, Wo nopoousno, Moxmauso, U Hecgidomi
pemiHicueHuyii ma anto3sii 8 lioezo pobomax. TaKum YUHOM, NUMAHHA 06i3HaHocmi ®paHcicko lolii 3
i0eamu M.-}. Pycco He gidiepae Knto4o80i poni 8 daHili npobaemi (xoua U i € 8kpali yikasorwo memoro
07149 00CnidmHceHHs), adxce HallyiHHIWUM acrieKmom 0715 HAC 3a7AUWAEMbCA He NPAMI 3arno3U4eHHA 8
asmopa, a came ekcnaikauia npocsimHuybKux ideli (y Hawomy eunadKy — 8 mucmeuymsi), wo
KOHMeKCcmyasnbHo €8i04ume npo ix cmpimke nowupeHHAa 8 €8poni ma aKMueHe 8rMPo8aAOHEHHA 8
piBHOMaHI cpepu A CbKOI disnbHoCcm.

Knwouosi cnosa: lolis, *ozegp boHanapm, ®epduHaHO VI, cnineHe 61020, apmuoHimu,
“fluxonimms eiliHu”, [lpocsimHuymMeo.

The ideas of the Enlightenment, in particular the French one, not only influenced the political
sphere of the contemporary world as the ideological basis of the French Revolution or the basis of
the outlook of the generation of the founding fathers of the United States or else, but also found a
peculiar embodiment in art. Francisco José de Goya-i-Lucientes (1746-1828) was inspired by these
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ideas: he took a passive part in the Napoleonic wars! and was close to the prominent representatives
of the Spanish Enlightenment. It is logical to assume that F. Goya was also aware of the doctrine of
J.-J. Rousseau (1712-1778), one of the first to put forward the idea of “the common good” (“le bien
général”) in his treatise “On the social contract” (“Du contrat social ou Principes du droit politique”).
Gaspar-Melchior Jovellanos (1744-1811), a close friend of F. Goya’s, translated it into Spanish.

We have no goal to prove or deny Goya’s familiarity with the doctrines of the French or Spanish
Enlightenment, because the reception of the “commom good” idea could take place at the level of
“out-of-source knowledge”?. Realization of the set goal is inseparable from the interpretation of the
concept by the enlighteners themselves (in particular, Voltaire and Rousseau). The first cycle of the
F. Goya’s etchings “The Disasters of War” (“Los desastres de la Guerra”) (1810-1820's) and the Jean-
Jacques Rousseau’s treatise "On the social contract" (1762) were chosen for analysis as the primary
sources. The series of F. Goya’s etchings is completely focused on man (Bouvier 2011, p. 1108).
Comparing the notion of “the common good”, which popped out in the titles of engravings with their
plot enable us to follow the artist’s attitude to specific historical circumstances. In this way we can
explore his attitude towards the struggle for power between Charles IV, Ferdinand, Mary Louise and
Manuel Godoy, the invasion of the French troops in Spain in 1808, attempts to enthrone of Joseph
Bonaparte, favored by the Spanish intellectuals (and Goya as well); desolation and famine in Spain
(Bouvier 2011, p. 1108) etc.

Iconological analysis and interpretation are impossible without taking into account that some
etchings (in particular 71) were made of sanguine and preserved poorly. In the drawing in letter 71
(Prado, Ne 160) the face of the central hero in the image of the devil is not so evil, deprived of clear
lines. The same fact in the etching adds to the figure of the inquisitor certain cruelty. In the etching,
Goya enhanced the image: sharpened the chin, changed eyes, and increased the amount of wrinkles.
In the drawing to the right of the monster, next to the book, there are two men, and on the etching
they are absent. At the same time, the figure of the inquisitor is visibly much clearer towards the
light background (Levin 1958, p. 42).

The theoretical and methodological tools, necessary for the study of this topic, are related
both to the specifics of working with the narrative genus of the written type of sources, and the
visual type of sources. This demanded an interdisciplinary approach. Comprehensive approach was
essential as Goya’s graphic is both visual and narrative. Firstly, the author provided each engraving
with the number. Some works have two rows of numbers (see Fig. 1): the first (lower) numbers
correspond to their creation time; the second (upper) number corresponds to the series’ storyline,
outlined by Goya. The second numbering, apparently, was created after series was finished, and
hence, the analytical criticism of the individual graphical image will be limited. Secondly, Goya signed
each painting: it was a fundamentally important element in the creation of an image (Pluzhnikova
2007, p. 102). Artios, that is signatures of fine arts as a unit of the verbal series, and eckfrasis, which
not only verbally mark the image, but also make a receptive installation on the reproductive external
imagination (Barnatskaya 2014, p. 39), determine the specifics of works by Francisco Goya. In this

! Francisco Goya observed as the terror of 1791 — 1793 began with the slogan of progressive ideas of the Enlightenment,
and the Inquisition was restored. The series of engravings “Caprichos” became the result of these experiences
(mysterious disease, social crisis, the crisis of educational ideas and disappointment in the ideals of youth). “The
Disasters of War” reflect the immediate events in the native country and native town of F. Goya (Shostak, 2008, pp. 7-
18). In the 60’s, F. Goya endured a discontinuity between liberal and educational attitudes and inhumanity, horrific
cruelties (Bouvier 2011, p. 1110)

2 Under the notion of “out-of-source knowledge” we mean “aggregate of factors of pressure on consciousness” of the
author (Yakovenko 2007, p. 259). In such a case the idea, the subject is being acquainted with by means of autopsy, is
not so important as its articulation in society. Participants of the peasant war of 1524-1525 did not necessarily have to
get acquainted with the “Prague Manifesto” by T. Miintzer, although he calls for active actions there “all, who see this
writing” (Mluntzer 1989, pp. 334-335).
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case, we have a direct interaction between text and image, due to the author’s wish to nominate
and verbalize the artistic image. The etchings are made in the technique of aquatintes. F. Goya’s
creative method was that he first found a concise and clear disclosure of the theme at the stage of
sketches, and then “translated” them into the “language” of etchings and aquatinter (Babkin and
Avanesian 2015, p. 33).

Francisco Goya created the series of 82 engravings between 1810 and 1820 as an allegorical
protest against the war. The series of 82 engravings, created by Francisco Goya between 1810 and
1820, became an allegorical protest against the war as encroaching on the essence of a person,
whose nature is the primary source of the phenomenon of social existence and of its sophistic
organization. He portrays war that blurs the line between “Spanish heroes” and “barbaric
supporters of the Old Order” (Smith 2014, p. 154). Goya returns to allegories and summarizes plots
without documentary accuracy, which was not inherent to the contemporary images of military
conflicts. The war in Spain was held under the slogans “for God, the homeland and the king”; the
artist provided etchings with, first of all, universal character. The etchings numbers 65-82, completed
presumably between 1813 and 1820, constitute a separate series with the original title of “emphatic
fantasies” ("caprichos enfaticos") and depict the result of the restoration of the Bourbon dynasty in
the country, that, despite the hope, did not provide peace and stability, having launched a
reactionary policy (Warren 2015, p. 139).

% %k %

The Museum of
Western and Oriental Art
(nowadays “The Bogdan and
Varvara Khanenko National
Uerngasc WA awt "e8” Dnipre. 1941 peay @ vouy,mo mix Museum of Arts”) acquired
rp BAPGLEA mpugsavo gan Yyme caztzuoro § 241 gxore the series “The Disasters of

War” (Fig. 2) in the spring of
1941 “from the citizen
Sharonov”, as it is mentioned
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anRy Lysex, by O. Gaybel (presumably, an
P employee of the museum).

- Information about the one,

=t 1, PO g - who transmitted 160 F.
Goya’s works from two

famous series (“Los

Caprichos” and “Disaster of

n H
Register 1, file 44. Acts of acceptance, issue and transfer of exhibits of the War”), arranged in two

museum. Lists of exhibits of the museum, 1925 — 1941, 425 sheets albums, is few. We assume
that it was Mikhail

Andreevich Sharonov (1881-
1957) — a famous graphic artist, a teacher and a member of the museum’s artistic council. It is still
unclear how museum obtained the etchings: the word “purchased” means that a certain price had
been set, but it was not specified in the act.
It should be noted that the "Disaster of the War", due to censorship, was published only in
1863 in Madrid. All numbers and inscriptions on the etchings were copied from the original sheets
and transferred to the copper plates. The iteration of the fourth edition of 1906 is now kept in the
funds of the Bohdan and Varvara Khanenko National Museum of Arts.
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Historians of art evaluate Goya’s reception of the ideas of Enlightenment mainly through
aquatints of the Capriccios series (Los Caprichos) (Eisenman, St. & Crow, T. 2011, pp. 78-80).
Eisenman and his co-authors divide “The Disasters of War” into three thematic blocs: 1) the victims
and the horrors of war (sheets 2-47); 2) the hunger, the death, the dead (48-64); 3) “caprichos
enfacticos” (“emphatic fantasies”) (65-80). The third block Goya presumably created during the
monarchical reaction (Eisenman, St. & Crow, T. 2011, p. 96). At the same time, the Soviet scholar I.
Levin stated that the series of etchings can be divided into two parts: 1) the heroic struggle of the
Spanish people against Napoleon and 2) the difficult years of the reaction of Ferdinand VII (Levin
1958, p. 198). Unfortunately, the research, although it was extensive, was carried out with a precise
ideological bias of the time. Therefore, the scholar explained the whole cycle as a unity dedicated to
the struggle of “the broad revolutionary masses against the French invasion” (Levin 1958, p. 198).
Even Paul Bouwierre in his studio, where he analyzes etchings of the cycle “The Disasters of War”
most extensively, ignores the etching “Against the common good” which, in our opinion, requires a
profound analysis.

Let us note what was discussed in the discourse of the philosophers of the Enlightenment for
the “common good”. Though the concept roots reach in the ancient philosophy?, Seventeenth and
Eighteenth century philosophers heavily revised it and elaborated on it in terms of the social contract
(B. Spinoza, T. Hobbes, J. Locke, J.-J. Rousseau, D. Hume). For J.-J. Rousseau’s “common good” is one
of the most important advantages of the state and the conclusion of the agreement, for the sake of
which each individual sacrifices part of his own natural sovereignty:

“When, at a certain moment, we are convinced, that among the motives that push
people towards mutual unity through the formation of voluntary bonds, there is
nothing that corresponds to the essence of the union, then we will understand that
the good of one, far from seeking common welfare, from which everyone would
receive his own, turns into evil for another; when we finally see that, instead of
joining together in the common pursuit of the common good (underlined by the
author. — I. L.), people are getting closer to each other, only because they are all
taken away from this good — then we must also understand, that even with the
ability of this state to maintain its existence, it will be only a source of crime and
poverty for people, each of which sees only its own interest, and is guided only by
its own predispositions and hears only his own passions” (Rousseau 2001, pp. 167-
168).

I’I

By the concept of J.-J. Russo, only “common will” can govern the state according to the main
goal of its formation — to common good. The phenomenon of the “common good” does not deny
the interests of individuals. On the contrary: it recognizes their presence, because the consistency
of these interests made society possible to be established and to function.

The essence of this concept is reduced to the two components: the will and equality, since
“any particular affiliation will mean that the state is deprived of power, which is equal to this
dependence” (Rousseau 2001, p. 62), while freedom itself can not exist without equality. The
connection between people shapes common interests, but “everyone, giving himself up to the
power of all, does not give himself under any particular power” (Rousseau 2001, p. 20). J.-J. Rousseau
concludes that “society should be governed only on the basis of this common interest” (Rousseau

1 See at Democritus ("Little Diakosmos"), Plato ("Laws"), Aristotle ("Politics").
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2001, p. 31). However, one of the key questions is, whether people are able to identify themselves,
what this “common good” should be.

In the treatise, one can find many contradictions, since J.-J. Rousseau argues that the “common
will” can not be mistaken in determining the collective interest and at the same time proves the
inability of people by their nature, even in the body of the sovereign, to make such choice. Society
doubtless needs a “Legislator”, who will have the highest legislative power, which has nothing to do
with the power of human beings. J.-J. Rousseau recognizes existence of the universal justice, but this
justice also needs sanctions to “return justice its object” (Rousseau 2001, 44).

The figure of the Legislator (one of the most important in Rousseau’s concept) reveals his
understanding of the notions of “freedom”, “justice”, “good” as the basis of a democratic state.
These notions also play a major role in Goya’s etching “Against the common good”, where he depicts
the devil, who creates unfair (according to the above-mentioned notions) laws against to the
people’s good.

%k %k %k

Fransisco Goya depicts figures in a gloomy, grotesque atmosphere; inscriptions to paintings
are stingy, sardonic and ambiguous. Significant role is played by the ironic verbal game of original
titles of etchings, that demonstrates the moral uncertainty of the time: the author uses Spanish
proverbs, which do not have an unambiguous translation, and it creates an additional allegory. A
special grotesque atmosphere is an important element of the series “The Disasters of War”: in the
works by Goya two worlds were interwoven — the old, “black” Spain and the ideas of the
Enlightenment, which quickly spread in Spanish society. Claiming his certain liberal attitudes will
undoubtedly be an exaggeration. In the saved Goya’s letters, we do not find any information on his
political attitudes (Simmons 2004). Nevertheless, he managed to depict vividely this struggle
between “the traditional”, “black” and “the brand new” Spain of Enlightenment. Goya’s sensibility
to the political and social issues guaranteed popularity to his engravings.

One of the brightest and meaningful etching, in our opinion, is the previously mentioned
number 71 (Fig. 2), which the author named “Against the common good” (“Contra el bien general”).
The artist portrayed a creature with a devilish appearance, which sits on a hill with an open book on
his knees. Lifting up a long finger with a crippled curved claw, the creature illegally leads a pen with
ink on the empty pages of the book. Hairless, with pterygoid ears and hunched back, he writes
attentively, leaning forward and stretching his lips as if spelling the lines written. Behind the hill, the
thin dim shadows depict the vague figures of people: one man seems to be lifting his arms upward
powerless (the faces are depicted schematically, but the expressive lines are good for transmitting
the emotion); other figures, tilting their heads, fall to the ground before the creature on the hill that
slowly displays the letters.

In our opinion, the interpretation of the engraving lies within the context of those
breakthrough events, which determined the artist’s experiences and his long internal crisis. After
the enthroning of Ferdinand VII, the king issued a number of orders that restored the Inquisition,
abolished the Cortes, as well as the Cadiz Constitution of 1812, based on the principles of popular
sovereignty and the division of power — seems to be the only progressive consequence of the
Napoleonic wars (Benson 1966, p 80). F. Goya does not fail to bind the image with expressive and
ambiguous titles: the etchings were created in a logical sequence; in the signature under the
engraving the author put forward the thesis, which the image organically illustrates. People on the
hill, where the devil sits, are forced to accept an unjust law, created by the one, who have lost his
human face.

Francisco Goya seems to complete the previous plot with the etching 72 (Fig. 1): a paralyzed
man lays on the ground, being pecked by the bird-like creatures with wings of a bat. Again, we are
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not the first to encounter these wings (similar elements appear in the series of engravings “Los
Caprichos”, in the 43rd etching entitled "The Sleep of Reason Produceses Monsters": bat-like
creatures dominate according to Goya, when the human mind is sleeping?).

Fantasy in “The Disasters of War” is an organic part of etchings, not just their outer masking.
According to Sarah Simmons’ “Goya. Life in letters”, artist since the end of the nineteenth century
began to turn to fantastic elements in the creativity, and in the series “Disasters of War”, the demonic
images flooded F. Goya’s paintings, acquired more definite forms, however, most likely, in the
subconscious of the artist (Simmons 2004, p. 206).

Known art critic and explorer of “the black paintings” of Francisco Goya, professor Nigel
Glendinning (1929 — 2013) in the work “Goya and his critics” (1977) notes, that the source of the
allegorical language of F. Goya could be the book of the Italian poet Giovanni Battista Casti, published
in 1802 and translated into Spanish in 1813, “Talking Animals” (“Gli Animali parlanti”), in which the
author strongly criticizes the authorities, which put an end to civil liberties (Matilla, 2008, p. 341-
343). In the satirical poems of J. Castie, officials, crown advisers, lawyers are professional intriguers,
which, having turned into animals (having lost in human likeness), decide the fate of ordinary people
(Casti 1840). We can see a similar plot in the aforementioned engraving of F. Goya "Against the
common good." There are some extrapolations also in the etching number 74 “It is the worst!” ("Esto
es lo peor!") (Fig. 3), at which the wolf, with the monk sitting next to on his knees, on the background
of exhausted people, forced to obey, writes down another order on the scrolls.

The series of prints "The Disasters of War" were highly biased. This evident political bias caused
the postponement in publishing —they were published only posthumously. The scenes of war, whose
victim and hostage is always a defenceless human being; the hunger, cruelty, poverty and death —
all this barely combined with patriotic exaltation. Thus, it was inevitably perceived as a statement
against the government, which refered to the "common good" and justified its own policy based on
the principles of the Old Order (“I’Ancien Régime”). The key is that in the very title of the etching
(“Contra el bien general”) there is the notion of "common good", formulated as the integral concept
by J.-J. Rousseau in the political treatise “On the Social Contract”. Having based on the idea of S.
Eisenmann and T. Krov, that the sheets 65-80 were created after 1814, one can assume that the
depicted devil embodies the image of the ruler Ferdinand VII. At the origins of the Constitution of
1812 people there were close to F. Goya people: enlightener and political activist Jovellannos and
Sean Bermudez (Juan Agustin Cean Bermudez, 1749-1829) — he was the first, Goya presented the
album “The Disaster of the War” to. The abolition of the Cadis Constitution meant, firstly, betraying
the ideals of the artist himself and of his immediate surroundings. Secondly, it finally confirmed the
futility of the victims, of the blood and the struggle itself in Spain (1808-1814), and the newly
established regime meant the abandonment of the common good, under which F. Goya understood,
presumably, as J.-J. Rousseau, equality and freedom.

%k %k %

The events of the French Revolution, which could not fail to find a response to the Pyrenees,
shaped significantly Goya’s views. By that time he built a successful career in Madrid as a court

1 The image of a bat appears in F. Goya’s series “Caprichos”. Wing-shaped outgrowths of the figure on the etching 71 are
set at the same place as auricles of an ordinary person are, and they are similar to bat wings. I. Lewin says that they are
the wings of a bat (Lewin, 1958), but they are not in fact. Comparing to the wings of representatives of Chiroptera
(Abelentsev & Popov 1956, p. 230) (and, also, to all normal limbs of other mammals), F. Goya’s bat-like wings have one
thumb more, moreover, when the first thumb takes the usual position — at the top of the wrist, then the second one, as
we can see, is in the area of the elbow, which is curved into the other side, in comparison to reality. We can assume, that
F. Goya did not aim to achieve the greatest similarity to nature, not because of ignorance, but, more likely, deliberately,
because he could, of course, not to observe the bat’s wing closely, but at least had to know what direction the elbow
joints of mammals were bending to.
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painter of Bourbons. Despite his work at the royal court, Francisco Goya fell under the influence of
the French Revolution ideals of freedom and tried to move away from the court ceremony, pomp,
academic canons in art. However, it is difficult to investigate from the methodological point of view
whether Francisco Goya was acquainted with the philosophy of J.-J. Rousseau, since there are no
direct calls for Rousseau’s ideas in the sources. But we have to take in account, that the artist was
close to Gaspar de Jovellanos (1744-1811), a Spanish writer, lawyer and economist, who also took
part in Napoleonic wars. He translated “The Social Contract” into Spanish and supported necessary
qualitative transformations of the state. Probably, Francisco Goya, who also criticized the
contemporary obscurantism in Spain (which is especially reflected in the series of etchings Los
Caprichos), turned to the ideas of French enlightenment, which gave rise to, perhaps, unconscious
allusions in his work.

Thus, the question of Goya’s awareness of the J.-J. Rousseau’s ideas does not play a key role in
this problem (although it is an extremely interesting topic for research). The most valuable aspect
for us is not direct borrowing from the author, but the explication of educational ideas (in our case,
in art), which contextually testifies about their rapid expansion in Europe and active introduction
into various spheres of human activity. The series of etchings "The Disasters of War" confirms vividly
the statement of the English poet Alexander Pope (1688-1744) — “The proper study of mankind is
man”. Therefore, both Enlightenment and historical context pushed Francisco Goya towards
invention of his specific
artistic language, which
focused on the nature and
essence of humankind.
Therefore, all the
foregoing caused F. Goya’s
artistic innovation and his
special artistic language,
which placed the nature
and essence of human
with its complex
organization, to the
center of attention,
having opened the pure
breath of a new era in the
"black" engravings.

Fig. 1. Francisco José de Goya y Lucientes, Against the common good (Sheet 71. We are grateful to
The Disastres of War), 1813 - 1820. Etching and burnishing on ivory wove paper ~ Oleksiy ~ Koshel (Taras
with gilt edges, 179 x 220 mm (plate). Museo del Prado. Shevchenko National

University of Kyiv) for the
help with translations from the Spanish language; to Petro Buzunko, chiropterologist (T. G.
Shevchenko National University "Chernihiv Colegium") for consultations; to Olena Shostak (the
Bogdan and Varvara Khanenko National Museum of Arts) for her kind assistance; and to Taras
Pshenychnyy, Candidate of Technical Sciences (Taras Shevchenko National University of Kyiv).
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Fig. 2. Francisco José de Goya y Lucientes, Results (Sheet 72. The Disastres of War), 1813 - 1820. Etching and burnishing
on ivory wove paper with gilt edges, 179 x 220 mm (plate). Museo del Prado.

Fig. 3. Francisco José de Goya y Lucientes, This is the worst of it! (Sheet 72. The Disastres of War), 1813 - 1820. Etching
and burnishing on ivory wove paper with gilt edges, 179 x 220 mm (plate). Museo del Prado.
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Idea of common good (el bien general) in the series of etchings “The Disasters of War”
(“Los Desastres de la Guerra”) by Francisco Goya (based on the Bohdan and Varvara Khanenko
Museum of Art funds)

The ideas of the Enlightenment (first of all the French, with the most famous of its
representatives — Jean-Jacques Rousseau, Charles-Louis de Secondat, Baron de La Bréde et de
Montesquieu and Francois-Marie Arouet Voltaire) not only influenced the political sphere of the
Eighteenth century but also art. Francisco José de Goya y Lucientes (1746-1828) was directly
convinced by these ideas: he took a passive part in the Napoleonic wars and was a friend of the
prominent representatives of the Spanish Enlightenment. The study aims at analyzing interactions
between text and image in the series of etchings of F. Goya “The Disasters of War” and the reception
of the idea of «kcommon good>» in the etching 71 “Against the common good”. We have chosen several
theoretical and methodological tools to deal with narrative and visual sources. Hermeneutics and
semiotics belong to the specific methods used in the process of analysis of engravings.
Comprehensive approach is determined by the usage of F. Goya both extraverbial and verbal (double
numbers of etchings and artionims, ekfrasis) means. The methodological basis of the study is made
up wit the principles of complexity, historicism and scientific character. The main methods were
iconographic and iconological; empirical, prosopographical, method of synthetic and analytical
source criticism; comparative-historical analysis. Probably, Francisco Goya, who also criticized the
contemporary obscurantism in Spain (which is especially reflected in the series of etchings “Los
Caprichos”), turned to the ideas of the French enlightenment, which gave rise to possibly unconscious
reminiscences and allusions in his work. Thus, we are interested mainly how Goya indirectly or even
unconsciously borrowed ideas from the Enlightenment movement, which spread rapidly all over
Europe. In this case studying direct borrowings from J.-J. Rousseau’s ideas played only minor role.

Key words: Goya, Joseph Bonaparte, Ferdinand VIl (Fernando Vi), the Enlightenment, common
good, articons, "The Disasters of War" (Los Desastres de la Guerra.
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XYAOXHI TEKCTU TA OBPA3U B MPOEKTAX CYYACHOI 3EMNIAHOT APXITEKTYPU
Moamuna KopHeesa, MapuHa [iaueHKo
Literary texts and artistic images in modern ground architecture
Lyudmila Korneeva, Maryna Diachenko

The article focuses on the image of ground that had various meanings in the human culture
from ancient times. On the one hand, it was a place of living that provided people with all means
necessary for their physical survival and had an exclusively material value. On the other hand the
ground was a part of myth; it was a subject of philosophical (or would-be philosophical) reflections.
Step by step, humanity learned to perceive ground from artistic and aesthetic perspectives: as a place
that sometimes could be beautiful by itself and sometimes needed to be decorated by people. In the
modernity, the ground is more often viewed not only as a surface or a place for artistic work but as
an environment or even a material for the latter. Inhabitants tend to decorate not only its
aboveground but also its underground surroundings. This tendency has resulted in introduction of
the modern high-tech underground buildings and the phenomenon of ecological ground architecture
formation. In field of the visual design, the new approach to ground as a material for artistic activity
emerged. The article presents a hypothesis that historical traditions contributed to the modern land
architecture to a lesser degree. In the past the ground architecture was often awkward, pragmatic,
and artistically inconsistent. It was a result of some specific materials, technological and climate
conditions which people faced. At the same time, in folklore and fiction literature the aboveground
and underground environments, including houses, were often depicted as artistically attractive.
Therefore, for modern artists, the popular verbal and visual images of underground buildings serve
as a rich source for inspiration in their work on the real-life projects in the field of ground
architecture. The names and design features of some projects attest this idea. For instance, the
modular “Hobbit House” created by the Green Magic Homes company makes an appeal to the
literary works by J. R. R. Tolkien. The links between the modern ground architecture, literary texts
and artistic images demonstrate that in the modern world not only the real life influences art, but
virtual imaginative worlds begin to form the space of the reality itself.

Key words: earthen architecture, underground construction, dugout, lend-art, ecological
building, interconnections between types of arts

3emnsa Big, camoro NoOYaTKy KyabTyporeHesy cnpuirmanach i ycBigomaoBanacb NOACTBOM Y
MaKCUMa/IbHO LUMPOKIA aMnAiTyai 3Ha4YeHb. 3 ogHoro 60Ky, BOHa Byna micLem NpoXKUBaHHA, AKe
Ha4aBano NAMHI HeOOXiAHI AnA Gi3MYHOro BUXKMBAHHA 3acobuM Ta BUCTYNANO0 CYTO MaTepiasibHO
LiHHicTO. 3 iHWOro — 3eMnsA BXe B HalAaBHiLLi YacK cTaBana cknagoBoto midy, ocmucoBanach AK
OfHa 3i CcTuxii OyTTA Ta enNemeHT CTPYKTypu BCecBiTy, nigaaBanacb o¢inocodcebkit (abo
KBasidinocodcbkiit) pednekci.

MocTynoBo NOACTBO BYMNOCH CMPUAMATU 3eMI0 M Y XYAO0XKHbO-eCTETUYHOMY pPaKypcCi: AK
Micue, siKe iHoAi € npeKkpacHUM camo no cobi, a iHoAai moxke ByT NpuKpalleHe ntoguHoto. banxkye
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00 CbOTrOAEHHA 3eMm/iA BCe 4acTille MNOYMHaE
CNPUIAMATKC He Ti/IbKM AK MOBEPXHA | MicLe ana
TBOPYOCTI, ane i AK cepefoBuUle Ta HaBITb
maTtepian anAa uiei teopyocti. CydacHa n0aMHa
XYAOXHbO OGOPM/IIOE BXE He TiIbKU CBOE
HasemHe nepebyBaHHA, ane " nia3emMHe.
Pesynbtatom Ui€i TeHAeHUii cTann Aau3aiH
CY4aCHOro BMCOKOTEXHOJOrYHOro nia3emHoro
6yaiBHMUTBA M PeHOMEH eKONOoriYHOi 3emMaAHOI
apxiTekTypu. B ranysi BisyanbHOro mucrewrsa
HacnigKoOM HOBOro niaxoay A0 3eMAni AK 40
maTtepiany gnA TBOPYOCTi CTaB NeHA-apT.
MepegicTtopia CY4acHUX 3eMIAHNX
byaisenb iHOAi NOB'A3YETbCA 3 BUKOPUCTAHHAM
NIOAMHOIO We Yy NpajasBHi Yacu NpUpoAHOro
niA3eMHOr0 W Ha3emMHOro npoctopy, TobTo
neyep, rpoTiB Ta iHWWX ocobanBocTel penbedy
(y Tomy unchi gns nobyaosm HAaMNPUMITUBHILLMX
KUTEN-3eMAAHOK,  Mig3eMHUMX  cnopys B
cepeanHi cxmay, naropby abo ckeni, sKi iHoA
Ha3uBalTbcA “Hopamun”). BTim, Taki npaaasHi
3Pa3KM XKUTNA K NeYepun, rPOTU 1 HABITb WTYYHI

In. 1. T. K. AHaepceH “[oiMmoBoYKa”. XyA0KHUK-

intoctpaTop b. fiogopos. Axepeno: "HOpVI" He mMa/n Ta 1 He I'Iepe,D,Gal-lanVI AKOTrocCb
http://knigiskartinkami.ru/hudozhniki/boris- XYAO0XHbOro, MUCTELbKOro 3agymy 4u nigxoay
diodorov/ npu cBOEMYy ob6nawTyBaHHI. Mia3emHi 1 3emnaHi

06’eKTN TOro Yacy He MOXKYTb MpeTeHAyBaTh Ha
CTaTyC apXiTEeKTypu AK 3 NPUUYMHM CBOEI NPUPOAHOCTI, TaK i 3 NMPUYMHKN BiACYTHOCTI cdopmOBaHOI
XYO0XHbO-€CTETUYHO CBIAOMOCTI Y CUHKPETUYHIN KynbTypi. TOXK MOXHA BECTM MOBY JiMwwe Npo
Ginbll YN MeHLW 3HAYHE BTPYYaHHS Y NPUPOAHUIA NaHAWwadT 3 METO NPUCTOCYBaHHS MOro ANA CBOiX
noTpeb.

Jewo nisHilwe A0BOMI NOWMPEHUMM BUABUAUCL 3EM/ISIHKM Ta HaniB3eMAsAHKM obnagHaHi 3
BUKOPUCTAHHAM AEeAKUX iIHWNX MaTepianis, Kpim 3emi: AepeBa, KamMiHHA, KiCTKK Tow,o. HaykoBuamu
[0BOJi LUMPOKO BUCBITNEHI Pi3HOBIYHI NUTaHHA icTOpPIi 1 cborogeHHs niasemHoro byaisHUUTBA Ta
3eMnsAHoi apxitektypu. |. A.ToTyH y cTatTi “CnoB’AHO-PYCbKe Ci/ibCbKe XMWUTNO Ta MUTAHHA 1Oro
BiATBOPEHHA” AeTaNbHO 3YMNUHAETLCA Ha icTOpPil rpadiyHUX PEKOHCTPYKLIA 3eMASAHKOBOro W
HaniB3eM/JIAHKOBOrO TUMY Ta, HaBOAAYM AyKe LIMPOKY Bibniorpadito 1 iNOCTPaTUBHMA MaTepian,
y3ara/ibHIO€ paHile onybaikoBaHi AaHi 3 Temu. Halibinblw ANCKYTOBAHMMM, Ha AYMKY LbOro aBToOpa,
BMAAIOTbCA HE TexHiYHi, a coujanbHi NUTaHHA WOAO0 3arnMbNeHUX 3eMNAHUX KOHCTPYKLUiM i
3eMIAHOTO Hacuny Ha NOKpiB/i. 3emasHa cnopyaa anpiopi CNpUMMMaceTbea K Binbll NPUMITUBHAE Y
NOPiIBHAHHI 3 HaszemHoto, 1 |. A. TOTYH po3AinAe AYMKY AeAKUX AOCAIAHMKIB “Npo NMOMMIKOBICTb
WAAXY LWTYYHOT apxai3aLlii i npMmiTUBI3aLii moaeni KuTTa 3a 4yaciB Kuiscbkoi Pyci” (Totyn 2013,
c. 22). BnacHe, naeTbca Npo Te, WO 3eM/IAHI CNOPYAN Ha TOM Yac Byan TiNbKM OAHUM i3 BapiaHTiB
¥uTtna. Kpim Ttoro, “sarnnbneHa B 3emnto YaCTMHA CNopya — €4MHE, WO AiMWAN0 A0 Hac y 6inbLu-
MEHLL aBTEHTUYHOMY BUFALI, peLTy 40BOAUTLCA PEKOHCTPYIOBATU Ha NiAcTaBi NOBIXKHUX AaHUX YK
6e3 byab-SKNX AaHMX B3arani, o Npu3BoAUTb A0 LLIIKOM A0BifIbHMX 6aveHb” (ToTyH 2013, c. 30).
Xova 6yAiBHUUTBO NPUMITUBHUX 3eMNAHOK NPaKTUKYBa/IOCb 1 YNPOAOBK YCi€i NoAanbLUoi icTopii,
NnpoTe OY4EBUAHO, WO YMM BAMKYE A0 HALWOro Yacy, TUM y 6inbLwi mipi OyaiBHUUTBO NPUMITUBHOIO
3eMNAHOIO XUTNa 0OYyMOB/OBaNacb BUKAKOYHO SKMMUCb OCOBAMBO TAMKMMWU  COLiaNbHO-
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€KOHOMIYHUMM Ta iCTOpUYHUMM obBCTaBMHaAMK, a
CamMe XWTNO TaKoro Tuny He nepepgbayano
KOOHOTO XYA0XKHbOIO acrekKTy.

Jo Haworo 4yacy Nogekyam TaKoX
36epernncb 3pasku i 3Ha4YHUX Nig3eMHUX cnopya,
Ta HaBiTb Nig3emHux mict. Ha Biaminy Big
NPUMITUBHUX 3EM/IAHOK, TaKi apTedakTn iHoAj
MOYTb MaTM AK ICTOPUYHE, TaK i MMUCTeLbKe
3HayeHHA. Cepen NpuKNagis — Nig3emHi Xxpamu Ha
yectb Wuen 1 €Ennopun B IHAiT, niasemHi micta
LJepuHkyto 1 Kalimakam y TypeubKii npoBiHuii
Kannagokis, TYHiCbKe MmicTo MaTtmara,
po3sTawoBaHi y Kpumy micta-popteui HydpyT-Kane
M MaHryn-Kane TaiH. Kpim Bigomux peanbHux
apTedaKTiB TaKoOro TMMYy iCHYE 3HA4YHa KiNbKiCTb
NMOKU-LLO HEe NiATBEPAKEHUX peaNbHUMKU PaKTaMM nereH Ta CKasaHb NPo Nig3eMHi MicTa, 3aMKK
Tow,o. Came TakKi nereHAmM 4acto BUKOPUCTOBYIOTb Y CBOIX TEKCTAX MUCbMEHHWUKM, NOETU I Pi3HOro
poay e30TepuKM. HepocTaTHICTb YiTKOI goBeaeHoi iHpopmauii Npo yHiKanbHi Nig3emHi cnopyau
pa3oM 3 HasIBHICTIO CBOro poay GOHOBOro 3HAHHA WOA0 iX MOX/IMBOTO iCHYBaHHA cnpusie midisauii
" GaHTaCTUYHIM Ta PpeHTesINHIN iHTepnpeTauii noaibHMXx 06pasiB B XyJ0XKHIX TEKCTAX.

B paHin nybnikauii mmn BUCYBaeEMO rinoTesy, 3rigHO 3 AKOK XYA0XHbO-eCTeTUYHI acneKkTu
Cy4YacHOi 3eMAsAHOI apXiTeKTypM MNOXOAsSTb He Bif, peanbHUX iCTOPUYHUX GOPM 3eMJIAHOro
6yAiBHMLTBA, ane y 3HAYHIN Mipi onocepeaKoBaHi 1 06ymMOBANEHI NiTepaTypHUMM Ta Bi3yaSlbHUMM
XyA0XHIMKM 0b6pazammn 1 MOTUBAMMU. Y KOHTEKCTI TeMuM gaHoi nybnikauii HeobxigHO 3BepHYTH yBary,
O MOLUMPEHICTb MPUMITUBHOIO 3eMIAHOro OyAiBHMUTBA MalKe A0 CY4acHOCTi, a, rOJIOBHE,
HeraTMBHi COLiaIbHO-EKOHOMIYHI M iHLWI NPUYMHM T iICTOPMYHOT aKTyaNbHOCTI, Mann 6 cdopmyBsaTn
nepesBaxKHO HeraTMBHI acouiauii 3i cnopygamu nogibHoro tuny. Tomy HaBpsag 4M came obpas
peasibHOi NPUMITUBHOI 3eMIAHKK Mir BUCTYnaTu 6esnocepegHim 3pa3kom abo npoobpasom ann
KOMGPOPTHOI Ta BWMCOKOECTETUYHOI Cy4aCHOi 3eMIAHOI apXiTeKTypu. HaTomicTb XyAOXKHbO
iHTEpNpeToBaHi iNtoCcTpaTopaMn  3eMJIAHI XKUTNA repoiB Ka3oK, abo AeTanbHO OnUcaHi 3eMAsHi
nocesneHHA 3 nitepatypu peHTesi, Wo BigoMi BCiM HALLMM CydacHUKam Ha piBHi poHoBOI iHpopmauii
(abo, 3a mepmiHonoeieto Teppi [lpemuemma,
white knowledge — mobmo “cykynHocmi
ioeli, obpasis, chakmis, Oxcepesio AKUX He
3a8x0u moxcHa suasumu” (Kanyypa 2011b,
c.91)) piAcHO MOMyTb  BMN/AMBATM  Ha
CTUNICTUKY M XYLO0MKHbO-€CTETUYHI aCNeKTU
LEAKMX PeanbHUX CyvyaCHUX apXiTEKTYPHUX
NpPOEKTIB.

Ha Hawy OYMKY, 3’AcyBaHHA
ocobnmBocTelt B3aEMO3B’A3KY NliTepaTypHUX
Ta Bi3ya/lbHMX  XY[OXHiIX 06pasiB  3i
cneundpiyHO  apXiTEKTYpoko, Npo  AKy
naetbca Yy Hawi nybnikauii, notpebye
pPO3MeXYBaHHA TaKMX MOHATb fAK 3eMJsHa
apxiTekTypa Ta nig3emHa apxitektypa. YiTke
N NPUHUMNOBE BiAOKPEMNEHHA 3EMAAHUX
crnopyg, Big, Nig3eMHUX Y AOCNIAMKEHHAX, AK

Wit v - fr— Ay bl bl

In. 2. B. BiaHki “/luc Ta MuweHa”. XyQ0XKHUK-
intoctpatop 0. BacHeuos. xepeno:
http://audioskazki.net/archives/7720

In. 3. 3emnaHnin 6yanHok “Jincava Hopa” Big
apxitektypHoi ctyaii Christian Muller Architects. Oxepeno:
https://novamett.ru/dom/dom-v-peshchere
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NpPaBWNO, He NMPOCTEXKYETbCA. BTim, y paai nybnikauih BUCNOBAIOKOTLCA MOJIOMKEHHSA, AKI Aal0Tb
nigcTaBu 414 TAaKOro po3mexKyBaHHA. Tak P. f. bepect y cTatTi “¥utnosi cnopyam cepeHbOBIYHOTO
yepHeUTBa Ha 3eMAsX yKpaiHcbKkoro lMpuKkapnatta” 3a3Havae: “Fopuctnii penved MpuKkapnaTra
CNpUAB NOABI Ta NapanenbHOMy QYHKLiIOHYBaHHIO B 400y cepeAHbOBIYYA ABOX OCHOBHMX TUNIB
yepHeumnx kuten: 1. NeyepHUX NOPONKHWH, BUPYOaHUX Yy Kam’aHil ocHOBI. 2. LUTYYHUX 3arnnbneHnx
abo HasemHux OyaiBenb, cnopygxeHUX Ha BiAKPWUTIA micuesBocTi 3 byaiBenbHoro matepiany”
(Bepect 2009, c. 154). Xoya y maHOMy pa3i aBTOp B3arajli He BXMBA€E TepPMiHiB “nig3emHi” Ta
“3eMnAHI” NO BiAHOLWEHHIO A0 TUNIB YEPHEUMX KUTEN, a/le HE BAXKKO NOMITUTH, LLLO MOBA BCE XK TaKu
nae Npo came Take PO3MerKyBaHHS.

MponNoOHY4YM PO3PiI3HEHHA Cy4acHOi NpodecinHOT 3eMAAHOI 1 Nig3eMHOI apXiTEKTYPU, MAEMO
BKA3aTM Ha HACTYMHi iX BIiAMIHHOCTI.

1. Nia3emHi cnopyamn y 6inbwocTi MatoTb FPOMaACbKe, ColjianbHe, MacoBe NPU3HAYeHHA, — AK
OT TPAHCNOPTHe, MPOMUCNOBE, penirinHe, BiNCbKoBe ToWO. ToAi AK Yy NPUKNa[ax 3eMAAHOI
apXiTEKTYpU NepeBaXKatoTb NPMUBATHI 1 iIHAUBIAYaNbHI cnopyau.

2. Nig3emHi cnopyan CTBOPIOKOTLCA 3 METOK BUPILEHHA BAaXKAMBUX i MaclWTabHMX 3aBAaHb
MicTOOYAiBHMLTBA ab0 NPOEKTIB rPOMaACbKOro, AeprKaBHOro pisHA. HaTomicTb 3emnsaHa
apxiTekTypa € CBOFO poAy KAMEPHUM KaHPOM i 34eb6inbloro CToCyeTbCA NPUBATHOrO
UTNnoBoro 6yaiBHNUTBA.

3. Nia3emHi cnopygmn € 6inbll macwTabHMMM 33 CBOIMU po3mipamu Ta Binbll TEXHONOTIYHO
OCHALLLEHUMM, HiXK 3€MAAHI.

4. Nig3emMHi cnopyan nepeBa)KHO MOBHICTIO CKPUTI Nig, 3emneto M He MaloTb eKcTep’eEpHOro
BMMIpY OKpiM BXOAY. 3EMAHI X CNOPYAM MAOTb AK 3arnMbieHy YaCcTUHY, TaK | YaCTUHY, AKa
BMBULLYETbCA HaZ piBHEM 3eMJii Ta MoXe OyTU BUpileHa He Ti/IbKM TEXHO/OMYHO, a ¢
eCTeTUYHO.

AK i y B6iNbWOCTI iHWKUX AHPOBUX PO3MENKYBAHb [ANEKO HE 3aBXAW BiAMIHHOCTI MiXK
NiA3eMHOI0 1 3eMJIAHOIO apPXITEKTYPOLO € aBCO/OTHO YiTKMMM, a BCi 3aNPONOHOBAHI PO3MeXKYyBa/lbHi
O3HaKW He NPUCYTHI 3aBXKAM M ogHo4YacHO. Hanpuknag, nig3emHi cnopyam, AK 3a3Hayanocb, He
MatoTb eKcTep’epHOro BMmipy. MNpoTe, Le CTOCYETbCA PO3PISHEHHA Came CyYaCHUX 3eMIAHUX Ta
Nig3eMHUX apXITEKTYPHUX cnopya,. B MUHYnOMYy XK Tpannainucb BUKIOYEHHSA, — HAacamnepes, y TUx
BMMaZKax, KOAW NaeTbcsa Npo BuMpybaHi WTyYHi neyepun y ckenax, naropbax 3 Kpenau, Tydy Towo.
Taki neyepwn, AK nNpaBuaO, He CNYCKalOTbCA BHU3, a
nigHimatoTbca Bropy. Hanpuknag, C.b.XBegyeHs,
BeAyYM MOBY NpPO Takuh 06’eKT  peniritHoro
NPU3HAYEHHA, AK nNe4vyepu, BUTECAHI Yy KpeuaaHux
CKenaAx, Wo po3TaloBaHi Ha TepuTopii CBATOripCbKOro
YcneHcbKoro moHactmnps (CeAToripcbKoi naspu), nuiue:
“NMoTpanutn 6e3nocepeAHbo A0 MNeYepHUX Kenin
MOXHa 4yepes3 niag3emHUn xia AoBxKWMHOK 360 m. BiH
nigHimaeTbca 3 BMCOTM 65 M Hag piBHEM Mopsa A0
BUCOTM 125 M. TPOXM HE3BUYHO, KON MEYEPHUN Xif
Bege He BrIMb 3emMi, AIK 3aBX M noBenocsa, a Haropy. Lle
NoB’A3aHO 3 TUM, LLLO CBATOTIPCbKi Neyepun po3TalloBaHi
AOCTaTHbO BWCOKO Hag piBHEM piykn CiBepCbKui
JoHeup, y Kpelhposin ckeni.” (Xseguens 2009, c. 42.)
Tob6T0, TYT MaEeMo cnpaBy 3 NiA3EMHOI0 apXiTEKTYPOHO
(peniriiHe (MacoBe) NpU3HaAYeHHSA, MacLITabHICTb apXiTEKTYPHOTO KOMIMJIEKCY, A0 AKOro Kpim Kesil
BXOAMB i Xpam ). BTim, AaHM apTedaKT Mae i ekcTep’epHUN BUMIp, WO A03BOAE CTBOPEHHA MOro
nemnsa>kHux 3obpaxeHsb. C. b. XBegueHa nosigomnne: “Hainepwunm i HanBigomilMm 306parKeHHAM

i, TR RLE W M,

In. 4. “The New Charing Cross”. JIoHAOHCbKe
MEeTPO Ha peKknaMHOMYy naakari. Jxepeno:
https://en.wikipedia.org/
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CBATOripCbKOro MoHacTMpa € mantoHok 1679 p.,
CTBOPEHUI YeHusamu Uuiei obuteni” (XBeauyeHsa
2009, c.41). [fani pocnigHWK yTouHwE: “Ha
Ma/tlOHKY 306parkeHo piuky CiBepcbKkuii [loHeupb i
micto Lapebopucie. MantoHOK FycTo BKpUTUI
NOACHIOBAIbHUM TEKCTOM. UeHTpom
KOMMNO3ULIMHOIO pilleHHA ABNAETbCA KpenaaHa
ckens-b6eckuna, 306 parkeHHs AKoi i 6yn0 roNoBHUM
3aBAAHHAM HEeBiAOMOro Ham aBToOpa LbOro
ManloHKa. BepxHA 4acTMHA CKeni Ma€ YUCNeHHi
BiKHQ-OTBOpPM, AKI OAHOYACHO OCBITAOOTL i
BEHTU/IIOIOTb NeyepHi Kopuaopu. Bxig oo neyepu
pPO3TAlIOBAaHWM [O0CTaTHBO BWCOKO Bif, 3€MHOI
NOBEPXHi i 40 HbOrO BeAyTb KPyTi cxo4an. Baxkaueo
BiZIMITUTU, O HUXKHSA AiNAHKA «CX0AiB Ha Hebeca»
komnaHii BNKR Arquitectur. [Ixxepeno: ry(iTO UBKpMTa BeI_MKMMM ynaMK?MM Cljenb, o
http://www.bunkerarquitectura.com/the- SanBun - pas  CBIAHWTL  MPO  IX  PyWHYBaHHA
earthscraper ynpoaos Bikis” (Xseguena 2009, c. 43).
Y KkpengaHux naropbax Takox BupybaHi
UTNA KOPIiHHUX MeLlKaHLiB (npeAcTaBHUKIB 0gHOro 3 6epbepcbKMUX MiemeH) TyHiCbKOro micta
MaTtmaTtun. Y gonuvHi piukm Jlyapu y @paHLii TaKoXK TPanaaTbca NnoceneHHa, BupybaHi y ckensax 3
M’IKOTO KameHo. 3ycTpivatoTbcAa noaibHi noceneHHa B Edionii, Mani, Ty peuuunHi. Y BCix umx
npuKknagax MaeTbca He NPo cydacHi aptedakTu. MpoTe, HaBiTb Y TaKMX ICTOPUYHMX NMPUKIaZAX
eKcTep’ep NiA3eMHUX CNOpPYA, Xo4 i HAABHWUI, ane € CKopilwe NPUPOAHUM, @ HE LWITYYHUM, AK Y 3pa3Kax
CY4YacHOI 3eMAAHOT apXiTEKTYpU.
HasBHicTb WTY4YHOro ekctep’epy B

-
Y

In. 5. MpoeKT “nig3emHoro xmapo4oca” Big,

06’ekTax cyyacHoi 3emnsaHol
aApPXiTEKTYpU CTBOPIOE YMOBWM ANA iX
6inbL LMPOKOTO XYL,0KHbO-

€CTEeTUYHOro aHanisy B 3iCTaBJIEHHI 3i
3pa3KamMuM  3eMIAHOI apXiTeKTypwu, y
AKUX  XYLOMHbO-eCTeTUMYHI  AKOCTI
MOXKYTb 6YTN OLLIHEHI TIIbKW Y KOHTEKCTI
iHTep’epy. binbwuni XYAOXHbO-
ecTeTUYHUI BUMIp Nepeabayae, y coto
yepry, wupwi 3B’A3KM 3 iHWKUMMK
XYO0XHbO-eCTETUYHUMM ABMLLAMM.
OT)Ke, B KOHTEKCTi obpaHoi ana aaHoi
CTaTTi TEMWU HaM BWAQIOTHCA LiiIKaBUMMU
Aeaki  napaneni  Mmixk  obpasHicTio
3eMAAHOI apXiTeKTYpU Ta NoB’A33aHUMM In. 6. M. NiH. |HCTETJ'IFILI,iFI UJTop{wose nF)ne. ,D,»fepeno: . '

. . o https://craftcouncil.org/magazine/article/horizon#&gid=1&pid=4
i3 3emneto niTepatypHUmm n
Bi3yaZlbHUMKM MOTUBaMM Ta obpasamu.

Haronowytoum Ha gemapKauii 3eMNAHOI Ta Nig3eMHOI apXiTEKTYPU CAig, 3a3HAUYUTK, LWLO iCHYE
OKpeMUI pAg, NiTepaTypHUX TBOPIB, Y AKUX MAETbCA NPO NereHAapHi, MidivHi came niazemHi micta i
cnopyam. [1o TakKUX HanexXuTb, HANPUKNAL, pPOMaH GPaHLY3bKOro MMCbMEHHWKA, MaHAPIBHUKA Ta
eTHonora J1. akonio “CuHu bora” (1873), y sKkomy 3ragyetbca npo MidivHy nig3eMHy KpaiHy ArapTty
(ArapTtxy), nogibHy Ao Tak camo MidiyHoi LLambanu. Jogas nonynspHocTi ArapTi Takox .-
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A. CeHT-IB ao’AnbBeiap, 3ragaBwm ii y cBoit KHM3i “Micia IHaii Y €poni” (1886), a nisHiwe —
®. OcceHaoBCbKMIM cBOEID poboToto “I 3Bipw, i ntoan, i 6orn” (1922). Yutaui umMx NoNynApHUX Ha TOM
yac aBTopiB Oy LiNKOM NiAroToBaHi A0 CNPUNHATTA igei nig3emHoro byaiBHULTBA.

Btim, y nopaibHux Bunagkax niTepaTypa CKopille eKcnayaTye MmigpiyHy ineto nig3emHux
UMBINi3aLil, TOAi K peasibHa CyvyacHa nia3emHa apXiTeKTypa MoTMBOBaHa 1 06yMOBAEHa Cy4acHO
BMCOKOTEXHONOrYHOW ypbaHicmu4yHowo uumBinisauieto. Kpim Toro, pns cyyacHoi nigsemHoi
apXiTEKTYPU BUPILANbHUMMW € HAACKAAAHI TexHonorii byaiBHMUTBA, @ HE XYAOXKHbO-eCTETUYHA
BMpasHicTb. Cy4yacHa » 3eM/IAHA apXiTEKTYpa € CYTTEBO iHWMM ABULLEM, HiXX BUCOKOTEXHO/OrIYHA
nig3emHa apxitTektypa. Y Hilh K pa3 3HauyHe Micue 3alimMatloTb XyAO0XHbO-eCTETUYHI AKOCTi. Came
TOMY, Ha Hally AYMKY, 3eMAsHA apXiTekTypa y BinbLwiit mipi moxe 6yTv nos’asaHoto 3 BepbanbHUMM
Ta Bi3yaNbHUMM XYL,0XKHIMU TEKCTAMM 3 NOAIBHMMM K MOTUBaMM.

OpHieto 3 BepcCih XyAOXMHbO-eCTETUMYHOI iHTepnpeTauii MOTUBY 3EMNAHOrO XUTNa €
$ONBbKNOPHI Ta aBTOPCLKI TBOPY ANA AiTel. XyA0XKHIM Npoobpa3som 3eMNsHUX BYAUHKIB € KUTAA
TBAPWH Yy Ka3Kax i onosigaHHAX. BapTo 3BepHyTH yBary, Wwo y BepbanbHUX TEKCTax BiACYyTHA, AK
npaBWNoO, AeTani3auia Takoro *KUtna. A oT intocTpauii 40 AUTAYMUX Ka30K, AKi 0C06AMBO MacoBo
3’ABNAIOTLCA MOYMHAtOUM 3 XX CT., YacTo 306parKytoTb 3eMAsAHE KUTA0 abo HOpy AK eCTeTUYHO
npueabnmee M 3aTMWHE NOMeELWKaHHA. CBOE GayeHHs XUTNa MUWI — OAHIEl 3 repoiHb KasKu
I. K. AHgepceHa “[ltoMMOBOYKA”, — NOKa3sye XyAoxHuK-intocTpaTop b. A. iogopos (In. 1). Tpub,
AKUIN POCTE Ha Aaxy, Ta KOPiHHA, WO BUINAAA€E 3-Nig 3aCHiKeHOI NOKPiBAi, NiAKa3yoTb, WO XKUTO
MULKN — Le came Hopa-deMAaHKa. Llikasi M XyAo0XHbO BMpPA3Hi 306paxKeHHA HOPU MULLEHATH
3HaxoAMMO cepeg, intocTpauin xyaoxkHuka HO. A. BacHeuoBa A0 Kasku B. B. biaHku “J/luc Ta
MuweHs” (In. 2). Xy40XKHMK NigXoAnTb A0 CBOTO 3aBAaHHA AYyXKe HeTPaAULiMHO 1 306parkye Hopy
“y po3pisi”’, getanisytoum ii iHTep’ep Ta nepegarouM BigyyTTA 3aTULWIKY W KOMOOPTY Yy Takomy
3eMNAHOMY NOMELLKAHHI.

BoueBnab, came NoAibHi TEKCTU M XyAO0XHi BidyasibHi 00pa3n, 3 SKMMM cydacHa NoAMHa
NOYMHAE 3HAMOMUTUCL 3 AUTUHCTBA, AOMNOMAralTb Ha NiACBIAOMOMY piBHI popmyBaTh acouiauii
MiXK 3EMASHUM XUTNOM (Hopamu) Ta npusBabameicTio, 6e3nekoto, 3aTUWKOM i KoOMPopTOM. TOXK He
AWBHO, WO HaBiTb B [AeAKUX
Ha3Bax NpPOEeKTIB 3eMIAHOI
apXiTEKTYpU MM 3HAXOAUMO
cnoBo “Hopa”. 3pasKkom TaKoro
APXITEKTYPHOro pilleHHA €,
Hanpuknag, 3emnaHa Binna vy
WBenuapcbkomy cenuwi Banbc
(Vals), 36ypgosaHa y 2010 p. 3a
npoeKkTom roNNaHACLKOI
apxitektypHoi ctyaii  Christian
Muller Architects (In. 3).

Btim, we pa3s HaronocMmo
Ha HeobxigHocTi  aemapKauii
NOHATb 3€MAAHOI Ta NiA3eMHOI
ApPXiTEKTYpPU | 3BEPHEMO YyBary Ha
Te, WO BWKOPWUCTAHHA Yy HasBi
NPOEeKTy coBa “Hopa” He 3aBXAu
CBiAYMTb NPO AOTO HANENKHICTb 10 |5, 7. E. Poaskepc. IHCTANALIA 3 NPOEKTy “PUTMM uTTa”. [Kepeno:
aHpy came 3eMANAHOT http://www.gardener.ru/library/translation/page3470.php?&print=1
apxitektypu. Hanpuknag, Ha
nepwuit nornsag, iHtTepnpeTaui€eto

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2019. 1(7) | 66



MODERN AND CONTEMPORARY ART

iaei Hopy moxe 6yTK M Npono3nuis BiAOMOI
KomnaHii Taisei Corporation nobyaysaTtu y
Tokio niazemHe micto “Alice Cities”, gu3ainH
AKOro nepenniTaTMeTbcA 3  MOTUBOM
KPOANA4Yoi HOPWU, BiJOMOK YCiM 3a CBITOBUM
bectcenepom Jlbtoica Keponna “Mpurogm
Anicn y KpaiHi gms”. OpgHak, 3a CBOEW
KOHCTPYKLIED Uel NpoekT aBnse coboto
3arNMbneHnin y  3emMal0  UMNiHAp 3
HaACKNAaAHOK  CUCTEMOK  KOMYHIiKaLii,
BEHTUAALIT TOwWwoO. AKUEHT Yy AaHomy
BMMAAKY 3pobneHui 6inbLu Ha
TEXHONONYHOCTI, HiIXX Ha XYAOXHOCTI 4w
€KonorivyHocTi. Taki NPoeKTU, AK MU BXKe
In. 8. Teornid YoodiHrToHCbKMIA 6innii KiHb. [xkepeno: 3a3Hayanu, npaswnbHiwe 6yae HasMBaTy
https://en.wikipedia.org/ NiA3eMHOI0, @ He 3eMNIAHOID apXITEKTYPOIO.
BMCOKOTEXHONOFIYHI NPOEKTU MatoTb, AK
npaBuNo, AELO iHLWY NParmMmaTiKy M MOTMBAL,itO Ta HABITb IHLWMM YNHOM BUOYAOBYIOTb CBOT TPaAMLi,
AKi, BOYeBUAb, CNif, BUBOAUTU Hacamnepes, Bif ¢opTudiKauinHMx, 3aXMCHUX Ta 060POHHMX cnopya,
a He Big uTnosoro OyaiBHMUTBA 4YM MPOCTOPY MMUCTEUTBA, — fAK Yy BUMNAAKY 3 3eMAHOM
apxiTekTypoto. binbw TOro, AKPa3 maclwTabHi cyyacHi Nia3emHi cnopyam HepPiAKO caMi BUCTYNaKOTb Y
AKOCTi BAXXK/IMBOTO MOTUBY UM CIOXKETHOIO T/1a Yy AEAKUX TBOPAX Cy4aCHUX aBTOPIB.

3HayHe NiagBuLLEHHA yBaru 40 nia3emHoro 6yaiBHMLTBA BiAbYyN0Cb 3 NOYATKOM NPOEKTYBAHHSA
Y Pi3HMX MiCTax CBiTYy MeTPO. 3aKOHOMIPHO, WO Lel CyTO TEXHONOTIYHUI NPOoLLeC 3HAX0AMUB BiAryK Yy
TEeKCTax Ta Bi3yasibHMX 06pasax Ky/nbTypu. XapaKTEpPHMMM € CTBOPEHi y nepuwin usepTi XXCT.
Yapnb3om LWapnaHgom (Charles Sharland) peknamHui nnakatv JIOHAOHCBKOTO METPO, Y SAKUX CYTO
ecTeTMYHa BMPa3HICTb NOEAHYETLCA 3 PALLIOHANbHICTIO M NIOTIYHICTIO cxemun. Came TaKe NOEAHAHHA
6aummo Ha nnakatax “The New Charing Cross” (In.4) Ta pagy iHwux 3i 36ipKM nnakatis
JIOHAOHCBLKOro TPAHCNOPTHOrO My3€eto. BEpXHIO YaCTUHY ZINCTIB 3aMMaE MiCbKMIA MEN3arK, @ HUMNKHA €
YSABHMM 300parKeHHAM CTaHLii MeTpo y po3pisi.

Y Cy4acHin CBIiTOBI/ apXiTeKTypi nepioanYHO 3’ABAAIOTLCA HAA3BMYAMHO MACWTAOHI 1
OopwuriHanbHi NPoeKTU nigzemHoro 6yaisHMLUTBA. 3aC/1yroByOTb Ha yBary TBOpUi iAei MeKCMKaHCbKOI
kKomnaHii BNKR Arquitectura, Aka 3alimaeTbcAa po3pobKolo NpoeKTy 65-noBepxoBoro “niasemHoro
XmMapoyoca” KoHyconopaibHoi ¢dopmu nig Hassoto “Earthscraper” (“3emnevoc”) (In.5). 3aranbHa
rMMbuHa KoHyconoaibHoi cnopyan ctaHoButume 300 m. MOpOXKHUCTA KOHyconoAibHoi ¢opmu
KOHCTPYKLIA 3aBAAKU CKASHOMY Aaxy Oyae nerko BNyckaTu NpPUpOAHE COHAYHE CBIT/NI0, a BEMKA
KiNbKICTb A3epKan no nepumeTpy byae nepegaBaT MOro A0 HaMHUXKYMX noBepxiB. Mepwi gecaTtb
nosepxi “3emneyocy” 3alimaTMme iCTOPUYHWUI My3elt AUTeKiB, HACTynHi AecATb MICTUTUMYTb
MarasuvHu Ta KBapTUPK, a peLTy NoBepxis 3aliMyTb 0icHi NpumilleHHA. Takuii BapiaHT byaiBHMUTBA
3YMOBIEHWIM 3HAYHOIO CEMCMIYHOI aKTUBHICTIO IPYHTY Ha TepuTopii MeKcuKun, y pesynbTaTi 4yoro y
il ctonmui Mexiko 3abopoHEHO 3aKOHOAABCTBOM OyAiBHMUTBO 6i/ibll Hi3K BOCbMWUMNOBEPXOBUX
cnopyz. Came TOMy apxiTEKTOPU Ta NPOEKTYBAZIbHUKN 3MYLLEHI LWYKATW a/ibTEPHATMBHI BapiaHTy,
oAHUM 3 AKKX i € “3emneyoc”: “The Earthscraper is the Skyscrapers antagonist in a historic urban
landscape where the latter is condemned and the preservation of the built environment is the
paramount ambition” (THE EARTHSCRAPER. [Online] 11).

Y 6araTbox KpaiHax CTBOPIOIOTLCA M Peani3yloTbCA iHLWI rPaHAio3HI M YHiKa/bHi MPoeKTU
nigsemHoro 6yaisHuLTBa. Y Hblo-MopKy 3a npoekTom apxitekTopa [sKeiimca Pamci (James Ramsey)
3 apxiTeKTypHoi cTyaii Raad Studio 6yayeTbca neplinii B icTopii CBITOBOT apXiTEKTYPU NOBHOLIHHUI
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niasemHmn napk. MepepbaveHo, wo “Lowline
park”, BiAKPUTTA AKOro 3anaaHoBaHO Ha 2021 p,
byae OCBITNOBATUCL MPUPOAHUM CBITNIOM, LLUO
nepefaBaTUMETbCA MEPUCKOMIYHOK CUCTEMOLO
A3epKan. Yepes HecTauyy Micua AyKe aKTUBHO
peanisytotbcA nig3emHi npoektn y CiHranypi.
LlikaBi NpoeKkTn nia3emHoOro Mmicrta CTBOPIOKOTb
HigepnaHACbKI apXxiTeKTopu KomnaHii Zwarts &
Jansma.

OpHak wWwe pa3 3BepHEMO yBary: AKLO
MmaclwTabHa nia3emHa  apxiTeKtypa  CTae
Axepenom Tem, MOTMBIB W o0bpasiB  gna
Bepb6anbHOI i BidyanbHOI XyA0KHbOT TBOPYOCTI, TO
KamepHa 33 XapaKTepom 3emaAHa apXiTeKTypa,
HaBMaKM, YAacTO MAE MNEBHI BXe BiAOMI XyLOMHi
06pa3u y AKOCTI AyKepena HaTXHEHHA AN MUTL,iB- | : ;
apxiTekTopis. Kpim Toro, Ha BiAMIHY Bia nia3emHoi IS S - : 1
apXiTEeKTYpK, 3eMNHA apXiTeKTypa LiIKOM MOXe '['l“l}\.- _ : :

= ."H.:'.!' DR et 2

MaTU CNiNbHI XYA0XHbO-eCTEeTUYHI acneKkTu i 3
-~ Ay - S
The hall : hci:!:i:tonaarroaaﬂl)e Water— -_%-

TaKMUM ABULLLEM AK IeHA-apT.

Land art, abo 3emnsaHe mucTteutso (iHoai
TAKOX NAHALWA(THE MUCTELTBO) 3'ABNAETLCA Y Ti |4 9. “Toir, abo Tyam i 38iaTH”. XyAOKHMK-

K cami  60-Tipp. XXCT., KOAM MOYMHAE  inocTpaTtop . TonkiH. dxepeno:

noWMpPIOBaTUCb | HOBMI nornag Ha 3emaaHy  https://lotr.fandom.com/pl/wiki/Hobbiton?file=Ho
apxiTekTypy. Liei HoBwit nigxis y apxitekTypi, wo,  PPitontolkien.jpg

MMOBIpHO, MonepeaHbO Mir 6yTU 3ymMOBAEHUM

XYOO0XHbOK NiTepaTypoto, noyaB 6aunMTn y 3emnaHomy OyAiBHMUTBI He BMMyLleHy bBigHicTb i
0obMeKeHicTb, a HOBMN eCTEeTUYHMI Niaxig Ta TBOPYi MOXKAMBOCTI. XyA0XHbO-eCTETUYHI acneKkTn
TAKOro XMT/Na Yy HOBOMY TBOPYOMY PaKypCi Bynn He MeHL BaroMmMmM, HixK MOro GyHKLiOHaNbHICTb.
Lo »* ao ekonoriyHoi npobaemaTUKKn, TO y NparHeHHi BUKOPUCTOBYBATU MPUPOAHI maTtepianu i
HaBiTb CTBOPIOBATM 33 AOMNOMOIOK apXiTEKTYPU CBOro poay LWTYYHMN “npupodHuin naHgwadpt”
3emnaHe ByaiBHULTBO O4HO3HAYHO MEPEryKyETbCA 3 iAeAMU NeHA-apTY.

[y»Ke BaXKNMBO B KOHTEKCTI HaLLOi TEMM BiA3HAYUTH, L0 Ta K CaMa eKO10rYHa NnpobaemaTmnka
He € baliay»Koto | ANA aBTOPIB NiTepaTypHoro ¢deHTesi. Hanpuknaa, eKoioriyHi MOTUBU NiAKPeC/eHi
(ax oo BigBepTOi 3amiHM Yymun Ha 3abpyaHeHHA y YeTBipLi BepluHuKiB AnoKanincucy) y pomai Hina
leimeHa Ta Teppi MNpatyetTa “Nobpi 3HameHHA”. €. O. KaHuypa, aHani3youm nos’s3aHi i3 3emnero
MOTMBM pomaHny T. MpatyeTtTta “MaHu Ta naHi” 3a3Havae: “LikaBum 3ictaBneHHAM 3By4aTb cnpobu
BepeHca BagHATM CNpaBM KOPOAIBCTBA Yepe3 BNPOBAAMKEHHA TPUMINbHOT CUCTEMW PINBHULLTBA UM
3b6arayeHHs 3emni gobpuBamu. BiH posymie wo, "Bce ae Big 3emni (TyT: soil), 3pobu 3emnio
npaBUNbHOLO, | Aani BXKe Bce byae", ane cnpAMOBYE Ha 3eMO CYTO TEOPETUYHI, MexaHiyHi 3ycnnns,
He 3abe3neyeHi peanbHICTIO 3eMNi KOPOJIBCTBA, Ha BiAMIHY BiA, BiAbMW, AKa CAYXaE 3eMJIIO i
BiavyBae ii noTpebu” (KaHuypa 2011a).

JNleHa-apT ayKe TicCHO NoB’A3aHMI 3 NPUPOAHUM NaHAWadTOM, i NPALIOE GAKTUYHO 3 TUMM XK
maTepianamm, Wo i 3emasHa apxiTekTypa. Y neHA-apTi ANA BMPAXKEHHA TBOPUUX iAen MUTUAM
CNyryBanu Ti K cami “3emnn, NpoCTPaHCTBO naHpgwadTa, KameHb, BOAa, BO3A4yX, BM3YanbHO
OpraHn3oBaHHble B onpeaeneHHble cpeaosble cutyaumn” (Koxad 2007, c. 128). 3HauHi naHawadTHI
NpPoOCTOpM ecTeTUYHo odopmAatooTbCA Y poboTax TaKoi npeacTaBHUUI feHA-apTy Ak Maina JliH.
3okpeMa, y ii iHcTanauii “LUTopmose none” xsBui Tpasu 34iiMatoTbCs HAa BUCOTY Ao 5 meTpis (In. 6).
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i rry/ /”, m.;_-. , 7%;,%, MoOXHa 3ragatM TaKOX TMPOEKT
; \\//”/ EHapto Pogykepca “Putmu skutrta”, y
| sially \\ Z AKOMY npepacTasieHi 46 MacMBHMX
, “C KaW'aHWX iHCTanAuiN (In. 7).
= MacwTabHi KOMMo3uuii, AKi
W dopmyloTb 3HauHin naHawadTHUMN
NPOCTip CTBOPIOIOTb TaKOXK PobepT
_ CmitcoH, Pivapg JloHr, dxkermc
Tappen, Oxum [eHeBaH Ta iHwWi
npeacTaBHUKN NeHa-apTy.
MocTtynoso naHgwadTHa
3eM/IAHa apXxiTekTypa Bce binblie
36NMKYETbCA 3 NeHp-apTom.
3emMnAHUN BYANHOK PO3rNAaa€eTbCA
e S o e _ AK 4YacTMHa npupogu, ¢acag
Tha Hall ot Bag.od Rasdomce o OYAMHKY MPaKTUYHO 3NMBAIOTLCA 3
2. Paggwne Eaquary HAaBKONMWHIM  cepegosuwem. 3
iHWOi CTOPOHM, TaKi CTBOpEHi
In. 10. “Tobit, abo Tyau i 38iaTH”. XyA0KHUK-intocTpaTop [K. TONKIH. apxiTekTopamu naHawagTM camino
[xepeno: cobi CTatoTb NOBHOLHHUMU
https://www.liveinternet.ru/community/2281209/post107431672/ XYAOKHIMWU  NPOEKTaMM. Bapto
TAKOXK 3BEPHYTU YBary Ha HaABHICTb
iHOZ MeBHOro cnifbHOro npoctopy 3acobiB 0bpa3HOCTI Ta ant3ilt MiX AEAKUMU peanbHUMU
icTopuyHUMM apTedaKTamm, Cy4aCHO 3eMIAHOI apXiTeKTypoto, fliTepaTypoto dpeHTesi Ta neHAa-
apTom. Hanpuknag, Takui BigoMUI peanbHU icTOpUYHNUI reornid, Ak YOIHITOHCbKNIM 6innit KiHb
(In. 8) 3a dopmanbHMMM O3HAKAMM LIIKOM MOXKe ByTM iIHTEepPNPEeTOBAHUIM B KOHTEKCTI CBOEPIAHOMO
NpoTo-NeHg-apTy. BiH e cTaB npoobpasom binoro KoHA 3 KpenaaHux naropbis y umki TBOpiB Teppi
MpatyetTa npo toHy Biabmy TiddaHi. A Heganeko Big binoro KoHs y ubomy ¢eHTe3iMHOMY CBITI
BPOCTAOTb Y 3eM/It0 (CTAlOTb 3eMAAHUMM) BYAMHKK, B AKMX MELLKAOTb repoi TBopiB MpaTtyeTTa.
MabyTb, came XaHp ¢eHTe3i MOXKe 3anponoHyBaTM HaMbiNblly KinbKiCTb napanenen Ta
iaenHMX i 06pasHMX BiANOBIAHOCTENM 4,0 3eMNAHOT apXiTEKTYpU. AfyKe B HbOMY B Cy4aCHIN Xy[A0XKHil
dopmi yacTo peiHTepnpeTyeTbca midonoriyHa No cyTi CBIZOMICTb, ANA AKOT MOTUB 3eMAi Ta EAHAHHA
NoauHK i3 3emneto 6yB 04HUM 3 BU3HAYabHUX. Y NEBHOMY CEHCi 3eMNAHI CNOPYAN € NPAKTUYHUM
NPOCTOPOBMM YyNpeaMeTHEHHAM TaKoi iaei eaHaHHA, abo, AKLOo HaBecT BMpa3 €. KaH4yypu woao
PO3BUTKY CloXKeTy Yy pomaHi T. Mpatyetta “Biuwi cectpu”, - “peanisauieto wabnoHHUX BUCNOBIB,
NnoB'A3aHNX 3 3em/Iel0, Y iIXHbOMY NPAMOMY, He meTadbopuyHomy, 3HaveHHI” (Kanuypa 2011a). Kpim
TOoro, obpasHictb ¢peHTesi nos’A3aHa 3 NEBHUMU CTUAICTUMHUMMK MOCUNAHHAMWU [0 AABHLOrO Ta
cepeaHbOBIMHOIo MUHYIOrO. 3eMJISIHA XK apXIiTEKTYpPa TaKOXK Bede CBOK NepesicTopito came Big, TUX
yaciB. Pasom 3 Tum, i dpeHTesi, i cyyacHa 3eMNAHa apXiTeKTypa y CBOIM aHPOBIN CBOEPIAHOCTI €
ABMLLAMM 3adiKCOBAHMMM He paHiwe XX cT.
E. O. KaHuypa nuiie npo ocobamBuin “MOTUB EAHAHHA NIOAUHU 1 3eMAi”, AKUIA peanisytoTbes i
y TBOPax MOCTMOJEPHICTCbKOT moaudikauii xaHpy deHTesi (Kanuypa 2011b, c. 84). OnucaHi y
pomaHax T. MpeTyeTTa apXiTeKTYPHi cnopyan, AKi CnoYaTKy 3BOAATLCA AK HAa3eMHi, afie NoTim Hibu
BPOCTAOTb Y 3€MJILO | CTalOTb 3EMNSSHUMM, TaKOXK € OAHMM i3 3ac0biB Takoro eaHaHHA: “lMpeTyeTT
HeoHOPA30BO 3BEPTAETLCA A0 FOJ0BHOIO Micta [Ancky — AHK-MopnopKy, KOTPE, 3a MOro C/I0BaMM,
nobyanoBaHO came Ha cobi: cTapi By/ML,i i NOBEpXM AOMIB 3a/IMBaM NMOBEHI, BOHM 3aHYPIOBAINCA B
3eMJIt0, @ Ha ix gaxax 3soaunuca HoBi byaisni. Tak ropuiwa ctaBanu nigsanamu, Gopmyrodn HoBe
uine 3 npagasHix npolwapkis” (KaHuypa 2011b, c. 90).
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Firee Btim, BOYEeBMAb, HaMNONyNAPHIWMMM
3eMIAHMMM  ByguMHKamu  niTepaTypHOro
NMOXOAXKEHHA CTann robiTcbKi OYyAMHOYUKM,
CTBOPEHI ACKpaBoto ¢aHTasieto K. TonkKiHa.
lobitn, — repoi pagy Moro TBOPIB, TaKMX fK
“lobit, abo Tyau i 3BigT”, “Bonopgap
NepcHiB” Ta iH., — MeWKanu B 3eMAAHUX
OyAWHKax, Wo npwunsraan ao naropbis i
CBOIM 30BHIWIHIM BUrNAA0M Haragysanu
Hopu. Ocb AK K. TonkiH onucye Ui
nomMewKaHHs: “Y Hopi nonig 3emneto Xus
cobi robit. Hi, He B 6puakin 6pyaHi Bonorin
Hopi, Ae 3BiAycCinb CTUPYATb XBOCTM XpobaKiB
i CcMepauTb TBaHHIO, afle M He B CyXik i
MOPOMKHIN NiWaHIn HOpi, Ae Hi Ha wWo
npucicTn 1 Hivoro 3'ictu: To 6yna robitcbka
HOpa, a OT)Ke, — 3 YCiIMWN BUFO4aMM.

BoHa mana poBeplleHO Kpyrai asepi,
CXOXi Ha BIKHO B KaloTi BiTpUAbHWKa, —
nodpapboBaHi B 3eneHNI Konip, i3 6aMCKy4oto
KYNIACTOIO pPYYKOK 3 KOBTOI Mifi piBHO
nocepeauHi. [Bepi npoBaanIn 4o
TpybonoaibHoro nepeanoKol, CXOXKOro Ha
3aNli3HUYHUI  TyHeNb, — AYXKe 3pPYyYHUi
He3aAMMIEHUA TyHeNb, i3 MaHenAMM Ta

In. 11. “Bonopap nepcHis. bpaTepcTo nepcHa”. Kax/IAHO Mig/1orot, BCTE/IEHOK KUAMMaMU,
XynoxHuk-intoctpartop A. Jli. lxkepeno: 3 MNOMiPOBaHUMMU CTiNbUAMM B3L0BX CTiH i
https://tolkienists.ru/photo/risunki/risunki_alana_li_joh CU/IOIO-CU/IEHHOIO TauKiB A/NA Kanmentoxis i
n_alan_lee/alan_li/21-0-255 nanbT, — robiT Ntobus roctein. TyHenb 3miisca
Aani M gani, 3arnnbAlOYNCL NPOCTICIHBKO
(ane He HaBnpocTeub) y cxmn naropba — Mpwuripka, AK MOro Ha3MBaAM BCi, XTO }XMB Ha barato Muib
[OBKOMA, — M y TyHeNb BUXoAnno 6e3niy maneHbKUX KpPyrivx ABepuAT, TO 3 o4HOro 60Ky, TO 3
apyroro. Miginmatuca cxogamu — Ue 6yno He Ana robita: cnanbHi, BaHHI KIMHATK, 1bOXK, KOMOPHU
(ix 6yno unmano), rapaepobHi (BiH maB Uini KimHaTK, NPU3HaYeHi Ans oaAry), KyxHi, iganbHi — BCi
BOHW PO3TALIOBYBA/IMCA HAa TOMY CaMOMY MOBEPCi M HaBiTb Y TOMYy camMomy Kopugopi. Halkpalwi
KiMHaTM 6yn u no niBy PyKy (AKWO MTK gocepeauHu), 60 TiNbKM BOHM Maau BiKHa, rAnMBOKO
nocaayeHi KPyrii BikHa, Lo BUXOANAM B CAA0K i Ha NPUAETAI NYKK, AKi cnycKkanuca Ao piykn” (ToaKiH
2011, c.9).

[o kHur JxK. TonKiHa cTBOPEHO YMMano intocTpauin. HeoaHOPa30BOo iHOCTPYBaB CBOI KHUMM
cam aBTop. CTBOpPEHi HUM rpaBlOPU N akBapeni BOAHOYAC € YHIKaNbHUMM XYLOKHIMW TBOPAMK Ta
AOKYMEHTaMM, W0 3acBigyyloTb aBTOPCbKe 6ayeHHA BuUragaHoro ¢exTtesinHoro ceity. Mepuwe
aMepuKaHCcbKe BuaaHHA “lobit, abo Tyau i 3BiAgTM” 3 aBTOPCbKUMM intoCTpauiamu 6yno
onybnikoBaHo 1937 p. BuaasHuuteom “Allen & Unwin”. Ha ogHii 3 neplinx CTOPiHOK 6yno
PO3MilLLeHO ner3ax 3 noceneHHAM robiTis. BAanunHi nersaxy Ha cxmnax naropbis NOMiTHi 3emMAsHi
6yamMHOYKK. TpowKM nisHiwe (1938 p.) 6yn0 BMAAHO KHUTY 3 KOJIbOPOBMMU aKBapesbHUMU
intocTpauiamm astopa (In. 9). 06uasa BapiaHTM manu nignuck: “The hill Hobbiton across the Water”.
Ha cTtopiHKkax KHurm 1937 p. morkHa 6yno nobaunTtu rpaslopy O6yauHKy robita 3 cepeguHu i3
aBTopcbkum nignucom “The Hall of Bag-End, Residence of B. Baggins Esquire” (In. 10).
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Pap, npodecinHnx XYO0XHUKIB-
iNtoCTpaTopiB TakoX BMKOHyBanu pobotn Ao
TBOpiB TosKiHa. Bigomum intocTpaTopom
TBOpiB K. TonkiHa € A.Jli. YKpaiHCbKe
BMAABHMUTBO “AcTponabia” y 2011 p. Buaano
KHUry “robit, abo Tyam i 3B8iaTN” 06KNAQUHKY
AKOI MpPUKpalae 306paxKeHHA 3eMNAHOro
¥utna robita. TMMoaibHa X aKBapenbHa
iNtocTpauia  3emnaHoro  Kutna - robita
astopctBa A.Jli po3miweHa B 1-my TOMI
Tpunorii “Bonopmap nepcHiB: BpatepcTso
nepcHa” onyb6nikoBaHOro BWAABHULTBOM
“ACT” y 2015 p. (In. 11).

barato pOKiB npautosas Hazg
CTBOPEHHAM intocTpaLin 0o TBOpIB
LK. TonKiHa XyOoXKHUK-intocTpaTop XK. Xoy,
KOTpuit 3rogom pasom i3 b.Caibni yknas
cepito 3 aBox KHUr “The Maps of Tolkien's
Middle-Earth” (“Kaptu Cepeasem’a TonkiHa”).  ia. 12. “Tper u Tum Xunbaebpanatbl. Foasi ¢ TonkuHom”.
KHura Buinwna okpemum BugaHHsam 2003 p.y  XyaoxHuku-inioctpatopu Iper Ta Tim XinbaebpaHaty.
BUAABHULTBI “Houghton Mifflin”. A https://agniyainteralia.blogspot.com/2012/12/2012.html
BugasHuuteo “Harper Collins Publishers” y
2013 p. Buaano kHury “The Art of the Hobbit 3a pegakuieto nogpy:xs B. XamoHga Ta K. Ckenn. Lle
apT-KHUra, y AKii 3ibpaHo noHag 100 3paskiB KMBOMUCHMX Ta rpadiyHMx pPobIT cTBOpEHMUX
K. TonKiHOM 3a MOro BNAaCHUMM NiTepaTypPHUMM TBOPAMMU.

Y 2003 p. pociicbKoto moBow y BuaasHUUTBI “ATC” Buiiwna KHura pera XinbgebpaHaTa-
mosoguworo “I'per u Tum XunbaebpaHatol. Fogbl ¢ ToskuHom”. CMH ogHOro 3 6paTiB-6/1M3HIOKIB,
lpera XinbaebpaHAaTa, CTBOPMB YHiKa/ibHE BMAAHHA, AKe BMillyBaao Bigomi pobotu intoctpaTopis
1970-x pp. oo TBOpiB K. TONKiIHA. 3emnAHUM ByaAnMHOUYOK 6aumMmo Ha intocTpauii, AKa 306paXkye
BiaBiaaHHA NeHganbdom robita binbbo (In. 12).

BisyanbHa Bepcia cBiTy . TonKiH cTBopeHa ¢ KiHematorpadom. Ona 31MomoK dinbmi 3a
MOTMBaMM pomMaHiB K. TonKiHa pexuncep M. JKeKCOH 3anpoCcuB 3rafaHuxX paHille XyAOoXHUKIB-
intoctpaTtopis A. Jli Ta XK. Xoy. O6pa3u repois, paHTaCTUYHMX iCTOT, Nei3ai, AKi NOCTaloTb B HaLWil
yABi Nig, Yac YnTaHHA, By nepeHeceHi Ha eKpaH. HUHI rpynn TypucTiB, NPMBIYHMKIB €KoNoriIYHOTOo
pyxy Ta ¢aHis TBOpiB K. TO/NKiHA BiABiAyIOTb NOOYAOBaHe AnA 3MoOMOK y HoBi 3enaHaiji “cennwe
robitis”, Ake arogom oTpmMmano Hassy “Hobbiton”.

3aranom, aygutopia NPUXUAbHUKIB TBOPYOCTI [K. TOAKIHA HACTINbKM BeAuKa, Wo Yy

~ i

In. 13. MoaynbHuit “Oim robita” Big,
aMepMKaHCbKOi KomnaHii Green
Magic Homes. xxepeno:
http://abcnews.com.ua/ru/educati
on/maghichieskiie-doma
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TOANKIHICTCbKA cybKynbTYpa, AKa
AKTUBHO MPOAOBXKYE PO3BMBATUCH i Y
XXl cT. dengom TOJIKIHICTIB
3aMMA€ETbCA PISHUMKN BUAAMM BNACHOT
TBOpYOCTi: ¢aH-diKWH, ¢aH-Bigeo,
¢daH-apT. MpoBoAATbLCA PONbLOBI irpw,
decTmBani, KOHKypcK Kocnaeto.

MpupoaHO, WO Yy CyyacHin
3eMAAHIN apXiTEKTYPI TaKOX MOXHa
nobaunMTn BNAMB XYAOXHbOFO CBITY
LK. TonkiHa. IHog, apxiTekTopwU
BKa3yloTb Ha Le abcontoTHO BiaBepTO
Ha3Bol. AK OT y BWNAAKy 3
MOAYNbHUM “lomom ro6ita”
aMepUKaHCbKOi KomnaHii Green Magic  In. 14. utnosuit komnnekc “Earth House Estate Lattenstrasse”.
Homes (1n. 13). BTim yacTo i 6e3 Takoi  [xepeno: https://en.wikipedia.org/

KOHKpeTusau,ii Ha3BMU MOXHa

no6aunTn y cnopyAai antosii 4o XyAoKHboro cBiTy . TonkiHa. TaKMMK €, HanpuKNaa, NPOEKTU
apxiTekTypHoi ¢pipmu Big MeTepa BeTwa (Peter Vetsch). Cnopyau uboro BigoMoro LwBeiuapcbKoro
apXiTEKTOpPA AEMOHCTPYHOTb, WO 3eMIAHUI ByAMHOK TPETbOro TUCAYONITTA 34aTeH ByTM YacTUHOO
nanawadTy i npyu Tomy ByTU 30BCIM He CXOXMM Ha NPUMITUBHI 3emnani xutna (In. 14). Moro
nnaaHyBaHHA Ta piBeHb KOMQOPTY LiJIKOM 33a40BO/IbHATL HanMBMOarnmeiworo mewkaHua: “The
residential settlement consists of nine houses, three 3 bedroom, a 4 bedroom, a 5 bedroom, three
6 bedroom and a 7 bedroom house. The daytime areas are situated towards the south, the nighttime
area towards the north. In the middle, you find the bathrooms and the connecting stairs to the
basement” (EARTH HOUSE ESTATE LATTENSTRASSE. [Online] 10) BapiaHTM OCBIiTAEHHA
3aCTOCOBYIOTbCA BiANOBIAHI. AK 3a3Havae A. TeTiop, NiaA3eMHi 6YANHKM NPOEKTYIOTbCA 3 Pi3HUMMU
BMAAMM OCBITNEHHA: 3 HOKOBMM, NPUPOAHMM 4Yepe3 BiKHA 3 NMPUAMKAMMW; 3 BEPXHIM 3EHITHUM
OCBIT/IEHHAM 4epe3 OTBOPM UM NiXTapi Ha Aaxy; 3 KOMOiIHyBaHHAM MPUPOAHOro OCBIT/IEHHS Ta
CBITNONPOBIAHMKAMM YK CBITIOPO3CitOBaYaMM; 3 MOBHICTIO WTYYHUM OCBiTIeHHAM (Tetior & Loginov
1989, c. 42).

Y CBOEMY TMPOEKTI XWUT/JOBOIO
KoMMaeKcy M. BeTw BUKOPUCTOBYE
WMPOKI cKknaHi dacagun, 3a A0ONOMOrow
AKNX OCBIT/NOIOTbLCA yCi OCHOBHI
NPUMILLLEHHA, OKPIM BaHHWUX KimMHaT, AKi
OCBIT/NIOOTbCA TaKOX NPUPOAHUM
CBIT/IOM, ane Kpisb BiKHa Ha Agaxy.
Komno3uuisa 3 6yanHKIB pO3ropTaeTbca
[OBKO/Ia HEBE/IMKOrO LITY4YHOro o3epa 3
AeKopaTMBHUM naHawadTom. Likaso, wo
6yAMHKN uboro apPXiTEKTYPHOro
KOMMNJEKCy HacnpaBai MmatoTb  6inblu
3HAYHi PO3MipKU, HIXK Le 3[3ETbCA HaA
nepwuin  nornag. 3arafbHa  naowga
KomnneKkcy cknagae 4000 ke. m. Cnopyaa
3[,Q€ETbCA MEHLLOO Yepes Te, Wo byaAnHKK
MaMXe MOBHICTIO BKpUTI 3emne0 Ta

In. 15. 3emnaxuii 6yguHok 3a npoekTom M. BeTwa. Axepeno:
https://lanight.livejournal.com/12549.html|
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Tpasoto. LWap rpyHTy Hag 6yaMHKOM BUKOHYE QYHKLO “KoBapn” Ta i301t10€ OYAMHOK Bif HEraTUBHUX
30BHilLIHIX YWHHUKIB, — onagis, BiTpY, 3aHaZATO HN3bKOi abo BMCOKOI TEMMEpPaTyp i HaBiTb BUCTYNAE
3BYKOI30/1ATOPOM. XapaKTepHow ocobnueicTio npoekTiB [1. BeTwa € AeKopaTuMBHICTb, fKa
BUABNAETbCA Y BiACYTHOCTI NPAMMUX KYTiB Ta AiHiA. THy4YKi, opraHiuyHi ¢opmn dacagy Komnaekcy
NNaBHO NepeTiKatoTb Y HaBKOAULWHIM naHgwadT (In. 15). Ha cboroani y LUseluapii Ta HimeuuuHi Bxke
36ya0BaHO 6/1M3bKO MiBCOTHI NiA3eMHUX BYAUHKIB.

e ogHMm npuKNagom NOEAHAHHA AM3aMHY Ta CydacHOi GYHKLIOHANbHOCTI CAYrye NpPOeKT
OyANHKY, AKMIA OyB po3pobneHnin apxiTekTopamu KomnaHnii  Make Architects gns Bigomoro
¢yTt6onicta I. Hesinna (In. 16). Komnosuuyis posmiweHoro Ha naropbi 6yauMHKY Haragye KBiTKy 3
AEKiNbKOMa OKpemMumn nentoctkamu. OgHMM i3 3aBAaHb ANA apXiTeKTopiB 6yn0 CTBOpEeHHSA
€KOJIOTNYHOr0 Ta MaKCMMaNbHO EHEepreTUYHO He3aNneKHoro 6yAuHKYy. 3 Lji€l0 MEeTol y NPOEeKTi
nepeabayeHi TennoBuii Hacoc, ¢doTomoayni Ta BiTporeHepaTopu. ®opma cnopyau [03BONAE
iHTep’epam OTpMMyBATM [A0CTAaTHbO MPUPOAHOrO CBiTNA. BnacHe, Kpim ecTeTUKM 3emnaHoi
apPXIiTEKTYPU Y LLbOMY MPOEKTi BTiNEHI Wwe M NPpUHUMNM 3BeAEeHHA TaK 3BaHOro “nacuMBHOro aomy”.
O6anuboBaHNIM KamiHHAM dacag 6yaAnHKY Haragye iHcTanauii E. Pogrkepca, aKki My 3ragyBanu BuLLe
(In. 7). 3aBaAKM TakOMy NpPOEKTyBaHHIO byanHOK Big komnaHii Make Architects uinkom rapmoHiinHo
BNUCYETbCA Yy NaHawadT MNeoHiHCbKMX naropbis.

foBopAYM nNpO 3B'S30K  CyvyacCHOi 3eMAAHOI  apXiTeKTypu 3 fiTepaTypHUMM Ta
KiHemaTorpadiyHMumm obpasamm MM He MAEMO Ha YyBa3i CBOrO pPOAY Ii/NOCTPYBAHHA 4M
yNpeaMeTHEHHS LMX XY[0XKHiIX 06pasiB 3acobamm apxiTeKTypu (HaBiTb NONpU AesKi OKpemi npami
BiACUKK, — AK OT i3 BMLWe3ragaHui “Llim robita” Big KomnaHii Green Magic Homes). Ckopilwe cnpasa
y cBOro poay “6inomy 3HaHHI”, npo aKke €. O. KaHuypa, aHanisytouu Bname TBopyocTi K. TonKiHa Ha
T. MpatyeTra, nuwe: “Co3aaHHbl [paTy4eTTOM MMP OCHOBaH Ha «benom 3HaHuu» (white
knowledge), uto B M3BECTHOI Mepe, BbiWNO U3 ToNKMHOBCKOro TepmuHa “Cauldron of Story”. To
€CTb, UCTOPUM €ro OMMPAKDTCA Ha XOPOLIO 3HAKOMblE COBPEMEHHOMY YMTaTeNto GaKTbl U TEOPUN,
KOTOpble, COBMELLASACb N NepemMeLllnBanch B “KoT/ie”, BbI3bIBAlOT Onpeae/sieHHble accounaumm n B
TOXEe BpemAa OCBEXaloT B3rnag umtatens Ha mup. OTaenbHble cocTaBasawwme 6enoro 3HaHMA
npuobpeTaloT HOBOE 3HayeHue, HOBYK cuay. daHTa3uMWHble 3/71eMeHTbl poMaHoB [lpaTyeTTa
pa3paboTaHbl B UPOHUYECKOM, MAaPOAUMNHOM KAatoye. YCnewHoCTb NapoaMMHOro npuema ocHoBaHa
Ha TOM, 4TO obfA3aTenbHble YepTbl PIHTE3U, KOTOPbIM AAN KU3Hb TONKMH, CTa/IM dNEeMeHTaMU
“benoro 3HaHWs”, TO ecTb, 3aHANN MPOYHYIO NO3MLUMIO B CO3HAHUW COBPEMEHHOro 4utatensa”
(KaHuypa 2005, c. 11).

CyyacHi apxiTeKTopM TaKOXK € YATAYaMM 1 riagadamn. 30Kpema, BarKKo yaBUTH, LWo6 NtoanHa,
AKa Ma€ LOHaMMeHLlle BiAHOWeEHHA A0 TBOp4Yoi npodecii, He byna 6 obi3HaHa i3 “3opAHMMMK
BiHamun” K. Jlykaca abo “Bonopapem nepcHis” [Ox. TonKiHa. TOX MOMKHA NPUNYyCTUTK, WO
NPOEKTYo4YMN 06’ EKTU CydacHOT 3eMIAHOI apXiTEKTYPU MUTLLi BPaxoBYOTb i cBOE “6ine 3HaHHA” (white
knowledge) Takux enemeHTiB 3arasibHOro Ky/JbTypHOrO T/Aa CY4YaCHOCTi, AK-OT: JAiTepaTypHi,
KiHemaTtorpadiyHi Ta Bi3yanbHi (intocTpaTuBHI) 06pa3n 3eMAAHUX KUTEN.

TaKMM YUMHOM, MOXKHA KOHCTATyBaTK, L0 Y CY4aCHOMY apXiTEKTYPHOMY MPOCTOPI iCHYOTb ABa
Pi3Hi Niaxoan Ao poboTu 3 3eMASHUM CepeaoBULLEM: BUCOKOTEXHOIOTYHA | MaclwTabHa niazemHa
aApXiTEKTYpa Ta eKOJIOTiYHA M eCTeTM30BaHa 3eMIAHA apXiTeKTypa.

AKWO nig3emHa apxiTekTypa Ma€ Tpaauuii Hacamnepen y o0b60poHHO-bopTUdIKALIMHNX,
3HAYHMX TPAHCMOPTHMX Ta MPOMMUCAOBUX OB’€EKTax, TO 3eMNAHa apxiTekTypa Ha piBHi “6Ginoro
3HaHHA” noB’A3aHa Hacamnepes, i3 3aralbHUM Ky/JbTypPHUM MNPOCTOPOM XYAOXHbOI TBOPYOCTI,
niTepatypHummn obpasamm Ta NeHL-apTOM.

AKLO Nig3emHa apXiTeKTypa CTUMY/OE NOABY MNOB’A3aHUX 3 TAKMMW BUCOKOTEXHOIOTIYHUMM
cnopygamu i NpoeKkTamu NiTepaTypHUX | Bi3yasibHUX CHOXKETiB, MOTMBIB, 00pa3iB, TO 3emaaHa
apXxiTeKkTypa, HaBMnaku, 4acto oH6pPa3HO anestoe A0 BXKe iCHYIUNX XYA0XKHIX TEKCTIB.
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CyyacHa eKoforiYHa 3em/ifiHa apXiTeKTypa MA€E CYTTEBO iHLWI MOTMBALIi, MPUYMHM | HABITb
CTaTyC, HiX 3emnsHe 6yaiBHULTBO NonNepeaHix icTopniHUx enox. TpaguuinHe 3emnsHe 6yaiBHULTBO
Oy/NI0 HacnigKoM CKAagHWUX MaTepiaNbHUX, TEXHOJIOTIYHMX, KAIMAaTUYHUX Ta iHWKUX NOAiOHMX
obcTaBMH. HaToMmicTb cyyacHa : '
3eMNAHa apxiTekTypa, HaBMaKw,
nponoHye 3aebinbwe posoni
NPECTUKHI 1 CTaTyCHi NPOEKTY, AKi
MOXKYTb 3ab6€e3ne4YnTn iHoAi HaBiTb
BULLMNA, HiXK 3BMYANHE KWUTAO,
piBeHb KomdopTy. Kpim TOrO,
NPUYNHU Ti NonynAPHOCTI
3Haxo4ATbCA  HaBiTb He y
MaTepiasbHO-eKOHOMIYHMX  abo
di3nKo-KnimaTUYHMX obcTaBMHax
AK  Takux. PywinHol cunoto

bopMmyBaHHSA iHTepecy A0 TaKoro
poAy JKMTAa y cydacHocti B 1. 16.3emnannit 6yamnHok sig komnaHii Make Architects. [lkepeso:

3HAYHIM Mipi BUCTYNaIOTH https://archello.com/project/bolton-eco-house

rymaHiTapHi acnektu, a came:

ecTeTMYHi noTpebun, couianbHa BiANOBIAANbHICTb, EKONOTIYHA CBIAOMICTb. |HWIMMKW cioBamu, AKLLO
[aBHE 3emnAHe byaiBHMUTBO 6Yy/10, AK NPaBUNO, Pe3ynbTaTOM BiACYTHOCTI iHWOI (Kpawoi) cyTo
MmaTepianbHOI Ta/abo TeXHIYHOI MOXKANBOCTI, pe3ynbTaToOM BiACyTHOCTI BUBOpY, TO cydacHa 3emMnsaHa
apXiTeKkTypa, HaBMaKW, 3'ABNAETbCA fAKPa3 B pe3y/bTaTi Bi/IbHOrO, €CTEeTUYHO Ta EKOJIOriYHO
apryMeHTOBaHOro BMbopy (a He 06MeXKeHOCTi MOXKMBOCTEN).

OCKifNlbKM TaKa apxiTeKTypa MA€E 3a CBOK MPUYUHY HE ODMENKEHICTb MOXK/INBOCTEN, @ AKPa3
peanisauito apryMmeHTOBaHOro (B TOMY YMCAi eCTETUYHO) BUBOPY, TO XK He AMBHO, L0 CBOi Npoobpasu
BOHA MOM€ 3HAaXOAWUTM Yy TaK CaMO He NParmMaTMYHOMY W BiJIbHOMY CBITi XYZOMHiX TEKCTIB Ta
Bi3yasibHMX 06pasiB, Ae NeBHa TPaaMLiA ecTeTM30BaHOro 306paKeHHA 3eMAAHOTO XUTNa BUHMKAA
paHiwe. MNMowwupeHi B KynbTypi BepbasibHi Ta Bi3yasibHi XyA0XKHi 06pasn 3eMIAHOTO *KUT/A, 3aCBOEHI
Ha piBHI “6inoro 3HaHHA", LiNKOM MOXYTb HaAMXaTU Cy4aCHUX MUTLIB-apXiTEKTOPIB Ha CTBOPEHHA
peasibHMX MPOEKTIB 3eMIAHOI apXiTEKTYPH.

3B’A30K Cy4acHOi 3eMNAHOT apXiTeKTYpU 3 XyAOXHIMM TeKcTamu Ta obpasamu € oaHUM 3
NPUKNAAIB TOTO, WO Y Cy4aCHOCTI He TiIbKM pPeanbHe KUTTA BNAMBAE HA MUCTELTBO, aie i BipTyanbHi
XYL,0KHi CBITM MOYMHAOTb BCE aKTUBHILWE GOpMyBaTM NPOCTIP PeanbHOCTI.
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Xy0oxcHi mekcmu ma obpa3u 8 npoeKkmax cy4acHoi 3emasaHoi apximekmypu

3emnsaHe 6ydisHUYM8Bo nonepedHix ernox b6yno nepesamHoO S8UMYWeHUM i HesUpPasHUM 8
XYOOHHbO-eCmemu4HoMy MaaHi. Hamomicme 8 XxyOoxcHiX meKcmax ma Mno8’A3aHUX 3 HUMU
8i3yanbHUXx 06pa3ax ni0zemHe/3emasHe cepedosuwie, Yy MOMY YUucCai Humsao, 4Yacmo
306paxcys8aan0cb 8UCOKOXYOOH(HIM i npusabausum. Came eepbasbHi Ma 8i3yasbHi Xy0oxHi 0b6pasu
ni03eMHUX CHIOPYOIEHDL YiIKOM MOXCYMb HAOUXaMU CYy4aCHUX MUMUi8 HG CMBOPEHHA PeanbHUX
npoekmis 3emasaHoi apximekmypu. Ipo ye ceiduame i HA38U, i 308HIWHI ocobaugsocmi OeaKux
npoekmis. BipmyanbHi XyO0XHi ceimu noYyuHaOMb 6ce aKmueHiwe gGopmysamu npocmip
peasbHocmi.

Knouosi cnosa: 3emasHa apximekmypa, niozemHe 6y0isHUYMBO, 3eMsSHKA, saeHO-apm,
eKonoeziyHe bydisHUUMBO, B3AEMO38 A3KU MiXt 8UOAMU MUCMeYUMS.
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XY, 0XHI OCOB/INBOCTI MPUKPAC B YKPAIHI MOYATKY XXI CT.
KOHUENLIT ®OPMOTBOPEHHA

MapTta KpaBuyeHKko

Artistic peculiarities of jewellery in Ukraine at the beginning of the 21st century.
Concepts of morphogenesis

Marta Kravchenko

The article reveals the tendencies in development of contemporary art jewelry in Ukraine in
2000-2015. The feature of jewelry art of the last third of XX - beginning of XXI century in Ukraine is
a parallel activity of three generations of artists, which apply to different materials, imaginative
solutions in decorations. During 2000-2015, modern Ukrainian decorative applied art reached a new
level, there was a galaxy of young artists who interpret a new jewelry and possess strong position in
the European artistic space. Alternative or avant-garde thinking was closer to the young generation
of jewelry artists 2000-2015 years, in their works away from the trend of creating independent
objects and materials for jewelry. On the example of creativity of young leading artists (O. Ivasuta,
O. Buyvidt, M. Kotelnytska, O. Savchuk, A. Bolukh and other) here is an analysis of the main
conceptual foundations, common and distinctive features in the work of masters. In the article is
given the conditions for the formation of art jewelry in Ukraine with the obligatory focus on the
concepts of classic jewelry and new art jewelry with using of alternative materials. New generation
of artists is working with alterantive material in jewellery. Experiments in jewellery bring new forms
and view in this art. The peculiarities of formation environments emergence jewelry not precious
alternative materials and their relationship with fine and decorative art. The attention in the article
is focused on the properties of alternative materials in modern jewelry in the works of leading artists.

Key words: art jewelry, jewelry, alternative materials, European context, forming, plastic, style,
concept, implementation of technological features, blacksmith jewelry, ceramic, leading artists,
work, personalities, creative method.

MpuKpacK B YKpaiHi ocTaHHbOI TpeTuHU XX — noyatky XXI cT. NporwaAn AnHamiyHUIA Wwnax
paguKanbHUX 3MiH Bif KNACMYHOrO HOBENIPHOTO MUCTEUTBA A0 HOBAaTOPCbKUX TBOPIB 3
aNbTepHATUBHUX MaTepianiB. AKTyaZlbHUM € BUCBITIEHHA 0COBAMBOCTEN LbOro npolecy yepes
NpPU3My TBOPYMX METOZiIB NPOBIAHUX XYA0XKHMKIB NPUKPAC, Ae OCHOBHY yBary CNif CKOHUEHTPYBATH
Ha AiANbHOCTI Cy4aCHUX aBTOPIB, AKi NPALLIOIOTb Y a/IbTEPHATUBHUX MaTepianax.

KoHuenuii $opmOoTBOPEHHA € CBOEPIAHMUM NOYEPKOM XYAOXKHUKA, MOrO0 TBOPUMM METOAO0M,
AKMA MM Byaemo po3rnagatv 3 No3uLii BUpaXKeHHA iHAMBIAYaNbHOT MaHepPU XyA0XKHMKa Ta Moro
poni B YKpaiHCbKOMYy cy4yacHomy mucteuTtBi. KoHuenuii ¢opmMoTBOpPEHHA MW PO3rNAAaEMO B
XYAOXXHbO-CTETUYHMUX |  TEXHIKO-TEXHO/IOTYHUX achneKkTax, CKOHLeTPYBaBLIM yBary Ha
0c0b6/MBOCTAX 3aCTOCYyBaHHA MaTepianiB y MNpPUKpacax AK OCHOBU XYAOXHbOIO BUPAXKEHHA.
BBarkaemo, WO HeobxigHUM Yy AOCNiAMKeHHi € aHani3 3acTocyBaHHA maTepiani, ocobansocTei
06pobKM noBepxHi, dakTypu, 06’eMy, KONOPUCTUYHOT CUCTEMM, CNOCcobBiB NOBYA0BM KOMNO3WLLiT Ta
onpautoBaHHA dopmu.
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Buasnatoum KoHuenuii popmMOTBOPEHHS, MU aKLEHTYEMO
yBary Ha TBOPYOCTIi MoO0AMX cy4v4acHux muTuis 1990-2010
POKiB, AKi  CbOroAHi  MNPaAKTMYHO He  BBeAeHi B
MMUCTELTBO3HABYMN AMCKypc. Hawe pocnigXeHHA cTano
cnpoboto  camocTitHO  3ibpaTv, cucTemaTmMsyBaTM  Ta
npoaHanisysaTu maTepian. TBopyicTb muTLiB-tOBenipis 1970 —
noyatky 1990-x poKiB B)Xe BMCBITNIEHA Ta NpoaHa/i3oBaHa B
DOCNIAKEHHAX YKPAIHCbKMX MUCTELTBO3HABLiB: JIbBiBCbKUX
toBenipie — y nybnikauiax P. Wmarana (LWmarano 2015)6 P.
WadpaH (WadpaH 2008) /N. Wnupano-3anotoyHoi (LLnupano-
3anoto4yHa 2008), H. KocmoniHcbkoi (KocmoniHcbka 2001),
yepHiBeybknx — O. PocnHcbKoi (PocuHcbKa 2009), KMIBCbKUX,
ofecbkux, mutuis Kpumy — 3. Yerycosoi (Yerycosa 2002), O.
depopyka (Pepgopyk 1985), /1. MaciuHmk (MaciuHmk 2013;
MaciyuHmk 2014), Ta iHwWux. MeToaM TBOPYOCTI MONOAOTO
MOKOJIIHHA MUTLIB LLLe He BMUCBIT/NOBaNacA NOBHOK Mipoto (3a
BUHATKOM OKPEMMX BiJOMOCTEM Yy KaTanorax BWMCTaBOK i
b6yknetax), Tomy ocobnmBy yBary B Hawwiii poboTi npuceayeHo
ABTOPCbKMM  KOHUEMLIAM  aNbTEPHAaTUMBHOIO  MUCTELTBA
npuKpac.

Y pocnipgeHHi npukpac novaTky XXI cT. 6yn0 BUKOPUCTAHO METOAMKY aHKETYBAHHA Cy4aCHMUX
aBTOPIB, 3aBAAKK AKiN BYN0 3'ACOBaAHO: MicLLe NPOXKMBAHHA Ta NpaLi; OCBiTa; OCHOBHI MaTepiann Ta
dbopmn npuKpac; TBOpYe Kpeno; TBOpM (cepii); ArKepena TBOPUMX iHCNipauin, KoHuenuji. Y
[OCNiAXKeHHI eBontouii Gopm i maTepiany mMn BU3HAYMAM OCHOBHI rPynu maTepianis NnpuMKpac —
TPaAMLIMHI Ta anbTepHaTUBHI. JouinbHUM i NoriyHMm byae XpoHOAOriYHEe AOCNIAMKEHHS TBOPYMUX
METOAiB NPOBiAHMX XYA0XKHWUKIB 32 0COB/INBICTIO 3aCTOCYBAaHHA MaTepianis.

Cepeq, XyAOXXHWKIB, AKI BUrOTOBAAKOTb NpUKpacu Big KiHua 1990-x pokKiB A0 CbOrogHi
Ba*KNMBeE MicLLe MatoTb MUTLLi IbBIBCbKOrO TBOPYOro cepenoBuLLa, BUNYCKHUKKM JIHAM, aki ycniwHo
npautotoTb y cepi BUroToBAeHHA npukpac — Opect IBactoTa, Bitanin Kpoxmantok, OnekcaHap
byiBiaT i Maiia KotenbHuubKa.

TBopuictb OpecTta IBacloTU 3acnyroBye OKpemoi yBaru. XyAoOXHWUK pasom i3 Cepriem
MwukuToto, Amutpom SlegHnubkum, PomaHom BenirypCbKMmM HaneKuTb 4,0 NOKONIHHA BUMYCKHUKIB,
AKI aKTUBHO AeKnapysBann cebe B cydyaCHUX MpUKpacax Big cepeamHu 1990-x pokiB (Bucrtaska
toBenipHMX npukpac 1994, c.2). MpoTe BiH €AMHUIA NPOAOBIKYE LIIO CNpaBy i 3aMMac B oaHe 3
YiNbHUX Micub B YKpaiHi B MUCTEUTBi NPUKPAcK, aBTOP YMCAEHHUX POBIT, AKi OTPMMann BUCOKe
BM3HAHHA Ha MiIXKHAapPOAHMX KOHKypcax i BMCTaBKax y Yexii, MNonbuwi, AscTpii, HiaepnaHaax,
HimeuuunHi, CLUA.

Y paHHix pobotax O. IBacioTa 3BepTaBCA A0 iHTepnpeTalji iCTOPpUYHMUX TEM i CUMBONIB, WO
BUparkanoca y Gopmi nprKpac i 0cobMBOCTAX TEXHOIOTIYHOTO BUKOHAHHA, HanpuKknaa, sk y cepii
NPUKPac Ha /[aBHbOPYCbKY Tematuky. Y 1oro TtBopax 1995-2000 pokiB NomiTHUMKU 6ynu
pemiHicueHuii AaBHbOPYCbKOrO MWUCTELTBA, aBTOP BMKOPMUCTOBYBAB Migb AK OCHOBHWI
KOHCTPYIOBaNbHMI MaTepian i emani AK AekopaTuBHy 03406y. Moro TBopuicTb BiA nouaTky
XapaKTepusyBasiacAa HEOPANHAPHUM NEePEOCMUCTEHHAM TeM i KoHuenui. MNepuwi roBenipHi TBOpH
O. IBaCloTM BUKOHaHI e B CTYAEHTCbKi Yacu, 6ynm BUroTOBAEHI 3 MiZi UM naTyHi Ta nocpibneHi. AK
3a3HaYya€ cam aBTOpP, Y CTYAEHTCbKi POKM €KOHOMIYHO BaKKO 6y/n0 MpautoBaTM 3 KOWTOBHMMMU
MeTanaMu, TOMY XYLOXKHUKM 3BEPTANMCA 40 HeZOopOrux, Hagaktuu CBOIM TBOpPamM OPUTiHANbHUX
dopm i ecteTmyHmux sKkocten (IHTeps’to 1.0. 2007, 2). XyOoOXKHWUK OAHMM 3 MepliMx noyas
BMKOPUCTOBYBATM HETpaAMLIHI MaTepiann B NpuKpacax, Taki AK radHiin, marHit, Boaocca, ryma,

In. 1. O. IsactoTa. MNepcTeHb-marHiT.
Cpibno, marHit, memanesi OMUAKU.
JNbBiB. 2003. ®oTo P. LUnwakKa.
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CKNO, MOHeTM Ta iHLi. Moro TBOPW LiKaBi
nepeaycim OPUriHANBHICTIO 3agymy,
CKPYNY/IbO3HICTIO  Ta  XYLOMHbO-€CTETUYHMMM
Akoctamu (KpaBueHko 2006, 84).

Y KoOHTekcTi BMbGOpYy ¢opmu npuKpacu
XYOOXHUK 3BEPTAETbCA A0 CAaMOCTIMHUX TBOPIB-
06’eKTiB, cepen AKUX AOMiIHYE 0b6pa3 npukpacu-
amyneTa, BUPAXKEHWN nepeBaHO B MNEPCHAX.
OauH i3 UMX nNepcHiB CTaB HOMIHAHTOM Ha
BMCTaBLi toBeNipHUX npukpac «International
Competition of Goldsmietry AMULETS” (1999), y
M. JlerHiye (Monbwa). lMepcTeHb  XapakT
€pU3YETbCA AEeLO NPOBOKATUBHOK KOHLENUIEH,
NpW oJAraHHi NpUMKpaca, 3a PaxyHOK FYMOK MOCTYNOBO HATATYETbCA HA Naneub, Hanpy»KyeTbca i
WTUBHILWAE. Y CTEepXHi NepcHA aBTOP BUMKOPWUCTAB BOJIOCCA «KOXaHOI» A0AUHU. [lo uboro Tuny
HaneXxuTb i nepcTeHb-obpyyYKa 3 BiAOUTKamuM 3y6iB «KOXaHOI» AaMHKU. Li nepcHi — ue
KOHLUeNTyaNnbHi meTadopu-HaragyBaHHA NPO iCHYBaHHA ApPYroi napu A0 nepcHA. HoBaTopcbKowo
NPUKPACOIO CTaB NePCTeHb-MArHiT, Ha MarHiTHy NOBEPXHIO AKOrO HAacMNaHa MeTaneBa CTPYKKA, WO
PyXa€eTbcA 3MiHIOOUYM baKTypy Ta pucyHoK (in. 1). Llei nepcreHb ekcnoHyeascs 2003 poky B
MiXKHapoAHiN BucTaBLi KpaiH OBCE «Valuable Links» (Codis-AmcTtepgam-BiaeHb) (Schwarzinger
2002, 17). Cnip, 3ayBaMTW, LLO BaKnMBe 3HauveHHA y TBopax O. IBactoTu Bigirpae dinocodis
MaTepiany Ta KOHUENTya/sbHe HaBaHTaXKeHHA 06’eKTa. TBOpPUMIM MeTopn aBTOpa FPYHTYETbCA HA
BUPA*KeHHi aBTOPCbKOI KoHuenuii 3aBasku ¢axoBin poboTi 3 martepiasiom, MOro NAACTUYHUM
BIiAYYTTAM i NAKOHIYHMMM dOpPMaMM NpUKpacC.

OpHielo 3 Ba)KAMBUX KOHLEMLiA TBOPYOCTI
XYOO0XHUKa € 3BEPHEHHA A0 maTepianis, AKi byan y
BXMUTKY — CTapi MOHETW, KOMYMWA APiT, CKAAHI
NAAWKN. TaKMUM YMHOM aBTOpP 3BEpPTAE yBary Ha
Kpacy «cTapux» peyen, ixHix getanen. Llen matepian /
BiH NO-CBOEMY TpaHcPopMye, iHTepnpeTye Ta
3aCTOCOBYE Y NpUKpacax, Hanpuknag cpibHi nepcHi,

KOMMO3NLIA AKUX CKNALAETbCA 3 BEPTUKANbHO ; - ]
BCTAHOB/JIEHNX Ha NJOWMHI nepcHA ¢parmeHTis | jﬁ'\-. [— !
CPibHUX MoHeT. Y Uil poboTi NnpocTexyeTbCA NOTAr \ -—} __1 J ‘l.| T— "'
aBTOpa A0 eKcnepumeHTiB 3 ¢aKTypoto TBOpy. TyT

06pi3aHi KAaHTU MOHEeT PUTMIYHO MOBTOPHOOTLCA, € In. 3. LUl Mepsat. NpuKpaca «OKyAAH +/-c.
cami GaKTypHUMM UM 3 HANUCAaMKU N YepryBaHHAM Cpi6n0, eMasnb, HANIBKOLITOBHE KAMIHHA.
CTBOPIOIOTb HOBWI OpPHAMEHT, GaKTypy MaTepiany.  Yeprisui. Moy. 2000-x pokis. PoTo 3 caiiTy:
Teopumnm meToz, 0. IBactoTn MOXHa  www.artmetal.org.ua

OXapaKTepu3yBaTM AK CMIIMBUI  EeKCNepPUMEHT

KOHUEeNTyanbHOro o6pa3y nopaa 3 npodeciiHMM BONOAIHHAM MaTepiasiom i 3HAaHHAM KOro
BNACTMBOCTEN. 32 XapaKTEPOM XyA0XKHbOIO BUPAXKEHHA MOro TBOPU BOIOAIOTb YiTKO CTPYKTYPOIO,
CKPYNynbo3HO 06AyMaHi, Ae KOXKHa AeTanb BigNOBiAJAE 3a iHWY, AKWO He TEXHO/OrYHO, TO
334YMOM. Benunky yBary Xyg0KHUK TaKOXK NPUAINAE eproHOMILi NPUKpPAC, AKi, He3BaXKakumM Ha CBOI
aBaHrapgHi opmm € Hag3BNYANMHO OPraHiYHUMM Ha Tini.

Ha noyatky 2000-x poKiB B YyKpaiHCbKOMY MUCTELTBI NPUKPAC NOYMHAIOTL NPALLIOBATU MOIOAHI
asTopu, BuNyckHukn JIAM Bitanin Kpoxmantok i Onekcanap byisigr. TeopuicTe B. Kpoxmantoka

In. 2. O. by#sigr. Xpectn. Cpibno, TutaH. Jlbsis. 2015.
®oto O. byitsiara.

N
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BUPI3HAETbCA aBTOPCbKMM Migxodom Yy poboTi 3
marepianom i ekcnepumeHtom Gopm i KObOPY.
MpuKpacu B. KpoxmanioKa macuBHux ¢opm,
BMKOHaHI B KyDICTMYHIN CTUAICTUL 3 enemeHTamu
MiHIManiamy, BeNUKy yBary NpUAINAE peTenbHil
06pobLi NoBepxHi MeTany Ta KOJIbOPOBMM aKLEHTAM
— HewnidoBaHOMY HaNiBKOWTOBHOMY KaMiHHIO.
XYO0XHUK Yy TBOPAX HaA3BUYAMHO TOYHUN, AOCATHYB
BMCOKOI TeXHiYHOi padiHOBAHOCTI Ta eCTeTUYHUX
AKOCTEN.

Y npukpacax B. KpoxmantoKa OCHOBHMM
dopmoTBOpPUMM MaTepianom € cpibao Ta 301070, a
TAKOX Mpauloe 3 TUTAHOM, 3aCTOCOBYE KOIbOPOBE
KOWTOBHE Ta HaMNiBKOWTOBHE KaMiHHA, 3aBAAKM
TAKOMY NOEAHAHHIO, MOro TBOPM HabyBatoTb MONIXPOMHOIO 3By4aHHA. ABTOP CMiNMBO BBOAUTDL Y
KOMMNO3WLIO NepcHiB BeNMKi 06’eMHI KameHi, NOEAHYOUMN iX 3 TOHKOK 06pobKo maTepiany Ta
noBepxHi metany. B ubomMy KOHTeKcTi Buainatotbca Moro tBopm 2005 — 2015-x pokiB — cpibHi
NepCHi 3 MAacMBHUMM KaMeHAMU — HedpuTy, Kopanay. Tak, y OAHOMY 3 HUX MOEAHAHO CPibHY I
TUTaHOBY OBpPYYKM, HA AKUX PO3TAllOBaHA NPAMOKYTHA OCHOBA — KAbOOLWOH, y AKiN BCTAaHOBAEHO
KaMiHb — TUrpoBuin HedpwuT, NPOPiI3aHUA TFOPU3OHTANbHUMK 3ybuamun. KnwovoBy ponb B
XYOOXHbOMY  BUPIWEHHI UMX NPUKPAc BiA4irpae Konip KameHk, 3a3BMYall HABMMUCHE
HeobpobaeHOro, TaKMM YMHOM XYAOMKHWK 3BEPTAE yBary Ha MOro BHYTPILWHIO Kpacy, NPUPOAHI
BKpan/JieHHA, HepiBHOCTI i T. A.

OneKkcaHap bynBiaT, TaKOXK BUNYCKHMK JIbBIBCbKOI aKaZeMii MUCTeLTB PO3M0oYaB CBOKO TBOPYY
AiANbHICTb Ha no4vaTky 2000-x poKiB. AHanisyioum 1oro poboTu, cnig 3ayBaxKMTH, WO aBTOP
nepeBa*kHO MpaLtoe 3i cpibaom, piglie 3010TOM Ta iHWMMK MeTanamu. Y TBOpax NPUCYTHIM NOLWYK
i MOCTiMHI ekcnepuMeHTM 3 popMamm Ta BUpPAKEHHAM 3aaymaHoro obpasy. Cepepn paHHix pobiT
XYOO0XHMKa LjiKkaBOl y CBOEMY 3aAyMi € MOro AunaomHa pobota “®opmum HacTopotro” (2003), Aka
6e3snocepeAHbO NOB’A3aHa i3 CMMBOANIYHMM | QYHKLIOHANIbHUM XapaKTEPOM TaKWUX HOBENiPHUX
NPUKpPAc, AK NepcHi, BUKOHAHUX 3i cpibna B NOeAHAHHI i3 cuaikoHOM. ABTOp 3acBigume cnpoby
MOKA3aTW e OAMH acneKkT NPUKPaAcu, NepcHA, — He AnLe YTUNITAapPHWUIA, AK aKcecyap, a AK TBip
BMCTAaBKOBOro xapaktepy. CTUAiCTMKA TBOPY biNblie CXMIbHA A0 MiHIMaNi3aMy 3 HEBMMYLIEHUMMU
POCAMHHMMM eNeMeHTaMM, AKi HaraaytoTb TPABK, O XMAATLCA Bif, BITPY 1 3MiHIOIOTb CBOKO dpopmy,
AK i HacTpin aBTOpA.

Y XyAaoxHix npukpacax O. byiBiagTa NPUCYTHIA MNOCTIMHUIA PUTM ANiHIK | NAOWMH, AKi
NMOBTOPIOIOTLCSA B LIMK/IaX MEPCHIB, 6pacneTiB, cepeskoK, HalWMMHUX NPUKPacax, BUKOHaHMX y 2003-
2008 pokax. Mpukpacn O. bymnsiagTa HEeoAHOPA30BO MPEMINOBaAHI Ha Pi3HUX cneuianisoBaHMX
KOHKypcax Ta BuUcTaBKax y Yexii Ta Monbuyi. Cepen ocTaHHiX pobiT XyA0KHMKA ocobause micue
3alMmae cepia HawnihHux xpectis (2014 — 2015 pp.) KybicTUUYHUX dopm (in. 2). 30BHIWIHA YacTUHA
XpecTa BMKOHaHa 3i cpibna, a BHYTPILLIHA YacTUHA — 3 TUTaHY. 3aBAAKN NOEAHAHHIO Pi3HUX MeTanis
BMAMMMM CTAa€ KOHTPACT KONbOPIB — XON0A4HOro cpibna Ta TENNOro CMHbO-YEPBOHOIO TUTaHy. Lle
NOEAHAHHA aBTOP TPAKTYE AK XPUCTUAHCbKUIA CUMBON — 30BHILLIHA 060N0OHKA CTPMMAHa Ta FNajkKa,
a BHYTpilIHA pi3HObapBHa Ta 6arata. OnekcaHap byinsiaT mae 6e3niy igen, AKi iHCNipyOTb Oro
TBOPYICTb Yepes pi3Hi COLOKYNbTYPHI Ta ocobucTi noaji, BparkeHHs, cumsonn (IHTeps’to 6.0. 2015,
11).

In. 4 . K. KpaBuyk. bpowka «Oko BcCecBiTy».
Cpibno, onan, CUHTETUYHI HUTKK. YepHiBui. 1997.
®oto K. KpasuyKa.

YepHiBeubKki muTui — KocTAHTMH KpaBuyk i CtedaH lMepKaH € 3HaHUMU B FOBENIPHIN cnpasi,
BUPI3HAIOTLCA aBaHIapAHUMM PO3p0OKaMK, 3BepTatoTbCA 40 06pasiB KOHLENTYaNbHOroO MUCTELTBA
Ta 3aCTOCOBYIOTb anbTepPHATUBHI maTepiann nopag 3 KowToBHUMKU. TBopu CredaHa [leprkaHa
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HOBATOPCbKi 3a CBOIM TBOpPYMM 33aZyMOM, 6O Ha AYMKY MmalicTpa — «6e3 peBonwoLjii Hemae
MmucteuTBa» (PocmHcebka 2009, 101). BiH cTBOptOE KOMMNO3MULT, Y AKMX NOPAL 3i CPiBIOM, KOLITOBHUM
KaMiHHAM LUMPOKO 3aCTOCOBYE MAMOHTOBY KiCTKy, LWIKipy ckaTa. Hanpuknag, nepcteHb «namyp»
(2004-2007) 3aBAsKM HeobpObNEeHiln KicTWi MaMOHTa, BCTaBAEHIN y CPiOHY pamKy, BUAINAETbCA
NOEAHAHHAM CKNAAHUX reoMeTpuyHMx Gopm i3 BKpanJeHHAM [OeKOPATUBHUX eNeMeHTIB
KOLUITOBHOTO KaMiHHA, WO BNaCcTMBE ANA CTUNICTUKN ¢'toXKH. BpolwwKa «[Monit y BcecsiTi» cTBOpPHOE
NNOWMHHO-NPOCTOPOBY iN1103it0, 30KpPeMa, 3aBAAKM 3aCTOCYBAHHIO LWKIPU CKaTa y Komno3swuuii
npukpacu. HagineHnin cneundiyHoto GakTypoto, Len matepian XMBONUCHO rpae 3 6amckom cpibna
Ta UMPKOHamu, Bonogie GyTypuCTUYHUMMU
dopmamn.  HaBiTb  KicTOuKa  nepcuKa
3HaKWNa Micue B 10Oro toBenipHMx poboTax.
Ctunictnuka GyTypusmy AOMIHYE Y TBOPUUX
poboTax XYO0XHUKA, npuKpacam
NPUTaMaHHi rocTpi KOHCTPYKLT 3
wnipoBaHOro metany, BCTaBKM BigKPUTOro
KONbopy, KOMGiHauia ¢dakTyp i acumetpis
(in. 3) (PocuHcbKa 2009, 101).

BunycHMK  BMMXHUUbKOTO  yunauula
NPUKNaLHOTO MUCTEUTBA KocTaHTuH
Kpasuyk Big nouvatky 2000-x pokiB €

YYaCHMKOM |  Mpu3epoM  YUCAEHHUX
In. 5. P. TapmaTiok. bpacneT. Konboposi meTanu, mokyme — MiXKHapOAHWUX KOHKYypCiB npuKpac.
raHe. Kocis. 2012. doTo P. FapmaTioka. XYOOHUK He BW3HAE MucTeutsa 6es
EKCNepnmeHTy, HOBATOPCTBA Ta

PEBONIOLIMHNX iAel | 3a3HaYaE, Wo MUCTELITBO Ma€E NOCTIMHO OHOBAOBaTUCL (PocmHcbKa 2009, 102).
Y TBOpax aBTOP 3aCTOCOBYE TPALMLUIMHI MaTepiann — cpibno, 3010TO, HAMIBKOLITOBHE KaMiHHA B
NOEAHAHHI 3 HECcnoAiBaHMMM Cy4aCHMMM MaTepiaflaMn LUMPOKOTO BXKUTKY — HEWNJIOHOBUMM
HUTKaMM, MO HETaMM, MiIKPOCXeMaMM, KOMMAKT-ANUCKaMK. MuTeLb BENUKY yBary npuainae Gopmam,
Konbopy, $GaKTypi, BUKOPUCTOBYE HaMiBKOLWITOBHE KAaMiHHA. XapaKTepHa puca MOro TBOPYOCTi —
CTBOPOBATM He OAHY MPMKpPACy, a TeMATU4YHI KoneKuii-aHcambni. Hanpuknaa, KONbe i cepexku
Komnnekty  «lMcaHKoBE», HAMOBHEHi MJACTU4HMMM  Bi3epyHKamMu 4yepsieHoro  cpibna,
NiAKPeCcNoOTb 4OCKOHANICTb OBaJIiB NeM3aXKHMX po3pisaHux aratie. dPinocodia OyTTa 3aKnageHa B
6powi «OKo BcecBiTy» — TBip Yy OYTYPUCTUYUHIN CTUAICTULI, 3aKOMMNOHOBaHMA Yy GOPMI
NPaBUAbHOIO TPMKYTHMKA 3 onasnom nocepeauHi (in. 4). Y uih poboti nopsag, 3i cpibnom i 3010TOM
MaKcTep 3aCTOoCyBaB HEMNOHOBI HUTKN.

Teopumm pobotam K. KpaBuyka npuTamaHHi CTUAICTUKA yTypuamy 3 enemeHTamu
abCTPaKUioHi3My Ta KybOiCTMYHI enemeHTU. PYTYPUCTUYHI TeHAEHLUIT YiTKO NPOCTEXKYITbCA B
6pacneri 1 6pouwui «Sim-Sim», BUKOHaHUX i3 CiM-KapT, MOHeET i cpibna. 3acToCOBYIOUM Pi3HOMAHITHI
TEXHiKM Ta HECYMICHI, Ha NepLwmnn NOrAa4, Mmatepianu, BiH 0CATAaE MaKCMMaNbHOTrO GYyTYPUCTUYHOTO
obpasy. TBOpYMM Kpeao, AK 3a3HAYa€ MalCTep, € Te, WO MWUCTEUTBO MAE BiATBOPIOBATU
CbOrO/IHILLIHE, MPOTHO3YyBaTN MalbyTHE, Biaaatoum gaHnHy muHynomy» (IHTeps’to K.K. 2014, 10).

XyAoxHUK Oner Mapkyc, sBuvknagady KociBCbKOro iHCTUTYTY OEKOPATUBHOIO i NMPMKAALHOrO
mucTeuTBa iMm. B. KacisHa, y Ayci HOBAaTOPCbKUX TeHAEHLiM NpoaoBXKye baratosikosi Tpaauuii
MOCAXHMUTBA TYLYAbCbKMX MANCTpiB. HaB4YaBCA XyOOXHWK Yy HAPOAHOro Manctpa PomaHa
CTpuHapgloka, fAKWIM BiApPOAMB MalKe BTpayeHy 0araToBiKOBY TpaguuUilo MOCAMKHMLTBA Ta
ryLynbCbKMX NPUKpac. Y mucrelbkomy naaHi P. CTpMHaAOKa BaXKKO HAa3BaTM HOBATOPOM, OCKIiNbKM
MaKncTep BMKOHYBaB Konii AaBHIX ryuynbCbKUX MPUKpPac-3rapd, Yy AefKi 3 HMX BHOCAYM BAACHI
aBTOPCbKi iHTepnpeTauii. Oner Mapkyc 3BepTaeTbcAa A0 GOPM HAPOAHOro MMUCTEUTBa, OAHaK Yy
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TBOPEHHI MNPUKpPAc BiH BUKOPUCTOBYE MOEAHAHHA Pi3HUX MaTepianiB — JaTyHb, OpPOH3a,
Heln3nnbbep, cpibno, Kopanu, bicep, KOWTOBHE W HaMiBKOLITOBHE KaMiHHA, AOMNOBHIOE BUPOOMU
WKipoto. Y rapHitypax «Moamx wenectie» (2004) i «CoHaYHa deepia» (2004) aBTOp Haminse
NAKOHIYHUMWN TeOMETPUYHUMKU POopMamMM HarpyaHi NpPUKpacu, cepeXkku, nepcHi, bpacnetu, Ta
3aCTOCOBYE NOPAL 3 TPAAMULIMHOW AN MOCAXKHULUTBA NaTyHHIO, Cpiba0, HaNiBKOLWTOBHE KaMiHHA. Y
ctunictmyi O. TapKyc TAXKIE A0 eTHIKM — HapoAHMX MOTMBIB MUCTeuTBa [YyuUyNbLMHMK, WO
NPOCTEXYETLCA ¥ GOpMax NpUKpac i AeKopi, Ae 3a ocHOBY GOPMOTBOPEHHS aBTOP BMKOPUCTOBYE
€THIYHi eNeMEHTU, MOCAXKHI eIeMEHTU-MOAYNT — XPECTU, Yenparu, LWenecTu.

Y M. KocoBi X1Be 11 NPaLIOE e OAUH XYAO0XKHUK,
AKUA BUFOTOBAAE MPUKPAcKU, — BUKNaZa4y Kadegpu
XYA0XKHboro metany KINAM im. B. KaciaHa, BUNYCKHUK
NNAM PycnaH lapmaTiok. [1o0 BUrOTOBAEHHA MPUKpac

XYAOXHUK MNPUIALLIOB 3 KOBa/NbCTBA, WO YiTKO f/
MPOCTEXKYETbCA Y WMOro TBOPaX, A€ BUKOPWUCTOBYE ﬁ_ p
TEXHiIKY KOBa/NbCTBa, NOEAHYE 3ani30, cpibao, 301070, ‘(
Hanpuknaga, sk y cepii Kabny4yok i cepexok (2009), ae [
dopmM  TBOPIB HAraaylTb XUMMEPHi OKyTTA uM 1?;&

bparmeHTM  pewitok, 6AM3bKi  TEeXHOKPATUYHIl
CTUNICTULi, M BnacTMBi reomeTpusoBaHi ¢opmu Ta
BBEAEHHA e/leMeHTIB KOHCTPYKLIi B npuKpacy. OKpim
TEXHOKPATUYHOI CTUJIICTUKM, aBTOPY O/M3bKa eTHiKa,
3BEpPTalOYMCb A0 TyLY/bCbKOrO MWCTELTBA, AaBHIX
CNOB’AHCbKUX MOTUBIB, aBTOP JIAKOHIYHO iHTepnpeTye
ix y npukpacax. Big 2010-x pokis P. apmaTiok y
TBOPYOCTI 3aLiKaBMBCA TEXHIKOKO AamacbKoi cTani Ta
MOKyme raHe (in.. 5). Ui TexHikn nepeanbayatoTb
NAKOHIYHI Ta opraHiuHi popmu npukpac (IHteps’to I.P.
2016, 4). EKCNepuMMEHTYyluUM B UMX TexXHiKax,
XYO0XHUK, HAaCNiAyUYN MiHIManicTUYHI GOpmMK, BUKOHYE Cepito NepCHiB-0OpyYOK 3 ONOBHEHHAMM
3 KOLUITOBHOIO KaMiHHA.

OcobaumsicTio TBOpeHHsA Npukpacy 2000 — 2015 pokax € CTBOPEHHA KOJIEKLiM i cepilt npuKpac,
Ha BigMiHy Big nonepeaHbOro nepioay, AKOMy 6yn10 NpUTaMaHHe CTBOPEHHA MOOAMHOKUX NPUKpPac-
06’eKTiB. [M0ABY TAKOro ABMLWA MOMKHA MOACHUTU BMJIMBOM 3axXiAHOEBPOMEMCbKMX TEHAEHLiN, a
TaKOX CNiBNpaLeto 3 MoAe/IbEPAaMM Ta YHACTHO YKPATHCbKUX XYA,0MKHMKIB Y MOKa3ax Mog, B YKpaiHi Ta
33 KOpAoOHOM. Y paMKax npoBeAeHHs TUXHIB moau y JlbBosi Ta Kuesi (2010 — 2015) BiabyBatoTbeA
NnoKasu oBenipHnx Kosekuin OneHn Xomakosoi, Maii KotenbHuubkoi, lOpia LlapeHKka (/1bBiB) i
npuKpac i3 anbTepHaTUBHUX MmaTtepianis KatepuHu Kaponb (/1bBiB), Oneci TenixeHKo, TeTAHU
YopHoi, ltobu Manikosoi (Kuis), Xaima Xaimosuua (Knis — Tenb-ABiB). Y npoueci esonouii popmu
Ta MaTepiany npuKkpac noyaTtky XX|I CT. oKpeme Miclue 3aMMatoTb TBOPWM i3 3aCTOCYBaHHAM
anbTEPHATUBHMX MaTepianie. JnAa HOBOro NOKOJMIHHA aBTOpiB nNpuKpac — Malii KoTenbHULbKOI,
Kpis LUapeHka, Mwuxaiina Tkada, Mwupocnasu Kosap (/lbsiB), OneHn CaBuyk (Kam’'AHeub-
MoAiNbCbKUIM) — NpUTamMaHHe 3aliKaBleHHA a/JibTepHAaTUBHUMKW MaTepianamu nopag 3i cpibaom i
30/10TOM.

Y cepeamnHi 2000-x pokKiB, y cuTyalii cycniAbHOro nNianomy, y cydacHe yKpaiHCbKe MUCTeLTBO
NPUIALWNO HOBE MNOKOMIHHA, WO aKTyanidye HOBi 3acobu TBOPYOro BMPAXKEHHA, MNo36aBneHi
€CTeTUYHMX, TEXHIYHUX | MaTepialbHUX OOMeKeHb.

Y 2005 — 2015 poKax y mucTelbKOMy cepefoBulli JIbBoBa 3'BNAIOTbCA HOBI XYAO0MKHUKK
npukpac. Monoga nbBiBCbKa MUCTKMHSA, BUNYCKHUUA Kadenpn xyaoxHboro metany JIHAM Maiis

In. 6. M. KotenbHuubka. Konbe. JlaTyHb,
KONIbOPOBE CKAO, nopuensHa. Jlbsis. 2013.
doto M. KoTenbHULbKOI.
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KoTenbHMUbKa 3a OCHOBY ANA CBOiX pob6IT 0bupae naTyHb, piawe — cpibno, a AeKOpPaTUBHUM
HaMnOBHEHHAM i1 CNYrye KONIbOPOBE CKNO, NOPLENAHA, AEPEBO, AKE MANCTPMHA 0bpamnae B meTan,
AK KOLWTOBHICTb (iN.. 6). Cama X aBTOpPKa 3i3HAETbCA, WO il NpMBabNOIOTbL MacUBHI GopMM, ONyKAI
30BHi, a BcepeauHi X nyctoTini, nerki (IHTeps’to K.M. 2015, 6). Malia cMminnBO NpaLLtoe 3i CKNagHMmm
i0eAMM, YBAXKHO CTEXMUTb 3a TUM, fIK BUPIO “npautoe” Ha Tini, a nnasHi NiHii meTany — Haue
nparHeHHA B/IOBMTU, NIAKPECAUTU FAPMOHIMHUI pyX AiHIl Tina noguHu. Y cBoix poboTax BOHa
EKCNEPUMEHTYE 3 KaMiHHAM i MeTafnaMu, 3a/ly4a€e HecTaHAAPTHI maTepiann — [epeBUHY, CKAO,
nopuensHy, ¢bparMeHTM aHTUKBAPHUX peden, AKi 06’eAHYE B TEHAITHI KOHCTpYyKUii. MoTy»KHOWO
iHCMipauieto TBOPYOCTI XyAOKHULA BBAXKAE €CTETUKY apT-HYBO Ta 06pa3n 1 MoTMBM MmuUcTeuTBa 20-
30-x pokiB XX CT., AKi BOHa NO-HOBOMY TPAKTYE Ta CTUANI3Y€E B NpuKpacax. Cepia HaWMMHNX NPUKpaC,
BnepLlle npeacrtaBieHa Ha NepcoHanbHil BUCTaBLi «3B’A30K» y ranepei «MelankaArt» y J1bBOBI
(kBiTEHb, 2015) BUPI3HAETLCA BCe BiNbLIOK CMINMBICTIO NOEAHAHHA HEKOLWTOBHMX MaTepianiB, TakMX
AK AepeBo, CKMO, WULIKK, NAAHI MOTY3KM B NPUKpacax Nopag 3 NaTyHHIo, cpibnom, nepnamu Ta
HaMNiBKOLITOBHMM KaMiHHAM, NOEAHYE PaHille HEMUCAUMI B MPUKPAcax eleMeHTH, Lo XapaKTepHe
ANA cTUNo ¢ 1oXKH.

Cepen, UiNKOM HOBMX Ta NEPCNEKTUBHUX
XYLOXHUUb cnig BigHecty Mupocnasy Kosap
(NMeBiB  — MyKkauyeBo) Ta OneHy CaBuyk
(Kam’sHeub-Mopainbcbknin). Mupocnasa Kosap —
BUMYCKHUUA  Kadeapu XyAOXKHbOrO  meTany
NTHAM, AKka BXe KinbKa pOKiB ynNeBHEHO
EKCNepMMEHTYE Y MUCTeLUTBI NpuKpac. Teopuum
Kpeao XYAOXHMUUI €  «CTBOPEHHA  4Orocb
YHiKanbHOro i BOAHOY ac npocTtoro. [0NOBHI
0cob6MBOCTI  MOIX NPUKPAC — NAKOHIYHICTb,
MiHiMani3m i nparHeHHsa Ao npoctotu» (IHTeps’to

In. 7. M. Kosap. MepcHi. NlaTyHb, cpibno, 6etor. Nibais.  K.M. 2015, 3). Y npuKpacax XyAoKHULA
2015. ®oTo M. Kosap. 3aCTOCOBYE CpibNo Ta tOBENipHi TEXHIKM, OCHOBHI
TUNU MPUKPAC — MEepCHi Ha KiHYMKW nanbuis,
CEePENKKM, HAWWMHI NPUKPACK NaKOHIYHMX GOpM, TOHKI Ta AenikatHi, 6e3 pgekopy. Xy[oxKHboi
BMPA3HOCTI NpMKpacK HabyBatoTb 3aBAAKN MiHIMaNi3My GoOpM, NiHil | NNOWMH, NiHiA, AKa onepisye
nasieupb Yn NPUKpPaLLIAE BYXO, CTAE XyA0XKHIM 3acobom npukpacu. 3 2015 poKy XyA0KHMUSA CMINMBO
eKCNepuMeHTye 3 HOBMM AnA Hei maTtepiaiom — b6eToHOM. 3 SAKOro TBOPUTb MNEPCHi Ta
nepcHenoAibHi niasickn. HoBaTopCcbKMit XapaKTep MatoTb reOMeTPUYHI Ta MacuBHi GOpPMK NPUKPaAC
3 beTtoHy (in.. 7). Lle macuBHi 3a po3mipamu MNepcHi, BUKOHaHi 3 KO/NIbOpoBOro 6eTtoHy 6inoro,
4YepBOHOrO, YOPHOFO Ta CiPOro Ko/bOopiB.

OneHa CaBYyK — MO0/1I04a XYAOXKHMUA NPUKPAC, oBeNip, BUNYCKHMUA Kadpeapun XyAoKHbOI
06pobku metany KIAMM im. B. KaciaHa. ABTOpKa 3BepTaETLCA A0 HOBENIPHUX TEXHIK | HEKOLITOBHUX
meTanis (natyHb, Migb, HiKenb), pigwe — cpibna. Popmu NpUKpPaC XYAOMKHUL NAKOHIYHI,
reoMeTpPUYHI NAOLWMHK Ta NiBcHepPU BTISIEHI B MEPCHAX, CEPENKKAX | HALWMMHUX NPUKpPacax. Y TBopax
0. CaBYyK eKCrMepMMEeHTYE 3 MOBEPXHEID METaNy Ta KOHTpAcTy ¢aktyp. Y ogHOMYy TBOPi 4acTo
CNOCTEPIraEMO NOEAHAHHA OKWUC/EHi, 3abapBneHi y BNAaCTUBUIN OKUCNEHHIO 3eneHO0-61aKUTHUIM
KOJip i BignonipoBaHUX BANCKYYMX eNeMeHTiB, AK, HaNpuKIa y cepii ceperKoK Ta MepCHIB cepil
«Bina mopa», «HesaromicTb» Ta iHWi (in. 8). XyA0MKHiM 06pa3 NpUKpac XyAoXKHUL BUPISHAETbCA
JIAKOHIYHOIO MOBOK Ta MAKUMW NPUIAYLIEHUMM TOHAMM MOBEPXHi TBOPiIB. OKPiM OKUCNEHHA,
XYL,0XKHULA 3BEPTAETLCA 40 eMaJli, AKOK 3aMNOBHIOE FEOMETPUYHI NAOLWMHM NPUKpPaC.

NbBiBCbKMI XyaoOXKHMK HOpit LlapeHKo Bigomumin aK cKyabnTop i toBenip. Y TBOPYOCTI
E€KCNEPUMMEHTYE 3i CnnaBamMK pPi3HUMX METanNiB, LiKaBMTbCA rajsbBaHOMNACTUKOW. Muteupb —
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CKy/NbNTOpP 33 OCBITOK i, BigMOBIAHO BAACTUBOCTI LbOro BMAY MUCTELTBA MPOCTEXYHOTbCA B
npuKkpacax, Ae BiH OCHOBHY yBary npuginae ¢opmi, GaKkTypi, XyAoKHbOMY 06pasy, a BXKe MNoTim
maTepiany, obmpatoun TakUin, AKUI BiANOBIAAE NIACTUHHOMY 33a4yMy aBTOPA. TBOPU XyAO0XKHMKA
HaraaymTb CKYAbNTypu AAA Tina, BOHM CaMOAOCTaTHI fAK BWCTaBKOBMM OO’EKT, ane TaKoOX
niAKpecnoTb iHAMBIAYanbHICTb HociA.  [oBepxHi 1Moro pobiT BUPI3HAOTLCA A0BEPLIEHOH
06pobKoto noBepxHi. Y cepii nepcHiB 3i cpibna (2011) no BCiN ix NOBEPXHI XYA0KHUK IMITYE PaKTypy
KOpW pgepeBa, CTBOPIOKOYM TaKMM UYMHOM intosito maTtepiany. ®opmu npuKpac MNOBTOPHOOTb
NpupoaHy GaKkTypy Ta xapakTep AepeBuMHU N KameHto. MMopag 3 meTanom, ANA AeKOPaTUBHOro
HaNmOBHEHHA aBTOpP 3aCTOCOBYE HATypasibHi maTepiann — AepeBo, rajibKa Yum KiCTKa, AKi opraHiyHo
KOMMOHYE Y BUpobU —cepito nepcHis (2013) (in. 9).

Bia noyaTtky 2000-x pokiB Ta 40
CboroAHi B YKpaiHi chopmyBanacs KoropTta
MONOAMX XYAOXHMKIB, AKi npautoTb Yy
KOBa/IbCbKMX TEXHIKaX i BUKOHYIOTb MPUKpacu
3 KOBAHOro meTany, TUTaHy, AamacbKoi cTani,
MOKyMe raHe.

MpuKpacK B TEXHILI AaMacbKol CcTani Ta
MOKyMe-raHe € MpOoBiAHUMMK Y TBOPYOCTI
AHpgpis  Osuyyka (TepHoninb), PycnaHa
FapmaTtioka (KociB). Y Xy[o0XHbOMY KOHT
€KCTi KoBaHi NpMKpacu € 6inbl MacMBHUMM,
BE/IMKA YyBara 3ocepearkeHa Ha QaKTypi

meTtany, KOBa/1IbCbKMUX TexHiKax Ta |5, 8. 0. CaBuyk. MepcHi i3 cepii «Bina mopa». laTyHb,
3’eAHaHHAX. ACOPTUMEHT i GOpPMa NPUKPAC  okucneHHs. Kaw'sHeup-Moginbcokuii. 2015. Goto
3ymoB/ieHi maTepiasiom — ue 34e6inblworo  A. Casuyk.

HaWWMHI  NpuKpacu (KynoHu), 6pacnety,

MepcHi, HaTinbHI NpuKpacn aosoni 06’emHux popm. Cepen XyA0KHUKIB, AKi NPaLIOOTb 3 KOBAHMM
MEeTaNoM Yy NpUKpacax cnig Hassatn Eminito Cuaop, lrops CnoboasHa, AHapia Bontoxa (/1bBiB),
AHppis Oadyka (TepHoninb).

Y TexHiui MOKyme-raHe TBOPWUTb MPUKPACU MONOANIN TEPHOMINbCbKUIA XYAOMNKHUK AHApPIN
LA4yK, AKMA 3BEPTAETbCA A0 Pi3HUX BUAIB MPUKPAC: MNEPCTEeHb, HAMEPCTOK, CepPeXKU Ta naaru.
MepcHi XyaoXHMKa XxapakTepusytoTbca ¢axoBoto pobOTO B LM TPYAOMICTKIM TexHiui nopag 3
ob’emHmn dopmamm BupobLIB. oBEpXHA NpPUMKpPac Haragye Bi3epyHKOBI MOBEPXHi Kineub
AepeBuHM 1 BoJioAie 6araTold OXPUCTOIO KOJIbOPOBOIO ramoto BiATiHKIB. Cepel pobiT XyaoXKHMKa
2010 — 2015 pokiB cnig Bia3HaunTK cepito npukpac «climbing jewelry» («anbniHicTCbKi NpuKpacn»),
iHCcnipoBaHy 3axonseHHAM A. [lauyka — cKenenasiHHAM. Lle cepis KynoHis, ae 0608B’A3KoBMM
eNeMeHTOM BUCTYNa€E GparmeHT KpinaeHHsA KapabiHa, 40 AKoro NpUKpinaeHi pisHOMaHiTHI ageTani —
dopMU PaHTaCTUYHUX FONiB, CTUNI30BaHUX YepeBUKiB i T. 4. Cnig 3a3HaunTh, Wo B YKpaiHi Hebarato
XYL0XKHUKIB NPUKPAC 3BEPTAOTLCA 40 TEXHIKM MOKYME raHe.

Ha nouaTtky XXI cToniTTA B YKPAiHCbKMX KOBAHMX NPUKPACcax MOYMHAIOTb 3aCTOCOBYBATM TUTaH.
MeTany BnacTUBi HACTYMHi XyZ0XKHi Ta TEXHIYHi 0cOBAMBOCTI — Nerkmi, Tensosa o6pobka A03BoNsE
BIAKPUTM NaniTpy 6araTbox KONbOPIB MOBEPXHI Bif rapsAYOro Y4epPBOHOIO 40 TEMHO-CUHBLOrO. TUTAH €
MEHLL NIACTUYHUM MaTepiasioM, MPUKPACK 3 HbOFO MatoTb 0BEMHI Ta BogHOYAC NaKoHIYHI dopmu,
6e3 fo[aTKoBOro gekopy. AK CamMoCTiMHUIA MaTepian y NpuKpacax, TUTaH 3aCTOCOBYOTb AHApPIN
Bontox (/1bBiB), y cuHTE3I 3i cpibaom i 30n10TOM - BiTaniit Kpoxmantok (/lbsis), AHApin Kyaurin (Kuis)
Ta iHWi.

JbBiBCbKMI XyA0KHUK AHAPIM Bontox Binblue BiaoMniA y MUCTELLbKMX KONAX AK KOBaJb, NpoTe
ocobaunBoto chepoto Moro TBOpUKMX 3aLikaBaeHb € NpuKpacu. CBoi TBOpPUI iael BiH BUpaXKaEe y TakmXx
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maTtepianax AK TUTaH, CTa/ib, HEPXKABItOYa CTaslb, LaMaCbKa CTajib.
Y npuKpacax aBTOp HaMaraeTbCcA pPobUTM  TBOPU He uwe
YTUNITAPHOrO XapaKTepy, a M MiHi-cKynbnTypn B meTani. Lo
TEHAEHLLiO CNOCTepPraEMO B Cepifx MPUKPAC Ha TemMy «IxTiaHapia»
(2010-2014), «ApTukynauis» (2010-2014), «Ckipcbka 6aba»
(2010-2014), BMKOHaHiI 3 TUTaHy Ta KoBaHoro 3anisza. Cepia
npuKpac «IxTiaHapia» — ue cepis ckenetiB GpaHTACTUUYHUX pHb. Y
unx poboTax aBTOP 3aLiKABMBCA apXiTEKTOHIKOK BWUrafaHoOro
CKeneTa, AKMIA NOBTOPHOETLCA B MPUKPACAX, a/ie B KOXKHI poboTi
aBTopa BiH iHakwwui. Cepia npuKpac «IxTiaHapia», AKa
CKnafaetbca 3 15-Tm KynoHis, byna npeactaBieHa Ha BUCTaBL
«OpHameHTanbHe KoBanbcTBo» 2010 poKy B IBAaHO-PPaHKIBCLKY.
AIK 3a3HaYa€E aBTOP, KOXKHA 3 LIUX Cepili NPOAOBXKYETLCA, MOCTIMHO
CTBOPIOIOYM HOBI TemMaTWyHi poboTu. KynoHu HaragyoTb
KIHETUYHY CKYNbMATYpY, OCKiNbKM CKnagatoTbca 3  6araTbox
YacTUH, 3’€AHAHMX MPOLWMBKAMM Ta KinbUAMMK, NpU pyci Tina
npuKpaca 3MiHE $opmy, CTa€ NNACTUYHO. ABTOP HAZAE
In. 9. 0. UapeHko. T[lepcteHb  npepeBary BeAMKMM 06’eMHMM dopmam, TOMY OCHOBHUM
«[epeso». Cpibno, aepeso. JIbBiB.  \arepiaom 06Mpae TUTAH, CKNAAHMI Y 06pO6LL, ane Nerku |
2011. ®oro 10. Llapenko. NAACTUYHUIA, AKUIA NPU HarpiBaHHi 3MIHIOE KOMIp MOBEpPXHi,
[opae pekopatuBHux edektie (in..10). B ubomy matepiani
XYOOXHUK Npautoe 3 pisHMmn dopmamum npukpac, - Bpacnetamm, NepcHAMM, CeperkKamu,
HaWWMHMMKM NPUKpPaAcamu. 3aranbHOK pucoto TBopiB AHApiA Bontoxa, AK 3a3HAYA€E aBTOpP, «E
CTUNICTUKA «aHTUrNamypy». (IHTeps’to B.A. 2015, 2)

JlbBiBCbKMI KOBanb lrop CnoboasH TeXK 3BEpPTAETbCA A0 MMUcTeuTBa npukpac. CBoi TBOpYI
NOLYKM aBTOP BMPA3MB Yy cepii KOBaHMX HAWWMHUX NpuUKpac i nepcHis (2012). Cepia BUKOHAHa B
€ANHOMY eCTETUYHOMY K/tOMi, Ae AOMIHYE KBaApaTHAa $opma MOAYNA B HALUMIMHMUX NPUKpPacax i
nepcHax. KBagpaTHa dopma moayns, Aka € obpasoTBopunm enemeHToM GOPMOTBOPEHHA cepii
npuKpac, BignoniposaHa go 611CKy, cepeAnHa 3aTeMHEHa NaTMHO, abo nososiodeHa (in.. 11). Li
npuKkpacu byne npeseHToBaHi Ha BMUCTaBLi Npukpac y ABctpii 2013 poky.

[JoBoni HeTpaguuiiHuii  gna  npukpac
MaTepian — aNtoMiHii — BUKOPUCTOBYE Yy TBOPUMX
poboTax KMWIBCbKUIA XYAOMHUK Xaim Xaimosuu.
ANOMIHI piAKO 3aCTOCOBYETLCA Y NPUKpacax, ane
33 paxyHOK }i3aMYHMX BNACTUBOCTEMN BiH 4,03BONAE
CTBOPIOBATM M'SIKi  MNacTUYHi  obpa3n. Xaim
XaimoBMY CTBOPIOE 3  ANOMIHIHO KOMNO3UL,ii-
KOMMNIEKCU HAWWNHUX | HarpygHuUx npukpac i
cepexok. lMpuKpacn aBTopa XapaKTepusyloTbesA
aosoni BE/IMKUMU po3mipammu NAOLLKH,
NNAaBHUMW NiHIAMM Ta rapMoHiMHUMKN dopmamm,
BWUKOHaHI B  CTUAICTUL, MiHimanismy 3
e/leMeHTaMW CTUAK OpPraHiK. JIAaKOHIYHI, BUTHYTI
33 GOpMamn NPUKPaCcK CKNAAAKOTLCA 3 OKPeMMX TutaH. JlbBiB. 2015. MpwueatHa Konekuia pobit A.
CermMeHTiB, MOAENIoYM  CKAAAHI  KIHETUMYHI  Bonoxa. doto A. Bostoxa.
06’ekTN. TaKOXK aBTOpP MNOEAHYE aANOMIHIA 3
MiAHUMM eNeMeHTaMm, AKi JONOBHIOIOTb NPUKPACK KObOPOBUMM aKLeHTamMu. Mloro Teopu 3aBasaku

In. 10. A. bontox. MNepcTeHb i3 cepii «ApTUKRynALIA».
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NerkocTi B HOCIHHI Ta MIiHIManNiCTUYHUM
BMpillEHHAM GOPM, OTPMMANM BU3HAHHA B
Woy-pymax Ha nokasax mon y Kuesi Ta
Tenb-ABiBi. 3apa3 XyAOXKHWK MpaAUE B
YKpaiHi Ta I3paini.

Yy LOCNI A KEHHI dbopMyBaHHS
06pa30TBOPUMX KOHUEMLIM Ta TBOPUMX
METOAiB  XYAOXHWUKIB  NPUKpAC MU
ONUPanMCA Ha aHanis ocobamsocTen
3aCTOCYBaHHA MmaTepiany, OCKi/IbKM BiH
OMKTYE 06pa3s, ¢opmMy, TEKTOHIKY, pUTM i
Konip. O3HAaNOMMBLUMCL i3 OCHOBHUMM
TeHAEHLIAMK eBoNtOLi MaTepianis i dopmy

npuKpacax,  iXHbOTO  BMAMBY  Ha
In. 11. I. CnoBoasH. HawuiiHi npukpacu. Kosawe sanizo, ~POPMOTBOPEHHA 06pasy, MO3KHa
natyHb. Jibeis. 2010. ®oTo I. CnobossHa. cTBeparKyBaTtu, WO B npoueci TBOPYUX
nOLUYKiB XYO0XHUKH, wnaxom

PO3WMPEHHA Aiana3oHy maTepianiB, AKUA [03BOIMB 3aCTOCYBaHHA Hinbw 06’€MHMX i CKNagHUX
dopm, NnepenLin mexy Y*KUTKOBOCTI B HAaNpPAMKY 06pa3oTBOPYOCTI. 3aBASKM CUHTE3Y maTepianis i
CMHTE3y MUCTeUTB BifgbyBCA NOCTYNaNbHUI NPOLLEC BUPAXKEHHA XYA0XKHbOro 0bpasy y BiAnoBigHMUX
dopmax npukpac. Mu npoctexkunu esontouito Gopm NPUKpPAc — Big, KOMNIEKTIB i rapHiTypis,
NOOAMHOKMX MPUKPAC A0 CTBOPEHHA KONEKLiN i cepili NpMKpac i3 3aCTOCYyBaHHAM anbTEPHATUBHUX
matepianis y 2000-2015-x pokax. TakMm YMHOM, po3raiagatoum TeHaeHUuUjii dopmyBaHHA 0bpasy 3a
paxyHOK maTepianis y npuKpacax novyatky XXI cTonitra, MM CNOCTEPIraEMO PiSHOMAHITHI XY,0KHbO-
06pasHi Ta KOMMNO3ULiHI BUPiLLEHHS, LLO BigobparkaloTb 0COBAMBOCTI TBOPYUOI AiSNIbHOCTI MUTLIB
Pi3HMX NOKONIHb i Pi3HUX HaNpPAMIB.
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XyodoxcHi ocobausocmi npukpac 8 Ykpaini noyamky XXI cmonimma. Konyenyii
gpopmomeopeHHs

Y cmammi suaeneHo meHOeHYii po3sumky mucmeumaea xyO0ox Hix NpuKpac 8 YKpaiHi 2000—
2015-x pokis. Ha npuknadi meopyocmi npogioHUX XYOOMCHUKI8 [MPOCMeXeHO OCHOBHI
KoHUenmyasnbHi 3acadu, crinbHi ma 8iOMiHHI pucu cy4acHo20 mucmeumaea rnpuxkpac. PoseasaHymo,
y 2000-x pokax, y cumyauii cycninbHo20 nioliomy, aKmusHO20 38°A3KY i3 3apybiXHUM MUCMeybKUM
cepedosuuwiem, y cy4acHe yKpaiHcbKe mucmeuymaeo npuliuiso Hoge MNOKOAIHHA, W0 aKmMyanisyeaso
Hosi 3acobu meop4yo2o BUPAMEHHS, M036assneHi ecmemuyHUX, MexXHIYHUX | mamepianbHux
obmexceHb.  [lpukpacu, BUKOHAHI 8 l8esnipHUX mexHIKax ma mamepianax, 3i crnpobamu
3acmocy8aHHA HempaduuiliHux mamepianie npoaHani3o8aHO HA MPUKAAdi Meopyocmi Cy4acHuUX
yKpaiHcokux mumyis: O. lsactomu, O. bylisioma, B. Kpoxmanioka, C. lepxcarHa, K. Kpasuyka, O.
Casuyk, M. Kozap, M. KomenoHuybkoi, 0. LapeHka ma iHwux. BucsimneHo ocobausocmi
popmMyBaHHA  cepedosuUWd  BUHUKHEHHA  MPUKPAC i3  30CMOCYBAHHAM  HEKOWMOBHUX
anbmepHaAmMuUBHUX Mamepianié — KOBAHO20 301134, MUMQAHY, HEPHABiOYOI cmasni, aaOMIHIlO,
6poH3U, MiOHO20 i cmaneso2o Opomy, haKmMypHuUX Nopi0 OepesuHU, KICMKU, CKAA, Kepamiku,
nAacmuky, akpusny, CUMiKoHy, MKAGHUH ma mamepianis, aKi 6yau y excumeky. [lpocmexiceHo 38'A30K
3acmocysaHHA HempaduyiliHux 014 rosenipcmea mamepianie 3 06pazomeopyum i deKopamueHo-
YIUMKosuM mucmeuymeom. Ha npuknadi meopyocmi malicmpie 2000-2015 pokis sussneHo
e80/110Uito hopM rnpuKpac — 8i0 KOMAeKkmis, NOOOUHOKUX NPUKPAC 00 CMBOpPeHHS Konekyil i cepili.
lpoaHaniz08aHO ABMOPCLKI ekcriepuMeHmu 3 mexHikamu, mamepianamu, (popMoro ma KOsbOPOM.
BucsimneHo meHOeHuii ¢opmysaHHa 06pazy ma HOBAMOPCbKUX KOMMO3UUiliHUX piweHb y
npukpacax. 3ibpaHo ma NPoOaHani308aHO Meop4i MemoouU i ABMOPCLKI KOHUenuii npedcmasHuUKig
H0B8020 MoKoniHHA mumuyig nodyamry XXl cmoaimma.
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Knrwuosi cnosa: mucmeuymeo  [MPuUKpPac, tosesipHe  Mucmeumeo, HEKOWMOBHI,
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BI3YA/IbHUM TEKCT ABO “C/IOBA HA BOI”: BIA, ®YTYPU3MY YEPE3 KOHKPETHY MOE3IO
[0 MEPEXXEBOI NITEPATYPU

AHeTa MoaHHa MaBnoBcKa

Visual text or "words-in-freedom" from Futurism through concrete poetry
to electronic literature.

Aneta Joanna Pawtowska

The aim of the article is to present the changes which the literary text with visual values is
subjected to. As the starting point of our intellectual considerations we chose the turning-point
between 19th and 20th century, when as a result of artistic actions of such avant-garde artists as
Guillaume Apollinaire, Stéphane Mallarmé, dramatic changes in the perception of the semantic
meaning of poety occurred, which brought about the situation in which the visual structure of the
text became quite essential. In the beginning of the 20th century the need for the necessary changes
within the scope of literature and visual arts, were noticed by such diverse artists connected with
Futurism, as Filippo Tommaso Marinetti, who advocated in his , one-day” publications and
manifestoes the slogans which were spelled out in various different languages parole in libertd —
with ,,words-in- freedom”. In Poland a similar role was played by such artists as Brunon Jasieriski
(1901-1938), Stanistaw Mtodozeniec (1895-1959), Alexander Watt (1900-1967), Anatol Stern (1899-
1968) and Tytus Czyzewski (1880-1945), who presented a multi-sensual reality, in the poetry with
,mechanical instinct”.

A vivid interest concerning the modern typography in the period which took place immediately
after the end of the First World War and during the interwar period of the Great Avant-Garde, was
shown by various artists who were closely related to Dadaism and the Polish art group called , a.r”.
Here a special mention is desrved by the pioneer accomplishments in the range of lettering craft and
the so-called ,functional printing” of the famous artist Wtadystaw Strzeminski (1893-1952).

The next essential moment in the development of the new approach to the synesthesia of the
printed text and fine arts is the period of the 1960s of the 20th century and the period of ,,concrete
poetry” (Eugen Gomringer, brothers Augusto and Haroldo de Campos from Brazil, Oyvind
Fahlstrém). In Poland, the undisputed leader of this movement was the artist Stanistaw Drozdz
(1939-2009), the originator of the so-called ,,conceptual-shapes”.

In the 21st century, the emanation of actions which endevour to join and link closely poetry
with visual arts is the electronic literature, referred to as digital or html. Artists associated with this
formation, usually produce their works only by means of a laptop or personal computer and with the
intention that the computer the main carrier / medium of their work. Among the creators of such
works of art, it is possibile to mention such authors of the young generation as Robert Szczerbiowski,
Radostaw Nowakowski, Stawomir Shuty.

Key words: avant-garde, futurism, visual arts, concrete poetry, electronic literature
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“Mucmeuymeo moHe 8 nasookKy cnis”
Pydonbgh AliHxelim

Bctyn

MeTa Ui€l cTaTTi — 3'AcyBaTM 3MiHW, AKi BiAOYAMCA 3@ OCTaHHI CTO POKIB y B3aEMMUHAX MiXK
NiTepaTypoto Ta ii CynyTHUKOM Bi3yaZlbHUM MUCTELTBOM. AAKe BidyanbHa fNiTepaTypa — Ue AyXkKe
LUMPOKNIM TEPMIH, AKUI OXONJHOE 3HAYHY KiNbKICTb TEKCTIB, aBTOPIB, MOTMBAL,IN, LLiNEM Ta eCTETUYHUX
nporpam. MpuKnaaun Takoi niTepaTypm 3yCTPivatoTbCA BXKE B aHTUYHOMY CBITi | Za@BHiN niTepaTypi; Big,
cepeaHboOBIYHUX iNOCTPOBAHMX MAHYCKpUNTiB Ao Tedii “beautiful book” y XIX ct. Y XX cronitTi
TMnorpadiyHe oPOPMIEHHA CTAN0 HE MEHLI BaX/MBUM, HiXK 3HAYEHHA CANiB, pUM i pUTMYy Yy
TpaamuiHin noesii. CboroaHi Bi3yasbHa AiTepaTypa acOLOETbCA TAKOX i3 HAWMHOBIWMMMU
NMUCbMEHHULIbKMMM NPaKTUKaMK, TaKUMU K nibepaTypa i rinepmegiiHa nitepaTypa.

[ocnigeHHA B3aemofii TeKCTy ¥ 06pa3oTBOPYOro MUCTELITBA PO3MOYaN MY3EMHUKK,
30Kpema fcs PeltHxapAT — opraHisaTopKa Bigomoi BucTaBku ,, Between Poetry and Painting” (“Mix
Moesieto i Manapcteom”), nposegeHoi B IHcTUTYTi CyyacHoro Mucteutsa B JToHAoHI y 1965 poui
(Reichardt 1965). /inwe B 70-Ti pokn XX cT. 3'ABMAMCA Npaui, NPUCBAYEHI KOHKPETHIN noesii,
aBTOpamu AKMX Bynu BYeHi 3i chepu ceMioTUKM Ta ecTeTUKM, TaKi AK Makc beHse ,Das Universum
der Zeichen: Essays Uber die Expansionen der Semiotik” (“BcecBsiT 03HaK: Hapucy NpPo Po3LWMNPEHHSA
cemiotukn”) (Bens 1983) um €sreH lompiHrep (Gomringer 1978). Y Monblwi AocnigyKeHHA
MUCTELLbKMX ABULL, AKI GYHKLiIOHYIOTb Ha MeXi liTepaTypu i manapcTea, 3'asunmnca B 80-Ti pokm XX
cT. Tpeba Bia3HaumTh y Ui cdepi npaui AHiHM BepuiHcbKoi ,Sztuka i ksigzka” (“MucteyTso i KHura”)
(Wiercinska 1986), a Takox MNboTpa PuncoHa ,Obraz stowa. Historia poezji wizualnej” (“O6pa3s
cnoBa. Ictopis Bi3yanbHoi noesii”) (Rypson 1989). ¥ XXI cToniTTi 3acnyroBytoTb Ha yBary npawi
AOCNIAHUKIB MeperKeBOi NiTepaTypu, AKa 3any4ae A0 cBoro obpasHoro ceiTy rpadiyHi 3Haku. Li
npobnaemun npeacrasneHi Ha nopTani e-nitepatypm (http://eliterature.org/people/ ), a TakoX icHye
6araTo iHTepHeT CTopiHOK, noB'a3aHux i3 Kopnopauieto Ha! Art! (http://ha.art.pl/) i )ypHanom
»Techteksty”, oe po3miweHi cepen 6aratbox iHWWX OPUTiIHANBHI TBOPW, NOB'A3aHI i3 KOHKPETHO
noesieto, Ta Nnepekaaam npaLb BUAATHUX TEOPETUKIB BidyanbHOi nitepatypu html (Hayles 2011).

dyTypUCTH, MOAEPHICTU Ta iX Nnoesin

MoyaTKOM enaTayKHUX eKNepuUMeHTIB 3i cnoBom 6yB GyTypmU3Mm, OAHAK iCTOPIA BXMBAHHA CNiB
He TiNbKKU AK byaiBenbHOro matepiany NitepaTypHUX TBOPIB, ane h eKCNnepmMMeHTYBaHHA 3 HUMU Y
Bi3ya/iIbHOMY NPocCTopi (a 4acTo i Ha piBHi 3BYKY) cArae KiHuA XIX cT. [lioHepaMu TakMX eKCnepumMeHTiB
MOXKHa BBakaTu Jlbtoica Keppona (1832-1898), CtedaHa Mannapme (1842-1898) Ta linbioma
Anonnidepa (1880-1918). OcTaHHil i3 MUTLB HalNOBHille BTi/IMB HOBAaTOPCTBO CBOEi KOHLEMLLi y
36ipui “Kanirpamu” (Calligrammes, 1918) B HaA3BMUYaNHO BULLYKAHUX FPpadiyHMX CTPYKTYpax?, B AKUX
TEKCT BiAA3EPKANIOETBCA B MNPOCTOPOBOMY YMNOPAAKYBaHHI PALKIB, LONOBHEHOMY HOBITHIM
HEPUMOBAHUM BiIbHMM Biplwem. TBOPYOCTiI yCiX BULLE HA3BaHUX MUTLIB NpUTaMaHHa nepexigHa
KOHCTPYKL,A BipLioBoi popmMu, iKa PYMHYE CKOCTEHINY iCTOPUUYHY CTPYKTYPY MOBMW, AOCTOCOBYOUM i
[0 Ha3piBatouMX CYCniNIbHO-KYAbTYPHUX 3MiH. [TpommncnoBa peBoaloLia i HAPOCTAHHA KaniTaniamy
3yMOBW/IN HACTyNn OAHOPIAHOCTI 1 MAcoBOCTI, @ TaKOXK chopmyBanm Ha novaTky XX cT. ocobnumse
cneundivyHe npeacTaBAeHHA €I peanbHOCTI.

Ly tBopi “Oow” (“Il Pleut”) AnonniHepa nokasaHo npoLec cnanBaHHA/cNaAaHHA NiTep AK Kpaneab BoAm no wubi.
[yxe uikaBa cyvacHa aHimaLia uboro Biplwa po3milieHa Ha CTOpPiHL,
http://www.eratiopostmodernpoetry.com/editor_II_Pleut.html [Pexum goctyny 20 rpyaHs 2018]
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Hansackpasilue, HanBMpasHille HeobXigHICTb 3MiH Yy LApPWHI niTepaTypu i 06pa3oTBOPUOro
MUCTELTBA NiAKPEecatoBaan MUTLi, NoB'A3aHi 3 ¢yTypuamom. BoHn Byam yytnmBuMmuM [0 eHeprii,
MiCTa, MaLlWNH, AEeKNAPYyBaIN CTBOPEHHA HOBOI MOBM, fIKa BiAKMAANA TPAANULiINHI B3ipLi Ta HOpMU.

Moga ix TBOpiB Oyna HafalWToOBaHA Ha MOETUKY

= Sl 3BYKY, @ He 3HayeHHA. HoBa  cTu/iCTMKa

%: '*@;"“at {};‘? 30cepenKyBanaca nepegycim Ha BigmoBi  Big

’iil-*";_'*_'i}gfe: “m NPUKMETHUKIB, MPUCAIBHMKIB, PO3AiN0BMX 3HaKIB,
fi g By s . " . .

A = 553 3anepeyeHHi TPAgMLIMHOIo NOPAAKY CNiB Y pevyeHHi Ta
0 R £ . . aee .

L8 b 3anpoBageHi Hosoi Tunorpadii. Ocobamse micue
‘?:;;"' HafaBanocA OHomaTonei, 3BYKOBIM iHCTPYMEHTOBL,
wlieg . .

_::_;:F?{,A”ﬂ}_“"r napoHomasii abo aHHOMIHaLii, KoTpi cTaBanu
Wg’&‘f ;'.,',3';‘: niTepaTypHMmM  BignosiAHWKamMu  06pa3oTBOPUMX

i e s 3acobis. Bxke B 1909 poui iTaniMcbKMn NoeT, AKUi

" s n . ..

e fut nucaB TaKoX | ¢paHuy3bKoo MmoBot, dininno

..

".":lr i Tommaso MapiHetti (1876-1944) i MOro 4ucneHHi
*'.. “| . . .
';,f;; K NOCNIAOBHMKN 3aZeKNapyBaiM B OAHOAHIBKAX i

[ MaHidpecTax racna pisHumu mosamu “parole in libertd”
“hay
g [ — ,cnoBa Ha Boai”. Taky Ha3sBy MaB MaHidecT
‘:4-"[7 Ferih BP'P"“"' MapiHetTi 3 1913 p., AKMIN NPOronowysas BuULLE
o

3ragaHi  BM3BOJIEHHA NiTepatypu 3 obmexeHb
e CTPYKTYpPU MOBM Ta iCHYKOYOI [pyKapcbKoi dopmu
g@(ﬁwﬂ{ﬁmm (MapiHetTi 1913). Toro K poKy MapiHeTTi BBiB 40
/’______‘_,-———x NiTepaTypHOro  KaHOHY MaTeMaTudHi  3HaKu i
CUHONTUYHI Tabauui “cnis Ha Boni”: ByksM i BUCNIOBM
6ynn po3masiboBaHi Ha CTOPIHLi PI3HUMM PO3MipaMM i
reomeTpuyHumm dopmamm. MOKHa CTBEPANKYBATH,
wo ¢ytypuctn, nos'asaHi 3i “cnoBamu Ha Boni”,
rapaHTyBanM HWU3bKY CUHTAKCUYHY | CEMAHTUYHY
nepeabayyBaHicTb, TOMY BiAKPWUAM  WAAX A0
“6e3npoBoaoBoi yasu”. KakodoHia 3BYKiB, €eHrapMOHiA NiTep, CKAAAIB i CNOBOCNONYYEHD — L
ronoBHi 3acobu ¢yTypucTUUHOI ¢aHTasii, sKka BigKMAana norivyHi cxemu, andasiTM, 4acosi Ta
NPOCTOPOBI 3B'A3KMN, NPUYMHHO-HACNIAKOBI 3B'A3KM, @ TAKOXK iMiTaLLito peanbHux asumwy, (Miczka 1994,
s. 78). Ik NncaB OAMH i3 eHTY3iacCTiB TaKOi XyA0XKHbOi GOPMYM 3 MiXKBOEHHOT A06M: ,,<<CnoBa Ha
BOJII>> MepefarnTb KOIbOPW, 3anaxu, ranac, 3ByKW, reOMETPUYHI Ta apUTMIiYHi popmm, puK 3BipiB,
FYPKIiT MOTOpIB, MOBHi apxai3amu, BapBapuamu, ek3oTnamu i Heonorismu! Cnosom sce! MucreubKa
nepemora <<c/iiB Ha BO/i>> noAinnna ictopito Ha ABi enoxu: enoxy fomepa Ta enoxy ¢ytypmusmy”
(Boyé 1926, s. 1).

[0 HalinoKa3oBilWMxX NPUKNaAiB BTINEHHA Ui€i igel HanexuTb Tom noesii camoro MapiHeTTi
»Zang Tumb Tumb” (1914), B AKOMY BU3BONEHY 3 YCiNAKUX 0OMeKeHb (32 BUHATKOM TPaaMLiNHOT
Oy[0BM KHUXKKM) TUNOrpadito MOXKHa BBaXKaTW MOBHOMPABHMM 3acobom BMpasy, a Camy KHUTY
OAHMM i3 BUAATHUX NPOSABIB XyAOXKHbOI TBOPYOCTI TUX POKIB, fIKa PO3LIMPIOBAAA PaMKU CyCMiIbHMUX
obmeKeHb i BCTAHOB/NIEHOrO NOPAAKY. 3anepeyeHHs TPagMLUIMHOTO CMHTAKCUCY, 3aNpoBagKeHHsA
HOBOI TMNorpagii, B AKiN ocobanBy ponb BigirpaBasa oHomaTones YW NapoHomasis, Mmanu CTaTu
NiTePaTypPHUM i XYAO0XKHIM BiANOBIAHUKOM 6yAeHHOCTI - , XyA0XHUKU-OYTYPUCTU 3aCTOCOBYBAIN
CMOTBOPEHI CKNaan AK eleMeHTH, AKi NnepeaaBany BpaXkeHHA Big 3BydaHHsA aobu” (Rypson 1989, s.
257). Hesabapom eKcnepnmeHTH 3 eleMeHTaMn MOBM XY A0XHbOI0 TBOPY Ta iX 3HaYeHHAMM i3 ITanii
nowmpuanca o Pocii, ge ix akTUYHO 3aCTOCOBYBAIM TaKi MUTL, AK Kasumunp Manesuy (1879-1935),
Benemup XnebHikos (1885-1922) i KopHilt YykoBcbkuin (1882-1969). Halibinblu cnekTakynapHUm

Guillaume Apollinaire, Calligrammes, wiersz
Cheval, 1918 (lFinbitom Anonnivep, Kasiepamu,
Bipw KiHb, 1918)
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NPUKNAAOM chiBnpaui noeta 3 Xy4OXHUKOM TOro nepiogy MOMKHa
BBa)KaTu TBip (paHLy3bKOro noeTa LWBENLAPCbKOTO MOXOAMKEHHS
bnesa CaHgpapa (1887-1961) nig Hassow ,[lpo3a npo
TpaHccnbipcbKnin ekcnpec i maneHbky dpaHuyeHky MaHHy” (La
Prose du Transsibérien et de la petite Jehanne de France). Mepwe
BMAAHHA noemn 6yno npointoctpoBaHe ¢paHLy3bKO ManApPKoo
YKpaiHCbKO-eBpelicbkoro noxoaskeHHa CoHeto [lenoHe (1885-1979) i
Buiwno B 1913 p. Haknagom 150 npumipHUMKIB, CTaBLIX NPABAMBOLO
ceHcauieto (Cendrars 2006, s. 299). KHura mana popmy rapmoHinku,
AKa CKnaganaca 3 ABaAuATM ABOX CErmeHTiB, byna nogineHa Ha ABi
KONOHKM O4HAKOBOT LUMPUHU. 3 NpaBoro 60Ky ABOXMETPOBOro apKyLla
pO3MiLLlyBaBCA BipLU, HAAPYKOBAHWUI ABAaHAALATbMA BUAAMM WPUPTIB,
a 3 niBoro 60Ky — KONbOPOBi MaNtOHKK. IHTEHLiA TBOPLIB NoAArana Ha
TOMY, WO6 YMTaHHA 0OMABOX YACTUH CTBOPEHOI KHUIM — TEKCTy M
obpasy — BiabyBanoca cmmynbTaHivyHO. Noesia, mantoHKM i byaosa
KHUXKW MOBMHHI OynM B3aEMHO [AOMNOBHIOBAaTUM OAHE OAHOrO,
doOpMYOUM HOBY MUCTELLbKY AKICTb. Ha *Kanb, Ni3HiWi BUAAHHA Noemmn
b6ynu Bxe Binbl TPagULUiIMHMMK 33 GOPMOID, TOMY BaXKKO Y LibOMY
BMMAZKy rOBOPUTU NPO TPUBANMUM 3B'A30K MiXK TEKCTOM i rpadiyHMMum
eNeMmeHTaMM YN KOHCTPYKLLIEID TOMY.

Yepes KinbKa pokKiB, i3 3anisHeHHAM O yTYpUCTUYHI iaei
nobpanuca  ao MNonbui, BuABAAloYM cebe NpoBOKaUiMHUMMU
MaHidectamm |  OYHTIBHMMM CKaHAanAbHMMKU 36ipkamn  noesii,
LinecnpAMOBaHO APaTyoUM MILLAHCbKOTO CrOXKMBaya HULLEHHAM
npasun opdorpadii Ta rpamatMKM, a TAKOXK  HE3BUYHUM
3aCTOCYBaHHAM rpadivyHMX enemeHTiB YM 6apBUCTOI KONIbOPUCTUKM
nanitypok. Y [onbli nepwmmmn 3axoniieHHA HOBOK Tunorpadieto
NpPOroaocuIn BpyHo  AceHcbkui  (1901-1938),  CraHicnas
MnopoxeHey, (1895-1959), AnekcaHaep Bat (1900-1967), AHaToNb
CtepH (1899-1968). Y ¢yTypUCTUYHMX OOHOAHIBKAxX 3'ABMaoCA
nepeTBopeHHA opdorpadii Ha doHeTnyHi 3anuck (,Hix y *Knsori. 2
oAHoAHiBKa yTypucTiB. BuaaHHA Hag3BuYaiHe”), akUeHTyBann Ha
poni putTMy i pum TeKcTy. I3 uUbOro nepiogy BapTO HaBecTu
MaHidpecTauiliHi KomeHTapi TuTyca YmkescbKkoro (1880-1945) 3 1921
p., fAKi Bigobpasuanca B Moro noesii, WO ManoBana CBIT
apXiTEKTOHIYHO, iHTEpMeaianbHO; Bi3yasIbHO-CNIBHO npeacTaBasna
6araTo3HayHy peanbHiCTb, a TaKOX B MNoe3ii nNpo “mexaHiyHuin
iHCTUHKT”, B AKIN NoeAHaHi npouecu 3i chepu bionorii Ta aBTOMaTUKN.
BiH nucaB: ,Cy4yacHa noesis mae cTBOpPUTU HOBY ocobamsy dopmy,
noaaTAnMBy [OAA CyvyaCHUX ANO4eNn, AKi  KafatoTb HEpPBOBMX,
CUHTETMYHUX 3BOpPYyLWEHb (...) MuTui 6yayTb AKHAMMEHLLe BXWMBATU
TeMaTUKM, i AKHanbinbwe KoHcTpytoBaTtn” (Pawlicka & Podgdrni 2012)
abo ,| ue cyyacHa noesisi, CUHTETUYHE MUCTELTBO /oanHU XX i XXI

Blaise Cendrars, Sonia Delaunay, La Prose du Transsibérien et de la petite
Jehanne de France, 1913 (bnes CaHgpap, CoHs [enoHe, [Ipo3a npo
TpaHccubipcobKuli ekcnipec i maneHoKy paHuyyceHKy HaHHy, 1913)
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ctonitta” (Pawlicka & Podgdrni 2012). YnxKeBCbKUIA, HE 3HAOUYM MPO TEXHOOTIYHI peBotoLji, AKi

MaJIM HaCTaTW Ha AEeCATb POKIB Mi3Hille, 3raaye Npo At anHy XXI CT., NpoBiWaoYm AiNCHICTb MOBHICTIO

3l0MiHOBaHY €NEeKTPOHHUMK Npuaagamu (i3 uMm Maemo cnpasy B nitepatypi HTML, npo saky

“TMmeTbca Aani). Moro Bipwi npo cneundiyHnii pUTM 3a0X04YIOTb CyYacHUX MUTLiB A0 LMdPOBUX

¢dopm. baraTouyTTeBICTb Ta BMNAAKOBICTb 3'ABAAETLCA B YMCNEHHMX TBOPAX, AKi HanucaHi B 1917-

1922 pokKax (,,0ui TMrpa”), matemaTuyHicTb B ,lloemi uncen”, nosToptoBaHicTb B ,My3uL,i 3 BikHA”,

CUMYANbTaHi3M ,,B rocnitani 6oxkeBinbHUX”, npocTopoBicTb B ,[IMHI 40 MalWWHK moro Tina” Ta

H6araTonNoLWMmHHIcTb y TBOpI ,,Hiu — geHb” (Sobieraj 2007, s. 179-180). BapTo goaaT, Wwo Bce Le
MOKHa 3p03yMiTK K 0cobnBYy many peanisauii HoBOi LMdPOBOI BEPCii TUX CAMUX NOEM.

BuHaxignmsicTio v KOMMNOHYBaHHi

daHTasiMHKMX  TUnorpadiyHux  cuctem i

BMHaMAEHHIO HOBMX dOpM eKcnpecii cnisuam

HOBITHOCTI AOPIBHIOBA/NINCA iPOHIYHI  chiBLi

Mechaniczny ogréd. Xaocy — fAafaicTi, AKi CKAa Aanu He MeHL

> MiXKHapoAHY CniNbHOTY. MpeacTaBHUKM LbOTo

Chail e PpyXy BMABMAM cebe AK B iHAMBIAYaNbHiN

TBOPYOCTi, TaK i B KONEKTUBHIN, FOJOBHUM

e Réta Hraiek YMHOM Ha CTOpPiHKax LIOPUXCbKOro 4aconucy
. “Napa” (,Dada”), pepaktopom sKoro 6yB

: PYMYHCbKMI noeT TpictaH Tuapa (1896-1963),

Lewkonja v ::EE%: a Takox ,,391”, wo BMAasaca y bapcenoHi, a
nisHiwe B LUiopuxy i [MMapumki icnaHCbKum

XyAOXKHUKOM @paHcicom [ikabia (obuasa

o Piwonja yaconucu suxogunm 3 1917 poky) (Richter

1983, s. 46-48; 116-120). He meHwWw

|| iHTpuryBann ¢opmoto 3anucy, a npu Lbomy

Rano o Rode 6ynn Haa3BuMualh BeceiMMM B MY3UYHOMY
mfr[’;'l ,:;L;ﬂ.::'l o BMKOHaHHIi 3anpeseHToBaHi Bneplue B 1916 p.
trawn sig Smisje sodice y Bigomomy Kabape BonbTep cMMynbTaHiYHI

dmieje slg i ia | mojn nadiiej )

noemwu cninbHOro astopcrea Tuapu, Mapcens
AHKO i Pixapaa Xtonb3eHbeka (Richter 1983, s.
42-46). MpocTip AisnbHOCTi  GyTypuUCTIB |
0a[QiCTIB OXOMNKMB YCHO MIXKBOEHHY EBpony
Tytus Czyzewski, Nie-dzier. Mechaniczny instynkt  (30Kkpema PymyHito, lOrocnasito, Fonnangio). Y
elektryczny, wiersz Mechaniczny ogrdd, 1922 (TUTyC  pisKBOEHHWIN nepios Benukoro AsaHrapay Ha
YmkeBcbkui, He-0eHb. MexaHiyHul enekmpuyHull 0CO6AMBY yBary 3acinyroByloTb MiOHEPCbKi
inemunkm, sipw Mexakiunuil cad, 1922) NOWYKN B HaANWCaHHi niTep i TakK 3BaHOMY
“¢yHKUiOHanbHOMY apyui” Bnaaucna Ba

CtwemiHcbKkoro (1893-1952):. Llen muTeub 6yB Nigepom NoabCbKOro aBaHrapA0BoOro yrpynoBaHHsA
»a.r.”, B sAKOMy HOBMI 06pa3 i HoBa noesia 6ynn B3aEMOAOMNOBHIOLYMMM YACTUHAMW OAHOTO
MMUCTELbKOrO ABULLA, CTAlOUM AXKEPEeSIOM HAaTXHEHHA 40 HOBMX Cy4aCHUX TMNorpadiyHUX noykis.
CTBOpPEHHA KHWKKW, B AKIN B6ynn 6 BMKOpUCTaHi 3acobu Bi3yanbHOro BM/MBY, HOBOI CUCTEMWU
AEeKNaMyBaHHA, CTBOPEHOT Nornsaom (3opom), 6yno BakAnBMm 3aBaaHHAM ana CTwemiHCbKoro.
BiH XOTiB MpPOTUCTaBMTM HOBY KOHUENUito TunorpadiyHoi cucTtemmn TPagUUIAHUM BUAAHHAM

L lHwi muTLj, AKi 3aiimannca nUTaHHAMM GYHKLiOHANbHOMO APYKY B MiXKBOEHHOMY ABaAUATUAITTI, ue Myctas Kayuic,
EHpiko MpamnoniHi, AnekcaHgep Poa4veHko, KcaHTi CxasiHcki, HOyct LWmiar, Kypt Cxsitrepc, leHpuk CrakeBcKi,
Bnagucnae CrwemiHcki, Jlagucnas CytHap, Meuncnas LLlyKka, Kapen Teiire, i Tcxixonba, (Kurc-Maj 2014).
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NOETUYHUX TBOPIB, AKI 0OMeXKyBanu Posib XYAOKHUKA A0 CTBOPEHHA AEKOPATUBHUX OPHAMEHTIB.
Ona uboro HamaraBcA B YEproBuMx JINCTaX MPUroTyBaTU i MEPEKOHATM NoeTa, AKUM i3 HUM
cnisnpautoBas, KOniaHa Mwunbocs, A0 3acTOCYBaHHA HOBATOPCbKUX pPilleHb, Wo 6a3yBannca Ha
“3opoBomy mucneHHi” (Turowski 1973, s. 227). Tak 6yan CKOMNOHOBAHI BipwWi, AKi BBIAWAK [0
36ipkuM noesii Mwuboca “3 MoHaa” (Z Ponad). CTwemiHCbKMIM 3anNponoHyBaB NOETOBI CKOHCTPYOBATH
BCi TBOpM “3a €guMHMM MacwTabom” (B3ipuem), nignopagKoBaHMM CUCTEMI BEPTUKANbHUX i
rOPU3OHTaNbHUX NiHiN “ogHiel ToBWMHKM 3 mm” (Turowski 1973, s. 227). BctaBnas BignoBigHO A0
OVHaAMiKM cniB TMNorpadivyHi 3HaKM, Bi3yanbHi CUFHAAN, EGUHUIA KOMNOHEHT TEKCTY, KPIiM roCTpmux
BMCTYNiB CKOMMNOHOBAHUX WPUOTIB - CTpOodM BipLua - Byn po3KnageHi 3rigHO BMILLEHUX Y HUX AYMOK
Ha pAf OKpemMux rpyn, NO3HAYEHWUX NiHIAMM, AKI KOHTPACTyBa/M PiSHUMKU BUAAMM MUCbMA i
Be/IMYMHOIO NiTep. KoHaeHcauia popmmn mana niacUANTM BMIilLEeHUI y HUX 3micT (Zagrodzki 2014, s.
32-49). MNpoTe geTanbHUIA aHaNi3 KOHUENUii XyA0KHUKA BUXOAUTb 338 TEMATUYHI MeXKi, 03HayeHi y
Ha3Bi HALWOI CTATTI.

KoHKpeTHa noesin

HapbaHHA enoxu mogepHismy HanepenoAHi [pyroi cBiTOBOI BiiHW CTBOPWAO BaKJAUBUM
byHAAMeHT s NoAanblioro aHanidy ¢OyHKUii cnoBa, AKMM oxouye ByB BUKOPWUCTAHWIA Yy ApYrii
NON0BMHI XX CT. y HOBOMY MUCTELbKOMY *KaHpi - KOHPKETHIM noesii. Llen Tepmin 3'asusca B 1955 p.,
KO/ ABOE MUTL,iB - WBenuapeub OireH lompiHrep i 6pasunneub Aeuio MNirHaTapi 3yctpinnca B Ynbmi

i HasBanM TepMiHOM ,KOHpKeTHa noesia” cBoi &
CMinbHi MpoekTU. BapTo BiA3HAuMTMM, WO TEPMiH et
,KOHKPeTHUIM”  noxoAuTb Big roasaHACbKOro e 1
XyZAoXKHWKa Teo BaH [ycbypra (1883-1931), KoTpuii ::-___
B »MaHidecri KOHKPEeTHOro Mmucreutsa” il | Aot
(“Manifesto of Concrete Art”, 1930) sigHic ii go = "’!-
MeTOAMUKMN ManﬂpCTBa, AKa nonArana  Ha : ."".Hﬁ ;“1
NpeAcTaB/ieHHI npeamMeTa BUHATKOBO /iMwe 3a PR OB
AOMOMOrold  reomeTpuyHmux Gopm, enemeHTiB - R
abCTpaKTHOro MMUCTELTBA | KOHCTPYKTUBI3MY. S - e -
Big 50-x pokiB XX cT. Tak HasuBaloTb - - - _
AiANbHICTb, CNPSAMOBAHY Ha BM3BOJIEHHS C/1I0Ba Big, - S “

-
30BHIWHIX YMHHMKIB i no3baBneHHA  1oro -
iHAMBIAYaNbHUX  KOHOTaUiK. Halsaxknmsiwmmm m

npeacTaBHUKaMU “KOHKpeTUcTn4Horo” pyxy m

> S
= = N
BBarKaloTbCcA (Kpim Bulle Ha3BaHux [ompiHrepa i " E
MirnaTapi) ween Oysid ®axascmpom (,MaHidect " . “ @
KOHKpeTHoT noesii”, 1953), a Takox ob'egHaHi B

rpyni HoiraHgpec 6patu Asrycto i Map onbao ae m E m__
Kamnoc 3 Bpasunii (,Plano-piloto para poesia ' -
concreta”, 1958). Bci BOHW aKUEHTYBa/M Ha TUX
CaMMX TONIOBHUX efleMeHTax: nitepa (oKkpemwuit
(oamH) 3HaK) i cnoBo, B iX ¢isuHOMY BUMIpI,
3Bi/IbHEHOMY He Ti/IbKM BiZ, MPaBWU/1 CUHTAKTUKU | CEMAHTUKK, ane 1 byab-AKoi pedepeHLiinHocTi.
Mopekyan 3'BAAnMCA i30/1bOBaHi 3BYy4aHHA, AK Yy BUNaaky ¢OHIYHOI noesii, AKy Ha3MBaau
“KOHKpeTHOo my3unkot” (Gtowinski 1998, s. 403). Cnupatoumch y cBoix maHidpectax Ha PpaHcya
Pabne, Keppona, Mannapme, KamiHrca, E3py [MayHaa, [Kemca [Kolica, KOHKPETUCTU
NOC/lyroByBaNCA NOHATTAM ,, KOHCTenauii cnis” (Gomringer 1978, p. 67), NiAKpecnoo4mn BaXKAUBICTb

Augusto de Campos, Olho por olho, 1964 (AsrycTto
ae Kamnoc, Oko 3a oko, 1964)
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4aconpPOCTOPOBOI OpraHi3aLii TEKCTY, AKMIA TBOPUTLCA 3a AONOMOroto ,cnis-npeameTis” (de Campos
1964). Nocunarumncb Ha HiIMELbKOro CEMIOTUKA, NMUCbMEHHMKA, TeopeTuKa KOHKpeTMamy MakKca
beHca (BeH3e), aKui nucas: ,MpeTbca NPO CTBOPeHHA rpyn CAiB, KOTPi CTaHOBAATb LLNICHUM
BepbanbHWU, BOKA/NIbHUI i Bi3yaNbHUIA NPOCTip OMNOBIAi, TPMBUMIPHE TiNO MOBW, AKE € HOCIEM
BNACHOro 0cob6/1MBOro KOHKPETHOrO ,,eCTeTUYHOro nepekasy (nocnaHHA)” (Bense 1980, s. 164).
HacTynHi aecatunitta — ue 4Yac CnpaBXHbOro TPiymdy KOHKPETHOI noesii, AKa cTana pyxom
Mi}KHapoAHOro macwTaby (TyT MOXHa Ha3BaTM TBOPYICTb xo4a 6 amepukaHkn Mapi EneH Conr,
woTtnaHaua Axa FamunbtoHa PiHnen, uneHis BigeHcbKoi rpynu, yexis Mipxu Konapxa i Eayapaa
OBuauka). Bapto 3ragatv Bucnie CraHicnasa [Apyxarka (1939-2009) — nonbCbKOro 3acHOBHMKA
LbOro pyxy?, KOTPWU1 BAANO OXapaKTepusyBaB MOro NnpeporaTmeu: ,,(...) KOHKpPeTHa noesia 3acHoBaHa
Ha i30/1ALii, aBTOHOMI3auii cnoBa. Bui3ontoBaHHA C/AOBa 3 MOBHOFO KOHTEKCTY, TaKOX MWOro
BMi30N0BaHHA 3 KOHTEKCTY N03aMOBHOI peanbHOCTI, Wob cnoBo Hibu came y cobi i ans cebe mano
3HayeHHA. B KOHKpeTHi noesii popma aeTepmiHyeTbCA 3micTOM, a 3micT dopmoto. TpagmuinHa
noesis onucye obpas. KoHKpeTHa noesia nuwe obpasom” (Drézdz 2009, s. 23). Y TaKOMY 3HAYEHHI
KOHKpEeTHa noesia — ue , TBOPYiCTb [AKa 3HaxoauTbcs - A.M.] mix noesieto i manapcteom” — Ak
cTBepaKyBanu B 1965 p. Ha3BOKO BMCTABKM il OpraHizatopm B NOHAOHCbKOMY IHCTUTYTI Cy4acHoro
MucTeurea (Gizycki 2002, s.121). fonoeHuM GyOiBENsHMM MaTepialoM TBOPIB LbOro pyxy CTaloTb
MOBHI 3HaKW, npocTip | konip (dapbu). Mucemo, AKe BHHOHYE HaMnpocTiwy ¢yHKuio dikcauii Ta
nepeaadl pisHoro BMAY TEHCTIB, HaOyeac y UbOMY 3IHAYEHHI HOBOI QYHKUIT: 3 iIHCTPYMEHTY CTae

e T — XYA0XHbO . CVI.pOBVIHOFO,
San: Al ML WA me= ik F 57 o CEMAHTUYHMM i  Bi3yaslbHUM
d ) rﬂ maTepianom (Havel 1995, s. 4;
I <mwo>m | 0 = 3 M Majewicz 2004, s. 2). 1o BUAATHMX
> 3 MmN N | > N d o 3 < @ xymoxHMKIB LBOro pyxy MoHa
BiaHectTh Teo BaH [ycbypra,
L - — jl. ZH o€ ea z 3 - P Makca binna abo iTaninuis,
o= v < p A y o d d = E z nosﬂslame i3 pyxom Movimento
;i per l'arte concreta (MAC) -
7 ) Eo» 8z NZ zZzP Y - ) y AtaHacio Congari, Finno Jopdnec,
W E < T | Y y I o ww E BpyHo MyHapi, TliaHHi MoHHe
JJ . (Caramel 1987).

SR = ~ ™ A AK B)Xe 3a3Havanoca, LApyKox
& 77 N Vi ~ i A Z NN ..
Hanexas [0 Teuyii, HaA3BaHOI

L > > A7 R - e = S Y . .
KOHKpeTHa noesiaz. OCKinbKn mas
Stanistaw Drézdz, Miedzy , 1977/2004, MOCAK, Krakéw (Ctanicnas  ifionoriyny OCBITY,
Apyak, Mis, 1977/2004, MOUAK, Kpakis) MATEMATUYHUI PO3YyM | BiguyTTA

rpadika-npoeKTyBabHUKA, TO
came MOro TBOPM [OOCKOHANO AEMOHCTPYIOTb nepexia-mexy “Mix noesielo i manapcrsom”.
XYAO0XKHUK, ONEPYOYM YOPHUMU NiTepamu, umdppamm, po3LiNoBUMM 3HAKAMM; ane TaKOoX LiaMmu
AiecnoBamu, NPUCIiBHMKaMM NepeTBoploBaB iX B camocTilHi Asuiia (byty), Ta HaBiTb y TPUBUMIPHI
$dopmmK, CTBOPHOIOYN NPOCTOPOBI iIHCTANALIT B NPUMILLEHHSAX rasnepei, 4yA0BUM NMPUKNAA0M TaKoro
apaHXXyBaHHA CNYXKUTb KOHCTPYKUiA “Mixc” (M iedzy) (1977/2004, MOCAK, Krakow). IHcTanauito

1 Cepep, iHWwMWX MUTLiB MOXHa Ha3saTh Map'aHa bouaHa i Jlewka LWapyry.

2 3 NONbCbKMX MUTLLIB BApPTO TaKOX Ha3BaTh Takux, AK 36irHes Makapesuy, bapbapa Kosnoscka, MaxeHa KociHcka,
BaHaa lonkoBcKa, Hatania J1/1, a TakoX AianbHiCTb MUTLIB, NoB'A3aHux 3i CTyaieto EmouiiHoi Komnosuu,ii (Studium
Kompozycji Emocjonalnej) (Dawidek-Gryglicka 2013).
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CTBOPIOE NYCTE 3aMKHYTE NpUMIiLLLeHHA po3mipammn 3 Ha 5 Ha 4,5 meTpu 3 BXO40M, PO3MILLLEHUM 3
niBoro 60Ky Ha 0AHIN 3i CTiH. BCi nnoWwMHK: CTiHK, nignora, ctens — 6ini i BKPUTI YOPHUMM NiTEpamK,
KOTPpi pi3KO BiATiHAOTLCA Big NiacBiYEHOro ACKpaBUMM BiMu namnamm AeHHoro cBitnia 1aa. Jlitepum
pPO3MilLLeHO B TFOPU3OHTANbHI Ta BepTUKaAbHI pPAAM TaKMM UYMHOM, WO Ha BCIX MOBEPXHAX
YTBOPIOETHCA PIBHOMIpHA CiTKa. 3HayHa ix YacTMHA NOBepHyTa Nig, NPAMUM KYTOM A0 BEPTUKANbHOI
abo ropunsoHTanbHoOiI oci. Cam niabip ocb Moxe cnoYaTKy BUAABaTUCA BUNAAKOBMM, OA4HAK BUOpaHi
TiNbKW Ti NiTepyn NaTMHCbKoro andasiTy, KOTpPi BXOAATb A0 CKnagy cnoBa “Mix”. AK cTBepAXKye
MUCTeLTBO3HaBeUb MoHiKa MankoBcbKa: “B pesynbTaTi yTBOopuaaca Kopobouka, B AKiM rnagay
BTpayaB No4yyTTa MacwTaby, HaNpPAMKiIB, BigAani. Ycim cBOimM ECTBOM BiH Ni3HaBaB CeHC ca10Ba “Mix””
(Matkowska 2010).

Tpannanocs Tak, wo Teopu ApyaxKa HabyBanun yeTsepToro BUMipy, ToT60 Yacy. NMpuKknagom
MOM)e CTaTW KOMNo3uuia, HassaHa ,Knencuapa”. Lle TunorpadiyHa noema, y sKild CTPyKTypa Ta
PO3Mip WpndTiB Hece 3micT. Y ubomy BMNaaky Popma nicoyHOro roaMHHMKa byna cknageHa 3i cnis
byne, €, 6yno. LleHTpanbHe CNOBO HAWMEHLLE; MUHYAMIKA 4Yac i MaWbyTHIM po3pocTaloTbca A0
NPOTUNEXHUX KPAIB, AK UMAIHAPKU B Knencuapi. Ha Taknx XKe 3acafax NoBCTaBanM iHWI Bisyanisau,ii
CniB. 3aBX AW PUTOPUYHI, BATPMMAHI B YOPHO-H6iI0OMYy KONbOPI, CMPOEKTOBaHI A0 MinimeTpa. Muteub
HaAaB im BnacHy Ha3By “npoektodopmun” (Drézdz 1968, s. 74).

30Bcim HOBi MOXKUBOCTI abo mepeXKeBa nitepartypa

HaHoBilWO emaHaljielo i, cnpsMOBaHMX Ha TiCHe MNOEAHAHHA noesii 3 Bi3ya/ibHUM
MWUCTELITBOM, € MEPEXKEBA NiTepaTypa (eneKkTpoHHa nitepatypa - electronic literature) (Hayles 2011),
AKy LWe HasmBaloTb undposoto (digital literature) abo html (Pawtowska & Wendorff 2017, s. 273-
289). | xou y MNonbli meperkeBa nitepatypa € BiAHOCHO HOBUM ABULLEM, TO NoYaTKaMun LUdpoBoi
noesii y cBiTi BBaxaeTbcAa 1959 pik, Konn Makc beHc (BeH3e) gopyumB cBOeEmy CTyaeHToBi Teo
JlyT30Bi 3anporpamyBaHHA MEPLIOr0 reHepaTopa A4/ BUMNAAKOBOrO CTBOPEHHA E€/1EKTPOHHUX
ob'ekTiB. Y [lMonbli pyx po3noyaBca 3 mucTelbkoi rpynu [MepdoKapTa, KOTpa 3ycTpinaca Ha
KOHcepBaTopiym 3 KibepHeTMKku B IHCTUTYTI Dinocodii YHiBepcuTeTy imeHi Agama Miuykesuya B
Mo3sHaHi B 2005 p. (Pawtowska & Wendorff 2017). B mepexi icHytoTb pi3Hi Bapiauji Toro suay
NiTepaTypu: rinepTekcTyasbHUIM poMaH, MepeKeBuUi pomaH, ,interactive fiction”, nokauinni
Hapauii, Koaosi TBopu (ang. codework), reHepaTUBHe MUCTeUTBO (ang. generative art) i pnewosa
noesis (ang. flash poety), AKi }XOAHUM YNHOM HE BUYEPNYIOTb YCiX 6araTMx *),KaHPOBUX MOXKIMUBOCTEM
MepeXKeBoi NiTepaTtypn, NpoTe BKa3ylTb Ha Pi3HOMAHITHICTb iCHyOUMX $OPM, Ha CKAAAHICTb
3B'A3KIB, fAKi MOCTAlOTb MiX APYKOM Ta UMPPOBOIO NiTepaTypolo, a TaKOX Ha LUMPOKUIN CNekTp
€CTeTMYHMX CTPATEril, AKi MOXHA 3aCTOCyBaTM Ha LbOMY TPyHTI. Lle BUA y NeBHOMY CEHCi 30BCim
HOBMX TBOPIB NiTepaTypun LMdpoBoro noxogxeHHs (ang. born-digital), cTBOpeHUX 33 4ONOMOTOH
Komn'toTepa i B HbOMYy X (HaluacTiwe) npoynTaHuMx. A nNpu UbOMY TBOPU ,3 ACKPABUMMU
NiTEPaTYpPHUMM PUCAMK, A TAKOXK 3 BUKOPMUCTAHHAM MOXKAMBOCTEN | KOHTEKCTIB, AKi Hajae
CTallioHapHMIA 4Kn nig'egHaHMit oo mepeski komn'totep” (Hayles 2011). Tsopui uboro Buay
NiTepaTypu nepennitaloTb €/IeMeHTU POMaHHI 3 efeMeHTaMKu Tpu, IHTepPaKTUBHY iKLito
NMOLWMPIOIOTL 3@ 40N OMOFOK NPUTaMaHHOrO ANiTepaTypi penepTtyapy, AOMNOBHEHOr0 HU3KOK
TeXHIYHUX NpUMoMmiB rpadiku Ta aHimallii, B 3py4Huit cnocib nepedopmoBytoum TpaanuLiliHi onosigHi
TEXHiKW. B unx yacTo HaZ3BMYalM PiISHOMAHITHUX 3 TOUYKM 30py 0OPa3iB TBOPAX HEPIAKO enemMeHTH
KOMMO3WULLT 3a/1MLLIAI0TLCA INLLE Ha PiBHI CUHTAaKCUYHUX KOHCTPYKLLN, @ 3Ha4YHO 36aravyoTbCs Toa,
KoK cnokmead (rnagay abo umTad) 3axoye ix NOEAHATU i 3iHTepnpeTyBaTH. 3acHOBaHa B YuKaro y
1999 p. opranisauia Electronic Literature Organization (ELO) npomye i niaTpumye muTuis,
noB'A3aHunX i3 UMM pyxom, Takux Ak Cepxk bywapnoH, XeneH byprkecc, aH XammiHr, JleoHapgo
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dnopec, AxelicoH HenbcoH, AHacTacia Cantep (HaBoAMMO NULLIE KifbKa), AKi POpMYyIOTb B Pi3HUX
KYTOUYKax 3eMHOI Kyni e-nitepatypy.

Katarzyna Bazarnik i Zenon Fajfer, Oka-leczenie, 2010 (KaTaxkuHa ba3apHik i 3eHoH ®aiidep, Oka-nikysaHHA, 2010)

Y nonbcbKin undposin nitepatypi XXI €T. 3'aBUAKCA TaKi TEPMiHW, AK ,NiTepHeT” Exxn Abnesunya
Ta ,e-nibepatypa” Mapiywa [icapcbkoro. JliTepHeT - ue 3AUTTA CAiB fiTepaTypa Ta iHTEpHeT,
OXOMJIH0E TAaKOXK ,,iTepaTypy B mepexi”, To6To auritanisoBaHy nitepatypy, AK i TaKoX ,fiTepaTypy
Mmepexi”’, To6To undposy nitepaTypy. Hatomicte E-nimepamypa — ue TEPMiH, AKUIA BUTIKAE i3
KoHUenuii nitepatypu, nponaroBaHoi KaTaxknHoto basapHik i 3eHoHom Paiidepom. [o nibepatypu
(Bia, naTMHCBKOTO liber — ‘KHUXKKA', ‘BiNIbHWUI’) BiAHOCMMO TBOPM, B IKUX OMOBiAb HE OOMEKYETbCA
Nnwe BepbanbHo chepoto, TBOPU, B AKMX aBTOP FOBOPUTL YCiED KHMKKOLO: Ti popmoto, byaosoto,
cnocobom 3anucy TEKCTY, Hanp. Oka-leczenie basapHuk i dandepa
(https://www.youtube.com/watch?v=gsDdj4doFBFc&feature=youtu.be). E-nibepamypa — ue
NiTepatypa, AKa QYHKUIOHYE B iHTepHeTi, TO6TO Taka, ANA AKOI BipTya/lbHMA NPOCTip, Ae BOHa
cbopmoBaHa, CTAaE KOHCTUTYTUBHMM enemMeHToOM, Hanp. Koniec Swiata wedfug Emeryka PapocnaBsa
HosakoBcbKkoro (2004) (Bromboszcz 2011, s. 64).

3 iHWKX niTepaTypHUX Gopm 3acnyroBye Ha yBary collaborative fiction/writing - nonynapHa Ha
iHTepHeT-popymax rpa 3i CNOBOM, CyTb AKOI MONATae y AONUCYBaHHI 4eprosux cnis/peyeHb A0
TEeKCTy, CTBOpeHoro nonepegHukamu. Hanp. ,KopoTtka ictopia IBoHn Tpamn” KpuctuHn Kodtu
(2000/2001) abo ,Pik 6e3 cemu xeunuH” (2001) €xxkm Ninbxa. MNpoeKkTn nepenbavann akTUBHY
CNiBYyYacCTb iHTEPHET-KOPUCTYBAYIB Y MNOABI HACTYMHUX YaCTUH TBOPY, PO3BUTKY OKPEMMX CHOXKETIB UM
dopMyBaHHIO nocrtatel ronosHux repois (Pawtowska & Wendorff 2017, s. 281-282). 3'asnaoTbesA
TAKOM UYMCNEHHI rinepTekcTn (TepmiH, 3acHoBaHui Tegom HenbcoHom B 1965 p.), Npo TeKcT,
po3AifeHnit Ha ¢dparmeHTH, KOTPi pPi3HMMKM crocobammn MNOEAHAHI MidK CODOK Pi3HOMAHITHUMMU
nocMNaHHAMMK. X aneropuyHa, HeniHeapHa | HeceKBeHLiliHa OpraHisalia [JaHUX [A03BONAE
CNOXKMBAYeBi CTBOPIOBATU BJIACHI i 3aBXAM HOBI iHTepnpeTauii, BTI/IIOIOUYM KOHLEMNLiO BiAKPUTOrO
TBOpPY EKO (iT. opera perta). NopAg, i3 Knacukamu xKaHpy Takumm, sk Mixaenb [xolic, Mapk AMepika,
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Ctioapt Myntpon, um LWenni [OKeKCOH, MOKHa Ha3BaTW LiKaBUX MOMbCbKMX MUTLiIB: PobepT
LLlepbboBcbkuit, Pagocnas HosakoBcbkuin, Cnasomip Cxytu (Orzet 2011).

BUCHOBKM

MiacymoBytouM po3aymun Hazg €BOJIOLEID 3B'A3KIB MiX C/l0BOM i BisyanbHMM o6pasom
YNPOAOBX OCTAaHHIX CTa POKiB, CMNOCTEPIraEMo, WO TeHAEeHLiA A0 iX NOEAHAHHA TiIbKU 3pOCTaE.
CeiToBa niTepaTtypa npoiiwna fOBrMin WAAX, KOTPMM Ha 3nami XIX i XX cToNiTb cArHyB KynbMiHaLii B
cnpobi BU3BOIEHHSA i3 CEMAaHTUYHOI KOHBEHLLii C/liB | NOLWYKY HOBMX MOETUYHMX i Bi3yanbHUX pilLeHb.
Bupasn nepectanun posrnagaTnUca nuwe AK eNleMeHT PeyYeHHs, a Nno4vanu cnpunmaTuca, AK
CaMOCTIMHI ABMWA, AKi cTaBanu obpasamu. by BigKpuTi wnaxm go npob Ta eKcnepuMeHTIB 3
pagKkamu, cnosamu i Tunorpadieto. Y 1950-60 poKax Ui TeHAEHLIT CNpUAAN NOABI CNOHTAHIYHUX
E€KCMEePUMEHTIB i3 Bi3ya/IbHOK i KOHKPETHOI MNOE3i€l0, AKi pO3N0oYannca manxe B YCbOMY CBITi.
HacTynHum Kpokom Byna meperkeBa niTepaTypa, AKa 3acTocyBana y cBoilt aianbHocTi mosy HTML,
cepeposuuie World Wide Web, iHTepHeT 6pay3epu, a gani 3aBAAKM NOABI iIHCTPYMEHTIB NOLUYKY
iHpopMmaLii 3'asunnca cuctemmn Web 2.0, couianbHi nopTanu i couianbHi Mepexi, axk 40 HalMHOBILLMX
KoHUenui iHpopmauiiHux xmap. MuTui cTBopman 6esnocepeHin KOHTEKCT ANA Pi3HOMAHITHOI
TBOPYOIi AiANbHOCTI 3 BUKOPUCTAHHAM LUNMPPOBUX TEXHOJONiN, B AKOMY HeNiHIMHA | HeCeKBeHLiMHa
OpraHis3auis gaHMX [03BOJIAE KOXHOMY 4yMTayeBi cniBTBOpPUTM 06pasun, 3aHypeHi B niTepaTtypy.
BisyasibHe TpaKTyBaHHA TEKCTYy NPU3BOAUTbL A0 TOro, WO MOBHI efeMeHTU LWopasy uacTiwe
CYynpoOBOAKYIOTb FpadiuHi enemeHTH, AK CTaTWUYHI, TaK i AWMHAMIYHI, Ue 3yMOB/IOE Te, WO B
CyCniNbHOMY MPOCTOpPi WOpa3y BaxKye 3HAUTWU TaKi NOBIAOMAEHHA, AKi obmexkyBanuca 6 nuuwe
NMMCbMOBUMM 3HAKAMUN. HEMOXKAMBO 3anepeyumnTy, Lo MeXKa MiXK TUM, LLLO € MOBA, | TUM, LLO € 06pas3,
cTa€e Bce Binbll PO3MUTOLO, A B AEAKMX BUNAAKAX HABITb 3HUKAE.
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BizyanbHuili mekcm abo “cnoea Ha 8oi”: 8id pymypusmy yepe3 KOHKpemHy noesiro
00 mepexcesoi nimepamypu

Mema cmammi — nokaszamu 3MmiHU, AKi 8i0bysarombca 8 AimepamypHOMy mekcmi  nio
8M/UBOM 8i3yasnbHO20 MUucmeymasa. loyamkom aHanizy 83amo nozpaHuyysa XIX i XX cm., Koau nid
8nausom asaHaapdHux mumuie linslioma AnonniHepa i CmegaHa Mannapme 8i0byauca 3miHu y
cnpuliHammi cemMaHmMuU4YHo20 3HA4YeHHSA roesii, wo npuseesno 00 3POCMAHHA pPoni 8i3yasnbHOI
cmpykmypu mexkcmy. Ha noyamky XX cm. HeobxiOHicme 3MiH y cehepi nimepamypu i
obpazomeopyo2o0 mucmeumea 8i03Ha4anAU MUMUYi, N08'A3aHi 3 hymypusmom, makKi aKk @ininno
Tommazo MapiHemmi, akuli npoeosocus y ,,00HOOHIBKAx” i MaHighecmax pi3HUMU MOBAMU 2aC/10
parole in libertd — “cnosa Ha eoni”. Y Monbwi maky pone sidiepanu bpyHo AceHcoKuli (1901-1938),
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CmarHicnas MnodoxceHey (1895-1959), AnekcaHdep Bam (1900-1967), AHamonb CmepH (1899-
1968) ma Tumyc Yuxcescokuli (1880—-1945), akuli npedcmasus 6a2amo3Ha4YHy peanbHicme 8 noesii
npo ,MexaHiyHuli iHcmuHkm”,

3ayikasneHHA HOBIMHbOWO murnozpacgieto euasaanu nicna [llepwoi ceimosoi giliHu | 8
Mix80€eHHUU nepiod Benukozo AsaHaapdy mumuyi, nos'a3aHi 3 0a0ai3MOM i MOMLCLKO 2pyrnoo
,a.r’”. Tym Ha ocobnausy ysazy 3acny208yome MioOHePCbKi MOWYKU 8 cghepi BUKOPUCMAHHI wpugpmis
i ,,@byHKUioHanbHO20 OpyKy” Bnaducanasa CmuemiHcbKozao (1893-1952).

HacmynHum saxcaugum emanom y po3sumky Ho8020 nidxody 00 cuHecmesii mekcmy i o6pa3sy
6ynu 60-mi poku XX cm. i ,,KoHKpemHa noesis” (EszeH ompiHeep, 6pamu As2ycmo i [aponedo Oe
Kamnoc 3 bpa3sunii, Oysig Paxnbctpom). ¥ Monsw,i 6e3nepeyHum nidepom ubozo pyxy € CmaHricnaas
Apyrcox (1939-2009), akuli cmeopus mak 38aHi ,,npoekmogopmu”. ¥ XXI cm. emaHayia micHozo
MOEOHAHHA noesii 3 06pazomeop4yum mucmeymeom — ye Mmepexcesa aimepamypa abo electronic
literature, HazeaHa makox yugposoro, 4u html. Mumuyi uiei eeHepauii nuwymes meopu i3
30CMoOCy8aHHAM Komm'tomepa i 3 MPU3HAYeHHAM Kom'lomepa 20/108HUM HOCIEM/Mediymom ix
meopie. Ceped asmopie MOMHA HA38aMU MUCbMEHHUKI8 MO0a100020 MOKOAIHHA Pobepma
LLlepbboBcbKo20, Padocnasa Hosakoscbkoeo, Caagomupa Cxymu.

Knwouosi cnoea: asaHzapd, ymypusm, 8i3yasnbHe MUCMEYmMeo, KOHKpemHa Moes3is,
mepexcesa nimepamypa

AHema HoaHHa Maenoecka, dokmop 2abinimosaHuli, npogecop, IHcmumym icmopii mucmeuyms
J1o03bKo20 yHigepcumemy (lMonbwa)

Aneta Joanna Pawfowska, Dr.Hab., Professor, Instytut Historii Sztuki Uniwersytetu
todzkiego (Poland)
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SURVEYS AND REVIEWS

KPUTUKA MINIMA: IK NOZONATU B COBI ETUMHE
PELLEH3IAl HA KHUTY «LUTYYHI NEKNA. MAPTULIMMATOPHE MUCTELTBO TA MONITUKA
rNAAALITBA» KNEP BILLION

AHHa Kanyrep

Criticism minima: how to overcome ethical in yourself
Book review: Claire Bishop. Artificial Hells: Participatory Art and the Politics of Spectatorship.
London: Verso, 2012. (ISBN 9781844676903)

Anna Kaluher

This review is an attempt of a critical generalization of the first monograph devoted to the
phenomenon of Participatory Art — «Artificial Hells: Participatory Art and the Politics of
Spectatorship» by Claire Bishop. Author focuses on the problems of the binary of active and passive
viewing, art after a «Social turn», the concept of ethics and the phenomenon of theatricalization in
contemporary art.

«lTyyHi nekna. lMapTvumnatopHe MMUCTEUTBO Ta NOAITMKA raagaurtsa» Knep biwon -
CBOEpPiAHA KHMIA NpMKNaais mucteuTsa XX CToNiTTA nicaa couianbHoro noBopoTy. Lle Buasnse cebe
B)e Ha piBHi HOBOBBEAEHOrO TEPMIiHY «MapTULMNATOPHE MUCTELITBOY», AKE PO3YMIETLCA aBTOPKOKO
AK BTiNEHHA (EeHOMEHY «3a/y4yeHOCTi» rnagada A0 CTBOPEHHA MUCTEUDBKOI Aii, AKMN B mexax
Cy4YaCcHOro mucreuTsa HabyB LiIKOM HOBOrO i HEOYiKyBaHOro 3HaAYeHHS — C/I0OBHUKa CoOLianbHOI
opraHisauii Ta mogenein gemokparii.

BignoBiaHo, nepen Hamu BUHMKAE AOCNIAXKEHHSA, fAKe anpiopi no3baBneHe HaBiTb HaTAKY Ha
«MeTOA0/IOTIYHY LUHOT/MBICTb», Tak AK MNOEAHYE (3 nornaay YKPaiHCbKOI FYMaHiTapuUCTUKM)
HEeNnoeAHyYBaHe: MOANITUYHY ¢inocodito, MNO3UTMBICTCbKY COLONOrIlO, icTOpito TeaTpy, Teopito
nepdopmaHcy, KyAbTYpHY MOANITUKY Ta ypbaHicTuKy. OaHak B MoHorpadii biwon Bce ue
OPraHi30BYETbCA B EANHY NOTIYHY HAapPaTUBHY NiHIO «COLiaNbHOrO NOBOPOTYY, O HACNpPaBAi ABNAE
06010 04HY 3 FO/IOBHUX CKNAAHOCTEN, 3 AKMMMN MOXKYTb 3iLUTOBXHYTUCA iICTOPUKM MUCTELTBA i apT-
KPUTUKK, OCKiNIbKM 3aBAAKM LLbOMY BOHM OMMHAKOTBCA Y 3HAYHO 6inbl pPO3WMPEHOMY MO
MUCTeUTBa. AgrKe NapTMUMNATOPHICTb — HE CTiINbKWU NMPO Aii CyTO COLiaNIbHOro XapakTepy, ogHakK i
CMMBOIIYHOIO TaKOMX. 3peLwToro, MO3UTUBICTCbKA COLLIONOrA Tak CamMO KOPWUCHA AnA aHanisy
MMUCTEeLTBa fK | abCTPaKTHI cyaxeHHA 3i cdepu nonitnyHoi dinocodii. Ta 1 3 ANCUUNNIHAPHOT TOUKN
30py aHani3 TaKoro MUCTELTBA BUMYLUEHUA BUKOPUCTOBYBATM MOHATTA, fKi Binbll aKTUMBHO
3aCTOCOBYIOTbCA B HayKax MPO CYCNiNbCTBO, HiXX B HayKax Npo AOAWHY AK TaKy, Hanpukaaa:
«CYCMINbHICTb», KCYCMiIbCTBOY», KAr€HTHICTbY, «COLia/ibHa 3a/ly4eHICTb».

Came uelt MOMEHT MM MAEMO BPaxoOBYBaTW, FTOBOPAYM MPO COLiabHUI NEPEBOPOT, TaK AK Ha
LbOMY METOA0/I0TYHOMY PiBHI MAETbCA NPO TeaTpasilalito came CoLia/IbHOI CK/1a40BOi MUCTELTBa,
LLLO peani3oBYETLCA | HA TEPMIHOAOTNIYHOMY PiBHI TAKOMXK.

Knep biwon nponoHye [0 yBarnm 4uTadiB PO3pi3HEHi rpynn MUCTEUbKUX MNPOEKTIB, AKi
HaMbiNbW NOBHO MOXYTb CBiAYMTM NPO LI 3MiHY, TOMY CaMe PO3Pi3HEHICTb — r0JIOBHE CNOBO,
Nno3asK KHura 6inbw Haragye 36ipHUK eceicTMKKM, Habip imnynbciB, sKi NpoTArom Mmucteubkoro XX
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CTONITTA Mann MicLLe B icTopii. Ale OCHOBHUM iMNy/1bC — Yy NPONO3ULiT pO3ria4aTh iCTOpito MUCTeLTBa
XX cToniTTA Yepes npM3My TeaTpy, a He XKMBONUCY i peai-menay (AK, HaNpuKNag, y KHurax Kpayc,
Bya, Byxno i we opHiei HewoaaBHo onybnikoBaHoi KHUrM doctepa «Mucteutso 3 1900 poky»).
AmKe i Te, | iHWe — npouecyanbHU A0CBIA IHCTUTYLiIMHMX CTOCYHKIB BCEpeanHi apT-pUHKY, AKUI
ONUPAETLCA Ha iHTEPCYD EKTUBHY B3aEMoOAito, i 6arato B YoMy — 3/IMBAETLCA B EAMHUIA NpoLec 3
TeaTpom i neppopmaHcom.

OAHUM 3 HaNBINbLWNX AOCATHEHb L€l KHUMM B TOMY, LLLO BOHA NPONOHYE PO3LWIMPEHNI aHanNi3
PyXy KOM’IOHITi-apT, AKe Npe3eHTyBan0oCcA NepLl BCbOro Ha pPiBHi onucy aisnbHocTi Artist Placement
Group Ta napTiyMnaTopHMx akuii Groupe de Recherche d’Art Visuel Ta aHapxiYHO-epOTM30BaHUX
xeneHiHris aH-Kaka J/lebena. biwon pobUTb OCHOBHY CTaBKY CaMe Ha NPOBOKATUBHE NOEAHAHHA
TOrO, WO iCTOPMKN MUCTELTBA 3a3BMYAN OMUHANMU, CIUCYIOYN Lii PEHOMEHW A0 PiBHA NONYNICTCbKUX
NONITUYHUX XKecTiB. TakKMMK, HaNPUKNAL, € MacoBi BUCTaBn EBpeiHoBa «liMH 3BiNbHEHOI npaui»,
«bnokaga Pocii» Ta «B3atta 3umoBoro nanauy» 1920-1921 pokis, B AKMX XOY i JOKYMEHTANbHO,
OAHaK 3 HanexHum nadocom Ta ApamMaTypriyHMM aKUEHTYBaHHAM, BiATBOPIOBAAN HeLw0AaBHI
iCTOpPMYHI NoAji, 3MiCT AKMX 3p03yMiNo BXKe 3 camux Ha3Be BMcTaB. LlikaBo, wo noaibHi BuctaBu 6ynu
po3paxoBaHi Ha edeKT «NOoCTINHO TPMBAKOYOro iAEONOrNYHOIO CNEKTaKAl», iIMepCUMBHOrO,
3MYLUYIOYOro NigKOpPBATMUCA CBOIM BOJi. TeaTp MaB CTaTM NPOTOTUNOM iCTOPUYHOI MONITUKM | HE Ha
AOBIUIM Yac Momy Le AiMCHO BAAN0CA 3p06UTH.

AKe NapTMUMNAaTOpHE MUCTELTBO YMOXKIUBAKOETLCA Came To4i, KO/ «TeaTp BUXOAMTb Ha
BY/IMLIIO», KoM BigbyBatoTbcA rnobanbHi OHOBMEHHA iCTOpPIi, 371aMK 4Yacy: 3MiHM MNONITUYHUX
peXXnmiB, NOBCTaHHSA Ta peBoitouii. Came Tomy aBTOpKa POKYCYETbCA B Nepluy Yyepry Ha 1917, 1968,
1989 pokax. Y KOXHOMY 3 HUX NApPTULMNATOPHE MUCTELTBO HibK HaHOBO cebe NepeBUHAXOAMNO,
CniBBiAHOCAYMCH 3 NOTIKOK MONITUYHOrO MOMEHTY. TaKi iICTOPUYHI NoAil cTaBanu NPUYNHOKO NOABU
HOBOI rNAZALBKOI Ky/NbTypu: HanpaBAeHOI NPOTM MNACMBHOCTI Mac, NAapani3oBaHMX CMeKTaknem
Cy4aCHOTO XXUTTA. [HaKLWwe Kaxy4un, Togi, KOn TeaTp BUXOAUTb 32 MeXi CTiH cBoro 6esnocepeaHboro
BUPOOHWNLTBA, TeaTpanisyeTbca abcoNOTHO BCe: AK NO3ULA rnshada, Tak i came NOHATTA MUCTELbKOI
nogii. 3aBAAKN LbOMY YTBOPIOETLCA KONEKTUBHMIN NPOCTIP COLLiaNbHOI 3a/1y4EeHOCTI.

MigTBEPAXKEHHAM LbOMY € KAKOYOBI TeaTpasbHi KOHUENTWU, TaKi AK «KONEKTUBHICTb i
Konabopauia», AKi Ha PiBHI 3 «yTOMIEO» Ta «PEBONIOLLIEIOY BXKE KiZlbKa AECATUANITb HaNexXaTb 40
NOCTIMHUX NePeaoBUX CIOXKETIB Cy4aCHUX BUCTAaBOK. AfXKe LLLO SiBASE COOO0I0 CbOroAHilLHI aBaHrapAa;
XYAOXHUKM  BUNPALbOBYIOTb  «COUianbHi  CcUTyauii» AK 4YacTMHY AemaTepianizoBaHoro,
AHTUPWUHKOBOTO, MOANITUYHO aHraXOBAHOTrO MPOEKTY, AKUM YMM Aani, TUM BCE iHTEHCUBHiWe
ONEMOHCTPYE HOBMMA BUMIP «MOAM Ha aBaHrapA», a came peanisauii ycTpeMANiHHA 3pobutn
MWCTELTBO HEBiA EMHOI YaCTUHOK NOBYTOBOrO KUTTA.

| B Ui cMCTEMi €TUKA BXKe He MAE XOAHOTrO 3HAYEHHA, @ Came MUCTELTBO PO3yMIETbCA AK
NpaKTMKa, AKa NOCTIAHO CTaBUTb Mif, CYMHIB CUCTEMM LLiHHOCTEN — B TOMY YMC/li | MOPa/ibHi cUCTEMM,
TOMY Lie CKopille HanpaBAeHHS Ha BUMHANAEHHS HOBUX MOB penpe3eHTauii i KPUTUKM colianbHUX
npoTupiyb. Mo3a TMM uUe i NiagTPMMKa pedopMyBaHHA CYCRIIbHUX iHCTUTYTIB: MapTULMNATOPHE
MUCTELTBO He € NPUBINErinoBaHMM MONITUYHUM IHCTPYMEHTOM, TaK CaMO AK | He € roToBuMm
PiLLEHHAM ANA «CYCNiNbCTBA CMeKTakNto». BoHO HecTabinbHe y CBOEMY BM3HAY€HHi, BNacHe, AK i
camMa ZleMoKparTia, ajKe i Te, i iHWe He NeriTMmMi3oBYETbCS aBaHCOM, a noTpebye B nocTinHomy
nepesTi/IEHHI | NepeBipLi Y KOXXHOMY HOBOABIEHOMY KOHTEKCTI. TyT Ay»XKe BAaNOt0 € AymKa [llitepa
OcbopHa: «3 ToukM 30py biwon, MUCTEeUTBO MOXe CTaTU JIEFNITUMHO «MNONITUYHUMY», SIKLLO BOHO
34aTHE BUABNATU MEXKIi i NPOTUPIYYA CamMOoro NoniTMYHOIo AMUCKYpPCY, OA4HaK 3 BiACTOPOHEHOI No3mnuii
XYOOXXHUKa». Lle BMABNAEHHA | HaMOAAraHHA Ha NPUHUMMOBIA HENPaBUAbHOCTI OTOYYHOUYMUX
COoLia/IbHMUX, EKOHOMIYHWUX Ta MONITUYHUX YMOB ABNAE COBOIO peasibHy i B TOW e Yac TpariyHy Bnaay
MUCTELTBA, aAKe BOHA 0OMEXKYETbCA Cnpobammn KPUTUKM KOHBEHLINHMX popm penpeseHTau,ii Ta
ineHTMHYHocTi. CKenTMYHa AMCTaHuia, a He Aia, aucTtabinisauis, ane He peBO/OLiSA, KPUTMKA
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iHCTUTYUiM, ane HIKOAM He OCTaToOYHa BiAMOBAa Bifg HMUX. MUCTEUTBO, TaKMM YMHOM, CTAaHOBMUTb
cneundiyHy maTpuLo, sika NPOAYKYE aBTOpedIEKCUBHUIA KPUTUUYHMIA aHaNi3 Mo BiAHOLWEHHIO A0
KOXHOI 6e3 BWHATKY CUCTEMM O3HayeHHA. Lle Takmin cobi iHoMKaTOp couiasbHMX 3namiB Ta
nepeTBOpPEHb, B AKOMY BXKE HEMAE MicuA MO3ULIT «MeciaHCTBa», AKY NPOro/oWwyBaB KAaCUYHUM
aBaHrapga, npeteHayto4Ym Ha rnobanbHe NepeTBOPEHHA CBITY i CTBOPEHHA «HOBOI NHOANHMY», KHOBOT
enoxm» i.1.4.

FoNI0BHE NPU3HAYEHHA TAKOr0 MUCTELLTBA — NPOTUCTOATM CBITY, B AKOMY «MUM Byan 3BeaeHi 40
aTOMI30BaHOro NCEBAOCYCMINbCTBA CMOXKMBAYIB, EMOLIMHNI AOCBIA AKMX 33a4aHMIN CYCNibCTBOM
CnekTakno i penetuuin» (Grant 2004, p. 34). Y uUbOMy NPOTUCTOAHHI HaApPOAMKYETbCA, 3a
BM3HayeHHAM Hikona Byppio, HOBWIA MapKep «Cy4aCHOCTI» MUCTELTBA, a CamMe «ecTeTMKa
B3aemogii». | Axkwo B 1970-i Ta 1980-i uel couianbHM NOBOPOT BUABAAB cebe enizogunyHO
(nepeposcim y Mo3sed Boiica, Nigxuni Knapk, Ctedana Yinnatca, "Group Material"), To Bxe 3 noyaTtky
1990-x psaa XyAOXKHUKIB BUMNPaLbOBYIOTb LiIKOM be3npeueaeHTHURN Nigxig 40 MUCTELTBA, AKUIM MaB
Ha MeTi CTBOPEHHs «MiKpoyTonin» abo X «MiKpOCMiNbHOT» 3 NOACBKOI B3aemogaii. Lli npoeKktu
BKAtOYanu B cebe 3ibpaHHA, 3ycTpidi, ANCKYCii, CNOBOM, BCi MOXANBI BUABU KOMYHiIKabenbHOCTI, AKi
Mann Ha MEeTi No40NaTM HAAMIPHY MATEpPiaNbHICTb COLiaNbHMUX CTOCYHKIB. HaBiTb cama Xy[0XKHA
NPaKTMKa Mana NepeopieHTYyBaTUCb 3 TEXHIYHOT BUYYKN Ha BUPOOHMLITBO i MHOMEHHA 06’eKTiB Ha
¢diKcyBaHHA npoLuecyanbHOCTi, Takoro cobi iHTepcyb’ekTMBHOro 06MiHy. Taka norika Ain
NMPUHLUMMNOBO BiAMOBAAETLCA Bif, KaTeropianbHOI NOCTIMHOCTI, UMM CAMUM YTBOPIOKOYM MUCTELTBO
TOTaNIbHOI BiAKPUTOCTI.

LLle oaHa Tema, fiKa NEUTMOTUBOM NEPEXOANTb 3 PO34iNY A0 PO34iNny € KpUTUKA BiHapHOCTeN:
«iHOMBIAYANbHOIO» | KKONEKTUBHOIO», «aKTUBHOTO» i «NACMBHOIO», «XYAOXHbOrO i COLianbHOro».
MoyHiMmo 3 nepwoi napu, a came nNpobaemn aBTOPCTBA. 3araiom, OAHE 3 KAYOBMUX 3aBAAHb
MOHOTrpadii TaKMM YMHOM € CTBOPEHHA Binbll TOYHOrO i YECHOro KPUTUYHOTO CNOBHWKA ANA
pPO3MOBM NPO peHOMEH CMiNIbHOIO aBTOPCTBA i INAAALTBA, TAKMM YMHOM aBTOPKa BUNPALLbOBYE ANA
cebe uinb 3pobuTn BCe, WOH6 LEN CNOBHUK He 3aKkpuBaBcA B OaHanbHilA GiHapHili ono3uuii
«AKTUBHOTOY» i «MAaCMBHOTO», NPABUbHOTO YM HEMNPABUIBHOIO KOJIEKTUBHOIO aBTOPCTBA — Came L
HiHapHOCTI i KPUTUKYIOTbCA. |HAMBIAYaNbHE aBTOPCTBO B TaKiit BiHAPHOCTI PO3rNAJAETLCA B AKOCTI
CTBOPEHHSA KyNbTy 3 aBTOpPa Ta NoTpebn camocTBepaKeHHn, B TOM Yac siK rpyrnoBe — y BiAMOBI Bif,
€TWUYHOI BiANOBIAANbHOCTI. billon HiBeNIOE L0 CynepeyHicTb, aprymeHTyoun CBOKO MNO3WULi0 3a
ponomoroto bapta, a came Moro Te3o Npo Te, WO aBTOpPCTBA OyAb-AKOro TO/KY HIKOAM He
OAMHUYHI, Le 3aBXAM MHOXMHHICTb, OCKi/IbKM TWU, AK aBTOp, 3aBXan y bopry nepes Kumocob. Bece
HanucaHe Tobol AMBUTLCA Ha Tebe ouymma Tiel TpaamLii, 4O AKOI T HaNeXull, a CMUCOK TBOEI
niTepatypu — ue B nepuy Yepry cnpoba pos3ainvtv NpoBUHY 3 TMMW, XTO BiA3HAUMBCA LLED XK
cnabkicTio.

MpOTUCTaBNEHHA COLiaNbHOTO i XYAOXHbOro BUABNSE cebe nepeaoBCiM Yy BUFOMOLIEHHI
CMUCKY NPETEH3iN» KOXKHOI 3i cTOopiH. ColianbHMN ANCKYPC 3BUHYBAUYE XYA0XKHIN B aMOpPanbHOCTI
Ta HeePEeKKTUBHOCTI, OCKiIbKM OCTaHHIM 343aTHMI AuvLle OrontoBaTU HEpPB Yacy, Bi3yanisoByBaTU
coujanbHi Npobnemu, HanoAAratM Ha iX MNPUHLUNOBIA BaX/MBOCTI, ane HIKOJN HiYOro He
BMPilYBaTN. B CBOIO uepry, XyA4OXKHIN ANCKYPC 3BMHYBAYYE COLiaJbHUI B TOMY, WO BiH HaATo
chHOKYCOBaHMIN Ha iEpapxXiyHi NPUB’A3aHOCTI i MIKPOMOMITUYHUX KECTax — LLLO BMK/IKOYAE NOYYTTEBY
6e3nocepeaHictb. Knep biwon Hamaraerbca BUPIWLUTU L0 cenepeyky abcontoTHUM i BUSHAHHAM:
MUCTELTBO i couiaibHe He NOTPIBHO MUPUTU MiXK cobOr — HAaMBINbLL NPOAYKTUBHMM € Came CTaH
IXHbOI CynepeYku.

€AMHOrO iAeanbHOro peLenTy «ifeasbHOro MUcTeLTBa» abo «igeanbHOro aBTopa» He iCHYE.
MoaeH 3 HaBeAeHMX NPUKNALIB Y KHU3I «LUTy4yHi nekna» He npeTeHAYE Ha BUHANAEHHA HOBUX
YHiBEPCANbHUX ETUYHMUX, | TUM Binblue ecTeTUYHUX KPUTEPIiB. LIA «WITYYHICTb» BUABNAETLCA BXKE HA
piBHI 40BOJIi PETPOCNEKTUBHOIO XapaKTePy KHUTK: afKe KOXKEH 3 ONMUCAaHNX aBTOPKOK MUCTELLbKUX
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BUABIB OPIEHTYETbCA HA BTPayvyeHe colianbHe E€AMHCTBO, AKOrO HAcnpasAi HIKOAM He iCcHyBano.
CbOrogHillHE cycninbCTBO He € Binbll UM MeHLW GParMeHTOBAHUM, HiXK KOAMCb, a nocnabneHHA
couiaNibHUX 3B’A3KIB — «BCbOrO /I HACNIAOK KUTTA y CBiTi 6€3 bora 4M iHWKX TpaHCLEeHAEHTHUX
rapaHTiB ceHcy» (Biwon 2012, c. 73). Tomy no3uuia MiHiManbHOI KPUTUKM — B TOoMy, W06
MaKCMMaNbHO 0b6epexHO i HaBiTb 3 HeAO0BIPOK CTAaBUTUCH A0 KOXKHOI anenAauii couiasibHOro
AHraXo0BaHOro MUCTeLUTBa A0 eTUYHOTO.

ETMYHe He € yHiBepCaZbHUM iHCTPYMEHTOM feriTMmisauii, BOHO MiHAMBE TaK CaMO fAK i
NOMITUYHUIN KOHTEKCT, €TUYHe He € CTabilbHUM KpUTEpiEM — OCKiNIbKM NOCTIMHO 3aliMa€ETbCA
CaMO3aMilLEHHAM, ETUYHE HIKOJIN He € KiIHLEM KPUTUKM, @ TUM Binblue — ii BUPOKOM.
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