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REPRESENTING NATIONAL HISTORIES IN POPULAR ILLUSTRATED LITERATURE:
ILLUSTRATIONS BY ARTHUR KAMPF AND GEORG BELWE TO «PREUBENS GESCHICHTE» («HISTORY
OF PRUSSIA», 1913) BY RUDOLF HERZOG AS A CASE IN POINT

Yuliia Kizyma

Penpe3eHmauisi HayioHanbHuUX icmopil y inrocmpoeaHiti HayKoeo-nonynsipHiu
nimepamypi (Ha npuknadi intocmpauiti Apmypa Kamngba i leopza Benee 0o
«Preufens Geschichte» («lcmopii lpyccii», 1913) Pydonsdgha Nepuyoeza)

KOnis Kisuma

Cmamms mae Ha memi OOCIIIOXeHHS rornyispHOI intocmposaHoi riimepamypu siKk 3acoby
popmyeaHHs1 ysiereHb Mpo HauioHarnbHIi icmopii. Aemopka posensdae npobrnemy Ha
npuknadi kHueu Pydornbgha epyoea 05 monodi «lcmopis lNpyccii» («Preuflens Geschichte»)
1913 poky, npoimocmosaHoi [eopzom benee ma Apmypom Kamngpom. [lonpu
nonynspHicme meopy 8 1910-x pp., U cmamms € nepuwor crpobor o020 HayKogo2o
onpayroeaHHs. [ocrnidxeHHs1 criupaembcs Ha KOoHuernmyarsbHi 3acadu ma Memodu,
3aro3uYeHi 3 KiflbKox earsny3el 2yMaHimapucmuku: icmopii pernpe3eHmauid, nonimu4yHoi
Mmicbornoaii, cmyOdit 8i3yanbHUX Kyrnbmyp ma icmopii Mucmeums. Mu makox dompumyemoch
MemoOorio2iYHUX  peKkomeHdauil,  3arporoHoeaHux  Ooc/liOHUKaMu  ifIloCmpoeaHoi
nimepamypu.

Y cmammi dosedeHo, wo «lcmopis lpyccii» € npuknadom «oiyitiHo-HauioHanicmu4yHo20»
nidxody 0o icmopiornucaHHs, 30cepedXXeHo20 Ha nodisx ma ocobucmocmsix. 3micm KHuau
gidobpaxkac mozaodyacHy ronimu4Hy cumyauito, CripssMoeaHuli Ha rpocyeaHHs1 iHmMepecis
iMrepcbKko20 ypsdy ma nesHuUx moparsrbHux uiHHocmeu. OcHoeHe 3aedaHHs inocmpauid i
6anad nonseano y momy, abu Hazorocumu Ha K/4oeux memax ma i0esix KHuau,
cripocmumu ix PO3yMIHHS | 3anam'smosysaHHs. Cmuricmu4yHa €0HICmb, MO8MOPEHHS
CXOXOI meMamuKu i KOMMO3UuUjitiHUX piweHb y pobomax benee i Kamnga nidcunorome
gpaxeHHs1 npo icmopito [lpyccii Ak uinicHUUd Hapamus, cgopmMosaHuUl y 4Yumada
meKcmoeor CK1ado8oto meopy.

Pobomu benee emintoomb OCHOBHI i€l KHU2U, 8UKOPUCMOBYYU y3a2allbHEHi XyOOXHi
obpasu 3amicmb bykearnbHO20 inrcmpyesaHHs npo3u ma noesii lepyoza. Croxemu ma
gopmarnbHi skocmi intocmpauit Kamngba nidkpecnooms 3Ha4eHHs MOHapxii ma apmii K
K/H0408UX akmopie rpyccbkoi icmopii. Pobomu xyQoxHuUKa cy20/10CcHi mekcmy ['epuoea y
38€JIUYEHHI pillyHOoCcmi, My>XHOCmIi U caMoroxepmaeu 3apadu bamekiswuHu. [ei iHwi memu,
AKI npucymHi 8 imocmpauisix Kamngha, — ye 38’s30K MiXXK MOHapXiero, Hauiero ma yepKeoro
(cknadoea «opiyiliHo20 HaujoHaniamy» [py2oeo Pelixy), a makox mexHono2iyHul npoepec
[pyccii sk 8mineHHs il Nonimuy4HoI cunu.

Knio4oBi cnoBa: ictopuyHi Micponorii, HaykoBO-MoMynspHa iCTopuyHa nitepartypa,
noniTuyHa ikoHororis, penpeseHTauiq, Npyccisa, HimeddnHa, kKHWXKKoBa intocTpauia, ApTyp
Kamndp, leopr Benge.
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Introduction

In 19th and early 20th-century Europe, visual arts were among the major means by which
communities conveyed their interpretations of national histories (Burke 1997, p. 48). Yet, like other
accounts of the past, these highly subjective ideas about historical facts bore references to current
political agendas and often sought to legitimise specific decisions of the governments (Pohlsander
2008; Burke 2008, p. 68). In accordance with the concept of «agency» of artworks, (Gell 1998;
Bredekamp 2018) they assumed a degree of power to influence their viewers’ political beliefs and
actions.

This paper looks at a less explored yet popular medium — the illustrated popular history book
— through the example of «Prussian History» («Preuflens Geschichte», 1913) by Rudolf Herzog.
Since the book was commissioned by the Ministry of Education at Wilhelm IlI’s suggestion, our
study regards it as an official interpretation of Prussian history which the government sought to
impart to German youth shortly before the outbreak of WWI.

This paper focuses specifically on the illustrations which the artists Arthur Kampf and Georg
Belwe produced for «Preuflens Geschichte». The study examines their choice of subject matter
and their usage of various artistic devices. It also explores the relationship between the
illustrations and the text — as well as the ideas and moral values the book sought to promote. In
doing so, the paper aims to determine the ways in which the pictures might have influenced the
intended readers’ perception of historical events and figures described in «PreufSens Geschichte» —
as well as their identity as Prussians.

Since Kampf based several of the illustrations on his earlier paintings — and vice versa, — the
author also seeks to highlight the changes in his treatment of the same subjects which took place
during such «translations» between mediums. Furthermore, the study compares Arthur Kampf’s
illustrations to depictions of the same historical events and figures by other German artists — in
particular, the work of influential history book illustrators Alfred Menzel and Carl Rchling. Thereby
it purports to determine the possible sources of Kampf’s pictures as well as view them in the
context of the contemporaneous trends for representing the history of Prussia in book illustrations.

lllustrations to popular historical literature as an object of interdisciplinary research

The paper’s methodology was informed by cultural history, political mythology, art history,
and visual studies. All of them widely use the concept of «representation», which is crucial for us
here. Scholars define this term either as a more or less accurate reflection of objective reality
(Burke 2001, p. 174) or an instrument of its «construction» or «production» (Burke 2008, p. 30, 77,
82, 132; Mitchell 1994, p. 6). Either approach, however, regards «representations» as inherently
subjective.

In the case of historiographies, this does not necessarily mean that all the accounts of
historical events are falsified or purposely distorted. In many cases their creators — and, by
extension, social groups to which they belong — convey their interpretations of the past by less
obvious means. These include selection of subject-matter (and omission of certain facts (Burke
2001, p. 174)) as well as varying approaches to its presentation (Burke 1997, p. 45-46). Thus, one
of this study’s goals consists in defining the principles behind the choice of subject-matter for the
verbal and visual components of «PreuBens Geschichte». This will allow the author to draw
connections between the representations of history in the book and the practical interests of
institutions and individuals responsible for its creation.

One notion associated with the concept of representation is «schema». With regard to
historiographies, Burke defines this term as «the tendency to represent — and sometimes to
remember — a given event or person in terms of another» (Burke 1997, p. 49). This results in an
oversimplified perception of history (Burke 2008, p. 67-68). One manifestation of this
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phenomenon is the replacement of real historical figures with the sets of stereotypes associated
with the image of the «hero» (Burke 1997, p. 51-53). Thus, the author attempts to investigate the
employment of verbal and visual «schemata» (Burke 2001, p. 144; Bredekamp 2018, p.77-78)
linked to the concept of heroism in German culture of the time (Jefferies 2003, p.114-115) in
«Preussens Geschichte».

Burke’s ideas concerning the «schematisation» correspond with the opinion of researchers in
popular European historiographies of the 19th and early 20th centuries. Silvia Paletchek cites such
characteristics of the genre (as opposed to academic historiography): «reduction, narration and
dramatisation; they personalise, emotionalize and often scandalise their subject matter...are not
interested in ambivalence...providing meaning and political legitimation» (Paletschek 2011, p.
4-5). This study will look at these features in «Preussens Geschichte».

Burke maintains that the ubiquity of «schemata» contributes to the transformation of the
living memory and/or factual knowledge about historical facts into «myths» (Burke 1997, p. 51).
Writers on modern myths propose different definitions of the term. This study adheres to the line
of thought which regards historical/political myths as narratives with «a symbolic
meaning...involving characters who are larger than life» (Burke 1997, p. 51) which are «true for
the social group which believes it» (Flood 2013, p. 8) and promote certain moral values (Flood
2013, p. 138-140). For example, Herfried Minkler cites the personal qualities which the «Prussian
myth» placed at the root of the country’s alleged greatness. These include commitment
(Leistungsbereitschaft), endurance (Leidensfahigkeit), discipline (Disziplin), sense of duty
(Pflichtbewusstsein), courage (Mut), and confidence/assertiveness (Selbstbewusstsein) (Miinkler
2009, s. 217, 220).

The scholars’ opinions on the function of visuality in modern mythologies also differ. Minkler
argues that a political myth consists of three elements — a variation of the narrative («narrativer
Variation»), its condensation in the form of an icon («ikonischer Verdichtung»), and ritualistic
reenactment («ritueller Inszenierung»). The latter two components «sacralise» the narrative, make
it accessible, and put any new variation of it under suspicion of heresy (Minkler 2009, s. 15). In a
similar vein, Christopher Flood maintains that iconic images possess a capacity to evoke myths — or
even certain categories of them — and inspire new stories (Flood 2013, p. 166—-168). Hence, the
current study will demonstrate the ways in which «Preulens Geschichte», particularly its visual
component, sought to «mythologise» the country’s history.

Another concept which is relevant for this study is Benedict Andersen notion of «official
nationalisms» in 19th-century Europe. They appeared in reaction to the spread of «popular
nationalisms» and centred on the figure of the sovereign as a representative of the nation.
«Official nationalisms» exploited historical narratives which highlighted «great events» and «great
leaders» — predominantly monarchs (Anderson 2006, p. 86—113). Thus, the paper will discuss the
ways in which «Preussens Geschichte» conveys such a perception of the country’s history.

The study uses the method of content-analysis to determine the main subject-matter of the
book’s textual component. The author applies Erwin Panofsky’s scheme (Panofsky 1955, p. 32) to
conduct the step-by-step art historical analysis of individual illustrations and the series of those as
a whole. The paper also refers to the extensions which Rainer Wohlfeil added to this set of
methods in order to adapt it to the purposes of historical research. Specifically, the scholar
proposes to pay more attention to the formal qualities of the picture, as well as the conditions
under which contemporaries viewed it and the function it performed (Wohlfeil 2020, s. 93—100,
110-111).

In line with the contemporary approaches in visual culture studies (Sturken&Cartwright
2018, p.7; Burke 2001, p.60-75), this paper purports to examine «PreuBens Geschichte» in the
context of the period’s general trends for representing history in various visual media. It also seeks
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to reconstruct, as far as possible, the reader-viewer’s experience of interacting with the
illustrations (Sturken&Cartwright 2018, p.7; Mitchell 1995, p. 16).

The author relies on the notion of the social agency of art, meaning that artworks are
capable of exerting influence, limited as it may be, on their recipients and provoke a response from
them (Gell 1998; Bredekamp 2018). Specifically, this paper builds on Gerhard Paul’s concept of
«the power of images». The scholar claims that images constantly repeated in mass media replace
their recipients’ complex memories and/or knowledge about historical events with oversimplified,
«two-dimensional» images of the subject (Paul 2020, s. 273—-274). The scholar maintains that such
qualities of pictures, as «authenticity» and «immersiveness», contribute to their power (Paul 2020,
s. 286, 306—308). Paul cites specific visual tools for achieving these effects, to which the author
pays attention in the present paper.

Finally, this study draws on methodological recommendations formulated by researchers in
illustrated literature. Writers on this visual medium maintain that it has a potential to acquire a
significant degree of autonomy from the book’s verbal component (Forster-Hahn 1977,
(Forster-Hahn 1990; Sitzia 2012; Maurer 2013). In some cases the text and the image present two
different perspectives on the same subject (Forster-Hahn 1977, p.246). lllustrations offer the
artist’s reception and interpretation of a literary work, while remaining deeply rooted in the
broader cultural context of their creation (Sitzia 2012, p.34-35; Sitzia 2018, p.4-5; Forster-Hahn
1990, p.511).

Kathrin Maurer claims that the placement of images in relation to the text, their framing,
the use of certain artistic devices can strengthen or weaken the reader-viewer’s sense of
involvement in the events described in the book (Maurer 2013, p.126—135). Moreover, pictures are
perceived much faster than text and tend to elicit stronger emotional responses (Sitzia 2018, p.
9-10). According to Roland Barthes, with regard to the illustration, the text performs the function
of «anchoring». It limits the range of possible meanings which the reader is expected to find in it
(Barthes 1977). Owing to these qualities, illustrations serve as efficient tools for conveying
ideologically charged messages (Sitzia 2018, p. 8-10).

Representations of national history in the visual culture of early 20th-century Germany

In the Second Reich, visual media — paintings (disseminated in the form of prints),
panoramas, illustrated magazines, monuments, historical pageantry, historicising styles in
architecture and design and many others — played a crucial role in disseminating factual knowledge
and subjective ideas about the past among the middle and higher classes (Lenman 1997, p. 26;
Jefferies 2003, p.99-111; Pohlsander 2008, p.20; Maurer 2013, p. 1-2, 116-117). Specifically, the
Wilhelmine period saw the emergence of numerous murals of historical subjects in public buildings
and (Lenman 1997, p.3; Pohlsander 2008, p. 231-249) massive architectural monuments (Jefferies
2003, p.61-72) as well as pompous celebrations of state holidays. (R6hl 2014, p.954—-957; Jefferies
2003, p. 72-77).

Wilhelm Il strongly believed that the purpose of art consisted in educating wide audiences,
imbuing them with what he understood as the «right» set of moral values and patriotic sentiment
(Jefferies 2003, p. 184-185; Rohl 2001, p. 985-987). The Kaiser’s beliefs found their most vivid
reflection in the period’s many state-sponsored initiatives, such as «Avenue of Victory»
(«Siegesallee») — a series of 32 sculptural groups, each centred around a larger-than-life likeness
of a ruler of Brandenburg and Prussia (R6hl 2001, s. 1018-1023). The project was widely criticised
for its ostentatiousness, monotony and masculinity (Jefferies 2003, p. 184-185).

One phenomenon of the Wilhelmine visual culture, which is especially close to the subject of
this study, is the increase in production and usage of educational pictures (Schulwandbildider) at
schools (Uphoff 2002, s.14-20). Many of those were reproductions of celebrated history paintings
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(including pieces by Arthur Kampf), and were seen not only as didactical materials but also as
means of fostering patriotism (Uphoff 2002, s. 14—-20; Schroyen 2022, s. 287).

Illustrated popular literature on national history thrived in Germany since the 1840s (Maurer
2013, p.116-117). Franz Kugler’s «The History of Frederick the Great» («Geschichte Friedrichs des
GroRen»), first published in 1840, is generally considered a seminal work of the genre, largely
owing to the illustrations by Adolf Menzel (Maurer 2013, p. 117). Francoise Forster-Hahn argues
that by means of the selection of subject matter and masterful use of artistic devices, the artist
helped construct the image of Frederick which complied with the ethos of 19th-century German
bourgeoisie (Forster-Hahn 1977, p.253—-258; Minkler 2009, s. 235). Kathrin Maurer maintains that
through the repeated depictions of social spaces which the book’s intended audience would
recognise as familiar — domestic or workplace settings — the illustrations brought Frederick closer
to the reader (Maurer 2013 p. 129-131). As Arthur Kampf held this series of pictures in a very high
regard, (Kampf 1950, s. 55) it constitutes an important point of comparison for this study.

In the second half of the 19th century, illustrated history books continued to enjoy popularity
(Maurer 2013, p. 145). Moreover, a whole genre of editions de luxe emerged, in which pictures of
historical figures and events prevailed over the text (Maurer 2013, p. 152—-155). The visual and
verbal component of the 19th-century German historiography — both academic and popular —
revolved around the prospect of the country’s unification under the Prussian leadership (Maurer
2013, p. 145-146). For example, the depictions of German nature in Ferdinand Schmidt’s «Prussian
History in Word and Image» («PreuBens Geschichte in Wort und Bild») (Schmidt 1864) «convey the
impression of a mythological national past» (Maurer 2013, p. 149). Thus, visual representations of
geographical space become an important factor in strengthening the sense of national identity
(Maurer 2013, p. 145-151).

Some popular illustrated books represent the history of Prussia through the lens of its ruling
dynasty’s history. Some examples include Fedor von Képpen’s «The Hohenzollerns and the State»
(«Die Hohenzollern und das Reich», 1887—1890) and Richard Sternfeld’s «The Hohenzollerns in
Word and Image» («Die Hohenzollern in Bild und Wort», 1899) illustrated by Carl Réchling. With its
concise format and dynamic coloured pictures of Prussia’s rulers, the latter book offers another
point of compassion for the present investigation of «Preussens Geschichte».

«Preussens Geschichte» (1913): history of creation, purpose, and verbal contents

The writer’s memoir (Herzog 1935) and a magazine article by Johann Norrenberg, apparently
one of the editors (Norrenberg 1919), provide an insight into the creation of the «Preussens
Geschichte». The book emerged as a response to Wilhelm II’s dissatisfaction with historical
education at schools. In the spring of 1912, the Kaiser sent «A School History of England» by the
conservative historian Charles Robert Leslie Fletcher and the famous children’s author Rudyard
Kipling (Fletcher&Kipling 1911) to the Minister of Education. Wilhelm Il requested to produce a
similar textbook on the history of Germany (Norrenberg 1919).

Fairly short (250 pages), the book includes 12 prose chapters by Fletcher, 23 poems by
Kipling, 7 maps, and 23 multi-figure pictures — black-and-white and coloured — by the fairy tale
illustrator Henry Justice Ford (Gattey 2020). «A School History of England» begins with a short
account of the region’s ancient history. However, it soon shifts its focus to the reign of English
monarchs, major military events, and colonisation of new territories. Norrenberg considered it
«chauvinistic» and «intended only for the external effect». Nevertheless, he clearly appreciated
the book’s concise format and inclusion of patriotic poems and colourful illustrations (Norrenberg
1919).

The Ministry of Education delegated the new school history book project to the publishing
house «Quelle und Meyer», which specialised in educational literature. However, the choice of the
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writer posed a problem. Eventually, instead of commissioning a professional historian to work
alone or in tandem with a fiction author, the publishing house hired Rudolf Herzog (Norrenberg
1919) — a popular writer of historical fiction and a friend to Wilhelm Il (Napp).

In order to better understand the ideological implications of «Preussens Geschichtey, it is
important to consider the historical circumstances of its creation and perception by readers. The
book came out in 1913 and was dedicated to the 25th anniversary of Wilhelm II’s ascension to the
throne. Thus, we can view it as part of the Second Reich’s powerful commemorative culture
(Jefferies 2003, p.72-77; Miinkler 2009, s. 14). 1913 went down in history as the year of
anniversaries (Jefferies 2003, p.251). In addition to the Emperor’s Silver Jubilee, it marked the
centenary of the 1813 Battle of Nations by Leipzig. Together with other cultural events, the
large-scale festivities contributed to the general rise in the war-mongering sentiment (Jefferies
2003, p. 251-256).

The foremost purpose of the «Preussens Geschichte» consisted in arousing patriotic feelings
in its readers (Norrenberg 1919; Herzog 1935, s.136). Its introduction starts as follows: «This book
is meant to be a book of love...» («Dies Buch soll ein Buch der Liebe sein...») (Herzog 1913). In the
following paragraphs, the author expounds on his notion of patriotism. This involves the readiness
to defend and rebuild the country as well as sacrifice oneself in its name. Notably, Herzog admits
that his work is by no means a thorough academic study. By contrast, he compares it to a song —a
genre which holds no claims to historical accuracy.

The book comprises 29 chapters, 10 ballads, 5 maps, and multiple illustrations, which will be
discussed in the next section. The very title «Preussens Geschichte» implies that it offers a grand
narrative of the country’s history (Maurer 2013, p. 17). In line with the then dominant principles of
historical writing (Maurer 2013, p. 16), Herzog gives centre stage to Brandenburg-Prussia's rules
and the major military, political, and religious events in which their representatives were involved.
By contrast, he mostly mentions advancements in economy, culture, or education in relation to the
policies of a certain monarch. Besides, Herzog provides surprisingly little information about Prussia
before its union with Brandenburg.

The rulers whom the official historical narratives of the Wilhelmine period regarded as
«great» (Rohl 2014, p. 960-962; Lenman 1997, p.40; Jefferies 2003, p. 76) receive considerably
more attention than their allegedly less prominent counterparts. The author even describes some
of them as given by God (Herzog 1913, s. 84, 370). Thus, in Anderson’s terms, the book constitutes
an «official-nationalist» account of the past (Anderson 2006, p. 86—113). Furthermore, Herzog
occasionally compares monarchs to their celebrated predecessors and portrays their achievements
as the continuation of their ancestors’ endeavours (Herzog 1913, s.36, 370, 372). In doing so,
«Preussens Geschichte» creates the sense of a strong connection between events and figures from
different periods in history. This quality corresponds with the notion of «schematisation» in
historiographies (Burke 1997, p. 49).

The style of Herzog’s prose shifts between factual and figurative. The chapters contain many
evocative descriptions, or «verbal images» (Samuels 2004, p.15), and short dialogs imbued with
patriotic sentiment. On the other hand, Herzog provides the reader with factual information, such
as the numbers of soldiers and weapons involved in battles as well as their course.

The book includes ten ballads, while many chapters contain short verses. Poetry traditionally
constituted an important part of German school curriculum. Male and female students learned
many poems by heart (Mikota 2010). Interspaced between chapters, Herzog’s ballads mostly
repeat information already described in prose, but in a more emotional, figurative way. This leads
to the conclusion that the ballads’ role consisted in designating the most important episodes in the
book and facilitating their memorisation through the use of verse as a didactical tool.
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All but one ballad in «Preussens Geschichte» deal with Brandenburg-Prussia’s military
history. In these poems, Herzog’s glorification of the country’s rulers becomes more overt than in
prose. For instance, «King Wilhelm’s Heroic Appearance» («Konig Wilhelms Heldenschau») (Herzog
1913, s. 317-319) ascribes to the monarch not only the key role in winning the Battle at
Kbniggratz, but also the mythical status of an aged yet still mighty hero. Thus, we argue that such a
mixture of literary genres amplifies the book’s emotional impact on its reader as well as blurs the
boundaries between historical facts, fiction, and heroic myths.

The contract signed between «Quelle und Meyer» and Rudolf Herzog in 1912 mentions that
the book’s first edition was to be printed in 20,000 copies. The price was to be «moderate»
(«massig») (Bestand 21076 Quelle & Meyer. Akt. Nr. 174). In his memoirs Herzog notes that
Prussian school students received the book as a «bonus» («Pramie»). He also maintains that by
1927 «Preussens Geschichte» had gone through 40 editions, while the overall number of copies
had reached at least 45 000 (Herzog 1935, s. 140). We managed to track the editions from 1914,
1918, and 1924.

Unfortunately, no documents survive which could have provided more precise information
about the book’s distribution and its further editions. It is also not clear whether it served as a
textbook for history classes or a book for extracurricular reading. One thing remains certain —
«Preuens Geschichte» reached a wide readership of youth across the German Empire.

Heraldic and chivalric imagery in the visual design of the front matter, initials, and
tailpieces

Rudolf Herzog helped «to win the best» illustrators for the project — «the master of Prussian
history painting» («den Meister der preulischen Geschichtsmalerei») (Herzog 1935, s.136) and
then-President of the Berlin Academy of Arts (Schroyen 2022, s. 307) Arthur Kampf and the
prominent graphic artist Georg Belwe (Norrenberg 1919). As in the case of «A School History of
England», the involvement of well-known artists testifies to the project’s importance in the eyes of
the Ministry of Education.

Georg Belwe designed the book’s cover, endsheets, and title page. The cover (Fig.1) features
a stylised version of the «smaller» coat of arms of the German Empire from 1889 to 1918 (Schurdel
1995, 5.57-59). The endsheets display a pattern of mounted knight figures. (Fig.2) Further, the first
page of the front matter section (Fig.3) contains a picture of two overlapping escutcheons bearing
the simplified heraldic symbols of Brandenburg — a red eagle (Schurdel 1995, 5.118-122) — and the
Duchy of Prussia — a black eagle (Schurdel 1995, s.203—206). The inscription below reads «Hie gut
Zollern allwege» — a mediaeval motto which roughly translates as «the Zollern govern as far as the
eye can see». A chapter dedicated to Frederick I, the first Hohenzollern margrave of Brandenburg,
has the same title.

The title page (Fig.5) features the book’s title and the name of its author surrounded by a
decorative frame. The pattern which fills it incorporates heraldic symbols — the Prussian and
Brandendenburgian eagles, a crossed sceptre and a sword (part of the coat of arms of Margraviate
of Brandenburg and the Kingdom of Prussia) and three crowns — Brandenburgian, Prussian and
Imperial (Strohl 1899, Taf XV).

The book’s front matter also includes a frontispiece by Kampf. (Fig.4) It shows the bust of
Wilhelm Il in profile surrounded by a laurel wreath. In addition to the apparent symbolic meaning
of laurel in European political iconography, the artist might have included it as a reference to
Herzog’s description of the Kaiser: «That is the wreath of glory on his head: to place the growing
well-being of the fatherland above the laurels of war.» («Das ist der Ruhmeskranz auf seinem
Haupt: iber kriegerischen Lorbeer das steigende Wohl des Vaterlandes zu stellen.») (Herzog 1913,
s. 375)
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Despite the peacefulness which Herzog ascribes to Wilhelm I, Kampf shows the Kaiser in
military uniform — an integral element of the Prussian monarchy’s public image (Clark 2006, p. 84).
The dates of Wilhelm’s ascent to power (1888) and his Silver Jubilee (1913) flank his likeness. A
plague below them bears the Kaiser’s name written in a style reminiscent of Roman inscriptions.
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Georg Belwe. Fig. 1. Cover; Fig. 2. End sheet; Fig. 3. Decoration for a front matter page; Fig 5. Title
page; Fig. 4. Arthur Kampf. Frontispiece.

Stemming from architectural facades, book frontispieces traditionally sought to convey an

impression of timelessness and monumentality, often appearing as «sculpted busts on paper»
(Multigraph 2011, p.142, 152). Arthur Kampf creates such an effect through the employment of
the grisaille technique and references to visual conventions and symbols borrowed from Roman
imagery. Further, the frontispiece was «intended to structure readers’ expectations and
interactions with that book» and often served as the visual representation of its
main argument (Multigraph 2011, p.141-142). In accordance with this logic, the
main idea of «Preussens Geschichte» lies in equating the history of Prussia to the
person of its ruler. Simplified as it is, such an assumption on the whole complies
with the brief analysis of the book’s verbal contents in the previous section.
Georg Belwe also produced initials and tailpieces for almost all chapters of the
book. The majority of these small pictures show stylised figures of soldiers and
weapons from respective historical periods, heraldic symbols, and attributes of
royal power. Thus, the graphic artist continues to develop the motives he
introduced in the designs of the book’s front matter.
Some pictures by Belwe merit special attention. For instance, an initial which
precedes a chapter on the Seven Years’ War (Fig.6) shows a hand in a gauntlet
strangling a three-headed winged serpent. Based on Herzog’s description of the war, the reader
presumes that the gauntlet stands for the Kingdom of Prussia — in the person of Frederick the
Great, — while the snake heads denote Austria, Russia, and France. At the same time the picture
reminisces of several legendary figures, such as Siegfried and Saint George. Another gauntlet
appears alongside a laurel leaf in a tailpiece which comes after a poem concerned with Prussia’s
victory at Sedan. (Fig.7)

Obviously, this element of armour had long been out of use in the 18th and the 19th
centuries. Furthermore, Herzog does not refer to any chivalric motifs either in the respective prose
chapter or the ballad. However, he does use them on other occasions. For instance, the writer
describes Germany’s involvement in the Boxer Uprising in China as follows: «...the German sword
flew from its scabbard» («...das deutsche Schwert aber flog aus der Scheide») (Herzog 1913, s.
374). Additionally, the gauntlet pictures hark back to the pattern of knight figures decorating the
book’s endsheets.

Thus, we propose to regard the chivalric imagery in Herzog’s text and Belwe’s pictures as
visual and verbal metaphors for strength and heroism. This also reflects the preoccupation with
the Middle Ages and idealisation of the period characteristic of the Second Reich culture (Lenman

Fig. 6, 7. Georg
Belwe. Initial
and Tailpiece.
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1997, p. 46). In Christopher Flood’s terms, these are pictures capable of evoking not one political
myth but whole categories of those (Flood 2013, p. 166—168).

Our brief study of popular illustrated literature on German history (Kugler 1840;
Sternfeld&Rochling 1899) shows that Belwe and Kampf’s choice of heraldic, royal, and military
imagery was in line with the pre-existing tradition. At the same time, their pictures amplify the
major ideas expressed in Herzog’s prose and ballads (the identification of Prussian history with
that of the Hohenzollern dynasty, the latter’s ancient roots, the crucial role of military leadership in
the country’s history) without directly translating text into pictures. The stylistic and thematic unity
of Belwe and Kampf’s work can strengthen the reader’s impression of connectedness between
episodes in the book — and, by extension, events and figures in Prussian history in general.

Arthur Kampf’s illustrations: key subject-matter and formal characteristics

In addition to the frontispiece, Arthur Kampf produced 21 coloured and black-and-white
illustrations for «Preuflens Geschichte». The number is noticeably smaller than that of the
chapters (29). Therefore, one goal of this study consists in examining the subject-matter of
Kampf’s illustrations and making assumptions as to the principles behind its selection. His pictures
deal with five principal themes — Prussian monarchy; army and warfare; civilians’ support for the
army; Christianity; technological advancement. Many illustrations tackle several of these subjects.
In line with Herzog’s approach to the choice of subject matter, Kampf gives prominence to events
and figures which were considered «the greatest» in the official historical narratives of the time
(Rohl 2014, p. 960-962; Miinkler 2009; Lenman 1997, p.40).

In particular, two illustrations portray Frederick William «the Great Elector», whose victories
over the Swedes won him the status of «a founding father», (Clark 2006, p.47—-48) and Frederick
the Great, who was credited with laying foundations for the unification of Germany under Prussian
hegemony, (Minkler 2009, s. 226-227) each. Two more illustrations deal with the German
campaign of 1813. The events came to be remembered for the unprecedented mobilisation of
Prussian society (Clark 2006, p.379) and entered official historiography of the Second Reich «as a
mythical war of German national liberation» under Prussia’s leadership (Clark 2006, p.387). Finally,
Wilhelm 1, the first Kaiser of the German Empire, whose posthumous cult developed under the rule
of Wilhelm Il (Lenman 1997, p.40, Jefferies 2003, p. 76), also appears in two pictures. It is worth
noting 1 that the subject matter of the illustrations generally correlates with that of the ballads.

> 7/ By contrast, many themes tackled in the prose chapters are absent from both
B the poems and illustrations. These include subjects related to economic,
‘ social, and cultural (except for religious) history of Prussia as well as such
important events, as the Thirty Years War or the Revolution of 1848/49.
Another issue Kampf’s illustrations largely overlook is suffering and
destruction caused by warfare. In his battle scenes, the figures of dead or
gravely wounded occupy little space, typically in the background. Fig. 8 is the
only exclusion in this regard. However, the body of a fallen soldier does not
seem mutilated — even his light-coloured clothes look intact. Avoidance of

Fig. 8. Arthur tragic subjects and an explicit focus on heroism and victories make Kampf’s
Kampf. Albert illustrations similar to those produced by many late 19th-century artists
the Bear (including Rochling) and different from Adolf Menzel’s seminal series on
defeats the Frederick the Great.

Wends. The author believes that the principle behind the choice of subject-matter for

Kampf’s illustrations — as well as Herzog’s ballads — consisted in the subjective importance of
certain events in military and royal history for the Wilhelmine period’s official historiography.
Judging from Herzog’s and Norrenberg’s memories, the creators of «Preussens Geschichte» were
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fully aware of the important functions which verse and visuality perform in historical education. In
the book, like in many other media, pictures act as simplified yet compelling summaries of
mythologised historical narratives.

With the exclusion of the frontispiece and a small picture accompanying a map (Herzog
1913, s. 44), each of Kampf's illustrations occupies a separate page. All of them have distinct
frames. According to Maurer, such a placement of illustrations (as opposed to putting them on the
same page as the text) requires the reader to pause and perceive the picture as autonomous of the
text. As a result, «the historical figure [whom an illustration portrays] conveys the impression of
being distanced, untouchable and otherworldly» (Maurer 2013, p. 127). Maurer’s ideas seem
especially relevant in relation to the idealised portrayal of monarchs in Herzog’s in prose and verse.

However, such a perception is counteracted by Kampf’s employment of
visual tools which, according to Paul, create the effects of «<immersiveness» and
«authenticity» (Paul 2020, s. 286, 306—308). The scholar links the former to the
incorporation of «repoussoir» — an object in the foreground which directs the
viewer’s gaze towards the composition's central element. This role often belongs
to figures whose backs are turned towards the viewer (Paul 2020, s. 308).
Examples of «repoussoir» can be found in Fig. 9, 11, 17, 18, 23. Additionally, in
the majority of his illustrations Kampf creates a sense of dynamism through &
arranging the elements of a composition along imaginary diagonals and «cutting S
off» moving figures at the iIIustrations' edges. . . . Fig. 9. Arthur

Four of Kampf’s pictures in «Preussens Geschichte» are reworkings of his Kampf. Hie gut
earlier canvases. In addition to this, the artist translated two of the illustrations Zollern allwege
into oil paintings (Schroyen 2022, s.323). This fact testifies to the pictures’
autonomy from the text. It also exemplifies Kampf’s tendency to rework his
pieces into new ones (Schroyen 2022, s. 84, 389).

Prussian monarchs as military leaders and sovereigns

The overwhelming majority of Kampf’s illustrations, namely 15, show rulers of
Brandenburg-Prussia. With the exclusion of the frontispiece (Fig.4), Kampf abandons the
conventions of static official portraiture (Burke 2001, p.67—68), adopted by some 19th-century
illustrators of popular historical literature (Kugler 1840; Schmidt 1864). Instead, he portrays the
Brandenburg-Prussian rulers «in action», participating in the historical events described in Herzog’s
text. In doing so, the artist strengthens the connection between the book’s verbal and visual
components. In this respect his illustrations are similar to the work of Menzel, Rochling, and Ford
(«A School History of England»).

In Kampf’s pictures, the figures of monarchs always occupy the most prominent positions
and are instantly identifiable. In most cases they appear in elevated positions or/and in the centre
of the composition. Five of Kampf’s pictures feature leaders on horseback. Such a placement
serves both as a visual tool for underscoring their special status and a link to the long-standing
tradition of representing royal power (Burke 2001, p. 67). By contrast, in Fig.18 Kampf
communicates the status of Frederick | of Prussia by depicting his luxurious attire and juxtaposing
it to the clothes of his courtiers. In four illustrations (Fig. 10, 11, 15, 18) the monarch is the single
figure in the foreground. The rest of the characters are barely individualised and only appear in the
middle- or background. Finally, two pictures (Fig. 21, 22) show Prussian monarchs alone.

Unlike his predecessors, Kampf represents the monarchs of Brandenburg-Prussia in
surprisingly few capacities. The first and most frequent one is the traditional role of a military
commander (Burke 2001, p.65—67). It underscores the monarch’s physical strength —an important
element of the leader’s image in the modern era (Burke 2001, p.71-73). At the same time, it
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enables the artist to show courage and sense of duty inherent in «the Prussian myth» (Munkler
2009, s. 217, 220). Representation of monarchs as military commanders also allows for
communicating their bond with the army — a recurrent motif in Herzog’s text (Herzog 1913, s.105,
137). However, Kampf’s visual juxtapositions of the rulers to other characters prevent this theme
from becoming as prominent as, for example, in Menzel’s series on Frederick the Great
(Forster-Hahn 1977, p.258).

Three of Kampf’s illustrations depict the monarchs participating in immediate fighting. His
combat scenes are quite different from the large-scale, multi-figure canvases typical of late
19th-century European battle painting. Kampf’s illustrations give centre stage to heroic leaders,
while paying little regard for other participants in the battles or surrounding landscapes. We can
partly explain such a choice of subject matter by the small format of book illustrations and the
monarchist spirit of «Preuens Geschichte». However, one should consider the influence which the
intimate character of interaction with books (as opposed to painting) exerted on both writers and
illustrators, encouraging them to «portray history under the auspices of individuality» (Maurer
2013, p. 115-117).

«Albert the Bear defeats the Wends» («Albrecht der Bar besiegt die Wenden») (Fig.8) shows
the mounted and armoured margrave of Brandenburg breaking a Wend foot soldier’s spear with
his one hand and raising a sword with the other to strike another enemy. Meanwhile, his rearing
horse is about to trample the body of the third Wend. Such a representation of Albert’s combat
prowess correlates with Herzog's characteristic of the historical figure: «...sinewy and strong,
fearless and brave, who, like a bear in the forest, pounced on his adversaries and crushed them...»
(«...sehnig und stark, furchtlos und tapfer, die wie ein Bar des Waldes sich auf seine Widersacher
stlrzte und sie zermalmte...») (Herzog 1913, s.7).

To the early 20th-century reader—viewer, Albrecht’s violent fight against the much weaker
opponents might have seemed incompatible with the idealised representations of Christian
chivalry. However, earlier in the chapter, Herzog describes the pagan Wends’ violence and
treacherousness. At the same time, he portrays the Germans' conquest of their lands as a mission
of disseminating the true faith (Herzog 1913, s.1-6). We presume that such a context serves to
justify Albrecht’s brutality.

== Similar in composition, «The Great Elector at Fehrbellin 1675» («Der grosse
Kurfurst bei Fehrbellin 1675») (Fig.10) depicts a highly dramatic episode of
the battle. When a cannonball hit Frederick William’s stable master von
Froben, who was riding at the Great Elector’s side, and another flew over the
head of his horse, Frederick William kept riding (Herzog 1913, s. 106). The
story epitomises the protagonist’s «Prussian» determination and self-control
(Munkler 2009, s. 217, 220). Not surprisingly, many artists had depicted this
episode before Kampf. Among them were the 17th-century graphic artist
Emanuel Froben, the 18th-century painter Dismar Degen, and Carl Rochling.
In comparison to them, Kampf attaches very little importance to the
deceased stable master, whose face he does not even show, or other
participants in the battle. Instead the artist gives centre stage to the Great
Elector.
Moreover, earlier in the chapter, Herzog points out the Great Elector’s
address to his subjects as «the Germans» (Herzog 1913, s. 94) and his
determination to «win or die with his soldiers» («siegen oder mit euch sterben») (Herzog 1913, s.
105). Thus, the picture acquires a broader meaning of a strong yet cold-blooded leader fighting for
his nation despite all the obstacles.

Fig. 10. Arthur
Kampf. The Great

Elector at
Fehrbellin 1675
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In «Frederick the Great at Zorndorf» («Friedrich der Grosse bei Zorndorf»), (Fig.11) Kampf
represents an episode of the Seven Years’ War which occupies an important place in the
Frederickian mythology (Minkler 2009, s. 237). When Prussian troops grow «dead tired»
(«todmude»), the monarch personally leads them in attack. According to Prussian nationalist
accounts of the battle, Frederick’s actions inspired soldiers to fight the enemy until they were
forced to flee (Herzog 1913, s.183). Minkler considers Carl Rochling’s multi-figure, detailed
painting of the episode (Fig.12) the iconic depiction of the event. In the scholar’s view, it features
«the commander, the hero, whose personal courage changed the course of the battle» (Minkler
20009, s. 237-238).

We presume that Kampf might have based his portrayal of Frederick as a flag bearer on
Rochling’s painting. However, he changes the vantage point and, more importantly, adds a smoke
screen between the monarch in the foreground and the soldiers in the middle- and background.
The smoke visually separates Frederick from the rest of his army. As a result, Kampf manages to
give the king even more prominence than Rochling did in his painting. Moreover, the close-up of
Frederick shows his age, which makes his physical strength even more impressive.

=3 -

Fig. 11. Arthur Kampf. Fig. 12. Otto Rose. Friedrich Il during the battle of
Frederick the Great at Zorndorf  Zorndorf (a copy after Carl Rochling). 1911. Source:
Wikimedia Commons.

Two pictures show monarchs commanding their troops from a distance. «The Great Elector
drives over Curonian Lagoon» («Der grosse Kurfiirst fahrt Gber das kurische Haff») (Fig.13)
represents another episode of Brandenburg’ victorious struggle against Sweden. When the enemy
started retreating, the Great Elector decided to cut off their escape route. He commandeered
numerous sleighs from local residents to drive his troops across the ice-covered Curonian Lagoon.

-5 T —

s

Fig. 13. A;fhur Kampf, Fig. 14. Wilhelm Simmler. Crossing of Curonian Lagoon

The Great Elector drives 1679. Mural for the Ruhmeshalle, Berlin. Around 1891.
over Curonian Lagoon (destroyed c. 1944). Source: Wikimedia Commons.

Like many of the aforementioned historical events, the «Great Sleigh Drive» had been the
subject of earlier artworks. In particular, Kampf must have been familiar with the 1894 fresco
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which Wilhelm Simmler executed for the Prussian Hall of Fame (Ruhmeshalle) (Fig.14). Kampf also
portrays the Great Elector standing steadily in the sleigh and gazing confidently at his troops from
this elevated position. His erect posture acts as a visual equivalent of Herzog’s description
of Frederick Wilhelm’s decisiveness and fearlessness.

In his account of the events, Herzog stresses the fact that Friedrich Wilhelm was seriously ill
at the time. Despite this, he did not «hesitate for a moment» («zogerte Friedrich Wilhelm dennoch
keinen Augenblick») before starting the so-called «hunt» («die Jagd») (Herzog 1913, s.109).
Previously in the book Herzog describes the destruction which the Swedish troops inflicted on
Prussian civilians, starting from the Thirty Years’ War (Herzog 1913, s. 70, 83, 100-111). Against
such a background, the Great Elector’s courage and decisiveness seem to almost border on
self-sacrifice in the name of revenge for his people’s suffering.

«King Wilhelm at Koniggratz» («Koénig Wilhelm bei Kéniggratz») (Fig.15) features the King of
Prussia, Chancellor Otto von Bismarck, and the Chief of Staff Helmuth von Moltke watching the
battle from the command post on a hill. Wilhelm | appears in the foreground of the picture, and
the two highest officials in the middle-ground behind him. By contrast, Kampf relegates a group of
soldiers to the Iower left-hand corner. One of them is looking and waving at the King with an
- —| expression of excitement on his face. Kampf draws the soldiers’ figures
and the surrounding landscape in a sketchy manner. It stands in a sharp
contrast with the detailed portrait of the King and slightly less elaborate
yet perfectly recognisable likenesses of Bismarck and Moltke. The reader
may assume that the placement of characters and the degree of their
individualisation reflects the perceived importance of the military
commanders in comparison to regular soldiers.

In the chapter on the war between Prussia and Austria, Herzog
acknowledges the great contribution of the commandment and regular
soldiers to the Prussian victory at Koniggratz (Herzog 1913, s. 309-311).

Fig. 15. Arthur Despite this, Wilhelm emerges as a key figure in the respective illustration
Kampf and ballad. In the latter, called «King Wilhelm’s Heroic Appearance»
King Wilhelm at («Konig Wilhelms Heldenschauy), the title repeats at the end of several

stanzas. Besides, Herzog highlights Wilhelm’s age -
(which also shows in the illustration) in order to
once again emphasise his heroism: «His hair is snow white, but his place is in
front» («Schneeweiss ist sein Haar, doch sein Platz ist vorn»).

In «Hie gut Zollern allwege» (Fig.9) Frederick Hohenzollern in amour
appears before a group of knights. The chapter’s text suggests that the
picture shows his arrival to Brandenburg. However, the armoured Elector and
his entourage remind one of a vanguard of an army. «Frederick William | and
the tall lads» («Friedrich Wilhelm 1. und die langen Kerls») (Fig. 16) shows
the second King of Prussia examining his elite troops which consisted of
extremely tall officers. By extension, the picture represents not only the
«Soldiers’ King», but also his army reforms as well as his attitude towards Frg 15 ,q,r'[-hur
the army, which Herzog describes as «fatherly» (Herzog 1913, 5.137). Kampf.

«Kaiser Wilhelm’s Entrance in Berlin 1871» («Einzug Kaiser Wilhelms  Frederick William |
in Berlin 1871») (Fig.17) depicts a crowd greeting the newly appointed and the tall lads
Kaiser and his entourage. The physical proximity of the royals and their
subjects serves as the visual counterpart of their unity described in the text: «This was the crown
of victory — the unity of the king and his people» («Das aber war der Sieges Krone: die Einheit des
Konigs und seines Volkes») (Herzog 1913, s. 316). However, by showing individuals in the crowd

Kéniggrdtz
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from the back the artist deprives them of personal identities, turning them into Herzog’s abstract
«people» («Volk») — or rather, judging from their clothing, Berlin’s upper middle class.

Kampf might have based this picture on some of Menzel’s illustrations (Kugler 1840, s. 141,
214). Menzel, too, places the crowd in the foreground, allowing their gestures to direct the
viewer’s gaze to the protagonists. In a broader sense, both artists draw on the classic iconography
of Roman military triumphs (Burke 2001, p.67). Thereby, as in the case of the book’s frontispiece,
Kampf symbolically links the re-established German Reich to the Roman Empire.

Two pictures represent the monarchs of Brandenburg-Prussia as receiving symbols of royal
power. «Investiture of Elector Frederick with the Mark» («Belehnung Kurfiirst Fredericks mit der
Mark») represents the Holy Roman Emperor granting Frederick Hohenzollern the flag of
Marchgravate Brandenburg (Herzog 1913, s.40). By contrast, «The First King of Prussia» («Die erste
PreuBenkonig») (Fig. 18) depicts the sumptuous self-coronation of Frederick | in Kénigsberg. The
juxtaposition of the two scenes indicates the change in the position of the Brandenburg-Prussia’s
rulers. Besides the political importance and sheer scale of the event, one likely reason for the
choice of this subject might have been Wilhelm I's reinstatement of the coronation festivities
(abandoned by Frederick I's successors) and the popularity of state celebrations in the Second
Reich.

Two pictures tackle the subject of the bond between the Brandenburg-Prussian monarchy
and religion. «Joachim Hector receives the Eucharist under both kinds» («Joachim-Hektor nimmt
das Abendmahl») (Fig.19) shows the Margrave of Brandenburg’s public conversion to Lutheranism.
Herzog offers the «official-nationalist» interpretation of the event: «...a firmer bridge was built
between the elector and his people» («... eine festere Briicke geschlagen zwischen dem Kurfirsten
und seinem Volk») (Herzog 1913, s. 62). However, in his picture Kampf focuses only on the two
protagonists — the margrave and the bishop.

7
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Fig. 17-20. Arthur Kampf. 17) Kaiser Wilhelm’s Entrance in Berlin 1871 18) The First King of
Prussia 19) Joachim Hector receives the Eucharist under both kinds 20) Frederick the Great after
the Seven Years’ War in the in the Charlottenburg Palace Chapel

«Frederick the Great after the Seven Years’ War in the Charlottenburg Palace Chapel»
(«Friedrich der Grosse nach dem 7jahrigen Krieg in der Schlosskirche zu Charlottenburg») (Fig.20),
closely based on Kampf’s 1902 painting of the same name (Schroyen 2022, s.260-264), is more
ambiguous. Frederick the Great was an atheist and often criticised Christianity (Clark 2006, p. 187).
In «PreuBens Geschichte» Herzog refrains from any direct comments regarding the monarch’s
beliefs. Instead, he ends the chapter dedicated to the Seven Years’ War with a popular anecdote.
The king allegedly ordered musicians and singers to perform «Te Deum» in the Charlottenburg
palace chapel. Herzog describes Frederick listening to the music in complete solitude,
remembering the feats and horrors of the past seven years and quietly weeping. Meanwhile, a
crowd is cheering for him outside the chapel (Herzog 1913, s. 192).
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Condensed in the form of Kampf’s illustration, the episode may be understood in several
ways. First, it harks to the popular image of Frederick as a patron and lover of arts (Munkler 2009,
5.228-230). However, to some readers-viewers, the depiction of a religious social space might have
linked the episode to their own experience and tacitly suggested that after the war the king finally
found faith. Critics who wrote on Kampf’s painting of the subject pointed out that the distance
between the king and the musicians as well as the empty space around him serves to convey
Frederick’s loneliness (Schroyen 2022, s.262—-263). Herzog’s juxtaposition of the king weeping in
solitude and people cheering outside further strengthens the impression.

Two illustrations which depict monarchs alone constitute special cases. «The false
Waldemar» («Der falsche Waldemar») (Fig.21) represents the arrival of an impostor dressed as a
pilgrim at the residence of the bishop of Magdeburg. The man managed to convince the bishop,
many nobles, and the Emperor himself that he was the heir to the throne who they had long
considered deceased and went on to reign the Margraviate of Brandenburg for two years before
being exposed (Herzog 1913, s. 21-25). The reason behind the selection of this
relatively unpopular subject for the illustration (considering the small number
of pictures in the book) is hard to understand. It might have simply consisted in
the extraordinarily of Waldemar’s story. Moreover, Herzog presents it as a
cautionary tale: «So strong is the attachment of the people to great names and
great times» («So stark ist die Anhanglichkeit des Volkes an grosse Namen und
grosse Zeiten») (Herzog 1913, s. 25).

«Queen Louise» («Kodnigin Luise») (Fig.22) shows the consort of Frederick
William 11l enjoying a walk in a park, with the Paretz palace in the background.
The picture correlates with several paragraphs in the first half of the chapter
«The Collapse of Prussia» («Preussens Niederbruch») which describe the ng 21. Arthur
young royal couple’s peaceful life before the outbreak of the Napoleonic wars ~ Kampf. The false
as well as the queen ’s beauty and kindness (Herzog 1913, 5.213-214). Waldemar
~ Louise is the only female member of Prussian royalty and
- one of few women whom Kampf shows in his illustrations to «Preussens
Geschichte» — a fact which reflects the pronounced masculinity of the Second
Reich’s official culture (Jefferies 2003, p.12—15). Kampf probably chose this
subject due to the queen’s important place in German political mythology.
Already popular with her contemporaries, Louise came to be celebrated as an
ideal of the Prussian woman and a symbol of the country’s anti-Napoleonic
resistance. After her son Wilhelm became the first Kaiser of the united
German Empire, the queen’s popular image assumed Madonna-like qualities
(Minkler 2009, s.257-274).

Fig. 22. Arthur Kampf evidently based his portrayal of Louise’s appearance and clothing on

Kampf. Johann Gottfried Schadow’s «Princesses Monument»
Queen Louise («Prinzessinnen-Denkmal») which represents the future queen with her sister.

However, the illustration also falls into the tradition of borrowing from the
Marian iconography to represent Louise (Minkler 2009, s.257-274). In particular, the blue and
white colours of the queen’s clothing and her shawl slightly billowing in the wind evoke the
iconography of Immaculate Conception. Kampf’s portrait of the queen exemplifies the «saint-like»
representation of political leadership (Burke 2001, p. 75) which is not typical of this series of
illustrations or the artist’s work at the time.
Louise’s passiveness in the picture differs greatly from the portrayal of the male Prussian
monarchs as «men of action» in the majority of the illustrations. Such an interpretation of her
image seems all the more curious, since the queen had an eventful life. This is reflected, for
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instance, in Carl Rochling’s illustrations to a popular book on Louise (Réchling, Knotel&Friedrich
1896). Thus, we presume that Kampf’s portrait epitomises a conservative ideal of femininity rather
than the queen’s actual achievements and personality.

One last issue worth examination is the capacities in which Kampf does not represent
Prussian rulers. The country’s style of monarchy was widely associated with the royals’ active
involvement in the affairs of the state as well as their support of education and arts (Clark 2006, p.
84). Earlier visual accounts of Prussian history included scenes of the monarchs welcoming
religious refugees (Sternfeld&Rochling 1899, s.23, 25) or overseeing construction works
(Sternfeld&Rochling 1899, s.11, 16; Kugler 1840, s.115, 519). By contrast, Kampf and Ford
(Fletcher&Kipling 1911) overlook such themes. We believe that the main reason for such a
selection of subject matter lay in the perceived imminence of WWI, in which the belligerent
countries’ monarchs were expected to play the role of strong and self-sacrificial national leaders.

The sacrifice of «the people»

Only in four illustrations does Kampf give prominence to commoners. They appear either as
soldiers and their relatives or civilians making donations to the army. The artist shows them as part
of diverse groups, as he often did in his large-scale paintings. However, given the small format of
the illustrations, in each case he only manages to individualise several figures in the foreground.
Characters in the middle- and background, many of whom Kampf shows in profile or from the
back, lack individual features. Hence, the viewer may understand them as mere representatives of
certain social classes, age groups, or genders.

Bigen |

Fig. 23. Arthur Kampf. “We peasants  Fig. 24. Alfred Menzel. Iflustration to "History of
of small estates serve our gracious Frederick the Great”. (Kugler 1840, 5.350)
elector and lord with our blood”

. «We peasants of small estates serve our gracious elector and lord with our
‘ =~ blood» («Wir Bauern von geringem Gut dienen unserem gnadigen
Safrnd Kurfiirsten und Herrn mit unserem Blut») (Fig. 23) represents an episode
which took place during the Scanian war. Peasants who lived in the territory
occupied by the Swedish army joined forces with local nobility to defend the
land against marauders (Herzog 1913, s. 102). The illustration’s title (which
repeats an inscription on their banners) emphasises the commoners’
support of the Elector rather than their attempt to protect themselves.
Kampf might have based the picture’s composition on Menzel’s illustration
which features peasants from Thuringen taking part in the Seven Years’ War

(Fig.24). In both pieces most characters’ faces are concealed from the

-t
olfd-Opfer 1813

Fig. 25. Arthur viewer, which makes the group appear more homogeneous.
Kampf. Public «Public donations 1813» («Volks-Opfer 1813») (Fig.25) is based on
donations 1813 Kampf’s arguably most celebrated painting. It shows civilians making
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donations to the Prussian army which fought against Napoleon in the German campaign of 1813
(Schroyen 2022, s.100-111). The illustration features the key characters of the painting — a hooded
woman holding her hair in a bundle, a Prussian officer, a bourgeois, an estate manager, a young
boy and a girl (Schroyen 2022, s. 109). The group may be understood as a synecdoche for all
Prussian citizens incapable of fighting — elderly men, women, and children — who support the
army. In the respective chapter Herzog points out that many women donated their most valuable
belongings and even cut and sold their hair to donate the revenue (Herzog 1913, s. 238).

Two illustrations highlight the bond between Protestantism and the German army. ««Now
all thank God». The Leuthen Chorale» (««Nun danket alle Gott». Der Choral von Leuthen») (Fig.27)
is based on Kampf’s fresco «Prayer after the Battle at Leuthen» («Gebet nach der Schlacht bei
Leuthen«) (Fig.26) from 1887 (Schroyen 2022, s. 55). It shows an episode from the Seven Years’
War. After the particularly hard battle a group of soldiers started to sing a Protestant hymn to
express gratitude for their victory and survival (Schroyen 2022, s. 57-58).

The episode entered Prussian national mythology, becoming an epitome of the Prussian
military ethos which combined cold-bloodedness, self-sacrifice, and thankfulness to God
(Schroyen 2022, s.59; Minkler 2009, s.236). Kampf bases the illustration on the right-hand half of
his fresco (Schroyen 2022, s. 55), leaving out the bodies of the dead which appeared in its
left-hand half and indicated the battle’s extreme brutality. Besides, the illustration does not
contain the figure of Frederick the Great in the background (Schroyen 2022, s. 56), allowing the
artist to focus on the singing soldiers.

g i,

Fig. 26. Arthur Kampf. The Choral of Leuthen. Fig. 27. Arthur Kampf. Now all thank
(Sketch). 1887. Neue Pinakothek Miinchen. God. The Choral of Leuthen.
Source: sammliung.pinakothek.de.

«Consecration of volunteer soldiers» («Einsegnung von Freiwilligen i.J. 1813») (Fig.29) is a
reworking of Kampf’s highly successful painting from 1891 (Fig.28). The picture deals with another
mythogenic episode of the «Wars of Liberation». In the early 1813, representatives of the landed
classes and educated bourgeoisie, previously exempted from military service, joined the army in
hundreds of thousands; many volunteered (Schroyen 2022, s. 74-76).

Kampf represents a group of men of bourgeois backgrounds receiving the priest’s blessings
(Schroyen 2022, s.77). However, in the painting Kampf pays more attention to the future soldiers’
families. Some display sadness and anxiety, like a crying woman in the left-hand lower corner
(Schroyen 2022, s. 78). By contrast, few civilians, whose blurred figures appear in the background
of the illustration, do not express much emotion. Additionally, Kampf leaves out a particularly
moving scene — a kneeling volunteer embarrassing his wife and young son. Instead the priest’s
figure comes to dominate the picture. Hence, the scene acquires a narrower meaning — one of
religious contemplation and spiritual leadership at the time of war.
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Fig. 28. Arthur Kampf. Consecration of von

Liitzow’s Free Corps Volunteers in the Church in Fig. 29. Arthur Kampf.
Rogau by Zobten in Silesia in the year 1813. 1891. Consecration of Volunteers
Staatliche Kunsthalle Karlsruhe. Inventory number

931. Source: Wikimedia Commons.

War machinery as an embodiment of imperial power

Three of Kampf’s illustrations to «Preussens Geschichte» depict Prussia’s advancements in
military technologies at two points in its history — under the reign of Friederich Wilhelm the Great
Elector and Wilhelm II. «Brandenburg Warships» («Kurbrandenburgische Kriegsschiffe») (Fig.30)
shows the vessels commissioned by the Great Elector. In the text, Herzog underscores the great
importance which Frederick Wilhelm attached to the project (Herzog 1913, s.116). Two final
pictures in the book have the same title as its last chapter — «Under Kaiser Wilhelm’s Rule» («Unter
der Regierung Kaiser Wilhelm») and are numbered | (Fig.31) and Il (Fig.32) The former represents
two battleships. The latter shows two zeppelins floating above a countryside landscape.

In the respective character, Herzog ascribes to Wilhelm II the crucial role in the Second
Reich’s technological advancement. He credits the Kaiser with building «... the most powerful land
army and a mighty fleet...» («...gewaltigste Landheer und eine machtige Flotte...») (Herzog 1913,
s.371, 375). Notably, Herzog describes the German army and its fleet in particular as instruments
for colonising new territories and maintaining peace: «He...has enforced peace from Europe with
his weapons in hand» («Er... hat mit diesen seinen Waffen in der Hand den Frieden erzwungen
von Europe») (Herzog 1913, 5.375). Furthermore, in the same chapter he reminds the reader of the
Great Elector’s efforts in fleet building and colonisation (Herzog 1913, s.372). In doing so, the
writer creates another link between the monarchs of the past and present, strengthened by
Kampf’s illustrations.

unctm il
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Fig. 30. Arthur Kampf. Fig. 31. Arthur Kampf. Under  Fig.32. Arthur Kampf. Under
Warships of Brandenburg Kaiser Wilhelm’s Rule | Kaiser Wilhelm’s Rule Il
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The subject-matter of these illustrations, quite atypical of Kampf’s work, evidently comes
from «A School History of England» (Fletcher & Kipling 1911). Two of the pictures («Henry VIII Sees
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that England has a Good Fleet» and «With Francis Drake in the Tropics») give centre stage to then
innovative vessels. The final picture, «A Glimpse of the Future», features a novel battleship and
aircrafts of various types. Its composition, built around imaginary diagonals and thus creating a
sense of dynamism, is similar to those of Kampf’s illustrations.

Considering the limited number of pictures in each book, their creators’ increased attention
to the navy and aircrafts is evident. We argue that their choice of subject matter reflects the peak
of the naval race between Great Britain and the German Empire (R6hl 2014, p.815, 980). In both
books, advanced military machinery — rather than monarchs and their armies — come to epitomise
the power of each empire at the beginning of the 20th century.

In the three illustrations, space — instead of action and narrative, which dominated the rest
of the pictures — acquires special significance. When analysing the spatial aspect of Menzel’s
illustrations, Kathrin Maurer describes nature as an independent force hostile to both sides of the
conflict (Maurer 2013, p.141). Conversely, in Kampf’s pictures advanced machinery seems to have
taken control over the elements. Indeed, Herzog writes that under Wilhelm’s rule «...German
technology began its triumphal procession on land, on water and in the air.» (...«die deutsche
Technik ihren Siegeszug begonnen zu Lande, zu Wasser und in den Liiften.») (Herzog 1913, s. 375).

«Under Kaiser Wilhelm’s Rule II» is more autonomous from Herzog’s text than the majority
of Kampf’s illustrations. While the writer mentions the development of aircraft technologies
(Herzog 1913, s. 375), he does not directly describe their influence — or the lack of it — on the
countryside. Kampf’s picture, however, shows the apparently harmonious co-existence of
cutting-edge technologies and the traditional lifestyle of German farmers. Kathrin Maurer linked
mid-19th century history book illustrations which highlighted the Germans’ bond with their land
with the later ideology of «blood and soil» (Blut und Boden) (Maurer 2013, p. 151). We believe
that the scholar’s ideas at least partly apply to the picture in question.

Conclusions

The study showed how «PreuRens Geschichte» exemplified the period’s «official
nationalist», personality- and event-centred narrative of national history. In line with ideas on the
goals of historical education prevalent at that time, the book’s main purpose consisted in
promoting patriotism and moral values associated with «the Prussian character». The structure of
«PreuRens Geschichte» is closely based on its prototype — «A School History of England» (1911).
Both books’ contents reflect the tense situation in European politics, the naval race in particular.
The inclusion of illustrations and heroic ballads constitutes their distinctive feature. We argue that
such a combination of genres causes the blurring of borders between historical fact, fiction, and
myth.

Georg Belwe’s designs of the book’s cover, front matter pages, initials, and tailpieces
repeatedly feature stylised heraldic symbols and attributes of royal power. While being
autonomous from the text, his pictures implicitly convey the book’s major idea — that of Prussian
history equalling the history of its monarchy and military successes.

Arthur Kampf’s 22 illustrations highlight the same themes to which Herzog pays most
attention. These feature the feats of the «great» monarchs, the country’s army, Protestantism,
commoners' involvement in military events, and technological advancements. The artist overlooks
subjects related to social, economic, and cultural history. He also avoids depicting destruction and
suffering, thus creating idealised representations of the past. Kampf discards the canons of static
official portraiture in favour of dynamic and immersive depictions of historical events and figures.
In other regards, however, his illustrations are rooted in traditions of representing the
subject-matter in question and are in line with the contemporaneous trends in history painting and
illustration.

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2023.1(15) | 24



SPECIAL ISSUE

The majority of Kampf’s illustrations portray the rulers of Brandenburg-Prussia either as
determined military leaders or sovereigns displaying symbols of their power. The artist clearly
conveys their status by means of composition. By contrast, Kampf shows commoners in fewer
pictures and exclusively as participants in the major military events. They appear as part of bigger
groups and often lack individual features. Thus they come to stand for certain social classes and,
ultimately, «the people» («Volk») in general. The ideological implications of most pictures by
Kampf revolve around heroism and self-sacrifice. By contrast, in three illustrations the domination
of Germany’s war machinery over geographical space comes to represent its political power.

Kampf’s illustrations are generally faithful to Herzog’s verbal descriptions of respective
events. The majority of them depict emotionally charged episodes. Thus, we argue that their
purpose in «PreuRens Geschichte» lay in highlighting the key points in the narrative and facilitating
their memorisation. The same conclusion applies to the ballads. Comparisons between Kampf’s
illustrations and paintings on which he based them demonstrate that such a cross-genre
translation leads to the simplification of the picture’s message. However, in many cases, the
accompanying text lends an additional dimension to the illustration. Finally, the author maintains
that the repetition of similar subjects and artistic devices in Kampf’s and Belwe’s work strengthens
the sense of connectedness between Prussia’s remote and recent past, already communicated in
Herzog’s text.
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Representing National Histories in Popular lllustrated Literature for Youth: lllustrations by
Arthur Kampf and Georg Belwe to «Preufiens Geschichte» («Prussian History», 1913) by Rudolf
Herzog as a Case in Point

This study looks at illustrated popular literature as a tool for shaping its readers—viewers’
perceptions of national histories. The author explores this issue through the example of Rudolf
Herzog’s book for German school students «History of Prussia» ("Preuflens Geschichte", 1913)
illustrated by Arthur Kampf and Georg Belwe. Despite the book’s popularity in the 1910s, this paper
offers its first academic examination. The study combines terminology and methods coming from
the fields of history of representations, political mythologies’ and visual cultures studies as well as
art history. The author also adheres to methodological recommendations formulated by
researchers in illustrated literature.

The paper demonstrates that «Preussens Geschichte» exemplifies personality- and event-centred
«official-nationalist» approach to history writing. The book’s contents reflect the current political
situation and seek to promote the imperial government’s agendas as well as certain moral values.
The author argues that the specific purpose of Kampf and Belwe’s illustrations consisted in stressing
and simplifying the book’s key subject matter and facilitating its memorisation. The ballads
performed the same function. The author maintains that the stylistic unity and repetition of similar
subject-matter in Belwe and Kampf’s work contribute to the book’s overall representation of
Prussia’s history as a coherent narrative.

Belwe’s pictures encapsulate the book’s main ideas through the use of generalised images rather
than directly translating Herzog’s prose and poetry into pictures. Kampf’s illustrations further stress
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the role of monarchy and army as the key actors of Prussian history through the artist’s selection of
subject-matter and employment of artistic devices. Together with Herzog’s text, his pictures
promote determination, courage, and self-sacrifice for the sake of the country. Two other themes
that dominate Kampf’s illustrations are the bond between the monarchy, the nation, and the
church (an element of The Second Reich’s official nationalism) as well as Prussia’s technological
advancement as an epitome of its political power.

Keywords: historical mythologies, popular historiographies, book illustration, political iconology,
representations of history, history of Prussia, history of Germany, Arthur Kampf, Georg Belwe.
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OBPA3 BINHN B AMEPULI TA OEPA3 AMEPUKMW Y BIAHI: CTPATETIT BI3YANbHOI
NMPOMATAHOU CLLA 'Y 1939-1945 POKAX

Onekcanpgpa Kotnsip

The Image of War in America and the Image of America in War: the U.S. Visual Propaganda
Strategies in 1939-1945

Oleksandra Kotliar

The article explores the strategy of American visual propaganda during World War Il. The author
demonstrates how the methods and forms of propaganda reflected the general trends in the
socio-political life of the United States from 1939 to 1945.

The strategies adopted by the state were aimed at shaping the image of the war within the country,
which was geographically distant from the theaters of war, as well as creating practices for
representing the image of America in the global conflict. This approach was driven by the fact that
the issue of relations between the United States and the outside world, particularly with European
countries, was traditionally associated with the problem of self-identification of Americans, who
were born as a nation in the struggle against the former metropole. It has been established that the
success of military propaganda was ensured, in particular, by the infrastructure of social relations in
the field of art created by the New Deal reforms, namely, the Federal Art Project (FAP) program.
Collaborating with the state in the 1930s, artists emphasised the «American» and democratic nature
of US art, which allowed it to be successfully instrumentalised during the war to serve ideological
needs.

According to the author, one of the most demonstrative examples is the interpretation of the concept
of «Four Freedoms» by F. D. Roosevelt in the paintings of N.Rockwell, who «translated» the
president's abstract statements into a visual language understandable to the people. Several projects
organized by the Museum of Modern Art (MoMA) in New York, which were supported by US
ministries, are also indicative. These include the 1941 war poster competition and the exhibition
project «Airways to Peace. An Exhibition of Geography for the Future,» featuring politician W.
Willkie. Due to the predominant use of radio and cinema in the dissemination of propaganda, the
work of MoMA during World War Il acquired special significance: both the artist and the viewer were
endowed with an important social function of participating in the defense of the country's freedom
and independence.

The article shows how the direct involvement of the population in the process of propagating
(re)production contributed to the rapid acceptance by Americans of the political goals of the United
States during the war and in the post-war world.

Key words: World War Il, American art, visual propaganda, Museum of Modern Art (MoMA),
F. D. Roosevelt, W. Willkie.
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I3 noyatkom [pyroi csitoBoi BiiHM y CLUA noctana roctpa notpeba B obGpaHHI
edeKkTMBHOI nponaraHAUCTCbKOI cTpaTerii, sika © nigrotyBana HaceneHHs KpaiHu [o
3anyyeHHs y CBITOBMM KOHMPMIKT Ta moganbluy y4yacTb y po3bygosi mupy. B umx ymoBax
nepemora ®paHkniHa [JenaHo PysBenbta Ha BubGopax 1940 p. nuwe ykpinuna CTaHOBULLE
noro agMmiHicTpadii, WO Hamaranacs ckepyBaTW CyCnifibHy OyMKY B OiK HEMUHy4oCTi Ta
HeobxigHocTi BTpyyaHHA CLUA y BinHy. Nponarangucteski dycunna CLUA y 1939-1945 pp.
SIKHanKpaLle OnNpUSBHIOWTbL OBMEXEHICTb BMMBY OCTaHHLOI Ha KpaiHy. Kinbka nokosiHb
amMepukaHUiB He Ga4ynnu BiNHM Ha BNACHIN TepPUTOPIi, a EANHUM 3aCOBOM «3YCTpIdi» i3 HElo
BUCTYNanNu Megdia-gkepena, ToMy ypsig KpaiHu pearni3oByBaB nponaraHgy 3a 4ONOMOror
KOHCTpYIOBaHHS BepbanbHuX i BidyanbHUX obpasis.

PosmipkoBytoun Hag npobnemoto, Wo € O6’€eKTOM BMBYEHHS BidyanbHOI KynbTypw,
ICTOPUKMHA MUCTeuTB | niTepatypo3Hasmua Mike Bbanb dopmynioe nnTaHHa — «Wo
BinOyBaeTbCs, Konu nogu auenatbea?» [llogis Ta obpas, ski nioguvHa nepexuBac,
NOEAHYIOTLCSA B aKTi BavyeHHs1 Ta Noro Hacnigkax (Bal 2003, p. 9). AKT 6a4eHHs Mae cknagHy
YyTTEBY Npupoay: byay4n 3yMoBreHuin 6ionoriyHo — KOrHITUBHO, adpEeKTMBHO, iIHTENEKTYanbHO
— BiH pobUTb TaKy OiNbHICTb, 9K CNyXaHHA abo YnTaHHS, TakoX BidyanbHow. OTXe, HaBiTb
CYTO NIHrBICTUYHI KOHCTPYKLUII € Bi3yasibHICTIO, af)Xe camMe MOXIMBICTb 3[IMCHEHHA akTiB
BGayeHHs, a He MmaTepianbHiCTb NnobadeHoro 06’ekTa, BU3HAYAE, YN MOXKHA PO3rNagaTh pid i3
TOYKM 30pYy BUBYEHHS Bi3dyarbHOI KynbTypu (Bal 2003, p. 10-11).

Y npaui «Ak mn 6aunmo» [xoH bepopxep nuwe, Wo My CNPUMMaemMo nornsg MMTUs TiEto
MipOI0, KOO BiH BiANOBIAAE HALLMM BNACHUM CMOCTEPEXEHHAM Ha NIO4bMU Ta CyCniflbHUMKN
IHCTUTYTaMu: «Lle cTae MOXNnBUM, agyxe MU, SK | paHille, XXMBEMO B CYCNINIbCTBI 3i CXOXMMMU
couianbHMMM BiAHOCMHaAMW Ta MoOpasibHUMM UiHHOCTAMMU. | came ue Hagae KapTuHam
MCUXONOriYHOI Ta couianbHOI akTyanbHOCTi» (Berger 2008, p. 15). CnpuinHAaTTS Byab-aKoro
obpasy, 3a TBepmKeHHAM MaTtTeo CTOKKETTI, € pe3ynsraTtoM KOMYHIKaTUBHOIO MPOLECY, Lo
nepenbadae B3aEMOAI0 MiX Pi3HMMM couianbHUMKU akTopamu, SiKi MaloTb CBOI iIHTepecu Ta
pecypcu Ansa ydacti B HboMy (Stocchetti 2017, p. 38). Ha momeHT nodatky [pyroi cBiTOBOI
BINHN aMepUKaHCbKUA ypsag BXe BONnoaiB HabopoM iHCTPYMEHTIB i 4OCBIAOM BMKOPUCTaHHS
MucTeuTBa Anga obcnyroByBaHHA AepkaBHux notpeb. Abu nokasatu, sk mucteutso y CLUA
BAAsI0 nponarysarno NosliTUYHUA NOPSALOK AEHHUK, PO3rMSHEMO AeKinbKa LikaBuX KENCIB.

Monpwn noesepHeHHs CLUA go isonsauioHicTCcbKoI igeonorii nicns NepLuoi CBIiTOBOT BiMiHY,
3a MDKBOEHHE OeCATUNITTS amepuKaHCbKa iHTeneKkTyanbHa enita cpopmMmyBaria HoBUIN Nornss
Ha HauioOHanNbHWI iHTEpeC y 30BHILLHIN NONITULI Ta NoYana TRnymMavuTh KOro SIK Wock binbLue
3a Pi3NYHMIN 3aXUCT KpaiHW Bif BIMCbKOBOro Hanagy. 13 novatkom Gonosux Aiv y €sponi 'y
1939 p. NOCUNUBCS | NONITUYHMI PO3KOM Ha TNi BIQHOBIEHHS NONEMIKM HAaBKOSIO MiXKHApPOLHOI
nosuuii CLUA, a obroBopeHHs nepernsigy 30BHIWHLOI MOMITUKM yce Binblie Habysano
nonynictcbkoro 3abapeneHHs. HeobxigHiCTb NiAroTyBaHHS CyCNinbHOT AYMKU 0O MOXIMBOIO
BCTYNYy Y BilHY CTano BUKMMKOM Ans agmiHicTpauii ®. [1. Py3Bensta, Aka posnovana poboTty
Hag [HCTpyMeHTanisauielo LUIHHICHUX YyABNEeHb amMepuKaHUiB Mpo BriacHy AepxaBy ans
BMOTWBOBAHOIO BiACTOKOBAHHS 1T 6e3neKkn Ta He3anexHoCTi.

Y pokn [pyroi cBiTOBOI BiMHM Ha (POPMYyBaHHS aMeEpPUKAHCLKOI CYCMiflbHOI OYMKWM
BnnuBana ueHaypa 3MI, ska obmexyBana iHpopmauilo Npo CMepTi Ta WOAEHHI PYMHIBHI
Hacnigku BinHW. LleH3ypyBaTu iHdOpmaLilo, NoB’dA3aHy 3 BOEHHUMMW MOAISMKW, OepXasa
noyana we go scryny CLUA y cBiTOBMIA KOHMNIKT: y 1939 p. ypsi4 BCTAHOBUB MOCUSEHUI
KOHTPONb Hag CEeKPETHUMU BIOOMOCTAMMW, a Yy TpaBHi 1942 p. CTBOPMB OKpeMui Bigain
LEeH3ypu Yy BIiMCbKOBIN po3Bigui (National Archives). OdoiuiHi opraHuM nepesipsann BCi
300paxkeHHs Ta penopTaxi Npo BiHY, NpeACTaBneHi B HOBMHAX Ta po3BakanbHUX Megia. Ak
cTBepaXye icTopuk mucteuts [LikpaH TawmpkaH, B CUMY MOTYXHOMO €MOLINHOro BruBY,
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BidyanbHi obpasu nignaranu cyBoOpilWin ueH3ypi (Tashjian 1996, p. 722). Joceig lMepwoi
CBITOBOI BiMHW MPOAEMOHCTPYBAB — HACENEHHA He crpuiMmae HaaMipHO igeanisoBaHWMX
300paxeHb apMmii Ta nepemor, OfgHaK MOCTiMHA MPUCYTHICTb B Myb6niYHOMY nNPOCTOPI
iHpopmauil Npo >kaxu BIHW | BTpaTU 3arpoXye MOSIBOKO BUMOr LWOAO AKHAWLLIBUALLIOIO
3aBepLUeHHs 6boroBux ain (Gilbert 2020).

HocnigHuk Aptem Kolwlenes Bifg3Havae, WO Yy Taknx AeMOKpaTUYHUX KpaiHax i3 rmmboko
BKOpPIHEHMMW TpaauuisMn puHKoBOI ekoHoMikn sk CLUA pgepxaBa TpaguuiiHO Bigirpae
MiHiManbHy porb y npoueci bopmyBaHHS KONeKTMBHUX yaBneHb (Kowenes 2021, c. 195).
3anpoBagKeHHs B nepiof Kpu3un BiGHOCHO XXOPCTKUX LeHTpanisaoBaHNX MexaHi3aMiB KOHTPOSTO
Hapg, iHopMaLiHMM nonemM cTano NPUBOAOM AS1s KPUTUKK Briaam 3 OOKy onoauuii, y Tor vyac
K yps4 BuMNpaBAoOBYBaB MOCUMEHHA LIEH3YpW oOpraHisauiiHumm 3axogamun gnsa 6esneku
BiNCbka Ta UMBINbHOro HaceneHHs. @.[l. Py3BenbT, 3okpema, o00iusB y BUCTynax He
NPUXOBYBaTWN BaXNNBi HOBMHW, OQHaK NPOCUB CMiBBITYU3HMKIB NOCTAaBUTUCS 3 PO3YMIHHSM O
NPUARHATUX OOMEXEHD: «... KOXXHE CMNOBO, CKasaHe B equipi, KoXXKeH Kopabenb, Lo BUNLLOB Y
MOpe, i KOXXHa BuTBa, dKka Aecb BiAbyBaeTbCH, — BCe Le 3advinae mandbytHe AMepukn» (The
American Presidency Project).

3a BucnoBom ictopuka AnnaHa BiHknepa, y poku [Ipyroi CBIiTOBOI BilHN «aMepUKaHCbKa
nponaraHga Bigobpaxkana amepuKkaHCbKy MONITUKY Ta HaBiTb caMy AMepuky» (Winkler 1978,
p. 466). [lincHo, iHdbopmaLinHi 3axoau binoro gomy BigasepkantoBann He nuLle igeosnorivHi
3pyLlLUEeHHs, ane W 3MmiHy GanaHcy cun y nonitudHin cuctemi CLUA. 3a agminicTpauii
®. 1. Py3Benbsta y Hi NPOSABUNUCH eneMeHTU TakK 3BaHOro «iMnepcbKoro rnpesvaeHTcTeay.
Tesy nNpo «iMmnepcbke Npe3naeHTCTBO» («imperial presidency») yneplue 3anponoHysaB ApTyp
LLnesiHrep-monogwunin. KoHuenuia cTocyBanacsi pPO3LUMPEHHSI pearnbHUX MOXIMBOCTEN
npesngeHTa CLUA 3a mexi Noro KOHCTUTYLiIHUX NOBHOBaXeHb. BiiHa cnyryBana npMsogom
A0 HabyTTa ronosoto aepxxasu 6inbwoi Brnagn. O4eBngHO, BUTOKMU LbOro SIBULLLIA NOB’SI3aHi i3
CYMBOMIMHOK AN aMepukaHuiB noctaTtTio [xopaxa BalwnHrToHa — nepLlioro npesnaeHTa,
BOEHavarnbHuKa, Skuin 3abesneums Kanitynauito 3d6porHmx cun Benukoi bpuTaHii B pesynbrari
BiHn 3a HesanexHicTb (1775-1783). 3rigHo 3i CtatTeto Il 2-ro Po3giny KoHctutyuii CLUA,
Npe3naeHT KOHTPOME 306pOvHI Cunu, OAHaK He Mae npaBa CaMOCTIMHO OronollyBaTtu 1
diHaHcyBaTK BiNHY (National Constitution Center). Ha gymky A. LUnesiHrepa, npe3ngeHT Bce
0OHO HabyBa€e LLUMPOKUX NOBHOBaXEHb Nicnsa Toro, Kk KOHrpec caHKuioHye novaTok 60MoBux
Ain. fonoBa aep)xaBu OTPUMYE Baxkeni perynoBaHHSA OUMNOMaTUYHUX BiAHOCKMH Ta CaMoro
XoAay BiNHU (Schlesinger 2004, p. 35).

30inblUEHHS NONITUYHUX MOBHOBaXXEHb BUKOHABYOI BNaau Mg 4ac BiHU OO3BONUNO
ypsiay KOHTPOMBaTU BidyanbHUA 3MICTOM YCbOro, WO MOTpannsno B iH(opMauinHUK
npocTip. Ctpateria nponaraHan B poku [pyroi cBIiTOBOI BiNHU I'PyHTYBanacs Ha NepeKoHaHHi
rpoMagsH y TOMy, LLO Len KOHMNIKT € BiMHOW Amepuku. LLe xmBa nam’saTb Npo cycninbHe
po3yapyBaHHs, ske oxonuno CLIA nicna 3aBepweHHa [lepluoi  CBITOBOI  BiMHW,
NigWTOBXYBana KepiBHWLTBO [0 BMBYAOBYBaHHS MOCMIOOBHOI ideonorivyHoi nonituku. i
BaXXSIMBOK CKMAZOBOK CTano hopMyBaHHS i NpoCcyBaHHSA 06pasiB, ski Manu penpeseHTyBaTu
AMepuKy y BiHI Ta aki AMepuKa y Lin BiNHI 3axuLiana.

OaHWM i3 IHCTPYMEHTIB NONITUYHOI KOMYHIKaLil i3 cycninbCTBOM Ta 3abe3nevyeHHsa y
noganbwomMy MigTPMMKN HaceneHHsIM BO€EHHOI GopoTbbu Oynmn BeuipHi pagionpomMoBu
®. 1. PysBenbra (1933-1944), 3anoyaTkoBaHi i3 METOK PO3’SACHEHHS NS HApo4y BaXMBUX
€KOHOMIYHMX Ta NoniTUYHNX NUTaHb. «becian 6ina kamiHa» HeHa4yebTo «3anyyanu» rpomMaasH
00 MPURHATTS OepXXaBHUX pilleHb, CTBOpPIOBaNM B aMepuKaHUiB BigYyTTA NMPUYETHOCTI 0
PO3B’si3aHHS 3aranibHOHAaLioHanbHMX NPOBNeM Ta CMMBOMIYHO peani3oByBanv AeMOKparTito B
MOBCAKAEHHI.
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«becign 6ina kamiHa» ®.[0. Py3senbrta, 3a TepmiHonorieto M. Banb, mictaTb Ut
«NPaKTUKy nornsgy», Konu nogis i obpas, Wo nepexmBaeTbCs, MNOEOHYKOTbCA B aKTi
crnornagaHHAa Ta noro Hacnigkax. Came Tomy y Buctynax @. [1. Pyssenst nopisHioBas [pyry
CBITOBY BillHY 3 AMEPUKaAHCLKOK PEBOSIOLIEID, pe3ynbTaT K0T HIBUTO BUPILLYETLCA HA iHLWNX
KoHTUHeHTax: CLUA, 3a noro cnosBamu, BCTynawTb y HOBY ¢a3y GopoTbbM 3a BracHe
iCHyBaHHS. [Npe3ngeHT anentoBaB A0 abCcTpakTHUX 3000yTKIB «aMepUKaHCLKOT LuBinisauii:
cBoboaN, MaHyBaHHA XPUCTUSIHCBKMX igeaniB, €KOHOMIYHOro MpoLUBiTaHHSA, abCoNTHOrO
CyBepeHiTeTy — came 3apagu uux uiHHocTten >xuteni CLUA 3aknukanu npuegHatuca 0o
BCECBITHbOI 6opoTbON 3 HaumamMom (The American Presidency Project). 29 rpygHs 1940 p. y
YeproBoMy BUMYCKY pagionepenadi nponyHana sigoma gppasa ®. [1. Py3senbsrta, sika HagoBro
3akpinunacs y nonitmyHin mosi Amepukn: «CnonydeHi WTatm matoTb cTatm BINCbKOBUM
apceHarnom Ans BCiel geMokparii y cBiTi. [1ns Hac ue HeBigknagHe Ta BaXXnNuBe 3aBAaHHSA»
(The American Presidency Project). BucnosneHi npe3naeHToM igei WBWMAKO BigHaxoaunu
BifOOpaKeHHs B MUCTEUTBI, sike MOMITUYHI CUNKN KpaiHM BUKOPUCTOBYBanM Ha KOPUCTb
odiLiHOT iaeonorivyHoI MiHil.

Ycnix BoeHHOI nponaraHan CLUA ©yB 3abesnevyeHun cTBOpeHow Yy 1930-xX pp.
iHPpaCTPYKTYpPOLO B3aEMOLIT MiXK Lep>KaBot, MAUTUAMK Ta cnoxmnsadyamu mucteyrtsa. ig vac
Benukoi genpecii (1929-1933) y 1935 p. y Mexax coujiarbHO-eKOHOMIYHNX pedopm «HoBOro
Kypcy» @.[1. PyaBensta Oyna po3pobneHa okpema nporpama — degepanbHUN XyOOXKHin
nNpoekT (FAP), nignopsgkoBaHUM areHTCTBY 3 YNpaBmniHHA NPOMUCIOBO-OyaiBENbHUMMU
poboTamn rpomMagcbkoro npuaHadyeHHs (WPA). MeTa npoekTy nondrana y 3abesneyenHi
POBOTOK aMeEpPUKAHCBLKUX AisiB KyNbTYpy Ta HagaHHi iHAHCOBMX pecypciB aMepUKaHCbKIl
nyoniyi ana yyacti B mucteubkomy npoueci. Cepen odiuinHnx 3aBoaHb KaMnaHii —
«(popMyBaHHS LUMPOKOI HauiOHANbHOI MUCTELbKOI CBIOOMOCTI», «4OrMoMora KamnaHism
coujianbHOro 3Ha4YeHHsI», «iHTerpauis MMcTeuTBa y noBcakaeHHe XntTsa» (Cahill 1935, p. 1).

Cepen ipenHnx HaTxHeHHUKIB PenepanbHOro XyAoXKHbOro MpoekTty 6yB Bigomun
amepukaHcbkun mmuteub [xopmx bign, sk y 1928 p. xuB y Mekcuui Ta cnoctepiraB 3a
CTBOPEHHSAM (Ppecok XyaoKHUKOM-MOHyMeHTanictom [iero Pisepoto (Carroll-Johnson 2020, p.
18). Mig BnnuBom pob6iTt [. Pisepn, y 1933 p. k. bign 3anponoHyBaB nporpamy 3
BigpomxkeHHs y CLUA HacTiHHoro xwuBonucy. Y nucti go @. [1. Py3Bensta, CBOro LUKifIbHOro
ToBapvLa, BiH nucaB: «Monogi MuTui AMepUKK... nparHynu 6 Bupasuth Ui igeann [HOBUX
pecdopm — aBT.] y bopmi mucteuTBa, kbu ypsag 3anponoHyBaB iM cniBpauto. BoHU roTosi
CMPUATY | BUpaXaTu B XUBUX NaM’ATHUKAX CyCnifibHi igeann, aKMx BU HaMaraeTecs JOCArTu»
(Smithsonian Archives of American Art, p. 2). YXXe 3a kinibka gHis [x. bian otpumas cxBanbHy
BignoBiab Big npesngeHTta (Smithsonian Archives of American Art, p.3), WO W Nocnyxuna
MOLUTOBXOM 0 3anoyaTKyBaHHS nporpamu.

Omxe, i3 camoro noyatky ®egepanbHUA XyOOXKHIN NPOEKT nepecrigysBas igeonoriyHy
METY: (piHaHCyBaHHA NATPIOTUYHUX MUCTELBbKMX POOIT 34iNcHIOBanocs 3agnsa NnoBepHEHHS
BipM aMepuKaHLiB y CBOK Bnagy, a TakoX MEepeTBOPEHHS MUCTeLTBa Ha yHiBepcasibHUN
NoniTUYHMK HCTpyMeHT. Came Tomy poku Benukoi genpecii (1929-1933) 6ynu Big3HadeHi
nonynspusadieto couianbHoro peanisamy y CLIA: mucteutso 1930-x pp. YCinsiko
NigKpecntoBano BracHy «aMepUKaHCbKICTb» — OEeMOKPaTUYHICTb, AOCTYMHICTb ANS LWMPOKOT
ny©onikn, BKNKOYEHICTb Y MOBCAKOAEHHE XUTTS.

I3 nodatkom [pyroi cBiToBol BiNHM Ha . []. PysBensta nocunmMecsa TUCK LLOAO
HagMipHMX OOIKETHUX BUTPAT Ha OKpeMmi nporpammn «HoBoro kypcy». Y 1939 p. npe3vaeHT
OroflocMB Mpo MPUMUHEHHS CMOHCOPYBAaHHSA AepXaBot mucteutsa. OgHak i goBroTpuBana
y4yacTb Y MUCTELIbKMX NpoLecax 3anuimnna BigbuTok Ha BidyanbHin KynbTypi, gka, 3a BUpa3oMm
Binbama Mityenna, KOHCTpylE couianbHe, a He nuwe BUCTYNae Woro BisdyasribHUM
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BigoGpaxeHHaAM (Mitchell 2002, p, 170). OctatouHo DPeaepanbHUM XYOOXHIA NPOEKT
niksigysanu y 1943 p., NpoTe CTBOpPeHa HWUM iHpaCTpyKTypa nigTpyMmyBana KaHanu ans
cniBnpaui MUTLIB Ta NPOAOBXEHHS iX poOOTN Ha Aep>KaBy NPOTSArOM YCi€l BiHW.

He meHwWw BaxnuBy ponb Bigirpano nparHeHHs XyooXHuKiB 36epertyu pobodi micua nig
yac BiMHW. Hanpwuknag, KeHT PokBenn y XOBTHi 1941 p. 3BepTaBca A0 Mpes3vaeHTa i3
NPOXaHHAM 3anyyYnTn MUTUIB OO 3axXUcTy Aepxasu: «Maw cMinuBiCTb HaragaTu Bam, LO
XYOOXHUKU MOXYTb CNPUATU 3MILHEHHIO HaLliOHaNbHOT €QHOCTI, TOMY BUMaratoTb BU3HaTH Lie
i 4O3BONUTU OESKUM i3 HAac OBroBOPUTU MUTAHHS... 9K BUKOPUCTATU XYOOXHUKIB B YMOBax
Kpuan gna cnyxém cBoin kpaiHi» (Smithsonian Archives of American Art). JocnigHnua CneHcep
Kepponn-[)KOHCOH BBaXkae nepexonneHHs oilinHoI iHiLiaTUBN rpPOMaAChKiCTIO CBiAYEHHSM
TOro, Wo natpiotuyHe mmucteyTBo CLLUA y 1939-1945 pp. HE MOXHa po3rnsaaT ik nponaraHay
(Carroll-Johnson 2020, p. 93). Ha Hawy X OyMKYy, Uen akT fue HaoYHO OEMOHCTPYE
npyvHUMnM poboTn nponaraHau, sika B igeani 4Oocsarae He nuiie NpUUHATTA NeBHUX A0rM, ane
M NOCTIMHOrO X BIATBOPEHHSA CaMMM CYCifIbCTBOM.

6 CiyHA 1941 p., 3a Micsaub A0 Hanagy AnoHil Ha aMepukaHCbKy BiCbkoBY 6asy y
Mepn-Fap6opi, ®.[.Py3Benst BUCTYNUB i3 LWOPIYHUM MNPE3NOEHTCBKUM MOCAAHHAM [0
KoHrpecy, wo otpumano Hasy «Yotupu cBobogm» («Four Freedoms»). MeTta npomosu —
nepeKkoHaTn CniBBITYM3HUKIB Y HEOOXIAHOCTI HagaHHA 4OMOMOrM KpaiHam, 3oKkpema Benukin
BpuTtaHii, aki 6optoTbca npotn 6noky arpecuBHux aepxa. ®.[l. Py3Benst obrpyHTyBaB
AyMKy, wo CLUA nepebyBatumyTb y 6e3neui nuiwe 4O TOro MOMEHTY, Nokn Benvka bputaHia
3gartHa Tpumatum BriacHy o6opoHy. 36inblieHHs obcsriB BiNCbKOBOI 4OMOMOrM Ta nigTpuMKa
AEMOKPaTMYHUX Haui Mae 3abe3neunTn Xnttsa AMEPUKM sIK «apceHany gemokparii». OgHak
rorfloBHa Te3a npe3ngeHTa TpaHcrnoBana igeto B3aTTs Ha cebe CLLUA ocobnueoro o60oB’sa3Ky —
(hOPMyBaHHA HOBOTO «MOPArbHOrO MopsaKy». Moro dpasa «sik He xniboM €AMHUM XUBYTb
noan, Tak i He oaHiel 30poetl0 BOWTL» Byna 3aknMKoM 0 MOLUMPEHHS aMepUKaHCbKUX
ineanis no Bcbomy cBiTy. Ui ineann &.[.Pys3Benst yknaB y KOHUENUil0 4YOTUPbOX
iHaMBigyanbHMX ceobog: ceoboau crnosa, BipOCMOBiAaHHS, cBobGOAW Bif 3MMAHIB i CTpaxy
(National Archives). lNporonoLeHi uiHHOCTI manu o6’egHaTn HaBkono cebe amepuKaHCbke
CYCNiNbCTBO, @ TaKoX N036aBMTK NONITUYHI NAPTii MOXIMBOCTI BUKOPUCTOBYBATU PO3BIKHOCTI
y nornsigax Ha 30BHILLHIO MOSITUKY ANS MaHinynsuii rpoMagcbKoo OYMKOIO.

Mpomosy ®.[1. Pyssensta 6 ciyHs 1941 p. CbOrOAHI OUHIOEMO SIK 3HAKOBY Y MPOLECI
dbopMyritoBaHHI 30BHILLHLOMONITUYHUX 3aBAaHb CLUA, a Takox OpieHTUPIB Yy NICNSABOEHHIN
po30yaoBi mypy. KoHuenuis «40TMpbox cBoboa» 3HaNMWMa Biaa3epKaneHHsa B ATNaHTUYHIN
xapTil — cnineHin geknapadii ®. [1. Pyssensta i npem’ep-MiHicTpa Benukoi bputanii BiHcToHa
Uepuunng, nignucanin 14 cepnHsa 1941 p. [JOKyMEHT OKpPEeCsiMB NPUHLMMK, SKUX KpalHW, Lo
nignucanu xapTito, 3060B’A3anucsa 4OTPMMYBaTUCS Y NICIISIBOEHHOMY CBITi. 3roqoM JOKYMEHT
nir B ocHoy CTtatyty OpraHisauii O6’egHaHnx Hauin. 3rigHO 3 TeKCTOM ATNaHTUYHOI XapTil,
csoboga Big 3nvaHiB Mana 6yTu BTifleHa y NparHeHHi 40 NOBHOT eKOHOMIYHOT chiBnpaui Mix
yCcima pgep)xaBamu AN BCTAHOBMEHHHA BULLOMO PIBHA XUTTS, €KOHOMIYHOrO PO3BUTKY W
couianbHoro 3abeaneyeHHs;; cBoboga Big CTpaxy — 4Yepes BiOMOBY Bif TepuTopianbHUX
nparHeHb BENUKUX AepkaB Ta po330poeHHS arpecopiB (The Avalon Project).

®pasa npo «4yotmpum csoboam» He ofpasdy cTana BiAOMOK amMepuKaHusM, Mnornpu
3ycunnga binoro gomy nonynapudyBaTtu 1l 3a gonomorow npecu. lctopuk Dxenmc Kimon,
AOCNIOHUK PUTOPUKM W ICTOPUK npornaraHau, ChyLwHO 3ayBaXye Ha KOHTEKCTyaslbHin
npobnemi: 3BepHeHHA npe3ngeHTa 6yno npogymMaHuM i TanaHoBUTUM, OOHAK ANS LUMPOKOro
3arany 3ganocs YyeproBuM abCTPakTHUM BUCIOBIIKOBAHHAM norniTuka (Kimble 2015, p. 47-48).
HesBaxkaloum Ha MOTY)XHUMA €MOLUIHUA  BNAMB  BWUCTYMY, CYCNiNbCTBO noTpebyBano
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3pO3yMinoi, KOHBEHUioHanbHOI MOBM, Aka 6 nepetBopuna BepbGanbHi 06pasv NpomoBu
®. [1. Py3Benbra Ha GinbLuU NpOCTi, 34aTHi OCenMTUCs B ysBi aMepukaHLiB.

IHTepnpeTyBaTn «4oTUpM cBoboau» ONsi HApOAy HaAMXHYNO XyooxHuka HopmaHa
PokBenna 3HaoMCTBO 3 TeKCTOM ATNaHTUYHOI XapTii, SKWAW BuOaBCs WOMY 3aHaATo
dopmanisoBaHMM A51s1 AOHECEHHS BaXIMBUX OyMOK (Kimble 2015, p. 58). HanucasLum ecki3u
KapTWH Ha npe3naeHTCcbku BUCTyn, H. PokBenn sBupyLwmve Ao BalwmHrroHa B ypsaosun Biggin
nponaraHan — YnpaeriHHA BOEHHOK iHGopMauiero (OWI), Ae 3anponoHyBaB NepeTBOpuUTH
CBOI KapTMHW Ha aritauiiHi nnakatn. Xy4oXHWK OTpuMMaB BiAMOBY, OAHaK 3YyCTpiBcs i3
penakTopoM BuOaHHSA «The Saturday Evening Post» — OOHOrO 3 HaMBMNIMBOBILUUX XypHasiB
Toro yacy B CLIA - i gomoBuBca npo cnisnpauto. llicns cteopeHHs H. Pokesennom y
1943 p. YoTUpbOX KapTuH «CBoboda cnosa», «CBoboga BipocnosigaHHs», «CBoboada Bif
3anngHie», «CBoboga Big cTpaxy», poboTn pO3MICTUAM Ha LunanbTax YOTMPbLOX BUMYCKIB
XypHany y CcynpoBoAi TeMaTU4YHWX eceiB aMepUuKaHCbKUX MUCbMEHHUKIB. 3aBasku
dpeHOMeHarbHin NONyNAPHOCTI KAPTUH YPSA 3MIHMB CBOE PiLLEHHS: TOrO X POKY 3a NiATPUMKN
MiHicTepcTBa ¢piHaHCIB «The Saturday Evening Post» opraHidyBaB Typ, Mig 4ac S$Koro
«CBoboaun» H. PokBenna npogemMoHCTpyBanu B My3esx i ranepesax 16 mict CLUA. BuctaBku
BiBigano noHag MinbMoH ocib: ue aossonuno MiHicTepcTBy (hiHaHCIB NpoaaTu BiICLKOBI
obnirauii Ha 132 mniH gonapis (Perry 2018).

Ycnix H.Pokesenna [k. KiMbn nOACHIOE MIMETUYHUM MiOXOAOM XyAOXHMKA, SIKUIA
crnpomirca «nepeknactu» aberpakuii Buctyny ®. [1. Py3Bensra y 6nmn3bKi HACENEHHIO CHOXETU
(Kimble 2015, p. 50). Ha roro kapTuHax cBob6oaun 306paxeHi SK yxe peanidoBaHi B Amepuui:
csobopga Big 3nuaHiB — ue cimenHnn obig y [leHb nogsku, ceoboaa Big CTpaxy — BKNagaHHA
GaTbkamu 6e3TypObOTHMX AiTen cnaTtu, cBoboda crioBa — MOXMIMBICTbL ByTM novyTuM cepen
rpomagun. lNparHeHHa 3axXMCTUTU LIHHOCTI, BTIMEHI, K nokasaB Ha kKapTuHax H. Poksenn, y
NOBCAKOAEHHOMY XWUTTIi, CIPUSANN NPUUHATTIO aMepuKaHUaMU Linen y BilHi, NpOronoLeHnx
aepxasoto. binbwe TOro, ¢opmyBaHHS MNEpPEKOHaHHA B HeOOXiOQHOCTI  NOLIMPEHHS
iHOMBIAyanbHUX LiHHOCTEN cepepn iHWWX KpaiH i3 MeTol GesnedHoro po3sutky CLUA,
[A03BONUIIO HaJani BAKOPMCTOBYBATH Ui 0b6pasu Bxke B NpoTuctosHHi 3 CPCP.

Y poku [pyroi ceiToBOI BiltHM Myseit cyudacHoro MucteuTsa B Hblo-Mopky (MoMA) cTas
OLHVM i3 HANNOTYXXHILWKNX LeHTpiB nponaraHau. e B TpaBHi 1939 p. MoMA BigKpuIiv y HOBIN
OyaiBni 3 Haroan [ecAaTUniTTS i3 AaTu CTBOPEHHSI YCTaHOBU. Ha ypouuncTin noaii BUCTynue
®. 1. Py3BenbT, Ha3BaBLUN «3a0XOYEHHSI 40 CTBOPEHHA rapHUX peden Ta Haconogy HUMU»
«NpoCyBaHHAM caMol aemokparii»: «Ockinbkn Myseilr cydacHoro mmcreuTBa — Le XUBUN
My3€el... BIH MOXe CTaTu HeBiO'EMHOI YaCTUHOK HaWMX OEeMOKPaTUYHUX IHCTUTYTIB | ByTK
BMSIETEHNM B OCHOBY Hawol geMokparii» (The Museum of Modern Art). I3 noyatkom 6onosmx
Ain y €sponi, a Hanbinbwe — nicna Hanagy Anodii Ha [Nepn-fapbop, MoMA opraHizyBaB
AeKinbKa BMCTaBOK Yy crniBnpadi 3 ypaaoM, 3okpema MiHictepcTBoM hiHaHCiB Ta YnpaBniHHAM
rpoMaasiHCbKol 0OOPOHM.

CniBpoBITHNKN My3et0, KM No3uLioHyBaB cebe AK LEeHTP «couianbHOI aKTUBHOCTI,
BUCTYNanNu nocepeaHnkaMmm Mixx Aep>XaBHUMWU opraHamu Ta Mutusamu. Npoektn MoMA 6ynu
CNpPsIMOBaHi Ha 3MIUHEHHS iMigXKy AMEpuKM SK gepXaBw, BignoBiganbHOI 3@ MOLUMPEHHS
aemMokpartil Ta ceBoboam y ceiTi. Cepen Takmx 3axofis OyB OpraHi3oBaHUN MY3€EM KOHKYPC
BOEHHMX MnakaTiB yniTky-BoceHn 1941 p. Anbdpen bapp, icTopuk mMucteuTts i ANpeKTop
MoMA, cTaBMBCS A0 iHiUiaTMBM sIK OO MiCil, amKe, HA MOro OYMKY, «MUCTELTBO MOXe
AONOMOITM nepemortu y BiMHi» (Toon 2022). Pagio n kiHemaTorpad Mawmxe BUTICHUMAN
MUCTELTBO Y NOLWNPEHHI nponaraHan, TOMY iHiLiaTopyn KOHKYPCY NigHOCUMWN POrb XyOO0XHUKa
A0 WMpLLOi couianbHOT dYHKLUIT, MOpiBHIOKOYM Ti 3 poBOTOH B 060POHHIN cdepi (The Museum of
Modern Art).
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MacwTtabHoto akuieto MOMA B nepiog BiHK cTaB NPOEKT «[1OBITPSAHI LWASXN OO MUPY:
BMUCTaBKka reorpadii ManbyTHboro» («Airways to Peace. An Exhibition of Geography for the
Future»), wo Biabyscsa y 1943 p. lgeqa BuctaBkm 6e3nocepenHbO NOB’SI3aHA i3 TOrOYaCHO
NONITUYHOK PUTOPUKOKD: HEMOXIUBICTb HaZdani 4OTPUMYBATUCA i30N5LIOHICTCLKOI cTpaTeril
Bnaga nosiCHoBana He nuwe Mmacwrabamu 3arposn 3 6oky Hime4umHu Ta ii CO3HUKIB, ane 1
nocuneHHam rnobanisaudinHmx npoueciB. Y «becigax 6insg kamiHa» &.[]. Pyssenst
HaronoLlyBas, Lo reorpacdidHoi isonauii B 6inibLie He icHye: «Mu [amepurKaHLi — aBT.] NOBUHHI
bopoTuca y HamsigaaneHiwmx micyax, wob ybesnednTn CBOI NiHIT NOCTayYyaHHA Ta
KOMYHiKaUii...», ampke «Binblwe HeMOXnuBo nepebysatu y 6esneui Mk BOMa OKkeaHaMu»
(The American Presidency Project). [pe3naeHT nepekoHyBaB crnyxadis, Wo Yy rnobanizoBaHoMy
ceiTi CLUA, nepwonoyatkoBo 3agyMaHi Sk BifibHa pecnybnika, He 3MOXyTb iCHyBaTu B yMOBax
ToTaniTapnamy, ToMy KpaiHa Mae B3siTM Ha cebe nigepcbki OyHKLiI Y BCTAHOBIEHHI TaKoro
MUpPY, WO AO3BONMUTb aMepukaHuam 36epiratm CBii COCIO XUTTA, «MNOTPIGHUI HE TifbKK
Amepuui, ane n ycbomy noactey» (The American Presidency Project).

KoHuenuis Buctaeku «lMoBIiTPAHI WNsaxm 40 MUpY: BUCTaBka reorpadyii ManbyTHbLOro»
nonsrana B YHAO4YHEHHi LbOro «HoBoro cBiTy». OKpiM BUCTYNiB Npe3naeHTa, OKeperiom
HaTXHEHHS OS5 Hel cTano MkHapogHe TypHe noniTM4Horo aisya Bengenna Binki, cynepHuka
®. [1. PysBenbta Ha BMbopax 1940 p. Y 1942 p. 3i cxBaneHHs npesngeHTa B. Binki 3gincHus
odiuiviHy 49-aeHHy nogopox bnunsbkum Cxopom, PagaHcebknm Coto3om Ta Kutaem. TypHe
Masno Ha MeTi He nuule NPoBeLEeHHSA KOHCYrbTauin i3 NOMiTUYHMMKW Ta BOEHHUMMU figepamMmu
KpaiH, ane W1 nigroToBKy i4eOonoriYHoro niarpyHTs Agns  po3bygoBu  NepCnekTuBm
aMepUKaHCbKOI rereMoHii. 13 uiel npnynHm Bisntn B. Binki WMpoko BUCBITNOBaNu y npeci, a
nicnsa CBOro MOBEPHEHHA caM MNONITUK onybnikyBaB HW3KYy cCTaTel Npo MiACYMKU TypHe.
3o0Kkpema, BiH BMCTYNMB Ha pagio i3 NpomMoBOK «3BIiT nepen HapoAoM», Yy sIKin 3aneBHUB
CMIiBBITYM3HUKIB Y MOKNagaHHi BCbOro CBITY Hadin Ha Amepuky (Willkie 1942, p. 36). Ycnix
NpPoOMOBM, SIKy no4dyrno 6mm3bko 36 MNH nogen (Zipp 2018, p. 300), 3moTuByBaB B. Binki
HanucaTtu NoMiTUYHY Npauto, AKOK CcTara KHUWXKa «EOUHUI CBIT»: Ha3Ba AKOI BXe BKasye Ha
BaXIMMBICTb SK €4HOCTI uinen kpaiH y 60opoTbbi NpoTM HaumsMmy, ChiNbHY BigAaHICTb
NPOrofioEeHNM MpuHLMNaM, Tak i Ha rnobani3oBaHiCTb CBIiTY, WO 3MEHLMNa BiACTaHb MiX
Pi3HUMU perioHamun.

YniTky 1943 p., HeBOoB3i nicna nybnikauii «€guHoro ceiTy», MoMA 3anpocus B. Binki
B3ATW y4yacTb Yy BWCTaBLi. [i iHiLiAaTOPU XOTIMM MOACHWTM NPOCTOMY MA4AYeBi OCHOBHI
dhakTopn NOBITPSIHOT €NoxXu, HeObXiaHi ANs Nnepemoru y BiviHi Ta YCMiLWHOrO YKNagaHHSA MUpy.
Y UeHTpi BUCTaABKOBOrO MPOCTOPY PO3MICTUNM BeNuKy cdepy, BcepeauHi Kol nomicTunm
BEIMKY KapTy CBITY i3 306paXeHHsM TeaTpiB BiMHM Ta BigCTaHeW MNOMNbOTIB MK HUMMU:
eKcrnoHaT CcuMBOrni3dyBaB 0O0’€QHaHICTb HapOAiB aHTUMTNEPIBCbKOI Koaniuii 3aBAaku
noBiTPsAHUM Tpacam. OKpiM LbOro, BiABigyBadi MOrnM OrfisHYTU OOTOEKCNO3ULi0 3 e(PekToM
NPWUCYTHOCTI, NPUCBAYEHY €BONIOLIT NOBITPSHMX NONbOTIB Bif NEPBICHUX TBAPWUH A0 CyYaCHUX
TpaHCNopTHMX 3acobiB. CBITNMHM i3 300paXXeHHAM amMepuKaHCbKMX 6ONoBUX Ain Yy BUrNSAi
BidyanbHOro penoptaxy Npo BiNHY Oynu MNOKMNWKaHi 3acBigunTn edeKTUBHICTb BIICbKOBUX
onepauin aMepuKaHCbKMX BINCbK, MepekoHaTu B nepeBarax aMepuKaHCbKOl Hayku Ta
NPOMMCIIOBOCTI, CTBOPIOOYM NOYYTTHA Be3nekun Ta into3ii KOHTPOSHO Y BilHI.

3a ponomorow KapT, cdep i mMogenenm BuUCTaBKa NigKpecnioBana «BaXNUBICTb
rnoBanbHOI KOHUeNUii B nnaHax mupy» (The Museum of Modern Art), @ TakoX 3HanMomuna
aMepuKaHLUiB i3 HOBMMW ONA HUX BUMipaMKU 30BHILLHBOMNONITUYHOT JYMKUA — reononiTUdHUMU
Teopiamu, rnobanbHO cTpaTerieto K €AMHOK afekBaTHOK (OOPMOK0 NONITUYHOMO MUCIIEHHS
B YMOBaX CBiTOBOro KOHGnikTy. Abu B nybnikn Gyna MoXnmBIiCTb «40Ny4YMTMUCA» 0 NpoLecy
OCMMUCIIEHHSI MiXKHApPOOHUX pearniin, B OAHIK i3 3an TMMYacoBO PO3MiCTUNKM rnobyc i3 kKabiHeTy
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®. [1. Pyssenbsra B binomy gomi. Mmobyc npesngeHTty nogapysana apmis CLUA Ha Pisgso B
1942 p., a NOro TOYHY Konito Bpy4mnnu npem’ep-miHictpy Benukoi Bputanii BiHcToRy Yepuinnto
(The Museum of Modern Art).

[na suctasku B. Binki Hannucae TeKCT, y AKOMY 3aknukas CMiBBITYN3HUKIB YCBIOOMUTU
rnobanbHi 3pyLIEHHS], SKWO aMepUKaHCbKUI Hapoa «Xode 3irpaTm CBOK BaXXNMBY porb y
nepemosi y BiMHi Ta nobygosi Mupy i cBoboam B yCcboMy CBIiTi» (The Museum of Modern Art,
p. 3). CtpateriyHi nepesarn CLUA Ta X COI3HUKIB, BKMOYHO 3 reorpadiyHMMun, HEMUHYYE
3abesnevatb nepemory Hag kpaiHamu Oci, npoTe nonepeny amepukaHusiM [oBeOeTbCs
3r10MUTK i30MSLIOHICTCBKI HacTpoi y cebe Booma. Ha gymky B. Binki, ganekux mict GinbLue
HemMae — «CBIT Manui, i CBIT OOMH», TOMY W ysBreHHA npo manbytHe CLUA mae 6yTtn
«BCEeCBITHIM» (The Museum of Modern Art, p. 20).

Omxe, posropTaHHa [pyroi CBIiTOBOI BiHWM CNPUYUHWUIIO CTPIMKI 3MiHWM Yy cTparTerii
30BHiWHbLOT nonitnkn CLUA. TMpouec apantauii 4O HOBUX peani BMMaraB He nuwe
3abesneyveHHsa cTparTerii igeonoriyHum 6asncom, ane 1 po3yMiHHA Ta NIATPUMKN HaCeNEeHHAM
noro noctynaTtis. AMepuKkaHCbka nponaraHga y 1939-1945pp. LUMPOKO 3acTtocoByBana
BidyarnbHi aritTauirHi doopmu, siki popmMyBarnm 3po3yMmisii Ta eMOLINHI 06pa3u B ysIBREHHI Nogen
npo BiNHY Ta pofb CycninbCTBa Yy Hin. MUcTeuTBO [03BONUMAO akTUBHO i 6e3nocepenHbo
BKMIOYUTN HACeNeHHsa y npouec poboTu nponaraHau: iHTepakTUBHI BUCTaBKW, MPOCYBaHHS
MY3EeMHUMW YCTaHOBaMW i4EOMOriYHUX Khilwe, akTMBHA y4dacTb nybniku y OGnaroginHux
MUCTELBKMX aKuisiX — yce ue CcToano Ha cnyxbi odiuiiHoro nopsaky AEHHOro MNOMITUKW.
[epxasi BOanocsa CTBOPUTM BAany Mofernb, sKka noegHyBana uUeH3ypy i3 [O0BOni
peaniCTUYHOK  iNKO3iEl0  OEeMOKPATUYHOCTI BOEHHOMO MMUCTeuTBa. |HCTpymMeHTanisauis
OCTaHHbOro 3aZ0BOSfIbHUMA oApa3y Aekinbka HaranbHUX 3anuTiB nig Yac BinHW. No-nepue,
AOMNOMOrfa BMBYMTK CYCNiflbHI HAcTpoOl Ta ckepyBaTtu iX y NOTpibHe amepuKaHCbKin Bnagi
pycno. [lo-gpyre, 3abe3neynna npoCyBaHHA KOHUENUii «4OMalHbOro POHTY», L0
3ryptyBana HaceneHHa Yy HeBUAMMIA Ona HbOro BiWHI. [lo-TpeTe, cnpautoBana Ha
nepcrnekTMByY, 3aknaBLUM OCHOBU ANS penpe3eHTadii 06pa3y AMepuKkn y niCNABOEHHMI Yac Ta
CaHKUiOHYBaBLUM AN BHYTPILUHBOIO | 30BHILUHBOIO CroXuBaya nponaraHam NnonituyHi ambiuii
CLWA.
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Jlisopyy — In. 1. HopmaH Poksernn « Ceoboda crioga» (1943). Onisi Ha nonomsi, 45 x 35.

My3el HopmaHa Pokesenna. lNpasopyy — In. 2. HopmaH Pokeenn « Ceoboda
gipocrniogidaHHs1» (1943). Onis Ha nonomHi, 46 x 35. Mysel HopmaHa Pokserina

Jlisopydy — In. 3. HopmaH Poksernn « Ceoboda 3r1udHig» (1943). Onisi Ha nornomHi, 45 x 35.
Myz3el HopmaHa Pokeenna. lNpasopyy — In. 4. HopmaH Pokeenn « Ceoboda 8id cmpaxy»
(1943). Onis Ha nonomHi, 45 x 35. My3el HopmaHa Pokeserna
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In. 5. Cepbepa i3 kapmotro ceimy ecepeduHi 8 ekcrio3uuyii sucmasku «[logimpsHi wiisxu 00
Mupy: sucmaska 2eozpaapii MalibymHb020». The Museum of Modern Art

In. 6. doToekcnoaunuisa noBiTpsiHMx gocsarHeHb CLUA y BirHI Ha BUcTaBU,i «[TogimpsiHi
wiisixu 0o Mupy: sucmaska 2eoegpadpii MalibymHbo20». The Museum of Modern Art
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O6pas3 BiHM B AMepuLi Ta o6pa3 AMepUuKM y BilHi: cTpaTerii BisyanbHOI
nponarasgm CLLA y 1939-1945 pokax

Y cmammi docnidxeHo cmpameaii amepuKkaHCbKOI 8i3yaribHOI rponazaHou 8 poku [pyaoi
ceimoeoi  8iliIHU. Aemopka rnpodeMoHcmpysasna, SK Memodu | ¢hopmu i peanizauii
gi0obpaxkanu 3azarnbHi meHOeHuil cycninbHo-nonimuyHoao xumms CLUA y 1939-1945 pp.
lMponacaHducmceKi cmpameeaii 6ynu cripsimosaHi sik Ha GpopMysaHHs obpa3sy 8iliIHU 8cepeOUHi
KpaiHu, eeoepagbiyHO 8iddarnieHoi 8i0 meampig 6ouosux Oili, maK i Ha CMEBOPEHHS NMpakmMukK
penpeseHmauji obpasy Amepuku y ceimoeomy KOHGnikmi. Takul nioxid 6ye 3ymoeneHul
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mumM, Wo numaHHs e3aemogiOHocuH CLLA i3 308HiWHIM ceimom, a 8 ocobriuseocmi 3
€sporielcbKUMU KpaiHamu, mpaduyitHo nog’sasyeanu i3 rnpobremor camoideHmudpikauyii
amepukaHuie, siKi Hapoounucs sSK Hauig y 6opombbi npomu KonuwHbOi Memporiosii.
3’sscoeaHo, WO ycrix B0€HHOI rnpornazaHOu 6ye 3abesredyeHul IHbpacmpyKmypor
coujaribHUX 83aEMUH y cchepi Mucmeymea, CmMeopPeHoK, 30KpeMa, pegopmamu «Hogoeo
Kypcy». Crienpaytorodu 3 0epxaeor y 1930-x pp., XyOOXHUKU YCINsAKO mniokpecrosanu
«amepuKaHcbKicmb» ma 0eMoKkpamuyHicmb mucmeumea CLUA, wo y poku gitiHu 00380s1Us10
toeo e0arno iHcmpymeHmanisyeamu i3 Memor obcry2oeysaHHs ideonozidHux nompeb. Ha
OyMKy aemopku, OO0HUM 3 Haubinbw JeMOoHCmpamugHUX rfpuknadie € iHmeprnpemauis
KoHuenuii «4yomupbox ceobod» @.[]. Pysgennbma y kKapmuHax H.Pokeenna, skul
«riepeknas» abcmpakmHi 8ucriosrnoeaHHsl rpe3udeHma 3pO3yMifiorw Orid  HacerleHHs
8i3yaribHOKO Mo8ot0. [loka3osuMU maKoX € Kiflbka rpoekmig, opaaHidosaHi My3seem
cy4yacHoz2o Mucmeuymea y Hbo-Mopky (MoMA), siki nidmpumysanu Minicmepcmeo ¢iHaHcie
ma YnpaeniHHsm epomadssHCbKoi 060poHU. Ceped HUX — KOHKYPC 80EHHUX rniakamig (1941 p.)
ma eucmaekosul npoekm «[llosimpsHi wrisixu 00 Mupy: sucmaska 2eozpadii MatilbymHb020»
(1943 p.) 3a yyacmi nonimuka B.Binki. Yepe3 nepeesaxHe eukopucmaHHs padio i
KiHemamoepagpy 8 nowupeHHi npornazaHou poboma MoMA & poku [pyaoi ceimoesoi 8iliHu
Habysana 0co0bsiu8020 3Ha4YeHHS: | Mumeub, | ansgdad HaOinsAnuUCsa BaX/ueoK PO
y4yacHuKie 6opombbu 3a c80600uU ma He3anexHocmi KpaiHu. Y cmammi rokasaHo, §K
besrnocepedHe 3any4eHHSI HacesieHHs y [rpouec (8i0)meopeHHs rpornazaHOu Cripussio
weudKoMy rnpuUlHAMMIO aMepukaHusmu noaimuyHux yined CLUA y 8itiHi ma nicriss80eHHOMY
ceimi.

Knroyoei cnoea: [ipyea ceimoesa giliHa, aMepukaHCbKe MUCMEUMB0, 8i3yasibHa rpornazaHoa,
Mys3set cy4acHoz2o mucmeumea (MoMA), @. [1. Py3gernbm, B. Birki.
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PENITIAHI OBPA3W Y BI3YAIIbHOMY MO BINHWU: HOBI PE®EPEHLII OO TPAQULII
Map’sHa JleBMubKa
Religious Imagery in the Visual Field of War: New References to the Tradition
Mariana Levytska

The paper looks at the works of modern Ukrainian graphics (both printed and digital), which dealt
with the events of the war in Ukraine from 2022 onwards. It focuses on the artworks, which use
Christian symbolism and iconography and looks at how these symbols were reinterpreted in the
context of modern visual culture and the current expectations of Ukrainian society. The study is
structured around the categories of cultural memory and representation, in particular the visual
and narrative strategies when dealing with the wartime events. It, too, is informed by approaches
of visual studies, developed in the works of W.T.J. Mitchell, D. Freedberg, and T. Wright, which
helped to determine the primary message of the artworks, secondary elements, and to treat them
as a very specific visual message. To systematise the graphic material collected after the full scale
invasion 2022, a topical approach was chosen, which means that the focus was not on the
chronology of the war, but on the crucial categories in the subject matter of the religious imagery:
images of the Mother of God, holy warriors, motifs of the Passions, martyrology, etc. The artworks
in question demonstrated a shift from conventional patterns of religious iconography to updated
ones. For example, the theme of Christ’s Passion and the tools for torture was altered to become an
image of Ukraine's suffering in the course of history with all the struggles and losses of political
independence and constant resistance through these centuries. Obviously, the photos and videos
from the war omnipresent in the mass and social media became an important visual basis for most
graphic works. The article reveals the process of transforming the local war narrative into a
universal one, by virtue of the mental imagery fixed in the Ukrainian public consciousness.
Analysing the graphic artists’ responses and their use Christian imagery demonstrated how the war
stimulated the creation of a new mythology, a new pantheon of heroes, designed to motivate,
resist and, ultimately, lead to victory. The images of Christian saints, whose iconography was
reinterpreted in several graphic works, gained particular importance for forming this new
mythology.

Keywords: graphic art, religious imagery, visual culture, iconography, cultural memory.

Bctyn. AkTuBHa hasa BiiHM B YKpaiHi, po3noyaTa 24 nioToro 2022 p. no3Hayunacs
CNpaBXHIM «BUOYXOM» Pi3BHOMaHITHUX MUCTELIbKMX TBOPIB, AKi pe30HYyBanu i3 akTyanbHUMU
nogisiMu, Bigobpakatoun LUMPOKUI CAEKTP NepEeXMBaHb Ta eMOLIMHMX peaKUin yKpaiHuiB Ha
HOBY pearbHICTb. Y CTaTTi 3anponoHOBAHO NEBHUM MPOMDKHUIA MiLCYMOK CMOCTEPEXEHb,
I'PYHTOBaHMA Ha «NoOMbOBiM» oikcauil Ta iHTepnpeTauil BidyanbHMX 06pasiB BiHU Y
MeaiMHOMY NpPOCTOpi BNpoOoBX 2022 POKY. I3-MOMIK BerieTeHCLKOro mMacmBy rpadivyHmx
TBOPIB (Y ApyKOBaAHOMY Ta LMpoBOMY hopmMaTi) LOCUTb 3HAYHY rpyny CTaHOBMNATL 3pasku
i3 pedepeHUisMn 00 penirinHol (XpPUCTUAHCBKOIT) TEMaTUKM MUHYJIOrO, ane nepeocMUCHeHi
Ha noTpeby cy4acHoCTi AHani3yrun Taki 3pasku, OOUINbHO po3rnagaTtn iX Yyepes npusmy
iICTOPUYHOI (KynbTypHOI) nam’aTi ykpaiHuis. OpgHieto i3 dopM akTyanizauil penirinHoi

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2023.1(15) | 43



SPECIAL ISSUE

Tpaguuil nig Yac BiNHM cTaB (POTO-NPOEKT JIbBIBCLKOrO My3eto icTopii penirii nig Hassoko
«CBsITi NnokpoBuTeni HeckopeHux»' (In. 1). OCHOBOK MPOEKTY CTarno NOEAHAHHSI Cy4aCHUX
doTorpadin, WO AOKYMEHTYIOTb NOAiT BiHM Ta iKOH, WO B nonepeaHi iCTopu4Hi nepiogm
CNYXWUNW Ona YKpinneHHs Bipy W 3axucTy Big Bopora. OCKinbku Us BiHA CnpuiMaeTbes
3HAYHOK YACTMHOI YKpaiHUIB K OHTOMNOMYHUIA KOHMMIKT MK 40BPOM i 3r10M, KOHAOIIKT, LWO
€ HapikKHMM KameHeM CBIiTOBMX penirin, BiANOBIOHO — penirinHa obpasHicTb 3anmae
BaXnuBe Micue Yy BidyarnbHOMY noni BigoOpaxeHHA BiHW. A KaTeropii iCTOpUYHOI
(KynbTypHOi) nam’aTi’>, B AaHOMy BWNagKy MeperykylTbCs i3 MNepeoCMUCIIEHHAM
dopmanbHOI penpeseHTauil penirinHnx obpasiB Ta X HOBUM MicUueM Yy akTyarbHin
nosa-penirivHin - npaktmui (Morgan 1998). Csraioum [o noHag- i no3a-koHMecinHoro
KOHTEKCTY Ui obpasn po3KpmBalTb NepegymMoBM Ta MeXaHi3aMu TBOPEHHS XYLOXHWKaMu
HOBOI ikoHOrpadoii.

NocTtaHoBKa npobnemu, 3asHadyeHa y 3arorioBKy CTaTTi, CTOCYETbCSA 3acagHU4mX
AediHiuin, HaBKONO SKNMX (POPMYETbCHA CTPYKTypa BuKNagy. 30Kpema, OKpiM KaTeropil
KynbTYpHOT Nam’siTi, iHTepnpeTadito obpaHunx aptedakTisa My ByayBaTMMeEMO Ha 3anyyeHHi
MeToAiB  AOoChnifXeHb BidyanbHoi Kynbtypu. OBpaHa nepcnekTvBa O3BONSE po3rnsagaTtu
pi3Hi aptedakTn came 4yepe3 nNpu3My IX YHKLUIOHYBaHHA Yy cepefoBuLLi BidyanbHOT
KynbTypn, cdopmoBaHoi peanismn BinHW. OkpiM pedepeHuin oo iICTOpMYHOI nam’aTi Ta
(abo) penirinHoi Tpaguuii (Iean Maeno Il 2005, c. 83) BaXXNIMBUM € NOHATTS perpe3eHmauil,
sKe BUpaxae 3MICT [OCRi[4KYyBaHOMO MUCTELbKOro npouecy, 9K npouecy Bidyanisauii
XPOHikK i 0bpaasiB BilHK Ta TpaHcopmaLii NEBHMX YCTaNeHMUX KOHOTALN.

Onupatouncb Ha TBepmKeHHa Mityenna, wo «obpa3 € yHOaMeHTanbHOK
oaMHULE BMnuBy B MmucteuTsi» (Mitchell 2015, p. 7) BAanocsi BCTAHOBUTU SIK 3MIHIOETbCS
3MICT i 3Ha4YeHHs ycTaneHux penirinHnx obpasis y HOBOMY KOHTEKCTI. BkaszaHa meTogonoris
AornomMarae BU3HaunTu
NEPBUHHUN | FONMOBHUN MeceO)X Y KOHTEKCTi CynpoBIiOAHWX, OPYrOPSiAHUX erieMeHTiB, Ta
npoaHanisyBaTu MOro K BidyarnbHe NnoBidoMIeHHs (Barry 1995, p. 43-44).

MeTolo Ui€el cTaTTi € CBOepiaHa «iHBEHTapu3auis» BidyanbHux obpasiB BiHM Ta
BUAINEHHA 3 YyCbOro Macmey 300paxeHb TuX, siki MalOTb npsiMmi abo onocepenkoBaHi
dopmanbHi Ta cMUCNOBI pedepeHLUii A0 penirinHoT (XPUCTUSIHCBKOT) 0Bpa3HOCTI Ta aHani3
BKa3aHux 300paxeHb came 4yepe3 ONTUKy penpeseHTauii, i3 3any4eHHAM MeTOZAiB iKOHONOTIT
Ta Bi3yanbHOi KynbTypw, 3anponoHoBaHux Yy npausx [. ®pinbepra (Freedberg 2005) Ta
B.T.[l. Mituenna (Mitchell 2011), T. Panta (Wright, 2008) Ta iH. 3okpema, nigxogn «HOBOI
icTopii mucteutBa» (1990-x-2000-X pp.) OO3BOMAKTL 3anyynTn apTedakTn BUCOKOro Ta
MacCoOBOroO piBHS (OpyKOBaHa nnakaTtHa Ta intctpatmBHa rpadika, undgposa rpacdika gns
efeKTPOHHMUX HOCIIB),  30epiratoumM naputer MK HUMW Ta NPOCHIAKOBYKOYM BiflbHE
«nepeTikaHHA» 3 OAHiel KaTeropii B apyry. Came BKasaHi nigxoam 00O3BONSAKOTL aHasisyBaTtu
CYKYMHICTb 0bpasiB, ki BBaXatoTbCA abo CpUMMaloTbCs 9K PeniriiHi, Y KOHTEKCTI Pi3HMUX
rpaHen BidyanbHOCTi (eniTapHOI-MacoBOl; BHYTPILHbLOI-30BHILLIHBOI; MEWHCTPIMHOI Ta

! BuctaBka cknaganacs i3 14 ¢oTo-6aHepiB, B SKMX 300paxeHHs Mnogii BiHM noeaHyBanucs i3
300paxxeHHsaIMM BIgNoBIgHMX CBATUX, OO SKMX 3BepTanucda 3a nofibHmx obCTaBuvH y MUHYIIOMY.
Pexum aoctyny:
https://velychlviv.com/Ivivskyj-muzej-istoriyi-religiyi-prezentuye-banernu-vystavku-svyati-pokrovyteli-neskor
enyh/

2 lcmopuyHa nam’sime, abo KyribmypHa nam’sims, BidHOCUTLCS 10 NNIAaBHOrO cnocoby, 3a 4oNoOMOoroto
SKOro rpynu niogen CTBOPIOKTL | MNOTIM iAEHTUMDIKYIOTb KOHKPETHI HapaTUBK Npo iCTOPUYHI Nepioan
abo nogji, iHOA4i Ha OCHOBI MOTOYHMX O6GCTaBUWH. IcTopuyHa Nam’aTb nepegbavae CyKynHICTb
POOVHHOI, penirinHol Ta HauioHanbHOI nam’aTi. (Assmann 2009, p. 211-214).
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MapriHanbHol Towwo). OnucaHa MeToaonoris gonomarae BU3HAYUTU NEPBUHHUN i TOSTOBHUMN
MeceX Y KOHTEKCTi CynpoBigHUX, OPYrOpsSiAHUX eneMeHTiB, Ta npoaHanisyBatM MOro siK
Bi3yarnbHe NoBiAOMIIEHHS.

Takox MeTogu CTydin Bi3yanbHOI KynbTypu BUKOPWUCTOBYKOTLCA AONS BUSABMEHHS

KOMMMeKCy nosiTMYHO-BMOTUBOBAHMX 300pakeHb, BMBYEHHS X MOSBM, MOLWIMPEHHA Ta
BUKOPUCTAHHS 3 METOK KOHCTPYHBAHHSA Ta 3MiLUHEHHS1 CyO’eKTHOCTI, yTBepakeHHs abo
nepe-BCTaHOBIEHHS MNEBHUX CYCNiflbHUX KOHBEHUin (Mitchell 2015, p. 6; Bryson 1994). Taki
AOCNIMKEHHS 30CepeXyrTbCs Binblue Ha NOBCAKAEHHOMY Ta MacOBOMY, arnie TakoX i Ha
noniTuui npeacTaBHMLTBA, BiAMIHHOCTEM Ta Bnagu, Haragyktouu ski KynbTYpHI NPakTUKK
MarTb 3Ha4YeHHs Ha fJaHoMy eTani (Bal 1996; Plate S. Brent 2002, p.8)
Mosask cTyail BidyanbHOI KynsTypyn CKepoBaHi 40 BUBYEHHS COLianbHOI Teopil BidyarnbHOCTI
(Ak cniBBigHOCATBCA MK cOBOK BidyanbHICTb, 3HaHHS | Bnaga ananisysanu M. dyko,
M. Banb, [x. batnep), BkasaHi MeTOoOM € 3HaA4yHO BIAMNOBIAHIWMMKM OO aHanizy Ta
iHTepnpeTauii obpaHnx aptTedakTiB, aHiXX TpaauLUiiHIi METOANM iCTOPII MUCTeLTBa.

OcCKiNnbkn CTaH BilHM € HEKOHBEHLIIHUM CTaHOM, B SIKOMY AN yKpaiHuis® 6yno
3pYMHOBaHO yBeCb TpaguuiHMKU modus vivendi, 3aKOHOMIPHO, LLO CyCrifibHa CBIJOMICTb
nparHe BigHaWUTM HOBY OMOPY, B TOMY YMCHi Yy akTyanisauil penirinHux npakTuk Ta penirinHnx
cumBorniB (Morgan 1998; Plate 2002).* BiaTak, HoBa cycninbHa peniriiHiCTb Ta «HOBE XUTTS»
AaBHIX iKoOHOrpaiyHMX B3ipuUiB 3 MNOYaTKOM BiMHM 2022 p. 3HAULWIM ManXke MUTTEBE
BigobpaxkeHHs1 y BidyanbHin KynbTypi. CnocTepiraloum i nepexuBaloum nogil  BivHW,
YKpalHCbKi Xy4OXHUKM 3BEPHYNNCH 00 Pi3HUX 3paskiB XPUCTUAHCBKOI ikOHOrpadil, 40 Pi3HMX
obpasiB Ta CUMBOIMIB, BUPaXeEHWX MOBOK i 3acobamu rpadivyHoro mwucteurtsa. [lpwm
cucTtemarmaadii BisyanbHoro martepiany, 3ibpaHoro nicnsi noBHomMacLUTabHOro BTOPrHEHHS B
nwotoMmy 2022 p., 6yno obpaHo TemMaTU4HMIM Nigxig, OPIEHTOBAHWA HE Ha XPOHOMOTIi0
BOEHHWX MOAiN, a Ha 6a30Bi 3MicTOBI kaTeropii 306paxeHb (06pasis)’:

—Tematuka CTpacHoro uwmkny, obpasu lonrogpu i cumBonika cTpaxaaHb XpucTa;
— boropoanyHa ikoHorpadis, i3 BAOKpeMIieHHsIM MOTMBOM 3acCTyMNHULTBA;

— HOBa iCTOpMYHa MapTUPONOris, 06pa3n HOBUX YKPATHCbKUX MYYEHUKIB;

— Tema CBATUX BOIHIB — 3aXMCHUKIB | MOKPOBUTENIB.

Bapto 3asHauuTh, WO BKasaHa penirinHa ikoHorpadia B O0pOOKy OKpemmx
YKpalHCbKMX aBTOPIB  OTpUMana aHTUTe3y — BUCMIIOBAHHA Ta rPOTECKHe 3MaritoBaHHS
dyHOAMEHTaniCTCbKOro 1a LeCTPYKTMBHOIO XapakKTepy POCIMCbKOro npaBocriaB’sa i Noro
HOCIIB, sIKi «BnarocnoBnsalTb» BIMCbKOBI 3roumMHNM (1N, 2). TBOpKU BKasaHOI TeMaTUKN He
BKMNIOYEHI [0 po3rnagy 4Yepes cnpamMoBaHicTb Temwu. OpHak, 3 ornggy Ha MOTOYHI
CYCMiNbHO-NOMITUYHI NpoLecn «po3puBy» i3 pocincebkoto YL MI, Taki 306paxeHHA MOXYTb
CYTTEBO «BIATIHUTU»  Cneundiky akTyanbHOro KOHCTPYHOBaHHA  HOBOI YKpalHCbKOI
iNEHTUYHOCTI, MPOTUCTAaBNAOYM «CBOKO» (OpPraHiyHy) i «4yxy» (HaB’si3aHy) peniriiHicTb.

3BepTarunch 40 NepLlol TeMaTUYHOI KaTeropii — BigobpaxkeHHs1 CTpacTen i XepTBu
XpucTa, 3peaykoBaHMX B CydacHin MUCTELBbKIN MOBI 4O BigNOBIAHOrO BidyanbHOro Habopy
obpasiB i cuMBONIB, — BapTO BIO3HAYUTU YHIKanNbHUA 3Pa3oK YKPAIHCbKOI KHWXKOBOI

> BxuBatouM y3aranbHeHHS1 «yKkpaiHui» MaeMo Ha yBasi NpuHanexHicTb A0 MONiTMYHOI Hauii,

0€e3BigHOCHO A0 ETHIYHOrO MOXOMKEHHS UM KYNbTYPHOI camoigeHTudikauii rpomagsaH YkpaiHu, ski
CBigOMO BM3Hauunum ansa cebe npioputeTom AepKaBHY He3anexHICTb i COBOPHICTL YKpaiHw.

* Mig peniritHUMK NpakTUKamn i CMMBONaMM PO3rMSAaEMO BUKITHOYHO MOB’3aHi 3i XPUCTUSIHCBKOO
KynbTYpOLO, HE 3arnunbioymnch y KOHECINHI BiAMIHHOCTI.

> Mpo audbepeHuiaLilo Mix 306paxeHHsM (picture) | 06pa3om (image) AmB. Mitchell 2015, p.16.

® Takuit acnekT BUBYEHHS BidyarbHMX apTedakTie nepiody pociicbkoi arpecii (Big 2014 p.)
060B’sa3k0BO Byae AocnigXeHUN HaMn Y ManbyTHbOMY.
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rpadiky, CTBOPEHU 9K Bi4NOBIAb Ha NPUXOBaHe poCiCbKe BTOPrHeHHSA B 2014 p. Maemo Ha
yBasi autady kHury «BinHa, wo 3miHMna PoHOo», TeKCT Ta intocTpadil Kol BUKOHaNu
NbBIBCbKI XyAOXHUKM AHApin JleciB Ta PomaHa PomaHuwmvH (TBopYa cTyais «Arpadka),
BuaaHy B 2014 p. y «BugasHuutei Ctaporo Jlesa». Ll kHura ctana cnpaBxXHiM siBULLEM Y
chepi rpacbivHOro gM3arHy i MMCTELTBa KHUMM ANSA LUMPOKOI YKPAIHCBbKOI (a NOTiM i CBITOBOI)
ayauTopii, agpke oTpumana npecTtmxkHy Haropogy BonoHCbKoro KHMXKoOBOro copymy (2015
p.). X0o4a B OCHOBI CIOXXETY KHUIMM € aBTOpPCbKa pedbrekcis Ha BiHY, O4HaK BidyanbHWi cnoci6
ONOBIAi Mae yHiBepcasrbHUIN XapakTep, ONMpatYmMChb Ha KaTeropii OHTONOrYHOro KOHMMIKTY:
NPOTUCTOAHHA Jobpa i 3na, cBiTNa i TEMPSABKU, XUTTA i CMepTi. AKWO NPUUHATK Tesy
MiTyenna, Wo «He iCHy€e YACTUX Bi3yarbHUX NOBIAOMIMNEHb, a BOHW Yy OyaAb-aKoMY BUMaAKY
MalTb KOHOTauil [0 BepbanbHUX, YYTTEBUX, TaKTUIIbHUX CMOCOBIB BUPaKEHHS i
CNPUNHATTA», TO rpacpidHa moBa i o6pasHicTb kHurn A. JleciBa Ta P. POMaHuLWnH € Lubomy
nigTBepmkeHHsam (In. 3). OkpiM TOro, KHUra MICTUTb BUPAa3Hi XPUCTUSHCbKI Ta iCTOPUYHI
MapKepu, akTyanbHi 4ns ykpaiHuiB.

Y cabyni kHurn Ta y BisyanbHUX popmMax il BUPaXKeHHs1 — KOHQIMIKT TeMpPsiBU i CBITNa,
Ae nepemory cBiTna 3abe3neyeHo 3yCUNNsIMU | >KEePTOBHICTIO repoiB. TakoX B
nitepatypHOMy CIOXeTi Ta Ha intocTpauisx CTINKICTb XUTTEBUX CUN | POAKOYICTL 3eMni
NPOTUCTABNEHI XONOAHIM cuni 36poi Ta cMepTi, iKY BOHa Hece HaBcibiv. OgHieto i3 BaXknmBux
KOHOTaLliit 40 06pa3y 3107 BOPOXOi cummn € 306paxeHHs Komo4oro ApoTy. Moro YopHi rocTpi
KOJTHOYKM, WO 3aMOBHIOKTbL BiflbHUN XXUTTEBUM NPOCTIP CIPUMMAKOTLCA Mamke TaKTUMbHO i
MaKkcumanbHO pastode. 3 HegaBHbOI ICTOPUYHOI PETPOCMEKTUBU — L& Haye «TabipHuin»
KONK4YMA OpiT, HEOAMIHHMIA 3acid obMexeHHs Ta yB’A3HEHHSA y Tabopax i kaTiBHAX XX CT.
OpgHak, noro popma i rocTpi LUMNKN TakoXX BMPa3HO acoLitolTbes 3i 3Hapagasm CTtpacten —
TepHOBMM BiHKOM XpucTa (In. 3). [ns BupaxeHHs LUMPOKOI LKanu MoACbKuX CTpaXaaHb,
HecnpaBegnuBMx nepecnigyBaHb 4M TOpTyp BidyanbHi o06pasun CTtpacten Hepigko
NnepeHoOCUNUCH YKpaiHCbKUMN MUTLUSAMMN B iHLUNA iICTOPUYHUN KOHTEKCT.

Biopomo, wo Ttematuka CTpacTen WMPOKO YBiNWNA B peneptyap YKpalHCbKOro
ikoHocTaca Big XVII cT., 3acBigyytoun yBaXXHEe BUMBYEHHS  IKOHOMUCLAMMU
3axigHoeBponencbkmx rpadidvHmx B3ipuis. Okpim 306paxeHHs cTauin CTpacTten y 3axigHoMy
penirinHoMy ManspcTBi PO3BUHYBCS i OKpEMUI iKOHOrpadivHUM TN cTpaxaardoro Xpucra
(ckopboTHOro Xpucra), ge lcyc 6yB 3amanboBaHUN y TEPHOBOMY BiHKY, 3i crifaMu KpoBi Big
OuyyBaHHs, 3 paHaMn Ha pykax i Ha pebpi, nopsag mornu 3o06paxkaTn 3Hapsaaas cTpacTen,
po3n’arTs um rpi6. Taki 306pakeHHs1 3ycTpivalTbCA B YKPaAiHCbKMX rpaBlopax 3 KiHUA
XVII-XVIII cT1.): XpucToc 300paxeHnn y TepHOBOMY BiHKY 3i 3B’A3aHVMK cniepeay pykamu
(Kapntok 2012) (In. 4).

Binbworo nowunpeHHs 300paxeHHs1 CKOPBOTHOro Icyca B YyKpalHCbKi HapogHin
penirinHin Tpaguuii Habyno y XIX cT. y BUrNsaai AepeB’sHUX Yn KaM'aHUX CKYnbnTyp Yy
NPUOOPOXKHIX Kannuykax 4m Ha «dirypax»-xpectax o6abiy gopir (In. 5). Bapto 3a3Haunty,
WO 300paXXeHHs TEpPHOBOro BiHKA $K CUMBOMIMHOMO obpasy cTpaxgaHb YKpaiHu Y
iICTOPUYHOMY npoueci BMOOpIOBaHHS | BTpaTU He3anexHoCTi 1920-X pp. AOBOSi 4acTto
Tpannanucs B 3paskax TUpaxHoi rpacdikn nodatky XX cT. ( In. 6). Pa3om i3 Tum, cunbHa
penirinHa CcBigOMICTb YKpPaiHCbKOrO CycChnifibCTBa, HAHOBO akTyarizoBaHa MO MU BilHM,
TaKOX Haknana BiabuTok Ha MacoBy iHTepnpeTaLito NoAidHMX BidyanbHMX obpasiB. Ha cTuky
OOCIioXeHb BidyaribHOI KynbTypuy Ta KyNbTYPHOI @aHTPOMNONOril MOXHA OLIHUTU MNOLUNPEHHS Y
Megia iHgopmauil Npo 4Yyao KpOBOTOYiHHA ob6pady Crtpaxgatodoro Xpucta 3 InniHcbKol
Lepksu B Cy6oToBi ’. IHpopmalLis Npo Yyao, pO3MNOBCIOMKEHA Y Yaci BaXKMX BTpaT YKpaiHLiB

7 «Hac ouikytoTb ckop60oTHi nogii - MuTpononut loax npo vyao B Cy6oToBi». Pexum goctyny:
https://provce.ck.ua/nas-ochikuyut-skorbotni-podiji-mytropolyt-ioan-pro-dyvo-v-subotovi-foto/.
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y 30Hi ATO B 2015 p. TakoX BKMNagaeTbCsa Y KaHBY MacoBOi CBIJOMOCTI, LLOAO akTyanisauii
o6pa3sy KpvBaBOi HeCcrnpaBeasIMBOI XXepPTBK, Ky CNpUYMHUMIA BiliHA; CUMBORIYHUM € i MicLe
ikcauii vyymna — nereHgapHa «borgaHoBa» UEpKBa, SK CUMMBOM BTpaTWM  YKPaiHCbKOI
aepxasHoOCTi y XVIII cT. BkaszaHa napanenb Mix CTpacHUM LASXOM Ta YKpaiHOK «y
TEPHOBOMY BiHKY» € J0Ope 3p0o3yMinoto yCiM HOCISIM YKPaiHCbKOI KyNbTypHOI nam’aTi, Wo
MOXe 3acBig4MTN cyvacHa umdpoBa rpadika Ha ofHin i3 couianbHux nnatdopm (In. 7).
CuctemaTtmsauisi Ta KOHTEKCTyanisauis nogibHux nosigomMneHb gobpe po3kpuBae cydacHy
«PO3MUTICTb» MNOSS Bi3yanbHOI KyNbTypy Ta iHTepMmefianibHe «MnepeTiKaHHA» KnacUYHUX
MUCTeLbKMX bopM i 06pasiB y HOBI BidyanbHi Megia.

OpHuM i3 OCTaHHIX NpUKNagiB Takoi iHTepMeaianbHocTi Moxe ByTn nnakat M. Ckona
«Esse Homo» (In. 8 6), Ha akomy 3006paxkeHo yKpaiHCbKoro BoiHa Onekcangpa MauieBcbKkoro
nepen poacTpisiom. BisyanbHoto ocHOBoOW Ans uiei rpadivyHoi pobotn ctano ¢orTo,
nowupeHe y 3MI Ta coumepexax 6 6epesHst 2023 p. (In. 8a).® Anentoroumn 4o 3aKpinneHnx y
CycninbHin cBigoMocTi obpasiB: XpucTa 3acypKeHOro Ha Kapy Ta HeBILOMOro BoiHa nepep
CTPaTol, XYAOXKHUK CTaBUTb 3HAK PIBHOCTI MK HAMM, BiOKPUBAKOYM NEpPCnekTuBy nornsay
Ha eni3oA BiHM Yepes3 ONTUKY MOparnbHO-eTUYHNX KaTeropin, He 306pakatoun 3mna — nokasye
Hacnigku noro gin. [1o TeMn MyYeHUUTBA i XXePTOBHOCTI MOXHa BigHECTU TaKOX BidyasnbHi
doOpMM KOHCTPYIOBaAHHS HOBOI MapTUPOIOrii, cepen AKX HaMBIOOMILLMMU NpUKNagamMn €
nocrtati 3axucHukis Mapiynons Tta AsoBcTtani. [1o Takux 3paskiB MOXHa BiAHECTU ayxe
BiIOMY 3aBAsiKM MeiriHIn npucyTHocTi ocoby Muxanna [iaHoBa (doTopenopTaxi Amutpa
Kosaubkoro/ «Opecta» 3 «A30BCTani», YMUCMNEHHi iHTEPB'I0 YKPAiHCbKMM Ta CBiTOBUM
Mac-meaia).

[iaHOB, K MYXHS i ACKpaBa 0COBUCTICTb, O4EBUAHO 3aCMyXMB CTaTh YOCOBNEHHAM
YKpaiHCbKOro reposi Haworo vacy. Came Takum 1oro 306pasmB Ha nnakaTi «YKpaiHCbKUN
MYYEHUK» NbBIBCbKUA XyAOXHUK-rpadik Muxanno Ckon (In. 9). lMogibHe HagineHHs
YKPaAIHCbKNX ICTOPUYHUX [LiA4iB OPEOSIOM XPUCTUAHCLKOTO MyYeHULTBaA i CaMOMOXepTBHY,
BUpaXeHe 4epe3 TpaHcno3uuito dopManbHux aTtpubyTiB cBATMX, ©Oyno Bigome B
YKpalHCbKOMY MWUCTeUTBi MUHYNoro. B KOHKpeTHOMy BuNagky [mKepenom iHcnipauin ans
M. Ckona ctano 3o6paxeHHsi muTpononuta AHgpes Lentuubkoro B o6pasi cBsTOro
anoctona AHngpia MNepsoasBaHHoOro, asTopctBa Moagecta CoceHka Ha po3nucax Uepkeu y
3ono4eBi (1913 p.). 3BiCHO, KOHTEKCT Ta iAeWHi koHoTauii 0box obpasiB OOCUTb Pi3Hi.
MopiBHAHO i3 0OpasoTBOpYMM MNpoToTMNOM aBTopcTBa CoceHka, M. Ckon BuxoauTb Ha
BULLMA piBEeHb Yy3arasibHEHHS TEeMW: KOHKPETHWA repon «nepepocTae» KOHTEKCT
nepcoHanbHol ictopil i HabyBae cakpanizoBaHoro sumipy. pu ubOMy aBTop 36epirae
dopmarnbHy MOBY Ta 3acobu nnakaTHoI rpadoikv, NnepeTBOPIOYM CydacHU nnakat i Noro
repos Ha ikoHy HOBOTO Yacy.

3BepTaluncb 0O NEepPeoCMUCIIEHHS CydacHUMMK rpadpikamu TpaguuinHoro Habopy
XPUCTUSIHCBKOT CUMBOSIKM Ta iKOHOrpadii, He MOXHa OMUMHYTU BoropoguyHy TemaTuky.
O6pa3 boropoauui — 3acTynHUUi 3a NOACLKNIA pid, 3a XPUCTUSIHCBKY CMiNTIbHOTY, 3@ HapoAa,
OyB YN HE HAMIONOBHILIMM B YKpalHCbKIM penirinHin Tpaguuii MuHynoro (Kmetb 2020, c. 11).
AK oauH i3 xapakTepHUX ICTOPUYHUX NpuKnagis sactynHuuTea boropoauui MoXXHa HaBeCcTuU
BepbanbHUN (MiCEHHW) Ta BidyanbHUMA (KMBOMWUCHWUKW) BapiaHT YyaecHoOro <BMEHHSA
Boropoauui Hag Movaesom nig vYac obnorn moHactTmps y 36apasbkii 6uTBi 1675 p. (In. 10a).

8 «CBY ocTtaTo4HOo BCTaHOoBMa 0coby yKpaiHCLKOro BOTHa, pO3CTPINsHOro okynaHtamu 3a «Cnasa

YkpaiHil». Pexxvm goctyny:
https://detector.media/infospace/article/208858/2023-03-12-sbu-ostatochno-vstanovyla-osobu-ukrainskog
o-voina-rozstrilyanogo-okupantamy-za-slava-ukraini/
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B cyuvacHomy BapiaHTi rpadiyHoro wmwucteuytBa 3o06paxeHHs Boropoauui-Mokposu
BKIOMEHO Hanpuknag y norotun «Acouiauii poamH 3axucHukis Azosa (In. 100).

OpHak Boropoguus, sika Hapg [lovyaeBom HanpaBwuiia BOPOXI CTpinM i 3mycuna
TypeubKe BIACbKO TikaTW, Y CydacHOMY CBiTi o6pasiB MacoBOi KynbTypu oTpymMana AOCUTb
cynepeunuse TpakTyBaHHA «MagoHHM KanaluHnkoBay, K 'y BiAOMOMY nsiakaTi aMepukaHus
Kpica Loy (2012), un «MagoHHn 3 mxaseniHOM» Yy BUrNA4i rpadivyHmMxX CTikepiB €BreHa
Wanawosa abo y doTo-konaxi asTopctBa Bacung MNanaHuui (nceBgo Sadan Vague),
CTBOpeHuxX y 2022 p. (In. 11). YkpaiHcbka Bepcia «MagoHHW 3 gkaBeniHOM» ( iHWa Ha3Ba
«Ceata [xkaBeniHa») noyanacb i3 konabopauil nbBiBCbKOro AmsamHepa  €BreHa
LWanawoBa Ta kaHagcbkoro XxypHanicta KpictiaHa bopuca sk iHiuiatmea 3i 300py KowTiB
ans 3CY wnsxom npogaxy Au3anHepCbKux CTikepis Ta pyTOOMOK i3 BigNOBiAHUM NPUHTOM.
ApanToBytoun nnakat K. Woy «MagoHHa KanawHukoBa» [O Cy4acHOro YKpalHCbLKOro
KOHTekcTy €. LlLanawoB ¢opmyBaB HOBI pedepeHLii o obpasy boropoawuui, Baxxnuei ans
yKpaiHuiB y ToM MOMeHT (In. 11 6). TupaxoBaHe 306paxeHHa Boropoauui, sik napadpas
aMepuKaHcbKoro nnakata (In.11 a) Ta BUpasHuM «NpPoAYKT» MacoBOI KynbTypu i HOBOI
Bi3yasibHOCTi He BUKINKANo Pi3Kol KPUTUKKU, JOKN HE nocTano y hopmi Mmypana Ha OgHOMY 3
KMIBCbKMX OyamMHKiB (Mp. AHTOHOBa 13, aBTop AHAapil Mapeansb).’

Mepexogsyun y rpomaacbkui npocTip, 300paxeHHs «MagoHHa 3 gKaBerniHOM»
(Mypan, Wo Haragye «KiT4eBUN» CTUIb TUPAXXOBaHMUX NPUMITUBHUX «0OpaskiB» Y NOEAHAHHI
3i 3manBaHHAM 30poi Ta Himba), BuKNMKano OypxnuBy peakuito 3 BG0OKy penirinHux
OopraHisauin, He roToBMX A0 NOAIGHUX «BIAKPUTUX» OBPA3OTBOPUMX EKCMEPUMMEHTIB...
[MeBHUM KOMMPOMICOM MOMIK MWUTLSAMM, MPOrPECUBHOID Ta pPeakuinHOK FPOMaCHKICTIO
Marno cTaTu 3amartoBaHHs HiMOa, Wwo Oyno OouiHEHO WBUALLE AK aKT LLEH3YPU | HEPO3YMIHHS
METU i MpU3HAYEeHHS MUCTeubKoro npoekTy. CuTyauia 3 Mypanom SCKpaBO nokasana
CYyNepeyYHOCTi MiXK CNPUMHATTAM apTedakTiB Y BACTaBKOBOMY NPOCTOPI Ta BUHECEHNX NO3a
BUCTaABKOBWUN KOHTEKCT, Mokasana HeoO eKTMBHICTb CyCMifbCTBa LIOAO OUIHKM OAHAKOBUX
3paskiB MacoBOI KynbTypu y NpuBaTHIM Ta rpoMagchKin cpepax.

Hatowmictb ines Bacunga MNMananuui y surnsgi ¢ootokonaxy MagoHHM WNoaHa r'eopra
MiH3ens (ckynbnTypa 3 BiBTaps kocTteny B [ogoBuui), madopin skoi posdgapboBaHo Y
«MniKCenbHUN Kamydrnsk», a B pyKax — HOBITHE 030POEHHS, MOXXe MaTu pi3Hi iHTepnpeTadii
(In. 11 B). Ha Hawy gymky, OO0 UbOro aprtedakTy MOXHa 3acTocyBaTW BU3HAYEHHS
«MmeTa-300paxeHHs», 3anponoHoBaHe B.T.[. Mituennom. 3a Bucnosom Mituenna,
MeTa-300paXkeHHsIM, «MeTa-KapTUHOK/ meta-picture, MOXe BBaXaTuca apTedakT, Lo
nepeHocuTb BidyanbHUMA MOTUB i3 OOHOrO Mefia (CKynbnTypa), B iHwWe (coTtorpadcdisq),
dopMytoun cneundivHe «300paxeHHa 306paxeHHs» (Mitchell 2015, p. 38). Y Takomy
MeTa-300paXkeHHi aBToOp Haye fdie 3a HOBMMW NpaBunamu — npasunamu cotorpadii,
nepeTBOpIOOYM  penirinHnin obpas y penopTaxHy 3MOoMKY, Yy dopMaT HOBITHbLOIO
Mefia-noBiAOMMEHHA. B TakoMy KOHTEKCTi KonuLwHin obpa3s NMiH3ens ctae HOBUM MeLinHUM
obpa3om MacoBoi KynbTypu. Llen konax BTISOE igeto 3aXUCTY Ha KiNbKOX KOHTEKCTYanbHUX
PIBHSAX: 3aXMCT BULLIMX CUIT Nepen obnmyYdsm xaxy BiiHW, aKTUBHUIN CaMO3axUCT i 30aTHICTb
3actocyBaTu 36por0 NPoTN BOPOra, i HaBiTb — Npo NoTpeby 3axXnCTy MUCTELbKUX Nam’ aTOK
BiJ BINCbKOBMX 3arpoa.

°«Y Kuesi ctBopunu mypan «Cssta [kaBeniHa. Yepes aekinbka roavH Ha HbOMY 3amarnoBani
HiM6».Pexxknm goctyny:
https://donttakefake.com/u-kiyevi-stvorili-mural-svyata-dzhavelina-cherez-dekilka-godin-na-nomu-zamalyu
vali-nimb/.
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[HWKMM, YBaXKHIWMM LLOAO MEepeHeCceHHs! CEHCIB AaBHbOI iKOHorpadii y cyyYacHumn
KOHTEKCT, € nnakat «Stand with Ukraine» aBTopctBa M. Ckona (In. 12 a). CTBOpeHun y nepuui
OHi BilHK, uen nnakat 6yB po3TMpaXoBaHMI aBTOPOM Y coLianbHUX Mefia, agpecoBaHuX i
A0 YKPAiHCbKOI, i A0 iHO3eMHOI ayauTopii. Llen TBip mae rmmboki 3MICTOBHI Ta BidyaribHi
NOEAHaHHA Pi3HUX LWIApPIB KYNbLTYPHOI Nam’siTi — Haragyodm cyqacHUM yKpalHUSAM IXHI AaBHI
npagifiBCbKi iKOHW, ane 3anulatynch Y Mosli akTyanbHOI BidyanbHOI KynbTypuy i CydacHUX
Mac-megia. LleHTpanbHa 4acTuHa koMmnosuuii y ¢doopmi 6naknMTHOro eninca, CXOXOro Ha
iIKOHHY MaHOOopIy, B LEHTpi Skoro 3obpaxeHa doirypa XiHKW 3 OUTUHOK € KOHOTaUiew ao
obpasy boropoauui. Lis 4actMHa TakoxX Mae npsimy pedepeHuito o  iKoHorpadgiyHoro
Tvny «Cnac B cunax» (In. 12 6): maHgopna fsiKoro yTBopeHa i3 HebecHux aHrenis,
OesTinecHux, ane MoryTHix cybctaHuin. A HOBITHA MagoHHa 3 OUTUMHOK Ha nnakari
M. Ckona nepebyBatoTb Nig 3aXMCTOM LUISIbHO 3iIMKHYTUX MOCTaten YKpalHCbKUX BOIHIB,
TaKoX 3aKOMMOHOBaHUX Y popmy MaHaopnu. Lie apxeTunHe 306paxxeHHa maTtepi 3 ANTUHOKO
BOANO «Pe3oHye» i3 BidyanbHMM [JOCBIOOM  GinblUOCTI  rnsgadie, 3HanWoMux i3
XPUCTUSTHCBKMMW OCHOBaMM YKPaiHCbKOI KyNbTYpW.

Libomy icTopuko-penirinHoMmy o6pasy 4Yn HaBiTb KyrnbTypHOMY apXeTuny NpoTUCTOITb
obpa3s cy4acHoi Non-kyneTypu, Cy4acHoro kiHo — obpas 3ombi. HapopxeHun y cdepi
nitepatypu i megia XX cT. uen obpas 30mbi nokasye, ik 0bMaH, MOBa HEHaBUCTI, LyXOBHa
CMepTb NepeTBOPIOOTL SII0AEN Ha 3HaAPAAAA HacunbCcTBa. Hanag pocii sk kpaiHu-arpecopa
3ManboBaHU SIK HEKOHTPONbOBaHa HaBana iCTOT-30M0i, WO 3anoOBHIOKTb YBECH BifTbHUN
npocTip. Ha BigMiHy Big nOTOKy 30M0i, yKpaiHCbKi BOIHM YTBOPKOKOTL TICHE KOO i 3aXMUCHUI
XUBUIA LUNT, SKUIA CTPUMYE YEepBOHY HaBany 3 ycix 6okis (In. 12a). Muxaiino Ckon *° gk
Aobpuii 3HaBeLb iKOHONUCY, 3pOOMB TakUMM CBIOOMWUIA «PEMIKC» AABHBOIO M Cy4YacHOro,
penirinHoi Ta Mon-KyrnsTypwu.

OcobnmBoro 3HavyeHHs Ana opMyBaHHSA HOBOI Micbonorii cnpoTmuBy HabyBaloTb
06pa3n XpUCTUSHCBKUX CBATUX, iKOHOrpadis KX nepeocMucreHa y psai rpadivyHnx TBopis
Ha TeMy BiMHW 2022 poky. Y nepui AHi i TWXKHI BiHM TenebadyeHHA Ta iHTepHET-Meaia
«PO3KPY4YylOTb» TeMy JiereH4apHoOro YKpaiHCbKOro nifiota, HEeBNOBMMOIO MECHWUKA,
Ha3BaHoro «[lpuBugom Kuea». 3 TOYKM 30py Media-kamnaHii Ta nponaraHau, «Mpveua
Kuea» sik HEBUOMMUA MECHWUK, SIKMA CNYXWUTb cunam gobpa, 3axuwae Micto Big 60mM6 i
pakeT, Haragye HagnpupoaHin obpas, yocobneHHs HebecHoro 3acTynHuka, Wwo mae b6araTto
CMiNbHOro i3 nokpoBuTenem HebecHoro BOIHCTBa — apxucTpaturom Mwuxainom. Mnakar
«Mpueua Knesa» astopctBa M. Ckona (In. 13 a), npucBsaYeHUn nereHaapHOMY JNIbOTYUKY,
OEMOHCTPYE TOHKY iHTenekTyanbHy poboTy aBTopa i3 Bi3yanbHOK CUMBOSIKOK Ta
KOHTEKCTOM KYNbTYPHOT NaM’aTi yKpaiHLiB.

Anenotoun oo obpasy apxuctpatura Muxaina, XygoxXHUK «npobymKye» y CydacHOro
YKpalHCbKOro rnsgada psg BaxknNUBKUX acouiauin: OKpiM CyTO iCTOPUYHOrO rpadiyHoro
BiacunaHHa 0o gasBHboro repba Kuesa (In. 136), TyT i pedepeHuil 4o cepefHbOBIYHUX i
cydacHux obpasiB apxaHrena y cakpanbHOMY (MpOCTOpi XpaMiB) Ta CBITCbKOMY MNpPOCTOPI
ctonuui (meTtpo, mangaH HesanexHocrTi) (In.13 B). Yun Apxuctpatur i3 meyem, 300pakeHnin
Ha Mypani aBTOpCTBa aMepPUKaHCbKOro XyaoXxHuka Gaia (Kuis, np. M. baxaHa, 9) CTBOpeHui
e y 2016 p. cTaB OCy4aCHEHUM YTISIEHHAM KaHOHIYHOrOo iKoHOrpadgi4yHoro Tmny.

OpHak, BidyanbHa opmyna nnakata M. Ckona 3HoBYy cneuudiyHO NOeaHYE AaBHi
ikoHorpadpivHi B3ipui Ta obpasn MacoBoi KynbTypy XX-XXI cT. Y Kpunatin dirypi
npuBMaa-MecHUka npornsgaeTbCa NPOTOTUMN 3 LapyHU NON-KYyrnbTypu, MNOB’SI3aHUN i3

1 Muxaiino Cxon (#neivanmade) € BiZoMuM YKpaiHCHKUM rpadikoM, JOCIITHUKOM YKPATHCHKOT IKOHHU Ta
3aCHOBHUKOM CalTy WWW.iCON.0rg.ua
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nepcoHaxamu Mynbtrinbmy «Mwucnueui 3a npuBmgamu», [obpe BIGOMUX  KifTbKOM
MOKOMIHHAM yKpaiHuiB. Kpunatun npmeBua i3 Medem, AKMA Tak MaucTepHO pybae BOPOXi
niTaku, — came Takun obpa3s notpibeH, Wwob BCcenuTn Bipy B apMito i rpoMaasiH, HansKaHmx
aBiaygapamu. Y CBiQOMOCTI yKpaiHuiB 0Opa3 HebGecHOro 3axuMcHuUKa TaKoX BWKIMKAE
BaXnmBi acouiauil i3 nogiamm MangaHy 2013 p., KONn NPUXMUCTKOM A58 NPOTECTYOUUX CTaB
MwuxanniBcbkui 3o5otoBepxun cobop (In. 14). Takum YMHOM, LEeN JOCUTb NTAKOHIYHMIA 3a
dopmoto nnakat npucesdeHnn «Mpusngy Knesa», anentoroum 4o pisHUX NNacTiB KyNbTYPHOT
nam’aTi rmsgada, MicTuTb B coOi BidyanbHU NOTEHLian po3koayBaHHs 306pakeHHs1 Yepes
MHOXWHHICTb iHTEpnpeTauin.

BucHoBKW. HaBeaeHi npuknagn 3BUYanMHO He BUYEPNYHOTb 3asiBNEHOI Temu, nogii
BilNHM NOPOLKYKOTb HOBI 06pa3u i HOBI acouiauii. OgHaK, OPIEHTYOUYNCE Ha NpOaHani3oBaHi
rpadidHi  3paskm MoxHa CcOpMyIoBaTM MNEBHI BUCHOBKW LWIOOO NEepeoCMUCIEHHS
TPaaULINHOT XPUCTUSIHCBKOT IKOHOrpadii, NepeoCMUCIEHHS, 3yMOBIIEHOIO peanisiMy BiHN
YKpaiHi 2022-2023 p. [lo-nepwe, BAanocd BCTAHOBUTU MpsMi 3B’SI3KM MK HapaTUBOM
(ictopuyHum abo mefinHMM) Ta BidyanbHICTIO — 4epe3 MUTTEBUN BIATyK XyOOXHMKIB
obpasHMMK y3aranbHEHHAMM Ha KOHKPETHI dhakTu Ta NOBIAOMIEHHS 3 «iH(opMaLUiNHOro
nons». PoarnsHyTi apTedakTV YHAOYHIOKTb KOpensuito MK omiuivHMM HapaTuMBOM i
HeoQiLiMHMM Oro TpaKkTyBaHHAM Y 06pa3oTBOPYOCTi, OPIEHTOBAHI HA MAcOBOrO rnagava.

Takox aHania rpadiyHux 3paskiB i3 penirinHol/XpUCTUSIHCBKOKD 0BpasHicTo
NPOAEMOHCTPYBaB SIK NoAil BiINHM akTyanidyBasnu Pi3Hi acrnekTn «npurnyLeHo» pesnirinHol
CBIAOMOCTI, Biapoaunu yeary 40 iICTOPUKO-KYITBTYPHUX apXeTunis MUHYIOro; CTUMYyIoBanu
CTBOPEHHS HOBOI Midonorii, HOBOrO MNaHTEOHY repoiB, MOKMMKaHUX MOTMBYBATU 00
CNpOTMBY i BECTU OO0 nepemorn. TBOpPYICTb YKpaiHCbKMX rpaduikiB Bigobpakae LIMPOKNiA
JianasoH cycrninbHUX Ta iHAuBIAyanbHUX pedriekcin Ha Temy BiNHU: Big dpinocogCbKnx
po3ayMiB Hag NPOTUCTOSIHHAM aobpa i 3na, XUTTS | CMepTi 40 NparHeHHsA nogonatn abo
3MEHLUNUTW TArap BilHM 3a OAOMOMOrOK MOCTMOAEPHICTCLKOI iIPOHIi Ta 3anyyeHHs obpasis
non-KyneTypu.

TpaHcdopMyroun B3ipLUi XPUCTUAHCBKOI iKoHOrpadii, cydacHi yKpaiHCbKi rpadiku
NigTBEPAXYKOTb MOTEHUian ycTaneHux peniriviux obpas3iB y HOBOMY KOHTEKCTI,
po3rnagarym X K 4ieBUX «areHTiB» BidyanbHOro BNnuBy. 34iNCHEHUN Y OOCIiIIKEeHHI ornsaa
apTedakTiB, NOB’A3aHUX i3 penirinHO Tpaguuieto, penirivHoK CBIAOMICTIO, NEPEKOHYE, L0
GinbLUiCTb 3pa3kiB penpeseHTauii € 3aKOPiHEHUMM B ICTOPUYHIN NaM’aATi Ta anentoTb 40
CrMinNbHOro KyneTypHOro aocsigy. Onupatoymck Ha Bu3HadeHHs P. Binbsmca npo Kynetypy sk
«3HaKOBY CUCTEMY, Yepes sIKYy TPaHCIOETLCH, BIOTBOPHOETLCA | MEPEBIPAETLCS CoLlianibHUN
nopagok» (Williams 1960, p.XIV-XV), MOXHa CTBepOXyBaTW, WO penirinHi obpasn (49K
iHTerpanbHi enemMeHTU MOo3aiku KynbTypHOI nam’siti) B yMOBaxX BiiHWM akTyani3yloTbCs No
HOBOMY, B TOMY YMUChi ZonoMararoum BiAHOBUTU KOMULLHIO HOPMATUBHICTb | KOHBEHLINHICTb
coujianbHOro nopsiaky. BogHoyac, BkasaHi 3paskm po3kpuBartoTb BMNMB Cy4acHOI BidyanbHOT
KynbTypu Ha 3MiHy abo pe-iHTenpeTtauito YNCNEHHUX B3ipLiB XPUCTUAHCBKOI ikoHorpadii B
yMOBaXx HOBOTO CYyCriNbHOro NopsaaKy AeHHOrO.
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In. 2. Onekcin PeBika. «Pyzzckin mip - Borux», 2022 (Cepis «4epBoHa niHis»)
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In. 3. AHgpin Jlecis, PomaHa PomaHuLwvH. «BinHa, wo 3miHnna PoHgo», 2015. J1bBiB:
Bugasnuuteo Ctaporo JleBa, ¢ 4. Konax i3 poto-pparmeHTiB © Tumeup [1.

Cnac y Tepuiax. XVIII cr. BKM.

In. 4. «Cnac y TepHisix» (06pa3 i3 uepksu CB. Moana MpeaTeui c. N'yta KamiHcbka, BonuHb,
1703 p., MBI).
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TFoaroga ¥Yrpainn
1917—1921

In. 6. JlucTiBka «onrodga Ykpainm 1917-1921» O. Onecb.
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nicna PO3MN ' ATTA

In. 7. MNnakat «[licna
po3n’aTTa HacTae
BOCKPECIHHSA», aBTOp
HEBIOOMUNA.

In.8 a. NMepencmepTHe hoTo
OnekcaHapa MauieBcbKoro,
2023 p.

1.8 6. Muxanno Ckon.
lNnakaT «Esse Homo» (6
GepesHs 2023).

UKRAINIAN MARTYR

[n. 9. Muxanno Ckon. Nnakat «Ukrainian
martyr».
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In. 10 a. Hukoanm 3y6puubkuin, rpastopa «Obnora MNMovaesa 1672 p.», 1704 p.
In. 10 6. NNorotun Acouiauii poanH 3axmcHukis A3osa, 2022 p.

In. 11 a. Kpic Loy, «kMagoHHa KanalwHikoBa», nnakat 2012 p.

In. 11 6. €ereH lWanawos «Cearta [)xaBeniHa» (CTikepu 2022 p.).

In. 11 B. Sadan Vague (Bacunb NansaHuug), «St. Javeline», 2022. ®oTto © «My3un He MOBYaTb»,
BUCTaBka 2022 p.
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STAND WITH UKRAINE

In. 12 a. Muxanno Ckon, nnakart «Stand with Ukraine», 6epe3eHb 2022 p.
In. 12 6. IkoHa «Cnac y cnasi», JlemkiBwinHa, XVI cT. Poto © HauioHanbHWi my3en im. A.
WenTtuubkoro y JIbBOBI.

FEsEETEERR

In. 13 a. Muxanno Ckon, nnakar «The Host of Kyiv», 2022.
In. 13 6. «ApxucTtpaTtur Munxain», repd Kuiecekoro BoesoacTtaa XVI-XVIII CT.
In. 13 B. Mapka «I'ep6 Knesa», 2019 p.
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In. 14. MocTpaxgani yyacHuku Pesontouii rigHocTi 2013-2014 pp. y Muxaunniscbkomy
3onotoBepxomy cobopi Kuega.

YMOBHIi CKOpO4YEeHHA

JIMIP - JlbBiBCBHKUI MY3el icTopil penirii
MBI — Mysei BornuHcbKol ikoHu (JTyubk)
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PenizitiHi o6pa3u y ei3yanbHOMYy noiJii 8iliHu: Hoei peghepeHyii 0o mpaduuyii

Y cmammi po3ansgHymo meopu cCy4acHOi yKpaiHCbKOI 2pacbiku (K OpyKoeaHol, mak i
uugpoeoi), npucesHeHi akmyanbHUM MO0IIM 8iliHU 8 YKpaiHi. Y ¢hoKyci OOCIIOXKEHHS —
mucmeubKi pobomu y sKux eidobpakeHa XpucmusiHCbKa CUMBOJsliKka ma iKoHozpadis,
rnepeocmucrieHi 8i0nogiOHo 00 nompeb i KOHMEeKCmMy Cy4YacHOI 8i3yarnibHOI Kyrbmypu.
Cmpykmypa 00cniOxXeHHsI ¢bOpMyemMbCS HaBKOI0 Kamezopil KyrnbmypHOIi nam’ami ma
penpe3eHmauii, ki eupaxarome ) niOKpecnowms opMu 8i3yanisauii Hapamusy ma
obpaasig sitiHu. Onuparoyuce Ha Mmemodu cmyadil sidyanbHocmi y npausx B.T.[. Mimyenna,
M. ®pidbepaa, T. Patima ma iH. y cmammi aHani3ytomsCs 3MIHOEMbCS 3MiCM | 3Ha4EeHHS
ycmareHux pesieiiHux obpa3sie y HoeoMy KOHmMeKcmi. BkazaHa memoodosiozisi ornomoearna
gu3Ha4yuUmu repeUHHUU | 20/108HUU MeceOX y KOHMeKcmi CyrpogiOHUX, Opy20psiOHUX
efleMeHmis, ma ripoaHariysamu Uoeo 5K 8i3yaribHe rnogi0oOMIIeHHS.

Ans cucmemamu3saujii 8i3yanbHO20 Mamepiarny, 3ibpaHo20 rnpomsicom 2022 p., 6yno
o0bpaHo memamud4Hul nidxio, opieHMo8aHuUl He Ha XPOHO102it0 BOEHHUX Mo0dil, a Ha 6a308i
3micmosi  Kameeopii 306paxeHb — 306paxeHHs1 boazopoduyi, cessmux 80iHie, mMomueau
CmpacHo20 UuKIy, Mapmuporsioeisi. 3any4dyeHi meopu rnpodeMoHcmpysanu crieyugidHul
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«3cy8» 8I0 KOHBEHUIUHUX 3pa3Kie perigitiHoi ikoHoepagbii 00 Hogux ocydacHeHux. OOHUM i3
gusierieHUx rpuknadie cmaso eukopucmaHHs Mmomusie | 3HapsiOb Cmpacmet Xpucma y
CUMBOJIIYHOMY riepeocMucrieHHi obpasy cmpaxOaHb YKpaiHu y iCmopu4yHoMy rpoueci
8UbOPrOBaHHS | empamu He3arnexHocmi 1920-x pp. ma 8 cydacHil 8ilHi.

®omo abo eideo 3 eilHU, nowuprosaHi y 3MI ma couymepexax cmanu eaxsusumu
gi3yanibHUMU Oxepenamu 0ns binbwocmi epaghiyHUX pobim. Y cmammi po3kpumo rpouec
rnepemeopeHHs1 KOHKpemHo20 Hapamuey eni3odie 8ilHU 8 yHieepcarbHuUl, 3ag0siKu
obpasam, 3akpirneHuM y cycrinbHit cgidomocmi ykpaiHyie. Takox aHania zgpachidyHux
3pasKige I3 XpUCmUSIHCbKOK obpa3sHicmio npooeMoHcmpysas, SK eillHa cmumysiroearna
opmMmysaHHSI HOBOI Mighoriozii, Ho8020 NMaHMeOoHy 2epois, MoKIUKaHUx momusyeamu 0O
cripomusy i eecmu 0o nepemoau. Ocobrnueo2o 3Ha4YeHHs 0511 popMy8aHHS HO80I Michoroaii
cripomusy Habynu obpa3u XpUcmusiHCbKUX ce8simuX, iKoHozpadisi SKUx rnepeocmucrieHa y
ps0i epaghiyHUX meopis.

Knrouoei crnoea: mucmeumeo epadbiku, penieiliHi obpa3su, gisyaribHa Kyrbmypa, ikoHoezpadis,
KynbmypHa nam’sime.
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An interview with curators Olga Balashova, Halyna Hleba and Tetiana Lysun

Olga Balashova
Halyna Hleba
Tetiana Lysun

Valeriia Klochko
lllia Levchenko

Apxie Mucmeymea 80€EHHO20 cmaHy
IHmepe’ro 3 kypamopkamu npoekmy Onb2oro banawoesoro, TemsiHotro JlucyH i
Fanuxoro MNe6oro

Onbra banawoBa
ManuHa MNeo6a
TeTtaHa JlucyH

Banepis Kno4ko
Inns JleB4yeHkO

lpomadcbka  opeaHizayis  «Mysed  cydyacHo2o  mucmeuymea» 3 [1O4amMKOM
rnosHomawimabHo20 emopaHeHHs Pocii (24 nomozo 2022 poky) poarodana rpoekm
«Mucmeumeo gilickkogoeo cmaHy. Apxie». Y pamkax [poekmy CrlieKypamopKu i3
giOKpumux Oxepersi 36uparomb pobomu xyOoxHUKIe. [ocrniOHuyi criocmepizarome 3a
mMumusmu i ikcyromse ix peakuito Ha eiliHy. Memoro ujei iHiyiamueu € cmeopeHHs apxigy
mucmeymea 80€EHHO20 cmaHy Oris io2o 3bepexeHHsT ma nodanbwoao 00CioXeHHs. B
iHmepe’to 3i crniieskypamopkamu apxigy Onbeaoro banawoeoro, TemsiHow JlucyH i anuHor
neborww Mu noz2oeopusiu  Mpo iCMOPIKD CMBOPEHHS apxigy, U020 repcrekmusu,
pempasmamua3saujito, 0oOKyMeHmyeaHHs noditi Yyepe3 xyOoxHili obpa3 ma Mucmeymeo 8 4ac
8ilIHU.

Knrodoei crnoea: apxig, cyyacHe yKpaiHCbKe MUCMeymeo, Mucmeymeo 80EHHO20 4Yacy,
pomadcbka opeaaHiszauyis «My3sel cyyacHoeo mucmeuymea», Onbea banawoea, TemsiHa
JlucyH, lNanuHa leba, Inns Jleg4yeHko.

Banepisa Knouko (gani — B.K.). [ToHad pik MuHye 8i0 no4amky e0€HHO20 cmaHy
ma nosieu apxiey, y sikomy eu ¢hpikcyeme pobomu, cmeopeHi nicnsi 24 nromozo 2022
poky. Konu came eu noyanu 36upamu apxie? Bbe3znocepedHbO 6 nepwull OeHb
noeHomacwmabHO20 8MOP2HEHHS?

Onbra banawosa (gani - 0.B.). PeTpocnekTnBHO Tak, 30MpaemMo apxiB TBOpIB Big 24
MOTOro, ane peanbHO NoYany npauBaTh Ha NoYaTKy bepesHs.

Inns JlesyeHko (Gani - IJ1.). Skocb y po3mosi anuHa cka3ana rnpPo MOYKY
moe4aHHs. Moxxeme, 6y0b slacka, NosicHUMu, rnpo wo tudemnscs?
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ManuHa Meo6a (pani - '.I.). A nocnnanacs Ha cnosa Onbrn. AKLWO M1 pEBEPCUBHO
noBepHeMocCs B 24 MOTOro i cnpobyemo BigHaMTK poboTKn, CTBOPEHI MUTUAMK Y Lien abo
HanGAVXXYi AHi, TO 3’ACYEMO, L0 Takmx pobiT HemMa, BOHM He AaToBaHi abo XyOOXKHUKM X He
nyénikysanu. € poboTn Npo 24 NTOro, 0AHaK CTBOPEHI Ni3Hiwe — 24-26 nioToro. NeBHo,
Oyno 3abarato emouin, nogin i AyxXe NOMSPHUX CTaHIB, Y AKUX XYOOXHWULI Ta XYOOXHUKM
MOIIIX He 3HaNTW B COBI C1IT CTBOPHOBATU XyO0XHI TBOPMU.

LJ1. Y XX cTOoniTTi, SIK i CbOrogHi, MM CNocTepiraeMo CUTyaLito KON XyLOXHUK, MPOCTO
NPUHOCUTL LUIMATOK MaTepianbHOI pearibHOCTi Yy BMCTABKOBMI MPOCTIP i Kaxe: OT BOHa,
peanbHicTb. Todi TBip Tak 4uM iHaKwe 36iraeTbCs i3 Uiet peanbHicTo. Yn noTpibeH Ham
CbOrogHi NPOCTIP MK LIACHICTIO | MUCTeUTBOM; MpOCTip, Ae BiabyBaeTbcsi Taka coOi
TpaHcceMionoriyHa onepauis?

MeHi ngetbCcsi Npo Le B CTOCYHKY 4O MOXIMBOI peTpaBmaTtu3adii. HewonaBHo MeHe
Bpa3unB gonuc Aci basanpeoi. BoHa Hanvcana, roBopsum Npo pivHULLIO Big Aeokynauii byui,
wo obpas3n, doTorpadii, AKki nNepenoLlyrTb $SK Ccnoragu, peTpaBMaTu3yroTb; L0
NPOroBOPEHHSA iCTOpil Haa3BUYaMHO BaxnuBe, ane noaibHi nepenoctn doTorpadin
AOINCHOCTI BXe 4epe3 pik MOXe peTpaBmMaTtv3yBaTu, TOMY, MOXIMBO, HaM i NOTpibeH TBip
MucTeuTBa sk 06pas. Obpas, AKMi LWOoCh y3ararnbHIOE, YAMOCh HEXTYE, LLIOCb OMYCKae.

Omxe, 4yu Mae i 4u Moxe cy4yacHe mucmeuymeo 36iczamucsi 3 nodiero
(memnopanbHoO cy4yacHicmio)? Yu ece — maku mae 6ymu OucmaHuyisi i, AKWO mak,
w0 8idbyeaemscs niod Yyac yiei ducmaHuii?

I.I. AKwo npaBMnNbHO 3p0O3yMina NMUTAHHA:YM Ma€E, MOXE | MyCUTb XYAOXHi 06pa3 abo
npakTuka xyooxHuka 6esnocepegHbO NpuB’siI3yBaTUCA | OyTW BKNKOYEHA B TIO ICTOPUYHMX
noain?

IJ1. Tak. Yu eiH [xypnoxHuk — B.K.] mae eidpueamucs e6id dilicHocmi i, sik nuwe
FaHHa ApeHOm, came 3ae0siku obepexHOMy ei0pueaHHIO 8i0 KOHMekKcmy, 6iH
3do6yeae ceoe micue y ceimi. He npu3Ha4ae ue Micue, a cam meip 3a paxyHOK
HexmyeaHHs dilicHicmto 3006yeae cobi micue y ceimi.

I'.I'. MeHi 3pgaeTbes, WO Mae i Moxe, ane He MycuTb ByTu 6e3nocepeHbO 3a3eMIEHNN
B NEBHY KOHKpeTHY Aaty. Ha npuknagi apxisy 6a4MmMo pisHy AvHaMiKy CTBOPEHHS XYAOXHiX
TBOpIB Ha pi3Hi Temun. NepLwi micsaui no3Havyanucsa ByKBarnbHO iNOCTPYBAHHAM i EMOLINHUM
BidyanbHUM BiATBOPEHHAM TUX MOAIN i CTaHIB, SKi CYCNifbCTBO MEPEXMBAnNo, a XygOXHUKA
aKymyrnoBanu 1 nepetesoptoBanu ix B obpasu. Lle HaBiTb MOXXHa Ha3BaTn AOKYMEHTYBAHHAM
nogin yepes XyaoxHin obpas. [Mi3Hiwe novanu 3’9BASATUCA 4YacoBi W TepuTopiarbHi
AUCTaHUil, niogu nepepkaxanu, emirpyeanu, 3MiHIOBaNuUcs oOCTaBMHW Ta KOHTEKCT,
3MiHoBanacsa dpopma i pokyc mmcteutea. ApxiB UM i LiHHUIA, MM Ba4MMO, SIK 24 FIOTOrO Yac
Haye eKcTpemasribHO CTUCHYBCS, a MOTiM 3HOB po3wuptoBaBca. Y MUCTEUTBI TOro
KOHKPETHOrO MOMEHTY UuUe aobpe npocnigkoByeETbCA: 9K MUCTELTBO HabyBae 4acowm
HEOOHO3HaYHUX TPaKTyBaHb, SK CTa€ fiafleKTUYHUM | NOYMHAE KoperoBaTu 3 iHWUMK
BilHAMM Ta iHWWMMM CBITOBUMM Nogiamu Anga Toro, abu 3ae’sa3atu Le B LmpLly obpasHicTb,
3anydnTn pisHi KynbTYpHi Ta icTopuyHi goceign. OgHak came B TOMY KOHKPETHOMY MOMEHTI,
24 ntoTOro 2022 poky, — Lie byna Touyka MOBYaHHS.

I.J. To6mo moyka mog4YyaHHs1 — ye cmaH, KoJiu XyOQO)XXHUK He MO)Xe cmeoproeamu
Hi4020, KpiM NpsiMo20 cei04YeHHs?

I.r. 4 6 HaBiTb ckasana, wo ue, sk Onga 3asHayuna, cuTyauis, Konu XygoXHUK_LUs €
NIOOVHOKD | NPOXMBAE pasoOM i3 YCIE KpalHOK AOy)Xe CKMagHi CyCninbHi, NOMiTUYHI Ta
iCTOPUYHI 06CTaBUHM | BUKINKN, A€ BaXXNNBO OyKBanbHO pATYBaTU BriaCHE XUTTS.

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2023.1(15) | 61



SPECIAL ISSUE

L.LJ1. A yu e3aeani € micue Mucmeymey Ha KOHKpemHoO mil mepumopii, 8 mo4yyi
miei kamacmpogbu?

TetaHa JlucyH (aani - T.J1.) Hy AKLLO NOro CTBOPIOKOTL, 3HAYUTD €.

I.J1. Ane »xx om woliHo NanuHa cka3ana, Wo He CMeopPOMb?

0O.B. KatacTtpodha goci Tpmsae? Tak, 3 ogHoro 60Ky, i B KueBi B nepLui AHi BinHK 6yno He
TaK HanpyXeHo, siKk Ha KOpAoHi. Yce ayxe BiQHOCHO, agxe Bce Le BigdyBaeTbCs i 3 HALLO
ceigomicTio. LLloHO nponyHaB «Bigdin NOBITPSAHOT TPUBOrM». Mu 3BUKNM 4O TaKOro CTaHy,
ane karacTpoda npoJoBXye BiabyBaTUCs, i MU BCce LUe BCepeauHi Hel, He Marun
MOXINMBOCTI AUCTaHLiloBaTUCA. Y Hac € OUCTaHUis Big TOro OCOBMCTOrO MOMEHTY, KOMnu
3ILUTOBXHYNUCA 3 PYWHYBaHHAM KOMWLLUHBOrO CBITY W novanu dopmyBatM HOBUN.
MepebyBatoun BcepeamHi Uiel kaTtacTpodn, MU 3MIHUIMCA W 3BUKNN — LUe €AUHe, WO
BiApi3HsIE€ HAC Big Toro MomeHTy. OguH 3 HebaraTbOX, XTO CTBOPIOBAB TBOPU Malxe ogpaay,
OyB ikoHonuceub daHnno MosyaH — nomy 6yro Ha Lo cnepTucs.

LJ1. | ue ayxe uUikaBo, amke IiKOHOMUCAHHA — Ue TeX [ocBig4 abcTparyBaHHS,
NPOroBOPIOBaHHS KaTacTpodu Yn Byab — AKUX IHLWMX NoAin MOBOK obpasis. AX TyT panTom
3’dacyBanocs, Lo Liei MOBU HeEMaE, Ti Tpeba BUHaNTW.

B.K. Yumano meopie, siki 3’ssgeunucsi i nompanusiu e apxie, € XOpCMmoKumu i
cmpawHumu. Yacmo - cmpauwHi y ceoi idei, 60 giliHa iHakwor 6ymu He Moxe. Ane
MU nomuxeHbKy OucmaHuyiroemMocs 8id miei nepesnoMHOi mo4Yku ma 3eukaemo. HYu He
eidbyeaembcsi, Ha eawy OyMKy, mak, wo 6e3niiy MmucmeubKux meopie Ha memy
giliHu, Npo cmpawHy peanbHicmb, cmae iH’ekyicto eid xaxy? Yu He 3Mywye ue Hac
weudKo 3euKkamu A0 makoi peasibHOocmi i nnekamu e cobi xopcmokicmsp ?

T.J1. YecHo kaxyun, He NOrogXKyHCs 3 TE30H0, LLO B apxiBi 6araTto KOPCTOKMX CHOXKETIB,
pagwe — noxmypux. Yepes Te, WO MW € YACTMHOK LIbOr0 KOHTEKCTY, TO HecemMo Lewn
AoaaTtkoBun ceHc B cobi. MoxnuBO Ha BigcCTaHi, ons niogen, ski He MalTb [OCBigy
nepebyBaHHA B yMOBaXx BilHW, Lii TBOPWY MEHLL TpaBMaTU4Hi. Y HUX € CNPOMOXHICTb 6a4nTn
TBOpPM Mo3a KOHTeKCTOM, 6e3 BNnuBY BnacHoi TpaBmu yepes il BiACYTHICTb. ToMy Take
MUCTELUTBO 4iNnsie came Hac. I3 uiei X npuuvHn BaxnmnBuin apxis. TBOpPW Mpo BiVHY He €
AOBEPLUEHNMUN 3 XYOOXHbOI TOYKM 30pYy, TPOXM «CUpyBaTi», ane BOAHOYAC BUCTYNaKTb
BaXNMBMMKU cCBigYeHHsMW. BoHm € Tum wmaTtepianom, 3a skum My 3rogom Byaemo
pocnigpkyBaTn 6arato peden. NMam'aTb HeQOCKOHanNa, cnoragun 3MiHIKTLCA Pa3oM i3 HaMMU.

TBopuM 3 apxiBy [O3BOMISAKOTbL HaM NpoYUTaTV MOAIT He CTifbKM 3a iICTOPUYHOR
XPOHOSOrIE0, CKINbKN Yepe3 NpoXUTUA vyTTeBUMMA OocBig. KoxHa poboTa ayxe pesoHye
came CyCnifibHUM MNepexuBaHHAM, | came B LbOMY MOfsrae BaXSMBICTb TaKol YiTKOI
nocnigoBHOCTI — MK 36epiraemMo BCi poboTn 3 AaTyBaHHAM MakCMMaribHO HabMMXeHUM [0
Aatn CTBOpPeHHs. [Mi3Hiwe ue JonoMoxe 3po3yMiTv, WO MU nepexumBann. 3apas, Konwu
nepernagacw y couianbHUX Mepexax crnoragm 3 MUHYNOro PoKy, BiA3Hadaluu PivHULLO,
3ragyeul yce iHakwe.

I.r. Xouy gogatn y TeMy noxmypocTi 306paxeHb i TOro, 9Kk BOHU pOpMyHOTb NEBHUI
Kopnyc TBOpIiB B apxiBi, a 3rogoM — B YKpaiHCbKOMY MMUCTeUTBi LbOro nepiogy. Hasitb
Hamxkaxnumeilwi nepiogn, — SAK-OT NOYATOK KBITHSA, KONK 3'aBunocda 6arato JOKYMeHTanbHUX
doTorpadivyHMx cBigdeHb 3 bydi, lpneHsa i 3 pgeokynoBaHux Teputopin KuiBCbKOI,
YUepHiriscbkoi, Cymcbkoi o06nacten, — nposiBUNIMCA B MUCTELUTBI He >Kaxat4ymmmu
300paxeHHAMU. Tak, Tam Byno ayxe 6arato ckopboTu, i XyaoxHi obpasm 6ynmn cKOpOOTHI.
[na mMeHe Le NeBHOK MIpOK NeperykyeTbed i3 HeLoAaBHIMM ANUCKYCIAMN B YKpPaIlHCLKOMY
KynbTYpHOMY cepegoBuLli nNpo nyonivHi ckop®oTh i 4M AouinbHO nokasyBaTu CKOpbOTy
peanbHOI NOANHK NI Yac NOXoBaHHS i BrM3bKKUX, Ta SIK 3aranom ue moxe Burnagatu. Lle
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NUTaAHHA MOB’A3aHO TaKOX i 3 Temolo, AKy 3adenuna Aca basgupeBa, Bkasaslun, LO
XYAOXHi TBIP € NOMUHAHHAM TpariyHux nogii, 6o dopmye BidyanbHy Ta ob6pasHy
AnCTaHuilo Big 6Ge3nocepeaHix nogii. MucTeutBo Cryrye MNOMWHAHHSAM, ane BOHO He
peTpaBmaTuaye. MOXnNunBO e 1 TOMy XpOHOMOri MUCTELTBA, sika DiKCYeTbCS B apxiBi, Oyae
Baxnmeol. bo we TpuBanum vyac mu nepebyBatMumemMo y LibOMYy NogaToOBOMY MOMWHAHHI
nogin, i Ham HeobXxiaHi ByayTh Ui 06pasu abu Ppo3yMiTK MNPO WO MU BCi FOBOPUMO.

O.b. A e agentom Cblo3eH 30HTar y ii cTaBneHHi 40 BiINCbKOBOI Ta AOKYMEHTasnbHOI
doTorpadii. CTpallHO He Te, WO MU nam’aTaemMo 3a gonomorot dotorpadii. CTpalHo Te,
LLO MKW Nam’aATaeMo Tinbkn dpoTorpadii. Tak, BOHM AINCHO peTpaBMaTtuaytoTb, 60 He JatoTb
nNpocTopy An4 HWOro Kyta nornggy, no3daBnsaiTb AeTanen, Ha siki MOXHa nepeBecTu
nornsag. BoHn HagTo 6ykBanbHi, HAATO o4HO3HaYHI. Hanpuknag, ooTo XepTBu YK BigipBaHoI
PYKKW, TU HIKONIM HE 3MOXeLU Ha TakoMy ¢poTo nobaymTh LWOCh iHWe Hi 3apas, Hi Yepes 100
pokiB. A 3 XydoXHiM obpasom, HaBiTb BifipBaHOI pyku, T Moxew Le 3pobutn. Tomy Lo
3apa3 T 6aunw BigipBaHy pyky Ha poboTi KceHii MunnubKol, a 3 4acoMm, KOnn He CTaHe
TaKol CUIbHOI €MOLINHOT NPUB’A3KN, — aKBapernbHUI ETIOA.

.. Lle moxHa nopisHATHK i3 3amarnboBkamu Teogopa XKepiko ao «noty Menysm», aki
BiH CTBOPIOBaB y Moprax, Ae Tex parMeHTOBaHi Tina. Moro XyOooXHs KyxHs, HaYepku i
€CKi3HICTb, sIka 3rogom npm3BoauTb 40 Benukoro «Mnoty Meaysu»... Ha npuknagi Haworo
apxiBy — L& TaKOX «KYXHi» OKPEMUX XYOOXKHUKIB_Lib, SIKi MOXYTb ByTW KONMUCb peani3oBaHi
OKpPEMUMM NPOEKTN.A MOXYTb i HE ByTN.

O.B. Tak, MmoxyTb | He ByTK, ane ue He Tak BaXXNUBO, agxe Ans XyAoXHboro obpaasy
QiNETPOM € TiNbKM BNacHUM OCBi4. B LUbOMYy CEHCIi MUCTELTBO AKMMOCb AUBHUM YMHOM
BUABNAETLCA Oinbll 06’eKTMBHMM, aHiXk doTtorpadia. Mo — nepwe, doTtorpadia supusae
Tebe 3 KOHTEKCTY, Hagae CUNbHU NepekoHnMBuin obpas. OaHak konu potorpadis novmHae
3 vyacoM QYHKUIOHYBaTK BidipBaHO Bi4 MoAin, BOHA cTae abcTpakuielo, 3BUYANHO
iNOCTpaUielo CTpawHUX Nogin, Ao SKUX TU HiYoro He BigyyBaew. dotorpadia Moxe ctatm
BiPYCHOIO, HaBiTb NoYaTn O3Ha4YaTU LLOCb NpOoTUNExHe cobi, aaxe 4YacTo TEKCT BM3HAYaE,
Lo 306paxkeHo Ha CBITNMHI. MncTeuTBy MM YacTo He AOBIPSEMO, TOMY LKaBMMOCS, KUM €
XyOOXHUK. KOHTEKCT npodointoe Hawe 3HaHHSA. MUCTeuTBO HE MOXe Hac LUTOBXHYTU B MNEBHY
300parkeHy peanbHiCTb, Le TiflbKK To4Ka Bigniky Ana po3ropTaHHs Hawwoi yasu. My moxemo
KOHCTpytoBaTK Len OocBia, ane BiH 6yae NoBHiWwWKn, 06’eMHinn, Hix doTorpadis, Ha skin
6a4rMo KOHKPETHY MOAit0.

.r. Mn He BuWOKpemnEMO 3apa3 doTorpadilo SK LWOCb, WO He HanexuTb A0
BidyanbHOro mucteutBa. [psiMa penopTaxHa doTtorpadis kapbye peanbHIiCTb Yy ayxe
OpyTtanbHun cnocib. Ane B gaHomy Bunagky cotorpadia (i Ti dpotorpadii, ski ctanu
BipyCHUMM i BCi MM Baumnun ix B colianibHUX Mepexax i Ha LnarnbsTax raseT), — ue AOKYMEHTH,
cBigyeHHs. Lle Te, YuM MM NEBHOK MIPOKD AOBOAUMAN B NepLli Micaui nNoasm 3a Mmexamu
YKpaiHn, wo nwogu, obcTtaBuHM, PYNMHYBaHHS, XXax B SIKOMYy nepebyBanu OKynoBaHi Ta
ni3Hile AeOoKynoBaHi TepuTopil — pearnbHicTb. L0 peanbHiCTb HAaM 4OBOAMUNOCHA JOBOOUTU
3a gonomorot doTtorpadint — gokasis.

T.J1. doTorpachis Moxe dyHKUiOHYBaTKU 9K [okas. [Mpuknagom UbOro € npakTuka
MOSI0401T MUCTKWHI, dooTorpadokn BepoHikn Mornb. BoHa nicns 3BinibHeHHS KniBCbKOT 06nacTi
13auna B ArigHe i pobuna Ha Polaroid 3HMMKKW NigBanis, Ae nNepexoByBanuca nogun. Takox
306Mpana peui, 3anuLleHi poCinCbKMMM BINCbKOBUMMU, | BUCTaBMSANA iX Y Zip — NaKeTax, Y AKuX,
Sk npaBuno, 30epiratoTb peyoBi fokasn. Mu Hasanu Le «oyeBugHMM», 60 Le Te, WO He
noTpibHO JoBoAuTK, He nNOTPiBHI Aokasn, abu nepekoHaTUcs B 3noyunHi. Llen o6’ekT
MUCTELTBA — He A0Kas3, Lie 04EBUAHE CBIOYEHHS.
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B.K. BitiHa cmeopuna e€eduHy Hoey «Moey obpasie». BoHa we He 00 KiHUSI
cgpopmosaHa, asie 3po3ymina Onss 6acambox ykpaiHuie. Hanpuknad, wadka 3
nieHukowm i3 bopodsiHku. Yu 3po3ymina ys moea Os1is1 mux, xmo nepebyeae rnosa yum
koHmekcmom? Yu He 6yno idei cmeopumu neeHuUl «C/I08HUK obpa3ie», abu nomim
«apxie nam’smi» mpakmyeanu 6inbw KopekmHo? [nsa po3yMiHHS eaxnueuu
KOHmMekcm, 6e3 Hbo20 ceid4eHHs1 6ydymb Hemo4YHUMu abo e3azasii empamsmb
3micmoeHicmb. Cb0200HI e)xe mnopywyeasnu npobrsieMy 3MiH Hawux eMOouiliHux
nepexueaHsb i ix ennue Ha co2adu. Omixe, Yu 6yna cnpoba 4u ides ix 3aghikcyeamu?

O.B. byna, ane He Bigbynacs. To6To us igeqa (apxiByBaHHS) BUHWKNA oApasy, KOonu
cTano 3po3yMino, O CTBOPKETLCA AyXe baraTo BisyanbHUX obpasis. Toai My BUpILLMAN
36upatu apxis, XKaHHa 36upana aHimauito, Memu, nnakatu. «ApceHan» y3arani 3 2014 poky
apxiByBaB MacvuB MUCTELITBA.

Y Hac € gata noyaTtky 3ibpaHHs apXiBy i HE BaXXNMBO, KON MU BUPILLUIM JO4ATH MOro B
apxis, NpoTe KOXeH XYOOXHWK 3aapXiBOBaHUM came Bif 24 nToro. Y neplunn xe micsub
3ibpaHHA apxiBy Mn Manu po3moBy 3 «MwucTteubkum apceHanom» i 3 XKaHHoto O3sipHoto,
KoTpa 36upae aHimauito. Mu 3igssoHunuca 3 XKanHoto OsipHoto, Oneto XKyk, HaTtaneto
YnyacoBoro i Hamaranuca OOMOBUTUCS NPO Te, WO nidHiwe 3pobumo cninbHi Tern, abo
MOXITMBICTb KPOCapXiBHO MaTU MOXIUBICTb LUYKaTK | KOPUCTYBaATUCS 3aapXiBoBaHUM. bo 3
ogHoro 60Ky, y Hac Aecb NepeTUHalTbCs apxiBW, ane LBWOKO CTano 3pO3yMino, o B
KOXXHOIO — Takun CBOSi 0COBNMBICTb.

B.K. SAkwo y3acanbHumu, ¢ghokyc eawozo apxisy ue...?

O0.B. dokyc — ue 24 niwotoro. lNMo-nepwie, PoKyc OXONSKE MUCTEUTBO i TE, O MU
PO3yMIEMO SIK peui, WO iCHYIOTb Ha TepuTopil MucTeuTsa. [o-gpyre, ue XygoXXHUKK, SKi BXe
Marnu nonepeaHio Xy4OXHIO NPakTUKy. 3BICHO, AEXTO 3 XyOOXKHUKIB 3MIHMB BEKTOP, K lNMawwa
Bennuko, Bacunb TkayeHko, ane o 24 NOTOr0 BOHU BXe Oynu TBOPYMMM OAMHULSIMW.
[Mo-TpeTe, ue Mexi: BOEHHUI CTaH i noro npasuna. [1o Takmx obMexXeHb My 3BUKNK, NpPoTe
BOHW Hafani BUPI3HAIOTb XUTTA YKpaiHUiB — MOBITPSAHI TPUBOMM, KOMEHAAHTCbKa roanHa,
3abopoHa doTocpikcauii cnopya Ta iHWi npasuna HOBOI pearnbHOCTI.

T.J1. Okpim MeX, TakoX NOCTIMHO NPUCYTHA A0NA CTpaxy Ha NeEBHUX eTanax. T MoxeLl
XWUTK i HE NOMIYaTM YMOB BiliHK, ane Konu 3ynuHHAELCS Ha BnoknocTax, To nosuL cebe Ha
AyMUi, WO, Hanpuknag, He moxeLl 3pobutn poto Ha doHi Yorocb abo MycuL aHanisyBaTu
npaBauBICTb iHopMaLil, i3 akot B3aemogiew. Mu 3 24 nioToro nepebyBaemo B MOCTIMHIN
(POHOBIM HaNpys3i, i HABITb TUMYACOBe 3aTULLLLSA B MIiCTi LbOro HE 3MIHIOE.

I.I'. IHaKwe Kaxy4yn, BiHa pernameHTye Hally 3aKoHo4aB4yy CUCTEMY Yepes BOEHHUM
CTaH, a BiH B CBOI 4Yepry 6e3nocepenHbO BrnnBae Ha Haw nobyT. | HaBiTb AKLWO MU 3apas
He Ginblle He HangdKkaHi, K HanpUKiHLi NToro 2022 poKy, Le LWe He O3Hayae, Wo Halle
XUTTA He nepedopmartyBanocs abo Wo My 3BUKNM OO BiHW. He 3BUKNM OO BiNHKW, ane
afjanTyBanuca 40 Hel — Le BaXknuBa pPisHUUS.

.M. Ak ckasaB y «Mucteubkomy ApceHani» bopuc dinoHeHko, abcontoTHO B6aHanbHo,
ane BNy4YHO — icHye noOyT BiMHW. Lle Te, O 4oro 3BMKaewWw i WO HOPMani3oBye paHiwe —
HeHopmarsibHe. Lis HopManbHiCTb 3HaxXOAMTb NMPOSIB Y TOMY, LLO TV BCTUraELL 3aBapuUTU Kasy,
KONW No4yB MOBITPsiHY TpUBOry, abu nitn 3 uieto kaBow Yy ykputTa. Onis ckasana, wo apxie
cghokycosaHull Ha mucmeumsi, y sskomy 6azamo noxmypocmi ma xaxy. Came po3yMiHHS
«MOXMYpPOCMI» | «XXaxaueocmi», HarneeHo, 6UHUKae y rnoensdi ensdada. A SKWO
eidnoeidamu sik Kypamopu, Kompi MpowKu 308Hi cnocmepizaroms 3a XyOOXXHUKaMU,
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0s1s1 4020 80HU Uye cmeoproroms, 60 8id ybo20 bazamo 4020 3asexums? XyOOXHUKU
cmeoproroms 05151 251s10a4a Yu Hi?

B.K. [onoeHror4u numaHHs Inni, ue neeHa adanmueHicmb Onisi XyOOXXHUKa,
cybnimauyiss loeo moyymmie ma cmaHie, Konu aemop meopumb Onsi mozo, abu
npoxxumu doceid ma eMouyiliHO nosie2wumu GaHull npouyec?

ILJ1. | akwo0 ue yMOBHO «pewmku xumeoisisibHocMmi», Mo siki Hacnioku, ennue ma
3Ha4YeHHs1 80HU MarOMb He 07151 XyOOXKHUKa?

T.J1. lyke no-pisHomy. [ns KOrocb 3 XyAOXHUKIB Lie AiMCHO cybnimauida, a onst Korocb
Le MOXHa YMOBHO Ha3BaTu Micieto. Hanpuknag, Hasug Yudkan abo [Nawa Benudko
CTBOPKOIOTL pobOTM i AoHaTATb 3apobneHi kowTwn. binbwe Toro, [daBua YnukaH Ha
nepenocTaHHin BUCTaBLi NpeacTaBMB Cepilo akBapenbHUX MOPTPETIB CBOIX nobpaTtumis:
XMBUX, MOPAHEHUX i TUX, XTO BXe nonir Ha noni 6ot. Muteub nnaHye NpPoOAOBXKyBaTH
npautoBaTn Hapg Uieto cepieto, 60 BoOHa — CBOro pogy AaHuvHa TUM, XTO 3apa3s 3axuliae
YKpaiHy. Lle oguH i3 HaOYHMX NprKnagis, YOMY i HaBILLO XY4OXHUKM NPOOOBXYIOTb TBOPUTH.

r.r. Yu € B ubOMy AN MEeBHOrO0 Komna MUTLIB Ta MUCTKMHb camMoTepaneBTUYHa
cknagoBa — 6e3nepeyHo €. binble Toro, konm mu 3 Onbroto o6roeoproBanu NOTpPedy novaTu
306MpaTtu TBOPM B apxi., Lie pobunocs Tex came Big camoTepaneBTUYHOT NoTpedun, 60 AaHun
npouec gornomarae 3MiCTUTU (POKYC i3 CTPIYKM HOBUH Ha CTPIYKY HOBMWH i3 MUCTELTBOM,
nepeMKHyTU CBOIO yBary 3 TOro, L0 NiACKoBanNo NovyTTa NaHiku. Takum YMHOM Le cTano
NOLUTOBXOM [0 novaTKy popMyBaHHA apxiBy.

I3 yacom pobiT Ginblae, 60 3pocna CNPOMOXKHICTb MUTLIB FOBOPUTK i BigHaxoauTw,
HaBiTb Y WOAEHHNKOBOMY dhopmarti, 3acobu 40 Onucy TOro, LLO BOHU NEPEXMBAKOTb, SKUN
[O0CBIZ pasoM 3 KUMOCb MOAINSATb.

I.J1. PeanbHicmb Hacminbku HecmepnHa, wo HeobxiOHull uel 2HOMIYHULl ceim
mMucmeuymea?

0O.B. Hi, y KOXXHOro cBos cuTyauisi, TOMy HEMOXIMBO 3BECTU BCIX MNig 04MH 3HAMEHHUK
LabnoHHOoI BignoBiai. Y KOXHOro MUTLIA CBIi CBIT, CBOSI MOTMUBALlisA. [1ns KOrocb MUCTELTBO —
cnocib 3acnokoiTucd, Ons KOrocb — MNPOXUTU YCBIAOMMNEHHSA (hakTy, WO «CTapui CBIiT
po36uTUIA», 0N KOrOCb — LWOAEHHUK. A AesKi MUTLi NPOCTO HE MOXYTb HE CTBOPIOBaTM.
Hanpuknag, JaHmno Mos4vaH nicns 20 pokiB iKOHONWCY 3 NOYaTKOM MOBHOMAacLUTabHOro
BTOPrHEHHSA MOYaB CTBOPIOBATM akBapeni Ha BOEHHy TemaTtuky, a Martsin Bancbepr y
LLIOAEHHUKY MarntoBaB AepeBa, Bey4m BnacHy AUCKYCIto i3 bepTonbaom bpextom.

B.K. Ceped mumuie, 3a ssKUMU criocmepicaeme e pamMKax apxigy, € mi, xmo
npomsi2oM yb020 POKY noYasiu cmeoproeamu pobomu He MinbKU Ha memy 8iliHU?

O.b. Tak, ayxe 6arato, TOMy WO BiMHA CTana YacTUHOK >XUTTS, CRINIbHUM
3HamMeHHUKoM. Lle Te, WO Hac BCIX NOEOHYE i Te, WO HIXTO He MOXe irHopyeaTu. [ig yac
cnornggaHHsa akeapenen MannHn HikitiHoi, abcTpakTHMX pobiT, T po3yMieLl, MPO LLO BOHMU,
agxe € uen cninbHun 3anMeHHnk. OgHak He ¢obakT, WO Tak Byae i Yepes 100 pokiB, KOMW Ha L
poboTN ANBUTMMETBLCS XTOCb 3 iHLLIMM JOCBIAOM.

B.K. Yu eunpaedoeye cebe, Ha Bawy OyMKy, meHOeHUisi eeaxamu, w0
Mucmeymeo 2oeopumb camo rpo cebe i 3a cebe, lio2o He mpeba nosicHroeamu?

O.B. Beaxato He Tpeba nosdcHioBaTH | po60TK 3pO3yMini Mamxe 44 BCiX.

T.J1. Y Hac € 3agym, wo pobotn B apxiBi OyayTb NnoegHaHi NeEBHUM TanMianHOM 3
XPOHOMOorien Nogin, Wo i cnyrysatmMme ONOMPKHUM iIHCTPYMEHTOM AJ151 MOBHOMO PO3YMiHHS
KOHTEKCTY.
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B.K. Yu € y sac 3adym cucmemamu3sauii apxigy, aUOKpeM/IeHHS1 meMamu4HuUXx
6s10Kie mow,0?

r.r. Mu sagymanu abw Ha canti, akui Gyge 6a3or apxiBy, 3pobUTU BHYTPILLHIO
apXiTekTypy i Yepes3 cuctemMy TeriB npoMapkyBaTn poboTu, nonepegHb0 O3HAYMBLUW NEBHI
Tern koprnycamm obpasiB UM X TeMaTU4YHOro CnpAMyBaHHSA. 3HA4YHOK MIpOK B apXiBi
NPUCYTHI Pi3HIi NPOSBM PYIHU i LS pyTHa TakoX € hopmani3ytodnmM enemMeHTOM A4 OOHIEl 3
OKPEMOI rinokK — TeriB B apxiBi. Yumano pobiT 3 obpazamm MOHIBEYEHOro Tina i ue Takox
okpeMuin obpas, 3a SIKUM MOXHa cucTemMaTudyBaTu poboTu i NPOCNigKyBaTH SIK 3MIHIOETBCA
Hanpuknag CcTaBfeHHs [0 TMOHIBEeYeHOro Tina, sK Big OykBanbHOro BOHO CTae
mMeTadopuyHnuM. ToOTO B apxiBi € 6araTto BHYTPILLHIX, XaOTUYHUX CCPOPMOBaHUX HANPSIMKIB,
SIKi NOTPIBHO NO 3aBepPLUEHHIO apXiBY BUOKPEMUTU, ONUCATU | MPOMapKyBaTu TeraMu.

I.N1. Slka nodist cmaHe KiHUe80r0 MoYKoro Orisi 3aeepuieHHs1 36opy apxiey?

O.B. Yka3 npesngeHTa npo 3aBepLUEHHA BOEHHONO CTaHy. ApXiB noyaBcs 24 NHOTOro
2022 poOKy 3 yKa3oM npesnaeHTa i 3akiH4MTbCA TOAI, KON PUANYHO Lien CTaH 3aBepLUMTLCS.
Ak dyHKUiOHyBaTUMe apXiB, SKLO BOEHHWM CTaH 3aBEPLUNTLCH HEe Ha BCIU TepuTopil
YKpaiHu, Nokn He 3Haemo. Ha fjaHomy eTani pesynsraTt Halmx po3MoB, OCMUCHIEHD, Aianory
npo apxiB i 3aMiHy 06pa3HOCTI, 3MiHW Y MUCTELTBI | CTAaBNEHHI XYAOXHUKIB 4O TOrO, O BOHU
pobnatb, Oyge BigoOpaxeHo y BUCTaBUi B «YKpaiHCcbkomy [omy», kOTpa BiobyaoeTtbcs
HanpUWKiHLUi TpaBHSA — Ha NOYaTKy YEepPBHS.

B.K. Yu nompi6beH Ons peghnekcii ma ocmucneHHs1 neeHull nNPomixok 4acy? | sik
6ymu 3 mum, WO NOKU He 3aeepuwiumbCsi 0€EHHUU cmaH, ducmaHuiroeamucsi OJsi
Ub020 OCMUCJIEHHS1 abCOJTFOMHO HEMOXXJTUBO.

O.B. Ha mot gymky, ines notpebyBaHHA AUCTaHUIl ANs po3yMiHHA — ue wTtamn. 3
ogHoro 6oky, Taka noTtpeba icHye 3 iHworo, Ak roeopuna TetsHa JlMcyH, Hawa nam'atb
CTPYKTYPYETbCS TenepiwHiM po3yMiHHAM. OgHa cnpasa — Te, WO MU NepexnuBaemo, iHwa —
iCHyBaHHA peven, 06’EKTMBHILLNX 3a HAC Ta Halwi cnoragun. HagiTb 3 apxiBOM HanBaXknueille
Te, WO pobumo Ut pednekcito B MOMEHTI, 3aBAAKM YoMy pedoniekcia HabyBae LiHHOCTI.
Mo>xnnBo, BiACYTHICTb OMCTaHUii HaBNakn nokpalye Halli pO3yMiHHSA Ta NOSACHEHHA. MeHi
LiiKaBO Te, IK MV OUBUIINCS i LLLO FOBOPUIN Ha NOYaTKy NOBHOMACLUTAOHOro BTOPrHEHHS, i LLO
3apas. Paga, wo nuwmnucs 3anucu po3moB 3 Toro nepiogy, 60 Moe ocobucte cTaBneHHs Ao
pobiT B apxiBi Takox 3MiHMNoca. 3 geskummn pobotamm 6yB Aye CUMbHUA PE30HaHC, Haye
nisHaBaHHA cebe i CBOIX MepexuBaHb y TOMY, LLO OEMOHCTPYE XYAOXHUK. Lien noTyxHuin
pe3oHaHC JaBaB cury.

I.J1. Moxxeme Ha3zeamu K020Cb KOHKpemHo20 abo KOHKpemHi pobomu?

0O.B. HacnpaBgi, ix 6arato. Ane gKkuwio Ha3BaTu Aekinoka... [Mamesit — 1. J1.] Banicbepr,
Axpa [AdxuHOxan — |J1.], Danin Hemuposcbknin, Bacs TkadeHko, Kinder Album, Bnapga
Panko .

I.J1. Le mMu 3apa3 2060puMO rpoO nepeocMUCIIEHHS, PO me, sIK 3MiHIOEMbCS
8pPa)XeHHs NMPo Uro NomyxHicmp?

O.B. Paguwe npo 3miHy cTaBneHHs Yepes 3miHy ctaHy. OT 3apas s BXe He B pe30HaHCI 3
unmMm pobotamu, ane MeHi Oinblue pe3oHylThb iHWI. Hanpuknag, TenepiwHbOoMYy CTaHy
OinbLle BignosigatoTb pobotn AHM KOHOHOBOI, 30KpemMa Te, 9k BoHa dpoTorpadieto dikcye
Aesiki pedi, npautoe 3 XydoXHiMM obpasamu y XyOgoXKHbOMY BUMIpi, HE [OMycKarum
TpaBmaTumsau,ito.
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T.J1. Yce 6inbwe 3apa3 gymato nNpo Te, WO My novanu cikcysatu, obroBoproBati 1
npautBaT 3 UMMM MaTtepianamm 6e3 gucTaHuii — ue Ha Kpalwle i came ue BaXxnuBo.
MoXXnnMBO, M1 HE Manu YpokKiB MUHYIOro, BUBYaKO4M iCTOPIKO AUCTaHUINHO, i3 BUKPUBMEHHAM
oveBnausa. Tomy 3apas, 3Haxo4a4YMCb Y LEeHTPI NoAin, Y MOMEHTI, He Makoun gucTaHuii, Mn
MOEMO Oinblly CNPOMOXHICTb Lien [OCBi4 CNPUUHATM | 3pobutn Binbw 4vecHuM. bo
pednekcii Ha gucTaHuii BiNbLl IHTeNeKTyanbHi, a XXUTTS 34e6inbLworo YyTTeBe, eMouinHe. |
TBOPM MWUCTELTBA, KynbTypa, Yyce, WO Hac OTOoYye, iHOAI MOXe CcTaTu NopagHUKOM,
HaLWTOBXHYTU Ha AYMKY, Kyau pyxatucsa gani. Ane akwo uen «nopagHuk» Oyae HagTto
AVNOAKTUYHUIA Ta 3BEpPXHiN, BiH HEe 3MOXe nigkasaTu iCTUHY, SK MU NPOXMBAEMO Lie, a OCb
Hawa ANTAYICTb, HAIBHICTb, NiABMLLEHA YYTTEBICTb — Tak.

B.K. Ane usa noBYanbHICTb | YECHICTb, NPO SIKY LOWHO CKa3arnw, CrpaubOBYE TifIbK1 ANns
Hac, 60 6e3nocepenHbO 3HAXoOQMMOCs BcepeauHi nodin. Slk modi eoHa npauyroeamume
4yepe3 neeHul 4Yac Osis1 mux, xmo 6yde cnpulivamu ye mucmeymeo, abo Ossi mux,
Xmo, 3Haxodumbcsi no3a KoHmekcmom? Ha wmorw Oymky, ue 6yde me x
ducmaHuyitioeaHe, i0CMOpPOHeHe CrnpuliHIMmMmsi.

I.I'. Beaxato, oymaTtu Npo Te, sk 3aapXxiByBaT MUHYIe — TPOXM yToniYHa iges. MnHyne
HaM He Hanexmntb. M1 He MaemMo KOQHOro BNAMBY Ha Te, WO Bigbynocs paHiwe i nornagv B
ManbyTHE 3 po3ayMamMm Ha TEMY «a L0 XK MU MOXEMO BKMHYTU Y ManbyTHE» HE pEEBaHTHI.
Yce, WO MOXeLl, — npautoBaTth 3 TUM, LLO BigyvyBaeLl cam, Wwo 6e3nocepenHbo Tebe 0TouyeE,
3agpikcyBaTu Ue. Yn BOHO 3rogmuTbCa B ManbyTHbLOMY i SIK Lie CNPUMMYTb — MU HE MOXEMO
3Hatn. AQKe He PO3yMIEMO SIKMM YMHOM Aarni oopMyBaTUMETLCA NOrNsg YKpalHCbKOro
Hapogy Ha cebe, Ha Lo BilHY Ta nonepeaHi BiNHKW, 4y Byae Akacb TAMMICTb i3 PO3YMIHHAM
NPUYMHHOBO-HACHIOKOBUX 3B'SI3KIB LIX BOEH.

B.K. Yomy modi i sk noyanocs ye apxieyeaHHsi, Npu po3yMiHHi HeMO)Xsiueocmi
cripo2Ho3yeamu nodasibwy 00110 11020 CripuliHAMmMs ma saxJsiueocmi?

I'.l'. Texx camoTepaneBTUYHMIA edpekT. Y nepuli gHi BiiHM nosuna cebe Ha aymui, Lo,
KPiM MUTaHHA «TU SK?», MU OOMiHIOBanNuca 3 AiBd4ataMmy BPaXKEHHSMU NMPO Ti UM iHLWI HOBI
pobotn muTuis. Lli gianorn npussenu 4o po3ymiHHs, Wwo Bce ue Tpeba 36epiratv. MNpuHanmHi
ans cebe.

O.B. [lo TOro x, Min MO30K yXe Kifibka pokiB BigdopmaToBaHU TakMM YMHOM, LLUO S
MUCA0 My3eeM. Posymito, WO B NEBHi MOMEHTM Mato CnpaBy 3 SABULLEM, sIKe NOTPIGHO
3aapxiByBaTtu, 3adpikcyBaTn. Hankpalye, 3BicHo, 6yno 6 ogpasy BuKynosyBaTn pobotu, ane
He 3aBXW € Taka MOXIUBICTb.

B.K. Yu nnanyeme nisHiwe 3pobumu apxie eiOkpumum abo Halamu docmyn
xo4a 6 docniOHukam?

I.I'. 3BicHO, ane NOBHOLHHO — yXXe Nicrnsi 3aBepLUEeHHs 36opy apXiBy.

T.J1. Y TOMy 4ncni y uboMy nondarae oauvH i3 ceHcis apxisy. My He 3HaeMo KoMy, B SKin
dopmi apxiB 6yae noTpibHeH, ane Mu NOBUHHI Le 3podutn. Mn Mmaemo CTBOpUTK MaTepian,
i3 AKMM MOTIM MOXNUBO ByayTb npautoBaTh. AKWO Yy HAc € pecypc i MOXIMBOCTI, TO,
askyesatn 3CY, moxemo pobutn Hawy poboTty. Hawa meTta — cTBopuTh nnatdopmy. 3apas
AyMaeMmo, sk 1i peanidyBaT MakCMMarbHO 3pY4YHOK Ta 3pO3YyMisfiol, SK CUCTEMaTMU3yBaTH,
abu nnact HaaBHMX pOBGIT 30iraBcA 3 XpOHOMOrielo i OyB 3pO3yMinnn KOHTEKCT. MeBHOM
MipOto Lie coLionoriyHMi NpoekT. | BucTaBka «Tn SK?», WO BiabyaeTbCA Y YepBHi 2023 pPOKY,
HEe € Yy KIaCMYHOMY pPO3YMiHHI BUCTaABKOK Cy4aCHOro YKpalHCbKOro MMUCTeLTBa — BOHa
OinbLUe Npo akTyanbHe MUCTELTBO i 4OCBIA.
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O.B. [lo TOro X, 3MIHIOETLCS | Hale YsBEHHS L0 Take cyyacHe MUCTeuTBo. TyT
Ba)XXNNBO PO3YMITH, LLIO rOBOPSYN MPO KOXEH nepiod, Tpeba BpaxoByBaTh HACTYMHE — BiH €
BiANOBIAA0 Ha NonepeaHin Nepiof i NaHyYnn ANCKypC.

LLJ1. Ane X 4im uUe 3aBepLuMnocs — KiHUeM iCTOPUYHOro aBaHrapay i TUM, Lo BCe
noTpannsie B ANCKYPC i Ha PUHOK.

0O.B. 3BuyanHo, noTpannisie B akageMito i NIepeTBOPHETLCA TEX Ha TPaauLLito.

I.J1. A yu 36epicaecmbcs we ys eipa, W0 He ece nomparnssie Ha PUHOK, QUCKYPC, 8
akademito?

O.b. He 3b6epiraetbcq, BCe MOXe MOTpanUTU Ha PUHOK | Bce konucb Oyae
My3eedikoBaHe, NPUCBOEHE.

I.r. Te, wo wock BXe NoTpanuno B AUCKYPC i NEBHUM YMHOM CPOpPMYBano HacTyrHi
Teuil, aBuWwa, beHOMEHM, XyLOXHUKIB abo BiOCYTHICTb YOroCcb B MUCTELTBI — Lie nornsg B
MUHynNe, no dakTy, AaHicTb. BUHOCUTK Hisiki emouinHO 3abapsreHi ceig4YeHHs abo BUPOKM
Lo TakK Bigdynocs, abo Tak moxe BigdyTncsa — ue AMBHO i IKOCb iIPOHIYHO.... | Te, WO icTopis
HeniHinHa — ue pobpe. Tak camo i cdepu Pi3HUX HayK NPOHMKAKTb OAHAa B OAHY Ta
dopMy€eETBLCA MKANCUUNITIHAPHWIA NigXiA,.

O.B. Hacnpasgi, ue Hopma, Hawa Tparegisi B iHLLIOMY...

T.J1. Morogxytoca 3 Onbroto. AKWO novYnTaTt €BPONENCHKUIN OUCKYPC, MaXKe KOXHE
MUCTELTBO HamMaranocsi BUATH, NPOOUTN PUHKOBI OBMEXEHHST | CTBOPUTM aBCONIOTHUIN «HOY
apT». A y Hac HaBnaku: HaMaraemMocs NMoTpanuTX Ha apT- PUHOK, ane Mok He BUXOOMUTb,
TOMY Of15 HacC Le He 3arpoaa.

O.B. Y ubomy € haktop HOBU3HW. [JOKM Lie «BaXXNNBO» HE BU3HAHO PUHKOM, ane byae
BM3HAHO B ManbyTHbOMY, AOKW ICHYE Lie «3a30p»: MM PO3yMIEMO LLIO Lie Byae, ane ue we He
ctanocs. Mn po3yMiemMo, € AKeCb SIBULLIE, HaMpuUKnag 3apas Ana Hac ue abContoTHO He
3p03yMifno, SK-0T Te X «AmesibeHopMaribHO», BUCTaBka «Tum Yacom B [lomi XaHeHkiB»...
Mwn 3apa3 oGroBoproEMO, sk 3aBO3MTM POOOTM, CTBOPEHI 3a Mexamun YkpaiHu. [NMpobnema
nonsrae B TOMY, LLIO 3aBe3Tu IX, He CrNaTMBLUM MUTO, HE MOXHa. AKWO Be3elw napTito
HaBiTb TaKoOro AUBHOMO Cy4aCHOro YKpaiHCbKOro MUCTELTBA, SIK, Hanpuknag, Mu pobunu
MUWHYNOro poKy, mMaew cnnatutm mmto. OgHak Mm BBO3MMO poboTM He Ans Toro, wob
npogaeaTi, a ANg BUCTABOK i, BiporigHiwe, BCi Ui poboTn 3anuwatbca B YkpaiHi. binbLue
TOro, y UbOro MMCTeLTBa HEMaEe LiH1, M1 HE MOXeMO ii 0bnikyBaTn. OTXXe, M1 He BNEBHEHI,
LLIO B3arasni Konmcb poboTn MaTuMyTb AKYCb €KOHOMIYHY LiHHICTb. | ue Benvka gunema, Tomy
LLIO HacnpaeAi Taki pedi, K pO3yMiHHA WO €, a WO He € MUCTELTBOM, i 3 YAM MU MAEMO
crnpaBy, BUPIWYOTLCA Ta MNPOSABAAITECA CaMe B MOMEHT NepeTuHy KOpPAOHIB, Y
OPUONYHOMY MOMEHTI. 3HOBY XX Taku, HAM BaXNuBo, abu poboTun BCima Bynu ycBiaoMMeHi gk
LiHHICTb. AKLLO Lie CKpi3b MUCTELTBO, YOMY Lie Ma€ ByTN He MUCTELTBO Ha KOPAOHI.

B.K. Yu 6azamo e apxiei meopie mucmeymea, CmMeOpPeHUX Mo3a Mexamu
Ykpainu?

0O.B. Hacnpaggi, ckaszatu Baxkko. Yumarno XyaoXXHukiB nepebysatoTb 3a KOPAOHOM, ane
MU apxiByeMO poboTK 3 BiAKPUTUX AXKeper i He BiACMiAKOBYEMO NUTaHHS, Ae Bynn CTBOPEHI
4 nepebyBatoTb poboTH.

B.K. To6mo eu He n0200>Xxyeme OKpeMo 3 KOXXHUM XyOOXXHUKOM 8KJIFOYEHHS1 Lio20
pobim e apxie?

I.r. Came 3apas mu npautoemo Hag ropuandHoto 6a3o Toro, SIKMM YMHOM OyayTb
3aapxiBoBaHi Ta NPOIHPOPMOBaHI BCi XyQOXHMWKK: 3 A03BOSIOM, 3 aTtpubyuieto, 3 umpoBoto
KOMi€t0 KOXXHOro 306pakeHHs
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O.B. lNepea TuMm, sk nybnikyBatu i pobutn apxie 4OCTYNHUM ANS BCIX, MAEMO NOrognTu
Lie 3 KOKHUM MuTLEeM. Hapasi nepeBaxkHa BinbLUiCTb 3HAE NPO iCHyBaHHS apxiBy.

I.J1. Ypaxosyro4u, wo apxie sipmyasibHUlU, YU € SIKiCb 3 yux meopie y i3uydHil
kKonekuii? Slki meopu eéoHa Micmumb, SIKW,0 maka KosleKyisi icHye?

0.B. Lle Bxe okpema Tema, ane Tak, is3nyHa Konekuia €. Hapasi Konekuito cknagaroTb
©nm3bko 100 pobiT. Lle i € MnucneHHsa My3eem — Ko He Moxeld npuabatu, Tpeba ue xoda 6
3aapxiByBaTu, a KO novas apxiByBaTu, TO NOTPIOHO pobutn i Konekuito. Apxis € BinbLue
AOCTIQKEHHAM — TUM, WO 003BOMsAe 3pobuTn BMBakeHM BUbip Ta obpatu, Wwo came Mmae
cKknagartu Konekuito.

T.J1. Konekuis ua 3agymaHa ans manbyTHbOro My3e Cy4yacHOro MuCTeuTBa.
HacnpaBgi, npuabaHHa TBOpiB NpocTo 306irnacss Mo 4acy 3 BiKMHOW, WO BUNAAKOBO |
chopmyBano ui napanerbHi NpoekTu.

B.K. Ckinbku xydoxHukie ma pobim e apxiei Ha 0aHuli MOMeHmM?

I.I. OcTtaHHin cncteMHo 3pobreHnin angenT i3 HanOBHEHHS KOMekLuii OyB LWe B CiyHi
2023 poKy, TOMY TOYHI Lppn 3apas He CKaxy.

T.J1. Hapasi 6inbLie 200 xyaoxXHuKiB, a pobiT npnbnmnaHo 8 Tncau.

I.r. NMepwwuin yac mu nNocTiMHO NepebyBanu y cTaHi LUbOro Npouecy apxiByBaHHS, a
ni3Hile ue 3amMiCTUnn NPoekTM Ha Gasi apxisy. | 3apa3 My gony4yaemo OO HanMOBHEHHS
cTaxepis abo BOMOHTEpIB.

B.K. Yu gbikcyeme 8su e apxigi, sik XxyQoxXHUKuU nionucyroms ceoi po6omu, sikuli
mekcm ny6nikyroms 80 HUX?

T.J1. 3pebinbworo Tak, ane Hagani 3 UMM nNpauBaTUMEMO BXe Nif Yac 3anOBHEHHS
ManbyTHLOro cCanTy — NnaTtgopmMu apxisy.

B.K. Yepe3 BnacHui gocsig B3aemopil i3 Cy4aCHUM MUCTELTBOM Ta CrifiIKyBaHHS 3
MUTLUSIMW BBaXato, WO QyMKa Ta CBiAYEHHA caMOro aBTopa AyXe BaXNuBi ANs po3yMiHHSA
TBOpY. YacTo Te, Wo Mn 6a4MMOo Y Tir UM iHWIN pobOoTi, HE NPOYUTABLUK NIAMNNC YN HE 3HAKUN
SKi CeHCM Y Hel 3aknageHo, BigasepKantoe Haw JOCBIL Ta eMouil, AKi MOXYTb Bigpi3HATUCA
BiZl NOYaATKOBOrO 3ayMmy.

I.I'. Mn He MOXeMO XyO0XHWUKIB MPOCUTU NOSICHUTY KOXHY poboTy. Ane € peui, siki Ans
HUX BaXXMMBI, TOMY SIKLLO TEKCT A0 nybnikauii icHye — My MOro Takox (pikcyemo. AKLLO TeKCTY
HeMa — Tinbkn aTpubyTyemo poboTy, nosHavawum gaTy, yac, TexHiKy nf popmansHUMU
XapakTepuctmkamu, abu 3a HUMM NOTIM BigWyKyBatu d cuctemi. Arne oKpemMo My TaKoX
iHTEpB’lOBaTUMEMO YYaCHUKIB | y4yacHUUb apxiBy 3a MeTogoriorielo post bellum, abwu
3adpikcyBaTn NpsaAMy MoOBY MUTLIB SIK nepliogkeperno. Lo iHdopmauito Takox Oyae gogaHo
A0 npodanniB KOXHOro XygoXxHuKa: iHdopmauis npo cebe, cepenosBulle HaBKOMO, Npo
MUHYNe, SK NPOXuBanu i 3ycTpidanu BiiHYy, WO BigbyBanocs Aani, KOHTEKCT, WO MOoXe
Ao0aTtn po3yMiHHS A0 TUX 4um iHWKX TBopiB. Lli AaHi po3miyemo sk npsamy MoBy 6e3 Halumx
iHTepnpeTauin.

The Wartime Art Archive:
An interview with curators Olga Balashova, Halyna Hleba and Tetiana Lysun

With the beginning of the full-scale invasion of Russia (February 24, 2022), the NGO «Museum of

Modern Art» started the project «The Wartime Art Archive». As part of the project, co-curators
collect artists' works from open sources. The researchers observe the artists and record their
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reactions to the war. This initiative aims to create an archive of martial art for its preservation and
further research. In an interview with the co-curators of the archive, Olga Balashova, Tetiana Lysun,
and Halyna Hleba, we talked about the history of the creation of the archive, its prospects,
retraumatization, documenting events through an artistic image and art during the war.

Keywords: archive, contemporary Ukrainian art, wartime art, "Museum of Contemporary Art"
NGO, Olga Balashova, Tetiana Lysun, Halyna Hleba, Illia Levchenko.
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TO EXPLODE, BE DESTROYED OR UNEXPECTEDLY RESIST:
An interview with curator Adrien Sina

Adrien Sina
Eugenia Sydorenko

BubyxHymu, 6ymu 3pyliHoeaHUMU YU HecrnodieaHo npomucmosimu:
Inmepe’ro 3 kypamopom AdpieHom CiHoro

AppieH CiHa
€BreHia CugopeHko

AdpieH CiHa - ¢ppaHuy3bKULli Kypamop, apxXimeKkmop, icmopuk maHuo i nepgpopmaHcy. Mozo
MynbmuducyunsiHapHa eucmaeka Feminine Futures: Ukraine, 4acmuHa cepii War |
Oppression | Dystopia Mae 3a Mmemy Hadamu rrnamgopmy Orsi moao abu yKpaiHCbKi
xopeoepadgbu sucrioenrogamu onip PociticekKil eitiHi npomu YKpaiHu. B obpaHux Kypamopom
doci He badeHUX KopomKomMempaxHuUx ¢hilbMax Mumui ripazHyms cmeopumu Oiaroa MiX
gacHUM miriloM ma apximekmypHumu cropydamu. locmae emouiliHa pecgpriekcis Ha
Kpueage menepiwHe, rnepeddymms MmaubymHix mpaeedil, ane makox Ha Hausuuwe
gupaxkeHHs ntobosi ma edHocmi. Llel npoekm — xueuli opeaHiamM, wWo pocme 8 mou 4ac siK
AldpieH CiHa npauytoe Hal PO3WUPEHHSM Mepexi xopeoespaghie ma KiHoMumuis, wo
CrpsIMo8ytomb €801 meopyi nomyau 00 CXOXux uined. Y pesynbmami emintoemscs
HEKOHGbOPMHa Uirnb Kypamopa: 3i crigripaui meopsimbsCcsi HO8i pobomu, i KAHOHY, 2e2eMOHIi
Krnacu4yHo20 mucmeumea rnpomucmoime nocmitiHul nowykK manaHmis, 4ui pobomu wie He
Habynu eu3HaHHS1 Yepe3 mpyOHOW sKi mocmaroms 8 icmopii neped XiHKor abo 8 ubomy
gurnaoKy yKpaiHKOI YU yKpaiHUueM.

Y uit poamosi AdpieH CiHa 2oeopumb Mpo nepgopmamusHi sudu mucmeuymea siK
rnepeKkoHnusul iHcmpymeHm Orisi peripe3eHmadji 8itiHU, rnpo pileHHs1 Halamu rpiopumem
KOHUernmyarbHoMy s0py sucmasku Haol ii yHigikauyieto 0o 00Ho20 8udy mucmeuymsea 4yu
oucyunsiHu, a makoxX rnpo 3HadyeHHs mina ma icmopii y OaHit eucmasuyi. OKpiM moz2o
Kypamop 2oeopumb rnpo War Crime Memorial — I[HCmansauito, npedcmaernieHy Ha
Benreuitickkomy bieHane 6ins pocilicbko20 nasinbUoHy Ha 3HaK rpomecmy rnpomu az2pecii
KpaiHu-3acapbHuka. Bumeip-komnaHbloH 00 Feminine Futures: Ukraine, War Crime Memorial,
SK | suweseadaHa sucmaska, CmeoproE Haripyay MiXX apXimeKkmypoto ma XXiHO4YUM 20/10COM,
arne pobums ye y bopmi mum4acoegoi CKyribrnmypu.

€eeeHisi CudopeHKo rnpoeena | 3anucana poamosy 3 AdpieHom CiHow y 2023 pou,
giosi0aswiu rnpeseHmau,iro i nokas Feminine Futures: Ukraine y Summerhall, EOuHbype, Bernuka
Epumaknis.

Knroyoei cnoea: maHeub, ekcriepumeHmarnbHUl iribM, pPOCIlCbKO-yKpaiHCbKa 6ilHa,
AdpieH CiHa, apximekmypa.
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Eugenia Sydorenko (E. S.). Looking at the timeline of the ‘Feminine Futures’ project, which
you have been curating for over twenty years now, we can see that it has always focused mostly
on early twentieth-century female choreographers. It is clear that immense research has been
conducted to create the exhibitions where thousands of photographs were displayed. | wonder
how it happened that an art-historical project turned into a one that focuses on the current day
and reacts to war in an urgent and powerful way?

Adrien Sina (A. S.) The early twentieth century was punctuated with wars and threats of
totalitarian regimes. It’s the reason why an essential historical part of ‘Feminine Futures’ focuses
on artists’ reactions to these issues through dance and performance. Three years ago, in 2020, |
conceived ‘War | Oppression | Dystopia’ as a contemporary section of my ‘Feminine Futures’
exhibition anticipating future tragedies. This was about the persistence of the same artistic
resistance in countries undergoing similar threats. The project then acquired a dramatic urgency
with Russia’s inhumane aggression towards Ukraine. To my selection of premonitory dances on
devastated sites or the collective dynamics affected by undetermined dangers, | associated new
dances performed in the midst of the destruction of war, or in shelled cultural heritage sites. Next,
we had the in-between and solitary spaces haunting the inner landscapes of uprooted or refugee
Ukrainian dancers.

My first curatorial contemporary work in 1995, ‘Fugitive Fluctuations’, was also about
urgency and the anticipation of future problems. At this time, climate change did not exist in public
discourse, but | nonetheless introduced this exhibition with the idea of climatic uncertainties. It
was also about the collision and war between all the layers of living organisms on our Planet: wars
between humans, genetic wars between viruses or bacteria and our humanity. We did not have
COVID, but we had AIDS instead, with tragic waves of death. So it was about anticipating many
shifts — biotechnological or body-related shifts —and it was translated into video installations and
performative displays. We were at a very primitive stage of the World Wide Web, but | started
thinking with Paul Virilio about the future layers of human habitation on our Planet. We published
reflections on factors of aggregation and disaggregation in ‘cyberspace’, on ‘virtual urbanity’,
‘virtual communities’, and ethical issues related to the missing links between cyber-cities,
megacities, homeless or slum cities. | had Dumb Type, a new-media group of Japanese architects,
performers, dancers, and composers directed by Teiji Furuhashi, with poignant works about love,
death and AIDS. There were also important experimental works by architects at the turning point
of their practices through digital media or performance, such as Liz Diller + Ricardo Scofidio from
New York, Thom Mayne from Los Angeles, or Kengo Kuma from Tokyo, who was pioneering his
ecological architecture projects.

Then | was interested in the ancestors of these artists who were cross-disciplinary, going
backward in time to Bauhaus, German Expressionism and Futurism. When | was a postgraduate
student in 1986-89, | attended a memorable talk by Bernard Tschumi at the Architectural
Association in London. It was entitled ‘Episodes of Geometry and Lust’, a conceptual interrelation
made between the Italian futurist architect Sant’Elia and the French futurist Valentine de
Saint-Point who initiated the first cross-media performances in Paris and in New York in 1914-17
with her ‘Dances of War and Love’. Here | experienced familiarity and connection between the
histories of performance, dance and architecture which was not written by anyone and | started to
discover and collect more and more unseen or rare historical artworks, because | wanted to be
original and not show what other curators and museums show. This is the process of creating a
new field of research through quite a new corpus of photographs, films or manuscripts, many
never-before-studied items. It's amazing to see the connection between all these historical
discoveries and the contemporary world in which | am interested in. For example, there are so
many connections between what happened in Kyiv during the 1910s and 1920s around staging
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theatre performances. There was a brilliant exhibition curated by Myroslava M. Mudrak at the
Ukrainian Museum of New York in 2015 with all the splendid avant-garde drawings and sketches
depicting extremely geometrical and architectural movements in space. They were about
renovating dance, freeing it from the narrative codes of ballet and creating a new field which is the
field of modernity or abstraction in dance. It is extremely close to all the Ukrainian contemporary
dance | am interested in. Early twentieth-century dance history is structured around very specific
replies to oppression too. | have an important Estonian section on artists in the 1930s under Soviet
occupation, many of whom had to migrate to other countries. Another important section concerns
dancers of Jewish-heritage who were in exile or deported to camps. They performed impressive
acts of political resistance. Julia Marcus and Oda Schottmiiller in the early 1930s, later, Martha
Graham, Anna Sokolow and Pauline Koner performed anti-fascist and anti-war dances in the heat
of the turmoil. | started ‘Feminine Futures: Ukraine’ and its ‘War | Oppression | Dystopia’ section
after the invasion of Crimea. | encountered pertinent and poignant works in Ukraine reflecting on
these upheavals. The theme of this section was ‘Anticipating Future Tragedies’ and in fact the
tragedy happened.

E. S. Speaking about connections between past and present. In this exhibition, you focus on
contemporary dance, which derives its roots from avant-garde choreography and avant-garde
art coming from a place of resistance. | wonder if apart from anticipation of tragedy, resistance
to it is also the theme of the project.

A. S. It is a magnificent connection, because there are many layers in this history of dance,
war, oppression, and also the powerful face-to-face between artists and history. History is about
political convictions, about poetic communities of artists who are resisting. It is about new forms
of revolution which are not bloody revolutions but art revolutions, renovating the gaze on
creativity and creation. It is the reason why this community in Kyiv during the 1910s was
fascinating: it was a revolution against old forms of conservative or academic art and it was
innovative, it was about creating new forms of modernity. What | am interested in is the art forms
of resistance under fascist oppression or other forms of domination, such as the hegemony of
techno-structures or the hegemony of economic and financial powers. Many Latin American artists
are resisting consumerism and economical hegemonies. | am particularly interested in all these
fields of creativity which have human, social and political components. My exhibitions are entitled
‘Feminine Futures’ because although women were at the gravity centre of avant-garde
movements, they had no power, no right to vote, they were often marginalised and had to struggle
to establish their publicity. Male figures were mostly leading these artistic movements and women
were often considered as wives of important artists but they had so many things to express. It’s by
the only strength of their individual resistance that they forged their own space, which is still
unrecognised. When twenty or thirty years ago | started supporting totally unknown female artists,
it was a pioneer approach. | participated in recent exhibitions such as ‘Women in Abstraction’,
curated by Christine Macel in 2021, with whom | worked 12 years ago on the ‘Danser sa vie’ dance
exhibition at the Centre Pompidou, and ‘Women in Abstraction’, an impressive large-scale
exhibition she curated at the Pompidou Centre in 2021 and at Guggenheim Bilbao the next year.
Rapidly, the interest in women artists became more and more important and | am very happy to be
one of the pioneer curators who studied and discovered artists who have been forgotten and now
are acclaimed in major international contexts. | was also invited by Cecilia Alemani who was the
curator of the Venice Biennale in 2022, to the ‘Meetings on art’ where | gave a lecture on ‘dance
and war’ and artists’ war diaries, the subject of my loans to her ‘The Milk of Dreams’ exhibition.
We were also in conversation on the topic of ‘curating from feminism’ with other curators
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specialised in women artists as a concept, through the lens of ideas they initiated early in the early
20th century, during the 1960s-70s up to now.

E. S. You mentioned the hegemony of classical art. From my own experience in modern art
galleries, 1 have to say that when | get to experience the artworks which have a performative
and temporal dimension, they overshadow the more classical works, like paintings and
sculptures in my mind and memory, not to diminish the expressive power of the latter ones, of
course. Do you think that cross-disciplinary projects and art forms, like your project, which
combines dance, architecture and audiovisual media, are the most powerful way for artists to
represent war?

A. S. As you noticed, | am fascinated by the high level of emotion and perceptual impact that
an experimental film which rethinks a dance performance can have with all the fragility of the body
in dialogue with the geometry of an architectural space or the uncanny nature of a landscape.
These are the most powerful tools for the expression of tragic and vital matters. But | am also
supportive of the idea of connecting disciplines and artistic practices and | love the shift from the
classical knowledge to innovative experiences. Natalia Trafankowska and Sofia Naumenko, who are
part of my exhibition, have a classical dance background that they turn into contemporary
practices. Natalia is from Donetsk, she was performing in Alisa Makarenko’s dance group in Poznan
when the war began.
She was intensely
involved in

Ukrainian  children
from orphanages to
Poland. She also
initiated the flash
Feminine Futures | Ukraine = ! > mob ‘Doves of peace
War | Oppression | Dystopia - 8 for Ukraine’, in April
' - : v 2022, including her
‘Dad, hear me...
(Dialogue from the
need of the heart
and soul)’, an
attempt to
communicate  with
her missing father
retained in  the
blackouts of Ukraine.
Sofia is from Bucha,
she performed her

improvisation
Fig. 1. Sofio Noumenko performing in front of the damaged buildings in Irpin. Phato courtesy Adrien ‘Flashbacks 2022 -
Sina.
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Flashbacks, Irpin, 2022

Beauty and horror’ in
the near city of Irpin, at The Central House of Culture in Irpin, shelled on 17 March 2022. She was
splendidly filmed and photographed by Oksana Zinchenko in this half-destroyed cultural heritage
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site. | am deeply interested in historical roots and the ways in which artists are respectful towards
the work of their ancestors. They create something unseen and unexpected on the basis of
historical discoveries, far away from conservatism which is the repetition of the same codes.
Rather than exclusion, | am interested in inclusion, in togetherness, in mixing and combining older
experiences with newer ones. Even if historical periods of creativity are punctuated with shifts,
there is still a continuity in this thirst for innovation. An example is the baroque architecture which
| love. | have a great emotion in front of the Villa Hadriana conceived by Emperor Hadrian, 2000
years ago. For his own throne room, he initiated at the centre of a water theatre the first forms of
pulsation of space through curves and counter-curves which inspired Borromini’s invention of
baroque architecture later in the seventeenth century. Many of my choreographers and dancers
have a wide range of inspiration and practices. | am interested in gathering all these inspirational
forms in my exhibitions. Of my avant-garde artists, | have woodcuts, drawings, paintings,
manuscript scores, photographs, all innovative forms of dance notation and dance depiction. | do
not want to exclude any form of creativity, as long as it serves the progress of ideas about this
connection between humanity, humanist ideas, utopian ideas and experimental ideas.

My exhibition ‘War | Oppression | Dystopia’ is deeply rooted in what | call its ‘white shadow’,
which is ‘Peace | Freedom | Utopia’. Most of the artists who worked under dystopian regimes had
utopian targets in their progressive artworks. Sometimes they created communities of artists for
resistance. It’s what | initiated with my first contact with Ukrainian artists. We are creating an
artistic network of dancers, filmmakers, sound and set designers. This network is still progressing
and there are new collaborations between artists from different backgrounds, some of them are
refugees, some of them are still resisting under the shelling in Ukraine. The network functions as a
hive of emotional connection and cooperation among artists. They are now producing more and
more new works, sometimes inspired by the historical, sometimes stimulated by the idea that each
time we have a film-screening program in important museums, such as the Centre Pompidou, they
will have a new creative challenge for new projects. These are the institutional details | highlight in
requested reference letters for their grant and artists’ residency applications. It is an ethical
process of deep support of the artists beyond the exhibition itself. My support for the innovative
and forgotten artists of the past is similar, even if they are no longer alive. This is the reason why |
am collecting. | recently acquired a large photographic collection of a student of Mary Wigman in
Germany in the 1920s. This archive came from her granddaughter who had confidence in me,
knowing that | will include all these stunning, precious and totally unknown works in a new
research perspective on the early twentieth-century dance avant-gardes.

E. S. So, connecting and supporting artists and representing both the living and the dead
ones is more important to you than limiting yourself to one specific art form.

A. S. This is the purpose. My projects are basically conceptual. | am not trapped inside one
layer of history, | am more interested in this continuity (and also some little discontinuities,
because some artists had revolutionary ideas) between artists’ thirst for innovation. As | have an
architectural background, | am extremely interested in all these geometrical shifts in modernity,
geometrical dances, dances related to architecture or structure —to environmental forms, because
natural forms are extremely rational and mathematical. These shifts of political and social context
are important stimulation for strong and emotional works, not unconnected works which no
longer speak to anyone.

E. S. The role of architecture in this project is profound. It is interesting how the same

theme connects most of the performances: interaction of a body with a piece of architecture. At
the Venice Biennale you presented a project called ‘War Crime Memorial’, which is a temporary
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sculpture. There is a curious relation between this project and ‘Feminine Futures’, as it is
accompanied by extracts from diaries of female Ukrainian intellectuals and it presents pieces of
ruined architecture from Ukraine.

A. S. The project was born in conversation with Konstantin Akinsha, who is an eminent
curator. He also specialises in documenting the destruction of cultural heritage in Ukraine. We met
at the Venice Biennale to which | was a lender. In addition to Valentine de Saint-Point’s ‘Dances of
War and Love’ my other contribution to ‘The Milk of Dreams’ curated by Cecilia Alemani was this
pioneering war diary by the Italian futurist Enif Angiolini in conversation with F.-T. Marinetti,
1917-18. She was in a hospital undergoing gynaecological operations during the First World War.
She compares the trenches and blood in her womb to those on the war scene. This is the first
surgical war diary written by a female artist. The book was exhibited at the Venice Biennale. On the
22nd of April we had a discussion with Konstantin Akinsha and | submitted the idea of creating a
‘War Crime Memorial’, this was shortly after the 24th of February, the full-scale invasion of
Ukraine. A terrifying amplitude of destruction, genocide and war crimes was reported in
international news, also witnessed by artists and writers in Ukraine, including war diaries and
photographs by Yevgenia Belorusets or TikTok posts by Valeria Shashenok.

WHR CRIME MEMORIAL) 7%

Adrien Sina

MEMD )

.

Fig. 2. As a companion piece to Feminine Futures, War Crime Memorial was presented at the Biennale
as an expression of protest against the Russian aggression.
Photo courtesy Adrien Sina.

My ‘War Crime Memorial’ was structured as a war diary performance and installation just in
front of the banned and miserably empty Russian Pavilion at the Venice Biennale. This temporary
portable monument was a conceptual displacement, consisting of twenty military ammunition
crates filled with debris from Ukraine’s cities attacked by Russian weapons. These were collected
evidence of Russian massacres in Ukraine, a tragic demonstration of what innocent civilians had
and still have to undergo. The sides of the crates were marked in military stencil font with the
name of the targeted cities: Bucha, Kramatorsk, Mariupol, Kharkiv, Mykolaiv, Kherson, Donetsk,

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2023.1(15) | 76



SPECIAL ISSUE

Luhansk, lzyum, Dnipro, Zaporizhia, Chernihiv, Sumy, Borodzianka... During a performance session,
these city names were destined to be declaimed alongside quotations from war diaries by
Ukrainian intellectuals, artists or bloggers. Rubble samples from each city would be respectfully
laid in the ammunition crates. Blue and yellow flowers would be laid around the memorial and a
minute of silence would be observed. Unrealised, it nonetheless constituted the first curatorial act
of my exhibition series ‘War | Oppression | Dystopia’. It received public attention at the Venice
Biennale ‘Meetings on Art’, on 11 June 2022, as the culmination of my talk on ‘Feminine Futures’
and the early twentieth century history of artists’ diaries and performances reacting to war. It was
then presented in the library vitrines of my exhibition at the Summerhall War Memorial Gallery,
Edinburgh.

E. S. What is also important about projects related to dance and choreography, is the role
of the body. For female avant-garde dancers in the beginning of the twentieth century, the role
of body was to subvert submission — women wanted to dominate the art scene, instead of being
merely wives of the great artists. | wonder how you define the role of a body, specifically the
female body in this project and in this moment in history.

A. S. Despite their talents, female avant-garde artists were often only muses or inspirers for
male artists. They knew that the model was a major subject in art history, so why should they not
be the artwork itself without passing through the proxy of a male artist? They performed their own
art instead of being still and submissive while posing for someone else. This was the birth of
performance using the emergence of photography and film as a new form of expression in art. It
became political because they had to reappropriate their own bodies, searching for freedom and
new rights. | am a specialist in this connection between performance art and dance history.
Performance art was launched in Europe during the 1910s and later in New York during the 1960s
with artists from the Judson Dance Theater. But before this period, performance forms were
directly related to dance recitals. Unlike ballet, they were solo and concept-based performances
with declamations of poems, using experimental music and expressive lights, as did Valentine de
Saint-Point, a very political futurist performer in 1914. The question of presence is highly important
because of the fragility of a body and also the fact that it can express so many emotions in one
second, this multiplicity can hardly be expressed in a painting or a sculpture as it is still. This is the
reason why | think performance and dance are the highest forms of art for expression of real
emotions and for reacting very quickly to reality, responding with an immediate sense of empathy
to tragedies.

E. S. My next question is about the process of choosing artworks to be a part of this
project. Considering that most of the performances you focus on have been created by
professional choreographers, who are considered and consider themselves artists, | am
particularly interested in how you have decided to include the video of the school leaving dance,
which students performed in front of the ruins of their school. It is a striking recording.

A. S. It was about the beauty of resistance amidst the worst horror that exists, and its
powerful impact: the students of Kharkiv’s School No.134 who marked their graduation with a
dance in front of its ruins, on 7 June 2022, to Yana Shemaeva’s poignant song Mriya (Dream). |
briefly show the movement of ‘K-POP IN PUBLIC UKRAINE’, with teenage dance crews performing
in the streets of Kyiv, Kharkiv and other cities in support of soldiers on the front. These performers
were young too, they were not necessarily professional. What is important and impressive is that
the whole society in Ukraine is backing, offering support to resistance. Our actions as a small
community of artists is also a contribution to this massive support. We are fighting for the same
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causes and the same utopian and humanist ideas. We are similar. The beauty of these pure and
spontaneous actions is equivalent to any elaborated and conceptual artwork.

E. S. As you have mentioned, the project supports some very young artists and
choreographers. The fact that it provides a contemporary and non-stereotypical view on
Ukrainian culture is very admirable.

A. S. Having acclaimed and influential choreographers such as Vladyslav Detiuchenko,
director of the n’Era Dance, whose ‘The Wall’ performance was commissioned by the Embassy of
Germany for the German Unity Day in 2021 and his poignant ‘Mariupol’ commissioned by
Company E, Washington, in June 2022, or Anna Gerus, founder and artistic director of Ukrainian
Dance Theatre, as well as some young dancers, is part of the ethics of togetherness of this
exhibition. In Konstantin Koval’s UPROOTED 2 project, Diana Helzina is a young and talented
fashion model experimenting with dance. Olya Shevchuk, the main cast of Konstantin Koval’s
‘UPROQTED’ film for the UNHCR, the UN Refugee Agency, is a young actress and dancer too, she is
nonetheless impressively expressive and dramatic, in her performance on the rooftop of the
Tempodrom, Berlin, as well as in her play in Kalush Orchestra’s ‘Zori’ video. Age does not matter: all
artists | selected are talented and innovative. Inna Matiushyna’s ‘Falling’, filmed in Kyiv in August 2022,
is breathtaking in intensity. It methodically explores the falling movement of the young dancer Anastasya
Konchenko during a rocket attack, then her psychological destruction and questions how she can survive the
war and perceives everyday sounds. In ‘Tempo’, 2019, she explored a similar pressure of sound-related
addictions leading to mind control. In her ‘Glimpse of Present moment / Mirror’ released on 05 July 2021,
Nataliya Tkachuk investigated the dark shadows haunting our consciousness and subconscious in this
terrible cycle of birth and death intensified by the war. She movingly reconnects these inner worlds to
uncanny landscapes in Kiev District, Bucha, Irpin, Makarov, Odessa, Kuyalnik, Kiev small opera theatre,
tracing the shifts of peaceful pre-war sensations to traumatic wartime fears in the silence of the minds.*

For the first time | found my real family among Ukrainian artists. | have left the contemporary
dance scene in Europe slightly behind me because most of the performances are not as powerful
as the early twentieth-century avant-garde dance brought to light in my ‘Feminine Futures’
exhibition. What we are achieving now with the network of Ukrainian artists gathered in this
project is not just showing previous performances but also opening an immense gateway for new
creative perspectives stimulated by this curatorial initiative. All these experiments will be
published in my forthcoming book with a large section on Ukrainian contemporary dances:
‘Feminine Futures 2—Expression / Abstraction—The Membrane of Dreams’ with its ample
historical section is also about our dreams for the future, which are compressed into a very thin
membrane which can explode, be destroyed or unexpectedly resist.

Rita Lira is the dancer symbolising the ‘promising light of the Future’ in Svitlana Oleksiuk’s
ArchitectBody performed with the modernist architecture of the Crematorium at the Baikove
Cemetery in Kyiv. She just sent me this morning a divine performance with a membrane in which
she is trapped, in dramatic landscapes or strong architectural environments near Paris. Incidentally,
Jacques Kalisz, the architect of this iconic modernist double helix car park in which she performed,
was my teacher and the director of my diploma. Rita was present at my conference at the Centre
Pompidou, and | followed the birth and evolution of this innovative project which resonates with
the most iconic works | exhibited in ‘Feminine Futures’. She performed with a stretched fabric
sculpted in the space as a dramatic body membrane or an expressive second skin. A magical filiation
links it back to Martha Graham’s Lamentation in 1930, Ruth Page’s The Expanding Universe with an
expanding costume designed by Isamu Noguchi in 1932, Mary Binney Montgomery’s Poem 8, experimental
film by Emlen Etting in 1933, to Ana Kamien stretched dress movements filmed in 1970, and Anna Gerus &
Peter Naku’s Immortal Lover, 2018, from Ukraine.

The perspective of creating new venues is highly stimulating for my artists. For our screening
programmes at the Centre Pompidou Paris and the exhibition at Summerhall, Edinburgh, we created over
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16 new performances and dance films in addition to the previous works. Our project is evolving as a
stimulating hive for new creations, sometimes in a moving resonance with the historical sections of
‘Feminine Futures’. We are now over forty Ukrainian choreographers & dancers and over forty film &
photography directors, sound & set designers.*

We are still resisting supporting Ukrainian culture, which is one of the most stunning and still
unexplored dimensions of contemporary art history studies. To counter Russian cultural
appropriation, western museums are relabelling artworks by artists who were considered Russian
but actually were Ukrainian, were born in Ukraine and worked with the deep roots of Ukrainian
culture. Furthermore, we have to work with institutions to restructure a new vision of Ukrainian
contemporary art. The fine art disciplines such as painting, sculpture and installation are covered
by many curators. | am the only one who is interested in dance, performance, architecture and
experimental film as a whole, as a concept, as a block of connected artworks, of interrelated
artistic statements and practices. All these new perspectives will be part of the new steps of
‘Feminine Futures’ as exhibitions, lectures and publications.

E. S. This approach of resisting against the hegemony of classical art, not solely exhibiting
popular pieces of art, not name dropping but actually researching and discovering new talents in
real time is very important, as it allows us to diminish the limitations that the canon poses on
art.

A. S. This is exactly the
process that happened
to my historical section
related to the 1910s, 20s
and 30s. | presented an
immense  scope  of
artistic practices that no
one had known about, to
the audience and even
to curators and art
historians. These
Ehinine Futipiiiticrg , | ! practices were
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extremely talented
unknown artists. My
approach is the same
with contemporary
artists and | am
interested in real contact
and conversation. | keep
in touch with my little
network of artists
through social media.

) They do not have
Fig. 3. Iring Bushuk's geometric movements in dislogue with the architecture of Vernodsky visibility in any museums
National Library. Photo courtesy Adrien Sing.

or mega-art fairs, but
they have thousands of followers on Instagram, so they have their own public. This is not really the
institutional and museum public. So, my mission as a curator is to find new talents and not
repeatedly exhibit the same well-known artists. With these new unknown artists, | aim to create
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new fields of reflection, emotion, new fields of dance research, relating to cultural heritage sites.
Irina Bashuk performed geometrical movements interacting with the geometrical lines of
modernist architecture in Kyiv, such as the Vernadsky National Library or the Zaliznychnyi covered
market. This utopian construction of 1973 was conceived by the visionary Soviet-era female
architect Alla Anishchenko, and recently threatened to be destroyed and replaced by shopping
malls. With her dance, Irina wanted to draw attention to the demolition of meaningful
architectural treasures and to support a few public organisations that fight for their preservation.

In Ukraine, there is an issue of de-Sovietisation to which some of my artists reacted, because
it’s culturally inconceivable to erase all these historical singularities from the collective memory.
These modernist constructions were imagined by Ukrainian architects and artists who,
unfortunately, had to work under the Soviet colonialism, but they were Ukrainian. They designed
these impressive architectures with their sensibility and a utopian vision of social togetherness. It’s
impossible to condemn them just because they worked during the Soviet era. | am particularly
interested in collective memory and in the conservation of these landmarks as a key for
understanding both historical and contemporary periods. However, in some cases, such as the
‘Arch of Freedom of the Ukrainian people’ where the sculptures of friendship between Russia and
Ukraine were dismantled, there is a symbolic justification. The crack on top of the arch, which was
created a few years ago as a protest against Ukrainians being imprisoned in Russia. Liza Riabinina’s
dance in front of the Arch —with its sticker crack— in support of political prisoners is particularly poignant.
After some cancelled shooting sessions due to Russian shelling of civilians, Liza performed on 25 October
2022 as part of Konstantin Koval’s ‘UPROOTED 2’ project conceived for my ‘War | Oppression | Dystopia’
video-installation exhibition at the Summerhall War Memorial Gallery, Edinburgh through February-March
2023. She was bravely filmed by Katya Rybka and the photograph taken by Ivan Fomichenko of her
eye-focus pose with the ‘Arch of Freedom’ as background became the iconic illustration of all our posters
and visual communication for different venues.* | love to consider art as a landmark of its time. Every
single part of the urban space and its architectural sites has something to reveal about a history
that we have to learn from and find an intelligent way of questioning.

E. S. Audiovisual media adds another layer of depth to this project, as not only does it
allow us to encapsulate and then experience the choreographic performances from thousands of
kilometres away, but these short films are artworks in themselves.

A. S. Exactly. There is a history of experimental film, in which | am interested. Film was a
media used by many of my artists in the 1920s and 1930s, it continues to be used now. All the
pieces | exhibit are experimental films, not just documentation of performances. You need to have
very deep artistic knowledge of filmmaking to find a very experimental way of approaching the
concept, issue, sensibility and sensuality of the body.
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Feminine Futures : Ukraine

War | Oppression | Dystopia

Contemporary Dance & Experimental Film

Curated by Adrien Sina in 2020+22+23

dna | Kyiv 25.10.2022
Photo: Ivon Fomichenko

Fig. 4. Liza Riabinina performing her dance in front of the Arch of Freedom of the Ukrainian people, a
symbol of the end of Ukrainian-Russian friendship. Photo courtesy Adrien Sina.

E. S. Also, as you have noted during your talk in Summerhall, choreography for
performance and choreography for photography are extremely distinct. | suppose that with film,
which uses such tools as montage and camera angles, it must be very similar.

A. S. This is perfectly true. Experimental photography, which makes up a whole section in
‘Feminine Futures’, is about restaging the art of performance and crystallising the essence of a
dance in one or two still images. The condition of light-capturing in dark theaters was not sufficient
enough for filmmaking, so in the early twentieth century, in 1900 and even 1910, they had to film
dances in the bright sun, because the sensitivity of film was not optimal. | am interested in the idea
of creating single photographs or short film sequences from dances, because most of
contemporary filmmaking is based on small slices of media which are articulated into facets. | am
quite happy that the creation in the field of dance photography is very close to filmmaking
practice. It is the same kind of expression —trying to grasp the beauty of something ephemeral,
fragile, powerful and expressive.

E. S. Thank you very much. | hope that soon the section on Ukraine in ‘Feminine Futures’
will no longer bear the name ‘War | Oppression | Dystopia’ and we will talk about Ukrainian
choreographers working in their peaceful country.

A. S. Exactly. The day we have peace, my exhibition will turn back to the ‘white shadow’ of its
title which is ‘Peace | Freedom | Utopia’. But | think that passing through this dystopian period has
created a new way of thinking about our presence and our togetherness on the planet. We have
different challenges, such as this war and the threat of our planet being destroyed by climatic
uncertainties. We are surrounded by dangers from everywhere. Sometimes there are military
wars, but other times we have different wars to face, such as the ones against bacteria, viruses,
pandemics, or climatic wars. There are refugees from this war but there will be climatic or
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pandemic refugees too. The messages of ‘Peace | Freedom | Utopia’, if it’s carried forward with
anticipation and visionary acts, can still offer hope for future generations.

- : f §

Fig. 5. A mosaic of choreographers. Photo courtesy Adrien Sina.
*— text added by Adrien Sina after the conversation.

FEMININE FUTURES : UKRAINE

War | Oppression | Dystopia
Contemporary Dance & Experimental Film
Curated by Adrien Sina in 2020+22+23

— La Biennale di Venezia, Meetings on Art / The Milk of Dreams | Teatro Piccolo Arsenale, 11
June 2022, ‘Feminine Futures: Performance, Dance, War, Politics & Feminism’ lecture and panel
discussion, 5-7pm

— Centre Pompidou, Paris | Hors Pistes Festival, 27 January 2023, ‘Feminine Futures:
Ukraine’, lecture + film screening, 7-9pm

— Summerhall Red Lecture Theatre, Edinburgh, 10 February 2023, ‘Feminine Futures:
Ukraine’, lecture + film screening, 5:30-7:30pm

— Summerhall War Memorial Gallery, Edinburgh, 10 February —26 March 2023, ‘Feminine
Futures: Ukraine | UPROQTED 2’, video-installation exhibition

— The Courtauld, University of London | 17 February 2023, ‘Feminine Futures: Ukraine’,
lecture + film screening, 6-7.30pm

— Goldsmiths, University of London | 13 June 2023, ‘Feminine Futures: Ukraine’, lecture +
film screening, 6-7.30pm
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— The Ukrainian Museum + The Cooper Union, New York | ‘Feminine Futures: Ukraine’,
Dance Festival, in discussion

Choreographers & Dancers: Vladyslav Detiuchenko, Anna Gerus, Konstantin Koval, Svitlana
Oleksiuk, Liza Riabinina, Anatolii Sachivko, Irina Bashuk, Inna Matiushyna, Olya Shevchuk, Nadia
Tomazenko, Sofia Naumenko, Alisa Makarenko, Natalia Trafankowska, Anastasiya Kharchenko,
Olena Meshcheriakova, Rita Lira, Diana Helzina, Nataliya Tkachuk, Kate Luzan, Zhenya
Goncharenko, Alina Kobyliak, Gelya Andryushina, Alona Stoliarova, Anton Obukhovskiy, Dmitriy
Pristash, Kateryna Trukhina, Dmitriy Kravchenko, Nikita Dudkin, Spitfire, Anastasia Reshetnik,
Nadiia Matsiuk, Polina Lukanska, Kate Kurman, Natalia Zhdan, Daria Herashchenko, Polya Hobo,
Bohdan Kyrylenko, Dana Sarman, Alexandra Kravchenko, Lada Kasynets

Models: Inna Geletiuk, Anna Gubarieva
Set & Costume Design: Yuliia Bohdanova, Katerina Mankovska, Louise Carton, ZeroDreams

Film & Photography: Anna Garbuz, Katya Rybka, Maxim Hetman, Leonid Kolosovskyi, Roman
Ryzhko, Denys Lisovets, Marina Kushchova, Paul Gordon Emerson, Tanya Bohdanova, Andrey
Stanko, Nicholas Wallace Cornford, Yana Remneva, Vadim Stein, Arthur Bondarchuk, Oleksii
Kaliuzhnyi, Dre Ramiro, Misha Kaminsky, Dr_Formalyst, lvan Fomichenk, Vitaly Khlebov, Mauricio
Saldana, Miri Hamada, Kostiantyn & Vlada Liberov

Music & Sound Design: Koloah, John Hope, Yana Shliabanska, FAAF, Ivan Harkusha, Evgeniy
Sofiychuk, Arie Kishon, Andrew Bayer & Alison May, Kalush Orchestra

To explode, be destroyed or unexpectedly resist:
An interview with curator Adrien Sina

Adrien Sina is a French arts curator, architect, dance and performance historian. In his
cross-disciplinary exhibition Feminine Futures: Ukraine, part of the series War | Oppression |
Dystopia Mr Sina aims to provide a platform for Ukrainian dancers to express resistance to Russia’s
war against Ukraine. He achieves this by showcasing never-before-seen short films in which artists
strive to create dialogue between their own bodies and architectural pieces, which results in the
emotional reflection on the bloody present, anticipation of future devastating tragedies but also
the highest expression of love and togetherness. The project is a living and growing body of works,
with Adrien Sina working to expand the network of choreographers and filmmakers who direct
their creative efforts towards similar goals. This results in brand new works being born from new
collaborations, the nonconformity which fulfills the goal of the curator, as the constant search for
new talents, whose work is yet to be discovered due to the hardships of being a woman or, in this
case, a Ukrainian, in history is opposed to canon and hegemony of classical art.

In this conversation, Adrien Sina discusses performance arts as a compelling tool for the
representation of war, his choice to prioritise conceptual core of the exhibition over limiting it to a
single art form or discipline, as well as the meaning of body and history in his exhibition.
Additionally, the curator talks about the War Crime Memorial, an installation presented at the
Venice Biennale next to the Russian pavilion as a poignant protest against the aggression of the
invader-country. A companion piece to Feminine Futures: Ukraine, War Crime Memorial, similarly
to its accompanying work, creates tension between architecture and female voice but does so in
the form of a temporary scripture.
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PENPOAYKUIA TA PEKOHCTPYKUIA ME3SOAMEPUKAHCBbKUX KOOEKCIB:
NPOBJIEMU | BUKITUKA

Mapisa CtagHik
Reproduction and restoration of Mesoamerican codices: problems and challenges
Marie Stadnik

The paper meticulously analyses the developmental trajectory of the reproduction and restoration
of Mesoamerican codices within the context of historical and cultural studies pertaining to the
region. The significance of qualitatively documenting such sources is underscored. Various
technologies employed in the creation of reproductions are tackled, and their respective
advantages and disadvantages delineated. The author sheds light on the interplay between
technological advancements and the progress made in historical, archaeological, and art historical
studies. Specifically, it addresses the improvements in existing documentation methods and the
emergence of modern techniques, coupled with the easy access to the information through the
Internet. The research primarily relies on freely accessible image sources. The study examines
several facsimile editions of the codices that have been published since the 19th century, paying
particular attention to the reproductions of the Borgia codex. Through comparative analysis the
author evaluated the quality and accuracy of these reproductions, both among themselves and in
relation to the original. Additionally, the article presents the author's findings on the digital
restoration of two pages of the Borgia codex, undertaken between 2021 and 2023. The manuscript
reconstruction process is elucidated, accounting for factors such as image complexity and fragment
preservation. Within this framework, the article unveils certain aspects of Mexican mythology and
iconography, and explores different perspectives on the interpretation of several scenes depicted in
the codex. The results of this study are compared with other extant restorations and reproductions,
thereby substantiating their relevance and accuracy. The paper concludes by examining the present
state and future prospects of using graphic editors for the restoration of artworks more generally.
Keywords: Mesoamerica, Mesoamerican codices, manuscripts, facsimiles, reproduction, digital
restoration, Borgia codex.

CyyacHunin nporpec y cepi TEXHOMNOri NOCTIMHO BiAKPMBAE HOBI MOXMIMBOCTI ANs
AOCNIgHVKIB Yy Pi3HMX ranysax. [nsa icTopukiB, 30KkpemMa y cdpepi MucTeLTBa, Ta apxeornoris
BiH TaKOX CTaB Ha43BMYAMHO BaXMBUM, a B OesKMX acnekTax i BupiwanbHum. LLnsx
PO3BUTKY, KWK MNpoMLLa penpoayKuiss Ta PEKOHCTPYKUIA Me30aMepUKaHCbKUX KOOEKCIB,
BaXXNMBOro pkepena 3 ictopil Mesoamepuku, € cKrnagHum i TpuBanum. Y 3B'S3KYy 3i
cneundikoo Uboro Hanpsamy, GinbLI-MEHLL akTUBHE BUBYEHHSI KOAEKCIB nodanocs nuwe y
XIX CTONITTi, KONKN 3’ABUNUCA | NepLli penpoaykKuii, BAKOHaHI Big pyKW. |3 4yacom po3BUTOK
TEXHOSOri A03BOMMB MOKPaLMUTN NPoUEeC AOKYMEHTYBAHHS BidyanbHUX mxepen, 3pobus
noro 6GinbWw LWBWMAKAM, TOYHUM i SAKICHAM. HWHI iCTOpUKM Ta apxeonorn marTb 3Mory
npautoBaTtu i3 306paxanbHUMN DKepenamum BUCOKOI SIKOCTI, nepebyBatoym NpakTU4HO B
Oyob-akomy KyTouky 3emni. Lle ctano MOXAMBMM 3aBASKM MOKPALLEHHIO TEXHOSOrIN
doTorpadii Ta Mepexi IHTEpHET, AKi 3Ha4YHO CNPOCTMAM AOCTYN A0 BENMKOro 0b6cary gaHux.
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Baxnunenin BHeCOK 3pobunu Takox 3acobu i nporpamu Ans umdpoBOro MUCTeuTBa, a
TexHonorii 3D CKaHyBaHHS Ta MOAENIOBAHHA HWHI CcTabinbHO 3abesnedvyloTb Ans
apxeonoriyHMxX Ta iICTOPUYHUX OOCHIOAXKEHDb HOBI BIOKPUTTS | aKTUBHUI PO3BUTOK.

IcTopiorpacpiyHoo 6a3oto uiei nydnikauii cnyrytoTb npaui 3akOpAOHHUX LOCIIOHWKIB,
BUOAHI NepeBaXHO aHIMINCbKOK Ta iCNaHCbKOK MoBamu. 3HayHy yBary npuaineHo
dakcmmine Me3oaMepuKaHCbKUX pPyKonucie, 3okpema Tum, Wwo Oynu onybnikosaHi
Ensapgom KiHrom, BikoHToM KiHrc6opo (1831-1848) Ta [)xo3ecom dnopiMoHAOM, AOKOM e
Jlyba (1896-1904), i3 TIPYHTOBHUMW PO3'ACHEHHSAMWU | npumiTkamn. OKpemoi 3ragkm
3acnyroByloTb KomeHTapi Xoce JliHo ®abpera (1899), Eayapaoa Cenepa (1887, 1963) Ta
Kapna AHTOHa HoBOTHM (2005), sKi CTOCYtOTbCA 3MICTYy Kogekcy bopmaxia. Y crartTi
PO3rnsAHYTO PEKOHCTPYKLIO LUboro kogekcy, BukoHaHy XKisenb [iac i AnaHom Pogxepcom Ta
onybnikoBaHy nig Haseok «Kogekc Bopaxia: MOBHOKONbOPOBA PEKOHCTPYKUIA LAaBHLOMO
MeKCcUKaHcbkoro pykonucy»'' (1993). MoHorpadis Enizaber Xinn ByH «Lmknu vacy i
3HAYEeHHs Y MEKCUKaHCbKMX KHuUrax gaoni»™? (2008), npucBsAYeHa MEKCUKaHCbKUM
puTyanbHUM anbMaHaxam (moHanamamiism), AyXe [eTanbHO pOo3KpuBae OCO6NMBOCTI
MicponoriyHoro Ta peniriitHOro KOMMJSIEKCY, iKOHorpadii, CUMBOSIKA Ta CTUMICTUKM LMX
AokyMmeHTiB. lNpaui iTanincekoro gocnigHuka dasige [JomeHidi, y cniBaBTOpCTBI 3 Korieramu,
NPUCBSIYEHI MUTAHHAM MOXOMAXKEHHS, OCOBMMBOCTSAM 3MICTY i 30BHILLHIX XapakTepuUcTuK
HU3KN Me30aMepUKaHCbKNX KOOEKCIB, TaKOX npeacTaBneHi y uin ctatti (2014; 2019). Okpim
TOro, y po60Ti BUKOPMCTAHO BENMKY KiSTbKICTb 306paKyBanbHUX axepen .

[MuTaHHA, BUCBITNEHI y CTaTTi, yneplwe nopyLlylTbCA B YKpaiHCbKiIA icTopiorpadil,
TOMYy METO Uiei poboTn € nepenyciMm CTBOPEHHA OCHOBW ANS nodanblumx OOChiAXeHb
ikoHorpadii MesoamepuKaHCbLKUX KOOEKCIB.

Mpouec pocnigXeHHA Takoro TUny axepers, Sk Me3oaMepuKkaHCbKi pyKonucu, € 4oBosi
CKNnagHuM i NOB’A3aHUK i3 LiNOK HU3KOK TpyaHOoLUiB. PaHHi kogekcu, BUrOTOBMEHI 3 nanepy
amame/memrib abo 3i LWKipW, AyXe KpUXKi 3a CBOEK Npupoaotn. Bnnue 6aratbox 30BHILLHIX
dhakTopiB MOXE MOripLWNTK IXHIN CTaH i 3aBgaTu HE3BOPOTHOT WKoan. Came Tomy qoisnyHUM
AOCTYyNn A0 TakuMx AOKYMEHTIB 0OMexeHo, a Afist IXHbOro JOCIiIKEHHS BUKOPUCTOBYIOTBLCH
HeiHBa3MBHI MeToaW.

TexHonoriss hakcumine, mMeta SKol nonsrae y TOMHOMY Bi4TBOPEHHI OpuriHanbHOMo
BUMMAAY OOKYMEHTa, noyara BUKOPUCTOBYBATUCA Ha NoYaTKy XIX CTONITTS i 4OCUTb LWBUAKO
possuBanacs. [Jo ii NosiBM OCHOBHMM i HanbinbLW AOCTYNHUM METOAOM [AOKYMEHTYBaHHS
nMCceMHUX Ta 300paxyBanbHUX [Kepen 3anuiianacsa 3BvYanHa penpoaykuis «Bid pyku».
Hanbinblia i Baga — HETOYHICTb Y BIATBOPEHHI OpuriHany, Mipa KOl 3a3Buyan Hanpsamy
3anexuTb Bi4 Keaniduikauii aBTopa, cTaHy 36epexeHHs poboTh, penpoaykuia Kol
BUKOHYETBCA, @ TaKOX UINOl HU3KM iHWKMX dakTopiB. 3apagu cnpaBennvBOCTi BapTo
cKkasaTtu, WO i nepui dakcmmine, BUKOHaHI 3a TEXHOMOrie niTorpadii, Texx He Bynu ayxe
TOYHUMM, aJKe MantoBanucsa Xy4oXKHMKOM BPYYHY, Ha NiTorpaddCbkoOMy KamMeHi. 3BICHO, HUHI
KOPUCHICTb Aesikmx pobiT Takoro Tvny Moxe OyTu nocTtaBneHo nig cymHiB. lNpoTe iHoai
penpoaykuis «Bif pyku» CTae €OuMHUM pKEperom iHdopMauii, AKWo OOKYMEHT abo 1noro
YacTMHY Mi3Hiwe Oyno NOLIKOAXEHO YM BTpayeHo (In. 1). Y Takomy Bunagky, 34inCHIOETLCS
KOOWKOSOriYHMA aHani3 poboTy, abu BM3HAYNTKU, YN MOXHA Ha Hel noknagatucsa. Tak um
iHaKkwWwe, gocnigHMKam cnig ayxke o6epexHo KOPUCTYBaTUCS TakuM JpKepenoM, ypaxoByBaTu
cy®’ekTnBHE BayeHHs1 aBTopa penpoaykuii, 3anexHe Big noro goceigy podotu 3 nogibHumMm
AOKyMeHTamu Ta 06i3HaHOCTI y TeMi.

1 aHrn. The Codex Borgia: a full-color restoration of the ancient Mexican manuscript.
2. aHrn. Cycles of Time and Meaning in the Mexican Books of Fate.
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In. 1. Manyckpunm Ob6eH Ne20, cydacHuli suansid opueiHany (a); penpodykuis fleona i [ama (6);
penpodykuis lMivapdo (8). [kepernio: https://journals.openedition.org/jsa/15904 (Mexicain 20, Mexicain
21, Mexicain 88-4).

BurotosneHHsa dpakcumine WwBMAKO CTano nonynsgpHUM i 3 HacoM OXOMUAO Liny HU3KY
METOAiIB Ta TEXHOMOorih. Y PpisHWM 4Yac Ta 3a pPi3HUX OOCTaBMH, ONs CTBOPEHHS KOMiw
BUKOpUCTOBYBanuca Jnitorpadis, rekrorpadidyHuM OpyK (KenaTMHOBUMMA Ta CNUPTOBUN),
doToxpoMm, poTocTaTUyHi MalumHK, ooToanapaTy TOwo. HUHI Ui MeTi CnyryrTb SKIiCHI
uMdpoBi oTokamepu, CKaHepu, NPUHTEPM Ta iHWe cyyacHe obnagHaHHsA. Y apyrin
NOSIOBUHI XIX CTOMITTS, i3 MOABOO NEPLUNX XPOMOosiTorpadivyHnUx/POTOXPOMHUX hakcumine
Me30aMepUKaHCLKUX KOAEKCIB, Ae Heratue (poToKapTKM 3aMiHUB py4HY poboTy XyAOXKHUKA,
TOYHICTb rpadivHOi Nepefadi iHopmauil 3Ha4HO 3pocna. TupaxkyBaHHA Takux nyoénikauin
[03BONWUIIO JOCNIAHUKAM BUBYATU KOAEKCH, HE Matoun (PisUYHOro JOCTYny A0 opuriHarnis.

Y 1880 poui EpHcT ®epcrtemanH, ronosHun 6Gibniotekap Koponiscbkoi ny6nivyHoi
Gibniotekn y [pe3geHi (HUHI — CakCOHCbka AepaBHa Ta YHiBepcuTeTcbka 6GibnioTeka),
onybnikyBaB xpomonitorpacdivHe cakcumine [dpe3neHcbKoro kogekcy mams (Férstemann,
1880). Pykonuc 3’aBmBcs y BnacHocTi [ipe3geHcbKoi koponiBCcbkoi 6ibniotekn B 1739 poui,
arie Noro BUBYEHHS SIK KOOEKCY Mans novarnocs nuiie y HacTynHomy cTonitti. dakcumine,
onybnikoBaHe ®epcTeMaHHOM, € 6e3UiHHUM, agxe 36epirae npo opuriHan iHbopMaLito, sika
Ha CbOroAHILWHIN AeHb BTpadeHa. ig yac 6ombapaysaHb [IpesaeHa B pokum [pyroi cBiTOBOI
BiNHM nigBanu 6ibniotekn, ae 3bepiraBca Kogekc, Gyno 3aTonsieHo, TOMy YacTUHY KOro
CTOpPIHOK 3incoBaHo Bogoto (In. 2). Akbum He poborta depcTremaHHa, Aesiki pparMeHTU
AOKyMeHTa, 3HMKNM 6 3 icTopii Hasaexan. Moxnumeo, wo i KOpin KHopo30oB, SkuiA y CBOIW
poboTi Hag AewundpoBKOK iEpPOrniiyHOI NUCEMHOCTI Manlsi KOpPUCTYBaBCA 30Kpema i
[pe3neHCbkuM KOAEKCOM, Mir He AO0CArTW Takoro ycrixy, skbu pykonuc He ByB cTapaHHO
3agpikcoBaHun y XIX cTonitTi.
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In. 2. [pe3deHcbkull kodekc malsi, cm. 37-38 (34-35): chakcumine PepcmemaHHa, 1880 p. (3nisa),
cyyacHul suansad (crnipaesa). xepero: https://digital.slub-dresden.de/werkansicht/dlf/2967/37

Ha npeBenukuin xanb, He iCHye »oaHoI nofibHol paHHbOI Konii, ska 6 3adikcyBana
NepBMHHUN CTaH OAQHOMO 3 HaMBIOOMIWIMX Me30aMepUKaHCbKUX moHasriamamiiie
(kaneHgapHo-puTyanbHMX anbMaHaxiB) — kogekcy bopaxia. [JlokyMeHT mae cnign 3rybHoro
BMNMBY $SIK BOAM, TakK i BOrHI. 3O0BHILLHIA BUrMS4 NOro HWMXHBOI YaCTUHU CBIQYUTb, LLUO
3aKpUTUI KOAEKC NEBHUIN Yac nepebyBas y Bogi. [leski 306paxeHHs1 4YacTKoBO abo NOBHICTHO
cTepTi, hapbu po3mMuMnnCs, a Ha OKPEMMX CTOpiHKax obnisna HaBiTb CTika BanHAHA
r'pyHTOBKaA (Jansen & Pérez Jiménez 2017, p. 434-435). BogHo4ac, Kiflbka apKyLUiB pykonucy
onaneHo y BEPXHiln YacTuHi. IMOBIpHO, BiH NOOyBaB y BOTHWLLiI came y CKnageHomy BUrMsaai,
TOoMy OBropinu nuwie Kinbka KpavHiX NMCTKIB. (Borgia codex, p. 1-2, 74-76). AnekcaHap ¢poH
'ymBonbAT y CBOI pOBOTI NOSACHIOE Le TUM, WO AiTU cnyr poanHu [XKyCTiHiaHi, MOXNBO
nepwmx BiAOMMX BMacHUKIB Kogekcy boppxia, rpanuca crapogaBHiM [OOKYMEHTOM i
nignantoBanu noro crtopiHkn. KapguHan CrtedaHo boppaxia, nobaumsBwn ue, ocobucto
BPATYBaB KOAEKC 3 pyK BelukeTHuKiB. (Humboldt 1986, p. 109; Domenici & Minelli 2014, p. 193).
Binomo, wo bopaxia cnpasai cTaB HAaCTYNHUM, XTO 3aBONOAiB KogekcoMm. BTim, npaBamBicTb
icTopii, HaBegeHoi poH NYMBONbATOM, CTaBUTBLCA Nif CYMHIB BiNbLUICTIO AOCNiAHMKIB. ABTOP
nepLIoro KomeHTapst 4o kogekcy, Xoce JliHo ®abpera, skuin npautoBas nig natpoHaToOM
camoro KapavHana, BigHOCUTb Chign Bif NONyM’st 40 YaciB, KON PYKOMUC LLe 3HaXOAMBCA B
Mesoamepuui (Fabrega 1899).

OkpiM o4eBUOHMX YLLKOOKEHDb Big BOOM Ta BOTHIO, KOOEKC HUHI Ma€ M iHWi aedekTun. 3
YCiX MOro 76-Tn po3nnucaHunx CTOPIHOK, Yy MOBHOMY, 6e3aoraHHOMY BUIMISAI A0 HAcC He ginwna
»opgHa. OgHi 306paxkeHHs 36epirnncs BiGHOCHO HEMOraHo, iHLWiI ripLle, ane Ha NepLUnx TPbOX
i OCTaHHIX 4BOX apKyLlax cuTyauis katacTtpodiyHa. BoHM He nuLwe 3a3Hanu yLwKogKeHb Bif
BOOM Ta BOrHO, a W CUNbHO 3atepnucd. Big 4acTtvHu 300pakeHb 3anuuwunuca TiflbKu
LUMATOMYKN, | AESAKI CLIEHM BXE Mamxe HEMOXKNUBO BiaHOBUTH (1n.3).
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In. 3. Kodekc bopOxia, cbakcumine, cmopiHku 37 | 74 ei0noesiOHo. [xepena:
https://libmma.contentdm.oclc.org/digital/collection/p16028coll4/id/12504
https://libmma.contentdm.oclc.org/digital/collection/p16028coll4/id/12466

Mepwa penpoaykuis kogekcy 6yna BukoHaHa y 1831 poui itaniviuem ArocTiHO Anbio i
onybnikoeaHa EpBapgom KiHrom, BikoHTOM KiHrcbopo, y npaui "MeKcukaHCbki
cTapoxuTHocTi" (King 1831). ®akTnyHO, Anbio 3pobuB ABi pi3Hi penpoaykuii. OgHa Gyna
BMKOHAHa BpPYYHYy Ha kanbui (In. 4a), iHwWwa, iMOBIpHO KONbopoBa aBTonitorpadia (MantHOK
Bi4 pykwn, 6e3nocepenHbO Ha nitorpad)CbKOMY KaMeHi), nepeHeceHa Ha nanip (In. 46).
MoxnuBo, nepLua ctana npuknagomM Yn OpieHTMPOM 4S8 NoAanbLUMX MarntoHKiB, 3p0bneHmx
y npoueci nigrotoBkn apyroi. Po6oty Anbio He MOXHa Ha3BaTW TOYHOO KOMIEK PYKOMNUCY,
ane BOHa Mae NeBHi nepeBaru.

Okpim TOro, wo ue 6yna nepwa cnpoba NOBHOro 4OKYMEHTYBaHHA kodekcy bopaxia,
aBTOp MiCUAMM, YaCTKOBO YW MOBHICTHO PEKOHCTPYtOBaB hparMeHTH, siKi Ha CbOro4HILLHIN
AeHb BiacyTHi B opwuriHani. Cepen HeponikiB BuaaHHs KiHrcbopo, OCHOBHMMWU MOXHa
Ha3BaTW MOr0 HETOYHICTb Y KOSbopax i NiHiAX, Yyepes pydHy poboTy XyAoXKHMKA, a TaKoX caMm
dopmat nybnikauil. Kogekc bopaxia mae akopgeoHonofibHum opmat, a Noro CTOPiHKK
YnTalTbCA cnpaBa HaniBo. Y dakcumine KiHrbopo KoXHa cueHa (CTopiHka) Kogekcy
NnogaeTbCA Ha OKPEMOMY apKylli, Yepes WO BTpavaeTbCs BigyyTTs 1X 3B’S13KY, LiNiCHOCTI
pykonucy. OKpiM TOro, MOro CTOPIHKM HagaHi y NOCnigOBHOCTI, 3BUYHIN ANsi €EBPONENCHKNX
KHWXOK (3niBa Hanpaso), L0 3HAYHO YCKIaAHIOE YATAHHA JOKYMEHTY (Boone 2007, p. 8).

Y 1898 poui, Ha kowTun [xo3seda PrnopimoHaa, Atoka ge Jlyba, 6yno onybnikoBaHo HOBe
dhakcmmine, BUKOHaHE 3 BUKOPUCTAHHAM Binbll iHHOBAUiMHOT TexHoMorii — poToxpomy (y
TeKCTi noro poboTn BoHa 3ragaHa sk dpotoxpomorpadisi) (Il manoscritto messicano Borgiano).
Lla TexHonoria 3'aBunaca i3 po3BuTKOM niTorpadpivyHoro Apyky. OcHoBHa 0cCOOnuMBICTb
oTOXpOMYy nonsgrana y ToMy, WO BiH JO3BOSISIB BUFOTOBMASATM KONMbOPOBi 306paXeHHs Ha
OCHOBI (pOTO3HIMKIB. PoTOrpadiyHi HeraTMBM NPONycKanmMcb Yepes PisHi KONbopPOoBi AiNbLTpU
Ta nepeHocunucsa Ha nitorpadivyHi popmMmu ons nogansLioro Apyky. TexHonoris otoxpomy
HanexuTb A0 Xpomonitorpadii, To6To KonbopoBoOi niTorpadii, ToMy iHoAi, B niTepatypi
BUKOPUCTOBYETbCA Len Binblu 3aranbHUin TepMiH. Y 1896-1904 pokax Ha kowTu ge JlybGa
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Oyno ony6nikoBaHo hakcumine cemu BigOMUX Me3oaMepuKaHCbKnX kogekcis. Lli BuaaHHs
CynpoBOKyBanacsi KOMeHTapsiMy1 MpOBIgHMX LOCMIOHMKIB TOro Yacy i cTanm BaXMBUM
KPOKOM [0 KpaLloro po3yMiHHS penirii Ta MucteyTsa perioHy. ®akcumine kogekcy bopaoxia,
cnoHcopoBaHe ae Jlyba, 6yno 3HA4YHO SKICHILWIWMM, a TOMOBHE TOYHILLMM, 3a BUOAHHS
KiHrcbopo, agxe 6asyBanocsi Ha OTO3HiIMKax (Boone 2007, p. 6-7). BoHO poBrum 4vac
3anuLIanocs Harkpawmm JXXepenom ans BUBYEHHS pykonucy (In. 4B).

[oTenep Oyno 3agincHeHo nuwe ogHy cnpoby NOBHOI PEKOHCTPYKLIT Kogekcy bopaxia. Ak
BXe 3ragyBanocsi, ArocTiHo Anbio y cBoin poboTi BigHOBUB Aeski oparmMeHTu, siki Bynm
MOLUKOKEHI, ane WOoro rofioBHE 3aBAaHHA rMondrano BCe X Yy penpogykuil, a He
PEKOHCTPYKLii MaHYCKpuUNTY, NPO LLO CBiA4YMTb Nybnikauis noro pobotn came gk pakcumine.
Y 1993 poui 6yno onybnikoBaHo npauto XKiszenb [iac Ta AnaHa Pogxepca, siki Manun Ha MeTi
MOBHICTIO BIATBOPUTM Koadekc boppxia B MOro nepBMHHOMY BUMMA4i 3a LONOMOroH
TpaguUiMHUX XYOOXHIX MaTtepianiB i TEXHIK (Diaz & Rodgers 1993). Pob6oTa Hag NpoekToM
TpvBana cim pokiB i 6yna BUKOHaHa Ha BUCOKOMY PiBHi, XO4a aBTOPW YaCTKOBO BiaAXUNMNuncs
BiJ, CBOEI NOYATKOBOI MeTW (Komia 3pobneHa 3 nanepy amame, ToAi K opuriHan — 3i LWKipw;
nicna cnpobu 3acTtocyBaHHSA TpaguuinHux gapb O6yno BMKOPUCTAHO akBaperb, HEK X
3amiHunu i BanHsHy rpyHToBky) (In. 4a4). Oiac i Pogxepcy Bpanocs BigHOBUTWU BinbLuy
4YacTMHY BTpayeHux parMeHTiB pPyKoNuCcy 3a LOMOMOrol MpOpaxyHKy KaneHaapHUX
CUMBONIB, AEeTanbHOro BUBYEHHS iKOHOrpadii, MOPIBHAHHSA, XYLOXHbOro YyTTS Ta NOriku.
Axkwo dakcmmine ge Jlyba 6yno goctynHe BiAHOCHO HEBENWKOMY KOy AOCHIAHWKIB, LS
pob6oTa Bigkpuna Wnpoki MOXNMBOCTI A9 3HANOMCTBA i3 KOAEKCOM.

In. 4. Penpodykuii kodekcy bopOxia, cm. 56: Agostino Aglio, 1825-1831 (a); Agostino Aglio in
Kingsborough, 1831 p. (6); Loubat, 1898 (8); ADEVA, 1976 p. (2); Diaz&Rodgers, 1993 p. (0); Aemopceka
yugbposa pekoHcmpykuis, 2022 p. (e).

IDxepena: https://www.britishmuseum.org/collection/object/E_Am2006-Drg-227
https://archive.org/details/AntiquitiesMexiv3King/page/n11/mode/2up
https://libmma.contentdm.oclc.org/digital/collection/p16028coll4/id/12484
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Y 2021 poui, Hamu Byno 3gicHeHo BRacHy crnpoby LMdpPoBOI PEKOHCTPYKLIT HU3KK
Me30aMePUKaAHCbKUX PYKOMUCIB, 30KpeMa KinNbKoX CTOPIHOK Kogekcy bopaxia (In. 5).
OcCKinbKu Len JOKYMEHT € OAHUM i3 HANBINbLL NOLIKOAXKEHUX NiKkTorpadivyHMX MaHyCKpUnTIB,
pobota Hag WMOro  PEeKOHCTPYKUiEld cTana  ChnpaBXHIM  BUKNUKOM.  ABTOpPOM
BUKOPUCTOBYBaBCA IHCTPYMeHTapin nporpamMm Ans umdpoBOro MucTeuTtsa, rpadivyHmx
penakTopiB Adobe lllustrator Ta Procreate, 3a OCHOBY 6yno B3ATO BMCOKOSIKICHI poTorpadii
Kogekcy 3 apxisy BaTtukaHcbkoi umdpoBoi 6ibniotekn (https://digi.vatlib.it/), a Takox pi3Hi
Noro penpoaykuii Ta pekoHCTpykKUii (Anbhno, diac i Poopxepca, HoBoTHM, ADEVA).
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In. 5. AemopcbKi yughposi pekoHcmpykuii kKodekcy bop0dxia, cmopiHKu 44 i 56 8i0nogioHo, 2021-2023
pp.

Ansa pekoHcTpykuii 6ynn obpaHi ABi CTOpiHKK, 44 | 56. BOoHM 06MABI NOLWKOAXKEHI, ane
pi3HOO Mipoto. [na sKiCHOro BiOHOBMNEHHS CTOPIHKM 56, OKpIM TOYHOI nepeadi niHin
KOHTYpIB Ta KomnbopiB diryp i npeameTiB, AOCTaTHLO MPaBUITbHO po3paxyBaTu, a MNoTiM
AomManioBatn Me30aMepuKaHCbKi  KaneHaapHi CUMBOMW, 3a aHarnorielo [0 Tux, Lo
3yCTpiYalOTbCA B KOAEKCI Ta BIAHOBUTU KOHTYPU i KOMbOPU OEAKUX MOLLUKOMXKEHUX, ane
BnisHaBaHUX ernemMeHTiB. HaTtomicTb cToOpiHka 44 He nuwe [OoBOMi CKnagHa 3a CBOEK
ikoHorpacieto Ta CTUNICTUKOLO, a i CUIbHO MOLUKOAXXEHA, OCOBNNBO Y HWXHIN YacTuHi (1. 6).
BoHa HanexuTtb 00 TOro doparmMeHTa Koaekcy (CT. 29-46), 3MICT, NpU3HAYeHHs i cxema
YMTaHHS SIKOro AOCI JOCTOBIPHO HEBIAOMI OOCIAHMKAM.
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B

In. 6. Kodekc bopdxia, cmopiHka 44, chakcumirie.
LDxeperno: https.//libmma.contentdm.oclc.org/digital/collection/p16028coll4/id/12496

Y HayKkoBOMY cepefoBWLLi iCHYHOTb pi3Hi Teopii 3 uboro npueogy. Llle ®abpera B
CBOEMY KOMEHTapi [0 KOAEKCy, HanucaHoMy Yy XVIII cToniTTi, 3BepHyB yBary, Lo Ha3BaHi
CTOPIHKM BUAINAOTLCA i3 3aranbHOrO KOHTEKCTY. AGM MpaBuIibHO X 4uTaTh, PyKOnuc
noTpibHO nepeBepHyTK Ao cebe niBum GOKOM, Tak LLO6 CTOPIHKM ropTanncb BEPTUKANbHO, a
He ropusoHTanbHO. ®abpera noe’s3yBaB Ui 18 CTOPIHOK i3 KiMbKICTIO MicAUIB Yy piYHOMY
Me30aMepUKaHCbKOMY COHAYHOMY UMKNI | BBaxaB, WO KOXHaA CTOpiHKa Bignosigana
NeBHOMY «30[iaKy», a TakOX NepcoHakaM Ta CMMBOMaM, i3 HAM NMoB’a3aHnM (Fabrega 1899,
p. 62; p. 140).

Enyapa Cenep y cBOIM I'pyHTOBHIN npaui iHTepnpeTye doparMeHT siK XPOHOMOrYHO
nobygosaHui MicbONOriYHUI CHOXKET NPO NoopOX boxxecTBa BeHepu yepes nia3emMHum CBIT
Ta noro nepepomxeHHs. MNMpuyomy came 6oxecTso 3a Cenepom npeacraBrieHe He TiNbku B
3BUYHOMY obpasi TnayickanbnaHmekymrsii (6oxecTBo BeHepu), a 1 yepes nepcoHaxis, LLO
HacnpaBai MiCTSATb BinbL O4YEBUAHI XapaKTepUCTMKM iHWNX B6oxecTs. ba Ginblie, Ha QymMKy
Cenepa, MidonoriYHNn CIOXXET NOB’SI3aHMI i3 aCTPOHOMIYHUM LMKNOM pyxy BeHepwu (Seler
1963).

Kapn AHTOH HOBOTHM, NpOBigHMI OCNIOHUK cepeanHn XX CTONITTTs, 6arato B YoMy He
norogaxxyesascs 3 inesmu Cenepa. Y cBoin poboTi BiH 4OBOANTD, L0 HA BKa3aHMUX CTOPIHKaX
300pakeHo MEeBHI puUTyarnbHi LLEepeMOHIi Ta Micuda (Xpamu abo LepeMoHianbHi LeHTpu), ae
BOHWM BigbyBanucsa. 3amicTb MiiyHMX nepcoHaxiB, HoBoTHMM BOGayaB Yy cueHax
300paXkeHHsA niogen, ogsarHeHMX y KOCTIOMKM BOXECTB, a TakoX MNOB’A3aHi i3 gincteamu
npeameTu (Nowotny 1961).

I3 Cenepom Ta HOBOTHM 4acTkoBO norogaxytTbca MaapteH AHceH, PepamHaHa
Angepc Ta Jlyic Peec Mapcia. Ha gymky HasBaHuX OOCNIAHUKIB, parMeHT 306paxkye HU3KY
penirinHnx obpsais, ane He 060OB’sI3KOBO NOCNiAOBHMX (Anders, Jansen & Garcia 1993, p.
191-245; Boone 2007, p. 173).

Ct3aH Minbpat, nogibHo fo dabpern, NoB’siI3ye KifbKICTb CTOPIHOK (hparmMeHTa i3
YMCNOM MiICAUIB Y Me30aMepuKaHCbKOMY COHSYHOMY poui. Ha 1i gymky, B cueHax
306pakeHo LLOMICAYHI CBATKYBaHHS, Aki BiabyBanuncsa Bnpogosx poky. Okpim Toro, Minbpat
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noginde nornsan Cenepa LWOAO B3aEMO3B’A3KY (pparmMeHTa i3 UMKIoM pyxy BeHepwu
(Milbrath 2013 p. 14-17).

Enizabet Xinn ByH BBaXxae, L0 BKa3aHi CLieHM NoB’A3aHi Mixk cobolto i € NocnigoBHUMN,
ane ixHin 3micTt Ginblie Haragye oOnoBidb MNPO CTBOPEHHS CBIiTY, aHK MEBHUA LMK
CBATKYBaHb YM pENiriMHUX LepemMoHin. Ha Ti gymky, npo ue cBigvyaTb Benuka KinbKiCTb
erleMeHTIB, NOB’A3aHMX 3 Me30aMepPUKAHCBbKOD KOCMOIOHIED, Ta AesAKi KOHKPETHI CLUEeHMU, WO
HaragyTb NEBHI Micus i Ol i3 3anunciB MidpiB PO CTBOPEHHS CBITY, 3p0brneHnx y XVI cToniTTi
(Boone 2007, p. 173-174). TakuM YMHOM, Y BYEHUX O0CI HEMAE AKOICb OAHIET CNINIbHOT AYMKW 3
npueody iHTepnpeTtauil uux 18 CTOpIHOK. bBinblicTe AOCMNIOHMKIB BU3HAE, WO 3MICT
dparMeHTy MOB’A3aHUN 3 Me30aMepPUKaHCLKOK Midhonorieto Ta KocMmoroHiet. OpHak,
NUTaHHA HasIBHOCTI MOCNIQOBHOCTI Ta B3aEMO3B’SA3KY MK CLeHaMu, a TakoX IX pornb Ta
NPU3HAYEeHHS, NO CbOrOAHILLUHIN AEHb € OUCKYCIMHUMMW.

Cepepn, ronoBHux etanis poboTM Hag PEKOHCTPYKUIE 44-1 CTOPIHKW, HAWOOBLUWUA i
HarMBakYnn nonsraB y BIOHOBIMEHHI 11 BTPaA4YEHUX YU MNOLUKOLKEHUX doparMeHTiB.
Hanbinbwoi ysarn B UbOMy BUNagky notpebyBanun 306paxkeHHA Ha nepudepii CTOPIHKN,
30Kpema y i HxHin YactuHi. Cepeq enemMeHTIiB 300paxXeHHsa TpannsaTbCa Taki, Wo ogpasy
NMOBTOPIOKOTBLCHA, TOMY, MOMNPU CUIMbHE MOLUKOLKEHHH, X [OBOS Jlerko BiQHOBUTM 3a
aHanorieto. [leski enemeHTn Ta Popmun 06’€KTIB, 3 NEBHMMU BIOMIHHOCTAMM Y AeTansx, ane
3yCTpiYaeTbCsA Ha IHWMX CTOpiHKax Koaekcy. [JOo Takmx 30Kpema HanexaTb OoxecTBa
XIHOYOro Y1 YONOBIYOro poay i3 TiIOM BUOOBXEHOI dopMu (strip goddesses), siki, Ha OYMKY
AesKnX OOCNIOHVKIB, PO3MEXOBYIOTb CLIEHWN KOOEKCY, Yepes HUX NepCOoHaXi nepeMilly€eTbCs
A0 HacTynHoro enisogy (Boone 2007, p. 175). HapewwTi, YacTuHa oparMeHTiB Mae He3HauHi
MOLLKOPKEHHS, TOMY HaBiTb AKLO KOHTYP OEAKNX eNeMeHTIB nepepuBaeTbcd, abo micuamm
BiACYTHA dpapba, ue 30ebinblioro He 3aBaxae ineHTUdiKyBaT 06’eKT UM NOro AeTarb.

Habarato cknagHiwe npautoBati 3 pirypamun Ta enemMeHTamu, siki He MOBTOPIOKTLCS B
Kogekci abo 3'aBnATbLCA Yy AyXe BUMAO3MIHEHOMY BUMMSAl. Takumu, O npuknagy, € Tpu
OOXecCTBa, WO HibM BUpUHAIOTB i3 3MilHMX naLl. BoHn 306paxeHi 3niBa, 3ropu i 3HU3Yy CLEHM.
HanbinbLu nowKogKeHNM cepen HUX € NePCOHaX y cepeauHi HAKHbOT YaCTUHM CTOPIHKKM (In.
6). bini kpyrmi nngamu Ha Woro pyui Ta MicuaMuM BUAMME CMyracTte, 4epBOHO-6ine
3abapBreHHsa 3MilHOro Tina nigkasylTb HaMm, WO ue TnayickanbrnaHmeKkymii, 6oxecTBo
paHkoBoOI 30pi (In. 7).

In. 7. TnayickanbnaHmeKkymii,  KOOeKC
Eopodxia, cmopiHka 49, chakcumine. [Dkepeno:
https://libmma.contentdm.oclc.org
/digital/collection/p16028coll4/id/12491

Ockinbkn y uUbOMY BMNagky 30b6paxeHHs GoxecTBa HETUNoBe, ANsl NMPaBUSIbHOMO
BiAHOBMEHHA BCiIX MOro 4YacTuH nNOTPIOHO pfeTanbHO po3ibpaTnucs B 0COBNMBOCTAX
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MEKCUKaHCbKOI iKoHorpadoii Ta BUAINMTM OCHOBHI pUCW MepcoHaxa, MOPIBHIOYM iX He
TiNbKN B Mexax kogekcy bopaxia, a n 3 iIHWMMKM Me30aMepUKaHCbKUMK NiKTorpadoivHMMm
AoKyMeHTamu. Ha kinbkox 306paxkeHHsx, 3okpemMa y koaekci ®eepsapi-Maep, enemeHToM
obpasy TnayickanbnaHmeKkymni € 3ipka (In. 8a). 3BMyanHy 3ipky B Me30aMepUKaHCbKOMY
MUCTEeUTBI 300paxyBanu y Burnagi oka. 3rigHo 3 ysIBEHHSMW MiCLEBUX HapogiB, 3a
nogbmMu 3 Heba cnornagann TUCSMI «HIYHMX oden» (Boone 2007, p. 55). IHWwM BapiaHT
300paxeHHs 3ipkn 3a OpMOK0 Haragye KBiTKy 3 TpbOMa YW 4YOTUPMa MEentocTkaMu, SKi
nepeMeXxoBylTbCSA 300paKEHHAMM OYEN, a LWe O4HE OKO MICTUTLCS Y KBITKM NO LEHTPY (In.
86). Tak y Me3oamepuKkaHCbKin iKoHorpadii 300paxyBann «Benuky 3ipky» — BeHepy. Y
kogekci bopaxia npmucyTHbo Barato noaibHMx 306paxeHb. TyT, Y CBOIN NOBHIiA hopmi, konm
cumBOn BeHepu He «KpinuTbCA» OAHIEK CTOPOHOK [0 iHWoro ob’ekTa, BiH Mae AaBa
YyepBOHMX BycuKka (In. 8B). Ha nigcrtaBi uMx CNoCTepexXeHb, a TakoX MOPIBHAHb BLNINNX
parMeHTiB  OpUriHanbHOrO  300paXKeHHs 3  IHWMMW  CXOXUMU  iKOHOrpadiyHUMm
enemMeHTaMM Kogekcy Ta cueHamu 3a yyacTti 6oxectBa BeHepu (In. 8r), Hamu 6yno
BCTAHOBINEHO, O UeHTparbHUM, NMOLUKOXKEHMUM efleMeHTOM Tina 3Mii € caMme NoBHOQIrypHa
BeHepa (In. 9r).

In. 8 boxecmeo | cumeonika BeHepu y Mme30amepuKkaHCbKUX  pyKorucax:
Tnayickanbnanmekymri, kodekc ®eepeapi-Maep, cmopiHka 25 (a); npukiad 306paxeHHs
cmaHOapmHux cumeorie BeHepu, kolekc bopdxia, cmopiHka 34 (6); npuxnad 306paxxKeHHs
rnosHogbieypHux cumeoriie BeHepu, kodekc bopOxia, cmopiHka 31 (8); cueHa, rnoe’sisaHa 3 Kysibmom
TnayickanbnaHmeKkymrii, KoOeKc Eopoxia, CMOpIHKa 45 (2). Ixepena:
https://library.si.edu/digital-library/book/codexfejeyrvayrOOsele
https://libmma.contentdm.oclc.org/digital/collection/p16028coll4/id/12491
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AHanisytoun pisHi penpoaykuii CueHn, ska Hac uikaBuTb, 6a4mmo, wo we y 1831 poui
ArocTiHO Anbio, IMOBIPHO, TAKOX AINLLOB CXOXXMX BUCHOBKIB, i Lie BigobpakeHo B 10ro Bepcii
kogekcy (In. 9a). MNMpoTe y nisHiWKMX npausix OCNiAHUKIB, 30kpema poboTax HoBoTHM 1961
poky (In. 96) Ta Hiac i Pogxepca 1992 poky (In. 9B), enemeHT i3 306paxkeHHsiM BeHepun He
PEKOHCTPYNOBaHMUN. TakKMM YMHOM, Ha CbOrOOHILWHIA AeHb Haly LNMAPOBY PEKOHCTPYKLiO
CTOPIHKM 44 Kogekcy bopaxia MoXkHa BBaXkaTu HaMbinbLL MOBHOLO.

In. 9. ®paemeHm cmopiHku 44 kodekcy bopdxia, penpodykuii: Agostino Aglio, 1825-1831 pp. (a);
Nowotny, 1961 (6); Diaz&Rodgers, 1993 p. (8); Aemopcbka yugposa peKoHCmpyKuisi, 2023 p. (2).

LindopoBa peKkoHCTPYKLis [O3BOMNA€E BiAHOBUTU BTPaYeHi doparMeHTn nam’aTkn NOBHOK
MipOt0, Yy TOMY YMnChi 3 0COBNMBOCTAMM KOMbOPIB Ta TEKCTYpaMu, YOro Haa3BUYANHO BaXKKO
AOCAITN NpaLoym i3 TpaauLinHUMK XyaoXHiMu matepianamu. Hawa pobota mana Ha MeTi
PEKOHCTPYIOBATM KOOEKC Yy TUX MicusxX Ae ue noTpibHO, He BMMpaBnsAyn npu LbOMY
MOXINNBI HETOYHOCTI YM HEOOCKOHAamNOCTi XyAOXHbOI TEXHIKM Noro aBTopiB. Baxnueo 6yno
TakoX nepegatu oOcCob6nMBOCTI  KONMbOPOBOrO MOKPUTTS  KOAEKCY, rycTuHYy dhapb,
KOHTPAaCTHICTb TOLLIO.

3BMYaNHO, BMNIMB Yacy i 30BHILUHLOrO cepeaoBuLla MIr CPUYUHUTY NEBHI 3MiHU Y
Konbopax, 30Kpema SIKLO BOHW MICTUIM BaroMy 4acTKy OpraHi4yHuUX CKragHukiB (Domenici,
Buti & Grazia et al. 2019). I3 UbOro NpMBOAY MOXHa CKasaTu, WO MOMPU HEOL4HOPIAHICTD i
HepiBHOMIPHICTb HaknagaHHs, KONbOpoBa naniTpa pykonucy nepebyBae B 3a40BiNbHOMY
CTaHi, i HaBpSA4 YM KPUTMYHO 3MiHMMIAcA 3 YaciB MOro CTBOpPeHHS. NMpoTe, Wob AOKYMEHT He
BUrMALaB HENPUPOAHBO, KOSTbOPU MO MOXMANBOCTI NepeaaHo B IXHBOMY Cy4aCHOMY BUINA4I.
3aBAdKM BenuKin  KinbKOCTi BOYAOBAHWX MEH3MiB i MOXIMBOCTI CTBOPEHHSA HOBUX
aBTOPCLKUX, IHCTPYMEHTapin pefakTopis UMgpoBuX  300pakeHb  [03BOSISE
BUKOpUCTOBYBaTM B pobOTi pi3Hi TekcTypu. Hanpuknag, MoxHa imiTyBatv 6yab-sikun
XYOOXHIN maTepian: Tun papbu, iIHCTPYMEHT, OCHOBY, UM TEXHIKY.
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Ha cborogHiwWwHin AeHb iCHYOTb NpUBATHI Ta rPOMAaACLKI opraHidauii, XygoxHi CcTyail i
LEeHTPWU, WO 3arMmalTbCs LMMPPOBMM OOKYMEHTYBAHHAM Ta PEKOHCTPYKUIE nam’siToK
MucTeutsa. BoHu npauooTb i3 pisHMMKM MaTepianamMn, 3oKkpema 3i CKyNnbnTypoto.
Hanpuknag, dyHaauia ®akTym, Ha 3aMOBMEHHA aupekTopa pomaacbkoro myseto baccaHo
(Museo Civico di Bassano), BUKOHana 3D-PEKOHCTPYKLitO FiNCOBOI CTaTyl KOHS, BCECBITHLO
BigomMoro ckynbntopa AHTOHIO KaHoBa. Y 1969 podui, 3@ 3anMTOM TOroMacHoro guMpekropa
My3eto, 4,5-MeTpoBy cTaTyk Oyno po3pizaHO Ha LUMATKM i NEpPEMILLEHO Yy pPeno3nTopin.
[MpauiBHUKM MPOEKTY Mann 3a0KYMEHTYyBaTW BCi BUiNINI YaCcTUHW cTaTyi 3a OOMNOMOrok
TEXHOMOrin  doTorpaMMeTpil Ta CTPYKTYpPOBaHOrO CBITNIOBOIO CKaHyBaHHs, LWOO Yy
noganblioMy BUIOTOBUTM LMPPOBY MoAesrb i, BUKOPUCTOBYHOYM cheLliarnbHi nporpamu,
BiHOBUTM BTPAYeHi Yn MNOLLKOIKEHI hparMeHTu cKynbnTypu (Foundation, n.d.).

LlikaBnM npuknagomMm BUKOPUCTAHHS rpadpivyHMX pedakTopiB Ana peKOHCTPYKLUIT TBOPIB
MUCTELTBA € BiAHOBIMEHHS BTpadeHuxX Konbopis kapTuHu M'epa Oriocta PeHyapa «[lopTpet
magam JleoH KnaniccoH», wo 36epiraetbcs B ranepei Ynkasbkoro XygoXXHbOro iHCTUTYTY.
KapTuHu yacTo BTpadatoTb CBil MEPBUHHUI BUINAL Yepes BMNUB CBiTMa Ta iHLWMX 30BHILLHIX
YMHHKKIB. Y Bunagky 3 poboto PeHyapa, pocnigHukamm YunkasbKoro XyaoXXHbOro
iHcTMTYTY Ta [liBHiYHO-3axigHoro yHiBepcutety (InniHomc) 6yno BusiBNEHO cnigu
SICKpaBO-4epBOHOro NirMeHTy nosagy pamu (The Art Institute of Chicago). Ha cborogHilHin
AeHb, Y POHI KapTUHU NepeBaXatoTb XONOAHI BIATIHKW: CipuUK, 3ereHUn Ta CUHIN, Togi SK
MicUS, 3axuLLEeHi Bi4 NPAMOro nonagaHHsa ceiTna, 3éepernu opuriHanbHy TENy KOnbOpoBY
nanitpy. Ha nigctasi HW3KM noganbluMx AO0CHi4XKEeHb KapTWUHKM, 30Kpema pamaHiBCbKOI
cnekTpockonii, Oyno BCTAHOBMEHO, WO 3HAWAEHWA BUININMA NIrTMEHT — Ue KapMiH
(koweHinb). BigkpuTTa [O03BONUAO  CTBOPUTU  UUAPOBY  PEKOHCTPYKLIID  KapTUHW,
BidyanizyBaTu nepBuHHUMIA BUrMAS 1i (POHOBMX KOSbopiB. [JoCnigHWKM NOBIOOMNSAKOTL, WO
BHOCUTM 3MiHW B OpUriHan HiXTO Hapasi He nnaHye, ane PeKOHCTPYKLiS 4EMOHCTPYETbCS
nopsg i3 HUM, Wo6 BigBigyBadi ranepel 3aMornmM nodadnTn, K aMiHMNacsa KapTuHa 3 Yacom
(Stoye 2014).

Omxe, npuknagiB 3acTtocyBaHHA UMGPOBOI PEKOHCTPYKUIT ANs  BiATBOPEHHSA
NEepPBUHHOIO BUMMSAQY TBOPIB MUCTEUTBa OCTaHHIM 4YacoMm pfepani 6inbwae. Y cdepi
BUBYEHHSA Me30aMepPUKaHCbKMUX KOAEKCIB Lien HanpsMm iwe Tinbkn po3BuBaeTbes. BogHo4ac,
TEXHOSTIOMNYHUIM NPOrpec BUBIB OJOKYMEHTYBAHHSA PYKOMUCIB Ha HOBUW PiBEHb, | Lie 3HA4YHO
crnpoluye poboTy AoCnigHKKIB, SKi HUHI MatoTb 3MOry npaLoBaTh i3 AKICHUMM BidyanbHUMM
mprepenamm yepes IHTepHeT. Mu nnaHyemMo NpogoBXKyBaTh poboTy 3 PEKOHCTPYKLIT KOAEKCY
Bopoxia B undpoBomMy chopmarti, i cnogiBaeMocs OTpMMaTU MOXIMBICTb Y ManbyTHbOMY
penaryBaTu TifIbKWM MOLUKOMKEHI YaCTUHW PYKOMWUCY, He 4Yinakun i He nepemarboBY4n
NOBHICTIO Lifi CTOPIHKK, W00 MaKCcMMi3yBaTu TOYHICTb BiATBOPEHHSA aeTanen. HuHi TpuBae
poboTa Hag PEKOHCTPYKUIEID LLie ABOX 3HAYHO MOLLKOKEHUX CTOPIHOK KOAEKCY, pesynbsraTu
SIKOI TakoX OyayTb onybnikoBaHi NO 3aBEPLUEHHIO.
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Penpodykuisi ma peKoHCMpyKuisi Me3oaMepuKaHCbKUX KoOeKcie: npobnemu i
GUKJTUKU

Y cmammi aHanisyembcs wirisix po38umky, Skul npodwiu penpodyKuis ma peKoHCMPYKUis
Me30aMepUKaHCbLKUX KOOEKCi8 'y KOHMeKCmi iCMmOPUYHUX ma Kyrbmyporio2iyHUX
docnioxeHb peecioHy. [liOkpecroembcs 8axugicmb SIKICHO20 OOKYMEHMmMy8aHHSI Ub020
muny Oxepersn. Po3ansHymo pi3Hi mexHomoaii eu2omoesrieHHs penpodyKyil, onucaHo ixHi
rnepesazu ma eadu. Aemop 38epmae ysaz2y Ha 83aEMO038’S30K MiX MpoepecoM y cebepi
mexHoriozili ma po38UMKOM ICMOPUYHUX, apxeorioeidyHux cmydil ma icmopii mucmeumse.
I0embcsi  30kpema PO MOKpaWeHHs Hasi8HUX | BUHUKHEHHS Hoeux Memodie
OOKYMEeHMYyBaHHs, a maKOX riofeaweHHs oocmyrly 00 IHghopmauii 4epe3 Mepexy
IHmepHem. Hawe docnidxeHHsi 30itCHEHe rnepesaxHo Ha OCHO8I 306paxkaribHuUX O)eperl,
SIKi € y 8irnbHOMYy docmyrii. B pobomi po3arissHymo HU3Ky ¢hakcuMinibHUX eudaHb KOOEKCis,
wo nyb6nikysanucs rnoqyuHarodu 3 XIX cmonimms. Okpemy ygaeay rpuodinieHo perpooyKuisim
koOekcy bopoxia. NopigHOOMbCS iXHS sIKICMb | MOYHICMb 8i0MBOPEeHHsT opuziHary. Y
cmammi HagedeHo pe3yribmamu pobomu Hald yugpPOoBO PEKOHCMPYKUYiEr0 080X CMOPIHOK
KoOekcy bopOxia, saukoHaHoi asmopoM y 2021-2023 pokax. OnucaHo crieyucpiky rpouecy
PEKOHCMPYKUIT empadeHuUx 4YacmuH UbO20 PYyKOMucy, sika 3arexume ei0 cKkriadOHocmi
306paxeHHs, 3b6epexeHocmi pasmMeHma. Y UbOMy KOHMeEKCcmi po3Kpumo OesiKi
ocobrueocmi MeKcUuKaHCbKOI Mighoroeii ma ikoHozpadil, po3ansiHymo pi3Hi rnoansou Ha
IHmepripemaujito HU3KU CUeH y Kodekci. Pe3ynbmamu pobomu ropieHHMbCSA 3 iHWUMU
HasiBHUMU PEeKOHCMpYKUiMU ma penpodykuiamu. Ha niOcmaei makoao MopieHAHHS
pobumbcsi  ape2yMeHmoeaHuli 8UCHOBOK [P0 aKmyaribHiCmb | MOYHICMb  Hawoi
pekoHcmpykuil. HanpukiHui pobomu po3ansaHymo akmyalnbHul cmaH ma repcrekmusu
3acmocyeaHHs 2pagpiyHUX pedakmopie 0511 PeKOHCMPYKUIT meopie Mmucmeumea 3a2asiom.
Knroyoei cnoea: mesoamepuka, Me3oaMepuKaHCbKi KOOEKCU, PpyKorucu, cbakcumire,
penpodyKuyis, yughposa peKoHCMPYyKUis, kodekc bopdxia.
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CXIQHI CHOXXETU B ICTOPIi TAPHI3BOHHOIO XPAMY CBATUX ANOCTONNIB NMETPA |
MABNA (KOCTEN €3YITIB) Y IbBOBI

Oner Opy3aes
Oriental plots in the history of the Saints Peter & Paul Garrison church (Jesuit church) in Lviv.
Oleh Druzdiev

The opening of the former Jesuit Cathedral of the Saint Apostles Peter and Paul in Lviv in December
2011, which got the status of the Garrison Church, actualized the issue of this research and the
understanding of its historical and cultural heritage. The process of church restoration that started
in 2012 and continues to this day has become the catalyst for these studies. To a large extent,
significant attention to artistic and historical research on the exterior and interior of the temple has
been drawn by the need for a professional restoration of the church’s ornaments. Taking into
account the fact that the majority of the church’s ornaments were created mostly in the XVII-XVII|
centuries, its research provides an opportunity to understand the artistic and religious culture of
the region at that time in a better way. At the same time, such studies provide an opportunity to
research interregional cultural interactions as well. One of the examples is the plots connected with
the events and peoples that inhabited the Near and Far East. Eastern motives occupy a special
place in the activity of the Society of Jesus, which was particularly successful in spreading the Word
of God in the Orient starting from the XVII-XVIII centuries. According to the sources, Lviv has also
played an important role in the «Eastern»” plans of the Jesuits. In a way, Lviv was a center from
which Jesuits gradually expanded their structure to the East. In particular, some monks started their
missions to the Ottoman Empire and neighboring lands from Lviv. Moreover, a significant number
of different nations of the East among whom monks carried out their missionary work was located
in the city. These events were reflected in the artistic ornaments of the church of the Saint Apostles
Peter and Paul as well as in its activity. In spite of the fact that the Eastern motives could be studied
as a separate research group, they comprised a logical part of the general church ornaments that
were based on the idea of missionary work. Taking into account what was mentioned before, this
article is an attempt to interpret the ornaments of the Garrison Church of Saint Apostles Peter and
Paul (former Jesuit Cathedral) a significant part of which is dedicated to Eastern motives.
Keywords: Jesuits, Jesuit church, Garrison Church, Lviv, Lviv Jesuit Collegium, frescoes, St. Ignatius
of Loyola, St. Francis Xavier, missionary work.

Biokputta y 2011 poui KONWUWHLOTO KOCTeny €3yiTiB, SKUA OTpuMaB cTaTyc
[apHi3oHHOro  Xxpamy MicTa, aKTyanisysano - nuUTaHHA  OOCHIOXEHHA  Moro
ICTOPUKO-apXiTeKTypHOI cnagwmHn. OgHMM 3 HanpsiIMKIB Takux CTYy4il € BUBYEHHSA
MUCTELbKOI 030061 LepkBK, 30Kpema Ii ieNHUX MOTUBIB, AKi OalOTb MOXIMBICTb Kpalle
3po3ymiTu ceitornag nogen Toro Yacy. OCHOBOK 3HaHb MPO MUCTELTBO, SKi CTOCYHOTLCS
LbOro xpamy, € poboTu MNOnbCbKOro AocnigHuka AHgxkea betnes: BiHNPUCBATUB ogpasy
Kinbka npavb NbBIBCbKOMY XpaMmy €3yiTiB. Y NeBHin Mipi, BOHM Bynu y3aranbHeHi y 20 ToMi
BmaaHHA KosScioty i klasztory Lwowa z okresu przedrozbiorowego (Betlej 2012, S. 71-132). Takox
cnig BUOKPEMUTWU npaLto WoaHHn BacuneBcbKoi-Jo6KoBCbKOT «Pidropusze i turbany :
wizerunek mieszkancow Azji w sztuce jezuitdw polskich XVII i XVIII wieku» (Wasilewska-Dobkowska
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2006, 208 s.), dka € CBOEpPIgHUM LOPOroBKasoM A1 NOLUYKY BiAMOBIAEN HA MUTAHHSA, SKi
BUHMKAKOTb Nig Yac AocnigpkeHb faHOi Temu. BapTo Takox 3ragatyu nNpo npawui Takux
pocnigHvub sik BanenTtuHa BbopHioTTo, Penven Minnep Ta iHWUX, SKi BUBYaANM MUTaAHHS
300paxeHHsa ceaToro ®paHumcka Kcas’epa y €3yiTcbkoMy MucTeuTBi. Hasaran, 3aBgaHHAM
Liel cTaTTi € cnpobyBaTu PO3rNSAHYTU MUCTELIbKY CnaflMHy eKc-KocTeny e3yiTiB y J1bBOBi,
3Ha4He Micue Y Skin Bigirpasana temaTtuka Cxogay.

Y 1738 p. B NbBIBCbKOMY €3YITCbKOMY KocTeni cBATuX anoctonis lletpa i NaBna
BiABYNoCs XpeLLeHHst MycynbMaHuHa. Heodita 3Bann Mexmen MycTadi. Moro ictopis, sk i
cam nepebir obpsagy XpeweHHs, AO0CUTb [[OKMagHO onuMcaHa Yy [OOKYMeHTI «Album
Congregationis Sodalium Nobilis urbis Leopoliensis sub titulo B. Mariae Virginis Elisabetham
Visitantis. In templo Collegii Societatis lesu erectum 1630. Restauratum 1735» (Album, apk.
18-183B.). I3 HLOrO AidHaeMocCb, Wo Mexmepq 6yB TypeubKMM CUNaxom, KU Noxoamus 3 «kraju
Janiety za Arnaudya lezgcego» (Album, apk. 18). 3 ornsay Ha Te, Lo CMnaxu — pisHOBWUA, ENiTHOI
TypeubKol Kasanepil, UinkoM foriYyHo npunycTuTn , WO BiH MaB BignoBsigHe W couiarnbHe
ctaHoBuwe. CouianbHe nuTaHHsa abo X, SKWwo 6yTn TOYHiWuM, npobrema B3aEMWH MiX
CTaHaMK CTano BiAnpaBHOK TOYKOW, Aka npmBena Mexmena [0 JIbBOBa i LiNKOM HOBOrO
XnTTa. 3rigHO 3 gaHumKM, HaBegeHumu B «AnbGomi», M. MycTadi cnyxuB y rapHisoHi
XOTUHa, TyT CTaB Y4aCHUKOM KOHMMIKTY 3 BenbMoXeto. [1pu4rnHOI0 HEMOPO3YyMiHHA BKa3aHo
cynepeyKy nNpo piBHICTb cTaHiB (Album, apk. 18). Hacnigkom npoTUCTOAHHS CcTano BGUBCTBO
LUbOro BenbMOXi, 9ke 3ymoBuno BTedy Mexmema po Kam'sHua (3apas3 - M.
Kam’aHeub-lNoginbCbkuii), KM 3HaxoguBcAa Nig KOHTponem Bincbk Pedi NocnonuTtol.
3paBwmncb MicueBoMmy rapHisoHy, M. Mycrtadi, o4eBMaHO, BUCNOBUB BaXaHHS MPUAHATU
XPUCTUSAHCTBO. I3 Li€eto MeToo, KOMeH4aHTOM ¢hopTeui NONKOBHUKOM KamiHCbkuM noro 6yno
BignpaeneHo Ao JlbBoBa. TyT BiH CiM TWXHIB NPOXOOUB «HAYyKy BipyU KaTonuLUbKOI» Yy
MicueBux €3yiTiB. BapTo 3ayBaxutn, WO katexmsauis BigdyBanacs TypeLbko MOBOK. Y
BULLIE3rafaHOMy [pKeperii NpsMO He BKasaHO, XTO caMe KaTexm3yBaB HeodiTa, OAHaK
3ragaHo ocoby, koTpa noro xpectuna. Hum 6yB 0. Mixan IrHaTin Be4opkoBCbKkUI, NPO SKOro
CKasaHo, Lo BiH ByB MicioHepom B [lepcii Ta 3HaB TypeubKy MoBy (Album., apk. 18 3B.). Cam
aKT XpelleHHsa Biabyscsa 9 ntoToro B Headinto LectnaecatHuui y NpUcyTHOCTI BiICbKOBUX
ogoiuepie Ta wnaxtu. Obpsa BigdyBascs ABoma MoBamu. MuTaHHA | Bignosigi nig yac
XPELLEHHA 03BYYyBanuCs TypeubKOK MOBOK, MOMUTBU | «POpMyna XpeLlleHHS» -
naTtuHcbKot. BapTto 3ayBaxuTu, WO nig Yac obpagy 6yno ABOe nepeknagadis 3 TypeubKoi —
[oMiHik AckeBny — «panus Hauil BipMeHCbkOi» — Ta XeneHa KacnpoBivyoBa — «apyXuHa
paWnLi BipMEHCbLKOI HaLjii».

YpouuncTicTb 0bpsagy 3acBigvye yyacTb LUNSXTW, copaniuiil Ta yYHiB €3YiTCbKOI Ta
KaTegpanbHoi LWKis. licna xpeweHHa KOSMULWWHIM TypeLbKUn cunax oTpMMaB HoBe iM'a —
Mixan IrHatin Myctadcbknn. Ha UbOMy 3aOKyMEHTOBaHi CBIigYEHHS MPO MOro XUTTA
3aKiHYYOTbCA | MM MOXEMO fnLLUe NOrYHO NPUNYCTUTK, LLO BiH PO3NoYaB HOBE XUTTHA BXE B
XPUCTUAHCBKOMY CBITI.

IcTopis xpeweHHs Mexvepna Myctadi He ©yna eguHow ansa JlbBoBa. 3rigHoO 3
AocnimkeHHAMU |pnHN €3epCbKoi, Nue B pUMCbKO-KaTonuubkoMy cobopi MicTa 3a nepiog
1690-1784 pp. Oyno oxpelleHo 28 mycyrbMaH (€3epcbka 2009, c. 340). MoxnuBo, nogibHi
noAii Biabysanuca 1 y iHWKX uepkBax Micta. OgHak B icTOpil NbBIBCBLKOrO ocepeaky
ToBapuctBa Icyca XpelleHHs MycynbMaHuWHa Marno cBi nigtekct. [ligtekct, akun y
NeBHOMY CeHCi gae [oOpui KMd [0 PO3YMIHHS SK FOKanbHOro, Tak i rnobanbHoro
KOHTEKCTY [isinbHOCTI MicueBoro koneriymy. MoBa e npo MiCiOHEPCTBO, LLO € KIO4YOBUM
NOHATTAM, SIKe Cnif 3aBXau nam’atatv Npu po3rnagi QisnbHOCTI €3YITCbKOro opaeHy. AKLo
ans LleHtpansHoi i 3axigHoi €sponu (B cydacHOMY po3yMiHHI) nosiea ToBapucTsa Icyca Tak
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4M iHaKWwe cnpusana aktueizauii 6opoTbbu 3 npotectaHTUamMoM, To Ana CxigHol €sponu
iCHyBaB LLe oanH BuMip. MoBa nge npo CXigHOXPUCTUAHCBHKUI CBIT 3 NEePCNeKTUBO PyXy Ha
HexpucTuaHcbknin Cxig. LLUnsx B ui kpail nexas Yyepes 3emMni MNMonbLi / Pedi MocnonuTol, siky
TEX cnpumManm sik MiCIOHEPCbKUN TEPEH, CBOEpigHa «HoBa IHAis» (Wasilewska-Dobkowska
2006, s. 99). [po Take TpakTyBaHHSA cBigvaTh BXe nepui «LLlopiyHi ncTuy», aki Hagcunanuco
3i JleBoBa. 3okpema y «nmucTax» 3a 1585 p. MiCTO ONUCYBAroCh 5K «BENTUKUIA BUHOTPAOHUK Y
SIKOMY Mano pobiTHMKIB», OCKiINbKM y TyT Byno 6araTto pycuHiB, BipMeH Ta niogen 3 Banaxii,
Mongasii Ta CkuTii» (Annuae litterae Societatis lesu 1585, p. 228). YoMy Le Byno BaXXnueum,
MOXHa 3p03yMiTu 3 nNCTIB 0. AHTOHIO NoccesiHo o MNann Pumcekoro Npuropia Xlll, y skomy
BiH onucye J1bBIB K MICTO B SIKOMY: «KPiM KaTONMMLIbKOrO apxienuckona i pycbKoro Briaguku €
BiPMEHCLKMI ENUCKON 3i CBOIMM BipMEHaMU, i BCe, WO 6 HE NPUALLINO 40 HUX 3 KaTONULBKOT
Bipu, ue, 3 boxot gonomoroto, morno 6 ainTu o camoi BipmeHii» (bopoTbba 1988, c. 76).
binbwe Toro, JlbBoBy HagaBanu BENIMKOIO 3HAYEHHS Y KOHTEKCTIi HaBepHeHHs Pyci 3
NepcneKkTUBHOIO Moganbworo pyxy 40 MOCKOBCLKOro KHs3iBCTBa, WO B CBOK 4epry 6
BigKpMBano cyxonytHUM wnax B Asito. 3okpema, y Bxe 3ragaHomy nucTi o. A. lNoccesiHo
BKa3aHo: «...ToMy Oyge Ayxe BaxnmBO ANs HaBepHeHHA MOCKOBIi, sKwo enuckonu abo
BNaankn KoporniscTBa Pyci npueaHatoTbCa 40 KaTonuubKoi Lepksn» (bopotbba 1988, ¢ .75).
3 ormsay Ha Te, WO BCi BUWesragaHi NMCTU nmucanu B KiHUi XVI CT., KOnvM ocepenok
ToBapucTtBa Icyca B JIbBOBI nuwe novYnHas oOpMyBaTUCb, MOXHa MPUMNYCTUTY, WO 3MICT
LMX OOKYMEHTIB, Y 3HA4YHIl, XO4 i HEe NOBHIN Mipi, Bigobpa)kaB MOTUBM CTBOPEHHSA OCEPEnKY
opaeHy B MicTi. JIbBiBCbKOMY KOneriyMy (a TyT BaXXNMBO 3ayBaXXuTw, LLO MOBA Bif No4vaTKy
Mwna came nNpo Komeriym, sikui, y NeBHOMY CeHci, ByB CBOEPIOHOI «Ky3HE KaapiB» And
ToBapucTBa Icyca, ockinbkv npu kKomnerisx Oynu wkonu, ge 3rigHo «KoHCTUTyuin» mMornm
HaB4YaTMCb ManbyTHi MOHaxu), BigBoAMNacb Baroma pofib Y NoganbluOMy MPOCYBaHHIO
AisnbHOCTI €3yiTiB Ha Cxia. | ue He morno He BigOBpasnTUCL Ha AiSANbHOCTI Koneriymy
NPOTArOM BCbOIO MOrO iCHYBaHHS.

Mepw HiXK AeTanbHile po3rMsHYTU 3asiBfieHy B Ha3Bi LbOro TEKCTY Temy, chnig
3ayBaXuTn, WO NOHATTA «Cxig» — gosoni poamuTe. JIbBiB 6yB hakTUYHO KpamHiM BENNKNM
mictom Pedi lNocnonutoi nepen T.3B. «Benukum ctenom», e 3 ofHiel ctopoHu 6yno
MockoBcbke LapcTBO, a 3 iHWoi Kpumcbke xaHcTBO Ta OcmaHcbka iMnepid. BoHu X y
3Ha4HIn Mipi 1 penpeseHTyBanu uen «Cxig» onsa micueBoro HaceneHHs. Kpim Lboro, siK BXxe
3ragyBanocs,, y MicTi OynuM npeacTtaBHUKM BIPMEHCBbKOT rpomMaguM Ta pagy  iHWWx
HauioHanbHoCcTen perioHy. Tomy, o4eBUAHO, WO NOHATTS «CXig» cnpuimanm He B OCTaHHIO
yepry Yyepes MiCiIOHepPCTBO cepef LMxX HapopiB. B LLbOMY KOHTEKCTI AOBOSII «iNOCTPATUBHOKO»
€ nocTaTb OL4HOro 3 NepLunX NbBIBCbKUX €3YiTiB — 0. Kacnepa Haras, skuii 6yB TaTapuHOM.
He ocTaHHIO ponb 3irpanu esyitu B npuegHaHHi oo noHa Karonuubkoi LiepkBu BipMeH,
perioHanbHUN LIEPKOBHUM LIEHTP SKMX 3Haxoausca y JlbBoBi. Takox €3yiTm 3anMmanuncb
nponoBigHNUTBOM cepef, eBpeiB (Awedyk 1730) Ta akTUBHO NiATPUMYBaNu YHiNHI NpoLiecu B
LIePKOBHMNX CepeaoBuLLax pycbkoi rpomagun. 3okpema, BigoOMOo Npo yyacTb BXe 3ragaHoro o.
Kacnepa Haraa Tta neplioro HactosTens nbBIiBCbKOI pe3ngeHuil opaeHy — o. MapTtuHa
Jlatepun y Bepectencbkomy cobopi (TumolweHko). Ane ue Bce nuue nokanbHUA BUMIP
MicioHepcTBa. [1ounHatoum 3 cep. XVII CT. 3’9BMnsTbCA HENEBHI BiAOMOCTI MPO MiCIOHEPCTBO
3a y4acTi MOHaxiB JIbBIBCbKOroO Kosieriymy B cknagi gunnomMmatndHux micin Peui MNocnonutoi
Ha bnusbkni Cxig, 3okpema o Kpumy, OcmaHcbkoi imnepii Ta [Mepcii. BnacHe, Bxe
3ragyBaHuin 0. Mixan IrHaTin BevyopkoBcbkuii Ta 0. Tageyw KpyciHcbkuin 6ynu micioHepamum
B [lepcii (Kowalski 1936, s. 4). TepeHamun [lepcii Ta [lpukaBka33a MOXHa, TEOPETUYHO,
OKPECINUTM MeXi OBnmn3bKOCXiQHOMo | NPaKTUYHOrO BUMIPY MicioHepcTBa €3yiTiB Peui
MocnonuToi, sike BiabyBanochb 30Kpema 3a y4acTi fIbBiBCbKMX MOHaXIB.
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Pasom 3 uum, icCHyBaB W igenHUN BUMIp MiCiOHepCTBa, MoB’a3aHun 3 [anekuwm
Cxogom (Kutanm, lHgis Towo), sk mMaB ABa acnekTu. lepwmi nonsiraB y MNpakTUYHIN
MOXIMBOCTI NMOTpanuTu Yy Ui KpaiHu. 3rigHo gocnigxkeHb MoHikn M’a3ek-MeHUYNMHBbCLKOI,
e3yitn Pedi [locnonutoi goBoni 4acto BignpaenanuM 3anutyv  WoA0  MOXIMBOCTI
BiANPaBUTUCb Ha MiCii B Li perioHn (Miazek-Meczynska 2008, s. 404), ane B4anoch Lie 3podbuTtu
nuwe 4otTmpboM ocobam, cepen sknx ByB 1 nbeiB’AHNH Mixan boim, SkuiA, ogHak, Hikonu He
cnyxuB y JlbBoBi. KpiM LbOro, BapTo ckasaTtu, WO He iCHyBano MNpakTUYHOro 3B’A3KY MiX
ocepegkamu T.l. Ha [Janekomy Cxogai Ta Pevi MocnonuToi. MpocTiwwe Kaxy4un, MmicLueBi e3yiTu
Mornu nuwe ysenatu cobi Kutan, IHgito Ta Te, gk BigbyBanocb Tam nowmpeHHa Cnosa
Boxoro. Tum He MeHLle, 3auikaBneHHs B UMX KpaiHax 6yno AoCTaTHbO cunbHe. IMOBIpHO,
npuYnHOIO Uboro Oyno akTMBHE BWMAAHHA NUCTIB 3 Micin Ha [anekomy Cxopgi, WO B
noeaHaHHI 3 NoWMpeHHaM KyneTy cB. PpaHuncka Kcas’epa Ta BignosigHUM penepTyapom
BUCTaB €3YiTCbKMX TeaTpiB CTBOPHOBANO NEBHUN obpas, AKMN HagMxaB ik CaMUX MOHaxXiB
Tak i Kangmaarie Ha BCTyn Ao ToapucTtBa Icyca. Akmm 6yB uen «obpas [Janekoro Cxogy» —
BiOKPUTE NUTaHHA, fKe noTpebye noganbluMx CTYAiW, eNeMeHTOM SKUX € BWUBYEHHS
MUCTELBKOI cnaflnHn e3yiTiB, 30Kpema peari3oBaHoi y X Xxpamax.

BaxnmeBum enemMeHTOM BUBYEHHS OAHOrO NUTaHHA € CTydii Hag Gibniotekamm
KoneriymiB. 30KkpemMa, 3aBAsiKU HeLOAaBHO BiAHaWAEHOMY KaTanory KHUr Koneriymy €3yiTis
y JlbBoBI (JTowTrH 2022, ¢. 109-139) MOXXeMO CTBEPKYBaTH, WO MicUeBi €3YITU Manu Lifnkom
AoctatHbo iHopMmauii npo Cxia. Ons npuknagy, BigOMO Npo HasiBHICTb BUAAHb NUCTIB 3
Mmicin cB. ®PpaHumucka Kcas’epa Ta iHLWMUX perioHiB CBiTY, HAyKOBMX BUAaAHb €3YITCbKUX
MicioHepiB 3 icTopil Kutawo Ta AnOHIl, a TakoX KinbKa KHUT, MPUCBAYEHUX TypeLbkin
Tematuui. KpiMm UbOro, MOXHa CTBepaXXyBaTu MpPO HasiBHICTb Yy 6ibnioTeui koneriymy W
BMOaHb BXe 3ragaHux o. Tageywa KpyciHbkoro Ta Mixana IrHaTis Be4dopkoBCbKoro.
30KkpeMa, aHani3ytoum TBopye HaabaHHA o. Tageywa KpycCiHbKOro, SiKM BUKOHYBaB
000B’A3KN MNpoKypaTopa €3yiTCbKol konerii y JIbBoBi B 1739-40 pp., BapTo 3ragatu npo
BMOAHHA WOro BracHMX [OOCNio)KeHb Ta Crnoradis 4vaciB AUNIOMaTUYHOI AisnbHOCTI,
nepeknag 3 Typeubkol MOBU Ha naTuHCbKy npaui Adyppi EdeHai «BcTyn go TparivHol ictopil
Nnepcbkoi BiMHW...» Towo (JlowTtuH 2021, c. 638). Wogo npaub o. Mixana IrHaTis
Be4vopkoBcbKkoro, sikunm oxpectmB BuwesragaHoro Mexmena MycTtadi, BapTto 3ragatn OBi
KHWUMK, ski 6ynun BungaHi y J1bBoBi 1727 poky (Kowalski 1936, s.6): «Katechizm z okazji Tatarzyna
Bydziackiego, nic po Polsku nie umieigcego, tylko po Turecku ... z Polskiego iezyka na Turecki iezyk
przettumaczony y Tureckie niektore btedy zbiiaigcy» (“Katexnam [BuaaHun] 4yepes GymxaubKoro
TaTapuHa, SKUA He PO3yMi€ NO-MOSMbCbKM NULIE MNO-TYpeubKoMy....3 MonbCbKOi MOBU Ha
TypeubKky MOBY nepeknageHun 3 BUNpaBneHHSIM AeskuX NOMUIOK TypeLbKow”) Ta «Breve
compendium fidei Catholicae Turcico textu»(“KOpOTKUM 3MICT KaTONMMLBKOT Bipy, BUKNaALEHUN
no-typeubkn”. LIiHHICTb Unx npaub, gki 6ynv ABOMOBHUMU (TypeLbKa i NaTUHCbKa), y TOMY,
LLIO BOHM MOINIM MPaKTUYHO 3aCTOCOBYBATUCb Y MUTaHHI pearnisauil npouecy penirinHoi
KOHBEpPCIT MyCcynbMaH OO0 XPUCTUSIHCTBA. Y KOHTEKCTiI OibnioTekn, BapTo 3ragatyv M npo
BMKNagaHHSA 3HaHb Npo Cxig y HaBYanbHUX Knacax LWKonu koneriymy. Tak, 30kpema BigoMo,
L0 Y KNnaci puTtopukn Buknaganu ictopito Accupii Ta lNepcii, MOBIPHO NEBHI 3HAHHS NPO
CXiQHi KpaiHM y4Hi OTpMMYBanu y Knaci iHgimu, nig Yac BuB4eHHs 6ibninHOT icTopii, a Takox
B NepLwmin Ta OpPYrMin pik BMBYEHHS PUTOPUKKM, KOMW BUKNaganacb reorpacdis ta ictopiqa
Llepksu (KmeTb 2010, c. 193-194).

Ha 3aran, ansa e3syiTiB Peuyi Nocnonutoi micii Ha Janekun Cxig 6ynu abcTpakuieto
(Wasilewska-Dobkowska 2006, s 5). KpanHiMu mexamu, Kyoy noTpannsny MoHaxu, 30Kkpema
AKi CNYXUNn y NbBIBCbKOMY Koneriymi, 6ynu Teputopii « TpukyTHUKa»: MockoBCbKe LapCTBO,
perioH Kaskaay — lNepcii Ta Teputopii OcmaHcbKol iMnepil.
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Tvm He MeHLWe, cxigHa TemaTuka Byna akTMBHO MPUCYTHBOK B NY6RiYHOMY NPOCTOPI
AisiNbHOCTI koneriymy. 30Kpema, Yy LbOMY KOHTEKCTI BaXXNTMBUM J)KEPENOM 4O PEKOHCTPYKLii
yaBreHb npo Cxig € 03406neHHs KonerianbHOro xpamy ceBatux anocrtonis NetpaiMNasna (3
2011 p. — lNapHisoHHM xpam ceaTux anoctonis lNetpa i MNMasna J1A YIKL). Y nepwy yepry,
MOBa KMae nNpo (Ppeckn, BUMKOHAHI y 1738-41 pp. nif KepiBHULTBOM YECbKMX MaUCTpiB
®paHuucka tTa CebacTtbsaHa EkwTanHiIB (Betlej 2012, s. 81). AHani3yro4m CloXXeTn 30epexxeHnx
pO3MnuCiB, AOBOJST BXXKO HE 3ayBa)KUTU YITKOrO akLLEeHTY Ha MiCIOHEepPCbKin AisnbHOCTI opaeHy
B NOEAHaHHI 3 6ibninHnmmM ictopiamn, npucBsadeHumn anoctonam [letpy i [laeny.
[MOoACHEHHA LbOMY, Ha OYMKY MOMNbCbKOI SOCAIAHWULI WMoaHHu [1o6koBCbkoi-BacuneBcbkoi
nosisirae y HamaraHHi €3yiTiB HaBeCTU NPsMi aHanoril MK NepLwnMmn anocToriamm i «tHOBUMMN
anocrtonamm», akmmmn 6ynun cniB3acHOBHUKK ToBapucTBea Icyca (a BiaTak i iX NocnigoBHUKM —
npum. asm.) (Wasilewska-Dobkowska 2006, s. 92). IMpuknagom LbOro € po3nucu LeHTpanbHOI
HaBW Xpamy Ta rofloBHOrO BiBTaps, e HaManboBaHO N'ATb CIOXETiB. Hag BXOAOM [0 LEepPKBM
— «Anodpeos cB. IrHaTia Jlononu», gani nayTb Tpu ClOXeTH 3 anoctornom Netpom: «Ceatui
MeTpo 3uintoe kaniky», «Xpuctoc nepegae Knioui Big Heba anoctony lNetpy», «[ponoBigb
anoctona [letpa». 3aBeplye Len pag dpecka «Ceatuin NaBno — anocTon HapoaiB», ska
Ma€e CBOEpigHe MPOAOBXEHHA Yy BUMAAI ABOX PO3MUCIB Ha CTiHAX rofloBHOrO BiBTaps, Ha
SIKMX nokasaHo cB. IrHaTisa Jlonony Ta cB. ®paHuyucka Kcas’epa. BignosigHo, B gekopauii
LEeHTparnbHOI HaBM MOXXHa NobaynTu 4YiTKy napanens Mixx anoctonamu Netpom i Maenom Ta
cB. IrHaTiem Jlomonow i cB. ®paHuuckom Kcas’epoMm. Ha U OyMKy HaWTOBXYE W
KapTorpadiyHe 306paxeHHa 3eMHoi kyni (6e3 AMepukn) Ha dpecui 3 anoctonom Nasnom
Haf npecsiTepieM. Ha Hi HamanboBaHa €Bpona, A3ia Ta Adpuka, a TakoxX psg OCTPOBIB
nopyy Hux. 3posymino, wo anocrton lNaeBno He 6yBaB y Adpwuui, IHail, Kutai um AnoHii
(Opy3nes BibninHi Ta micioHepcbki ctoxeTn 2021, c. 8-15), TOMy TYT WAETLCA MPO CyYacHi
ycnixu, 30Kpema €3yiTiB, Y NOLLUMPEHHI XPUCTUSHCTBA.

Okpim igenHoro motmBy dpeckn «CeaTum [laBno — anocton Hapoais», BapTo
npoaHanisyBatn n camy dpecky. Y BEepxHil YacTUHI MantoHKy 306paeHur cam anocTton
[MaBno 3 xapakTepHUMM atpubyTamu: KHUIOK B pyui Ta Medem. [Nopyd posTawoBaHui
KapTyw 3 Hanucom: «Portret Nomen Meum Coram Gentibus | Et Regibus. Actorum 9.»
(Hectnmew Moe CrnoBo cepep, Hapogis i koponiscT. [isiHHA 9:15.) (Qpy3ges 2021, c. 31). Y
HWXHIN 4acTUHI opeckn posTalloBaHa rpyna ocid Ta TBapwH, AKi CTOSATb HaBKOSIO BXe
3ragyBaHoOro kaprtorpacdidyHoro 3obpaxeHHss 3eMHol Kyni. OyeBMaHO, WO MOBa Mae npo
nepcoHidikauii pisHMX perioHiB cBiTy. [1ns nigkpecneHHs Lboro 6yno goaaHo we n obpasu
TBapuH: nesa, Bepbntoga, namnyri, KOHA Ta ABOX CrOHIB (MoBa mnae npo iHAINCbKUX Ta
adopMKaHCbKMX CMNOHIB). 3p03yMino, Lo iaes 306pasntn nogen/TBapuH 3 pisHUX KiHLIB CBITY
He Oyna yHikanbHow. [loaibHi cloXXeTn 3ycTpivalTbCs W B iHWKWX €3YITCbKMX Xpamax,
Hanpuknag B kocteni cB. ®paHuucka Kcas’epa y KpacHocTtasi (Pleszczyhski 1996, s.80-81).
Tomy MOXHa OOCUTb TOYHO igeHTUMIKYBaTN AKi perioHn CBITYy NepCcoHidikoBaHi Ha dopectii.
OcHoBoto 4nd uboro € npaus itaninya Yesape Pinn, sika 6yna BugaHa Lwe B KiHui XVI CT., i Ha
AYMKY OesdKMX AOCnigHMKIB, CTana CBOEPIOHMM KaHOHOM ansa 300paXkeHb aneropin y
MUCTELTBI paHHbOMOLEPHOrO Yacy (Dong 2020, s. 102).

3rigHo 3 onncom Yesapu Pinn, €Bpona 300paxyeTbCs K XiHka y 6aratomy ogssi
Pi3HUX KONbOPIB, sika 3HAXOAUTLCA MK BOOMa Poramm goctatky (3epHO Ta BMHOrpag),
TpYMae Xpam y npasin pyLi, a NiBoo BKa3ye Ha KOPOHM Ta ckineTpu. MNopyy HeT 3HaxoauTbCs
KiHb cepep pisHux TpodeiB (Ripa 1613, p. 63). Take 306paxkeHHs NPUCYTHE Yy NiBOMY
HWXKHBbOMY KyTi dopecku. Asito 306paxanu K XiHKy, sika B O4HIN pyui Tpumana cneuii, a B
iHWIn pyui kagunoHuuto. Mopyy Hel yacTo 3o06paxanu Bepbnioga (Ripa 1613, p.63). Takuin
obpa3 Tex € Ha pecui y xpami, 3HaxoauTbCs BOHO Hapg aneropieto €sponn. BapTo
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3ayBaxuTn, Wo A3ig ogdarHyTa B Typeubknin ogar Ta mae TiopbaH Ha ronosi. OueBnaHo, ue
NoB’A3aHo 3 TUM, WO came TypeydynHa 4Yepes CBOE reorpadivyHe posTtallyBaHHS Ta NOCTIVHI
TopriBenbHi / BINCbKOBI KOHTakTW 3 E€BpOMot, BUCTynana CBOEPIAHUM KONEKTUBHUM
TypeubkoMy o0Asa3i Ta 3 TiopbaHOM Ha ronosi (gekonu Asilo NpeacTaBnanu Kinbka ocib,
ofsArHeHux Tak camo) (Miller 2022, p. 420). HacTynHo aneropieto, ika nepcoHigikoBaHa Ha
dpecui, € Adpuka. 3rigHo TBOpy Yesape Pinun, Adpurka 306paxyeTbCs ik Malxe ororneHa
XiHKa 3 YOpPHMM KOSIbOPOM LUKIpW, MOPYY SIKOI € neB, CKOpMioH, 3Mia Ta Pir gocrtartky
(Iconologia 1613, p .67). Ha dpecui y xpami € kinbka oci6 3 YOPHMM KONbOPOM LLKIpW,
OOAMHYTUX Y LUKYpW TBapWH, a TakoX oauH neB. OCTaHHbOK aneropieto, Npo sky cnig
ckasatu, € aneropis AMepukn. 3ayBaxxmmo, Lo Ha kapTorpadiyHomy 306paxkeHHi 3eMHoi
Kyni amMepuKaHCbKOro KOHTWMHEHTY HEMae, XOd, 3BiCHO, MPO MOro iCHyBaHHS BXe OaBHO
3Hanwu. 3rigHo TBOpY Ye3apwu Pinn, Amepuky 3o6paxanu nogidoHo o AdpurkuK: HaniBoroneHa
ocoba 3 TEMHMM KONMbOPOM LLKIpK, sika Mae Byarnb Ha Nfedi Ta WTYYHUI OpHAMEHT 3i nip’s
pi3HMX KoONbopiB. B ofHin pyui Tpumae nyk Ta carangak 3i cTpinamu, a nig Horowo
3HaxoQuTbCA NoACbKa ronioBa NPOHW3aHa CTpinot. 3 CBiTy TBapuH AMepuui npunucanu
Aawipky (Miller 2022, p.68). Ha cpecui y xpami Hemae ALWIpKM Yn NOACLKOT ronosu nig
HOramm, ogHak € oapasy Kinbka ocib, ski nignagatoTb nig uen onuc Yesape Pinu, ockinbku
BiANOBIOHMM YMHOM OASITHEHI, MalOTb PI3HOKONBLOPOBE Mip’d, NyK Ta carangak. Tomy, MOXHa
BMNEBHEHO CTBEpAXXYBaTW, WO aneropids AMepuku NpucyTHA Ha dpecui. AHanidyoumn ui
306pakeHHs, BapTO 3ragaTw, WO BCi aTpMbyTn He 3aBXaN BUKOPUCTOBYBANMUCA Y MUCTELTBI,
TOMY HEMae Hi4oro AMBHOIO, WO, A4S NpuKnagy, aneropis €sponu y xpami 3o6paxeHa 6e3
LlepkBu y niBin pyui un aneropist Adppukm 6€3 CKopnioHiB 4m 3min (Borniotto 2021, p. 236).
LWono camoi kaptorpacpidHol intocTpauii 3eMHoT Kysi. [loCTEMEHHO BaXKO ckasaTtw,
4n ByB KOHKPETHUA NPOTOTUM LBbOro 306paxeHHs. O4eBMAHO, WO reorpadivyHuxX KapTt y
pO3nopsagKeHHI €3yITiB Byno AOCTaTHLO | NEBHWUI piBEHb 3HaHb Tex ByB. 3okpema, BigoMo
Npo BUWBYEHHS reorpadii B pamMkax MarteMaTuyHWX CTyAin y NbBIBCbKOMY Koneriymi
ToBapuctBa Icyca. Takox, cnig 3ragaTu Npo HasiBHICTb aTtfaciB Ta TpakTaTiB, aBTopamMmu
SIKMX YacTo BMUCTyNanu cami X e3yitu (JlowTtuH 2022, c. 36). Tomy, Lie MantoHOK 3eMHOI Kyni
He ByB YMMOCb Haa3BMYarHUM. TUM HE MeHLLE, BapTO 3ragatu, siKi X reorpacdidni micus €
npointocTpoBaHi Ha Hin. [le dakTto, HasiBHE 300pakeHHs1 ABOX KOHTMHEHTIB: €Bpasili Ta
AdpuKK, a TakoX KinbKOX OCTPOBIB. €Bpasia nogineHa Ha Agi YacTuHW: €spony Ta Asito. B
perioHi €Bpona HasiBHi HaCTyMHi reorpacdiyHi Ha3BK KpalH (Ha3BWM NOAAKTLCA 3 3axody Ha
cXif, 3 niBHOYI Ha niBaeHb): POTUGALIA (MopTtyranis), HISPANIA (lcnaHist), GALLIA (PpaHuis),
GERMANIA (Hime4yunHa), NORVEGIA (Hopseris), POLONIA ([Monbwa), RUSIA (Pyck), MOSCOVIA
(Mockosist), TARTARIA (30ipHe NOHATTA TepuTopil A4aBHLOT MOHronbLCbKOI iMnepii/perioHis
Asii (Dong 2020, p. 83)). B perioHi Asis HasiBHi HacTynHi reorpadiyHi HasBW KpaiH (Ha3Bw
nogarTbCsa 3 3axody Ha cxid, 3 NiBHOYI Ha niBgeHb): NOVA ZEMBLA (HoBa 3emnsi, o4eBUAHO
cydacHui apxinenar Ha niBHoui Pocii), SIBERIA (Cubip), TARTARIA, GEORGIA ([pysisi), NATOLIA
(TypedunHa), PERSIA ([lepcia), ARABIA (Apasisi), BABILON (BaBunoH, o4eBngHO Teputopis
cy4dacHoro lpaky), IAKUTA (AkyTis), TAURIA, TIBET MINUS (Manui TibeT), MOGOL (MoHronisi —
?), CALICUT (KanbkyTTa), MALACA (Manakka), PEKING (llekiH), CHINA (KuTtan), ODIA (wTar
Opiwa Ha nisgeHHoMy cxogi IHaii). B perioHi Adpuka HasBHi HAcTynHi reorpadivHi Ha3Bu
KpalH (Ha3BM NogarTbCs 3 3axoy Ha cxig, 3 NiBHOYI Ha niBAeHb): MAROCCO (Mapokko), LYBIA
(NMiBist), GUINEA (I'BiHeq), BARBARIA (y3aranbHeHa HasBa HapogiB niBHIYHOT Adpuku)
(Barbary), BARCA (o4eBugHO M. Bapka B KipeHaiui), NUBIA (Hy6iqa), AETHIOPIA (Ecpionis),
SCOROPIA, MONOMOTAPA (MoHoMOTana — gepxaga, sika icHyBana o XVII cT. (YkpaiHcbka
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pagsHcbka eHuuknoneaid, c. 109-110)), ARC, AEGYPTUS (€runeT), MELINDA (3apa3 — MicTo
ManiHgi (KeHis)).

LWono octposiB. NMopy4 A3ii okpemo 306pakeHun ocTpiB, Ha IKOMY NO3HA4YEeHO ABI
Ha3Bu: TERA YEUSO (Kopes) Ta LABONIA (o4eBMAOHO, MOBa Mae Npo AnoHCbKUK apxinenar).
Ha niBgeHb LABONIA posTawoBaHa rpyrna OCTpOBIB, cepel SKUX YiTKO BUAINAKTLCA TpuU
Ha3Bu: LATRONUM (o4eBngHo, MapiaHcbki ocTpoBu), NOVA BRIT (o4yeBngHo, HoBa bputaHis,
sika 6yna BigkpuTa nuwe y 1700 p. (New Britain)) Ta PHILIPINA (cy4acHi @ininniHun). KpanHboro
NiBOEHHOK TOYKOK Ha KapTi € ocTpiB IS. PAULI (Cesatoro lNaena/CeH [Monb), sknin GyB
BiOKpUTUIM e y XVI cT. (Saint Paul Island). Jani Ha 3axig, nopyy4y Adpukn, posTalloBaHumn
ocTpiB S. HELENA (cBaToi €neHn). OueBnaHO, Ha Ui dopecui 306paeHi e iHLWi OCTpoBM,
ane BOHM He nignucaHi abo x cam Nignuc € HeunTabenbHUM i, NMOBIPHO, 3pOBNEeHMI nuLle
Ana gekopadit.

Okpim HasB KpaiH/perioHiB Ta OCTPOBIB, Ha dpecui MoxHa we nobaunTtn Haseu
pi3HMX MopiB (MARE) Ta okeaHiB (OCEANUS). 3okpema, B perioHi €spona mixx Hopserieto Ta
Pyccto postawoBaHe MARE BALTICOR (bBanTiicbke mMope), sike € EANHUM BOOHMM 00’EKTOM,
300pakeHnm nocepeq cyuwi. Wlogo iHWKMX mMopiB Ta okeaHiB, HasiBHI Taki Ha3Bu: MARE
TARTARICUM Ta OCEANUS SEPTENTRIONALIS (Ha niBHoui Agsii), MARE AMORIS (Mix Asieto Ta
AnoHcbkuM apxinenarom), MARE LABONICUM ORIENTALIS, gani Ha 3axogi Acdpuku € OCEANUS
AETHIOPICUS MERIDIONALIS. lNMopy4 €Bponu € kinbka HanucieB MARE Ta BXe 3ragyBaHUX
HeumMTabenbHMX nignucis.

3po3yMmino, Wo po3TallyBaHHA KpaiH / MOpiB / OKeaHiB Oinblu cXxemaTuiHe, Hix
peanbHe, odHaK AaHe KapTorpadivyHe 300paxeHHs, SK i dpecka B LiNOMY, € LiHHUM
xepernom Assi BUBYEHHS ysiBrieHb ntogen XVII CT. Npo CBIT HABKOMO HUX.

OueBungHo, Wo Tema Cxoaoy He obmexyeTbca nuwe uieto dpeckoto. MNMpaBopyd, y
rofloBHOMY BiBTapi, SIK BXe 3ragyBanocb, € ypecka 3 obpasom cB. ®paHumcka Kcas’epa,
SKUN XPECTUTb 0COBY 3 TEMHMM KOSMbOPOM LLKIpWU Ta B XxapaktepHomy ans [danekoro Cxoay
oasasi. B Takum xe cnocib BiH 300paxkeHUn i Ha BXe 3ragyBaHin dpecui «Anodgeos cB. IrHaTis
INononux». Takox, y ronoBHOMY BiBTapi € ckynbntypa cs. ®paHumncka Kcas’epa, Sk HOroro
pO34aBnioE aneropito A3NYHULTBA (?) TPMMaKYM Npu LbOMY XPEeCT, ik CMMBOIS MiCiOHepCTBa
(Sprutta 2019, s. 130). Bapto 3ragatu npo BiBTap cB. ®paHuucka Kcas’epa. Cama
KOHCTPYKLiS, SIK cBigYaTb AaHi pecTtasBpauil, BMKOHaHa Yy XVIII cT. (apxiB Micii LleHTp
BicbkoBoro kanenaHcTtBa). IkoHa HamanboBaHa Anoidiem PenxaHom y XIX cT. i
npeacrasnsie cobo 306pakeHHA CBATOro, AKMA CTOITb Ha MiABULLIEHI, TPUMAKOYM B OAHIN
pyui XpecT, a iHwot ©Onarocnoense HaTtoBn 0OCi6 3 TEMHUM KOMbOPOM LIKipU Ta B
xapaktepHomy ans Hanekoro Cxogy oasasi. Ha xanb, 30epexeHi iHBeHTapHi onucu xpamy
XVIII CT. He JalTb ONMCY CaMol IKOHW TOro 4acy, Ta MOXeMO MpunycTUTU WO BuUrnggana
BOHa B noaibHumi cnocid (WAIATT, ¢. 197, on. 2, cnp. 327, apk. 56).

Lle oanH bpeckoBuin CIOXET, AKNIN BXXE MAE YiTKO NbBIBCbKWUM KOHTEKCT, 3HaX04UTbLCS
y Npaeii HaBi Xxpamy, Nopyy BxoAdy A0 kannuui cB. beHeaukTa. NoB’A3HUA BiH 3 06Norot
Typkamn JlbBoBa y 1672 p. (PagkoBeub 2001, c. 8-11). Ha dpecui moxHa nobaumTtn
aneropito TypeubKol apMil y xapakTepHOMY 0fs3i, sika 3HaxoguTbCs Mnopydy Micta i €
HansikaHO MOSABOK Ha XMapax ABOX €3YiTiB. Y YOpHOMY 0AA3i 300paKeHn OAnH 3 CBATUX
3acTynHuKiB MicTa — cBsaTMIM CTaHicnas KocTka, iHwa ocoba y 6iniv anbbi Ta )KOBTOMY OpHaTi
— sMOBIpHO, cB. IrHaTin Jlorona. lMNpunyweHHs wogo ocobu cB. IrHaTia GasyeTbcs Ha
BidyanbHin nogibHOCTI UbOro 306paXeHHs 3 iHWWMKW, HasiBHUMK Yy Xpami, Ae BiH YiTKO
ineHTudikyetTbcs. O4eBMAHO, rONOBHUN iAEVNHUA 3MICT Uiel opeckn y 3acTynHULTBI OBOX
CBATUX €3YITIB Nepen 3arpo3oto 3i Cxony.
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Y neBHi Mipi OO CIOXKETIB, NOB’A3aHMX 3 ysBNEeHHAM npo Cxid, MOXHa yHanexHuTn
OibnivHI MOTMBM AeKopauii Xxpamy Ta OKpeMi LeKOpaTMBHI eneMeHTu Y BUIMsSdi ronis ocio
iHAINCbKOro/adpUKaHCLKOro NOXOMKEHHA Ha emMrnopax uepkeu. OOHaK AKOrocb OKpPemMoro
OOCIIOHNLBKOrO iIHTepecy B JaHOMY KOHTEKCTI, BOHU HE CTaHOBNATb.

BapTtolo yBarm € Tema iMnopTty pedyen 3i pisHUX perioHiB Cxoay, SKi
BMKOPUCTOBYBanNucs B ekopaduii xpamy. Ha xanb, CTaHOM Ha Yac HanncaHHA LbOro TEKCTY,
B gocTyni 6yno nuuwe 2 iHBeHTapi, AaTtoBaHi KiHuem XVIII CT., siki 36epiratoTbca y poHaax
LleHTpanbHOro gepaBHOro iCTOpMYHOro apxisy YkpaiHm B M. JlbBoBi. OguH 3 HuX
CTOCYETbCA BCbOIO Xpamy, iHWWA nuwe kannuui cB. beHegukTa-myyeHuka, sika Oyna
3acHoBaHa €xu Ta MapiaHHow igywmubkumn y cep. XVIII cT. (Opy3aes KynstypHi nam’atkm
2021, c. 76). O4eBMOHO, rOMOBHA LHHICTL TakKMX iHBEHTapIiB y TOMY, LLO BOHW OaAOTb
MOXIMBICTb NPUONN3HO PEKOHCTPYIOBATM BUMMAL Xpamy ofpasy nicns CckacyBaHHS
ToBapucTtBa Icyca y 1773 p. 3rigHO HuMX, B 03000neHHi xpamy 6ynu HasBHi OKpeMi NpeamMeTu
aekopadii BiBTapiB abo »x TkaHuHK, NpuBe3eHi 3i Cxoay. 30kpema, B ONUCI Kannuui CBATOro
beHegukTa-MyyeHMKka BKasaHoO, WO B 03000MneHi OBOX BiBTApiB Oynu pedi «KUTaMCbKOi
po6oTu»: «...pod baldachinem iest serce Chinskiey roboty w promieniach ztotych przebite...»
(LWAIAT, . 52, on. 1, cnip. 234, apk. 274 3B.). B iHBeHTapi xpaMy HasfBHi 3rafikv Npo TKaHWHY 3i
Cxopny, 3okpema 3 TypeydnHu: «Dalmaticae ex materia turcica cum floribus aurelis, fimbrus
argento fictis» (“Oanmatvka 3 TypeubKOro marepiany, npuKpalleHa KBiTamMu Ta CpibHOM
b6axpomotro”) (LAOIAJ, &. 197, on. 2, cnp. 327, apk. 35 3B.). [JoCTEMEHHO BaXXKO BCTAHOBUTH,
4yu Ui pedi 6ynun yniMmncb gapom, Yn Kynisnet, sKy 34iMCHUB KoneriyMm €3yiTiB, O4HaK YiTKO
3po3ymino wo pedi 3i Cxogy 6ynu B 06iry Ta BUKOPUCTOBYBANMUCS HaBiTb ANs AeKopauin
XPUCTUSTHCBKUX XpaMiB.

BapTo ckasaty, wo Ha nodatky XX CT. B iHTep’epy xpamy Oyna BHeCeHa Le ofHa
«cxigHa» pgetanb. MoBa Wae npo 300paxeHHs Benukoro reTbMaHa KOPOHHOro
CraHicnaBa-fAHa A6noHoBcbkoro y kannuui Matepi Boxoi YTilumTensku y nisit HaBi xpamy.
®peckn kannuui 6ynu BUKOHaHI Ha no4. XX cT. Tageywem lNonenem (Betlej 2012, s. 86). Ha
CKneniHHi, nopy4 3 iHWuMKM gisyamn, ©Oyno HamanboBaHo W CraHicnasa-AHa
ABrnoHOBCLKOro, B SIKOr0 Ha nneyax Gyna Hakvgka, nogibHa 0O neonapgoBol LWKypu (a
neonapg, K BiAOMO, PO3MNOBCIOIKEHN Ha TepeHax A3ii Ta Apukn, Tomy crnpuimaBcs SK
CXigHNW eneMeHT).

MigcymMKOM UbOro TEKCTYy € He CTiNbKM OKpeMi (pakTu opieHTanbHUX MOTUBIB Y
03000neHi cyyacHoro [apHi3oHHOro xpamy cBATMX anoctoniB [letpa i MaBna, ckinbku
cnpoba OKpecnuTh Ha Npuknagi Uiei LepKBM XBaBi MKKYNbTYPHI 3B'SA3KN MiXK «3axo4oM» i
«Cxogom», WO icHyBanu y XVII-XVIII CT. Ha TepeHax ToAiwHbLoro PycbKoro BoeBoAcTBa.
3B’a30K 3 OpiEHTOM iCHyBaB Y KiflbkOX BMMipax: ieMHOMY — Yepe3 CUCTEMY YsIBIEHb MPO
nogen, gnopy Ta dayHy TUX KpaiB; peniritHomMy — 4epe3 MiCIOHEPCbKUA KOHTEKCT
DISNbHOCTI, B JaHOMYy BUNagky, MoHaxiB ToBapucTBa Icyca; TopriBesisHOMY — yepes peui
3pobneHi Ta npmBe3seHi 3i brimsbkoro Ta [lanekoro Cxoay, a TakoX y NOBCAKAEHHOMY — Yepes3
B3aEMMHWN 3 NpeaCTaBHMKaAMM HauUiOHanNbHUX rpomaf, Takmx 9K BipMeHW, eBpel, Tatapwy,
Typku Ta iHWi. Lli BUMipn B3aeMUH | BU3Ha4Yann KynbTYPHUMA KOHTEKCT MicTa, SKUK
dopMyBaBCS Ta iCHyBaB Ha NepeTuHi ABOX umBinizauin Cxoay Ta 3axoay.

Cnuncok BUKopUCTaHUX XKepen Ta flitepatypu”
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Album Congregationis Sodalium Nobilis urbis Leopoliensis sub titulo B. Mariae Virginis Elisabetham
Visitantis. In templo Collegii Societatis lesu erectum 1630. Restauratum 1735. [ENeKTpOHHWUI
pecypcl, Pexum noctyny 0o pecypcy:
https://polona.pl/item/album-congregationis-sodalium-nobilis-urbis-leopoliensis-sub-titulo-b-mari
ae-virginis, NTE2NDU5Njg/7/#info:metadata;

Annuae litterae Societatis lesu anni. 1585 Ad patres, e fratres eiusdem Societatis. Romae: In
Collegium ejusdem Societatis, 1585;

AWEDYK K. Opisanie Wszystkich dwornieyszych okolicznoSci Nawrocenia do Wiary S.
Contra-Talmudystow Albo Historya Krotka Ich poczgtki y dalsze sposoby, przystepowania do Wiary
S. Wyrazaigca. Za pozwoleniem S. Zwierzchnosci Do wiadomosci publiczney Podana. Drukarnia
Akademicka J.K.M. Coll. Soc. JESU. 1760. [EnekTpoHHMI1 pecypc], Pexum goctyny 0o pecypcy:
https://polona.pl/item/opisanie-wszystkich-dwornieyszych-okolicznosci-nawrocenia-do-wiary-s-co
ntra-talmudystow,0DQyODYwNDM/4/#info:metadata;

Barbary [EnekTpoHHMI pecypc], Pexxum aocTtyny no pecypcy:
https://www.britannica.com/place/Barbary;

BETLEJ A. Ko$cidt p.w. SS. Piotra i Pawta oraz dawne kolegium ks. Jezuitéw. KoScioly i klasztory
Lwowa z okresu przedrozbiorowego. Krakéw, 2012. T.20. S. 71-132;

BORNIOTTO V. Images of the Turks in Saint Francis Xavier’s Iconography: between Conversion and
Evangelization. A Mediterranean. Other Images of Turks in Southern Europe and Beyond (15 th— 18
th Centuries). P. 231-260;

DONG S. The Tartars in European Missionary Writings of the Seventeenth Century. Foreign Devils
and Philosophers. Cultural Encounters between the Chinese, the Dutch, and Other Europeans,
1590-1800. 2020. P. 82-103;

Encyklopedia wiedzy o jezuitach na ziemiach Polski i Litwy 1564-1995/ oprac. Grzebien L. Krakow:
WAM, 1996.;

Iconologia Di Cesare Ripa Pervgino [...] : Nella Qvale Si Descrivono Diverse Imagini di Virtu, Vitij,
Affetti, Passioni humane, Arti, Discipline, Humori, Elementi, Corpi Celesti, Prouincie d'ltalia, Fiumi,
Tutte le parti del Mondo [...] : Opera Vtile. Siena : Matteo Florim-ErdiBartolomeo Ruoti, 1613.
[EnekTpoHHUI pecypcl, Pexum Joctyny 0o pecypcy:
https://polona.pl/item/iconologia-di-cesare-ripa-pervgino-nella-qvale-si-descrivono-diverse-imagin
i-di,ODY5MTg4NzU/8/#info:metadata;

KOWALSKI T. O ks. Michata Wieczorkowskiego T. J., misjonarza perskiego, pracach tureckich.
Rocznik Orientalistyczny. 1936. S. 1-28;

MIAZEK-MECZYNSKA M. Polish Jesuits and Their Dreams about Missions in China, According to
the Litterae indipetae. Journal of Jesuit studies. 2018. Volume: 5, Issue: 3. P. 404-420;

MILLER R. From «Apostle of Japan» to «Apostle of All the Christian World»: The Iconography of St.
Francis Xavier and the Global Catholic Church. Journal of Jesuit Studies. 2022. Ne 9. P. 415-437,
New Britain. [EnekTpoHHMI pecypc], Pexxum aoctyny no pecypcy:
https://www.britannica.com/place/New-Britain-island-Papua-New-Guinea;

PLESZCZYNSKI A. Apostot Nowego Swiata — $w. Franciszek Ksawery i Indianie. Kulturowe i
historyczne konteksty wyobrazen mieszkahcéw Indii i Dalekiego Wschodu przedstawionych na
malowidtach dawnego koSciota jezuitdow w Krasnymstawie. Rocznik Chetmski. 1996. Ne2. S.
75-108;

Saint  Paul Island. [EnekTpoHHuMn  pecypc], Pexum goctyny 4o pecypcy:
https://www.britannica.com/place/Saint-Paul-Island-Indian-Ocean;

SPRUTTA J. Watki misyjne w nowozytnej ikonografi i Swietego Franciszka Ksawerego (w
wybranych dzietach sztuki). Annales Missiologici Posnanienses. 2019. Ne24. S. 119-133;
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WASILEWSKA-DOBKOWSKA J. Pidropusze i turbany : wizerunek mieszkancow Azji w sztuce jezuitéw
polskich XVII i XVIII wieku. Warszawa: «Neriton», 2006;

ApxiB micii «LleHTp BincbkoBoro kanenaHcTtea» J1A YI'KL;

BopoTtbba lNMiBaeHHO-3axigHoil Pyci i YkpaiHm npotu ekcnaHcii BaTikaHy Ta yHii (X — no4aTok
XVII cT.): 30ipHUK. gokymeHTiB i matepianis. Kuie: AH YPCP. IHCTUTYT cycninbHUX Hayk Ta
iH., 1988.;

OOPOLUEHKO [. KopoTkuin Hapuc ictopii XpucTisHcbkoi LiepkBu. BuHHMner: Eknesis,
1949,

AOPY3OEB O. bibninHi Ta MicioHepcbki cloXxeTn B 03000neHHi MapHi30HHOro xpamy CBATUX
anoctonis lNetpa i MaBna y JlbBOBI (KONWLWHIK KOocTen €3yiTiB). Text and Image: Essential
Problems in Art History. 2021. Ne2. C. 25-36;

OPY3OEB O. KynbrypHi nam'atku [apHidoHHoro xpamy cB. an. lletpa i NMaBna (kocten
€3yIiTiB): Kannuuga cB. beHegukTa. EmiHak. 2021. Ne2. C. 76-85;

€3EPCbLKA |. PeniriHi koHBepcii y JIbBOBi HanpukiHUi XVII — y XVIII cTOniTTAX (Ha
MaTepianax MeTpUK XpelleHb KadpegpanbHoro kocteny). YactmHa |: HaBepHeHHSA
XPUCTUSIH-HEKATONMKIB Ta BU XpeLweHHs iyoeiB-OpTOAOKCIB i MycCynbMmaH. BiCHUK
Jlbgigcbko20 yHigepcumemy. Cepisi icmopuydHa. 2009. Ned4. C. 331-384;

KMETb B. IctopuyHi ctyail y JlbBiBCbkin €3yiTCbkin akagemil (1661-1773). Kuiscbka
Akalemisi. 2016. Ne13. C. 173-203;

KMETb B. KpyciHcekun Tageyw Ax (KOpa). EHyuknonedis JIbeosa. 2010. Ne3. C. 151-155;
NOWTWH H. BibnioTeka J1bBiBCLKOro €3yiTCbKOro koneriymy ta ii gonsa nicnsa nikeigauii
ToBapucTtBa Icyca. Kuiscbka akademisi. Ne 18. 2021. C. 109-139;

NOWTWNH H. 36ipka maTtemaTUyHUX KHUT Yy BibnioTeui JIbBIBCbKOro €3yITCLKOrO Koneriymy
(XVIIl cT.). Haykosul wiopidHUK «lcmopisi pesieiti 8 YkpaiHi». 2022. Ne32. C. 32-38;
PAOKOBELb IN., PAOKOBELUb I. €3yiTn y JIbBOBI. [anuybka 6pama. 2001. Ne2. C. 8-11;
TUMOLWEHKO J1. Pedopma i kpusa (go 425-pivus bepectencbkol yHii) [EnekTpoHHun
pecypcl, Pexnm aoctyny Ao pecypcy:
https://www.historians.in.ua/index.php/en/avtorska-kolonka/2885-leonid-timoshenko-reforma-i-k
riza-do-425-richchya-berestejskoji-uniji;

YKkpaiHcbKa pagsiHcbka eHumknonegis. Kuie: fonoBHa pegakuis YPE, 1982. Tom 7;
LleHTpanbHUi gepxaBHUn icTOpUYHUIA apxiB YkpaiHn B micTi JlbBosi (LWAIAJT). ®oHg 197.
Onuc 2. Cnpaga 327. 91 apk.;

LleHTpanbHun [depxaBHu icTopuyHMA apxiB YkpaiHn B micTi JlbBosi (LIOIAJT). ®ong 52.
Onuc 1. Cnpasa 234. 306 apk.
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CxiOHi croxxemu e icmopii FapHi3oHHO20 xpamy cessmux anocmouiie lempa i Maena
(kocmern e3yimie) y JIbeoei

Biokpummsi y epyOHi 2011 p. KOMIUWHLO20 Kocmerly €3yimie cessmux arnocmorie Nempa i
lMaena y Jlbeosi, sKkul ompumas cmamyc 2apHI30HHO20 xpaMy, akmyarsidyeasno rnumaHHs
00CNiOXEeHHSI ma OCMUCIIEHHS U020 iCMOPUKO-KyfibmypHOI crnaduwuHu. CeoepiOHUM
KamanizamopoMm yux cmyodil € rnpoyec pecmaspauii uepksu, skulti posrnodaecs y 2012 p. i
mpueae Ooci. Y 3HayHil Mmipi, nompeba ¢haxoeoao 8iI0HOBMNEHHSI 0300651eHHS XpaMy
3ymosuna eenuky yeacy 00 MucmeumeosHasyux ma ICmopuyHUX OOcCriOxeHb Hald
eKkcmep’epoM ma iHmep’epamu cesimuHi. 3 oensidy Ha me, wo deKkopauis UepKeu 8UKOHaHa,
30ebinbwoeo, y XVII-XVIII cm. ii eug4eHHs1 0ae MOXIUgicmb Kpauw,e 3p0o3yMimu MucmeubKy
ma pernieiliHy Kyrnbmypy peaioHy mo2o Yacy. Pasom 3 yum, maki O0cCiiOXeHHsS Oaromb
MoXriugicmb sug4amu U MiKpez2ioHarnbHI KyrnbmypHi e3aemosrnueu. OOHUM 3 npuknadig
Ub020 € croxemu, roe’ssiaHi nodismu i Hapodamu, SKi npoxueanu Ha brusbkoMy ma
Lanekomy Cxodi. CxiOHa memamuka 3alimae ocobrnuse micuye y OisifibHOCMi MOHauW o020
32pomadxeHHs1 Toeapucmea Icyca, ke 0OCsieHYrio0 3Ha4yHUX ycrixie y rnowupeHHi Crioea
boxoz2o Ha mepeHax OpieHmy exe y XVII-XVIII cm. Sk ceidyampb Oxepena, Jlbeie mex
gidiepasas 3Ha4yHy posib y «CXIOHUX» rraHax esyimie. 3okpema, micmo gidiepasario porib
C80€PIOHO20 UeHmpy 3 sKo2o cmpykmypa Toeapucmea nocmyrnogo po3wupsnacs Ha Cxio.
3okpema, 38i0cu Oesiki MOHaxu gidnpaensnucs Ha micii 00 OcmaHCbKOI iMrepii ma 6ruXHIX
3emerb. Takox, mym rnepebysarna 3Ha4Ha KirlbKicmb rpedcmasHUKie pidHUX Hapoodie Cxody,
ceped sKux MoHaxu 30ilCHro8arniu MicioHepcbKy OisinbHicmb. Bce ue 3Halwirio ceoe
g8i00bpaxkeHHs1 y MucmeupKil 03006i ma JdisinbHOoCMi exe 32adysaH020 XpaMy C8amux
anocmonig lNempa i lNaena. He3zgaxkarodu Ha me, WO CXIOHIi CHoXXemu MOXHa 8UOKpeMumu 8
OKpeMy 2pyrly Or1si 8UBYEHHS], BOHU CMaHOBUSIU Op2aHidHy cKradosy 3azasibHoi 0eKkopauii
uepkeu 8 ocHogy siKoi byrna rnoknadeHa idesi MicioHepcmea. 38axato4u Ha suujecKkasaHe,

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2023.1(15) | 111



ANCIENT, MEDIEVAL AND EARLY MODERN ART

OaHa cmamms € crpobor mpakmyeaHHsi 0300651eHHsS [[apHI3OHHO20 Xpamy cee. arin.
lMempa i [laena (KonuwHil Kocmen €3yimig), ea2oMy 4YacmuHy SKO20 CMaHoersimb
croxxemu, rnoe’si3aHi 3i Cxo0om y moao4yacHoMy pO3yMiHHI.

Kno4oBi cnoBa: e3yiTn, kocten €3yiTiB, [apHi30HHUIN XpamMm, J1bBiB, NbBIBCLKUI €3YITCHKNI
Koneriym, copecku, cB. IrHaTin Jlonona, cs. PpaHumck Kcas’ep, MiCioHEPCTBO.
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TRUCAGE, ABO O1MH BUNALOK I3 ICTOPIl ®ANbLUYBANbHULTBA
Onbra AneHbKo
Trugare, or one case from the history of the forgery-making
Olga Apenko

The paper is a part of the author’s larger research on the history of restoration of Limoges painted
enamels in the end of the 19" and the beginning of the 20" century in Paris. It treats about a
well-documented case of a French restorer and merchant Simon-Emérique Pierrat, accused in
1858 for selling false Limoges enamels to the members of the Rothschild family. The transcript of
this process sheds light on methods and approaches used by some XIX" century forgers in the field
of applied arts. Due to the high rank of his deceived clients, Pierra’s case was widely known by his
contemporaries, and the restorer himself was considered as a faker par excellence. To succeed in
his business, Pierrat, used to acquire enamels produced by his contemporaries and resell them to
collectors. To make them look ancient, the restorer used to add some dirt and fire it on the object,
so that it looks like the dirt of the time. He also used sophisticated narrative methods to add more
credibility to his merchandise. However, sometimes objects talked for themselves. That is why, the
presence of decorative elements imitating antique vases discovered during the Herculaneum
excavations on a Renaissance enamel allowed an expert to expose a fake at the Rothschild
collection and thus put an end to Pierrat’s fraudulent business. The method of his trucage (fr.
Process or set of processes used, in the field of decorative arts and fine arts, to make fakes,
counterfeits of antiques — Larousse) was largely discussed and denounced, but was also, though
rarely, seen as a natural result of collectors’ blind chase over authentic Limoges enamels at the
time. As the question of false objects and “honest” imitations rises for museum curators all over
the world, such testimonies could be seen as a valuable piste to follow for a better understanding
of the XIX"™ century applied art market context and its actors.

Keywords: Limoges enamels, Rothschild, Simon-Emérique Pierra, trucage, applied arts, forgery,
false enamel, XIX" century.

Hocnigpkyoum Konekuito emanen HauioHanbHOro myseto MUCTeLTB iMeHi borgara Ta
BapBapu XaHeHkiB, MUY 3iLLTOBXHYSUCA 3 TUM, LLO MaXXe XXOAEH i3 Cy4aCHUX EBPOMNENCHKUX
Katanoris My3eMHMX KOMEKUil IniMo3bknX emanenm He obxoantbca 6e3 posginy,
NPUCBAYEHOrO Ni3iHIM iMiTauiaM UMX npeaMeTiB. |aeTbcs K Npo cepeaHbOoBIYHI BUIMYACTI
emani Xlll — XIV cToniTb, Tak i NPO peHecaHCHi ManboBaHi*® KiHUSA XV — no4vatky XVII-ro
CTONITTSA. [XHE KOMitoBaHHs i3 4OBPOYECHOI0 (BiATBOPEHHS 3abyToi TeXHOMorii, npoJax sk
MoOepHUX 3paskiB) Ta HegobpodecHo (30yT nig BUrMSAOM LaBHIX emarnen) MeToro cTano
npegMeToM yBaru OOCIiIOHUKIB iCTOPIl AeKopaTUBHO-NPUKNaAHNX MUCTELUTB (OuB.: Baratte
1999, p. 129-135; Tait 1992, p. 120-126; Tait 1999, p. 137-144). TexHiko-TeXHOMOr4yHa

3 Xo4a [0 HUX YacTille 3acCTOCOBYETLCS TEPMiH «PO3MUCHI», BiH BUAAETLCA KanbKOBaHUM 3
POCINCBKOI, TOAi SK OpuriHarbHUM (PpaHLy3bKUM TEPMIH «émaux peints», HA Hally OYMKY,
KpaLle nepeknagartu sik «ManbOBaHi».
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eKkcnepTnsa Ta CTUNICTUYHUA aHanis3
2/ CONNATSSANCES UTILES A{y) = vonewtnx  spasds i3 ronexi
f.ﬁr@ %t*{ﬁ}, EBPOMENCLKNX MY3€iB Ha CbOrOAHI
kK CLCT[ON”EURS w:i,  [OO03BOMNATb Kypatopam Konekuin 3
OinbLUoto yn MEHLLIOKO Mipoto
BMNEBHEHOCTI BUPI3HATU emani, SKi
nuLIE «BOAKTb» aBTEHTUYHI NpeaMeTH.
YTiM, apxiBHUX MaTepianis, siki JjaBanu
© yneBHeHi BIgMOBIAI LIOAO iMeH
dranbluyBanbHUKIB Ta nNpodaBuiB, a
TaKoX MeTofiB iXHbOI pobOTU, HE Tak
Garato. Tum LiHHIWKM €
3a10KyMeHTOBaHu Brnagok cyay npoTu
npogasus danbWuBMX emanen, npo
AKUN ITUMETbCA HUXKYeE.
Benbmu nonynspHi B 4acum CBOro
BUPOBHMLTBA, NiMO3bKi eMani 3HUKNK 3
MOAW Ha MamXe ABi COTHI POKIB, i 3HOBY
BUHUKIM Ha KONEKLiOHEPCbKNX obpisx
novmnHatroum 3 cepeauHm XIX ctonitra. Y
uen yac y ®paHuii onybnikoBaHo nepLui
3Ha4yHi npaudi, nNpuUcBAYeHi icTopii
(Molinier 1885), TexHonoril
BUrotoBrneHHa (Popelin 1866; Meyer
1894; Meyer 1895) Ta pecTaBpauil
emanen (Ris-Paquot 1883), a TakoXx
KaTanorm npuBaTHMX Ta [OepXKaBHUX
30ipok (Pillet 1861; Sauzay, Lievre 1863;
‘ 17RU5_EIEEELIEU PAR]S Darcel 1874; Darcel, Molinier 1891). IxHi
J'ni Df’ﬂﬂaﬂanaxHLrPu Paul Fudel, Trues et Truqueurs, Altérations, ~ aBTOPU — Anbdpen [Hapcen, Eminb

A -
LIBRAIRIE-MOLIERE

fraudes et contrefocons devoilées. Paris - Uibrairie Moliére, 1907, MoniHbe Ta IHLLI 3HaBL|,| AKi
nepeBaxHo Hanexalnu Ao
cepegoBuwia JliMO3bKkOro apxeorioriYyHOro ToBapucTBa — 3pobunu nepuwi  cnpobwu

Knacudikauii Ta atpmbyuii unx TBopiB. HanpukiHUi CTONITTS Bneple 3'aBUnmca npakTu4Hi
TpakTaTn, NPUCBAYEHI BUTOTOBEHHIO eManen 3a 3aHOBO BIAKPUTUMU AaBHIMU peLenTamu,
0cobnnBO 3Ha4HI 3 AKMX HanexaTtb aBTopcTBy Knayaiyca Nonenena ta Anbdpena Meepa.
He OuMBHO, WO BXe 3a KOPOTKMA Yac 3'aABNAKTbCA Meplli KPUTUYHI ronocu, siki
BUCMOBMIOKOTLCSA NPO NOSIBY HA PUHKY NigpPO0OOK, SKi iMITYOTb 30KpeMa aBTEHTUYHI NiIMO3bKI
emani (avs.: Eudel 1882; Eudel 1907).

Xo4va OBinblWicTb 3ragaHux NPaKTUYHUX TpakTaTiB AaTyeTbCA OPYrok NOMOBUHOD
CTONITTS, Ta eKCNepuMEHTN 3 BiAPOAXKEHHA TEXHOSOTII i yCnilHe 3acToCyBaHHA 3000yTUX
3HaHb emManbepamMy HOBOMO MOKOMIHHS MoYanuca 3HadyHO paHiwe. Taka nigBuwleHa
aKTUBHICTb NMOKACHIOBarachb TUM, WO Ha XBWUITi BiapogKeHHs iHTepecy Ao CepeaHbOoBIYYS Ta
PeHecaHcy, KonekuioHepy MNpUCTPACHO BULLYKYBanWHOBI npegMeTn Ansd cBoiX 36ipok
emanen. EamoH ato Commepap (1817 —1885), nepwmm kypatop Myseto KritoHi Ta cuH noro
ocHoBornonoxHuka Anekcangpa g Commepapa, cBigyumB npo MieTeT MOro MOKOMiHHSA
nepeq emanamu: «J1iMo3bki emani cnpaBennBO BBaXXalOTbCHA OOHIEI0 3i CNaBHUX CTOPIHOK
HauioHanbHOro MMUCTeuUTBa Big paHHiX YaciB CepeaHboBiYYsa Ao XVII cToniTTs, i nocnix, 3
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SAKMM Ui JOPOrouiHHI NpeaMeT MUHYIOro 3apas po3LUYKYHTbCSH, Ta 3Ha4YHa BapTICTb, Y AKY
OLIHIOKTb Ui BaXKNMBI TBOPM NiMO3bKOro BUPOBHMLTBA — BCE Lie Cia4mTb NPO NONYNSpPHICTD,
SIKOIO BOHW KOPUCTYIOTLCA Y Ny6rikn» (Sommerard 1883).

In. 2-3: nnacmuHa XKaHa | NeHiko "Ceama ee4veps” (651. 1530 poky) Ao i nicris pecmaspauii e
maticmepHi Anbgppeda AHOpe (Il nosoguHa - KiHeub XIX cm.). Teip nepebysae y Komekuir
HaujoHaneHoi  2anepei BawuHamoHy, inv. 1942.9.289 (chomo i3 calmy malicmepHi
http://www.maisonandre.com/).

Came B TakOMy KOHTEKCTi BUHMKAE irypa TOro4acHoOro «pemMOHTYyBarbHUKa»
MucTeuTBa. [locnyroByouMCb TakuM TEpPMiH OO0 Moden, SKi onikyBanucs HagaHHAM
OHOBIEHOro BUIMAAY OaBHIM nNpeameram, MM OyMaemMo MNpPO CROBO «réparateur», siKe
nepeBaxHO BUKOPUCTOBYBANM WOA0 HUX. Ha BigMiHY Big cy4acHOro «restaurateur», Bif
«réparateur-a» OdYiKkyBanocsa sikomora Ginbll MOBHE BiAHOBMEHHSA MOYATKOBOrO BUrNAAY
TBOPY, MOBEPHEHHSA MOro A0 «HOBOro» BMAY — BMMOra, WO Mano B 4Yomy 36iraetbcs i3
Cy4acHOK HaM pecTaBpauifHO eTUKoK (OuB.: Tait, Freestone 2002; p. 117-122; Schwahn
2012, p. 122-129). Ana Toro, abu OTpMMyBaTX 3aMOBJSIEHHS B 3aMOXHUX KONEKLiOHepIB,
«réparateur» MaB MOEAHYBaTU BUCOKI TEXHIYHI BMIHHSA emarbepa, 3HaHHS iICTOPUYHOrO
KOHTEKCTY, KOMEpPUINHUMN TanaHT Ta Heabudaki KOMYHiKauinHi HaBuyku. HanbinbLu
«MefinHuM» BTiNeHHsM Uiel noctati ctaB CimoHa Emepika ’eppa. lNoynHatoum 3 1858 poky
I @K 0O KiHUS CTONITTH, MOro iM’'a Yyumano pasiB (irypyBano Ha CTopiHKax KHUr (Rochefort
1862; Eudel 1882, 1884, 1887) Ta nepioaukn (Ous.: Le Moniteur, le 16 octobre 1858; Journal des
amateurs d’objets d’art et de curiosités, 1858, T. V, p. 123 ; Falize 1859). Yepes Bunagok, npo
KU NTUMETBbCA HUXYe, [1'eppa nocTtaBaB K dpanbluyBarnbHUK par excellence, MaucTep Ha
BCi pyKK, AKOMY BAaAnocs BogHo4ac 06BeCTn HaBKOSO NasnbLs HaMBILOMILLOro ekcrnepra Ta
HampecnekTabenbHILOoro KnieHTa cBoro yacy. Moro Aaii dpaHLy3bkol Hasvsanm trucage
(npouec abo Habip npoueciB, WO BUKOPUCTOBYKTLCA B ranysi OeKopaTUBHOMO Ta
06pa3oTBOPYOro MUCTELTBA 4115 BUrOTOBMNEHHSA NigpoboK aHTMKBapiaTy — Larousse).

[atn XuTTa uboro pecrtaBpartopa, Ha >anb, He Bigomi. OgpyxeHun i3 BOOBO
iHLWOro 3HaHOro pecrtaBpaTopa npegMmeTiB mucteutBa, ETbeHa-LLlapna Kopnne (1781 -
1847), BiH, IMOBIPHO, TpMBanNumM Yyac MeLlKkaB Mig OAHMM JaxoM i3 noro cMHoMm Anbdpeaom
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Kopnne (1827-1898), Tex pecTaBpaTtopoM, Ta iHWWMW [OiTbMWU CBOro Kosnern. Big
Kopnne-cTpaworo nomy fictaBcs He nuwe ByauHOK i 4iTy, ane n Monogumn cniBpobIiTHUK,
Anbpen AHOpe, ManbyTHIn nigep
pecTtaBpaTopcbkoro cBiTy [lapwxa.
OcTaHHin noknHyB ByamHok [Mbeppa y
1857, 3a pik 4O CnaBeTHOro npouecy.
Mpo ui 6iorpadivHi AaHi My gisHaemocs
3 pykonucHoi 3anucku >KaHa-)Xoseda
Mapke pge Bacceno (1871-1946),
BM3HA4YHOro jocnigHuka emani,
NyBPCbLKOro xpaHutensa (1902-1925) Ta
avpektopa Myseto KrnitoHi (1926-1933),
wo 30epiraeTbCa $K 4YacTMHa KOro
doHay y BigAini NpUKNagHoro
mucteutsa Jlyspy.

Binomo, wo [Teppa BuKOHyBaB
dyHKUIT pecTaBpatopa Ta TOproBus
npegMetTammn mmucteutsa. Ha xanb, He
BAanocs  3HaUTUM  OOKYMEHTanbHUX
CBigYeHb WOOO MOro  yyacti B
pecTtaBpauil Yn npogaxi emanen, siki
nepebyBaloTb 3apa3 Yy HauioHanbHUX
konekuisix. OgHak Ginblie BiAOMO Npo
MOro «BHECKM» Yy 30ipkn Kepamiku.
Cepea HuHI BigoOMMX npegMeTiB, SKi
NPoOuLLINN  Yepes WNOoro  pykn, —

I, 4. Ewen Mani, Anechoqe de Pomuwined y anacHil cransHi e NPAMOKYTHa Kepam iYHa nnacTtuHa

Chiteou de Ferrigres, avaapens, on. 1865. 1542-10 poKy (|3 HaMUCOM « 1543 » nicns
pecTtaBspadii M'eppa), sika 36epiractbca y Myseil kepamikn B CeBpi (Poyer 2003, p 121-133).
3a cBigyeHHsaM pocnigHuka lMackana Macce, mix 1854 Ta 1858 pokamu pectaBpaTtop
npogas [eHicy-Llesipe Piokpo, nepLuomy agmpektopoBi My3eto CeBpCbKoi MaHydakTypu (i3
1823 0o 1872 poKy), ABaAUATb TPY PIBHOMAHITHI KepaMmidHi npegmeTn. [’'atb i3 HUX Bynu
npogaHi sik TBopm [lanicci (6n. 1510-1589 abo 1590), y TOMYy 4MUCni OAWH, SKUA MICTUB
300paxeHHs Jltogosika Xl (1601-1643). [locnigHMK Npunyckae, LWo AUPEKTOp CTaBMBCA 0
[Meppa 3 Takow BENWKOK [OBipoto, 60 [aBHO KOPUCTyBaBCA WOro nocnyramu siK
pectaBpaTopa (Massé, 2011, p. 113, note 22).

Cypnosui npouec, yunHeHu Hag CimoHoM Emepikom M'eppa 14 XOBTHA 1858 poOky,
OyB Hacnigkom MNo30BY, NO4AHOIO NPOTU HbOro rpadomM AnbgoHcom e PoTwmnbgom Ta
6apoHom NocTtaBoM e PoTwmnbaom Ao KopekuinHoi noniuii MNMapwka. Y Homepi 9841 Big 15
XKOBTHS 1858 poKy cneuianidoBaHoi «CynoBoi razetu. XKypHany topucnyHaeHLUii Ta CyaoBux
pebatiB» («Gazette de Tribunaux. Journal de jurispudence et des débats judicaires»)
3adikcoBaHO MPOTOKOM LUbOro 3acifaHHs. [1'eppa 3BMHyBadvyBanv y ToMy, WO BiH Npoaas
PoTwwunbgam HOBI ManboBaHi emMani nig BUrnsSaoM gaeHix npeametie 3 Jlimoxa, i Te 3a
3Hay4yHy cymy Yy 25 000 ppaHkiB.

[MpounTynmMo pparMeHT i3 UbOoro NPOTOKOAY:
«[llaH npe3udeHm :
- lbeppa, sac 38uHys8adytome y waxpatcmsi. 5ke eawe 3gudaliHe 3aHIMMS?

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2023.1(15) | 116



MODERN AND CONTEMPORARY ART

3suHysa4vysaHul :

- 5 pecmaspamop npedmemie mucmeumea, rnaHe rpesudeHme.

lNaH npe3udeHm :

- 38uHysauyeHHs1 cmeepOxye, Wo 8u rpodasanu sk 0aeHi 3pobreHi eamu camum
npedmemu. To 6ynu npedmemu He 6e3 sapmocmi, ye rnpasoda, ase 3pewmor 8apmicmsb
ixHs 6yna nuwe esiOHocHow. Bu nokpueanu ix 6pydom, abu edamu, wo 80HU rnpolwnu
Kpi3b 8iKu, i 3a 00NMOMO20t0 UbO20 ObmaHy, Uub020 waxpaticmea, eu rnpodasasu ix 3a
HadMipHUMU YiHamu. Bu 3anydunu 0o uiei 31o4uHHOI cripasu 6idaky, sikul 200ye CiM’ro,
naHa Llllase, sikuli He mae XO0OHO20 ysiereHHs rnpo O0aeHi npedmemu. Bu ckopucmarnucs
HUM, wob eminumu e sernuke waxpaticmsgo wo0oo naHa 0e MoHsirs.

3suHysauysaHuli :

- lNpedmemu, npodaHi naHosi MoH8Irn manu 3Ha4yHy UiHHICMb.

lNaH npe3udeHm :

- lNumaHHs He 8 uybomy. llje pa3: y Hux byna nuwe 8iOHOCHa UiHHICMb, He
maka, siKy 6 80HU Maru, sKkbu 6ynu cripaedi 0asHiMu, a 8u rpodasarsu ix K came maki.

3e8uHysa4yysaHUU :

- A Hikonu He Ka3as, wo mo 6yriu 0asHi meopul.

lMaH 3acmynHuk NMeppo :

- O, mo su 3anepedyeme? Arne x 8u nornepeodHbO 8 UbOMY 3i3Hanucs?

3e8uHysa4vysaHUul :

- LlJo eoHu 6ynu daesHimu ? Ta Hikonu ! [...]». («Gazette de Tribunaux. Journal de
jurispudence et des débats judicaires», 15.11.1858)

[ns Toro, wob yBectn B omaHy PoTtwunbgis, IN'eppa 3006yBCcs Ha XuTpun nnax. BiH
nigicnae ceoro areHTa LllaBe 0o ekcnepta npegmeTiB mucteuTtBa Ta 6oTaHika Innonita
Byacensa ne MoHBins (1794-1873), kM cnyryBaB NOCEPEAHUKOM MiX pUHKOM Ta Bpatamu
Potwwunbgamu. 36nusmsinck i3 HUM, [1'eppa, SKMA Ha TOW 4Yac yxe MaB YyCTaneHy
penyTauito pectaBpartopa, Hagicnas ae MoHBinesi «[...] rapHy CiNbHUYKY 3 rpM3ansieBoro
eMansno Ta NnopTeT YoroBika, Takox 3 emani. [NopTpeT 6yB aBTEHTUYHMM, A iHLWIWW NpeamMeT
Ganbwmsum (6o came Tak 6epyTbca 3a Te, WOO oOQypuUTH : NEPEMILLYIOTL CMPaBXHE 3
nigpobHUM» (i3 NpoToKoNy 3acigaHHs, «Gazette de Tribunaux. Journal de jurispudence et des
débats judicaires», 15.11.1858). HanmaHun npauisHuk [M'eppa naH LlaBe nepenosis ae
MoHBinesi BuragaHy iCTopito NpPo ABOX CNagKOeEMLUIB, siKi MelwkalTb y Apni i, SKi, 4K
3naeTbes, OyayTb roToBi NpogaTu MOMYy BUHATKOBOI Kpacu emani, 3a yMOBW, WO iXHi
0COBUCTOCTI 3anuaTbCs iHKOTHITO. Taknm ymHom, Byacens ae MoHBinb npuixas 4o Apnito,
Ae, y Mamxke 3aragkoBmx obcTtaBMHax, OTPMMAB Kiflbka NpeaMeTiB Ha [O4aTOK A0 TUX, SKi
nomy Bxe npueesnu o lMapwmxka. Ocb sk ge MOoHBINb onnucye nNnpegMeTn, oaepkaHi Big
Meppa:

«[...]JcKpUHbKa 3 emansto, 08i CirlbHUYKU, Yawa, mex 3 emarsnto, a 00 moeo X we 08i
mapeni [anicci. CKkpuHbku 6ynu 030065eHi cydacHOw emarnno, ane 0ns mozo, abu
obmaHymu Kpauwe, 0o Hux 0odanu aHmuyHi onpasu. Ocbk K MeHe 80arniocsi obmaHymu.
CinbHuy4Kku 6yrnu 3HU3y OasHimu, a 32opu Hogumu. A w,odo maperned [llanicci, mo 8oHu 6yru
asmeHMUYHUMU, SIK Mo U poburnocs y 38UYHUX Or1s1 HUX CyMiuiax, rpo siKi S 8XKe 8i8 MO8y . »
(«Gazette de Tribunaux. Journal de jurispudence et des débats judicaires», 15.11.1858)

CyKeHHS Wwoao aBTEHTUYHOCTI NPeaMETIB, 3BICHO, BUHOCUMMUCA PETPOCNEKTUBHO.
Y MOMEHT OTpUMaHHs NpeaMeTIB Bif 3aragkoBMX 3aMOXHMX cnagkoemuiB e MoHBinb
3antobkn npuabaB 3anponoHOBaHi emMani Ta kepamiky ans PoTwwunbais, a Ti iX pago
npunHanu. 3a cnosamu lNona Opens, nuwe BisUT monogoro epyauta Wapns MaHrerima
(1833-1910) go AnbdoHca ae PoTwwunboa O03BONMB BUNAOKOBO BUKPUTWU 34iIMCHEHE
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lwaxpancteo (Eudel 1882, pp. 153-154). Ornsgatoyum NpecTukHy Komekuito, MaHrenm
Bi3HaAuuB, WO 03000neHHs aedaknx emanen, wo manu 6 6yTn BUrotoBneHi y XVI CTONITTI,
BiATBOPIOBANM [OEKOP aHTUYHUX Ba3, BIOAKPUTUX Mig 4YaciB poskonis [epkynaHymy, SKi
novanuca nuwe y 1710 poui. Lls npocTta noriyHa onepauis nocrtasuna nig 3arposy
noganble QyHKUIOHyBaHHA cuctemun naHa [l'eppa. CygoBuin npoTokon 3adikcyBaB
nepesipeHi cknagosi uiei cuctemn, wWo Manu 6 i uboro pasy npmBecTn [Teppa Ao
rapaHtoBaHoro ycnixy. CTBOpeHi CyyacHUMM emanbepamu, npeameT  LWTYYHO
3icTaproBanuca nepea npogaxem:

«[aH npe3udeHm:

— YHu esaxaeme su, wo npocma rusnKa, wo crnadae Ha npedmemu mMucmeymaa,
gucmaserieHi 'y MalcmepHi, MOXe cgopMysamu maky epsi3loKy, sKka eKkpusana mi
npedmemu, siki gu npudbanu? Lle cucmema lMeppa.

Ceaidok:

— O, naHe npe3udeHme! [ns mozo, wob 3Hsmu rnus, docmamHeo 6yro 6 mpiwku
800U 3 MUJIOM YU KpariuHKu 8UHHo20 criupmy. A 0ns moeo, wob no3bymucs miei
2pA3K0KU, 51 6paes rnanuyku, 3MOYeHi i 8 arnkozorii, | 8 emepi — ane Hi4Yo20 He doromMmazario.

lNaH npe3udeHm:

— | ye nidmeepAdurio sawe nepeKoHaHHs y momy, wo mo byna epsi3toka cmornims?

Ceidok:

— besnepeyHo. BiomoOdi s1 0isHascs rnpo me, ik 80HU Ue poburnu: 3aHyprosarnu emarii
y Hegi0oMO-5IKy pedo8UHY, sika pobumb maky 2psi3toKy, a nomim obnikanu rnpedmem we
pa3, pa3om i3 Heto. Tox merep eu po3ymieme, YoMy 8oHa mak dobpe mpumaemscs. I
HiYUM He MOoXnueo sudanumu» («Gazette de Tribunaux. Journal de jurispudence et des débats
judicaires», 15.11.1858).

Mig yac cyny nyHanu iMeHa Jeskux emanbepiB-cydacHukiB Meppa. 3a cnosamu
npesngeHTa npouecy, Ana Toro, wWwob BuMpobUTM Ui «niMo3bki emani», [1eppa
BUKOPUCTOBYBaB TBOPW Takux Manctpis sk Meep, bnaHwap i PoT. HixTo i3 HUX He cBiguns
Ha cyai, abo NnpuHanMHI ixHi crnoea He Bynu BiATBOPEHI y mxepenax, siki My umuTyemo. LLo6
NPOOOBXMTM CAINCOK MUTLIB, SIKi, MMOBIpHO, cniBnpautoBanu 3 CimoHom Emepikom M'eppa,
MOXHa JodaTh TuX, NPO SKUX 3ragye y CBOIX HOTaTKax BU3HAYHUW ekcnept i3 emani,
nyBpcbkun kypatop »XaH Xosed Mapke ge Bacceno. 3a noro cnosamu, Toproeeupb «|...]
MaB 3a MuTUIB naHi Annyanb Ta naHa boccye 3 CeBpcbkoi MaHydakTypu. dopmmn x
ctBoptoBaB LLlapne, emanbep (4nin ByamMHOK AoCi CTOITb Ha Bynuui MoHmopeHci» (Mapke ge
Bacceno, 22 6epesHs 1909, apxiB XpaHUTeNs y Bioaini npuknagHoro mucteutsa Jlyspy).

HocnigHnys apxiBiB CeBpcbkoi MaHydaktypu ®dnopaHc CniTiH 3a3Hadvae, Wwo
«aHTukBapu sk Meppa» Oynu knieHTammn Takux emanbepiB sk Akob Meep-XenH, bpatu
Conbe Ta r'pi3 (Slitine 1998, p. 69). Mapke ae Baccerno BBaxas, L0 XXOLHOMY 3 LIMX MUTL,IB
He 6yno BigoMo npo Te, wo [Teppa npogae ixHi TBopu AK AasHi. Lliel x gymkm
OOTPUMYETBLCA He3anexHum gocnigHuk emani NMackanbs Macce (Masse 2011, p. 105-114).

Y pesynesrati cyaoBOro posrnsagy, 3a cBol il 9k panslysansHuka N'eppa otpymas
15 micsuiB TIopMU Ta TUCAYY dopaHKiB WwTpady. 3rigHo 3 Hotatkamun Mapke e Baccero, wo
36epiratoTbCs sIK YacTuHa roro apxisy B JlyBpi, opyxunHa CimoHa Emepika M'eppa 3akonana
BCi iHWi cdpabpukoBaHi 4YonosikoM npegmeTn y 3emnio 6ina  iXHbOro OomMy B
BynoHb-ctop-CeH. Llen 6yanHok nisHiwe npuabas ons ceoei matepi Anbdpen AHgpe —
HanBIZOMILIMIA pecTaBpaTop HACTYMHOrO MOKOSIHHA, 3aCHOBHUK ClnaBeTHOro Maison André
(amB. Kurovets, Barbe 2015, p. 34-45).

Bunagok N'eppa npuBepTae yBary 4o akTyanbHOI npobnemm Toro yacy, sky MoxHa
OKPECIUTM HACTyMHUM 4YMHOM: 4M Oyna npodpecia «pemMoHTyBanbHMKaA NpeaMeTiB
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MUCTeLTBa» CUHOHIMOM dparnbluyBarnbHuKa ? Yn He € HaaTo 3BabnmBolo AM1si KOrOCb, XTO
Mae JOCTyN 40 aBTEHTUYHUX NPEAMETIB | XTO BOSIOAIE 4OCTAaTHIMU TEXHIYHUMW BMIHHSAMU Ta
BUHaXIAIMBICTIO, MOXMMBICTb nodatu iX iMiTyBaTM - TUM Maye, KOMM LUiHW Ha [aBHI
npeamMeT Ha MUCTELIbKOMY PUHKY 3HAYHO NepeBULLYIOTb BapTiCTb MOAEPHUX?

3BiCHO, 3a TaKy CyMHiBHY cnpaBy bpanucsa ganeko He Bci konern 'eppa, a wono
TUX, XTO Taku HaBaXkyBaBCH, YaCOM JIyHanu criByyTnuBi ronocn. PynopomMm oCTaHHix cTaB
agBoKaT Wwaxpas Ha cyai naH Jemaprt:

«IcHye [...] Ha puHKy 0agHix pe4del c8oepiOHa criigydacmb MK rpodasuem ma
rnokynuem. [Nokyneub — ue moul MaHisiK, kuli Hadae suwoi uiHuU npedmemosi, KUl 8iH
8UWYKYE, KOuU ued npedmem rnokpumuti SkoMo2a moecmiuium wapom rusy vacie, i akul
Hasimb BeHepy Mediyi ouiHumb Oopox4ye, SIKUO 80Ha byde eKpuma uiero 2psi3HOKOH —
nameHmom 0OasHUHU, SKUlU 8iH UiHye 6inbwe 3a mapmyp [...] baxaHHs, npucmpacms
nmobumerns, Akul wykae ripedMemu OaBHUHU, ye 3Haumu y HUX xapakmep uiei 0agHUHU.
Bce uye maHumb mopeaosysi, sikul, 1 M08MOPHCS, cmae criigydacHUKoM [...] Mit krnieHm —
UINIKOM YecHUU 4Yorosik ma malucmepHul mumeusb, i 8ce, Wo 8uxodums i3 U020 PyK, Mae,
CKaXxy we pas, CripasxHro UiHHIcmb.» («Gazette de Tribunaux. Journal de jurispudence et des
débats judicaires», 15.11.1858)

Takm viktim blaming MoOXe 3gaBatTvca nuwe @irypolo afBoKaTCbKOro
ANCKYpCY, a BTiM BiH 3aTOPKYeE LifMK Wap po3gyMmiB Npo CKnagHi CTOCYHKM KonekuioHepa
XIX ctonitTa 3 TBOpamu mucteurtBa. Lli CTOCYHKM CMOBHEHI HEOAHO3HAYHMX MPAKTUK,
HaniBTOHIB Ta IHTpUr. YTiM, came Ui npakTuku copmMyBanm obpas b6araTbox BU3HAYHUX
NPUBATHUX KOSEKLN, AKi 3 YaCOM ONMUHUINCS Y My3esX — He ANBHO, LLO Y Hagpax OCTaHHIX
NOCTIMHO 3HaxoasaTbes ixHi cnign. Wo 6inbwe My AgisHaemocd npo  OCOBNMBOCTI
PYHKLIOHYBaHHS TOrOMacHOro MUCTELBLKOrO PUHKY, MPO iCTOpito pecTaBpauii Ta Tpaauuii
MUCTELbKOT eKCnepTm3un, TO YecHiwnmMm byayTb HUHIWHI aTpubyuil npegMeTiB My3enHUX
KOSeKLUin | HHaHCOBaHILLIUMWN MYy3eWHi ANCKYPCW.
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Tracage, a60 OQuH eunadok 3 icmopii ghanbwyeanbHUYMeEa

Cmamms € yacmuHoro 6inbwoz2o docridxeHHs asmopa 3 icmopii pecmaspauii liMo3bKUX
posnucHux emaneu KiHys XIX — noyamky XX cmonimms 6 [Napuxi. Y Hili idembcsi npo
0obpe 3adoKymeHmosaHy cydosy cripasy rnpomu @bpaHuy3bKo20 pecmaspamopa i
mopeosusi CimoHa-Emepika [Meppa, 36uHysa4yeHo20 8 1858 poui 8 rnpodaxy ¢hanbuwusux
NiMO3bKuX emarnel 4YneHam poluHu Pomwunbdie. [Npomokon ub020 rpouecy nponusae
ceimno Ha Memodu ma nioxo0u, sKi eukopucmosysasniu OesiKi hanbcuchikamopu
0eKkopamuegHo-rpuknadHo2o Mucmeymea y XIX cmonimmi. 3ag0siku 8UCOKOMY
coyianibHOMy cmamycy owyKaHux KrieHmie, cripaea [l'eppa cmana wupoKo 8i00MOH
ceped U020 Cy4acHUKie, a camMo20 pecmaspamopa eeaxkasu ¢hbasrbcugikamopom par
excellence. LLJo6 docsiemu ycnixy y ceoemy bi3Heci, [Teppa Kyrnyeae emari, 8u20moesieHi
tioeo cy4yacHukamu, i neperpodysae ix KonekuioHepam. Abu 80OHU 8uansdanu
cmapo8UHHUMU, pecmaspamop 0odasae mpoxu 6pydy, ricrisg 4o20 obrasnrosas rpedmem,
docsiearodu makum YUHOM egbekmy «nusly Yacy». BiH makox eukopucmoegyeas 8UMOHY€EHi
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HapamueHi memodu, abu dodamu we binbwe nepekoHnueocmi ceoemy mosapy. OOHak
iHOOi npedmemu 2o8opursu cami 3a cebe. Came momy Hasi8HICMb Ha peHecaHCHIU emari
0eKkopamueHUX erleMeHmie, Wo IMImytomb aHMU4YHi 8a3u, 8Usi8reHi rid 4ac PO3KOINoK
l'epkynaHyma, 00368051UNI0 eKkcriepmy eukpumu niOpobky e konekuii Pomwunsda i mum
camum noknacmu kpatll waxpatickkomy 6isHecy M'eppa. Mo2o memod, 3eaHull y dxepenax
trucage (¢pp. [lpouec abo Habip npouecis, WO UKOpuUCMOByOMbLCS 8 2asys3i
dekopamueHo20 ma o0bpa3omeopyo2o Mucmeumea Orsi 8U20mMO6r1eHHS Mi0pobokK
aHmukeapiamy - Larousse), WUPOKO 062080pH08aBCS Ma 3acy0xXyeascs, asle maKkox, xo4ya
piOKo, po3ansidascsi SK  MPupoOHUU  pe3ynbmam moe2o4yacHOi  Crinoi  2o0HUmeu
KOIMEKUIOHepi8 3a asmeHmMuUYHUMU JIIMOXCbKUMU  emansmu. OCKIifIbKU  umaHHs
anbwusux npedMmemis i «4ecHUX» iMimauit nocmae reped Kypamopamu My3eig y 8CbOMY
ceimi, maki OOKyMeHmaribHi C8i04EHHSI MOXHa po3ansidamu SIK UiHHUU wirisx 00 Kpauwo2o
PO3YMIHHSI KOHMeKcmy PUHKY [puknadHo2o mucmeumsea XIX cmonimms ma Uo20
y4acHUKi8.

Knroyoei cnoea: Jlimosbki emarni, Pomwunsdu, CimoH-Emepik [Teppa, trucage,
deKkopamueHo-ripuknadHe mucmeuymeo, ¢hanblwysanbHUUmMeo, ¢anbwuei emarni, XIX
cmonimms.

Olga Apenko, curator at the department of Western-European arts at the Khanenko Museum in
Kyiv, researcher at the Department of Applied Arts and the Department of Byzantine and Eastern
Christian Arts at the Louvre Museum.

Onbra AneHbKO, Kypatopka Yy Biggini 3axigHOEBPONEWCbKOro MucteutTsa Yy
HauioHanbHoMy My3el mucteutB iMeHi borgaHa Ta Bapsapwu XaHeHkiB; gocnigHuus y
BigAinax gekopaTUBHO-NPUKNAQHOrO MUCTeLTBa Ta MUCTeUTB Bi3aHTil Ta XpUCTUAHCTB Ha
Cxogi myseto Jlyspy (Mapwx, ®paHuis).
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FPA®IYHA CMAALWNHA P. JTICOBCbKOIO
Y NNbBIBCbKUX BUOAHHAX 1920-X POKIB

OkcaHa MenbHuK, Biktop LUTeub
Graphic heritage of R. Lisovsky in Lviv publications of the 1920s
Oksana Melnyk, Viktor Shtets

The article reveals the peculiarities of Robert Lisovsky's graphic works, made for Lviv publishing
houses in the 1920s. The importance of the communication environment for the artist as a factor
in his creative growth is proven. Daily artistic dialogue with experienced and young artists,
activities in circles, participation in exhibitions and being in demand in the publishing field show
the artist as an important part of the Lviv artistic community. R. Lisovskyi worked on covers,
decorative and ornamental passports for books, screensavers for periodicals, publishing stamps
and emblems. He fundamentally changed the approach to the design of printed publications. He
also formed and popularized a new polygraphic aesthetic among Lviv publishers and readers. A
characteristic feature of these works is the presence of an expressive decorative or pictorial
design. The sources of inspiration were the heritage of Ukrainian national art, interpreted
according to the aesthetic and technological requirements of the time. Also, R. Lisovsky gently
integrates new artistic ideas into his projects. This is evidenced by the significant rate of
innovation in Lviv works. The main features of Lviv works are the synthesis of tradition and
innovation, revealed in decorative motifs and plastic language. Integrity is inherent in the formal
compositional solution of decorative, symbolic and informational elements of covers and applied
works. The individual handwriting of the artist is characterized by the special ratio of black to
white and high graphic culture. Traditional baroque or folk motifs remain a priority for the artist,
but they have a more expressive and constructive formal-plastic design. It has been proven that
the aesthetic function of R. Lisovsky's applied works is as expressive as it is utilitarian.

Keywords: R. Lisovskyi, book and magazine graphics, neo-baroque, tradition, H. Narbut's school,
Lviv printed editions, cover, publishing stamp.

Pobept JlicoBcbkmii (1893-1982) € MOMITHAM MPEACTABHUKOM  YKPaiHCbKOro
HauioHanNbHOro MoAepHiaMy, rpadidHi TBOPU SKOro MOCMIAOBHO penpeseHTyBanu
dinocogito Ta BidyanbHy eCTeTUKy HapbyTiBCbKOI WKonu Ao 80-x pp. XX cT. KHMXKOBa Ta
XypHanbHa rpacdpika MuUTUA W HWHI OEMOHCTPYE NPIOPUTET «HaUiOHaNbLHO» opmu
YKpaiHCbKOro 06pa3oTBOPYOro Ta YXXMTKOBOrO MUCTELTBA, K MariCTpanbHOro LNsxy Moro
po3BUTKY. CbOrofHi, ¥ KOHTEKCTi iHTeHCcudiKauil KyrnbsTYpHUX B3aEMOAIN Ta yBUPA3HEHHS
npobnemun 36epexeHHs HauioHanbHOT IOEHTUYHOCTI Yy  BidyanbHUX MUCTEUTBaX,
AOCNIIXEeHHA TBOPYOCTI HOCIIB Ui€l ieHTUYHOCTI Ta NoLwykK mkepen, opM Ta wWwnaxis il
iHTerpauii y cydacHe MUCTeLTBO 3anuLaeTbCs akTyanbHUM.

Ha paHomy eTani y MUCTeUTBO3HABYOMY HAYKOBOMY [OUCKYPCi € [OOCTaTHbO
HanpautoBaHb, npuceBaYeHnx TBopdocTi Pobepta JlicoBebkoro. 3 pocnigkeHb XX CT.
dyHaameHTanbHUMu ctanu npaudi M. lony6ust «Pobept JlicoBcbkuin» (Monybeub 1926),
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B. CiunHcbkoro  «KHwxkHa rpadpika Pobepta JlicoBcbkoro» (CiumHCbkuin 1927), M.
AHTOHOBWY «PobBepT JlicoBcbkuin» (AHTOHOBMY 1935), M. JleBuubkoro «3ycTpid 3 PobepTtom
INlicoBcbkum»  (JleBuubknin  1956), B. TlNonoBuya «PobGept JlicoBcbkuii» Ta «Pobept
JlicoBcbkni (1893-1982)» (Monosmy 1975; 1984). OnpaubOoBaHi aBTOpaMmn CTOPIHKM XUTTS
Ta TBOopYocTi P. JlicoBcbkoro, aHania Ta aTpubyuis okpeMmx TBOpIiB ccopmyBanmu
TeopeTnyHy 6a3y ans noganbLlumMx HayKoBmx po3Bigok y XXI cT. Lle, 30kpema, 4ocnigKeHHsS
P. AuiBa (Auie 2015) T1a O. MenbHuk (MenbHuk 2007, 2008) 3 T['PYHTOBHUM
MUCTELITBO3HABYMM aHanisom Ta AeTanbHUM Orfis4oM TBOPYOI KOHUENUIT MATUS Y PISHUX
KOHTeKkcTax. BogHo4vac, emirpaHTcbka gonga P. JlicCOBCLKOro ta MoB’si3aHi 3 MM YMHHUKN
BMSIMBY Ha MO0 TBOPHICTb, @ TAKOX BENMUKMIA 06CAr MUCTELbKOro AOPOOKY Y pidHMX cchepax
OPMYHOTb LLUMPOKE KOJIO HEPO3B’'A3aHUX AO0CI NUTaHb. 30KpeMa, NUTaHHS 0CcobnNMBOCTEN
3MICTOBUX Ta CTUNICTUYHO-O0Opa3HMX acnekTiB rpadiyHMX TBOPIB XyOOXKHUKA Y BUAAHHSX
Mparn, Pumy, JloHooHa, JlbBOBa 3 ypaxyBaHHAM 3ararfibHOro couiasribHO-KYNbTYPHOro
KOHTEKCTY.

MeToto gocnigxkeHHs € ornag TBopyocTi P. JlicoBcbkoro y Yac nepebyBaHHS y JIbBOBI
(1922-1927) Ta BUSAAB CTUNICTUYHO-OOPA3HUX XapakKTEPUCTMK rpadidHMX npaub MUTUSA y
NbBIBCbKMX BUOAHHSAX 1920-X pp.

YHikanbHicTb TBOpYOi noctaeu P. JlicoBcbkoro-rpadika nonsrae y Tomy, wo 6yayym
CchopMOBaHUM Ha TEOPETUYHUX Ta NPAKTUYHUX 3acadax HapbyTiBCbKOI WKonny 1917-1920
pp. Ta Makyn 3Mory K eMirpaHT npautoBaT 6e3 XOOHUX iAe0NoriYHMX Ta CTUNBbOBUX AOTM,
BiH MNOCNIAOBHO, MPOTSArOM YCbOro TBOPYOro WAXy A0 80-X pp. XX CT. iLLOB 3axULLIEHNM Bif
pagvKkanbHUX 3MiH Ta BMAMBIB LWISXOM 36epirtumn MiLHUA 3B’A30K 3 ifeMHMMK nocTynartamm
MancTepHi HapbyTa, 3 yKpalHCLKUM KynbTYPHUM KOAOM Ta HauioHaNbHUMU MUCTELIbKUMM
Tpaguuismu. TBOpuiCTb P. JlicoBcbkoro posropTtanacb Ha LLINPOKOMY
NOSIITUKO-KYNbTYpHOMY Thi, a JIbBIB CTaB NPOMIKHOI, ane AyXe BaXKMBOK foKaUieto Ha
wnsxy P. JlicoBcbkoro 3 Knesa go €sponu 11 y J1bBOBI BiH CTBOpMB HanbinbLL BUpasHi Ta
BaroMi 3a CBOiM1 MUCTELIbKUMU XapaKTepuUCTUKaMmn TBOPW.

Y JlbBoBi 1920-Xx pp., He3BaxakwyMm Ha EeKOHOMIYHI Ta couianbHi Herapasgw,
BiAYyBanocb 3arasnbHe NigHEeCEeHHS; MUCTELbKI iHILiaTUBM HacuyyBanu atmocdepy Micrta,
CTBOPIOKOYM KapTUHY OOBOMI CTPOKATy, 3a paxyHOK pO3MaiTOCTi iHOMBIAYanbHUX TBOPYMX
XapakTepUCTUK MUTLIB Ta LiNiCHY, Y €QHOCTI TBOPUTM HOBE, HaLiOHaNbHE 3a CYTHICTIO
MUCTELTBO. Bennkow Mipoto Take nparHeHHsa Byno Bigronocom Ha nogii 1917-1919 pp., 3
SKMMWN NOB’A3yBanucb Hapgii Ha 34006yTTa gepkaBHOI HesdanexHocTi Ykpainu. s pgoba
BiZKpwuIa HOBI iMeHa, 3yMOoBWI1a TBOPYKUM CMSIECK Ta OKpecnuna nepcrnekTnBy BigPOIKEHHSA
Ta po3BUTKY YKpaiHu, ii 06’egHaHHSA B KOHTEKCTI SK iCTOPUYHMX, TaK i MUCTELIbKUX MOAIN.
KynbTypa TOro4yacHol FannynHmn TpakTyBanacs HeBi4 EMHO YaCTUHOHK
3aranbHOYKpPAiHCbKOT KynbTypy Ta, 3a BucnoBom B. CiuMHCbKOro «..TsXina Ao
HapoHinpsaHcbKoT YkpaiHM sik 40 CBOro NpUpoaHoro siapa...» (Siczynsky 1932). OTxe, ymosu
ANS PO3BUTKY HaLiOHanNbHOro MucteutBa ManuumHy Ha noyatky 1920-x pp. 6ynu gocutb
CNpUATAUBAMK, OOHaK, Len po3BUTOK He OyB OM NOBHOUIHHMM 6e3 TicHoro gianory 3
MUCTELTBOM ULiNoi YKpaiHW, NposiBNEHOro B KOHcormigauii TBOpYMX cur, ob’edHaHHi ix
HaBKOJTO CMiNbHUX KYNbTYPHO-NPOCBITHULLKUX ifAen. CYyTTEBMM MOLUTOBXOM [JO OHOBIIEHHS
KynsTypHoro xuTtTa JlbBoBa 6yna chinbHa npaus MicueBMX XYOOXHUKIB — Ta
MUTUiB-eMirpaHTiB i3 HapgHinpaHwmHn. OcTaHHi 6ynn Tieto NOTY)XXHOK TBOPYOK CUSIOH,
gKa npuwsmalnia opraHidauito  KyrbTYPHO-MUCTELLKOro XUTTA cTtonuui  anuymHn,
CKepOBYHO4M NOro A0 PiBHS «3aranbHOYKPaIHCLKOro, a 3rofoM i EBPONENCHKOro KOHTEKCTIB»
(Pepopyk 2002, c. 88). Lli npnbyni 3 Kuesa «ykpalHui y BUTHAHHI» — MUTLi, TMCbMEHHWNKN Ta
noetn, cepeq akmx P. Jlicoscbkun, [1. KoexyH, . XonogHun, M. bytosuy, B. CidynHcbkun,
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C. TumoweHko, HO. Maranescbknin, B. Kpwxkaniscbkun, B. OaguHiok, M. Boponun, K.
Moniwyk, . OpniBHa CTalOTb CBOEPIAHNM KaTaniaaTopoM MiCLIEBUX MUCTELIbKMX MNOYNHAHD.
Cepeq ix nepwoyeproBux gin Gyno 3anyveHHsa KynbTYPHUX CWUN A0 ChiflbHOI npawi,
o6’egHaBYi KpOKM, CrpsiMOBaHi Ha (OPMYBaHHA [Li€BUX KyNbTYPHWUX, MOMITUYHUX Ta
rocrnoapcbknx CTPYKTYpP; NponaryBaHHs 1 NigTpuUMKa HauioHanbHoI igel (Auis 1991, c. 94).
basoBMM ocepenKOM BTINEHHA B XUTTA igel €OHOCTI HauioHanbHOT KynbTypu Ta i
BiApooKeHHs y JIbBOBI MaB cTaTu opraHi3oBaHUM YKpPaAlHCbKUA (TAEMHWUW) YHIBEPCUTET.
Mopsag BTINMOBANUCb B XUTTSA IHWI NPOEKTU — CTBOPHOBANUCL NYPTKM, OpraHi3oByBanmcb
niTepatypHo-mucTeLbki Yaconucu. Tak, y 1922 p. mutui o6’egHytoTbca B ypToK giqyis
yKpaiHcbkoro mucteurtsa (IFAYM), skuin odonunu M. XonogHun-ctapwun, M. MNonybeub Ta
M. KoBxyH (Hora, 1998, c. 60). [o kepiBHMUTBa ryptka pomny4daetbcs P. JlicoBcbkuy,
BUKOHYIOUMN OBOB’A3KM ckapbHUKA, a TakoX Bepe aKTMBHY y4acTb Yy LIOPIYHMX BUCTaBKax
rOYM. Ui BuctaBkM OeMOHCTpyBanu KIlOYOBI, SIK 3apa3s KaXyTb, MEWHCTPUMHI XYLOOXHi
NoLUyKN Ta MUcTeLbKi koHuenuii. OaHuM i3 HoBoBBeaeHb Apyroi Buctasku [NYM, 3okpema,
Oyno BigKPUTTA OKpemoro Bigdiny «HoBa yKkpaiHCbKa KHMXKKa», €KCoHaTN SIKoro pyku B.
CiunHcbkoro, IN. XonogHoro M. BytoBuya, A. MNetpuuskoro, FO. Boeka, M. KupHapcbekoro, 1.
KoexyHa, O.Kynbumubkoi, |. Mosanescbkoro ta P. JlicoBicbkoro 4o3BONANM BECTU MOBY
NPO MOXNMBOCTI Ta Npobnemn Li€i LWOWHO BiApO4XKYBaHOI ranysi YKpaiHCbKOT KynbTypu.
BrnacHe, B cucTeMi KynbTypHUX LIHHOCTEM Ha TOW Yac CTaTyC KHUXKOBO-XYPHanbHOI Ta
YXKUTKOBOI  rpadpikm  CcyTTeBO 3pocTtae. Cnpusanum  akTUBHOMY  PO3BUTKY  LbOro
«HamignosiganbHiworo», 3a cnosamu O. KynbumubKoi, pogy MUCTELTB — LWoAeHHa npaus
XYOOXHUKIB Ta 1X NparHeHHs NonynapuaysaTtu cepes 3ararny HoBY nonirpadivyHy ecTeTuky.
fAckpaBo 3ManboBYHOTb CTaH peyerd Ha HUBI MUCTELLKOrO O(OPMIEHHS ranmubKux
APYKOBaHUX BuAaHb 1920-x pp. cnoBa gocnigHuka M. JIeBUUBKOro: «...MOYUHAETBCA Ha
ranvubkin 3emni opaHka: JlicCOBCbLKMW BMKOPYOBYBaB 3anylleHWn npanic, a Tenep, 3
KoBxyHOM, yaBox optoTb nore. | ... konu 6 He PobepTt JlicoBcbkuia i NaBno KoBxyH, TO Ta
apyra reHepadis He Byna 6 Taka, sikoto BoHa € Tenep. Tiv gpyrin 3anuwunocs 6 kopdyeatn
N opaTu i neaee 4m Buopana 6 BoHa Tak, sk Ix nonepegHukm» (JleBuubkui 1956, c. 20).
Ceoeto npaueto P.JlicoBcbkoMy Ta iHWWMM MUTUAM BOANOCb NPU3BUYAITU NbBIBCbKUX
BMOaBLiB 0O HeOOXiAHOCTI BMKOPUCTaAHHS rpacdpiyHOro gekopy And nonirpadidHoi
NPOAYKUil Ta, BPaxoBykouu, WO BOHWM Oynv po3paxoBaHi HA MacoBe KOPUCTYBaHHSA Ta
CPUMHATTA — NOMNyNApU3yBaTN Cepes LUMPOKOro 3arany HoBe MporpecvBHE MUCTELTBO.
MeTa XyQOXHUKIB CTBOPUTU €CTETUYHO BMpPa3HUA 0bpa3 HOBOI KHUIM Byna 1 eKOHOMIYHO
OOUINBbHO: YCBIAOMUBLLN NPAMY 3asIeXHICTb MK NONUTOM Ha ApYKOBaHY Npoaykuito Ta 1t
0bOpMIEHHSM, BUAABLi CaMi NOYMHAKTb 3BEPTATUCh 40 XYLOXKHUKIB, Mao4mM MatepianbHy
BUroay Big BAano odopMneHoi KHUru (Siczynsky 1932, c. 26). [losiBwimn BMaaBusam notpedy
MUCTELBKOrO  OQQOPMIIEHHS  BWAOAHb, XYOOXHUKU-Tpaddiku MOCTYNnoBO BUOOPHOOTb
aBTOpPUTET CBOET Npodhecii. 3MiHIo4YM 06MYYa NbBIBCHKOT NEPIOANKN, BOHN BUBOOATD i 3i
CTaHy MNpPOBIHUIMHOCTI Ha BUCOKMMA MUCTELbKAA piBEHb, PATYOUM «...Big AOobpe
3acny>xeHoro 3abyTTs Ty 4M iHWY BuAaBHU4YYy makynatypy» (fonybeup 1926, c. 33). OTxe,
P. JlicoBcbkun cTae OpraHiyYHOK YaCTUHOK IbBIBCLKOrO KYNbTYPHOrO XUTTH, aKTUBHO
aony4daetbca Ao 6araTtbOX MUCTELBKMX iHILiaTMB Ta MNOYMHAE NnigHy chnisnpauio 3
NbBIBCbKMMW Yaconucamun Ta BugasHuMuTBaMu. [1o KiHUs 1920-x pp. BiH CTBOPIOE YmMmarny
KINbKICTb  KHWXKKOBO-XKypHanbHoi rpadikn. O6knaguHky, OekopaTMBHO-OpHAMEHTAsbHI
nacnopTu ANs KHWI, BiIHbETKN, 3aCTaBKK, BUAABHWYI MapKu, ekcribpucu Ta wapi WwoaeHHo
3’9BMANMCb Ha CTOpiHKax JIbBiBCbKMX BuAaHb. OcobnmBO UikaBUMW € CTBOPEHI
P. Ilicoscbkum y JlbBOBI emMbnemu, 3okpema, BuaaBHUYi Mapkm «HoBa kynetypa», «HoBa
YkpaiHcbka Lkona», «Monoga YkpaiHa», «HaknaghHa Muxanna TapaHbka», «I3maparg»,

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2023.1(15) | 126



MODERN AND CONTEMPORARY ART

nevyatkm ans YKpaiHcbkoro yHiBepcutety Yy JlbBoBi Ta [ypTka p[iadiB yKpalHCbKOro
MucTeuTsa (In. 1-6).

Y UnxX CUMBOSIYHMX NAKOHIYHNX 300paXKEeHHAX BUSIBMISIETLCA YiTKe PO3YyMiHHA aBTOpa
dOYHKUIN Ta NpuU3HaYeHHs (PipMOBOro 3Haky. TakoX, BOHM OEMOHCTPYHOTb BigMOBIgHICTb
BMOABHUYNX MAPOK OCHOBHUM TEXHOMOrNYHMM, ECTETUYHUM Ta BidyaslbHO-KOMYHIKaTUBHUM
BMMOramMm CTBOPEHHs embnem Ta forotunis. Hesenuknin dopmat umx rpadiyHnx npaub
3yMOBMNtOe nOTpedy [OOCArHEHHsT MaKCMMaribHOro rpadiyHoro eqekTy MiHiManbHUMn
3acobamu 3a paxyHOK BUBaXXEHOCTi KOMMO3uLii, y3rooxeHHsa 306paxkeHb Ta Tunorpadiku,
GanaHcy 4opHoro Ta 6inoro, 4Yacto y CniBBIAHOLWIEHHI OAWMH A0 oaHoro. BupasHicTb
po3pobneHnx P. JlicoBcbknm embnem, 1iX YiTKICTb | 3pO3yMificTb Yy NPOYMTaHHI
AEMOHCTPYIOTb BiALWNIOBAHICTb rpadivyHOl TEXHIKM MUTUA Ta HEeOoOMiHHY nepenymoBy
BMKOHaHHS OCTaTOYHOrO BapiaHTy B6yab-aKoro rpadivyHOro TBOpY — TpMBarne eckidyBaHHS.

BizyanbHo-3micToBe Ta KOMMO3ULINHO-CTUITICTUYHE BUPILLEHHS TBOpIB
KHWKKOBO-XXYpHarnbHOI rpadikn P. JlicOBCbKOro yBUPAa3HIOE MOro TOHKE PO3YMIHHS
CUHTETUMYHOI MPUPOAN OPYKOBAHOrO BUAAHHSA. BMKOpPUCTaAHHA NIOWMHHUX rpadivHnX
300pakeHb, CTUMI30BaHOI OpPHAMEHTWKM Ta Tunorpadikm nNigKPecne LiniCHICTb
XyOOXHBbOro 0pOpPMISIEHHS KHUIMM Ta BignoBigae BMMoram ABOBUMIPHOI NOLLMHU CTOPIHKN.
OcobnmBocTi noganblumMx nonirpadivyHnx npoueciBe ckepoBytoTb P. JlicoBcbkoro ao
€KOHOMIT rpadivyHmMx 3acobiB — NaKOHIYHOCTI MNiHil Ta nMAoWWHW, BUPA3HOCTI opmu,
axpomaTtuyHocTi. BignosigHO, KNOYOBOK O3HAKOK POOBIT cTae UiniCHICTbL rpadidyHoro
obpasy, opraHiyHe NOeAHAHHSA eCTETUKN Ta 3MICTOBOT A0LINIbHOCTI.

Ctunictnyni  ynogobaHHs P. JlicoBcbkoro 6ynuM [OCUTb  PIHOPIAHUMM, OAHaK,
HanyacrTilwe B noro poboTax 3ycTpivyaloTbCs TpaguuinHi NPUMOMM HapOAHOro MUCTeLTBa Ta
iHTepnpeTauia gekopaTUBHUX 3acobiB ykpaiHCbKOro 6apoko y ModepHin, BignoBiaHin yacy
ctunisadii. Buasnatwoum rMmboky o06i3HaHICTb 3 OOPMNEHHAM [aBHIX PYKOMUCHUX Ta
ApykoBaHux nam’atok, P.JlicoBCbkui CTBOPKOE OOKMaAWHKM 3  BUKOPUCTAHHAM
OpHaMEHTarNbHMX PaMKOBUX Ta BIHbETKOMOAIOHMX KOMMNO3WUUiK, 4YacTO CUMETPUYHUX W
LeHTpUYHMX. Takun nigxig xapakTepHuin Aans obknagmHok anbMaHaxiB «CBIT AUTUHU»
(1924), «YkpaiHCbke MUCTEUTBO» (1926), KHUT «JliToNUC yKpaiHCbKOI peBosntouii» (1923),
«MonogicTb cnaBHuX ntogen» (1924), rpacdiyHnx nacnopTiB Ao cepil BugaHb «Hosoro
yacy», «TeaTtpanbHoi 6ibniotekn» (1924) (In. 7-12). binbwoi gMHaMikM Ta ekcnpecii cepea
obknagnMHOK Takoro Tuny HabyBakoTb Komnoauuii oo 36ipok . YynpuHkn (1926) Ta b.
Jlenkoro (1926) — opHaMeHT BTpavae TpaauuinHy cTunisadito Ta popmye MOAEPHY CKagHy
AEeKOpaTUBHY CTPYKTYpPY.

EkcnpecnBHuin xapakTtep mae obknagunHka ans «Katanory IV Buctasku TOYM» (In.
13), oe, NoNpu CUMETPUYHY 3araribHy KOMMNO3uLito, NnacTuka WpugTy Mamxe 3rmBaeTbCs 3
AeKopaTuBHUMKU AeTanamu B6apoKOBOro OpHaMEHTY, POpMYHYM AMHAMIYHY MOAEPHY
Komnoauuito. [OuHamiyni GapokoBi o06pa3u Ta ckoponuc GQOPMYKTb KOMMO3WULLit0
obknaguHkn «Hi4y koxaHHs» B. BbobuHcbkoro (In.14). BogHoyac, nopsig 3 Oinblu
TpaguvuUinHOW rpadpikold Ha TemMu HeobapoKo B MUTUSA 3'SIBNAOTBCSA W HOBI rpadpivHi
PiLUEHHS, NPOWHATI OyXOM iHAMBIAyanbHOI TBOpPYOCTi. [JO Takux OBKNagMHOK HanexaTb
«Csitnictb» 0. Jlunm (1925), «bopoTbba 3 Tpynom» PeHapa i XKaHa (1926) (In. 15-16). Y ymx
poboTax ManCTEpPHUN PUCYHOK Ta oOpuriHanbHa rpadivyHa nogada peanbHux obpasis
nepegalTb HaACTPIN KHUMM, OO3BONAKOTbL BOBUTKU 11 3MicT. OpHaMeHTuKa gae Micue
dopmanbHUM noLlykam, a KOMyHikauis 3 rmsigayvem BigbyBaeTbCsA 3@ paxyHOK CUMBOSIYHMX
obpasis.

Llinvn  psg  opuriHanbHUX Ta 30BCIM  PI3HUX 32 KOMMO3ULUINHOK CTPYKTYPOH
obknaguHok cteopmB P. JlicoBcbknin y 1920-x pokax ans TBopis Y. Camuyyka. Lle, 3okpema,
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aepeBopuT o no.icTi Y. Camuyka «BonuHb» (1920-Ti), Ae XyOOXHUK He LyKae epekTHOI
AEeKopaTUBHOI KOMMO3WULil, a YyBUPA3HIOE aBTOPCbKE PO3YMIHHA 3MICTY KHUTU B
y3aranbHeHux ane rmuboko ncuxonoriyHmx obpasax (In. 17). «Pigko skoMy MUCTLEBI
BOanoca TaK BMINO nepegatm BMpasoM ABOX OGMMY  UINMIA  3MICT KHMXKKM Ta
XapaKkTepUCTUKY OgHIEl enoxun», — BiArykyeTbcs npo uen eip B. lNMNonosuy (lMonosuy, 1984).

HessunuHnn ans TteBopiB P. JliCOBCbKOro reoMeTpmsoBaHuUn LIPUPT Ta LOUHAMIYHI
NPSAMOniHIMHI hopMKM TBOPATL OCHOBY rpadivyHOro noptany go pomaHy Y. Camuyka «opwm
roBopsiTb» (1920-Ti) (In. 18). WWpndTosmin 6nok po3taluoBaHO A0 NOLWMHN 0OKNaguMHKKM nig
KyTOM 45 rpagyciB Ta nNigkpecrieHo reoMeTpudHuMmn copmMamu rip Ha 3agHbOMY MiaHi.
CumBoniyHO 3ByuMTb ObknaguvHka Ao kHurm Y. Camuyka «Mapia» (1920-1i) (In. 19).
KoHTpacT BeNMKMX MAOLLMH YOPHOro, BiNoro Ta YepPBOHOIO KOMbOpiB POBMAsTL KOMNO3WULK0
BMHSITKOBO NAKOHIYHOI Ta 3BYYHOH. LieHTpanbHWi MantoHOK 06KNnaguHKn cKrnagaeTbes i3
MOHYMEHTaNbHO TPAaKTOBaHUX XPUCTUAHCLKMX CUMBOMIB, CUHTE30BaHWX B €OUHe
306pakeHHA-TNO, nepecivyeHe Brm3bKMM 4O rPOTECKY LPUKTOM.

Bapto 3ragatn, WO HeBig'€EMHUM enemMeHTOM KOMMOo3uuil 06knaguHoK, CTBOPEHUX
P. NlicoBcbkum, ByB OpraHiyHO NOegHaHUM B €guMHOMY obpasi i3 OpHaMeHTanbHMMK Ta
3o06paxanbHuMM  MoTMBamMu  WpudT. Hagumxawoumcb gaBHIMM - pykonucamm — Ta
cTapoapyKkamu, XyOOXHUK iHTeprnpeTyBaB ycTas, MiByCTaB Ta KO3aLbKWUIA CKOPOMUC, a TaKoX
CTUNI3yBaB Mg KUPWUNULUIKD aHTUKBY Ta rpoteck. [lpoBogsyn CTUNICTUYHI napaneni i3
300paxeHHaM, P.JlicoBcbknin peTtenbHO BMOyaoByBaB TunorpadivyHy KOMMO3WUito,
3aB’A3yl0uM Ha NMOLWMHI  AOBEPLUEHNA NnacTUYHUK obpas, BiaTak, KoXXHa obknaauHka,
BMKOHAHa MUTLEM, peTenbHO npogymaHa W sBrfsie COOOK CTUNBLOBY | KOMMO3WULIHY
LinicThb.

OkpiM  XyOOXHIX $IKOCTEM UuX npaub, BapTO Big3HAYUTU 1X TEXHOSOrIYHY
«MPUCTOCOBAHICTb» A0 Y4acTo He3afoBiNbHUX YMOB pPenpoayKTUBHO-APYKAPCbKUX
npouecis. Bignosigatoun BuknMkam Yacy wono obpasoTBOpYOi MOBM rpadiku, a Takox
MOXNMBOCTAM nonirpadii, XyAOXKHUK Npauloe TyWL Ta 3 ecTaMnHMMKU TexHikamu. Lle
[03BOSIAN0 OrnepyBaTU YiTKOK KOHTYPHOM JiHIED Ta BMPA3HOK MNNSAMOI0 i, BiANOBIOHO,
penpoaykysatu TBOpW uUuHKorpadiyHmm abo nitorpadiyHum cnocobamu daktuyHo 6e3
AKICHUX BTPAT Y1 HeJoniKiB.

«He 3abyBanTe icTopii cBOro Hapogy, i He 3abyBanTe, XTO BW Taki, XWUBiTb 3MIiCTOM
CTapol MMHYBLUMHW ... Ta ByabTe CnonyyYyHuUKamm ii 3 HOBMMW NposiBaMu, 3 HOBUMU igesamMu,
upboro GaraTcTBa HaLWOro, K TeMu CTaHe BaM Ha LUine XuTTsa», — Ui CrioBa BYATENS,
unTtoBaHi P. JlicoBcbkum y npaui «CnomuHm npo HapbyTta» He nuwe po3KpuBalOTb CYTb
mMucTeubkoi Teopii . HapbyTta, ane n onucyioTb BRacHy TBOPYY KOHUEMNUit0 MUTLS
(MicoBcbknn 130, ¢.185). Lle, BnacHe, [oBOOAATb | TBOPWM JIbBIBCbKOrO nepiogy.
[HTepnpeTytouM HapogHy OpHaMeHTUKY Ta 6apOoKoBYy €eCTEeTWKY Y CKNnagHi BUragsivBi
OpHaMeHTU Ta BIHbETKW, BiH 3aCTOCOBYBaB Cy4acHY MracTU4YHY MOBY Ta MOLEpPHI
KOMMO3ULINHI CXeMWN N OpraHi3oByBaB YCi efieMeHTU rpad)ivHoro oPopMIeHHs B CTPYHKY
apXiTEKTOHIYHY UiniCHICTb. TakuM YMHOM BiH He nuve BMnAMBaB Ha 3arafibHy eCTeTUKY
NbBIBCbKMX BMAaHb 1920-x pp., ane "W @QopmyBaB UINMA HaNpsM  YKpPaiHCbKOro
KHWKKOBO-XXYPHaIibHOro rpadiyHoro MmcTeLTBa Ha Janeky nepcnektuay.

BucHoBku. [locnigkeHHa nokasano, Wwo JIbBiBCbKM nepiog TBOpYocTi P.
IlicoBcbkoro 6yB nNigHMM Ta TBOPYO HacuveHuM. pomMaacbka akTMBHICTb Ta Baromi
AOCSATHEHHS Y rany3i KHMXKOBO-XYPHanbHOI rpadikn Cnpusanu BXOMKEHHIO XyOOXHWKa 00
aBaHrapgy mwucTteubkoro Xutta JlbBoBa 1920-1930-x pp. lNopsag 3 1. KosxyHom, M.
bytoBuyem, C.OpANHCBEKMM Ta iHWKUMW BiH NiATPUMAaB 3aranbHOEBPONENCHKUIA NpoLec
OCBOEHHSI MPOMWUCOBOI €CTeTMKM N nocTaB b6ina BUTOKIB yKpaiHCbKOro rpadivyHoro
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An3anHy, BNAVHYBLUW CBOEID TBOPYICTIO Ha Oro noganbLly esontouito. PobepT JlicoBCcbkui
npautoBaB Hag obkragvHKaMu, OeKopaTUBHO-OpHAMEHTaNbHUMKU nacrnopTamMmu s KHW,
3acTaBkamMu Ons  nepiogvkyn, BUOAABHUYMMW Mapkamu W embnemamu pagukanbHO
3MIHIOYM NigXig 00 1X An3anny, hopMyoumM Ta NonNynspusyoumn y cepefoBuLLi NbBIBCbKUX
BMOABLIB Ta 4YMTadviB HOBY nonirpadivyHy €CTeTuKy. XapakTepHOK PUCOK LuX pobiT €
HasfABHICTb BMPA3HOrO0 [AEKOpPaTUBHOrO YW 0OBPa3oTBOPYOro 3agyMmy, a [pKepenamu
HaTXHEHHs1 cTanu KynbTypa 6apoko Ta MOTMBM HApPOAHOr0 MWUCTEUTBA, iHTEPNpPEeTOBaHi
3riAHO €CTETUYHUX Ta TEXHOMOTYHMX BUMOT Yacy.

OcobnuBicTio  XyAOXHbO-00pa3Hoi rpadivyHoi moBu P. JlicoBCbkOro BM3Ha4YeHO
LinicHe dopmarnbHO-KOMMNO3ULINHE BUPILLEHHS OEKOPATUBHUX, CUMBOMIYHO-06pa3HnX Ta
iHpopMaLinHUX eneMeHTIiB B rpadiyHnX TBOpax; BUPa3HUW iHOMBIgYanNbHUA NOYEPK MUTLA
hOpPMYETLCA 3a paxyHOK BUCOKOI BUKOHABCLKOI KyrbTypu, €KOHOMIT rpadpidHmnx 3acobis
(konbopy, niHii, nnamu), ocobnuBoro ©GanaHcy 4opHoro Ta 6inoro. [oBedeHo, WO
ecTteTMyHa yHKUis npuknagHux TeopiB P.JliCOBCbKOro € HaCTINbKK XX BUPA3HO, K i
yTunitapHa.

In.1. BuaaBHM4a mapka (Ta In.2. BugaBHH4a mapka
0bKNaaMHKa OAHOIMEHHOrO ypHany) «HoBa yKpaiHCcbKa
«Hosa kynbTypa», fibsie, 1925. wKona», fesig, 1924.
Penpoaykuia 3 katanory «PobepT CeitnmHa O. MenbHuK

JlicoBcbKuin», 1993)
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Yaconucy «YKpaiHcbKe yaconucy «YKpaiHCcbKe vaconucy «YKpaiHCcbKe MUCTeLTBOY,
mucTeurso», flbsis, 1926. mucTeuTso», flbeis, 1923. Nbeie, 1924, PenpoayKuia 3 KHWMK
Penpoaykuia 3 aTtanory «Pobept CaitnnHa 0. MenbHUK O.NaryreHko GRAPHEIN MPA®IKK.
NMicoBcbKuidn, 1993 Hapwucu 3 icTopii yKpaiHceKol rpadikm XX
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1n.11. Tpadiununit nacnopt cepii In.12. FpadivHuiA nacnopT

BUAaHb «TeaTpanbHa cepii BUAaHb BUAABHULTBA In.13. O6knaguHka «Katanory
6ibnioTexa», /beis, 1924, «Hoswui1 yac», Nbeis, 1924. IV Bucrasku FAYM», Jbsis,
Penpoaykuja 3 katanory Penpoaykuja 3 Katanory 1926. PenpoayKujs CBITAMHK 3

«PobepT fNicoBcbkuiin, 1993 «Pobept JlicoBcbkuitn, 1993 apxisy 3. /licoBCbKOI

1n.14. OBKNaaMHKa 4o TBOPY In.15. OBknaguHKa go TeoOpy [n.16. O6KknaaMHKa Ao TBOPY
B. BobuHCbKOro «Hiu }0.Mlunu «CsitnicTb», Jlbsis, Petapa i #aHa «boporbba 3
KOXaHHs», J1bBiB, 1920-Ti. 1925. PenpoayKuja 3 Tpynom», Jlbsis, 1926.

CBiTAMHa O.MenbHUK karanory «PobepT Penpoaykuia 3 Katanory «Pobept
Nicoscbknii», 1993
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In.17. O6KNagnHKa Ao TEOpY Y. 1n.18. O6KnaguHKa fo TBOPY 1n.19. O6KNaauHKa Ao TeOpY

Camuyka «BonuHb», flbeis, 1920-Ti. Y. Camuyka «lopu roBopATb», Y. CamuyKa «Mapia», JlbBiB,

Penpoaykuin 3 katanory «Pobept Nbsig, 1920-Ti. CBiTAKHA 1920-Ti. CeitamHa O.MenbHKUK
NicoBcbKuitn, 1993 O.MenbHUK
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MpadiyHa cnagwmHa P. JlicoBCbKOro y nbBiBCbKMX BUAAHHAX 1920-X pOKiB

Y ecmammi po3kpumo ocobrnusocmi epaghiyHux meopie Pobepma Jlicogcbk020, BUKOHaHUX
0ns nbeiecbKux eudasHuyme 1920-x pp. [osedeHo eaxnusicmb O XyOOXHUKa
cepedosuwa crifnkygaHHsi SIK ¢hakmopy Ui020 meopyo20 3POCMaHHs — WO0OEeHHUU
mucmeubKul Oianoz 3 0oc8id4eHUMU ma MOo0UMU MUMUSIMU, akmugHa OisifibHicmb Y
2ypmkax, ydacme y eucmaekax ma 3ampebygaHicmb y geudasHuUYil cghepi rnokasyroms
MUMUST 8aXX/IUBOK 4YaCMUHOK J1bB8IBCbKOI MucmeubKoi crinnbHomu. P. Jlicogcbkul
npayreas Had obknaduHKamu, OeKopamueHO-OpHaMeHmarbHUMU nacriopmamu Ons
KHU2, 3acmaeKkamu Orisi rnepioduku, sudasHU4YUMU MapKkamu U embremamu paduKaribHO
3MiHIoHU idxi0 0o ix du3alHy, hopMyoHu ma romynsapusyyu y cepedosului Nib8i8CbKUX
gudasuyie ma yumadie Hosy rosigpachidyHy ecmemuky. XapakmepHOK pucor yux pobim e
HasisHiCmb 8Upa3HO20 OeKopamueHo20 4Hu obpasomeopyozo 3adymy, a Oxepernamu
HamxHeHHs cmanu  HadbaHHs  yKpaiHCbKO20  HaujoHaslbHO20  Mucmeuymea,
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IHmeprpemosaHi 32i0H0O ecmemu4YHUX ma MmexHOI02iYHUX 8uMoe Yacy. BodHoyac, y ceoi
epabiyHi npoekmu P. [JlicoecbKkuli 2Hy4YKO IHMez2pye HOo8i mucmeubKi idei, rnpo wo
ceidyume cymmesul KoegbiuieHm Hosamopcmea y nbeiecbKux npausix. [NpuHyunosumu
O3HaKaMu JIb8I8CbKUX Meopie eu3Ha4yeHo: a) cuHme3 mpaduuii ma Hoeamopcmea,
gusierieHUli 'y 0OekopamueHUX Momueax ma [rnacmuyHit  mosi; 6) uinicHicmb
hopmaribHO-KOMMO3UUIUHUX — 8UpilWeHb OeKopamueHUX, CUMBOJIYHO-0bpasHUX ma
iHgbopmauyitiHux enemeHmige 06KMaOUHOK ma rnpuknadHux pobim; &) iHOusiOyanbHUU
royepk i3 3banaHcoeaHUM Criie8IOHOWEHHSIM YOpPHO20 00 bifo2o; 2) BUCOKa BUKOHaBChKa
Kynbmypa. TpaduuilHi 6apokosi Yu HapOoOHi MomueU 3anuwarmbeCs rpiopumemHuMu
ons mumus, ane e6oHuU Habysaromb ObinbUW €KCrPecusHo20 ma KOHCMPYKMU8HO20
opmarnbHO-nnacmu4yHo20 eupasy. Takox, 008edeHO, WO ecmemuyHa QYyHKUiS
npuknadHux meopie P. JTico8CcbK020 € HacmirnbKuU X 8UPa3HOH, SK | ymursimapHa.
Knroyoei cnoea: P. JlicoscbKkul, KHUXKO8a ma XypHalsbHa epadgika, Heobapoko,
mpaduuyisi, wkona . Hapbyma, nbeieckbKi sudaHHs, 0bKnaduHKa, suGagHUYa Mapka.
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ON IMAGE AGENCY

Illia Levchenko

AceHuyist obpa3sy
Inns JleeyeHko

lopcm bBpedekamn - icmopuk mucmeumea ma npedcmasHUK Hayku npo obpasu
(Bildwissenschaft), eidomuli cgoimu OOCIOXEHHAMU a2eHuii (aeeHmHocmi) obpa3sy. Y 0eox
aHanizoeaHux rnpausix bpedekammna obpa3 nocmae camMocmilHUM a2eHMOM, WO He JuwWe
die y nonimu4yHOMy rpoOcCmopi, are makox cmeoptoe yed rnpocmip. Y 0ocnioxeHHi «Akm
obpasy. CucmemamuyHuli nidxi0 0o ei3yanbHOi azeHuii» (2018) Bpedekamn 30ilicHIOE
crpoby cucmemamu3sysamu criocobu Oii o6pa3sy. BuokpemrneHi 00CniOHUKOM munu akmie
(aceHuii) icHytomb ro3a JiHiUHOK XPOHOMo2IE | Maromb Ha Memi okpecsumu criocobu
npo-sierieHHs1 obpasy. OOuH o0bpa3 Moxe noedHysamu OeKifibka PI3HUX murlie akmie.
bpedekamn posarnsidae 0bpas sik OemepmiHaHmMy 0OUHU, MPOsi8 KO2HIMUBHOI pegoritoyii,
30amHocmi moduHU 0o akmie dugbepeHuiauil, yMiHHS 1Tl0OUHU riepemeoprogamu rpupooy.
LocnidHuk nepexodume OO0 3Ha4YeHHsI e84YeHHsT Yaprnb3a [apsiHa «BupaxeHHsi emouil
meapuH i pocruH» (1872) 0ns po3pobrieHHs KoHUenuii «Pathosformel» (mamocghopmers) Abi
Bapbypea. 3pewmoto, esucHosye bpenekamr, obpa3u rpupodu rpodosxyoms obpa3su
JIIOOUHU, a He npomucmosme iM. [pyea 3 aHanizogaHux npaub «llosimuka mina 5K
gi3yanbHa cmpameaisi y meopyocmi Tomaca 066ca» (2020) nobydoeaHa 0oeKona aHanisy
¢poHmucniucy 0o mpakmamy [ob66ca «JlegiaghaH, abo Cymsp, bydoea i MOBHOBAXEHHS
depxxasu UepKo8HOI ma yueinbHoi» (1651). bpedekammn bydye OOCriOXeHHS, 3arnydaryu
bacamul OxeperbHUl KoMrifieke. TakuM YUHOM 8iH OeMOHCmpye, W0 meip mucmeuymea € i
aKkmopowm, 3aslydeHUM y CycrifibHO-MoMIMuUYHI Mpouecu, i pe3yrnbmamom sIK Yux rnpouyecis,
mak i Haykoeux 00CsieHEHb Yacy Yu MucmeubKux meHOeHUyit. AHanisy yux 08ox rpauyb dae
3moey rnobadumu, sk pospobrieHa bpedekamrom meopis Moxe bymu 3acmocosaHa Ha
KOHKpemHomy OxxepesibHoOMy Mamepiarii.

Knrouoei crnoea: obpas, aceHuis obpasy, paHHIiU Hoeul 4ac, nosimuka, Mucmeymeo,
gnaoda.

During the 1960s and 1990s, the role of visual sources was critically reevaluated. Prior to
that, they mostly illustrated political processes and more or less accurately reflected the
surrounding reality. «Accuracy» depended on the artist's technical skills, his involvement in this
reality in general or a specific event in particular. Now researchers have identified visual sources as
a distinct type possessing an informational potential that cannot be conveyed by any other type of
source. In this regard, researchers have proposed many new paradigms, including the «visual turn»
(Bryson, Moxey, Holly 1994), the «affective turn» (Clough 2008; Schmaolders 2014), the «pictorial
turn» (Boehm, Mitchell 2009), and the «iconic turn» (Boehm, Mitchell 2009). Disciplines
investigating the image (cultural studies, visual studies, art history and so on) sought to rid
themselves of logocentrism and declared anachronism as one of their methods. Methodological
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anarchism (bptoxoBeubka 2018, c. 132) and transdisciplinarity are some of the consequences
that arose from these processes.

One crucial concept that summarizes the previous decades theoretical shifts is the concept
of image agency (Gell 1998; Dekoninck 2012; Bredekamp 2018; Bredekamp 2020). It was
developed by the German art historian Horst Bredekamp (born in 1947) and British social
anthropologist Alfred Gell (1945-1997). Gell's research, which can be described as ethnographic,
focuses on the study of how images are perceived in various cultural contexts. In contrast,
Bredekamp continues the Warburgian tradition, and as a result, objects from different worlds
often (un)justifiably end up in the same paradigm (Rampley 2019, p. 5). His research concerns
visual studies and the image-science, bildwissenschaft (Bredekamp 2003) but gives the image a
role that only his predecessors could give. We will analyze the content and potential of the concept
of image agency based on two works by Bradkamp, namely: Image Act. A Systematic Approach to
Visual Agency (Bredekamp 2018), and Leviathan: Body politic as visual strategy in the work of
Thomas Hobbes (Bredekamp 2020). In the first of them, the author develops the theory of image
agency, while in the second, he performs a comprehensive analysis of the frontispiece of Thomas
Hobbes' Leviathan.

Bredekamp argues that the discussions about the image in the 1960s were as intense as
those during the periods of Byzantine iconoclasm or the Reformation (Bredekamp 2018, p. 1).
Bredekamp's image and art are fundamentally different. Art establishes its value through factors
such as the market, disciplinary connections, and networks in which particular works are situated.
The image, on the other hand, is a defining characteristic of humanity as a species (animal
symbolicum or homo faber), arising from our ability to differentiate and transform natural
phenomena through cognitive and technical means (Bredekamp 2018, p. 5-6, 16). Agency or the
image act means changing the role traditionally assigned to the image. Now it is not an object and
tool but an actor, the primary engine, the main character (Bredekamp 2018, p. 5-6, 16).

It can be joked that all goods are well-forgotten old things, but in the case of a historian,
remembrance can be the most successful way of research. Looking at the sources, we suddenly
see something unnoticed before with our complicated vision. Previously, Nicholas of Cusa
(1401-1464) also emphasized that an image can be alive or dead. It becomes dead when the
image is utterly similar to what it depicts (Bredekamp 2018, p. 202). In 1977 archeologist James
Sackett reviewed the concept of style critically and formed a model that would be adequate and
suitable in archaeology (Sackett 1977, p. 369). Sackett singles out two fundamental characteristics
of artifacts, which, although opposite, are complementary. First, the artifact exists as an object
operating in a specific cultural environment. Second, these image and/or artifact characteristics
belong to cultural anthropology and visual studies. In short, a style is a very characteristic and
specific pattern of choosing a form from possible forms by society (Sackett 1977, p. 370-371).
Perhaps Sackett was the first to clearly distinguish the agency of the image, although his interest
lay elsewhere.

The agency of the image or the Aristotelian idea about the energy of the image has been
part of the theory of the image since the emergence of art until the Enlightenment. When the
image began to be associated exclusively with inorganic matter, the image was turned into an
object of anthropology and ethnology (Bredekamp 2018, p. 7-8). Bredekamp tries to show that
this power of the image did not go anywhere but only transformed over time. However, such
agency does not imply mystical experience. The image acts through someone. It can be the
intentions of the author, the artist, the audience itself, or whatever. However, in the same way, an
image can betray conventions and show self-awareness. Therefore, it includes many artworks not
only of older art but also of modern and contemporary art. For example, Bredekamp considers the
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struggle with the image and composition in modernist works as a powerful iconoclasm, which only
recognizes the power of the image and the impossibility of resisting this power.

A deviation is a conditional act that engages the viewer in effort and movement. The

quintessence of the act image is the experience and actions associated with the perception of the
image by the beholder (Bredekamp 2018, p. 288). In Leviathan, Bredekamp begins with the theory
of vision of the seventeenth-century English philosopher Thomas Hobbes (1588-1679). In the
latter, vision is a human response to the pressure created by objects emitting light (Bredekamp
2018, p. 157). In this case, it already becomes obvious that the thing acts, and the image is the
result of the action. Cognitive style is created by the circumstances of individual and joint
experience, a set of patterns, categories, and analogies, through which eye data are systematized
(Baxandall 1988, p. 29-30). Thus, the image can speak and demand a reaction (Bredekamp 2018, p.
4).
Moreover, the cognitive style of the
era has a different attitude to the
energy of the image. Marcel Mauss
(1872-1950) noted: «The
effectiveness of an image is the
result, not the reason, of our belief
in its power.» There are two
approaches here: naturalistic and
cultural. The naturalistic one
consists of the belief that an image
is fixed in human nature and the
brain's structure; that is, we can
talk about a universal psychological
or anthropological characteristic.
The image, in this case, gains
strength from the viewer's
projection. The cultural approach,
on the contrary, unfolds around the
contextual (cultural) circumstances
that cause the activation of the
image (a specific image is activated
in specific circumstances). The
power of its influence can only
measure the effectiveness of an
image, that is, the emphasis is
placed on the operators of the
image (those who make the image
act) and those who are affected by
it (Dekoninck 2016, p. 176-177). At
one time, Plato considered the
image a phantom which threatened
society because of its deceptive
persuasiveness.

By Tromas HoBBES
S MATMESBVRY -

Fig. 1. The frontispiece of the book Leviathan by Thomas Hobbes, 1651, As Horst Bredekamp and Ralph
© Wikimedia Commans, Deconinck write about, in the

Middle Ages the image was filled
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with holiness (vis, virtus, facultas or dynamis). That is why the icons exuded myrrh, breathed,
sweated, and cried (see for example: Dekoninck 2016). In the end, it grew into the baroque
hyperreality (trompe-I'ceil) and nowadays VR and AR.

Bredekamp defines the following ways of image agency: I. Living Images, Il. Substitutive
Image Acts, Ill. The Image as Beholder. It is valuable that the researcher really, according to the
title, implements a systematic approach to visuality. Each of the named kinds of image agency has
its variations and subtypes, the immanence of which is shown by Bredekamp. Thus, the researcher
analyzes cases from prehistoric and Ancient Greece art to modern and contemporary art in each
type of agency.

In the conclusions to the Image Act, Bredekamp writes about the evolution of forms
(images): not dynamics, but rather an evolution. This brings us back to Aby Warburg and Charles
Darwin's theory of evolution. It may seem strange that Darwin can be called one of Warburg's
teachers. Kharkiv professor Fedir Schmitt, for example, also directly names him as one of the
teachers in the book Art. Its psychology, its stylistics, its evolution (LUMnTb 1919, Cc. 8-9). The
evolutionary theory made it possible to systematize the material, and to turn research into
science. After all, for Darwin himself, evolution was a great theater of images (Bredekamp 2018, p.
267). It was the same, dreamy history of arts without names and even great styles. Unlike natural
(non-human), cognitive images can exist outside of artifacts and are freed from direct connection
with the depicted (Bredekamp 2018, p. 268). According to Bradkamp, there is continuity, not
contradiction, between images of nature and cognitive images.

Bredekamp classifies the sovereign and sovereignty images as communal images, in which
substitution is the primary mode of agency. In various ways, they can replace authentic images in
the way that a seal, for example, serves as proof of the presence of an institution or a ruler as an
institution here and now in this document. Alternatively, on coins, powerful images validate and
ensure the value and status of money (Bredekamp 2018, p. 156).

In Leviathan, Bredekamp shows how the image works and how the state can become an
image. The key here is the concept of «artificial man», described by Hobbes himself (To66¢ 2000).
Endowed with the capacity for autonomous movement, Hobbes's artificial man has an advantage
over the sum of natural components. For this, there is a union, a social agreement of individuals
who, creating a state, give up a part of their sovereignty (Fig. 1). Bredekamp paradoxically explains
the genesis of this understanding of the state. First, the artificial person became possible thanks to
the trends in the science of the 17th century. Bruno Latour (1947-2022) did something similar,
analyzing how the myth of «modernity» was formed (Latour 2012). During the bloody English
Revolution, the search for peace spawned two projects, one belonging to Hobbes and the other to
the physicist Robert Boyle (1627-1691). Latour needs to show the self-deception of the division
into nature and culture because Hobbes became the apotheosis of this deception. Bredekamp
writes about Leviathan as an aspiration to overcome «nothingness» to compensate for the power
vacuum and disembodied time with the image of an artificial body of the state and ruler.

Thomas Hobbes creates a ruler, an earthly god, and the individual represents the plurality
of citizens. Closing the path to transcendence, the unification of the political and the epistemic,
Hobbes believed, could protect the people from civil wars (Latour 2012). Like Latour, Bredekamp
also analyzes the appearance of the image of Leviathan as a manifestation of visual culture,
political trends and mental fractures of the mid-17th century. The appearance and widespread use
of watches (including portable ones) changed the model of space. The ticking of the clock
resembles a human heartbeat. In «Meditations» (1641), René Descartes notes that there is no
significant difference between mechanical and organic bodies (Bredekamp 2020, p. 49, 50, 51).

The body metaphor of Leviathan on the frontispiece is compositionally derived from a
Christian icon, a polyptych, and combines the image of a Mortal God towering over paired
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metaphors (Fig. 2). In the text, Hobbes uses bodily metaphors: the joints of an Artificial Man are
judges; rewards and punishments — nerve endings; wealth — strength and power; justice and laws
— reason and will; health — consent; civil war — death; counselors — memory (Bredekamp 2020, p.
52). The political iconography of the Leviathan accumulated Tudor iconography (virgin Astraeus or
Elizabeth | Tudor, covering an armillary sphere) and iconography of the Intercession (the Madonna
of Mercy type). From the study of Serhii Plokhy we know the use of the Madonna della
Misericordia type, where secular leaders are under the Cloak of the Virgin ([Mnoxin 2018).
Bredekamp cites another case when the Ruler itself becomes the Virgin (A prince offering the
protection of his cloak. lllumination to an «Avis au roys». Paris, c. 1350. New York, The Morgan
Library and museum (MS M.456 fol. 6r)) (Bredekamp 2020, p. 68).

Thus, Bredekamp offers a coherent theory of image agency, although this coherence is
sometimes achieved by grossly neglecting essential contexts. On the one hand, such a systematic
approach fulfills the function of overcoming previous ideas about the discipline. On the other
hand, the essence itself is often weakened by methodological ungroundedness and the need for
explanations for selecting works of art. The question repeatedly arises to what extent the given
sample can be adequate for deriving such categories, conclusions, and ideas. So it is the same with
studying the frontispiece of Thomas Hobbes's Leviathan. Focusing on one work of art allows the
researcher to see many circumstances at the intersection of which a work is created. Bredekamp
places it in broad networks where the viewer, the artist, or the work itself could be involved to a
greater or lesser extent. At the same time, focusing on one work gives us an idea of visual culture
and the art period in general.
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a) A prince offering the protection of his
cloak. Illumination to an "Avis au roys".
Paris, c. 1350. New York, The Morgan
Library and museum (MS M.456 fol. 6r).
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b) Valentino Pica il Vecchio, Virgin of Mercy,
tempera on panel, XV c¢. Tuscania,
Cattedrale di San Giacomo Maggiore.
© lllia Levchenko
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On image agency

Horst Bredekamp is an art historian and representative of the science of images (Bildwissenschaft),
known for his research on the image agency. In the two reviewed works, the image appears as an
independent agent that operates in the political space and essentially creates this political space.
In the study "Image Act. A Systematic Approach to Visual Agency" (2018), Bredekamp attempts to
systematize the methods of image action. The types of acts singled out by the researcher exist
outside of linear chronology and are ways of manifesting an image. The image can combine
several different types of acts. First, Bredekamp considers the image as a determinant of man as a
species, a manifestation of the cognitive revolution, man's ability to act of differentiation, and his
ability to transform nature. Despite this, the researcher goes to the meaning of Charles Darwin's
teaching "The Expression of the Emotions in Man and Animals" (1872) to develop the concept of
"pathosformel" (pathosformel) of Aby Warburg. After all, Brellekamp concludes images of nature
continue human images, not oppose them. The second of the analyzed works, "Leviathan: Body
politic as visual strategy in the work of Thomas Hobbes" (2020), is built around the analysis of the
frontispiece to Hobbes's treatise "Leviathan or The Matter, Forme and Power of a Common Wealth
Ecclesiasticall and Civil" (1651). Bredekamp constructs research by involving an impressive source
complex, thus demonstrating that a work of art is both an actor involved in society. Combining the
analysis of these two works in one text makes it possible to see how Bredekamp's theory can be
applied to the specific source material.

Keywords: image, image agency,early modern period, politic, art, power.
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EVERYONE HAS THEIR OWN HISTORY OF EXHAUSTION
Review on Filonenko, B., German, L., Lanko, M. (eds.), 2022, Pavio Makov. Fountain of
Exhaustion. Acqua Alta. Kharkiv: IST Publishing.

Vladyslav Khibovskyi

Ko)xeH mae enacHy icmopito UCHa)KeHHS
Filonenko, B., German, L., Lanko, M. (eds.), 2022, Pavlo Makov. Fountain of Exhaustion. Acqua
Alta. Kharkiv: IST Publishing.

Bnaducnae Xiboecbkul

lNicrisi KOXHOI Kpu3u rno4YuHaembCsi repiod ei0pOOXeHHS U 8i0HOBNeHHs eHepeii. [licns
KOXHO20 MiKy po3sumky lde 3aHenad ma nocmyrioge 32acaHHs pecypcige. Y makomy
Kpy2oobiey 3HaxoOumbCsi KOXHe IHOugiOyasilbHe Xumms, [OfimuUYHe YMmeEOPEHHS,
enobasnbHa ekocucmema U 6yOb-ski npouecu, cmeopeHi npupodor abo MOUHOK.
«®OHMaH esucHaxeHHs1» Nasna Makoea nporioHye po3asiHymu KOpomkul 8i0pi30K Ub0o20
Kpy2oobiey — menepiwHil nepiod ecebiyHO20 8UCHaxXeHHs 6e3 sUOUMO20 MOKpaWeHHs U
gupiweHHs. Pavlo Makov. Fountain of Exhaustion. Acqua Alta — ue XpoOHoso2iyHul ma
obwupHul onuc icmopii pobomu, npedcmaeneHoi 8 yKpaiHCbKOMY aeifibUoHi 59-i
BeHeuiticbkoi bieHane 2022 poky. Ls KkHuea € O0rno8HeHHsIM OO0 rasifibUOHY, OKPeMOto
camocmitiHoro pobomoro, wo 0ae binbwe KOHmMeKkcmy 07151 CripulHAMMSs, pe3oHaHcy ma
iHmepnpemauit « PoHmaHy 8UCHaxXeHHsI». Icmopis po3dineHa Ha 16 po30ini8, KOXeH 3 AKUX
3HalomMume 4Yuma4ya 3 eucmaskamu, rfpoekmamu, iHwumu pobomamu Makoea, wWo
b6e3rnocepedHbo noe’si3aHi 3 « DOHMaHOM BUCHa)XeHHsI» ma (o200 po3sumkom. Y Opyeil
yacmuHi KHUa2u rpedcmasrieHi KOpOmKi peghrekcii  xXyOOXHUKI8, Kypamopie ma
MUCbMEHHUKI8 3 rnpueoly numaHb, OomuyHuUx 00 icmopii abo KoHuenuii uiei pobomu:
BUCHa>XEHHSI, 800U, CripUlHIMMs MUHY1020 U menepilHb020, PiOHUX naHOwaghmie moujo.
Gopuc ®inoHeHKo, ik a8mMop OCHOBHO20 MEKCMY, OKPIM IliHIil po38umky pobomu, y nepwy
yepey Hamazascsi pPo3Kpumu euxi0 «®DOHMaHy BUCHaXEHHS» 3a MeXI [Nep8uUHHO20
XapKieCbKO20 KOHMeKcmy 8 wupwut sumip a1obasibHUX rnepexusaHso.

OckinbKu- KHU2a mpumae 8 cobi 2rubuwi 38’s3Ku Mix po30inamu U mekcmamu 8 KiHYi, aHiK
rpocmo memamuyHi, icrisi 03HaUOMIIeHHS 3i CMPYKmMypor 8 Uil peueHsii 1 nodato ceoi
pecbriekcii w000 OCHOBHUX s18UW, Ma CKIado8ux KOHUernmyarbHoi cghepu pobomu [Nasna
Makoea, wo npocniOkosyrombCsi Kpi3b 8CHO KHU2Y: HecmabinbHicmb ¢opmu U
rnosmoprogaHicme idel, seuuie 8UCHa)XeHHS, CYCriflbHO20 8i0MOpaHeHHs ma J10KaslbHO20
Miby, 3Ha4yeHHs1 800U. Takox onucyto MucmeubKy 63aemolito Makoea 3 IHWUMU
rnpedcmasneHuMu XyOoXHUKamu.

AkmyarnbHicmb ornucaHoi pobomu, a ei0nogiOHO U KHu2u, obymoerneHa macuwmabHOor
Odecmabinizauieto 8 bazambox cghepax CycnifibHo20 U IHOUBIOyaribHO20 XUmmsi, 30KpemMa
ceimosil rnonimuyj, ekosoaii, cycninnbHUX mpasMamuyHux rnooisx. Lia KHUxka niocymosye
CriocmepexXeHHsT moeo, Wo e8i0bysaembCsi 3 HeBUCHa)yeaHOw ide€to U mpueasium
BUCHa)XeHHSIM, SIKe 3arnepeqyroms.

Knrodoei cnoea: «®oHmaH eucHaxeHHsi», [Naerno Makos, BeHeuilicbka bieHarne, Xapkis,
bopuc DirnnoHeHKo, rioKanbHuli Migh, aemoapxeoriozis.
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The Ukrainian pavilion at the 59th Venice Biennale (2022) was represented by numerous
works of Pavlo Makov, with the central one being Fountain of Exhaustion. The exhibition at the
Arsenale di Venezia was the first time the Fountain worked as it had been conceptualized at the
beginning — with a stable water supply. Pavlo Makov. Fountain of Exhaustion. Acqua Alta is a
two-parted account of the creation and development of the work that has become a symbol of
global political, economic and humanitarian exhaustion. Additionally, several short texts, or rather
reflections and commentaries about the exhaustion itself, familiar landscapes, global and personal
concerns, and Makov’s other artistic practices are included. The book’s relevance has strongly
increased since the world and every individual have faced consequences of environmental
irresponsibility, right-wing political trends, Russia’s full-scale invasion of Ukraine and other global
issues. But the struggle to safely get this work out of the country under missile attacks is not when
the exhaustion started.

The first part of the book gives a complete image of the life of Fountain of Exhaustion. It
consists of 16 chapters: begins with the context and background of the arising of its idea and
concludes with the last turning point of the artwork’s existence for today — presence at Ukrainian
pavilion at the 59th Venice Biennale. Borys Filonenko described every stage of the Fountain’s story,
whether it is the first physical model, modification the form, appearance in other artworks of
Makov, group or solo retrospective exhibitions. The amount of context provided is enough to get
the idea not only of the development of this work but of Makov’s art practices in general. Other
artworks that were made at some point during the existence of Fountain of Exhaustion, the main
exhibitions, general concerns and main problems of the artist’s practices are highlighted in every
chapter.

The narrative of the first eight chapters takes place in Kharkiv. Here, the emergence of the
idea, its separation into an independent object, the search for its form and materials, and attempts
to integrate it into the urban space are described. In the following eight chapters, the work is now a
fully independent structure that exists on its own or along with other works as a part of exhibitions
or book collections; for some time it maintains central place in Makov’s oeuvre. The main narrative
here is that from the middle of 2010s Fountain of Exhaustion rises above its local context and from
the diagnosis of Ukrainian people shifts into a symbol of a global condition and turns out to be “a
universal call to the local and international communities all over the world” (Filonenko 2022, p.
83).

Every chapter is illustrated by Makov’s archive materials, photos of exhibitions, his finished
works and sketches. At the very beginning and the end, there are two-page spreads with
screenshots from a documentary video of the flooded Kharkiv in 1995 and images of Venetian
acqua alta in 2022, both being local ecological disasters. This way we get nearly a framed book with
an accentuated flow of time, where the story of Fountain of Exhaustion can be followed only by
pictures. We move from the disaster/idea that is unexpected and unorganized to the disaster/idea
that’s now familiar and to some extent aestheticized.

The second part consists of short texts that are rather commenting on Fountain of Exhaustion
or are connected with the conception, form or contexts of it. Each of them adds and widens the
thinking space that surrounds the art piece. The first text is an official curatorial statement written
by curators of the pavilion: Borys Filonenko, Lizaveta German and Maria Lanko. Taras Prokhasko in
an excerpt from his diary FM Halychyna, with an example of familiar landscapes, writes about the
fear and pain triggered by unwanted or unpredicted changes that transform the space around
beyond recognition. Beth Joselow in Thinking about Water leads us through the story of her
relationship with Pavlo Makov since 1993, explains the connection between concerns and main
guestions they reflect on in their works and writes intimate pieces about Home and Hope. In Drops
of charisma Stanislav Turina focuses on the phenomenon of exhaustion itself, its definition, borders
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and causes, its place in the world, in every single life and Makov’s oeuvre. Vlada Ralko in Time Thief
reflects on the question of exhaustion but, unlike Turina, within a single work. Ralko argues that
Fountain of Exhaustion illustrates process rather than a fixed state; she focuses on the permanent
shift of the visual form, despite what, the meaning of the work remains intact. Hans Ulrich
Gumbrecht in After 1945, fragment from ‘Unconcealment of latency? My story with time’ illustrates
the impossibility of objective and unbiased perception of the events at the moment and of making
an obviously correct decision, while reflecting on his perception of the socialist regime in the 80s.
Lizaveta German seeks the answer to the question ‘Why even bother to recreate the work from
1995 in 2022?". She explains this with the so-called archaeological impulse, typical for the last 30
years of development of art, and auto-archaeology, inherent in Makov’s art. In both cases, the
place of events — Ukraine — is determinant as its contemporary art has been lacking sufficient
reflections on the past and its reinterpretation. The last text belongs to Pavlo Makov: Excerpts from
our scenery. Epilogue is an artist’s story about finding and analysing more than 400 works in 1998 —
Makov’s third-person narrative about himself. This text makes a circle and brings us back to the
beginning — the first day of the Great Flood (Filonenko 2022, p. 133).

The shaping and development of the concept and its connection with the material form of
Fountain of Exhaustion are described widely and coherently. Rising above Ukrainian context and
Kharkiv mythology is shown graphically, mainly with the examples of exhibitions where the work
was present. Lizaveta German writes that, despite permanent change and development of the
form, the idea is always being repeated — the absence of the fixed form and visual narrative is what
enables the Fountain to spread into wider contexts (Filonenko 2022, p. 130). The general
exhaustion is felt by citizens of Kharkiv and Venice but the contexts, forms and causes are different.
So, because of the liquidity of the form and its ability to permeate into any context, Fountain
becomes a universal symbol of exhaustion: political, ecological and humanitarian. Vlada Ralko in
Time Thief writes that with the appearance of new models, it seems like the distance to the
Fountain grows, its outline gets more precise and the whole structure infinitely lengthens — the
inexhaustible potential gets defined (Filonenko 2022, p. 125). Perhaps, the same happens with
global exhaustion, now we see it from a clearer angle; meanwhile, the exhaustion itself has
become more apparent and comprehensive, branching out like the Fountain.

The local myth is important for understanding the idea of Fountain of Exhaustion in the early
stages of its life. The collapse of the Soviet totalitarian system and regime in the 90s led to the
inanition of the local myths that no longer had a decisive impact on the perception of the place.
The symbolic connection between the past and the present was lost. Though it is strenuous to
build on the ruins from scratch, Pavlo Makov and the sculptor Oleksandr Ridnyi in 1997 presented a
project called Local Monuments, the concept of which was to create a “local myth, parallel to the
official one”, that would meet the times and the social context, unlike the official, hierarchized one
(Filonenko 2022, p. 54). Fountain of Exhaustion was part of the project, which is not surprising —
two years before Makov was striving to install the monument of the Fountain at the confluence of
the Lopan and Kharkiv rivers.

At the beginning of the text, Stanislav Turina writes about a large number of images of the
cornucopia (from the Kharkiv coat of arms) around the city. After the collapse of the Soviet Union
and its totalitarian system, there was nothing to reinforce the “cornucopia”, it did not represent the
reality, which again was indicating a need for change. What that time was contributing to the most
was creating a monument for the overall exhaustion (in this case even the exhaustion of the
mythology), in order to, as the author writes, “carefully investigate the concept of exhaustion in
itself” (Filonenko 2022, p. 122).

There are a few mentions of the resistance of the Kharkiv citizens and other artists to the
idea of Fountain of Exhaustion and incomprehension of why it is not a Fountain of Abundance.
Facing a new or contradictory experience always triggers a feeling of a threat and a fighting

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2023.1(15) | 145



REVIEWS

instinct, however, this very moment allows us to get into its essence. (O'Connell 2015). Perhaps,
the model of this work in the centre of Kharkiv was supposed to perform a function of an inert
reminder about the potential total exhaustion, facing which scared the society. Beth Joselow
writes: “Guernica may make us gasp and cause us to weep, but it does not stop wars or make us
open our arms to refugees.” (Filonenko 2022, p. 121). This work is not about help and salvation, it
merely depicts the actual state of our existence, pointing out exhaustion that will certainly intensify
over time. In Makov’s opinion, the public was not ready to consciously diagnose itself, so the
monument did not get a chance to tower over the city.

This book illustrates Pavlo Makov’s cooperation with other artists taking place between 1995
and 2022. The 5th and 7th chapters tell about Makov working with the designer Mykola Shtok who
made the first 3D models of the funnels and recorded the installation of the Fountain’s Memorial
with fire replacing water. Collaboration with the writer Beth Joselow on Fountain of Exhaustion.
April Wars is described in the 6th chapter and in her text at the end. This auteur book, may be said,
for the first time brought the Fountain closer to the global context. Taking water as the key concern
and parallel, it connected the contexts of Kharkiv and Washington. The 8th chapter tells about the
connection between the art of Pavlo Makov and Oleh Mitasov, which, to my mind, seems the most
important out of all. Makov recorded the entire Mitasov’s flat, a few photos of which later were
included in his book Utopia. Chronicles 1992—2005. There Makov says: “Mitasov is a natural
phenomenon. His ‘artworks’ are not art. They are documents. An absolute unconscious testimony
of our life. And that is his meaning.” (Makov 2005). Noticeably, this quote can be applied to
Fountain of Exhaustion as a document and testimony of our life as well. Its first physical model was
installed on the wall of the building where Mitasov lived. This work has woven into and become a
part of reality created by him. ‘Mitasov was both the product of his age and its verdict’ (Filonenko
2022, p. 62). Probably, the same can be stated about the Fountain: it depicts social exhaustion and
pushes us to face it while being created by the same exhaustion. What seems unclear to me is why
the book does not illustrate the project of Pavlo Makov and Serhiy Zhadan Permanent Residency
(2020). This work addresses a native to Makov phenomenon of shared living space — Kharkiv and
consists of two diaries, written in two different languages: art and poetry (the same as Fountain of
Exhaustion. April Wars) about the same context and same values (Poet Serhiy Zhadan... 2021).
“Place” was always the main field of Makov’s research and practices: at the beginning of the 90s
he focused on the Place where one should settle down and take root; again, the place is the same
as in the Zhadan’s poetry — Kharkiv. Later on, the accent shifts to place’s stability and strength
against time and overpowering striving for progress (Filonenko 2020). Even though it could have
been an effective addition to revealing the concept of Place and Home in his works, this important
part of Makov’s art practices was not shown; even taking into consideration that the images of
Fountain of Exhaustion are directly present in the book.

The last thing that should be commented on is water, as it (or rather its absence) is an
essential part of Fountain of Exhaustion. Apparently, water is the component that makes this work
relevant now in Ukraine and the world, figuratively and literally. The 14th chapter tells about it the
most. Different but important roles of water are shown in the examples of Fountain of Exhaustion
in two exhibitions in PinchukArtCentre: Borderline. Ukrainian Art 1985—2004 (2015) and
Remember Yesterday (2021), of Vasyl Tsagolov’s artwork Fountain and the parallel exhibition
Tailings Dam of Daniil Revkovskiy and Andriiy Rachinskiy. Beth Joselow in her text tells about water
as a main vital resource, a concern about its absence and future preservation, and a return to
purity, that were the main motives of her project with Makov.

This book always forces us to come back to the beginning and change the scale of perception,
to compare and superimpose past experiences with the present. During the ecological disaster in
Kharkiv in 1995 water took a central place in citizens’ lives. In the February of 2022 the presence of
water again became the main concern of all Ukrainians and, at the same time, the exhaustion,
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which had been located at the general social level, showed up clearly and comprehensively to
every individual. “The exhaustion remains exhaustion. The only thing in which the work has stayed
behind is time. If before the stage of the war, which has just come, this work could warn about the
danger of exhaustion of our old world and what would come after it — now this warning is
irrelevant. Now this work does not warn but states.” — Makov answers the questions about
exhaustion after the full-scale invasion (Semenik 2022).

Pavio Makov. Fountain of Exhaustion. Acqua Alta tells about the life of Fountain of
Exhaustion: its transformations, searches, corporations and explorations; the path from the result
of local concern to the phenomenon in the global discourse. The relevance of this work and,
accordingly, this book, lies in certain predictions and warnings of the future that has already come,
so now it is our time to dig into the past, explore it and use the social archaeological impulse. The
book was printed on the occasion of the 59th Venice Biennale, but there is almost nothing about it
in this review — the book itself allocates only four pages along with the curatorial statement. And
that is justified: the book is not a catalogue but rather an addition to the pavilion. It focuses not on
the temporal event, but on the lasting process that still goes on and is now presented under the
roof of one of the central cultural exhibitions. As | stated above, this book makes a reader turn back
and compare, this way, along with the main narrative of the story of Fountain of Exhaustion, it
reveals many adjacent topics: the development of Makov’s art practices, thoughts about
exhaustion in many forms and contexts (individual and social, local and global, past unexpected
and today’s one), myth and the first decades of post-soviet Ukraine and its art.
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Everyone has their own history of exhaustion
(Review on Filonenko, B., German, L., Lanko, M. (eds.), 2022, Pavlo Makov. Fountain of
Exhaustion. Acqua Alta. Kharkiv: IST Publishing.)
After every crisis, there is a period of revival and energy recovery. After every peak of development
goes decaying and gradual fading of resources. This circulation is inherent to every individual life,
political entity, global ecosystem or any other natural or man-made processes. Fountain of
Exhaustion by Pavlo Makov suggests to take a look at a segment of this circulation — a present
period of all-around exhaustion without any visible improvement or solution in sight. Pavlo Makov.
Fountain of Exhaustion. Acqua Alta is a contextually and chronologically broad narrative about the
development of the work of Pavlo Makov, presented at the Ukrainian Pavilion at Venice Biennale
2022. This book is an addition to the pavilion, an individual work that provides wider context for
the perception, resonance and interpretations of the Fountain of Exhaustion. The account is divided
into 16 chapters that introduce the reader to the exhibitions, projects and other Makov’s artistic
practices that are directly connected to the story of the Fountain. The second part of the book
consists of short reflections of artists, curators and writers on phenomena related to the story or
contexts of the work: exhaustion, water, perception of the past and the present, intimate
landscapes etc. Besides the narrative of the development itself, Borys Filonenko, as the author of
the main textual section, in the first place tried to reveal the Fountain’s rising above primary
Kharkiv context into a wider dimension of global concerns.
Since, as it seems to me, the book contains deeper connections between the chapters and texts at
the end, after presenting the structure, | give my reflections about the key parts of the conceptual
side of Makov’s artwork, which can be followed throughout the whole book: instability of the form
and stability of the idea, the phenomenon of exhaustion, social rejection and local myth, the
meaning of water. Moreover, | comment on the presented account of Makov’s joint projects with
other artists.
The relevance of this artwork is conditioned by the massive destabilization in many spheres of
social and individual lives: world politics, ecology, socially traumatic events. This book sums up the
observation on what happens with the un-exhaustible idea and the long-denied exhaustion.
Key words: Fountain of Exhaustion, Pavlo Makov, Venice Biennale, Kharkiv, Borys Filonenko, local
myth, auto-archaeology.
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nig 3BYKU CUPEHWU. ornAd HA BUCTABKY «PUCYHOK» APCEHA LUMAKA'Y
NbBOBI

CraHicnas BonouieHko
To the Sounds of a Siren. Review on Arsen Shpak's “Drawing” Exhibition In Lviv

Stanislav Voloshchenko

This review is dedicated to the debut exhibition of Lviv artist Arsen Shpak. The exhibition called
"Drawing" opened in Lviv, at the Vinyl Club music space, on June 25, 2022. For connoisseurs of the
art of drawing, the artist offered thirteen of his own graphic works. The exhibited objects are an
exclusively new series of the author's works and were shown for the first time. The work on their
creation is largely due to the beginning of the full-scale open invasion of the Russian troops on the
territory of Ukraine on February 24, 2022. In my review, the first thing | talk about is the identity of
the author, which includes short biographical notes, the stages of his formation, first of all, as an
artist, as well as a restorer, which contributes to a better understanding the peculiarities of his
work. The proposed text presents the first description of Arsen Shpak's drawings. Attention is
focused on the material of his works, performance technique, and analysis of plots. The exhibited
objects were created by the author with a graphite pencil on drawing paper, formats A3 and B2.
The author demonstrated drawings in passe-partout and anti-frames. His works are characterized
by conciseness and simplicity of forms, which are realized through the use of geometric structures.
Geometry permeates all drawings, even in the case of anthropological subjects. Eleven works are
devoted to female subjects and two to exclusively geometric figures. Female images are
characterized by clearly expressed gestural aspects, which are manifested in the cheekbones,
features of the gaze of the depicted, as well as masculine features. The works, primarily
anthropological, are characterized by sacred interspersions, which are transmitted through the
halos above the heads of his characters. Analysis of Arsen Shpak's works proved that the presented
graphics were significantly influenced by the tragedy of war, as it was embodied in the
emotionality of his heroes, in part, their sadness, pain, and longing, but at the same time with a
sense of victory in the fight against evil. Publishing his work to the general public opened up
prospects for the artist's further searches and their embodiment in new works.

Keywords: Arsen Shpak, modern art, exhibition, graphics, drawing, war, Lviv.

Y kpeatmsHomy npoctopi JieBoBa Vinyl Club (npoisg Kpuea Jlvna, 5), npoTtarom
yepBHA-NMMHA 2022 p., ApceH Lnak ekcnoHyBaB cBOi rpacidHi poboTn. Bucrtaeka
“PucyHok” Gyna nepmm OeMOHCTPYBaHHSIM BIaCHUX TBOPIB AN LUMPOKOI aBAUTOPII.
OcobucTo 3 XygoXXHMKOM i MOro TBOPYICTIO MO3HAMOMMBCS Yy 2020 p., KONK peanisoByBanm
iHOMBIOYanbHI NPOEKTU Y MeXax CTUNEeHAIANbHOT nporpamm “Gaude Polonia” y Kpakosi.

ApceH LWnak Hapoamecs y J1bBOBI 1 CidHA 1993 p. MucTeubki AUCUMUNNIHA | OCHOBU
pecTtaBpadii cTygitoBaB y JIbBIBCbKOMY (paxoBOMY Koremxi AeKOpaTUBHOIO i Y>KUTKOBOIO
MucTeuTBa iMeHu IBaHa Tpywa Ta JIbBIiBCbKiM HaUiOHanbHIN akagemii MucTeuTs. 3a poku
HaBYaHHSA OMaHOBYBAaB TEXHIKWU PUCYHKA, ManspcTea, NiNHWUHK, KOMNO3uULil Ta pecTtaBpauii
MucTelbknx o6'ekTiB. 3000yTi HaBUMYKM Ha MpakTUui novae peanisoByBaTh i3 2013 p. SK
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AVGEH WITFAK

In. 1. Adpiwa BUCTaBKM

In. 2. PucyHok 6e3 Hazeu.
© Apcen Wnak.
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XYOOXHUK-IKOHONUCELb, NPO L0 CBig4yaTb WMOro
cTiHonncn uepkoB BosHeciHHa [ocnogHboro 'y
JlbBOBI Ta cB. HOpis B MoCTUCBKY (F1BOPIBCHKUI p-H,
JlbBiBCcbka 00n.). MoxnuBo, came uUen [JocCBif
pO3NUCYy LEPKOB BMSIMHYB Ha BUKOPUCTAHHA
cakparbHOl TeMaTuKM y MOro nogaribLUin “CBiTCbKin”

TBOPYOCTH.
Y 2016-2021 pp. BiH pecTtaBpyBaB 6apOKOBi po3nmcu
BiBTAPHOI YaCTWUHM |  TOMOBHOIO  CKIMEniHHA

[apHi3oHHOro xpamy cBATUX anoctonis [letpa i
MaBna y JlbBoBi, aBTOpcTBa ®paHuucka Ta
CebactbaHa EkwTtanHiB (KapHayx, [enHeka 2021;
Bolinski 2017, s.51). Okpim uboro o6’ekta, ApceH
lnak 6paB y4yacTb Yy TEXHiYHIK pecTaspauil
posnucis CtaHicnaBa CTpPOIHCLKOrO KiHUs XVIII CT.,
pO3TallOBaHMX Ha rOfIOBHOMY CKMeniHHI KocTeny
cB. CtaHicnaBa B [ycakoBi (SBOpIiBCbkMIA p-H,
JlbBiBCbka  06n.). ABTOp 3aMMaBCs  TaKOX
nopATYHKOM po3snucie XIX cT. B kKannuui Ha 4ecTtb
UeHcToX0BCbKOT ikoHM Boropoguui kocteny Pisgsa
WoaHa Xpectutens B MocTuchbKy (ABOPIBCHKMI P-H,
JlbBiBCbka 06n.). BapTo Big3HAYMTK, WO XYOOXKHMK
3aMMaceTbCH, no4acTw, 7 NpUBaTHOK
pecTaBpauinHOK NPaKTUKOK. BiH BiAHOBUB po3nucu
1935p., aBTopcTtBa [logkapyeBHOro, B CTWNI
apT-Aeko, sAknmMu 03gobneHo kopuaop wkonu Ne 10
iMm. Mapii MarganuHn y J1bBoBi.

3 MeTor HabyTTa HOBOro AOCBiAY, CyYacHMX
nigxodiB 'y pectasBpauil, TexHonoril gpecka,
TpaHcdepa Ta NO30SI0TH, Y JIKOTOMY-NUNHI 2020 p.
BiH cTaxyBaBcad B Akagemii obpasoTBopunx
MuUcTeuTB iMeHn AHa MaTtenka y Kpakosi, 3aBOsiku
CTUMNEHZIANbHIN  Nporpami  MiHiCTpa KynbTypu i
HauioHanbHOI cnagwwmHn Pecnybnika [Monblwa
“Gaude Polonia”. Tlinz 4ac uUbOro CcTaxyBaHHSA
BUrOTOBUB cepito PUCYHKIB, NPUCBAYEHNX
apxiTekTypi KpakoBa. MoXnMBo came apXxiTeKTypHi
CIOXeTn CTaHyTb TEMaTUKo HacynHoro
BMCTaBKOBOIO NPOEKTa aBTopa.

loeto nepcoHanbHoi BucTaBkn ApceH Lnak
03By4YyBaB Le y 2021 p., Ha TOM MOMEHT NraHyBaB
€KCMOHyBaTW CBOI AaBHi poboTK, ane nepeLKkogor
Toni Oyna enigemis KopoHaBipycy. 3 no4aTtkom
BENUKOI BiHW 24 foToro 2022 p., No4aB HOBY Cepito
po6IT — rpaivyHnX pucyHkKiB. MepLui TBOpW KOMNeKLUil

(In.2) aBTOp NPOAEMOHCTPYBaB Yy MepLUin MNONOBUHI 6epe3Hs, B TOW MOMEHT BOHU
cnpynmManunca sk cnocidé abcetparyBatuca Ta “noBepHyTUcs Ao cebe” B ymoBax BiMHW. Y
TpaBHi BiH BMpILUMB, WO 3 UMM “NOBEpPHEHHs A0 cebe” BapTo NOLINUTMCA 3 UHLWIUMU Y

ny6niyHoMy NpocCTopi.
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In. 3. PucyHok Bea Hazsu.
© Apced Wnak.

L]

In. 4. PucyHok Bes Haaew.
© ApceH Wnak.
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Y 122 peHb NoBHOMAacLITabHOro pPOCINCLKOro
BiNCbKOro BTOPreHHs 4o YKpaiHu, 25 yepBHS 2022 p.,
ApceH Lnak nepeseHTyBaB CBil BUCTaBKOBUW
NPOeKT “PucyHok” i3 TpuHagudatn pobiT. YCi BOHM
BUrOTOBMNEHI Yy CTUni rpadikn, TexHiui pucyHka.
TBOpPM BWMKOHAHI Ha PUCYHKOBOMY nanepi, pi3HUX
po3MipiB i BIOTIHKIB, WO 3a crnoBamMu XyOOXHUKa
nosicHoBanoca obCcTaBMHamMm BOEHHOrO 4Yacy -—
pucyBaB Ha Tomy, wo 6yno nig pykotw. Y nepuui
TWXKHI HOBMX peanin rogi 6yno gicrtatn HeobxigHW
nanip AN pucyHka, TOMy B [JOMOMOrY MpUIALLNK
AaBHi 3anacu. Po3mip pobiT KonMBaeTbCA B Mexax
dopmaty A3 i B2. [na HanucaHHs 306pakeHb
BMKOPMCTOBYBaB rpacdpit, TOMy BOHM B YOPHO-Binunx
ToHax. EpekTy BigATiHKIB YOPHOro Ta ciporo, aBTop
AOCArHyB  3a  [AOMNOMOrOK  BUKOPUCTOBYBAHHS
rpadiTy pisHOI TBEpPOOCTU Ta M’ArKOCTM, a TaKOoX
3MEHLUEHHAM iIHTEHCUBHOCTW TOHY rymkoto. Jlvwe B
ogHoMmy pucyHKy ApceH LLinak 3actocyBaB 30110TWi
akpun Ong  HanucaHHsa  HiMBy, Wwo Hagano
AoBepLieHocTn obpasy nepcoHaxa (In. 3).

Bubip 4opHO-6inoi KONOPUCTMKM MIF NOSICHIOBATUCA
Tparegielo, sKa cniTkana ykpaiHuiB 4depes
poCiiCbKy arpecito. Lls TOHamnbHICTb PUCYHKIB
CBiAYMTb MPO BHYTPILWHI NEPEXnUTTa XyOOXKHUKA,
KWW Yy BNacHMiA cnocié nepexuBaB HacCMigku
BTOPrHEHHS Ta 3aKOAyBaB IX Y CBOIX TBOPaX. 3BYKU
cupenn, Bubyxm y JIbBOBI TeX agoganum CBOro
“3By4aHHs’”  pUCyHKaMm, agxe nosbaeneHun
PO3yMiHHS, KONMW 3aryHalTb, He rnepecTaBaB
nucaru, Big4vyBakyn CBOK METY Ta MOKMNKAHHA —
TBOPUTU TYT i 3apa3. [eski poboTn XyAOXHWK
nucaes B YKPUTTI, Mig 4ac curHany mnoBiTpAHOI
TpuBOrn, 0CO6GNMBO KONMM BOHa TpuBana noHag
OOHY 4M [OBi roguHW. Ak He [OMBHO cupeHa
cynpoBogXyBana Ui  PUCYHKM N Ha X
npes3eHTyBaHHi — nyHana 6rmsbKo roanHu.
ToHanbHiCTb BiHM BiQYyBaEeTbCH,
Ge3nocepeaHbO, Yy ClOXeTax, €eKCNOHOBaHMX
pucyHkiB. [na nepcoHaxiB ApceHa Llnaka
HambinblW XxapakTepHUM € IX nepcoHarnbHa
€MOLINHICTb, BIATBOpPEHa Yy pucax obnuyus,
nornsdi,  KOMMNO3WUINHOMY  MO3WLOHHYBaHHI.
YacTtmHa noro repois i3 BigkpuTumm ounma (In. 4),

WHWa — 3akputmum (In. 5). Ha min nornsa, aBTop nepeaas yBeCh Tpari3am peanini, BnacTmeo,
yepes odi. lNornag Moro nepcoHaxiB KONMekTuBHUMM — Binb, Tyra, Cym, ane BogHodac
BiACYTHICTb 3HeBipu. Lli o4i, nonpwu 6inb, NPOMOBASATbL NPO BMEBHEHICTb Y 3aBTPaLLUHLOMY
CBITaHKy, Nepemoasi Ta BiapooKEeHHI HaLil.
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lMonoBaHnHa 306pakyBaHuMx oCi6 HapucoBaHa 3 HiMGamu Ha ronosi, WO A043€E 1M
cakparnbHocTW. [NepcoHaxi 3 HiMGamun HaragyrTb XIHOK, SKi CTOSNM Nig posin’atum Icycom
Xpuctom Ha lonroTi, a Takox XiHOK MupoHocuub (In. 2). XKiHodi o6pasn ApceHa Llnaka,

[n. 5. PucyHok 6ea Ha3su.
© Apced Wnak,

In. 6. PucyHok Bea HazBu.
© Apcen Wnak.

HEMOB HOBO3aBIiTHi MWPOHOCKLi, B OYiKyBaHHHI
cBiTNa nepemorn Haj 3rom i cmepTio. Moro repoiHi
YSBMSATbCSA HEMOB CBATI, AKi CnycTUNuUchb 3 Heba,
abn 6y™m 3 HamuM Yy Uen CKNagHWA nepiog,
nepexueBatn pasomMm Oinb BTpaTtu, paH, pyrHauin i
nepemiweHb. Y  UbOMY  KOHTEKCTi MOTpibHO
3ayBaXknTn N Ha BAaniv nepegadi 4itko BUpaKeHUx
BUNUUb 0ONKM4Y, $Ki OOMNOBHIOKTL IXHiM 00pas3
MY>XHICTIO, BMEBHEHICTIO, BIACYTHICTIO CTpaxy Ta
3HeBipw.

Bapto Big3Haunt, Wwo Aana pobiT XygoxHuka
npUTaMaHHMM € BUKOPUCTaAHHA [E€OMETPUYHUX
KOHCTPYKLiN. YCi 6e3 BMHATKY eKCnoHaTu BUCTaBKM
“PUCYHOK” MICTATb reoMeTpuyHi doirypu, €ki 3a
cnoBaMu aBTopa MigKPECoTbL NPOCTOTY opM,
HapawTb JNTaKOHIYHOCTK, YiTKOCTN,
BNoOpsiAKkoBaHOCTM Ta o6’emy. ABTOp 306pa3us
nogen y kpagpatax, NpsIMOKYTHUKaX | TPUKYTHUKAX,
a iXHi ronoBn — BNUcaB y KOO, CBOEPIOHUA HIMO.
AKwo Ana  oanHaguATUM PUCYHKIB  reoMeTpuyHa
MPUCYTHICTb HE Hece OCHOBHOMO 3MiCTOBOro
HaBaHTaXXeHHHA, TO ANns [BOX, BOHM CTaHOBNATb
ronoBHUN CIOXeET, nosask nosb6aBneHi
aHTponornoriyHoi  cknagosoi  (In.6). [eomeTpis
NPUCYTHA 1 Y Nignuci XygoxHuka. BiH nignucas yci
poboTn y BuUrnagi mapkyBaHHa “LLUA”, ake o3Havae
nepwi nitepn Moro npissuwa Ta imeHn. TyT BapTo
BiA3HaunTK, WO nitepa “A” nogaHa y BuUMAAi
TPUKYTHUKa “A”. HaBiTb CBi NignMCc XygoXHUK
KOHCTpPytoE B reomeTpii. ¥ Oyksn “LU” cepegHin
BEPTUKaNbHUA LUTPUX OMYLLUEHUA HUXYe cepednHn
Kopnyca, a npaBuh — TPOXW BULLNA CepeaHbOro.
Bropi npaBoi BepTukarnbHOI YacTuHU nitepu “LLU”
nomiweHo “A”. Y pobortax ApceHa Lnaka gocntb
OpraHiyHO NOEAHYETLCS CMMBIO3 aHTPOMNOMOTIYHUX i
reOMEeTPUYHUX CIOXKETIB.

XyOOXXHMK 3aKOMMOHYBaB PUCYHKM B nacnapty
YOPHOro KOMbOPY Ta EKCMOHyBaB B aHTMpaMax.
ABTOp He NogaB eTUKETOK i3 nignncamm poobiT, aki 6
yMmilanu ix Ha3By, MaTepian, TexHiKy, po3mip, AaTy.
Lla obctaBuHa pomae npobnematvyHOCTM AOns
XapakTepuayBaHHS  KOXHOIMO  PUCYHKa, agxe
BUHMKAE CKNagHiCTb B igeHTudikauii — notpeoi
Ha3Bu. Llen MoMeHT, moxnueo 6yB nepenbaynHum
XYOOXHUKOM i MaB Ha MeTi akueHTyBaHHS rnagada

Oe3nocepeaHbO Ha 00’eKT, a He BUXiAHY iHdhopMaLito Npo HbOro. MoXnnBo B NnaHM aBTopa
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BXOOMMNO Te, abu KOXEH 4epes3 BnacHe CrnornsgaHHa Ta eMouil Mir camoTiiHo anga cebe
Ha3BaTW KOXHY 3 pobiT.

Biokputta BucTaBkm 6yno nosbaBneHe yctaneHoro odiuinody Ta SKOrocb 4iTKO
chopmoBaHoro cueHapito. Xy4oXXHUK Ha no4vaTKy BUCTYMUB i3 KOPOTKMM CITIOBOM, Y SIKOMY
pO3MoBIiB MPO CaMi eKCrnoHaTK, iCTopilo X MNOosiBM, MNOQINMBCA AOOCBIOOM I1X CTBOPEHHS,
CloXeTamMu, a TakOX MoAdKyBaB rOCTAM 3a MPUCYTHICTb. HeBuUMyLLEHICTb aTMocdepu
BIAKPUTTS BUCTaBKM gogaBarnu 1l y4aCcHUKK: ApYy3iB, KOrern Ta HaCTaBHUKU XYO0XKHUKA, SKi Y
pi3HWU Yac i cnocib nomy gonomaranu i nigtpumysanu. KoxeH, xto 6axas Mir noginutucs
BNacHMMK po3gymamu 4Ym crioctepexeHHsamn. OOuH i3 HacTaBHUKIB aBTopa, AokTop [lasen
BoniHcbknn 3 Akagemii mucTteyTB iMeHn AHa Materika B KpakoBi, Big3Ha4MB YHiKanbHICTb
XyOOXHUKA, NOB’s13aHy 3 OpraHiYHUM NoeAHEHHSIM B 1oro ocobi hbaxy Ta TBOpPYOro pemecrna
— pecTBapyBaHHA TBOpPIB MUCTeLTBa i NPOAYKYBAaHHA BMaACHUX, a TaKOX AEMOCTPYBaHHSA
ocTaHHiX. [lonoBHIOBHIOBaNa eKkcroHoBaHi 06’ekTu My3uka ynobneHnx nnatiBok ApceHa
LWnaka, nig 3ByKu sikux Li poboTy NpoayKyBanucs B MOro MancTepHi.

BuctaBka “PucyHOK” Bigkpuna Ans LWMPOKOI rpoMaackocTn JIbBoBa, BUMYLLEHO
nepemiweHnx ocid Ta TypucTiB HOBOro XyAOXXHUKa-rpadika. 3o0poBuin OOTUK OO0 TBOpIB
ApceHa Llnaka [o3BoNuB Mi3HaTM 4YacTUHY MOro TBOPYOro AopobKy, Habnusntuca [o
pPO3yMiHHA “CBITIB” aBTopa Ta WOro ysBneHb. He BWKNUKae CyMmHiBY, WO UA BUCTaBKa
nopoauTb HOBUN MUCTELIbKUIA OUCKYPC, CIPUATUME NEPEOCMUCIIEHHIO Cy4aCHUX NigxoaiB y
HanpsaMKy rpadivyHOro pucyHka Ta OOMOBHUTL YKpaAlHCbKE MUCTELTBO HOBMM iM'SIM i MOrO
TBOPYNUM KENCOM.
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I1i0 3eyku cupeHu. O2n150 Ha eucmaeky «PucyHok» ApceHa LLinaka y Jlbeoei
Lled oansd npucesydeHul 0ebromHili eucmasuyi /ibeieCbKo2o XyO0oxHuUKa ApceHa Llnaka.

Bucmaeka nid Ha3zeor “PucyHOK” giOKpunacsk y Jlbeosi, My3udyHomy ripocmopi Vinyl Club, 25
yepsHsi 2022 p. [ns nouiHogysayie Mucmeumea pucyHKa, XyOOXHUK 3arporioHysas
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mpuHadysime ernacHux gpagidyHux pobim. EkcrioHogaHi 06’ekmu cmaHo8/15iMb 8UHSIMKOBO
Ho8y cepiro meopie asmopa i deMoHcmpysarnucs enepwe. Poboma Had ix CmeoOpPEHHM y
6inbwiti  mipi  3ymoerieHa rno4yamkoMm rosHomacwmabHo20 8i0KpuUmMoao BMmMopPaHEHHS
poOCilicbKuXx 8ilicbK Ha mepumopito YkpaiHu 24 firomoz2o 2022 p. Y Moemy o2n1s0i Hatinepuwe
Mo8umbCs npo 0coby asmopa, SKi 8KYarmb KOpomki bioepachiyHi Homamku, emanu
lioeo cmaHoeneHHs1 nepedoscim XyOQOXHUKa, a MmakoXx pecmaspamopa, Wo Crpusie
Kpaw,omy po3yMiHHKO ocobriugocmeu io2o mgopyocmu. Y rnpornoHo8aHoOMy mekcmi nodaHo
nepwy xapakmepucmuky pucyHkie ApceHa llinaka. Yeaea akueHmoeaHa 00 Mamepisisly
tio2o pobim, mexHiuji BUKOHaHHs1 ma aHarli3ygaHHI0 ctoxxemis. EkcrioHogeaHi 06’ekmu, asmop
B8UKOHag epagpimosumM orsligueM Ha pucyHkKoeomy narepi, ¢popmamom A3 i B2. BiH
deMoHCcmpysae pUCYHKU y nacriapmy ma aHmupamax. [Mns pobim npumamaHHi
NlaKoHIYHicmb | ipocmoma ¢opM, SIKIi pearsiizoeaHi Yepe3 8UKOPUCMAaHHS 2e0MempuYHUX
KOHCcmpyKUit. [eomempieto npocsikHymi 6ci pUCyHKU, Hagimp y eurnadKy aHmponoaoaidyHux
ctoxxemie. OOuHadusimb mMeopie MpuUCBSYEHi XIHOYUM ctoxxemam | 0ea — BUHSIMKOBO
2eomMempuyHUM picypam. XKiHodum obpalam ernacmuei YimKo 8UpakeHi XeCcmuKynsayitHi
acriekmu, SiKi MposiensAloMbCA Yy 8uuUUsx, ocobnueocmsx noansady rnopmpemosaHux, a
makox MyXHix pucax. [ns pobim, nepedosciM aHmMponosoaivHux, npumamaHHi cakpasbHi
8KparfieHHs], ki nepedaHi Yyepel3 HiMbu Had 2oroeamu U020 MepcoHaxie. AHari3yeaHHs
meopie ApceHa Llinaka 3acgid4usio, wo Ha npedcmasreHy epagiky 3Ha4HuUU erifiue gidicpas
mpaeiam 8iliHuU, ro3asik 6iH emifnuecs 8 eMoujiiHocmu (o020 2epois, rnodyacmu, iIXHbOMY
cymosi, 6oni U my3si, ane e0OHo4Yac i3 e8iddymmsm nepemoau y 60pombbi 3i 370M.
OnpunodHeHHs1 ceoei meopyocmu 051 WUPOKO20 3azarly ei0Kpusio nepcriekmusu Oris
rnodarnbWwux nowykie Mumus ma ixHb020 emifieHHs 8 Hogux pobomax.
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NPO 111 WWOPIYHY MDKHAPOOHY KOH®EPEHUIO
AOCNIQHUKIB ICTOPII MUCTELITBA

Map’saHa JleBMUbKa

On the 111th CAA Annual Conference of the Art Historians
Mariana Levytska

The review is dedicated to covering the program and topics of the Annual scientific conference of
the College Art Association (CAA), which took place in New York in February 2023. This conference
is one of the most important scientific events in the fields of academic art history, history and
theory of design, visual culture studies, museology, and curatorial practices. The program of the
2023 conference demonstrated that art historians strive to expand methodological approaches and
build research in intermedial and transcultural perspectives, while artists and designers aim to
meet the current challenges of the epoch and the needs of society.

Keywords: art history and theory, visual culture, art in practices of resistance.

I3 15 no 18 ntotoro 2023 p. B Hbto Mopky Biabynacs 111 wwopiyHa MixHapoaHa Haykosa
KOHMbepeHLis aocniaHukiB icTopii MucTeuTsa (111-" CAA Annual Conference). Lle ogHa i3
HanoBINbWMX i rnobanbHUX nogin y npodecinHoMy nosi, sika noHag CTOoNiTTs 36upae
ICTOPUKIB MUCTeLTBa, OOCNIAHUKIB BidyanbHOI KynbTypu, MUTLIB, AM3anHepiB, KypaTopis.
LiboropivyHa nporpama koHdepeHuii CAA nponoHyBana Ao po3rnsagy sik case studies Tak i
TEOPETUYHI NUTaHHSA ICTOpPIT MUCTELTBa, HOBUX Miaxo4iB A0 nefarorikn, OKyCyrunchb Ha
npobnemax couianbHOI CNpaBeanuBOCTI, €KOMNOoriYyHoI BiANOBIAANBHOCTI, PIBHOCTI Ta
PI3HOMAHITHOCTI, IHKITHO3UBHOCTI B Cy4aCHOMY CBITi TOLLO.

3okpema, poboTa koHgepeHuii CAA Byna 3ocepemXkeHa Ha Taknx Hanpsmkax:

— OOCniIKEeHHA Y cdepi icTopil MUCTeUTBa, An3anHy Ta CTYAiN BidyanbHOI KynbTypu (B
YCIX MOXITMBUX METOAONOINYHUX NEPCNEKTMBAX | TEOPETUYHUX Migxonax);

— 06roBOpEHHS aKkTyarnbHMX Npobnem BMKNagaHHS QUCLUUNIIHM iCTOpIi MUCTELTBa;

— MiXXgucuunniHapHi Ta iHTepmegianbHi cTyail;

— beMmiHicTuYHI cTyail (nig natpoHatom komiteTy «KiHKa B MUCTeuTBI» («Woman in
Art»);

— nporpama MikHapogHOro KOMITETY, MNPUCBAYEHA MUCTELBbKMM BIignoBigsaM Ha
aKTyanbHi CBITOBI 3arpoau.

MpoTarom 4 gHiB KOHdepeHuii Biabynocsa noHag 100 TemaTU4HUX nNaHenen (no 4
A0NoBiAdi i3 NoganbLIOK OUCKYCIE Ha KOXHIN), pag 3ycTpiven npodecinHux ToBapucTe Ta
o6’eHaHb, MancTep-Knacis i3 NigroToBkM Nyonikawin, KHMKKOBa sspMapka ToLLO.

Baxnneo, Wo uboro poky YkpaiHa Mana Kifbka npegcTtaBHUKIB Y Pi3HMX CeKuisix Ta
nporpamax koHdpepeHuii CAA, rornioBHa npobnemartmka skux 6yna cpokycoBaHa Ha TeMi
BiHW Ta NogosIaHHA NOCTKOMOHIaNbHUX KOMMITIEKCIB Ta ynepemkeHb — i B caMin YkpaiHi, i y
cTaBneHHi 0o YkpaiHu Ta 1i KynsTypu y CBiTi. 30Kkpema, LuUboropiyHmMn cknag CAA-Getty
International Program MaB YKpaiHCbKMX npeacTaBHukiB: Hatanito MycieHko (HaykoBa
cniBpoBiTHMUA  IHCTUTYTY cydacHoro wmucteutsa HAHY, KuiB) mogepaTopky cecil
«CTBOpEHHS | OXOpOHa Ha CBITOBIN apeHi» («Creating and Preserving on a Global Stage») Ta
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XKaHHy Komap (HaykoBa cniBpoOiTHUUS IHCTUTYTY OOCNiOKEHb €BPONENCHKOI CNaaLLnHW,
KpakiB) gonosigadky B LN Xe cekuil (gonosigb «[lekonoHizauia iMnepcbKoro 3HaHHS:
NosiIbCbKO-YKpalHCbKM  focBia» («Decolonization of Imperial Knowledge: Polish-Ukrainian
Experience»). Takox y nporpamy cecil «EcTteTnka onopy B enoxy iMnepin: MuHyne i
cydacHicTb» («Resistance Aesthetics in the Age of Empire: Past and Present») Gyna BKnto4eHa
aonosiab Map’aHu J1eBMUbKOI (CTapLioi HayKkoBoi cniBpobiTHMUI IHCTUTYTY eTHonorii HAHY)
Ha Temy «O6pa3oTBOpYMI IHAEKC [OEKOMOHi3auii: yKpaiHCbka rpadpika 4epes npuamy
MUHyroro» («Pictorial Index of Decolonization: Ukrainian Graphic Art through the Lens of the
Past», NpucBAYeHa BiAryKy MATLIB | CyCninbCTBa Ha NOTOYHI Nogii BinHM B YKpaiHi.

Peakuis XygoXHuWKiB Ha 30pOWHI KOHMNIKTU Ta AUCKYCIA LWOAO €CTEeTUKM Onopy
obroBoptoBanacsi Ha cecii «EcTeTuka cnpoTuBY: BIiAryK MUTLIB Ha LOMaLUHi 30pONHi
KOHMNIKTU» («The Aesthetics of Resistance: Artists Respond to Armed Conflict at Home»), cepep
yYaCHUKIB K0T Bynu yKpaiHCbKi MUTL:

e Muteub CniHbKO (Artist Slin’ko) i3 npe3eHTauUiel0 Ha TeMy «YCce NMOBMHHO MUHYTU»
«Everything Must Go» 30CepemXeHin Ha igel npuHaneXxHocTi 9k dopmMmun ornopy B
KynbTYpHOMY, MOBHOMY, TEPUTOPIanbHOMY Ta MOMITUYHOMY KOHTEKCTax B YKpaiHi;

e [laHa KaBeniHa i3 npe3eHTauieto «Bigeo sk 3acid BigobpakeHHs BiiHK Ha [JoHBaci»(
«Video as Means of Reflecting War in Donbas»).

TemaTu4HO-6NM3bKOK AN YKpalHCbKMX iCTOpUKIB MUcTeuTBa Byna Tematuka cecii
«LlLlo Take cxigHoeBponencbke MUCTELTBO?» («What is Eastern European Art?»), NpucBaYeHa
KOHUeNnTyanisauil BU3HaA4YeHHS «LEeHTpanbHOEBPONENCHKE MUCTELTBO», BUSIBIIEHHIO NOrO
MEeX Ta 0COBNMBOCTEN.

3aranoMm, WWPOKNUA CNekTp Tem Ta po3malTTa MEeTodosorin  y AonoBigsix,
npencraBneHnx Ha KoHgepeHuil CAA MoXe CTaHOBUTU 3HAYHWUI iHTEpPEeC ANs YKpaiHCbKMUX
iCTOPUKIB MUCTELTBA, OOCNIAHUKIB AN3anHy Ta CTyAin BidyanbHOI KynbTypu. 30Kkpema, BapTo
BiA3HauMTK Taki cecil, 9k «MamepianbHicmb ma gidyarnbHa Kyrbmypa», «36epexeHHs1 ma
HUWEHHST KynbmypHoOI crnaduwuHu», «[llepeocmucneHHss npaui «The Commitment» (T.
AOOpHO): Mucmeumaeo i nosiimuka cb0200Hi», « TpaHCHayioHarIbHe Mucmeumaeo i nosiimuka:
neusax nepecerieHHs»; «lcmopis mucmeumea i couianbHa crpaseodnueicmb y Oii»;
«lnobaneHi npakmuku OusalHy i IXHil coujo-nosimuYyHul ennue»; «llepeocmMucrieHHs
My3eUHuUUmea y ernoxy KyrnbmypHOI Kpusu», «Mucmeumeo sk couiasibHa rpakmuka:
mexHornoeii 0ns  3MmiH»; «Tina | KOpOOHU: KOHGbickauisi, Miepauis ma anobarnbHe
Mucmeymeo» ToLlo.

HocnigHukn  mucteutBa CepegHbOBiMYS Ta  pPaHHbLOMOAEPHOrO  nepioagy
NPOMOHYyBanu HOBI, HecnogiBaHi pakypcu iHTepnpeTtauii BigOMUX TBOPIB YA MUCTELBKUX
asuL (cecii «Mucmeumeo rniepioduku» («The Art of the Periodical», « TGOPEHHS 3€NEHOro
CBiTY: 1500-1700» («Making the Green World»), «Akcecyapu y CepedHbO8iHHOMYy ma 8
paHHbO-MOOepHOMYy ceimi» («Accessorizing the Medieval and Early Modern World»), «PucyHok
K meopya rnpakmuka: eiokpummsi ma iHHosauii y bpumaHii XVIII cm.» (« Drawing as an Art:
Invention and Innovation in the 18" c. Britain», «“I3 MO20 8ikHa”: OOCMIOKEHHSI MK MEeKCmMom
ma obpasom» («From my Window: Explorations in Text and Image», «OOMEXEHHS i
b6e3MexHicmb y paHHbO-MOOEpHIli CKynbrnmypi» («Limits and Limitlessness in Early Modern
Sculpture»), «[lpupoda cmeopura mino: MemaghopuyHi diario2u MiXX cri08oM i obpasom y XVI
cm.» («Nature Bodied Forth: Metaphoric Dialogues between Word and Image in the 16th
century»), «T8OpPeHHS cakpasibHo20 rpocmopy» («Creating Sacred Space»), «Cy4yacHi
iHmepnpemaduji 0asHbo20 Mucmeymea Ceped3eMHOMOPCbKO20 pe2ioHy» («Modern
Interpretations of the Ancient art Meditteranean Art»), «Mucmeymeo ma ecmemu4yHa
gi0daHicmb 6 Imanii nisHbo2o CepedHbOoB8IYYS ma paHHbOo20 BiOpOOXeHHs» («Art and
Aesthetic Devotion in Late Medieval and Early Renaissance Italy») Ta iH. BapTo BUOKpeMnTu
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HaCUYeHUN TEOPEeTUYHUM KONOKBIyM “Visual Culture at 25” nig ronoByBaHHAM OOHOrO i3
TEOPETUKIB HaMpPsIMKy CTydin BidyanbHOI KyneTypu (Visual Culture Studies) Hikonaca
Mip3soedda.

Takox y pamkax KoHgepeHUii Byno BiA3HAYEeHO BMAATHUIA HAYKOBUWM i TBOPYMM
BHECOK HaMBMMMBOBILLMX OOCHIAHUKIB — ICTOPUKIB MUCTELTBA: BiA3HAKY 3a OOCHIOXKEHHS 3
doeMiHICTUYHOI icTopii MucTeuTBa oTpumana [pisdenbga onnok, 3a HOBI METOAOSONIYHI
NnepcnekTMBM ANA BMBYEHHSA ronnaHacbKoro mmucteuTtBa Oyno HaropogkeHo CaitTnaHny
Anbnepc, 3a 0COBUCTMI BHECOK y Cy4vacHe CBiTOBe MUCTeUTBO Big3HayeHo Bbapbapy
Kptorep. Okpemi Haropoau 3a 6rnmckydi HayKoBi JOCNIAXEHHS, HOBI Ny6nikauii, KypaTopCbKy
Ta pecTaBpauilHy npakTuKy oTpumManu uinuin psg ydacHukisB CAA. 3aranom, uwopivHa
KOoHdbepeHUia icTopukiB mucteuTsa nig erigoto College Art Association (CAA) i3 i LUMPOKMM
CMEKTPOM 3axofiB Ta MOTY)XHOK MEAINHOK i rPaHTOBOK MiATPUMKOWD MOxe OyTn ayxe
BaXXITMBOKO NNaTPOPMOI0 AN PO3BUTKY AUCUMMAIHKU iCTOPIT MUCTeLTBa B YKpaiHi.

Mpo 111 wopiyHy Mi>XkHapoAaHy KoHdepeHL o AOCiAHMKIB icTOpil MUCTeLuTBa

Oenss0  npucessiyeHo 8UCBIMIIEHHIO [pogpaMu ma memMamuKku WOPIYHOI  HayKoeoi
KoHgbepeHuji Acouiauii mucmeubkux Konedxie (CAA — College Art Association). KoHgbepeHuis
€ O0Hi€ i3 Hauesaxrusiwux Haykosux rnoditi y cghepi akademiqyHoI icmopii Mmucmeuymea,
icmopii ma meopii OdusalHy, e8i3yanbHUX cmydil, My3elUHUUmMea ma KypamopCbKUX
npakmuk. [Npoepama KoHgepeHyii 2023 npodemMoHcmpysarna, Wo icmopuku mucmeuymea,
rnpagHyme  po3wuproeamu  MemodosnoaidyHi  nidxodu, bydyeamu OOCHIOXEHHS Y
iHmepmeOdianbHili ma mpaHCKynbmypHilt nepcrekmueax, a Mumuj ma dusaltHepu HauineHi
gidrnosi0amu akmyarbHUM 8UKIUKaM Yacy ma riompebam cycrinbcmea.

Knrouoei crnoea: icmopis i meopis mucmeumea, eidyasnibHi cmydii, mucmeymeo y
rpakmukax cripomusy.
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