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ANCIENT, MEDIEVAL AND EARLY MODERN ART

30BPAXEHHA KNIMHKOBOI 36POI HA CEPE[JHbOBIYHIA KEPAMIL|I TABPUKU
KatepuHa BaneHTupoBa
Edged Weapon Images On The Medieval Pottery From Taurida
Kateryna Valentyrova

The research of the edged weapons requires an involvement of different types of sources. The
visual ones are among the most informative. Images depicting medieval edged weapon could be found
on different objects, in particular, on pottery. Most of such engravings are schematic; that is why an
informative value of such sources is rather modest. Nevertheless, engrawings on pottery depicting edged
weapons may attract scholar’s attention. Images on medieval pottery from Taurida (Crimea
peninsula) are especially interesting in this context. In the article the author analyses 17 artifacts
decorated with images of edged weapons that were found in Crimea. In each case an image of weapon
was part of a larger composition depicting a warrior. Scholars tend to interpret such figures as saint
warriors or epic heroes. Local life contexts as well as the general historical situation in Europe during the
12-13" centuries shaped favorable conditions for increasing popularity of the military themes in fine
arts. The swords, sabres and items that cannot be reliably interpreted are depicted on the artifacts that
are dealt with. The author reveals a spesific type of weaponry which have no analogies among the
medieval archaeological materials by now. The upper date of exploitation of most of the atrifacts can
be clearly identified as far as the artifacts were found in the cultural layer which corresponds with
destruction of Chersonesus in the 13" century. The artists used to engrave weapons schematiclly,
however sometimes the one can be sure what kind of weapon an artist tried to depict. Comparison of the
images on pottery with the archaeological findings allows us to jydge on specific military traditions of
both the Bizantine Empire and the Northern Black Sea region during the 11-12 centuries. The findings
of the 13" century weapons in the Crimean peninsula are rather scarce, so the visual sources are very
important for studing of the local edged weapon. Such sources are interesting in the broad context of
studying of the medieval culture of Mediterranean and Black Sea regions as well.

Keywords: edged weapons, Middle Ages, Northern Black Sea region, pottery, visual sources.

AHani3 Bi3yaNbHUX [A)Kepen € BaXKAMBOK Ta HeobXigHOW CKAafoBOKW  AOCHIAMKEHHSA
K/IMHKOBOT 36p0i. 3MicT Ta XxapaKTep 306parkeHHs B cepeiHbOBIYHIN TpaauLi, 3riAHO 3 NaHYO4Y00
AYMKOIO, 4acTo 06yMOBNEHUI cUCTEeMOIO iaein Ta cumBoniB. [1o CbOrogHi NMWAETLCA NMUTAHHAM
ONA AUCKYCiM 3B’A30K L€l rinoTte3n 3 MNPUNYLEHHAM WOAO0 BUKAOYHO MNPOCBITHULbLKOIO Ta
nponaraHAWBHOIO XapaKtepy Bi3yanbHoro B CepeAHboBiyYi. TUM He MeHL, O4eBUAHUM € Te, WO
HaBiTb MaNIOHOK ANA AKOrO HANeBHO MOXHA FOBOPWUTWU TiNbKM MPO AEKOPATUBHUI XapaKTep,
NOTEHLiMHO Mir MaTh NeBHEe CMMBOJIIYHE HaBaHTaxeHHA. CepeiHbOBIYHI 306paKeHHA KAMHKOBOI
36poi, AK NpaBUNO, € YaCTUHO BiNbL LWMPOKOI 3a 3MicTOM Komno3uuii. Hanvyactiwe 36pos, B Tomy
yucni i KAWMHKOBA, MPeACTaB/NeHa B KOHTEKCTI KOHKPETHOro nepcoHaka, Wo BMKopucTosye i/
BoJsioAi€ Heto. Lle gae wWmMpoKe none ana iHTepnpeTalin Ta po3agymis He TiIbKKU BigHOCHO eBoAtoLji
36poi, AK NpeamMmeTy MmaTepianbHOI KYAbTypK, a 1 WOAO YAB/EHb CEPEAHbOBIYHOT NOAMHU MPO HEl,
il micua B MUHYNOMY MOBCAKAEHHI. BigcyTHICTb NpAamOi nepcneKkTnBM, NOPTPETHOCTI, Nen3arky Ta
IHWMX efleMeHTiB, WO CTaau BU3HAYaNbHUMKM gna Kusonucy npotarom XIV-XV ctopiyvdi, iHKOAK
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ANCIENT, MEDIEVAL AND EARLY MODERN ART

CTa€ NiAcTaBolo AN BU3HAUYEHHA cepeaHbOBIYHUX 300paXKeHb siK HepeanicTUYHuX. He Bigknaatoumn
i4el0  NpO  XapaKTepHy CXeMaTUYHICTb BWKOHAHHA, BApTO 3ayBa*kUTW, WO eNeMeHTU
cepeaHbOBIMHUX MaJIIOHKIB HepigKo BUPI3HAKOTLCA TOYHICTIO Ta AeTanbHicTio. Le Asuwe
cepefiHbOBIYHOIO NPMMITUBHOIO peaniamy € HaA3BMYAMHO BaXK/IMBUM B 30POE3HABYOMY KOHTEKCTI.

[Ons 4aciB, KONM MaHyBasio pemiCHUYEe BUPOOHMLTBO, AK BiAOMO, OOAHMM 3 KIHOYOBMUX
MOMEHTIB B aHani3i Ta iHTepnpeTauii 306pakeHb € NUTaHHA aBTOpcTBa. HaBiTb B TUX BMMaaKax,
KOJIN BCTAaHOBMTU MOro He BAAETbCS, 0COB/IMBOCTI “pyKM mancTpa” 0b60B’A3KOBO NpuiimatloTbea A0
yBarn. Tak, KOAM MoOBa hae npo 306paxkeHHs 36poi, 0b6i3HaHiCTb B NUTaHHI (Ta Akepena uiel
06i3HaHOCTI), 3auikaBaeHicTb B TOYHOCTI nNepeaadi, iHANBIAYaNbHUI CTUNb, HACNiAyBaHHA NeBHOI
WKOMN XYOO¥HMKOM CYTTEBO BW3HAYa€ Moro iHGOpmaTMBHICTb. 3006pa*keHHA Ha KepaMiyHuX
BMpobax, OKpiM BCbOro BMLLE 3a3HAYEHOro, pernameHToOBaHi maTepianamun Ta TeXHIKamu, AKUM
npauytoBas maicTep.

XI-XIll cTtopiyya — u4ac, KOAM OCHOBHMM METOAOM BWPIIEHHA NWUTaHb Oyno 36poliHe
NPOTUCTOAHHA. YUCNeHHi BINCbKOBI KOHONIKTM pi3HOro MmacwTtaby Ha TepuTopii TOroyacHoi
XPUCTUAHCBbKOI EBpPONM NOpoAKyBanucb 6araTbma YMHHMKAMMK, NPOBECTU MEXKY MiK AKUMMU, fK
NpPaBMaO, BarKKo. AKTMBI3aLiA CeNbAXKYKiB Ha CXigHUX KOPAOHAX Bi3aHTIMCbKOI imnepii y 60-70-Ti
pokM XI CT cTana NOWTOBXOM A0 NOYATKy enoxu XpecToBMX MNoxogiB. HaBiTb AKWO rosBoputh
BMKAOYHO MPO BiMCbKOBO-MONITUYHUI ACNEKT LbOro ABULLA, OYEBUAHUM € Te, WO BOHO 3MiHWNO
OVHAMiKy PO3BUTKY MNoAin He TinbKu B [ManecTuHi Ta Ha baumsbkomy Cxopgi, ane i B €sponi.
MepeocmucneHa igea CBALWEHHOI BINHM Hagana CBiXKOro 3abapsneHHA 60poTbbi 3 HEKAHOHIYHUMM
XPUCTUAHCBKMMWU BYEHHAMMW (anoreem AKMX ANA LbOro nepiogy MOXHa BBa*KaTu ANnbbiroicbki

In.1 KnuHKosa 36posa Ha 306paxeHHAX KIHHUX 80iHi8
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ANCIENT, MEDIEVAL AND EARLY MODERN ART

BiMHM 1209 — 1229 pp) Ta 3aBepLIa/ibHOMY eTany XPUCTUAHI3aLii EBPONM BOrHEM Ta MeYeM, Lo
BTi/IMBCA B eKcnaHcii peoaanis CeAwEHHOT PUMcbKoi imnepii, a nisHiwe TeBTOHCbKOro opAeHy, Ha
zemni CxigHoi Ta [liBHi4HOI €Bponu. llopad, 3 MPOTUCTOAHHAM MYCY/IbMaHCbKOMY TUCKY,
3aroCTPHOETLCA KOHOMPOHTALLA MiXK XPUCTUAHAMM 3axigHOro Ta cxigHoro obpaay. 3aBOHOBAHHA
xpectoHocuamn KoHcTaHTMHoOMona y 1204 poui Ta TMM4YacoBWM po3nag imnepii He TiNbKK
NPULWBKUALIMB il OCTAaTOYHE NAAiIHHA, aNe 1 BiAKPMB HOBY CTOPiIHKY KY/IbTYPHOIO B3AEMOOOMIHY MiX
JNIATUHCbKOIK Ta Bi3aHTiMCbKO Tpaauuiamu. Lli Ta iHwWi macwTabHi Ta gosBroTpmsBani sAsuwa
BiabyBanncb Ha GOHiI 3BUYHUX, BiAHOCHO JIOKAJIbHMX MPOTUCTOSIHb 3a pecypcHy 6asy Ta chdepwm
BNAMBY. YMCNEHHI BHYTPIWHI Ta MiXANMHACTUYHI KOHOANIKTU, CYTUUKM MiXK pPisHUMKU dopmamu
Bnaan, 6opotbba 3a pUHKKM 36yTy pedelt Ta inel — Bce Le peani3oByBaNOCA WAAXOM 36pOIHUX
NPOTUCTOAHb. TaBpWKa NMWanaca MicLem 3ycTpidi KyabTyp Ta iHTepeciB. Ha ¢oHi po3BUTKY
MiCLEBMX KHA3IBCTB Ta TPAAMLiIMHOI NpUCYTHOCTI BizaHTiNcbKoi imnepii, nounHaroum 3 Xl ctopivua B
perioHi 3’ABNAIOTLCA Ta MOYMHAKOTb KOHKYPYBaTU MiXK coboto ToprosesibHi daKTopil iTaniicbKux
MmicT-aeprkaB. 3 Xl ct. Kpum notpanms B opbiTy noain, nos’asaHMX 3 OPAMHCLKOK eKCMaHCIelo.
MicueBi peanii y noegHaHHi 3 BMN/JIMBOM 3arajibHOEBPOMNENCHKMUX TEHAEHLN CTBOPHOBANU
CNPUATAMUBUI IPYHT ANA NOLWMPEHHA BiNCbKOBOI TEMATUKN B MUCTELTBI.

CepegHbOBIYHA XYAOXKHA Kepamika — apxeonoriyHe pgyKepeno, WO Ma€E HaA3BUYAWHWUM
iHGOPMaALLIMHMI NOTEHLAN B KOHTEKCTI AOCNIAHKEHHA KYNbTYPHOI, MONITUYHOI, EKOHOMIYHOI icTopii
TaBpUKKU. Ha cpeaHbOBIYHIN XyaoXHin Kepamiui Taspukn XI-XIII cT. 3ycTpivatoTbca pi3Hi CrOXKeTH.
36poA B JaHOMY BMNAAKY € €1eMEHTOM, LLO NPUCYTHIN B CIOXKETHMUX KOMMO3ULiAX, NOB’A3aHMX 3
BOoiHaMK. Cepen, HUX MOXKHA BUAINUTY “NOPTPETHI” MaNtoOHKM NEePCOHaXKiB, AK NPaBUO, B OTOYEHHI
OpPHaMeHTY Ta CMMBOJIYHUX €NeMeHTiB Ta CLEeHW MPOTUCTOAHHA 3 TBAPUHAMMW, PeanbHUMU 4Yn
daHTacTUYUHMMMK (HaluyacTiwe ue NeB Ta 3Mili/ApakoH). BoiHM npeactaBneHi B 06nafayHKy, 3
Pi3HUMM BUAAMM 0COBMCTOI HAcTynanbHOI (Mey, Wwabns, KUHAKAN, CNUC) Ta 3aXMCHOT (WKT) 36poi.
YBary AOCNiAHUKIB, B Neplly yepry, NpuBepTanu getani 306parkeHb 061agyHKIB Ta WKTIB, TOAi AK
KAMHKOBA 36p0A BUKANKANA MEHLNN iHTepec. TUM He MEeHLL, He AMBAAYNUCH HA Te, WO Ha KepaMmili
BOHA MaJil0oBasiacA AOCTAaTHbO CXEMATUYHO, BAXK/MUBICTb LbOTrO ArKepena BarKKO MepeoLuiHUTH,
30Kpema, 3 ornsay Ha OOMeXKeHy Ki/IbKiCTb apXeosoriyHMX 3HaxifoK KAWHKIB BignosigHoi
reorpadivyHoi Ta KyNbTypPHOI NPUHANEKHOCTI.

B 4 aHin cTaTtTi Mmm onpauytoBanm 17 npeameTis, NPUKPALLIEHMX 300parKEeHHAMM, Ha AKUX
NPUCYTHA KANMHKOBA 36poA. binbwicTb 3 HUX ABNAIOTL COOOIO BeUKi NapagHi 6aoga, NpuKpaLleHi
MaJIlOHKOM B TexHiui “crpaddito”, BUKOHaHMM TOHKOK BPi3HOIO NiHielo no 6inomy aHroby nig
CBIT/IO-}KOBTOIO MO/IMBOIO 3 MiAKPECNIOBAaHHAM KOHTYpiB MapraHuem, iHKOAM — 3 YaCTKOBUM
3HATTAM aHroby ana HagaHHA 6inbwoi BMpasHocTi. La TexHika gomiHysana 3 Xl no Xll cropivus.
A.J1. AkobcoH BiaHOCUB noaibHi cocyan ao rpynu 1 i aatysas ix XI-XII cT. (Ako6coH 1979, c. 121).
Ha aymky A.H. Muroy, yac nobyTyBaHHA NpeaMeTiB 4aHOro TUNYy, BU3HAYEHOro aBTOPOM AK Kaac Il
Zeuxipus Ware, npunagas Ha Xll — nepwy nonosuHy Xlll cT. ManaHikona-bakipTic gatye ui cocyau
XIl, pybexkem XII-XIlI cTt. (Papanikola-Bakirtis 1999, c. 19-20). Bci apTedaKkTi, OKpim OAHOrO, L0
noxoantb 3 Cydaka, 3HalAeHi Ha TepuTopii cepeaHboBIYHOrO XepcoHecy. Lli 3HaxiakmM noxogATtb 3
WwapiB pyrHyBaHHA nopToBoro (po3konkn A.C. PomaHuyK, B.H. laHuneHKo), niBHIYHOro (PO3KOMKMK
C.T. PmxkoBa) Ta nisaeHHoro (po3konku J1. CenikoBoi) paioHiB micTa. ABTOpPM PO3KOMOK AaTyloTb L
wapu 20-mn pokamu Xl ¢t (PabuHosunu, Ceaikosa, XeHHebepr 2009, c. 243) Ta NO4YaTKOM TPETLOI
ysepti Xl c1. (Pmxkos 2001, c. 310, Tonodact, Puxkos 2003, c. 224). MuTaHHS NPO LEHTPU
BUPOOHMLTBA [aHUX COCYAiB € AWUCKYCiHUM. Mana micue rinotesa wWoAo0 iX MicueBoro
NOXoAKeHHA. ApryMeHTOM Ha 1i KOPUCTb € YNCNEHHICTb, B MOPIBHAHHI 3 IHO3EMHMMU TEPUTOPIAMMU,
3HaxigoK. TUM He MeHL, uel $aKT, MOXKHA MOACHUTU TUM, WO 6inbwicTb 3 HUX Byno 3HaNAeHo B
XepcoHeci, B Wapi pylHyBaHb, WO MO0 3abe3ne4ynTtn 3b6epexeHHa uinmx ¢opm (MapwmHa 2015,
c. 23, CasaHoB 2005, c. 201). CTaHOM Ha CbOroAHi BiaCyTHi byab-AKi 3HaXiAKW, WO NiATBEPANKYBAIN
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6 icHyBaHHA B XlI- XIll cT Ha TepuTopii TaBpMKM MalcTepeHb 3 BUPOOHULTBA nocyay Tuny Zeuxipus
Ware. lMpo o06ir nocyay B perioHi CepeazemHomop’as — [lpn4opHOMOP’'A MOXKHa TFOBOPUTU
BUKAIOYHO Ha piBHI rinote3s. B nucbmoBMX [ArKepenax 3ragyloTbCA KinbKa LUeEHTpiB, ae
BUrOTOB/IANAMCA NOAIOHI npeameTn - KoHcTaHTMHONINL, Hiketo, Mepram, KopuHd. deski agocnigHuKi
BiAHOCATb iX MepeBa)HO A0 CTO/AMYHOI wWwKonu (AkobcoH A.J1., 3anecckaa B.M., Papanikola-
Bakirtis). B MiBHi4He MpuyopHOMOpP'A BOHM MOI/IM MOTPANAATA 3aBAAKM MOPCbKiN Toprieni. Ha
KOPUCTb LIbOTrO CBigYaTb AOCAIAXKEHHA 3aTOHYAMX Kopabnis 6ina y3bepexkb cydacHux lpeduii Ta
TypeuumHu (3aneccbka 2011, c. 17). Ha nam’aTkax 6yn0 BUABNEHO BE/IMKY KiNbKiCTb NOAiOHMX
cocyAis, AKi, BoYeBMAb, MEPEBO3MINCA 3 METOK npoaaxy. [nAa aksatopii Kpumy aAckpasum
npuKnagom € Kopabnetpowa 3 Hosoro CBiTy (po3konku 3eneHka C.M.) (3eneHko 2008, c. 156-
168).

KnnHkoBa 36poa 34e6inblioro 3ycTpivaeTbca Ha 300pakeHHAX nilwux BOIHIB. Le €
3po3yminnMm. Xouya, AK CTBepAKylTb ¢axiBui, B 6araTbOoxX BMMNaaKax MOBa MOXe MWTU Npo
KaBasiepucTis, 300paXKeHnX He Ha KOHi, CMTyaTMBHMI BMBip 36poi aBTopom € nepeabayyBaHMM.
Cepep, onpauboBaHUX 306pa*keHb Ham BAANOCA 3HAUTWU TiZIbKM OA4HOrO BepLUHMKA, 036POEHOrO
KAMHKOM (In.1.1). BiH HamManbOBaHWMI Ha Yalli, 3HaWAEHIN B Wapi pynMHyBaHHA [MiBHIYHOro paioHy
Xl cT. Ha BHYTpiWHIiN YacTUHi cocyay npeactaBneHa cueHa 6ot KiHHOro BoiHa 3i 3miem. lepoi
CHOXKeTYy — Ha KOHi, opieHTOBaHWI BNiBO. HaBKONO roNoBM — HIMO, WO B LbOMY BUMNAAKY YiTKO
BKa3ye Ha cBATOro. KynbT CBATMX BOIHIB nNo4YaB ¢OpPMYBaTMCA 3 YTBEPANKEHHAM XPUCTUAHCTBA B
AKocTi odiyinHoT penirii PumcbKoi imnepii y IV cT (Grotowski 2010, 74) i octaToyHO cknaBca y X CT.
IcTOpUYHI peanii BNAMHYAM HA XapaKTep XPUCTUAHCbKOI Mmidonorii Ak cxigHoi, Tak i 3axigHoi
Tpaguuii. B Bi3aHTIMCbKIA KynbTypi He Habyna nowwupeHHa igeAa “cBaweHoi  BiMHW”
MYCYNbMAHCbKOro 3paska. [1a XpUCTUAHCbLKOro CBIiTY, AK CXigHOro, Tak i 3axigHOro, NpoTArom
ycboro CepeaHboBiYYsA OyB XapaKTepHMM Ayanism y cTaBfieHHi A0 BiMHWM. 3 ogHoro 6okKy, 3a
JIOTIKOKO XPUCTUAHCBKOrO BipOBYEHHA — BOHa — MO CyTi, ABULLE, AKE BMMaraso nopyleHHsA
3anoBiger — BBaXKasacb 3/10M i CNpaBoto, NPOTMBHOK borosi. 3 iHWoro 60Ky, AK 0O4HOr0/N0CHO
CTBEPAKYIOTb  AOCNIAHUKM, HEMOMAMBICTb YHWUKHYTU UYUCAEHHUX BIiCbKOBUX MNPOTUCTOAHD,
NPMMYLLYBAJO 3MIHIOBATM CTaBAE€HHA A0 HUX. BapTo 3ayBaKuMTW, WO Le TBEPO)KEHHA €
CNpaBeA/IMBUM, AKLWLO MM FOBOPMMO Npo “odiuiliHy” (3akapboBaHy B MUCbMOBMX ArKepenax)
nosuuito Llepksu Ta Bnaau. Konm moBa nae npo cycniibHy AymRky, npobiema BUrasgae  Aeuwo
CKnagHiwoto. OCHoBHA A3UYHMUbKA 6a3a Bi3aHTIMCbKOT KyNbTYPHOI MoAeni — Mi3HA aHTUYHICTb. Y
BMMAAKYy 3 3axigHOEBPOMENCbKMMM [Aep’KaBaMM Le — Ke/JbTCbKa Ta repmaHcbKa, To6TO
BApBapCbKa, KynbTypa. PisHMUA MiX OaHUMW TpPaguuUiasMuM B PO3YMiHHI BiMHM ouyeBugHa. He
AVBAAYUCD HA Ue, Bi3aHTIMCbKe CyCcninbCTBO ByNo AOCTAaTHLO MiNniTapnsoBaHMM. MocuneHHA poni
BINCbKOBOrO €/1eMeHTy B CYCMiNbCTBi CMPMANO Monynapu3auii Moro cBATUX 3acTynHuKiB. OKpim
TOro, cam OakT NigBULLEHHA MPECTUNKHOCTI MINITapHOCTI BNAWMHYB Ha TpaHcdopmauito obpasis
My4yeHukiB (CTenaHeHKo 2000, c. 107-108). Llei npouec He 6yB OAHOMOMEHTHMM i CTaB
BilA3E€PKANIEHHAM TUX KYAbTYPHUX 3MiH, WO CMNiTKa/AM Bi3aHTIMCbKUI CBIiT. OgHMM 3 HanbinbL
nonynapHux cBaTux BoiHiB CepeaHbosiyya 6ys Meopriii. Ha XII-XIII cT. oro 306parkann no-pisHomy
(DapkeBuy 1975, c.145-150, Puxkos 2003, c. 64). OAMHWNYHI 3HaXigKn 306paxKeHb CBATUX BOIHIB
BEPLUHUMKIB Ha apTedaKkTax 3ycTpiyatoTbes BXe y IV B maTepianax, wo noxodAtb 3 Manectmuun. Y Vi
CT iXHA KiNbKicTb 3Ha4yHO 36inbuwyetbea (Grotowski 2010, 75, 121). Tum He MeHLW, MacoBOro
NoLNPEHHA Ha TepeHax imnepii BOHW HabyBaloTb came npoTarom IX-X ¢t (PomaHnuyk 2005, c. 106).
306paxeHHA CBATUX BOIHIB Ha KOHiI MOB’A3YIOTb 3 Mi3HbOAHTUYHOIO TPaAULLIED 306parKkaHHA
Tpuymoartopis. 3aranom, B ikoHorpadiui KiHHMI CB. eoprii NnpeAcTaBAEHUA MEHLLE HiX NilUWA.
Konn moBa rge npo Kepamiky TaBpuMKM L0 TEHAEHLiIO NPOCNiAKYBAaTM BaxKKo. YacTo, HaBiTb 3a
HAABHOCTI pPAAY XapaKTepHWMX O3HaK, OAHO3HAYHO BM3HAYUTU nepcoHaxa Ak Cs. [eopria
HEMOX/MBO. 3mMiebopuaMM, Ha NPUKNAA, B MEHLiA Mipi, ane 306pakanncb TaKoXK i iHWI cBATI,
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30kpema, Peopop Ctpatunart. Ha aymky ¢axiBLiB, Ha Yalli 3 XepcoHecy moske byTn 306parkeHuni
came BiH, OCKi/IbKM XapaKTepHO pucoto 06anyys BeplHMKa € Byca, He npuTamaHHi Cs. Meoprito
(Benos 1941, c.216, 1n.31, AkobcoH 1950, ¢.207, Tabn. XXX). BoiH 036poeHnit meuem. MNepexpecTs
npame. Hasepwwsa Kpyrioi ¢opmu. KAMHOK 306pakeHnit KOPOTKMM, Takum, Wwo 3a ¢popmoto
Haraaye danbluioH.

In.2 LLlabni Ha 306paxceHHAX Nilux 80iHi8

306parkeHHA NiWKMX CBATUX BOIHIB, AKMX acoLiloOTb 3 [eopriem, TakoX NpeacTaB/ieHi Ha
Kepamiui XepcoHecy. Tak, ¢parmeHToBaHe ©6na0go 3 [liBHIYHOrO KBapTany npUKpalleHe
306parkeHHAM BOiHa, WO cToiTb NpAMo (PomaHuyk 2002, c. 341, In.4.1). HoBKoNO MoOro ronosu —
HiM6. B niBilt pyui BiH TpUMae Kpyrami wut. YacTMHa npeameTy BiACyTHA, BiATaK npasBy PyKy
MOXHa no6aunTn nmwe YactkoBo. Cyasun 3 aHANOrIN, B Hil BiH TaKOXK Mae 36poto, NpoTe, CKasaTw,
AKy came, Ba)XKo. Ha cxoxomy 3a Komnosuuieto 6atoai 3 MiBHIYHMIA palioHy, KBapTan XA,
306parKeHnit BOIH, 3nerka po3sepHyTMit BaiBo (In.2.1). Mo3a noro cratMyHa. B nisilt oro pyui —
BE/INKUIN, BUAOBKEHUN WUT MUTAANEBUAHOT (TPUKYTHOI?) popmu. B npasii — 3 BUCOKOIO A0neto
BiporiaHocTi — wabna. OCKiNbKM YacTUHA NpeaMeTy, Ha AKiM 6yB HamMaIbOBaHUN KANHOK, MalixKe
BiACYTHA, NoaibHe MOXKHa CTBEPAXKYBaTW, CMMPAIOYMCb Ha XapaKTepHe nepexpecTtd, BUrHyTe B
CTOPOHY PYKiB'A, Ta KyT, WO MW CNOCTEPIraEMO MiX PYKIB'AM Ta KAMHKOM (bparmeHT 3 AKMM
36epirca).
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3o6parkeHHAM BoOiHa, WO 6’€eTbcA 3 N1€BOM, NpPUKpaALeHa BHYTPIWHA 4YacTMHaA 6Atoaa,
3HanaeHoro y 1955 poui B wapi pyrHyeaHb Xl cT (1n.3.1). MiBHiYHOro palioHy XepcoHeca. 3Bip
CTOITb Ha 3a4Hix nanax. BoueBnap, nepen Hamu diHanbHa cUueHa 6010, OCKINIbKMN repoi CIOMKETY BiKe
3aBAaB yAapy CBOEMY CYynpOTMBHMKY. B 060X pyKax BOiH TPMMAE KAMHKOBY 36poto. XapaKTepHa
dopma nesa A03BOJIAE NPUNYCTUTK, WO B NpPaBilt pyui repoit mae wabnto. Napga surHyta B biK Big,
KAWHKA. 36pos BMAAETbCA AOCTAaTHbO MAacMBHO. LlikaBum € Te, WO X006 (?) 306parkeHuni
XBWJIENOAIOHOW, a He TpaauLUiMHO Npsamoto JiHieto. MNMpeameT, AKMN BOIH TpMMaE B NiBil pyui, B
NiTepaTypi BM3HAYalOTb AK KUHAMKAN YW, IHKOAM, irHOPYTb WMOro HassBHicTb (CnaawmHa
Bi3aHTiMCbKOro XepcoHecy 2011, c. 641). Tum He MeHLW, € NiACTaBU BMCNOBUTU CYMHIBU LLOAO
LUbOro TBEpAXKeHHA. KNMHOK, Xalh HeBAaNo NPOMNUCAHWK, NPOAOBXKYETbLCA 3a Nanot 3Bipa i
nepexoauTb B MOro WMWK, KyAW repoir CHOXKeTy BNAACHe BparKae TBapuHy. Biatak, npepmert
OAHO3HAYHO € AoBroto 36poeto. Popma nesa BKkpalh cneundiyHa — CKOLWEHA Big, cepeanHM 3
oAHOro 60Ky Ao BicTpA. Ha AyMKy A0CNiIAHMKIB, BOIHOM Ha MantoHKY Moxe byTn JernHic Akpng —
NepcoHax enivyHoro LMKy, AKMIM novas cknagatuca y X-XI cT. i nepexus Kifbka pegakuin. JervHic
- y3ara/ibHI4YMn 06pa3 BOIHA-3aXMCHMKA, NOABA AKOrO CTasla YEProBMM HacnigKom pednekcii Ha
HanpyXeHy BINCbKOBY CUTyaLilo, WO Mana Micue B uUeil 4yac, ByB BKpa MNONYAAPHUM Ha
NPUKOPAOHHI Bi3aHTIMCbKOI oMKymeHu npotarom X-XIV ct. Adesaki gocnigHMku B6avatoTb B LbOMY
nepcoHaxi NpPoaoBXKEHHA PO3BUTKY OaBHbOrPeLbKoi MiPonoriyHoi niHii, npuceayveHoi Mepakay.
Mpumatoun 4o yBaru iCHyBaHHA B CepefHbOBIYHIM Bi3aHTIMCbKIM KynbTypi TpaAuLii 3BepHEHHA A0
QHTUMYHMX CIOXKETIB Ta BUKOPUCTAHHA iX B aKTya/IbHMUX HA TOM YaC KOHTEKCTax, 3 MM NPUNYLWEeHHAM
AopeyHo noroantuch (Grotowski 2010, 92). na BisaHTilicbKoi niTepaTypu Xlll cT. xapakTepHot €
neBHa ANdY3iA aHTUYHMX Ta CepeAHbOBIYHMX ClOXKeTIB. ACKpaBWU nNpuKknag — “Axinneaga” - Ha

In. 3. 306paxceHHsA, N08’A3aHi 3 eniYHUM YUKA0M, npuceadyeHum LeziHucy Akpuoy
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3MICT AIKOi, HA AYMKY O0CANiIAHVKIB BNIMHYB Yy TOMY Yncai enoc npo Akpuaa (Kynbtypa BusaHtum
BTOpan nonosuHa VIl — Xll 8 1986, c. 331 — 332). Baru upomy npunyLieHHIO 4043a€ TON GaKT, Wo
XepcoHec, AK Bigomo, 6yB 3acHOBaHWUI Buxigusamm 3 Fepaknei MoHTIMCbKOI, B AKiN KynbT [epakna
NiATPMMYBABCA AyKe aKTUBHO. LIMKn 306pakeHb, npuceaveHunx ernHicy AKpuay, OpieHTOBAHWUM
Ha CIOXKEeTHy AiHito enocy. B pi3HMx perioHax Bi3aHTiNCbKOI iMnepii 3HaxoaATb cocyan 3
MaJIlOHKAMM CLLeH MOro Becinnsa, 60poTbbu 3 NeBOM YM 3MIEM, MOPTPETHUMM 306paKEHHAMM TOLLO
(Qapkesuy 1975, c. 251 — 255, 1n.3.4-6). LlikaBum € Te, wo B xoai po3konok 1978 poky B
MopToBOMY paioHi XepcoHecy b6yno 3HalaeHo 61040 3 306paXKeHHAM fieBa Ta 3MifA, BUKOHaHHA
AKUX CTUNICTUYHO € AyXKe BNM3bKUM A0 MaNtoHKY 3 AOCAiAKYBaHOTO HaMmu cocyaa (11.3.2). Nles’ave
XyTPO NPOManbOBaHe TaK CaMo, AIK eleMeHTN 061ayHKY, WO 3axMWwae BOiHA. MogibHICTb MOXKHa
nobauntn B pucax ob6amuuA repoa Ta mopau TBapuHU. OKpim Toro obmasa BMpobM NpuKpalLeHi
iaeHTUYHMMK Bypatopamu. Le pae niactaBu npunyctutu, wo BUPobU 06’egHaHi CroXeTom i
NepLonoYaTKOBO MOF/IM HafeXaTu A0 OLHOro CEPBi3y UM, NPUHAWHI, ByAn BUFOTOBNEHI B OAHIM
MaMCTepHi (LiIKOM MOXKNMBO, pO3NUCaHi OAHUM MaNCTPOM). LlikaBUM B LLbOMY KOHTEKCTI € 611040
3 300paKeHHAM feBa, WO MNOXOAMTb 3 LWAPY CepeaHbOBIYHOI 3abyAoBM QHTUMYHOrO TeaTpy
(po3konkm 0.0. NapwuHoi, 1n.3.3). Ha AymKy aBTOpa po3KoMy, 1€B Ha MaNtOHKY Ma€ OLNNHUK, W0
BigCcMNae Hac Ao crokeTy enoca npo [erinnca Akpuga (Bucnosawemo wupy nogary O.0.
MapwwuHii 3a HagaHi maTepiann).

O6pa3 [erunHica AKpunga 6ys cunbHO nepenneteHnin 3 obpasom Cs. Meopris, AKMIA BBaXKaBcA
noro nokposutenem y Xl c1. Lle ycknagHioe ineHTUOIKaLilo nepcoHaxkiB Ha 300pa*KeHHAX.
OCHOBHMM MapKepoM BiAMIHHOCTI B AaHOMY BWNAAKY € HaABHICTb YM BIACYTHICTb HiMOY
(AaHnneHko 1991, c. 52). Tak, Ha 604, WO NOXOoAUTb 3 TOFO camoro wapy MopToBoro panoHy
(po3konkM 1964 poky), 6auMMo BeEpLUHMKA 3i CMMCOM Ta LUTOM, AKUIA Bparkae 3mia (1n1.1.2). 3
nepLworo nornagy, NepcoHax HaWTOBXYE HA AYMKM NPO CBATOroO, NpoTe HiMmby B HbOro Hemae. Ha
KOPUCTb TOrO, LLLO aBTOP MaB Ha yBa3i [lernHica cBigyaTb TaKOXK iHLWI yN1aMKN PO3MUCAHOI KEPaMiKK,
3HanaeHi B XepcoHeci. Ha HMX MoXKHa nobaunTu TinbKn pparmeTn MantoHKiB, asie 33 CTUAEM BOHU
6113bKi A0 BuLLe3ragaHoro BepwHuKa (1n.1.3-7). Ha ogHomy 3 ynamkiB — cueHa 60opoTbbu 3
nesom(ln.1.4) - repoi pospmsae nauwyy 3sipa (dapkesuu 1975, c. 152 — 153). Ha 36epexeHii
YaCTMHI cocyay Bif BOIHA MOXKHA NO6GAYUTM TiNbKM pPyKKW, ane obnagyHOK, AKUIM iX 3aXMLIAE,
NPOMaibBaHWM abCONOTHO aHANOrYHO A0 Toro, B AKMK “opsarHytnin” sBepwHukK(ln.1.3). 3 Cyaaka
(po3konku |LA. BapaHoBa) noxoanTb GpparMeHT cocyay Ha SKOMY MW 6AYMMO BEPXHIO YaCTUHY
306parkKeHHs BOTHA, pUcK 061MYYs Ta WMT AKOTO TaKi cami, AK i Ha 3Haxiaui 3 XepcoHecy (11.1.5). Ha
OCHOBI 3raflaHuX BULLE 3HaAXigOK MOXHA FrOBOPUTM MPO NPUHAMMHI ABa BapiaHTM 300pakeHHA
NepcoHaxka, Wo 3yCcTpivyaroTbCA Ha Kepamili, 3HangeHin 8 Taspuui. B nepwomy BunagKy BiH Mae
[lOBre Kyp4yaBe BOJ/I0CCA, OKpyrne obanuus Ta Benuki odi (11.3), B Apyromy — BOJIOCCA TEMHeE Ta
npame, pucn obamyua — npami Ta suaosKeHi (11.1.2). CTuab BNI3HAETbCA YiTKO, XO4Ya BaXKKO
CKasaTW TO4YHO, WO o06’egHye Ui 3HaxigKM — o0b6pa3 nNepcoHarka UM BUKAKOYHO PyKa MancTpa.
Mepwwin 3 BUwe3ragaHnx ob6pasis, Ha BiAMIHY Bif4 ApPYroro, LWMPOKO NpPeaCTaBAEeHUN cepes
3HaXigoK 3-no3a TepuTopii TaBpWMKMK, 30Kpema Ha 3Haxigkax 3 KopiHpy (Morgan 1942, p. 333,
Papanikola-Bakirtis, Coureas 2014, p. 166), ®is (Livanos 2011, p. 128), AdiHcbKkoi aropu (Frantz
1941, p.10). Ha HUX npeacTasfeHi pi3Hi enisoau 3 BiANOBIAHOI Noemu, BiaTaK repol Bni3HAaETbCS
nerko. Lle moxe csiguntn npo Te, wo Ha Xlll cT. B Cepea3eMHOMOPCbKOMY pPerioHi icHyBaB nesHUM
BiZIHOCHO CTanuMn cTaHaapT 3o06pakeHHsa [eriHuc Akpuaa. B Takomy Bunaaky, igeHTUMdikauina
nepcoHaxa Ha 1n.1.2-7 moxxe 6yt iHwolo.

OKpim 3ragaHoro Buule 306paxeHHA [erudica AKpuaa, wabni (BUTHYTI  KAWHKMK),
3yCTPiYalOTbCA LWe Ha TPbOX cocyAax. Tapinka, WO NOXOAWUTb 3 Wapy PyMBaHHA MPUMILLEHHA 28,
NpUKpalleHa BOIHOM, PO3BEPHYTUM BAIBO 3 TPMKYTHUM LLMTOM B JiBilA pyLi Ta 3/1erfKa BUFHYTUM
KAMHKOM B npasin (1n.2.2). UikaBy mopdonoriio mae pykis’a npeamety. HUKHE Ta BepxHE
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nepexpecta napanenbHi. BepxHe npsame, HUXKHE Ma€ Aewo cnoTeopeHy ¢opmy. Kpyrne HaBepLuws
BigAaneHe Big, BepxHboi rapaun. BoiH B oToyeHHi ABox 3BipiB (?) npeacrtasneHMn Ha 6o,
3HalaeHomy Ha TepuTtopii cagmbm 8 (1n.2.3). BiH po3BepHyTUit BNpaBo. B npasili pyui Tpumae
36pO0 3 BUrHYTUM, HEPIBHO NMPOMaJIbOBaHUM KAMHKOM. BOiH 3 Wwabneto B npaBsii pyui Ta nTaxom
Ha NiBOMYy nJsiedi 306parkeHuit Ha pparmeHTi iHWOro cocyay 3 nam’atkun (1n.2.4). Ha 6aoai, wo
noxoamutb 3 liBHiYHOro palioHy XepcoHeca, KBapTan A-X (wap pyrHyBaHb 13 cTopiyys), milwui
BOIH, pO3BepHYTUI BAiBO (11.2.5). BiH Tpmae murganenonibHuin WMt (B8 npasin pyui) Ta wabnto (B
NiBil). KNMHOK Wabni mae xapakKTepHUI BUIMH, HaABHICTb AKOro I03BO/IAE CTBEPANKYBATH, WO Le
He Mmeu. PyKi’Aa NpomanboBaHO NoraHo. He MOXKHa OMMHYTKU yBarot ToM ¢GaKT, Wo HacTynasbHa
36p0oA NepcoHaxka 3HaxXxoAMTbCA B MBIl pyui. B cepeHbOBIYHIN CMMBONIYHIN cUCTEMI, SIK BiAOMO,
NiBOPYKICTb BBa*Kanacb HeraTMBHOK O3HAKow. AK 3a3Havae Miwenb acTypo B cBOiM npau,
“CumBoniyHa ictopis eBponencbKkoro CepeaHboBiYYA”, B cepeHbOBIYHIA XPUCTUAHCBKIN KynbTypi
niBa pyka — pyka Boporis Xpuctosux. LLynbramu 306parkann guasona Ta lygy, TakoX LeWn
“Heponik” mir BKasyBaTh Ha 0coby HeXpUCTUAHCbKOro BipocnosigaHHA (MacTtypo 2012). B Hawomy
BMNAAKY HaBpAA4 Y4 MOBa MAe Npo LWOCb NoaibHe, OCKiNbKM NEPCOHAXK-TPUKCTEP He Mir ByTu
LEHTPaNbHUM AOMIHYOUYUM enemeHToM 306parkeHHs. C.I. PUXOB NpunycTuB, WO NiBOPYKICTIO
aBTOP NparHyB HaTAKHYTU Ha KOHKPeTHY ocoby (Pukos 2005, c. 64).

Jlisy pyKy, WO TPUMAE MeY, TaKOX
MOXHa  nobauntn, Ha  ¢parmeHTi
HacTynHoro 6ntga, WO noxoauTb 3
kKBapTany XXVIII  ropoguwa (ln.4.1).
HaBepwwsa auckonogibHe. [MepexpecTs
Ma€E XxBunaenogiobHuin ¢popmy. binbly
YaCTUHY npeameTy BTpayeHo, BiATaK
KAMHOK MW 6AaYMMO Ti/IbKM YacTKOBO. BiH
306paxkeHU  gBOoMa  napanesbHUMK
NiHiamu. [aHu BOiH 6yB 036pO€EHUI
npAMMM  Medyem, AK | repoi CHOXeTiB
HaCTYNHUX KifibKOX 306pakeHb. [iworo
BOIHa 3 MNpPAMUM Me4vyeM, CIPAMOBAHOro
BNPaBO, 300pa’eHO Ha  BHYTPIiWHIN
YacTUHi NOAUB’AHOI MUCKKM, 3HAWAEHOI B
Cynaky (ln.4.2). TonoBa, BoYeBUAb,
3axuueHa wonomom. OCKiIbKM BepxHA
YaCTMHaA npegmeTy BTpayeHa, Take
NPUNYLLEHHA MOXHA 3p06UTM BUKAKOYHO
Ha OCHOBi HAABHOCTI €/IEMEHTIB, CXOXUX
Ha HaLWLYHUKWU. 30BHIWHIN BUrNAL nepc
OHa’Ka BMpI3HAE AoBra By3bka 6opoaa. B
npaBin pyui BiH TPUMaE med, B NiBih —
nixem Big HbOro. KAWMHOK Mmeuva, £K
3a3Ha4Yanoce, NPAMUN, NNaBHO
3BY)KYETbCA [0 BicTpA. [lepexpecta
CNabko NpoManboBaHO, asne NOMITHO, Lo
asTop 6aumB oro By3bKMM Ta Npamum. Hasepwwsa anckonogibHe. Meu cyTTeBO NOCTYNA€ETbCA 3a
po3mipamu nixaam. YacTmHy 306pakeHHA BTpayeHo, iHGOPMaALLfA K, AKa € AOCTYNHOK ANA HAc, He
AA€ NiACTaB ANA NPUNYLLEHDb HWKX HiXK Te, WO XYAOXHMK MPOCTO He HAafaB 3HAYEHHA LbOMy
daKTy. BOiH, AKMA CTOITb MPAMO i TPUMAE KPYrAIMn WUT Ta Med, 306paxkeHMn Ha b6aoai 3

In.4 Meyi ma HeideHMughikosaHi npedmemu Ha 300PAHCEHHAX
niwux 8oiHie
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XepcoHecy, BMNagKoBo 3HaaeHoMy y 1892 poui Ha 6epesi mops (11.4.8). Meu, skuit BiH TpMMaEe

Ha nnedvi — macuBHa 36poA 3 AMCKONOAIGHMM HaBepLILWAM, aHANOTiYHUM TOMY, L0 HAaMa/IbOBAaHO

Ha mucLi 3 Cypaka. Mepexpecta — TOHKe, AOBre Ta NPAME — HaMa/lbOBAHO CXeMaTUYHO. KAMHOK

npeacTaBNeHU Y BUTAAAI ABOX NAapanenbHUX NiHiK. PyKiB’sa 3 KpyrnMm Hagepwsam 6a4nmo Takox

Ha ABOX XparMmeHTax cocyais 3 XepcoHecy (1n1.4.3, 4.5). 3a N030t0 Ta BUKOHAHHAM e1eMeHTiB oaary
In. 4.3 pewo Haraaye In. 4.8.

O36pOo€EHUIA BOiH, NpeacTaBAeHUA Ha

MA/IIOHKY, WO NPMKPALAE LWe OAHY Yawy 3

Tiei K camoi nam’aTkn (ymoBu BigHaWAEHHSA

ﬁ HeBigOMi) TpMMae B NpaBi pyui — mey 3

1 AMCKONOAiIOHMM HaBepwwsam Ta NPAMUM

KopoTkMm nepexpectam (1n.4.4). Ha Woro

noaci — nixsum. Okpemunit  iHTepec

NpPeacTaBiAE CaM TepoM CHOXKETYy — Moro

06nMYy4A  BMAOAETLCA He NACbKMM, a

CKOpile TBAPMHAYMM, WO CTBOPHKE TPYHT

ans [043aTKOBUX iHTEepnpuUTaLin.

Kpamaposcbknin M., BBaxaB, WO nepes

Hamu NEePCOHAX, nos’A3aHui 3

KapHaBanbHOWO Tpaauuieo. [pote, U0

iHTepnpuTauito 6yno nepernaHyTo, i B

306paKeHHi noyanu BbavaTu Cs.

Xpuctodopa-keHokedana (3anecckas 1991,

c.143-149, Kpamaposckuin 2000, c.239-240).

—% Ha yawi 3 XepcoHecy NpUCYTHIi CUMBOAIYHI

3 enemMeHTn, AKi  [03BONAOTb  HAMeBHO

CTBEpPAKYBATM, WO Mepes HaMu came

CBATMW, Q He MnepeBJArHyTa /NOAMHA UM

a necuronoBeub —  iCTOTa, AKYy  CBITY

noaapysana AHTUYHICTb i nisHiwe

3anosnumno  CepeaHboBiyua  (Makcumos

1975, c. 20). KiHokedanu 3ragytotbes vy

TBOpax lecioga, NepoaoTa, MNniHia Ctapworo

Ta iHWWX aHTMYHWMX aBTOpiB. JIoKanisauia KiHokedanis “Ha Kpato cBiTy” byna TpaguuiiHoO

NPOTArOM YCbOrO 4acy iXHbOro iCHyBaHHA B KynbTypi. TUM He meHw, Ha Xl cT. BisomocTen npo

KUTTA Ha NiBHIiY Big TaBpukM 6yno goctatHbo. MNoAsy TyT CB. XpucTodopa MOoXKHaA NoB’A3aTh AK 3

aHTMYHOIO TPaAMLIELD, TaK i 3 MEBHOO aNto3ielo A0 iael KopaoHy (B AaHOMY BUNAAKy Bi3aHTIMCbKUX

TepuTopin), Aaka ana CepeaHboBivyA H6yna cniB3BY4YHO ifei Npo Kpak 3emni. Ha XpUCTUAHCbKUX

nam’sTkax 306paxeHHA CB. Xpucrodopa 3ycTpiyatotbca He Yacto. Okpim 30o0mopdHoro, nobyTysas

aHTponomopdHUii 0bpas uboro repos, AKUIM OyB BiIAHOCHO 6inbl nowupeHMm. HalpaHiwe

300parKeHHsA - Ha MaJieHbKiA KepaMmiyHii iKOHi PaHHEBI3aHTICbKOro 4acy, WO MOXOAWUTb 3

MakepoHii Ta gatyetbca VI-VII cT. [lo cepeaHboBi3aHTINCbKOro nepioay BiaHocATb CB. Xpuctodopa

3 pykonucy Cod. Cosolin 239 (11 cT.). OCHOBHUI MacuB Ma/lOHKIB MOB’A3YI0Tb 3 GiNblW Ni3HIM

yacom (AkonsH 2015). B pocnigskyBaHuii nepiod Ky/ibT LbOro cBATOro 6ysB 6inbloto Mipoto

PO3MNOBCIOAMKEHNIM Ha 3axoni XPUCTUAHCKOro cBiTy. BiaTak, 306paxeHHA 3 XepcoHecy MOMKHa

BBa*KaTu YHikanbHUM. OKpiMm cocyay, NPo sSIKNIA nae MOoBa, Ha TepuTopii XepcoHecy 306pakeHHA

Cs. Xpuctodopa 3ycTpidatotbca Ha depenuui Xl cT. micuesoro BupobHuurtsa (MapwunHa 2015, c.

20-21).

Tabn.1 LLabai 3 306paxceHs Ha kepamiui XII-XII cm.
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Ha iHwin yawi 3 XepcoHecy, wo byna 3HalgeHa B MexXax MOHACTUPCbKOI Oroposi Ha micui
[laBHbOTO aKpono/iA 306pakeHHi NnpeacTasneHi ABi ¢pirypyu — Yonosiva Ta XiHoua (11.4.6). Mepunii
TPMMAE B MpaBih pyuLi CXxeMaTUYHO HAMaA/NbOBaHOro Me4va. MOKHa PO3PI3SHUTU NpsAME TOHKe
nepexpecta Ta Noba4ynMT HENPUPOAHIN XBaT, AKMM BiH TPMMAE pYKiB’'a. [epcoHax Hibu nigTpumye
Moro 3HW3y, Mig HaBepuwila, WO BWUAAETLCA HENOTNYHMM | He 3ycTpiyae aHanoriB Ha iHWMX
306pakeHHAX. OCKiNIbKM YacTUHA 6atoga BTpPAyeHa, i BEPXHIO YaCTUHY npeameTy Mu He Baummo,
BM3HAYaTM MOro AK Me4 OAHO3HAYHO BaKKO. JOCNiAHMKN NPUNYCKatoTb, WO Ha 306parkeHHi — Ca.
OmunTpin 3 nani EBTakcieto (11, c¢.12). B cxigHilt YacTMHI XPUCTUAHCLKOIO CBiTy cepes 306parkeHb
CBATUX BOIHIB NO KiNbKOCTi iKoHorpadika CB. OMmnTpia NOCTynaeTbcsa TiNbKKM iKoHorpaodiui Cs.
leopria. NoKasoBuM € Te, WO Tpaamuia 306parkyBaHHA AUMUTPIA TaKoXK 3miHMnaca y Xl c1. Jo
TOrO BiH NPeACTaBAABCA MYYEHMKOM B NMYPNypoOBMX LLATaX, LLO BKA3yBas0o Ha MOro naTpiuiaHCcbKe
NoxoAKeHHs, ane 6e3 byab-AKoi BiMCbKOBOI amyHiLii. Ha cTiHUi 6at0aa, 3HalAeHOro Ha TepuTopii
KBapTany XX— 6aynMmo e ogHOro BoiHa 3 MeyeM Ha nJedi, AKoro, Crnparymcb Ha aHanorii,
iHTepnpeTytoTb Ak Cs. AmuTpia (11.4.7). BiH TakoX AMBWTLCA NPAMO Ha rasagava. Moro opar Ta
Bonocca (Him6?) 306parkeHi 3a0KpyrneHMmM niHiamu. lNepexpecTs Ta HaBepwiwsa meya TyT
NPOManboBaHi CXeMaTUYHO Ta B HE3BUYHWI cnocib — y BuUraaai BiANOBIAHO TPbOX Ta ABOX
BUTHYTUX ANiHIN. BapTo 3ayBaxkutu, wo 3i CB. AMUTPIEM acoLiOIOTb TaKOX OMNUCAHMA BULLE
MaNtoHOK 4.8. ®parmeHT apTedaKTy 3 BEPXHbOK YaCTUHO FOJI0BU MEPCOHAXKa BTPAYEHO, TUM He
MEHLL, Ha L& BKA3yeE CTUICTUKA 306paKeHHs.

OKpemo BapTo 3raaaTth 61040 3 MNiBHIYHOro KBapTany XepcoHecy, Wo NpMKpaweHe BOIHOM 3
Himbom HaBkono ronosu (1n.4.10). BiH pyxaeTbca BAiBo (300pakeHHA BUMNALAE AOyKe
AVMHAMIYHUM). B niBit pyui Tpumae BicimKonopgibHuit (?) wut, B npasin — npeameT, wWoao
iHTepnpM1TaLii AKOro AYMKM AOCNIAHUKIB po3xoanaTbesa. [eski 3 Hux (Puxkos, [laHuneHKo) B6ayatoTb
B HbOMY CKineTp, iHWi BM3HA4YaloTb MOro AK me4y. Ha KOpMCTb Neplioi AyMKKU CBigunTb $opma,
abCcoNOTHO HexapaKTepHa A/1a 306paXKeHb KAMHKOBOT 36p0oi — Le TOHKa BUAOBXKEHA Pid, KOHTYpP
AKOI YTBOPIOIOTb ABi NapanenibHi NiHii, 3aMKHYTi 3Bepxy. Y BepxHii 4yacTuHi (Ha BigcTaHi 1/5
NOBXWHU  Bif, BepXiBKM) — KONOMNOAIOHWM eNemMeHT, aHa/oryHO BWMKOHAHWK aABOMA
napanenbHUmMmn nidiamu. Wopo apyroi Bepcii, NOriYHOW BOHA BUAAETbCA 4Yepe3 HaABHICTb Ha
300parkeHHi WnTa, B KOMMJIEKTI 3 AKMM HaMyacTille CBATI BOIHM Ha Ma/llOHKaxX MatoTb MeY YuM Cruc.
MpoTe, HaBpAA4 YK Ue BianoBigae aiicHocTi. MantoHOK nogibHoro npeameTty 6a4nmo Ha pparmeHTi
iHWoi 3Haxigkm 3 XepcoHecy (11.4.9), i Ue CNPOCTOBYE NPWUNYLWEHHS NPO BWMNAAKOBICTb 4u
HeyCBiAOMNEHICTb aHOro XyA0XHbOrO pPilleHHA.

MiacymoBytoum BCe, BUKNAAEHE BULLLE, KNMHKOBY 36p0t0, L0 3yCTPIYAETLCA HA OOPAHNUX HaMK
npegmeTax, MOXHa NOAINUTU Ha HAaCTYMNHI rpynu:

- AoBra 36pos 3 NPAMUM KIMHKOM (Meui);

- floBra 36pon 3 BUTHYTUM KIMHKOM (YMOBHO - Wabni);

- NIpegMeTH, iHTepnpeTauina SKMX He MoXKe ByTU 04HO3HA4YHOtO.

Haibinbw wWMpoKo npeacTtaBneHa 36pos, AKy 3a XapaKTepPHMMWU O3HaKaMW [OLINbHO
iHTepnpeTyBaTM K Med (8 ogHMUb). MOXAMBOCTI TMNONOrYHOrO BM3HAYEHHA € OBMeXeHUMMU
yepes crneundiky TEXHIKM Ta CTUAIO BUKOHAHHA MA/IOHKIB, TUM HE MeEHLI BWAAETbCA PEaSibHUM
3pobuTK AeaKi BUCHOBKM. Tak Ha 4YOTMPbOX 300parkeHHAX HaBeplwa KosnonogibHoi ¢opmu, 3
MEHLIMM KOJIOM, BNUCAHMM nocepeauHi. Hanbnaukui aHanorii B apxeonorivHomy maTtepiani —
AnckonoaibHi Hasepwiwsa My |, J Ta K (3a EBapTom OKwotTtom). CxemaTu4HiCTb 306pakeHHA
BUK/IIOYAE MOXKAMUBICTb binbll To4yHOI igeHTMdIKauii. He auBnAuMcb Ha UeE, OCKiNbKM 4ac
nobyTyBaHHA BCiX TPbOX TUMIB Npunagae Ha 13 cTopiyysa, AaHMA eneMeHT 306parKeHHA MOMKHa
BBAXATU BAXK/IMBUM AaTylOUMM MapKepom. B 4oTMpbOX BMMNagKax rapga npama, Ha ogHomy
306parkeHHi — xBunenofibHa , Ha O4HOMY — BUIHyTa Yy OiK KAWHKa (3a nmpunyuweHHam, 60
306paXKeHHA cxemaTuuHe). IHTepec npeacTaBnAe Mey 3 yawi Ha [n.1.1 Moro KAMHOK Mae
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cneundiyHy popmy — BiH NpAmMMI (O CNPOCTOBYE BEpCito NPo Wabnto), ane po3WMUPIETLCA A0
BiCTPS — uum Haragye ¢anblumoH. Labni 3ycTpiyaoTbca Ha YOTUPLOX MajtoHKax. Lle macuBHa
36pos xapaKTepHoi BUrHyTOi dopmu. Bece ue Bigobparkae peanii BisaHTIMCbKOI miniTapHoi Tpaguuii
XI-XIII cT. B Bi3aHTINCbKMX MUCbMOBWMX AMKepenax TOro 4acy 3a3HAYAETbCA TepeHax imnepii
BMKOPUCTOBYBA/IUCb ABa Pi3HOBMAU AOBroi KAMHKOBOI 36poi — spathion (npamuit oborogorocTpuit
Med) Ta paramerion (BUrHyTMIA 3aroCTPeHWUI 3 oAHOro 6OKy MoAibHMI A0 Wabni 3 XxapaKTEPHUM
pykKis’am). Ha npakTuui Ui TepmiHK, ckopiw 3a Bce, 06’eaHyBanu nig cobot psag pPisHUX TUNiB
KAuHKiB. Woao cniBBigHOWEHHA MNOHATbL Ta apXeosIoriYHOro Mmartepiany BeneTbCA AUCKYCiA
(Grotowski 2010, 357-360). O6ir KnMHKOBOI 36p0i Ha TepeHax imnepii 3a Yacis CepeaHbOBIYYA MaB
nesHy cneundiky. 3 oaHoro 60Ky, Ha

3aKOHOAABYOMY piBHi, i BUMPOOHMUTBO Ta

pO3NoAineHHA KOHTPOIOBANNCA AEPHKABOIO.

| BiaTaK, MOXyTb BWHWKHYTM AYMKM Npo
neBHy TUMNOAOTiYHY YHidiKauito KAUHKIB, WO

3’ABNANMCA B BI3aHTINCBKUX MAWUCTEPHAX

= '— @ TOro 4acy. ApXeonoriYyHMX 3HaxigoK UmX
1.1 b BMpobiB BiAHOCHO HebaraTo. TaK 3BaHi Meui
(o) i3 - Bi3aHTINCbKOTO TMny 3aebinbworo

patytotbca X-XI cT. 3a cBoeto mopdonoriero

( BOHMU NOMITHO BiApi3HAIOTLCA Big,
3axigHOEBPONENCbKMX 3paskiB. 3 iHWOro

@ ? 60Ky, A4nAa Bi3aHTiMCbKOI apmii  byna
14 | XapaKTEPHOK Be/IMKA KiNbKiCTb iHO3eMHMX
HalMaHUiB, AKi NpUBHOCMAW A0 Hei cBoi
BilicbKOBI Tpaamuii Ta 36poto. Okpim TOroO,
npouec 3abesneyeHHAa Ta ¢YHKLIOHYBaHHS

BilCbKa Ha Mmicuax y Xl — XIlII  yacto He
BK/IQZLaBCA Y CXEMW, OKPECNEHi B BINCbKOBMX
TpaKTaTax, HanMcaHmMx Ao KiHyA X cT. Tak, Ha
4.1
44

300parkeHHAx 3 XepcoHecy Ta Cypaka

4 npeameTy, AKi  MOXHA cnpunumaTtm sK
@ oboroporoctpi meui, 33 NOMITHUMM
O3HaKamu HaragyloTb TMNOBY

a7 3axigHoeBponencbKy 36poto. Lia cuTyauia He
€ YHiKa/IbHOO, OCKiNbKM MOAibHI npeameTn

MOMKHa No6aynTN TaKoX Ha MaloHKaX, Wo
Tabn.2 Meyi ma HeideHmudikosaHi npedmemu Ha NOXOAATb 3 iHLIWX PerioHis imnepii.

xepamiyi XII-XIll cm. Jlo TpeTboi rpynu MOXHa BigHecTu

Tpu 306parkeHHA. MNepwe 3 HUX — ue Cs..
Omutpini (1n.4.6). BiH Tpumae B npaBi pyli CXeMaTUYHO HamanbOBaHUN nNpeameT, AKUA B
AocnigxeHHax ¢irypye ak medy. MoxHa po3pi3HUTM NpAMe TOHKe nepexpects Ta nobaymtu xBar,
AKMM BiH TpUMae pykis’a. CBATUI HIBM NiATPUMYE Oro 3HM3Y, Mif, HaBepLIWs, WO BUAAETLCA
HEeNOoTiYHUM i He 3yCTpiYa€ aHaNoriB Ha iHWKX 306paxKeHHAX. OCKiNbKK YacTMHa 611043 BTpayeHa, i
BEPXHIO YacTMHY npeametry MW He 6aynmmo, BM3HAYaTU MOrO0 AK MeY OAHO3HAYHO BaXKKO.
Po3TallyBaHHA PYKM NO BiAHOWEHHIO A0 “pyKiB’a” BUKAMKAE cymHiBM y Tomy. [pobnemn 3
iHTEpPNpPUTALIEI0 TaKOXX BUHUKAIOTb LWOAO NpeamMmeTiB Ha MantoHKkax 4.9 ta 4.10. Ha Hawy gymky,
nops4 3 AYMKOK NMPO CKiNepT, MOXHa NPUNYCTUTK, WO XYAOXKHWK MaB Ha yBa3i bynasy. BoiHu,
036poeHi bynaBoto Ta WMTOM LLUMPOKO NpeacTaBaeHi B cepeHbOBIYHIM Bi3aHTIMCbKIl iKoHOrpadiu,.
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Linkom MOXNMBO, BiANOBiAHI €/eMEHTU Ha BMLIE3a3HAYEHMX 300parKeHHsX ABNAKTbL coboto
aHanorn AaHMm 306paxkeHHsaMm, ane B Ginbll cnpouleHin, cxemaTuuHin ¢opmi (D°Amato, 2010, 8-
22)

OKpemuit iHTepec BUKINKAE Ma.3.1 AK 3a3Ha4anoch BuULLE, BOIH TPUMAE B NiBili pyui A4OBIMi
KNMHOK, AKMM HAHOCUTb yaap CBOEMY CYNPOTUBHUKY — BEJIMKOMY 3Bipy, CXOXXOMY Ha /eBa.
dopma KNMHKA — NPAMMUI MO BCili AOBXKEHI, ane pi3Ko 3BYKYETbCA Big, cepeamHu 3 04HOro 6oky —
crnoyatky byna nosAcHeHa HamMK HEeyBaXKHICTIO MalcTpa A0 UbOro enemeHTa 4n aedektom vy
306pakeHHi. TMm He MeHW, MalKe igeHTMYHa ¢opma 36poi Ha 61M3bKOMY 33 CHOXKETOM
306pakeHHi 3 6aoga, Ake noxoauTb 3 TepuTopii Mpeuii, NPUMYCMNO 3aMUCAUTUCA NPO Te, LWO
enemeHT 6yB HaMa/IbOBaHW TaKMM YMHOM YycBigoMmaeHo. HaltbnKya aHanoria B apxeonoriyHomy
mMmaTepiani, AKY BAANOCA 3HANTU CTAaHOM Ha CbOrOAHI — AOBrUIA KMHAXAAN TMny MoHTe bepHopio,
WO 3YCTPIYAETbCA B KyNbTypHUX wapax V-l cT. 4o H.e, noB’A3aHMX 3 KenbTubepamu. 3BUYaiiHo,
3B’A30K MiX npeamoToM, WO nobyTyBaB B aHTMYHI 4Yacu, Ta mantoHKom XIII cT. HaBpag uu
MOXKANBUIN. 3 MasoK BIPOrigHICTIO MOXHa MPUMNYCTUTU, WO XYAOXKHUK HacniayBas iHwe, 6inbLu
[ABHE 300parkeHHA. Ane LiKOM MOMAMBO, WO BiH BigTBOpMB dopmy 36poi, AKa icHyBana
CMHXPOHHO MO BiAHOWEHHIO A0 Hboro. B obox BMnmagkax, Ha cocygax 3 Kpumy Ta [peuii,
cneundiyHnM npeaMeT HamMaNnbOBaHWUIM B KOHTEKCTI CHOXETY MPOTUCTOAHHA [erunHica Akputa 3
NneBoM. € BiporigHicTb, WO Le MOoXKe BKasyBaTU Ha chepy MOro BUKOPUCTAHHA (MNONOBAHHSA).

TakMM 4YMHOM, Ha ONpaubOBaHWUX 300parKeHHAX cepepn, NpeameTiB, AKi HaNeBHO MOXHa
BM3HAYMUTM AK KNMHKOBY 36p0ot0, 3yCTpivatoTbCa medi Ta Wwabni. OKpim Toro, Ham BAANOCHA BUAINUTH
KAMHKM cneundiyHoro TMny, CMHXPOHHI aHaNorM AKUX B apXe0N0riYHOMY maTepiani 3HalgeHo He
6yno. TM He MeHL, 3Ba*KalouM Ha Te, WO MaMKe igeHTUYHI MaNtoHKU MNPUCYTHI Ha nocyai,
3HaNnAeHoMy Ha TepuTopiax MiBHiYHOro MNpruyopHOMoOp’s Ta MaTeprKoBOi peuii, a TaKoX Lo 36posa
noAibHoi mopdosorii 3ycTpivaeTbeca cepes 3HaxigoK aHTUYHOTO Yacy, MOXKHA MPUNYCTUTH, LLLO BOHU
BigobpaxkatoTb GOpMYy K/AWHKA, AKA peanbHO iCHyBana B A0CNigKyBaHMW nepiog. ApTedakTu
AatytoTbea 12-13 1. Ana 6inbwocTi 3 HUX BEPXHIO AaTy NO6YTyBaHHA MOXKHA BU3HAUYUTM A0CTATHbO
YiTKO, OCKIi/IbKM BOHW NOXOAATb 3 LWAPY PyMHYBaHHA XepcoHecy 13 cT. BiagTak, uei matepian MoxHa
BBaXKaTM IHGOPMATMBHMM B KOHTEKCTI AocnigeHb 36poi Po3suHyTOoro CepegHbosiyuA. He
AMBNAYMCb Ha Te, WO B GinbWOCTi BUNagKiB 36posa npomasibBaHa Ha 3006paKeHHAX CXeMaTUYHO, B
AEAKUX BMMALKAX € MOXAMBUM 3pOOMTM MPUNYLLEHHA WOAO TOrO, AKMM Came TUM HamarascA
306pasntn asTop. CniBCTaBAEHHA MaIOHKIB Ha KepaMmili 3 apXxeosioriyHMMKM 3Haxigkamu
iNOCTPYIOTb BNAKB 3axigHOI miniTapHoi Tpaauuii Ha BisaHTito XI-XIIl cTopiv, OCKiNbKK 3pa3sku, Wo
YaCTKOBO niggatoTbca igeHTUOIKAUi, BigNOBIAAOTL 3aXigHOEBPONENCHKUM 36poAPCHKUM
CTaHZapTam. B ycix Bunagkax 36pos Ha NOAMB’AHIN Kepamili 3ycTpiYaeTbCA B KOHTEKCTI 306parkeHb
BOiHiB. 30KpeMma, ue cBATi BoiHuM (leopriit Mepemoxeub, Peaip Ctpatunat, Ce. AMuUTpii) Ta eniyHi
repoi (deriHnc Akpua). Yacom BM3HAYUTM, XTO cCame MNPeACTaBAEHUIM Ha MaJIOHKY, BaXKKo. Mu
NiATPMMYEMO AYMKY, WO 3ragaHi Hamu aptedakT imnopTtysanuca B [iBHiYHe MpuyopHOMoOp’s 3
iHWKWX perioHiB BisaHTilicbKoi imnepii. MpoaHani3oBaHi HaMK ClOXeTU — 3arafbHO NONYASAPHI
0bpasn CBATUX BOIHIB Ta MEPCOHaXi, AKMX acoLLiloBaM 3 3aXMCTOM NMPUKOPAOHHUX TEPUTOPIN —
BOYEBWb, BiiNOBIAANN 3aMNTaM MiCLLEEBOro HaceneHHa. 3 ornaay Ha 6pak apxeonoriyHnx 3HaxiaoK
36poi 13 cTopiyyAa Ha TepuTopii TaBPUKM AaHUN TUN OxKepesn, He AUBAAYUCH Ha OKPEeC/eHi Bulle
obmeXKeHHA, AKi MU BigYyBAEMO, MpaLIOOYM 3 HUM, € BaXKAMBUM, NPU LbOMY He TiNbKM AnA
36pPOE3HABUYMX AOCNIAMKEHDb, afie N B LUMPOKOMY KOHTEKCTi BMBYEHHA CepenHbOBIYHOI KynbTypu
Cepen3eMHOMOPCLKOro Ta NpUYopPHOMOPCHKOro perioHiB.
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3o06paxceHHA KAUHKOBOI 36poi Ha cepedHbosiuHili Kepamiyi Taspuku

JocnigrKeHHs KAWHKOBOI 36poi BMMArae 3anydeHHsA pPisHUX TUMIB AXKepesn, 30Kpema,
Bi3yanbHUX. Cepepn, pisHOMaHITTA HOCIiB 306pakeHb cepeAHbOBIYHOT KNMHKOBOI 36p0i — KepamiyHi
Bupobu. lMepepbadyyBaHa CXeMATUYHICTb  Ma/IlOHKIB  MEBHOI  Mipol0  obmexye  ixHI0
iHGPOPMATUBHICTb, TUM HE MEHLU, BOHW 3aC/yroBYylOTb Ha yBary. ACKpaBUM MPUKAALOM € CHOXKETHI
MaJtOHKK Ha KepamiyHomy nocyai Taspuku XII-XIll cT. B gaHin ctatti npeacrtasneHi 17 aptedakTy,
o 6ynn 3HanaeHi Ha Teputopii KpMMcbKoro niBoCTpoBa, MPUKpPaLLEHi MastloHKaMK, Ha SAKUX
NPUCYTHA KAMHKOBa 36pos. B ycix BunagKkax 36pos Ha KepamiyHOMYy nocyai 3yCTpiYaeTbCA B
KOHTEKCTi 306pakeHb BOIHIB. Micuesi peanii y NoeaHaHHi 3 BN/JAMBOM 3ara/ibHOEBPONENCbKMX
TEHAEHLiN CTBOPIOBANM CNPUATAMBUNA FPYHT AN NOLWMPEHHSA BiCbKOBOI TEMATMKNU B MUCTELTBI. B
6inbWOCTi BMNAAKiB AOCNIAHUMKK MOB’A3YIOTL iX 3 0b6pasamu CBATUX 4M eniyHux repois. Ha
OnpaLboBaHMX 3006paXKeHHAX 3yCcTpivyaloTbCA Medi, Wabni Ta npegmeTu, igeHTUdIKaLiA AKUX He
Mmo¥e OyTn ogHo3HauyHot. OKpiM TOro, Ham BAANOCA BUAIANTU KAMHKKM cneuudiyHoro Tuny,
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CMHXPOHHI aHaNorn AKX B apXe0N0riYHOMY maTtepiani 3HageHo He byno. Ona 6inbliocTi 3HaxiAoK
BEPXHIO AaTy NOOYyTyBaHHA MOXKHA BM3HAYUTKM AOCTAaTHbO YiTKO, OCKi/IbKM BOHM NOXOZATb 3 LIapy
pyHyBaHHA XepcoHecy 13 cT. He aneBnaumnce Ha Te, WO 36pos NpomasiboBaHa Ha 300parKeHHsX
CXEeMATUYHO, B AEAKUX BMMNAZAKAX € MOXKIANBMM 3POOUTU NPUNYLLEHHSA WOAO TOro, AKMMA came Tun
Hamarasca nepegaTtu aBTop. CNiBCTaBAEHHA MalOHKIB HA Kepamili 3 apXeonoriYHMMM 3HaxigKamu
[03BONIAOTb POOMTM JeAKi BUCHOBKM LWOAO OCOBAMBOCTEN MiniTapHOi Tpagumuii BisaHTii Ta
MiBHiyHoro MpuuopHomop’a XII-XIll cTopiy. 3 ornagy Ha Bpak apxeonoriyHMx 3Haxigok 36poi Xl
cTopivyyYA Ha TepuTopii TaBpPUKKW, TUN A)Kepen, NPOo AKUI ifAe MOBa, € BKpaW BaXKAUMBUM ANA
36po€e3HaBUYMX pocnigxKeHb. OKpim Toro, BiH NpeacTaBAAE iHTEPeC B LUMPOKOMY KOHTEKCTI
BMBYEHHA CepeaHbOBIYHOI KynbTypn CepeasemMHOMOPCHKOro Ta NMpMYoOpHOMOPCLKOro perioHis.
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“RECOGNIZABLE” TEXTILES IN DAILY PRACTICES OF THE 16'"-CENTURY FLORENCE
Kateryna Hotsalo
«Bni3HaeaHi» MKaHUHU 8 No08cAKOeHHUX npakmuKax ®nopeHyii XVI cm.
KamepuHa lNoyano

Memor cmammi € hopMyB8aHHA cemMiomuKu meKCcmuso 8 KOHMeKcmi lio2o 8UKOPUCMAHHA
8 rnoscAKOeHHUX nNpakmuKkax micma ®naoperyia npomazom XVI cm. LocnidxeHa moxcausicme
Pi3HUX NpedcmasHUKie micma cnpulimamu mMKAHUHU 8 AKOCMi CcUMe0osay ma 8MiHHA
ioeHmughikyeamu pi3Hi eudu meKcmuaw «HA O0OKo». Cmammsa CKAA0AEMbCA 3 MpPbOX
memamuy4yHUX YacmuH. lepwa npucea4eHa 8UBYEHHIO MUX XAPAKMEPUCMUK MKAHUH, AKi 6yau
8U3HAYANLHUMU Yy (POPMYBAHHI iX cemiomuKu. byno 3’AcoséaHo, w0 mamepianu ma MmexHiku
8U20MOB/IEHHA MEKCMUI0 CAYy2y8asau MAKUMU XapaKmepucmuKamu. TaK AK CMB8OPEHHA MKAHUH
6yn10 KponimKum rnpouecom, ix (yHKUia 8 AKOCmMi cumeosny cmamycy kKopucmysa4ya 6yna
BUHAMEKOB0 8AM(AUBOK. [lpy2a 4aCMUHQA MPUCBAYEHA MUM BUPOBHUYUM MPOuUecam 8 Mexcax
micm, AKi cnpuaau obmiHy mexHon02iAmMu ma Ou3aliHaOMU MKAHUH, 0 AK HACAIOOK, cnpuliHAMmio
Kopucmysayamu meKcmusto makoi io2o cknadosoi Ak opHameHm. B mpemil yacmuHi cmammi
p0327180a0MmbCa KOHKpemHi rpukaadu nepuyenyii camumu paopeHmiliyamu mux abo iHwux
MKAHUH. 38epmaemoca y8a2a HA me, AKUM YUHOM OMUCY8ABCA MEKCMUb 8 Pi3HUX MUCemHUX
Oxcepenax. Pi3BHOMAHIMHI MICbKi MPpaKMuKu Cripuanu momy, wo npedcmasHUKU Pi3HUX eepcme
HacesneHHA 8Minu Po3pi3HAMU 8udu mekcmunto. TKAHUHU cmasaau 00noMixHUM criocobom 014
ioeHmudgbikayii cmamycy ma noxo0xceHHA ix Hocia. OpHameHMu, 3anexHO 8i0 mamepianis,
BUKOPUCMAHUX OA iX 8U20MOBAEHHA, MAKOX O6ynu cumeoniyHumu. 3 iHWo20 60Ky, OKpemi
enemeHmu binbwWocmi nowupeHuUx 8i3epyHKie HO MKAHUHAX He cripulimanuca 8 AKocmi cumeosnis
ma He moesnu bymu ideHMuiKoB8aHI MiCbKUMU MeWKAHUAMU.

Knatouoei cnosa: mexkcmuns, ®nopenyisa, XVI cm., cumeonika, opHameHm.

Nowadays, it is almost impossible for a simple layman to determine the quality of textiles
"by eye": modern technology makes it easy to imitate any fabric. During the previous centuries,
when the manufacture of textiles was a laborious process, using expensive materials, fabric
became a particular symbol because each person, depending on income and sumptuary law, used
a different one and, therefore, could distinguish it.

Brilliant researches have studied the Florentine material culture, its clothing and textile
production. Especially valuable for the context of current investigation are previous achievements
in studies of the history of the Florentine costume of such researches as Bruna Niccoli and Roberta
Orsi Landini (Landini, Nicoli 2019). An outstanding academic and historian Carole Collier Frick held
the extensive investigation, concerning various aspects of the renaissance Florentine clothing
(Frick 2002). One of the most influential researchers of the Florentine economic studies, who also
paid attention to the issue of the development and functioning of textile production, is Richard
Goldthwaite (Goldthwaite 2009). However, the biggest part of the previous investigations has
dedicated to the symbolism of the ready-to-wear clothes or to the economic side of the textile
production system. Despite the big amount of the ancient fabrics preserved in different art
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collections, their semiotic tradition in the early modern times has not become a theme of the
separate research.

“The clothing chosen by and for young women carried multiple meanings. The cut, color, and
fabric signaled its economic value” — concluded the researcher Megan Moran (Moran 2018, p.
181). Well-known scientists, thus, underlined the symbolic function of textiles during the Middle
Ages and the early modern period.

Nonetheless, the other side of this scientific problem is a goal of this study. To reach a
conclusion on this topic, we would propose the following research questions:

e Was the fabric an understandable symbol for different representatives of 16th-century

Florentine society?

e What particular characteristics of textiles were symbolic in context of city life?
e How one can use characteristics of preserved ancient fabrics in broader scientific research?

Some textiles, produced in Italy over the 15™-17™ centuries, from the collection of the
Bohdan and Varvara Khanenko National Museum of Arts involves into this investigation. Almost all
Italian fabrics of the museum’s collection the collectors Bogdan and Varvara Khanenko bought
directly in Italy, while visiting famous auctions of the late 19th—early 20" centuries (K.M.A., aids 1

I B file 14, p. 73). The items they
s = bought were often small pieces of
fabrics. Obviously, the Khanenkos
recognized the value of such
textile samples for the visual
culture of past centuries. They
decorated the house’s interiors
used these textiles abundantly,
imitating European dwellings of
the 15"-18" centuries (K. M. A.,
aids 1, f. 2. 14, p. 14).

Because of the peculiarities
of textiles’ production and using, it
is often hard to establish the
provenance of the concrete

e * fabrics as well as the geography of
Fig. 1. Interior of the Khanenkos house their utilization. On the other
Beginning of the 20" century hand, written and visual sources

can support the popularity of
different types of textiles within defined territories. To research semiosis of fabrics in 16th—century
Florence, the investigation complements with the study of specific cases of textiles’ using, known
from visual and written sources.

Recognizable characteristics of valuable fabrics

According to Michael Baxandall’s research, it is very important to catch the difference
between the renaissance term “ornate” and the modern perception of its sense. If the renaissance
meaning of “ornate” is closer to such qualities as richness, liveliness and charm, the old term
“ornamenti” has more in common with the modern understanding of the world “ornaments” —
decorative embroidery and embellishments (Baxandall 1988, p. 131). In this context Baxandall paid
attention to the Leonardo da Vinci’s warning of the use of ornaments on paintings: “In narrative
paintings never put so many ornamenti on your figures and other objects that they obscure the
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form and attitude of the figures or the essence of the objects.” (Baxandall 1988, p. 133).
Therefore, it is evident that textiles used on paintings could help to interpret their senses. Let us
regard the particular example.

From the age of 30 the famous Florentine master Agnolo Bronzino (1503-1572) was the
court painter of Cosimo | de Medici (1519-1574), duke of Florence. Even though Bronzino was a
talented painter while reproducing particular textiles, it is still hard to distinguish their types
because of the smoothing surface of the biggest part of paintings. The fabric appeared on the
most famous portrait of Eleonora Toledo, the duchess of Florence (1522-1562), also raises a big
discussion among scientists. The problem of textiles’ recognition is complicated due to the various
names of their producing techniques, which written sources often have not concretized.

Researchers identify the textile of
Eleonora’s clothes as velvet, a velvet brocade or
a Spanish brocade (Joe 1994, p. 264). According
to the particular research of Thomas Joe the
textile of the Eleonora’s dress was rather the
brocaded satin, made in Florence, borrowing
Spanish designs (Joe 1994, p. 265). As brocaded
fabric was one of the most expensive textiles
during the early modern period, it widely
presents in the preserved written sources.
Probably, a similar fabric should also have been
depicted in another portrait of Eleanora Toledo.
Instead, the textile was substituted for another
one.

In 1549 Lorenzo di Andrea Pagni (1490-
1568), Cosimo | de’ Medici’s secretary, wrote a
letter to Pier Francesco Riccio (1501-1564), state
and court personnel, asking about the
substitution of dress’s fabric on another portrait
of Eleonora Toledo. In order to finish the work
earlier, Lorenzo di Pagni asked to replace the

Fig. 2. Bronzino. Portrait of Eleanor of Toledo and her brocade textile (broccato riccio) with some other

son. Circa 1545. Uffizi Gallery, Florence, Italy type of textile (qualche altro drappo ornato)

(ASF MP, f. 374, v. 1175, Doc ID 523). The term

“ornato” perceives in this situation, according to Baxandall’s notice, as “richness” even more than
as “ornament”.

This case may be indicative for the current research from different points of view. First of all,

the sender of the letter was able to distinguish the particular technique of textile production, even
though he did not have a close relation to the manufacture of fabrics. However, the most
important are the other aspects of this issue.
Comparing types of the textiles Lorenzo di Pagni underlined that the depicted fabric should be no
less beautiful or at least approximately equal to that, which had been planned to be painted (che
facci bella mostra). There is only one such a portrait of 1549, that is suitable to the researched
document.
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According to the picture, the artist substituted
the so-called “broccato riccio” textile with another
richness — embroidered golden ornament on the
red clothes. The abundance of expensive red fabric
fills the picture’s space.

This example leads to a broadened
designation of the textile’s semiotic, which has not
concretized before. It is obvious that materials of
fabric and technique of its production were the
main characteristics which underlined person’s
status. Although the garment of Eleonora Toledo
depicted in 1549 has only a bit of ornamentation,
compared to the fabric that had been planned to be
pictured, it was embroidered with very expensive
materials. This type of clothing, therefore, could
replace the ornamented one that the artist did not
have time to display.

Only by using expensive materials and
techniques, ornaments on textiles could gain special
meanings. For such orders like Eleanora Toledo's
dress, depicted on the researched portrait of 1549,

Fig. 3. Bronzino. Portrait of Eleanor of Toledo and a professional embroiderer made the
her son. 1545. Museo Nazionale di Palazzo Reale, ~ €Mbellishment. An official delivered the materials
Pisa, Italy for such cases and weighed a finished embroidery

to make sure that there was a full amount of gold
thread. It is most likely that the Florentines could use one and the same embroidery several times,
transferring it from one textile item to another (Landini, Nicolli 2018, p. 7). The importance of
materials, used for producing textiles or their embellishments, proves through the existence of a
big amount of pattern books, edited throughout the 16™ century. The printed ornaments contain
the elements common for the high-quality expensive textiles, used by the rich.
For instance, patterns for embroidery in the form of heraldic lilies as well as ornaments with
Christian emblems and symbols were presented in Italian books of patterns abundantly (Pagano
1554, p. 36). The city dwellers could use them for homemade embroidery and textiles’
embellishing freely.

Obviously, these ornaments could appear on various textile items among different
representatives of society. However, only the use of expensive materials for reproduction of
patterns could make them the symbols of wealth and status.

The cost of fabrics for wedding
dresses was also incredibly high, according
to the order made for the clothes of
Lucrezia de Medici (1545-1561) and Alfonso
Il (1559-1597). The big amount of gold-
woven textile, which should have been
made for the wedding, surprised even

Fig. 4. Embroidery with gold threads 16" century weavers. They asked for pre-payment, in
Italy or Spain Silk, gold thread; velvet, embroidery connection with cost of the materials
’

The Khanenko Museum, Kyiv, Ukraine. 46 TK

needed to be spent in the process of
weaving. Such orders were not common
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practice even among the richest customers (ASF
MP, f. 116, v. 470, Doc ID 9560).

This part of the article concludes by arguing
that the structure of a fabric as well as materials
used for its manufacturing were the most
expressive semiotic characteristics of textiles.

Migration of Technologies and Designs

The other textiles on the paintings by Agnolo
Bronzino could be also noticeable in the context of
the research. Being a designer of tapestries,

Fig. 5. Examples of patterns for embroidery Bronzino often visited the workshop of such

from the 16™-century books weavers as Jan Rost and Nicolas Karcher, with

whom he had been working on the projects for the

ducal palace (La France 2013, p. 68). It is not necessary that Bronzino also was the creator of

particular designs of textiles. However, according to the paintings, Bronzino’s knowledge of textile
types and designs is noticeable.

The portrait of a young woman, painted by Bronzino circa 1540, reflects a very characteristic
textile pattern of the 16" century. Making the reference to the Portrait of Lavinia Vecellio by
Titian, created circa 1545, one can notice a similar ornament on Lavinia’s dress. The very close
analogy to the indicated fabrics preserves in the Khanenko Museum. It includes the visible remains
of the image of a crown as well as distinct ornament of big stylized leaves with branched pillars
and rounded bends. Many similar Italian textiles that nowadays stores in various art collections
stil  have some insignificant differences both in
technological aspects and nuances of designs. Even though
they have much in common, apparently, these fabrics were
often made in different workshops.

According to the attribution of several researchers,
similar items to the textile from the Khanenko Museum
collection, were most likely produced in Venice or
Florence. The ornament on such fabrics was formed by
combining several heights of pile which often calls as alto e
basso  technique. (Lewandowski 2011, p. 11).
Notwithstanding, there is some difference between the
structure of such textiles on different paintings; fabrics
designs could transfer from one workshop to another even
through different cities, excluding only a few cases when
particular specific designs were made only in distinctive
regions for a long time.

However, during the researched period the textile

Fig. 6. Bronzino. production of Florence was so noticeable that there was no

Lady in a dress with a fair-haired need to use imported fabrics, with the exception of
little boy. . . . .

Circa 1540 reworked 1545-46. espe.zaally unlql..le ones. T|:1IS could apply to goods created in

The National Gallery of Art, Venice, the main Florentine competitor. “I wanted to have

Washington, USA the cloth for them from Florence rather than those brought

from outside [the city]”, — wrote a noble Florentine

woman Cassandra Ricasoli, having made an order for cloth
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(Moran 2018, p. 190-191). Since many wealthy
families were directly interested in the development
of the Florentine economy, they were especially
concerned about using local luxurious products
(Currie 2008, p. 52).

Wherever the fabric from The Khanenko
Museum collection was produced, in Florence or
Venice, it is obvious, according to its shape, that it
was remade from one object to another several
times. However, the green shade of this expensive
fabric still impresses which may indicate its careful
use.

Similar textiles were also produced in different
workshops within the same city, in the current case
in Florence, which likely promoted by a number of
4 . obvious reasons. Firstly, due to disagreements with
'&@ M A partners, prosperous weavers were free to leave

Fig. 7. Titian. Circa 1545. Museo di Capodimonte, ~ WOrkshops to create their own. Sometimes they

Naples, Italy even poached customers and were more likely to

borrow some types of designs, using in a new

workshop. For instance, the tapestry weaver Bernardo Saliti asked for protection against a partner

who was about to open his own manufactory, having desired to establish a new private contract
(ASF MP, f. 713, v. 1175, Doc ID 13382).

Secondly, such a valuable customer as the ducal court could give instructions for the
creation of specific types of fabrics to several Florentine workshops at once, because of the
previous poor-quality creation of tissues by other manufacturers (ASF MP, f. 177, v. 659a, Doc ID
20195). It is obvious that the customer's instructions were fairly accurate which could lead to the
creation of very similar fabrics in several local
workshops.

In 16™-century Florence there was also a
tapestry production, about which we have
mentioned before. Although It worked directly for
the ducal court, the workshop was located outside
their palace. In November 1545 Pagni Lorenzo di
Andrea, a diplomat and politician, asked Pierre
Francesco Riccio, an official, to find a new location
for the court workshop, so as not to disturb the
monks of the monastery of Santo Spirito (ASF MP, f.
489, v. 1170, Doc ID 673). It assumes that this
tapestry manufactory could be located within the
walls of the monastery for some time. Even the
workshop of the dukes was located in the open
space of the city — it was permanently in its
structures. Famous weavers from Flanders, the center of the tapestry production in Europe, were
invited to work in Florence: their skills intertwined with local traditions. Recently, a lot of quality
research has done about these ducal workshops (La France 2013, p. 68). In the context of this
study, it is important to mention that three years after arriving in Florence, the Flemish weaver
Nicholas Karcher announced that he would like to live and die there (ASF MP, f. 720, v. 1170a, Doc

Fig. 8. Textile fragment. 16" century. Italy, Venice
or Florence. Silk; velvet. The Khanenko Museum,
Kyiv, Ukraine. 33 TK
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ID 23901). The fate of the weaver is unknown but it is clear that he spent at least 10 years,
working in Florence.

Another practice could also contribute to some exchanges in the field of textile production.
For instance, different weaving manufactures sometimes could help each other in the execution of
orders. In 1582 the weaver Ligozzi asked the maestro Benedetto, the head of the tapestry-weaving
workshop, for help with the execution of an order, so not to be obliged to sell goods, in order to
get money for weavers’ salaries (ASF MP, f. 199, v. 5928, Doc ID 21645).

The current research strives to highlight the one more aspect of textile production —
ornament. It was the patterns that became the component of fabrics, especially migrated from
one production to another (Facelle 2009, p. 58). It is obvious that it was textile ornaments that
became an important symbol for Italian spectators of the late Middle Ages and the early modern
times. However, could the Florentines interpret ornaments on fabrics or perceive them as a
whole?

The assumption that ornaments were deeply symbolic has repeatedly stated in the context
of many studies. This applies to the “pomegranate” pattern — one of the most popular ornaments
of the 15™-16" centuries Italian textiles as well. Scientists of the 19" century gave a conditional
name, garnet ornament, for a group of similar patterns. However, various plants are in the basis of
such ornaments (Joe 1994, p. 263).

If some fabric designs of the 15"-16" centuries are highly stylized, some still allow to find out
exactly, which plants were shown.

According to given examples Italian artists used shapes of such plants as pomegranate,
artichoke and thistle so as to create patterns. Some lucky employees of the industry probably had
the opportunity to observe rare plants in order to borrow their forms. For instance, artichokes
were very popular among the dukes, as their form considered especially exotic. This plant
occupied a central place among green vegetables and herbs in the Medici garden, according to the
plan of the territory (Pini 2016, p. 11).

Such plants as pomegranate and melon even in the ducal courtyard of the 16™ century
considered unusual fruits: they were specially delivered for the famous Medici garden (ASF MP, f.
395, v. 1172, Doc ID 20385). On the
contrary, the appearance of the
thistle was more widely known: its
form was used in the manufacture
of jewelry as well (ASF MP, f. 24, v.
643, Doc ID 25338).

For a long time, researchers
also attributed the shape of
pineapple to many similar textile
ornaments. However, until the end
of the 16" century, it was most
likely unfamiliar to designers and
weavers of Tuscany. Even in the
middle of the 16" century
pineapple remained unknown to
the general public of Florence. In
the letter of 1584 to Francesco | de

Fig. 9. Examples of the 16th—century textiles’ designs
(Von Falke 1922, p. 255) Medici, the famous Florentine

traveler Filippo Sassetti, visiting
India, in surprise describes a
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delicious fruit: pineapple. He compares its shape to the artichoke and pine cones (ASF MP, f. 508,
v. 5037, Doc ID 22796).

Even though many exotic plants were available in the Florentine area of the 16™ century, the
large number of inhabitants poorly knew them. Archaeological research has shown that plants,
such as pomegranate, grew and used in the territories of rich palaces exclusively. As a result, they
were not familiar to a wide range of consumers (Mazzanti at al. 2005, p. 449).

If we are to believe in evidence of art, the shape of the garnet ornament inherited the image of
the lotus flower on the Chinese silks, which appeared in Europe from the 14 century onwards
actively (Von Falke 1922, p. 34). Nonetheless, the direct mentions of this flower are very rare in
archival documents (ASF MP, f. 58, v. 613, Doc ID 18075). Compared to other plants, even exotic
ones, attention to the lotus was negligible. The presence of this flower at the base of many
ornaments was not obvious to the Florentines.

In inventories and other types of documents the educated Florentines gave no special attention to
ornaments of fabrics, despite a detailed description of their other characteristics. Creators of
documents almost always recalled the presence of patterns on textiles. However, the meaning of
ornament as such, obviously, did not interest descriptors.

According to Carole Collier Frick’s research, Florentine civil
servants, responsible for the enforcement of the sumptuary laws,
did not know how to distinguish between different patterns.
Likewise, employees could call all of them with the general terms
such as "floral" (Frick 2002, p. 181).

According to the facts we mentioned above, the presence of
ornament on the fabrics was symbolic in the context of Florentine
everyday life. In most happenings, the woven pattern indicated the
high price of textile, especially in cases of using expensive materials
such as gold and silver thread. However, various representatives of
the Florentine society clearly could not identify the elements of
ornaments. The big number of city dwellers could never even see
those plants that were the basis of many textile designs.

Recognition of textiles by the people of Florence: everyday
practice

How in fact the identification of fabrics in practices of the city
was occurring? What examples demonstrate the semiotic of textiles
that we have outlined before?

The symbolism of fabrics likely formed in accordance with the
cost of dyes and materials used for their production. Obviously, for
the average Florentine the perception of textiles came from daily
practices, even in the space of other visual arts such as pictures.

Fig. 10. Textile fragment with
the “Garnet ornament” with Criticizing the color theory of Bartolo da Sassoferrato (1313-1357),

different shapes. Lorenzo Valla (1407-1457) argues on the example of fabrics "Do we
Second half of the 15 prefer ... white cotton to red or purple silk?" (Osborne 2019, p. 91).
century. The ability to recognize the types of textiles by Florentine

Venice, Italy.

residents (in times of difficult production of textiles) is obvious since
Silk, gold thread; velvet

] the market of finished textile items and already-used fabrics
The Khanenko Museum, Kyiv, . . . . . .
Ukraine functioned in the city well effectively during the early modern times
32 Tk (Moran 2018, 183).
By the end of the 15t century, textile dealers became very
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professional: they owned shops and sold goods of various values. Researchers associate this
process with the increasing consumer ability of the Florentines and their desire to assert
themselves using expensive fabrics (Meneghin 2015, p. 336). Such processes are not the subject of
this study. Nevertheless, it is obvious that the widest range of the Florentines was aware of
various textiles through this practice as well, in addition to all other activities of the city in which
fabrics involved constantly.

As we mentioned earlier, textile has been used for a long time: it could be altered to create
new items. This practice was not alien to people of different statuses.

The correspondence of Cassandra Ricasoli, the Florentine noblewoman, mentioned the
dealer Grezia who proposed old cloth for making bed sheets (Moran 2018, p. 190-191).

In 1536 the tailor master Agustino da Gubbio also received two damask dresses similar to

those used by nuns. He had to alter them to cover Allessandro de’ Medici’s (1510-1537) carriage
(ASF MP, f. 8, v. 630, Doc ID 24940).
It was not shameful to use fabrics’ structures again and again as long as something could be cut off
while the best part, on the contrary, could still be reused. As a result, textiles were in constant
motion during the early modern times (Rosental 2009, p. 461). They lived several lives in various
objects — all this imprinted in the appearance of those samples that have survived to this day.

But have textiles received much attention as important objects of material culture among
the Florentines?

The inventory document of 16th—century Florentine mansion describes a lot of material
objects. Despite the fact that the name of addressee is lost, he or she mentions the presence of
Pier Francesco Riccio’s room in the house. Along with other valuables, fabrics are described.
Among them are a new colored carpet, a damask bedspread, a green damask robe embroidered
with silk, a Turkish taffeta. There are specific characteristics of
textiles that are indicated. Firstly, the author draws attention to
the types of fabrics — their materials and techniques of
producing. Secondly, the writer notes whether textile is new or
old. It is important that the characteristic “old” not relates to the
state of item. In this way, the author simply indicates the age of
the fabric. In addition, the word "Turkish" in relation to taffeta
textile presents in the inventory (ASF MP, f. 464, v. 616, Doc ID
28221).

Most likely, urban citizens could see the difference
between oriental fabrics and those that local manufacturers
made in the eastern style: the both terms — “Turkish” and “ala
Turkish” present in inventories. However, this ability could have
more likely related to the wealthy urban population for whom
expensive fabrics, including imported, were valuable parts of the
material environment.

A similar description — “alla turchesa” was also used in
Fig. 11. Piece of reused red velvet. ~ documents when authors were clearly not sure about concrete

16™-17" century. origin of an oriental object. Describing the appearance of the

Italy. middle eastern army members, under the command of Grand

Silk; velvet Marshal Meszkowski (1562-1615), the state personal Sernigi

The Khanenko Museum, Kyiv, Giovanfrancesco appeals with such expressions as “in Turkish
Ull‘;";’Le' fashion” (ASF MP, f. 116, v. 4294, Doc ID 24540).

The list of provisions created for the voyage of the ducal
court also indicates the presence of accessories and velvet
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textiles "in Turkish style" (not actually of Turkish production but "alla turchesa") (ASF MP, f. 18, v.
613, Doc ID 18159). Even a military engineer, whose profession was far from textile excesses,
described the preparation of the city of Milan for the arrival of Emperor Charles V (1500-1558),
giving a detailed description of the clothes of various representatives: senators and doctors were
dressed in crimson, the chancellor and the president were in brocade. The clothes of the Turk
Rusten Bass, the hat of whom was embellished with the feathers, made a lot of noise (ASF MP, f.
90, v. 2964, Doc ID 22700).

Describing important city events — rituals and festivals, specific types of textiles were often
indicated: authors of letters could distinguish them. In addition, it is also a signal that recipient of
letters, reading about fabrics, would be able to understand the implication of their use.

Staying at the city festival in Madrid in the 20s of the 17" century, Castellina de Medici (?-
1629) was surprised by the modesty of urban residents’ clothes. He noted that the rulers of the
city looked too luxurious, against the background of city dwellers. Such strict sumptuary laws of
Madrid were unusual for Castellina (ASF MP, f., v. 4952, Doc ID 8839). Obviously, he belonged to a
slightly different culture and models of social behavior, compared to traditions of the Spanish city.
In fact, even the average Florentines used different types of expensive fabrics in small amount,
above all velvet. For instance, the cloth for civil servants often was made from it. In 1536 the
master Agostino received four pieces of red velvet to make clothes for servants. (ASF MP, f. 33, v.
630, Doc ID 26152). Moreover, they were often provided with a new set of clothes for work. Old
items in such cases servants could exchange for other goods or sale them on the market of used
things, as the property (Meneghin 2015, p. 61).

Examining specific samples of the Khanenko Museum textile collection, one can notice that
by the end of the 16™ century the number of expensive Florentine fabrics reduced. Researchers
associate this fact with changes in the traditions of the republican era. Therefore, the visual
difference between various representatives of society has become less noticeable (Currie 2008, p.
52).

However, in 1618 various contests and entertainments took place in Florence, during a city
festival. According to eyewitnesses, the holiday was even more fun, despite the lower costs, than
magnificent weddings often organized for the whole city (ASF MP, f. 787, v. 6108, Doc ID 6386).
Accordingly, even in the 17 century, the demonstration of luxurious fabrics at expensive
celebrations still remained an important symbol in the context of urban life.

Conclusion

Various Florentine city dwellers of the 16™ century were able to identify textiles around
them. They knew what the price of this or that fabric was and what was the status of its user.
What characteristics of a textile did they identify especially? First of all — materials and
techniques used for the production of fabrics. Since it was impossible to fake expensive textiles,
these features were particularly important.

On the other hand, despite the symbolism of ornaments as such being recognized (as their
creation also required skill, labor and material resources), ordinary Florentine citizens remained
ignorant regarding the specific origin of the patterns. In archival documents any ornament could
be explained by general phrases, such as “floral” or “in Turkish style”.

Quite valuable fabrics, such as velvets, were presented in a relatively small amount in the
possession of middle-class. Reuse of fabrics was common practice among various citizens, even
the most affluent.

The current research outlined only the basic of textile semiotic. The following studies can
consider one or more specific examples of textiles carefully, using them as a method of studying
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some other aspects of city life. Understanding the specifics of fabrics’ symbolism, it also seems
possible to try to use it for interpretation of other visual arts.
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“Recognizable” textiles in daily practices of the 16"-century Florence

The aim of the article is to shape the semiotic of textiles in the context of their use in various
daily practices of the city of Florence during the 16™ century. The article investigates the possibility
of different representatives of the city to perceive fabrics as a symbol and the ability to identify
different types of textiles “by eye”. It consists of three thematic sections. The first one dedicates to
the study of those characteristics of textiles that were decisive in the formation of their semiotics.
We have found that fabric materials and techniques were such characteristics. Since the creation of
textiles was a complicated process, their function as a symbol of user’s status was extremely
important. The second part devotes to those manufacturing processes within cities that facilitated
exchange of technology and design of fabrics and, as a consequence, perception by users such a
textile component as an ornament. The third part of the article deals with specific examples of the
Florentine comprehension of certain fabrics. It draws attention to the way textiles are described in
written sources. The various urban practices have made it possible for representatives of different
segments of the population to be able to distinguish different types of textiles. Fabrics have
become an additional way of identifying the status and origin of their user. The ornaments were
also symbolic, depending on the materials used to make them. On the other hand, many city
dwellers could not identify elements of most common fabric patterns and, therefore, could not
perceive them as symbols.

Keywords: textiles, Florence, 16th c., symbolism, ornament.
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NOEANHOK XKAHA AE BIOEA TA AXOHA YE/TIOHCA B MICTI TYP 1446 POKY: KIHHE TYPHIPHE
3ITKHEHHA A OUTRANCE Y TEKCTAX TA 306PAXEHHAX

Bonogumup lNyuyn

Combat of John Chalons and Luis de Bueil in Tour 1446: Joust A Outrance in Texts and
Visual Sources

Volodymyr Hutsul

This paper is focused on the joust between English squire John Chalons and French écuyer
Louis de Bueil, that was held in 1446 in Tours, France, in the King Charles VIl of France and his
courtiers presence. The mounted combatants fought with full armour on using couched lances. The
article also covers the connection issue of this chivalric encounters type with warfare and military
practices of that time, their effectiveness in then military training and interpretations of 15th
century tournaments and pas d’armes in the 20th -early 21 century historiography. Available
existing sources for this event suggest that the fighters with premeditation used lethal combat
techniques during the collision, that resulted in Louis de Bueil death. However, Jean de Bueil, the
older brother of the deceased, soldier, courtier and writer, expresses his highly hostile attitude
towards chivalric practices of this kind in his autobiographical work "Le Jouvencel”, which in the
long run led to a false interpretation of the Late Middle Ages pas d’armes as an escapist and
anachronic manifestation of the Late Middle Ages elites culture, spread by renowned Dutch scholar
Johann Huizinga and his epigones. The article has its emphasis on participants’ arms and armour,
as well as their impact on the course and result of a joust. The paper presents the analysis of the
narrative program of eight mid. 15th century colored handwritten miniatures, conveing the stages
and course of the duel. Visual narration is created with profound knowledge of the knight weapon
and equipment features, as well as an accurate understanding of the equestrian encounters course
and logic. Depicted by unknown artist plate armor on the combating fighters has direct historical
analogies among the preserved survived artifacts of knights weapons. This miniatures series may
be considered as a ‘documentary military art’ prominent example for its time.

Keywords: tournament, joust, mounted shock combat, couched lance, arms and armour.

MoraH lel3unHra y cBoiii 3HameHuTil poboTi «OciHb CepegHbOBIuYA», BUAAHIK Bneplie 1919
p., B epeKkTHUI cnocib 3aTaBpyBaB pULAPCHKI iaei i 6a3oBaHi Ha HMX BOEHHI Ta TYPHIPHI MPaKTUKK
XIV — XV cT. Ak ippallioHanbHMIA aHaXpPOHI3M Ta eCKanicTCbKi 3abaraHky BNepTo NPakTUKOBaHI TUMMK
npeacTaBHMKAMM BOEHHUX €NiT, KOTPi He Moran abo He xOTinnM gasBaTh cobi paay i3 BUKAMKAMM
yacy (Huizinga 1924, 58 passim), Xapu3ma eii3nHrn npmssena Ao Toro, wo 6onosa epeKkTUBHICTb
pULLAPCTBa AK MINITapPHOI CUAM B LiNOMY, TaK i MOro TUTY/NIbHOI 6OMOBOI NPAKTUKN - TapaHHOIo
6oto’, 0co6AMBO Ha Mi3HIX eTanax Woro iCHyBaHHA, NiAgaBanaca CyMHiBy abo 3amepedysanacs

1 . . .

TexHiKa TapaHHOro 6010 KyWoBaHMM TOOTO HEPYXOMO 3aTUCHYTMM Mifg, MaxBok Y FrOPU3OHTASIbHOMY MOJIOXKEHHI)
CNWCOM, WO 34ilCHIOBaNacAs Ha MOBHOMY XOAy BEPLIHUKOM Yy METaNeBOMY 3aXMCHOMY O6/MafyHKy, Bif, OCTaHHbOI
TpetuHu Xl go XVI cT. BK/AOYHO Byna OCHOBOK PULLAPCLKOT TAaKTUKK SIK iHAMBIAYaNbHOI TaK i KosiekTuBHOI (Keen 1984,
23-27)
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iCTOpMKammM MOBHICTIO i 3aManMM He aBTOMaTM4HO axk Ao 1980 - mx pp. Obmexmmocs nuule
HaMBMMOBHILWIMMM NPUKAALAMWN, LOTUHHUMMU BOEHHUX CTYAiN.

Maikn loBaph, y CBOiA MONynApHiA CUHTE3i Npo BillHY B €BPOMNENCHLKIl icTopii, Ha3BaB
puuapcteo y XV CT. «eNleraHTHUM aHAXPOHI3MOM» MOCTYOOYM Y NapafoKcanbHUI cnocib NoBHY
HebOo€e3AaTHICTb i HeabMusAKYy KOLWITOBHICTb CyLi/IbHO OPOHbOBAHOrO puLAPA Ta MOro NOYTy Ha
6uteBHOMY noni. MNMpuunHK, Yyepes AKi NpeaCcTaBHUKU BOEHHMX eniT i BCi 63 BUHATKY Aep’KaBHi
aaMiHicTpauii 3axigHoro cBiTy a)k go cepeauHn XVI CcT. — a nogekygu i 3Ha4yHO nisHiwe — B
MaCoOBOMY NOPAAKY iHBECTYBaAM YMMANT KOWTU B PULAPCLKY MIiNiTapHYy TEXHOJOFIIO, i LUM Camum
CTUMYNOBANN BYypPXAMBUNA PO3BUTOK HIOUTO HEYKMTKOBOI PULAPCHKOT 36po'|'2, AK 3a4inHOi TaK i
3aXMUCHOI, 3aMWKAKCA No3a yeBaroto gocnigHunka (Howard 1979, 1-19). AymKa loBapaa NOBHICTO
cniBnaga€e 3 MipKyBaHHAMW HAMBIAOMIWOro UMBIIbHOIO iCTOPMKa BIMCbKOBOI cnpaBu [*KOHa
KiraHa. Toi, nuwyyn npo 6utey npu AseHkypi (1415), BUCNOBMBCA NPO PULLAPCTBO AK NPO CUAY,
KOTpa BTPATUNA CBOE MiNiTapHe 3HAYEHHs CTONITTAM paHiwe. (Keegan 1976, 317).

AmepuKaHeupb bepHapz Barpak, Ha CTOpiHKax nporpamHoi «KembpudiccbKoi icmopii 80eHHOI
cnpasu» (Buwna apykom 1995 p., pegaroBaHa OCHOBOMONOMHMKOM «HOBOI BOEHHOI icTOpii»
Oxxedodpi MapKkepom) y xapaKTepHilt 4na Hboro 6e3KOMNPOMICHI MaHepi XBaLbKO PO3BiHYaB «Mid
KIHHOTO pULLAPCTBa», 3HEBAXKMUBLUM BYKBANbHO YCi cepeHbOBIYHI TEKCTOBI AXKepena Npo minitapHe
3HaYeHHA CTaHy fK TaKi, Wo nepebyBann «nig uinecnpAMOBaHMM NATPOHATOM TUX XTO BBaXKaB
cebe BilicbKOBOIO eniToto». IM Ha 3amiHy Barpak 3anponoHyBaB CBOI BNaCHY Bi3ilo BOEHHOI cnpasu
CepefHboBivYA, e puuapcteo b6yno «3anense OAHMM €/1EMEHTIB KyAM CKNAAAHIWOI cuctemu
MiniTapHux peanin». (Parker 2008,101)

Yun He nepwmm xTo He 6e3 ycnixy 3anepeyvyBaB TBepPAKEHHA [en3nHrn, 6ys Mankonbm Belin.
B 1981 p. 3’aBunacA Mnoro nporpamHa npausa «BiliHa i puyapcmeo. BoeHHa cnpasa ma
apuCmoKpamuy4Ha Kysaemypa 8 AHenii, ®parHuii ma bypayHOii HanpukiHyi CepedHbo8i4Ysa». ABTOP
LUMPOKO KOPUCTAB 3 aHTponosoriyHoro nigxoay A»oHa KiraHa i, AK cam 3ayBar*kue, napanenbHo 3
®ininom KoHTamiHOM NpuiALIOB A0 BMCHOBKY MPO Te WO «MiXK BiiHamu CepegHboBivys i Hosoro
Yyacy HEeMa€E po3puMBY, HaABMAKM, MNOMITHWIA MOCTYNOBWIA Mepexin, NOBibHI 3MiHM AK Ha
NPaKTMYHOMY TaK i MeHTasbHOMy piBHi». (Vale 1981, ix) Bein nobyposaB cBol pobOTy AK
KOHLeNTyasbHy peakLuito Ha igei MoraHa lei3iHryM Ta #Moro eniroHis. BiH CKOHLEHTpYBaBCA Ha
KPpUTULL NONyAApPHOI cepef, akagemiyHOoi CrifibHOTK Bi3il Ni3HLO cepeHbOBIYHOINO pULLAPCTBA AK
34erpafoBaHOi BOEHHOI CWAM, KOTpa Koxanaca Yy TypHipHOMY ecKanismi. [Monemisytoumn 3
Xeln3iHroto, BiH Ha KOMMNJIEKCHOMY, peTefibHO fob6paHOMYy ArKepesibHOMY maTepiani NocnifoBHO
CNPOCTOBYBAB MOLWMPEHI aKageMiYHi CTepeoTMnM MNP0 HEBXKUTKOBICTb ANA BOEHHOI NiArOTOBKM
Ni3HbO CepefHbOBIYHMX TYPHIPIB, MPO aHAXPOHIYHICTb PULAPCBLKOI KiIHHOTM B [06Yy HalMaHWUX
apMmii, Npo nepeBary cepeaHbOBIYHOI i PAaHHbLOMOAEPHOI BOrHenanbHoi 36poi Hag, NaTHUM
obnapyHkom. B3arani He TopKatouncb npobnemun ePpeKTUBHOCTI i MacoBoCTi TapaHHoro 6oto B XlI-
XIIl cT., NnpoTe BM3HABLW KPM3Yy pULAPCBKOI KiHHOTK B XIV cT., Belin He 6e3 ycnixy nosoams, WO
puUuapcTBy BAANOCA MNepenamaT CUTyalito Ha CBOKO KOPUCTb LWAAXOM aHATOMIYHOro

2 MiniTapHi peanii cepeauHun i HaBiTb Apyroi NonosuMHU XVI CT. 3HAaYHO PI3HUAUCA Bif TEOPETUYHUX PO3BaXKaAHb
CyyacHuUx AocnigHuKie. [Axelmc Bya Ha AOKyMeHTanbHOMY MaTtepiani gobu PeniriiHux BiiH y ®paHuy3bKomy
KOPOJIBCTBI MiX FyreHoTaMW Ta KaTO/IMKaMW [O0BiB WO YMUCENbHICTb TaK 3BaHMX gendarmes, TOBTO Ba*KKOKIHHWX
BEPLUHUKIB Yy naTHOMY 061aAyHKY NOCTIMHO 3pocTana, «y nepiog 6am3bko 1578 p. gendarmerie He TiNbKK He 3HWUKanNa,
ane malxKe LiNIKoBUTO TpiymdyBana Hag Nerwmmm TMNnamu KiHHOTKU, abcopbytoum iX, i TaKMM YMHOM CTasla EANHUM
OOMIHYIOUMM Pi3HOBMAOM KiHHOTM B KOPOAiBCbKin apmii» (Wood 1996, 145). binbwe TOro, puuapcbka KiHHOTa i3
cnucamu BM3Havana nepebir Ta pesynbtati 6uTBK Nig Ape (1562), Toai y 3akntouHil ¢asi 6UTBM BiACyTHICTb cnuciB Ana
TapaHHOI aTaku, 3YXUTUX BeplwHWKamu [acnapa ge KoniHbi nmonepegHbo, He A[03BOAMAA FyreHOoTamM OCTaTOYHO
nepenamaTty CUTyaLil0 Ha CBOK KOPUCTb. BTpaTu cepes nNixoTu Ta apTuaepii B 0CTaHHiX Byan KatacTpodiyHMmu, npoTe i
cam aamipan KoniHbi i fAedki iHWi cy4aCHUKM BUTBM BBaXKaiM NEPEMOryY KaTOJIMKIB KHEMEBHO i CYMHIBHOI», OCKiNbKN
OCTaHHi BTPaTUAN HecniBMipHO BifbLue XaHAapMis aHix npotectaHTU. (Wood 1996, 119 passim, 190-196)
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BAOCKOHA/NIEHHA 3axMCHOro obnadyHKy, TaKTMKM, Ta npodecioHanisauii. Bein BBaxas WO
TapaHHUM Bill He nuLe He BTPaTUB Ha edpeKTUBHOCTI npoTarom XV CT., a/ie HaBNaKn 3HAYHO BUrPaB
yepes BNPOBAAKEHHA TaK 3BAHOrO appeTy — BiAKMAHOrO raky wo 3 npasoro 60Ky Kpinueca Ao
NATHOI Kipacu i 06 AKMIA puuap BNUpPaB KyWOBaHUK cnuc nepeg, yaapom. Llen BuHaxig, 3Ha4HO
NONErwunB NpULINOBaHHA | 36iNblUMB MOTYXKHICTb Ljei 36poi. (Vale 1981, 100 passim) PoboTa
CYTTEBO KOPUIYE fAK icTopiorpadiyHi yaBAeHHA NPO PULAPCTBO TaK i ycTaneHi nepiogusauii
BIMCbKOBOI iCTOpIi, NPOTe NPUXMUIBbHUKM HEOMO3UTUBICTUYHUX TPEHAIB Y MINITAPHUX CTYAiAX Ha
3pa3oK bepHapaa barpaka BBarkatoTb 3a Kpalue il irHopysaTw.

B uinomy Tak camo AymaB BM3HAHWI aBTOPUTET i3 puLAPCbKoi npobnematnknu Mopic KiH.
»,4acTo nepebinblyeTbCa AMUCTAHLIA AKa BigAinana pMUapCbKi TYPHIpW Bif NOBaXKHOI BiliHWM B f06Y
nisHboro CepeaHboBivyA. B XV cT. Te Ta iHWe He 34aBasioca HACTi/IbKM BigipBaHUM oaHe Big
OZHOTO L0 B KUTTI WO B NiTepaTypi: Ui 3aHATTA pisHUAUCA, NpoTe 06mAaBa 6ynn HaWBaKAUBILLMMU
Yy CBiTi BOEHHUX eniT» (Keen 1984, 208).

Jdewo nisHiwe AH ®paHc BepbptorreH, O6enbrinCbKMIM 3a4MHaTeNb BOEHHOI icTopii
CepeaHboBivYA, aBTOP OAHOI 3 nepwux cuHTe3 «Bilickkose mucmeymeo 8 3axidHili €sponi 6
CepeOdHi Biku 8id VIIl cm. do 1340 p.» (Verbruggen 1997) niaTpumas KoHuenuito Beina y csoil
nonemiui 3 bepHapgom barpakom. (Verbruggen 2005, 46)

Ha 3nami XX Tta XXI ct. CigHi EHrnoy y nioHepcbkin poboTti «boliosi mucmeuymsa
PeHecaHcosoi  €sponu», nNpucBAYeHin 3axigHum  dexTyBaNbHMM  TpaKTaTam, NigTPUMaB
naTpiapxanbHi nornaam Morana Fef3mHIM, BUCIOBUBLLMCD, | TO Ha 3aBepLUEHHA OKPEMOro po3ainy
NPO KiHHWIA 6i 3 KyWOBaHUM CMMCOM, TaK. “AKWIA, BNACHE, YXMUTOK Mann TEXHIKM OMUCaHi
aBTopamu [pexmysanoHux mpakmamie XV - XVII cm. aki yumye EHenoy — komeHmap B. TI.] i
PO3rNAHYTU MHOO? BOHM perynspHO Haronowysann Ha TOMy, Wo noAibHi Bnpasm mann Heabuake
3HaYeHHA y NiAroToBLi A0 BiliHW, @ TOMY, 34a€TbCA, BapTO noroanuTuca 3 Maccapio ManartecToto, y
TOMY, WO «KOXeH pisHOBUA, LI,)KOCTVI3 3roAnTbCA Yy CNPaBXHIiN OWUTBI». Ane HemMOoXNUBO
NPOTUBUTUCSA BUCHOBKY, W0 HAaBMYKK, KOTPi puLapi gictaBanun y 600 Ha cnucax Ha TypHipax (from
lance play within the lists) 6ynn npuaaTHUMKM BUKIIOYHO TaM CaMO — Ha TYPHiIpHUX BOMOBUCbKaX.
Ane AKLWO TypHipHe NOEAMHKYBAHHA Ha cnucax (jousting) roTysano puuapis 40 HAaCTYNHOro TaKOro
X, TO B TaKOMY BMMAZKY, MUTAEMO MM, Y HOMY K HACMpaBAi MONATAN0 NPU3HAYEHHA TypHipy?”
(Anglo 2000, 252)

He tak pasHo Hoenb ®enoys cnpobysaB y3roantv obuasa nornsam, NocUNAYMCb Ha
AO0CUTb Mi3HIM TpaKTaT KacTinbua XyaHa Kixagu ge Peano «ZJokmpuHa puyapcbKo20 mucmeymaea»,
BuAaHMn 1548 poky. Y pgewo napafokcanbHU cnoci6 Penoys 3ayBarKMB: «AxKOCTU Oyan
GisMYHMMK,  TIMHACTMYHMMW  BNpPaBamMK, KOTPIi  MOTAM  JOMNOMOITM  YO/IOBIKY BUTPUMATH
BunpobyBaHHA BUTBU, NPOTE iPOHIA LBLOro CNOPTY NOAATaNa B TOMY, LLO HaMripwi TypHipHI 6inui,
NocTiMHO 6uTi B nue i Kopnyc, 3'iKArKaloumMcb A0 ABaAUATU CeMM pa3 3a OAMH NOEAMHOK, bynu
OCTaHHIMM AKi BNaAanu B NaHiKy i po3biranmca, AKLWO TaKi pedi TPanAaancA y CNpaBXKHik 6UTBI. ...
Tomy, TBEpPE30 MIiPKYHOUM, PI3HMUA MiXK TypHipamu i GopmasbHUM BOEHHMM BULLKOJOM, Ha MOIO
AYMKY, He MOKe 6yTn BM3HAueHa YiTKo. ... fl 3rigHui 3 Beinom y Tomy Lo [TypHip Ta BiNHa] 6yau
ABOMaA CYMiXKHUMW BUAAMM AiANbHOCTI, i B 06MABOX pMLLApCTBY Hanexanoca bpatu yyactb. MpoTe,
Ha BiaMiHYy Big Belna, KOTpWUIA HanNoNernMBO CTBEPAsKYBaB, WO OAHA AiANbHICTb CKnagana
dopManbHMI BULLKIN ANA iHWOI, A 6 BKa3asB 6u Ha Te, Wo «JOKTPUHA PULLAPCbKOrO MUCTELITBAY He
6aunTb NPAMOro 3B’A3Ky MiX AXKOCTOK Ta BilMHOW. HaBnaku, n'ATUIA po3ain TpakTaTy cnewiaibHO
OMNUCYE B AETanAxX Te, AK pUuap MyCUTb rOTyBaTUCA A0 BilHW, OCKINbKU ANA BiMHW HeXapaKTepHi
npasBuna Ta eTUKET, NpUTaMaHHi TypHipy». (Fallows 2010, 240-241)

3 [OsxocTa (Joust) — iHAMBIAYaNbHUIN KIHHUA NOEANHOK apMOBAHUX BEPLUHMKIB 3 YKMTKOM KylloBaHWUX cnucis (Barber &
Baker 1989, 213).
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3 uMm MOXKHa byno 6 noroanTucaA, TMM binblue, WO «NPaBAMBIA BiMHI» B TpakTaTi
NPUCBAYEHO NNLLIE OAWH PO34in, AKOM TOM HEe MOYMHABCA 3 OMWUCY TAPaHHOI aTakM KyLOBaHMM
CNUCOM. «BW MOBWMHHI TpMMATM CNUC Yy PyLi, BMICTUBLUN MOro y BTOK". Nepexonaun Ha 4yBan
MOKAAAiTb CMUC Y appeT i HaLiNbTeCb MPOTUBHUKY Yy KUBIT. AKWO cnuc 3namasca [nicna yaapy]
BepiTbca 3a ecTok ». (Fallows 2010, 475)

La anckycia ganeKka Big 3aBeplueHHA. OCHOBHa MeTa Haloi CTaTTi NosiArae B Tomy abu Ha
mMmaTepiani OKpemo B3ATOI MifiTapHOI akuji, (KIHHOMY TapaHHOMY MOEAMHKY apMOBaHMX Y MOBHi
NaTHi 061a4yHKN BEPLUHMKIB, A€ B AKOCTI 3a4inHoi 36poi BMKOPMCTOBYBAIMCA KYLLIOBAHi cnucw),
NOMipKyBaTW HafZ ePeKTUBHICTIO TapaHHOro 6oto B cepeamHi XV CT., a Takoxk 60€34aTHICTIO HOCIiB
uiei miniTapHoi TexHosorii. [JoAaTKOBOI aKTya/lbHOCTI LbOMYy Hamipy Ao4a€ TpaguuinHa
HEeNnonNyAAPHICTb TaKUX CHOXKETIB B YKPATHCbKIN icTopiorpadii, Ae A0 CbOro Yacy naHyloTb apxaiyHi,
AKLLO He CKa3aTu AWAeTaHTCbKi NOrAaAn Ha icTopito 3axigHOro pMuapcTsea.

MoeanHOK, KOTPpOMY NpUCBAYEHa AaHa poboTa, Biabysca 5 ntotoro 1446 p. y ppaHLy3bKOMy
MmicTi Typ i y [OBroTpMBanii NePCcneKkTUBi CNPUYNHMB YMMANUNA BNAMB Ha icTopiorpadito 3axigHoro
puULapcTBa, NPo WO HUXKYe. B Hbomy, 3a nonepeaHbOi 4OMOBNAEHOCTI, Manu 3inTuca: ¢paHuys Jyi
Ae broei Ta aHrnieub J)KoH YenoHc, Aknii cneuianbHo gns uboro npubys Ao ®paHuii. Jlyi noxogms
3 BigOMOI wWnaxeTHoi poauHuM, BiH 6yB monoawmm 6patom aHa pe broea (1406-1477),
ManbyTHboro aamipana PpaHuii, copatHMka MaHm ao’ApK i ToBapuwa no 36poi nereHaapHoro
dpaHLUy3bkoro KanitaHa Jla Tipa,. Ix 6aTbko, aH ge Bioel - ctapwuit 3arMHys y 6uTBI npu
A3€eHKypi, O4HIN 3 HAaMBIZOMIWNX MifiTapHUX KaTacTpod PpaHLy3bKoro puuapctea. aH Ta Jlyi 3
MONOANX POKiB Bynu npuBYeHi Ao 36poi Ta BiHW. Jlyi ae Bloen, ceHbop MapmaHay, SK i cTapLumi
6paT, KomaHAayBaB ¢pPaHLY3bKMMM HalMaHUAMMW, TaK 3BaHUMU «obgupavamu» (écorcheurs) B
BbpeTaHi, i B 1444 p. HaBiTb BCTUT NOoByBaTW B aHIMNiMCbKOMY NO/IOHI. [TO4aTOK CBOET Kap’epu KaH ae
Bioeil, KonopuTHO 3mantoBaB y aBTobiorpadiuHomy TekcTi Jle MroseHcenb, aobpe Bigomomy
icTopuKam cepeaHbOBIYHOI BOEHHOI cripaBu, ae y benetpusosaHiii dopmi onncas cBoi npuroam nig,
yac CTONiTHbOI BiNHM.

Mpo [AkoHa YenoHca BiAOMO /vwwe Te, WO BiH HOCMB TUTYN CKBaWpa i 6yB CMHOM puuapA.
(Moffet 2010, 74)

MNoeanHok aobpe BigobpakeHMn B axepenax. HangeTtanbHiwmni 3BiT npo 6in mictutbes y
pykonucHomy Kogekci RAR.0035(1.35) gpyroi nonosuHu XV i3 KoponiBcbkoro apceHany y Jliaci.
KogeKc, Wo CKNafa€eTbCA 3 cepii 4OKYMEHTIB i HapaLii, 4OTUYHUX Ni3HbOCEPEeAHbOBIYHOI TYPHIPHOI
TpaauLii — MICTUTb OKPEMUI Po3Ain 3 AeTaZbHUM, KPENOPTAXKHMMY MOBIAOMNEHHAM 04YeBUALS,
AKMM CKopiwe 3a Bce 6yB 3rafiaHuMM Yy MAHYCKPUNTI QHTNIMCbKUA reponbp, opaeHy Migs’asku,
KOTpuin eckopTyBaB [)KoHa YenoHca. MoBigOMNEHHA KOAEKCY CYMPOBOANKYE CEpia KMOKPOKOBUX
itOCTpauin» - BiCIM KONIbOPOBMX MiHiaTOp WO MOCNifoBHO ikcytoTb Xxig 60t0. Y Ui craTTi
LLMTOBAHO TPAHCKPUNLitO opuriHany, 3aiicHeHy Panbdom [oomiHikom Modode. (Moffet 2010)

TakoX A0 Hac Aiiwno nosigomneHHA 3 «dpaHuy3bkoro Tabopy». MikapAiMCbKMN XPOHICT 3
B/TaCHMM BiICbKOBMM Z0CBiZIOM, Y4acHUK 6uTBu npu MoHnepi (1465), Matbe a’Eckywi npucBATUB
NOEANHKY OKpeMnii po3ain ceoix XpoHik. (d’Escouchy 1863, 107 - 110)

3a fomoBsneHicTio, YenoHc Ta broelt mann 6utnca y pisHOBMAI NOEAMHKY, KOTPUIA y AxKepenax
n0bu nosHa4vaBcs TepMiHOM G outrance. BU3HaHi goCniAHUKKN TypHipHOI Tpaauuii Pivapa Bapbep
Ta JXynbert bapkep AatoTb Taky aediHiuito TepmiHy. «3iTKHEHHA a outrance Bigbysanoca 3a
npaBuMaAamn BiliHW, WO O3HA4Yano YyXUTTA boioBoi 36poi i 3acTocyBaHHA 60OMOBOro 3axMCHOro

* BTok ( B TeKcTi - cuxa) — Yoxon, NpuKpinaeHnii 4o obnagyHKy abo cigna, Ana nNigTPUMMKK cnuca y Hepoboyomy
MOJIOMKEHHI, KyAM BCTABAANACA HUMKHA YacTUHa cnuca, abo K cama HUMXKHA YaCTMHA ApPeBKa, AKa MoMmillanaca B uew
yoxo. (Forgeng 2018, 297)

> EcTok (B TekcTi - estoque) — mey nNpusHayeHuii ans 6oto B obiagyHKax, No36aBAeHUI CiYHUX fie3 | NpuaaTHUN
BUK/IIOYHO A0 KOMO/bHUX YAAPiB, 3 })OPCTKMM KAUHOK, 3a3BMYall TPUKYTHUM B nepeTuHi. (Forgeng 2018, 293)
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obnaayHky. JletanoHi piHann abo cepiio3Hi NOpaHEHHSA NOCTIMHO TPANAAINUCS Y TaKUX NOEAMHKAX,
AKi 3aranom BigbyBanuca AK akLUii AeTepMiHOBaHI MEPCOHA/IbHOK YW HALLiOHA/IbHO BOPOXKHEYELD.
TepMmiH NO3HAYa€ TaKOX HOMEHKNATYpy 036POEHHA fKe BXKMBANacsa y TakUx 3iTKHEHHAX.» (Barber
& Baker 1989, 212)

Y HapaTtuMBHUX TeKcTax XV cT. 36epernoca Yynmano AeTanbHUX 3BiTIB Npo nepebir Toro um
iHWOro KiHHOro NOEAMHKY a outrance, (CTPYKTYPOBAHMX BiAMNOBIAHO A0 KiNbKOCTi KIHHWX CYyTUYOK —
HamMBIAOMILLMMK € MmeMyapu BypryHacbkoro npuasopHoro Onis’e ge f/la Maplwa Ta aHOHIMHWIM
XUTTENMC KKPaLWOro puuapa Bcix yacis» Maka ae JlaneHa. NpoTe nosigomneHHa npo 6it [AKoHa
YenoHca Ta Jlyi ge broea, BmilweHe 40 NiACBKOrO MaHYCKPUNTY LiKaBe Hacamnepea napanesibHum
Bi3ya/lbHUM penopTaxem. Bicim KonboOpoBMX MiHiaTIOp BMKOHaHi 6e3 3aliBUX AEKOPaTUBHUX
NPUKpPac, NpoTe TOYHI B AeTanax i 36iXHi 3 TeKCTom, NpeACcTaBAAOTb COOO0L0 NapanenbHy Bi3yanbHy
HapaLito BapTy He MEHLUOI YBarn aHixx NMMCbMOBa PO3MN0BiAb repo/ibAis.

Onuc yboro 6010, AKMN HaBeAEHO Y MaHYCKPUNTI i3 KOPONiBCbKOro apceHany B Jliaci € He
e Cyxmm 3BiTOM KOMMNETEHTHOrO rNaAava, TOMHUM B TEXHIYHUX AEeTaNAX TapaHHOrO 3iTKHEHHS,
ane i NNAcTUYHOK KAPTUHOLO, WO NEePEKOHANBO Nepeaac ApamaTUyHy aTmocdepy «PULLAPCbKUX
AisHb» 106Kn CTONITHLOT BiltHW. MMOYNHAETHLCA BOHA TaK.

Poky Boxoro 1446 wnaxeTHUn 36poeHoceub [AKOH YenoHc 3 AHraiicbKoro
KoponiBcTBa NpmnbyB A0 BinbHOro micta Typ B TypeHi abu 34iMCHUTU NeBHi 36pOoliHi
AiaHHA 3 Jlyi ge Broeem, KOTpUIA CnyxuB Koponto Kapny, KOTpi AiAHHA 6yau
HaNIeXXHUM YMHOM Y3rogyKeHi MiX UMMM 36pOEHOCUAMM Y BUINAAI BigNOBIAHUX
crateit. (Moffet 2010, 163 passim)

Ha »anb, LOKYMEHT KU MICTMB YMOBM NOEAMHKY A0 HAaC He AiliwoB, HaTomicTb 36epernaca
NMMCbMOBA Yyroga i3 LWeCTU MNYHKTIB WoAO0 MNOoAiOHOro MNOEAMHKY MiX aHINiMCbKMM CKBanpom
OxoHom EcTni Ta ¢ppaHuysom Mepom ae Macci, wo Bigdysca 29 cepnHa 1438 p. B Mapuxki. BoHo
MiCTUTb Taki ymosu. Obmuasa KombaTaHTM NOBUHHI BUTKUCA Bepxmn y NaTHOMy obnaayHky (harneis)
6e3 WwmTa Ta NEBHOro 3aCTOCYHKY ANA MIATPMMKM CNUCY Ha3BaHOrO B TEKCTi reste of avauntage.
(Cripps-Day 1918, p. xxxv) Panbd OomiHik Modde BBaXKae WO OCTaHHIM TepMiHOM NO3Ha4aBcA
O0AATKOBMI 3BOPOTHIN rak A4aa nigTPMMKKM 3a4HbOT YaCTUHM ApPEBKA cnuca, KOTpa onuHaaca 3a
CNMHOlO KombaTaHTa Npu KylwyBaHHI. Reste of avauntage He cnig NayTaTh i3 3HAYHO KOPOTLLUM,
3a3BMYal BiAKMAHUM rakom A ynopy Cnucy, KOTPUM Kpinmeca Ao npasBoro 60Ky Kipacu B obnacTi
rPyAuHU — Tak 3BaHoro rest of lance, abo, ¢paHuy3bKoto, arret de cuirass. (Moffet 2010, 36-37)
Kpim Toro yroga BM3Ha4ae KiNbKiCTb 3iTKHEHb — iX Mano ByTW WicTb, a TaKOXK micue ana 6010 - HUM
BUABMACSA Napu3bKa BY/AULA, HAaroaoWye Ha TOMY, LLO YCi WicTb nap cnucis 3abesneyye CTOpPOHa
AKa € iHiuiaTopom 36poiiHoro AisHHA — To6To dpaHLUy3bKMil 36poeHoceub Mep Ae Macci, a Takox
3aCTepirae NpaBo A/15 YY4aCHMKIB N0O3a BU3HAYEHUMMU OBMEKEHHAMM CMOPALAMKATUCA TaK AK BOHMU
BBa)KatoTb 3a Kpalue. (Cripps-Day 1918, p. xxxvi)

| TOMy Ha3BaHM YenoHc NpnbyB y MICTO AeB ATHAAUATOrO YNC/Ia MICALA CiYHA
i BUMHMB BKasaHi AiAHHA y HeAino n’aToro yucna micAua noToro. | Toro AHA BiH
BBiMWOB 3a 6Gap’epu 6inA ABaHaAUATOI TOAMHM 3 BE/AMKOK 4YecTio Ta
HEenopiBHANbHOK nNUWHicTio. Tam 6yB Koponb Kapn, cypaa 6oto, pasom 3
KOpO0/1eBOto, a 3 HUM 6y10 6araTo WwaaxeTHUX NPUHLIB, repLoris, rpadis, 6apoHis Ta
iHWMX NOMITHMX NEPCOH, a TAKOXK AEKiNbKa Aam i gisuub.

MaHYCcKpuUNT 3ragye 61M3bKO TPUALATU HAUMOMITHILUMX NpeacTaBHUKIB aAsopy Kapna VI, B
TOMY UYMCAi KiNbKOX MOro HamKpalLMX BOEHAYa/IbHUKIB — OpneaHcbKoro bactapga rpada [roHya,
rpada MactoHa ge Pya, aHa ae Broen i NMotoHa CeHTpana. «A go Toro 3ibpanoca Big gecatn go
ABAHAALATM TUCAY NPOCTOrO NtoAy, KiHHUX i NilwmMx abu nogmMBUTUCA Ha Le 36poiHe AiaHHAY.

| TAaKMM YMHOM Ha3BaHWUI YenoHc BUIMLWIOB Ha BuTeBHe none 3a rogunHy nepeg, Jyi
Oe broeem i TyT BiH BigpeKkOMeHAYyBaBCA Nepes KOpPoJsiem Ta KOPOAEBOLO i WAAXETHUMMU
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naHamu, gamamu i AiBMUsMKM AKi 6ynm Tam | cepepd, AKUX O6ynu ABi A0YKMK
LWOTNAHACbKOro Kopoaa. | HaszBaHOro YenoHca cynposoaxysas nopa Hdaani, MeTtTbio
loyx i oasrHyTi B 06/1a4yHKM 36pOEHOCL, AECATb 3 AKMX HEC/IM CUCU Neped, Ha3BaHUM
YenoHCcoM, a TaKOX Ki/fibKa LWAAXETHUX FeposibAiB, OOArHYTUX Yy repbu Ha3BaHOro
YenoHca. | 3 HUMM Oy/M YeTBEPO CypmMadiB, KOMKEH 3 AKUX BUHIC Ha nosne repb
HasBaHoro YenoHca i Takmmm b6ynm ix imeHa: Konnep, reponbg Kopons, Hycenb,
reponba nopaa Ckeinsa, JleoH 3on0tTuin reponba, nopaa HAagni i bynb, reponbg,
MeTTbto Foyxa. YenoHc cnais Ha KOHi NOKPUTOMY YOPHUMMU OKCAMUTOM 3 YHEPBOHMMMU
Xpectamu cnepegy i 33aay. [llicna Toro AK BiH NPeACTaBMBCA Nepes Koposem,
KOPO/IEBOIO Ta MPUCYTHLOIO LWAAXTOD, BiH NPOiXaB NO KONy Y CYNpoBOAi ONMCAHOMY
BuwLe. TPOE MaxiB BeAM 3@ HUM TPbOX KOHEM Yy KOWTOBHMX MOMOHAX i MaKOMaXKax.
Mepwnii 3 HUX HiC 3HAK HALIOro MaHa KOpPOANA i BiB MPaBULEID ABOX KOHEN AOyxKe
KOLUTOBHO cnopaarKeHuX. MepLmnit KiHb 6yB NOKPUTUI NONOHOIO CPIBHOrO KONbOPY, TaK
CaMO fK KiHb Narka, a Apyrui mas Ha cobi NONOHY 3 NypnypoBOro oKcamuTy. | B Takomy
NopAaaKY AK ONMCaHO BULLE BiH NOBEPHYBCA A0 CBOEI KBAPTUPMU.

Mepwa miHiaTiopa 3 NiACbKOro MaHYyCKpUNTY, (In 1) npmcsﬂqua npm6y1'no aHrnikcbKoi napTu

0o Typy, 306parkae [xoHa YenoHca
Ha Yoni miHiaTiopHOI apmii. Cam BiH,
npu cpibHMx ocTporax 36poeHocuA,
ine nonepeay, nopAag i3
Heo36poeEHMM reponbaom y
nias’A3aHOMY Kanentoci, Matouun npm
6ouj nnwe TaK 3BaHui shorte swerde
(Cripps-Day 1918, p. xxxiii)- vy
BibHOMY nepeKknafi  «KOPOTKWUiA
Meu», KOTPUM KpinuecA [0 NOACY,
Moro cynyTHUK nopsag, Bese npu cigni
Tak 3BaHul long swerde (Cripps-Day
1918, p. xxxiii) «goBrMn meu»
pO3paxoBaHUM Ha ABOPYYHUIN XBaT,
uAa 36poa byna «ronoOBHUM repoem»
MalKe BCix pexTyBasbHUX TPaAKTaTIB
[obu, AKMX Ha cepeaumHy XV cT.
iCHYBasi0 BXKe YMMano. 3a HUMKU ine
e KinbKa CeprKaHTiB 3 meyamu Ta
KYNauYHUMMK WMTamum «baknepamm»,
a TaKoX i3 rnedoto, KombiHoBaHOO
ApeBkoBot 36poeto. Ha 3agaHbomy
nnaHi  300pa*keHi  Ny4YHWKM 3

In. 1 B’i30 [xoHa YenoHca 8 micmo Typ. PykonucHa miHiamopa
KoOdekcy RAR.0035(1.35), fol 39. Koponiecbkuli apceHan y m. Jlioc,
Benuka bpumatin

XapaKTEPHUMM AHTNINCbKMMM JOBIMMM NIYKAMMU, iX MPUCYTHICTb FOBOPUTL NPO Te, W0 noyveT YenoHca
6yB YKOMMN/IEKTOBAaHWN Ha BiCbKOBWI MaHep, TOMY HaBpAL UM BiH BBa)KaB MaMbyTHI NOEANHOK

BTINEHHAM KypTyasii i TOBAapMCbKOCTI.
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In. 2 [xcoH YenoHc neped Koponem ®Pparyii. PykonucHa miHiamopa
Kodekcy RAR.0035(1.35), fol 40. Koponiscokuli apceHan y m. JTioc,
Benuka bpumaHia

Opyra  miniaTiopa  (In.  2)
OEMOHCTPYE  HaM  aHINiNCbKOro
CKBallpa Ta Woro cBuUTy nepenq
Koponem. [leTasibHO BUMUCAHUN
obnagyHok [xoHa YenoHca,
306paXKeHHs MOro rapHiTypy maixe
igeanbHO cniBnaga€e 3 rapHiTypom
obpaHum EBaptom OKLWOTTOM ANs
HaO4YHOro NosHayeHHsa Tuny F noro
Knacudikauii  natHux obnagyHkis
nepiogy 1400-1530 pp. OKwoTTy
Mwnocsa npo natu pgatosaHi 1440-
1460 pp. pobOTM  MiNaHCbLKOI
MmancTepHi Micarnia, AKki Hanexanu
®pepepiky Bitenbcbaxy enektopy
Ndanbuy. (Oakeshott 1980, 83, 93)
OnAa UbOro TMMNY XapaKTepHi rnagki
chepuyHi NoBepxHi, igeanvHi ana
raciHHa ypapis 36poi 64MKHbOro
6010, BE/INKI NAACTUHU ANA 3aXUCTY
nneyen (Tak 3BaHi pauldrons),

OnyKna Kipacu 3 nnakapTamu (placcard, petanb Kipacu gns 3aXMcTy HUKHbBOI YaCTUHKU TOpCy, KOTpa
BHaxNecT 3axoamna NigTPUKYTHUM BUCTYNMOM Ha MOBEPXHIO BAACHe Kipacu, i Kpinnnaca WKipaAHUMn
PEMIHUAMM Ha NpsXKKax (iTaniicbkuit ctuab) abo NpuUKNEnyBanucs OAUMH A0 OAHOTO 3aKnenkamu
(Himeubknit ctunb). (Blair 1958, 80, 94) Ha anb Hi ufA, Hi }KoAHa iHWa MiHiaTIOpa 3 KOAEKCY He
NnoAa€ ToYHOro 30bparkeHHs cnocoby Kpin/ieHHs naakapTy Ao Kipacwu. Max crnepeay i Tas 33aay
NPUKPUBAAN KOHCTPYKL,i i3 KiNbKOX BUTHYTUX i 3’€QHAHUX MiXK COOOK rOPU3OHTaNbHUX NAACTUH
(faulds), wo kpinunuca ao nnakapTy. Y Bunaaky rapHitypy ®peaepika lll go uiei KoHCTpyKu,i
cnepeay NPUKPINAOBaAUCA LWe ABi NAACTUHM ANA 3aXUCTy CTeroH (tassets), npote y BWMMNagKy

YenoHca ix 3amMiHKMIa MacuBHA nepeaHA AyKa cigna.

MpubnnsHo 4yepes roamHy po bHap’epis npubys Jlyi ae bBroelt y TOBAapUCTBI
3HATHMX i 3HAMEHUTUX NaHiB. Monepeay HbOro HynM ABA MY/N KOXKEH 3 AKMX Bi3 ABI
CKPUHI 066MTUX YEPBOHMM OKCAMMUTOM i CTATHYTUX MO30/104EHUMM 0BpyYamm. 3a LMMu
MYNaMK iXann TPU KOHA KPWUTi MOMOHamMKM 3 MOro repbom i Ha KOXKHOMY CUAINO no
YOIOBIKOBI B IMUMHI 61a3HA. X KNOBYKM i3 BEIMKMMM A3BOHMKaMK ByaM NpULWKTI A0 ix
BOpaHHA, oAgHa NONOBMHA 3 AKOro byna cMHbLO, a iHwa — 6inoto. KoXKeH KiHb mas
HaBKOO WWi APMO Ha AKOMY 6ynM A3BOHMKM HANONOBWUHY CPiOHI i HANONIOBMHY 30/10Ti.
3a HUMM iXano ABOE MeHecTpeniB i cypmad, siKi nperapHo BiTann nybAiky, a 3a TUMMK
BE3/IM XOPYrBY 3 MOro repbom i we Tpu Xopyreun NogifeHi Ha YOTUPKU NONA, | B KOXKHE 3
TMX nonis 6yB BNUCaHWA OAMH 3 repbiB HaNeXHUX MOMY, WO A0BOAUAN KOrO
6apPOHCTBO | HANEKHICTb A0 LWAAXETHOro AOMY, KOPOIO Ta KOPO/EBi i BCilA LWAAXTI,
koTpa Byna TyT NpucyTHA. Moro cynpoBoaKyBanmn 3HaTHI MyXKi i NaHW, imeHa KOTpUX

noAaHO HUXYe.

MNepwwum 6yB NoToH ae CeHTpall, AKMIA HiC OAMH 3 LLIECTU CMUCIB.

pad AtoHya Hic e oanH.

Cip M'ep bpat repuora BpeToHCbKOro Hic HacTyNHUI

pad Pya Hic HaCTYNHWUIA.
pad KnepmoH Hic we oguH.
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Cip Kapn AHXYMCbKWUIA HiC LLOCTMIA cnuc.

Koponb Cuumnii Bi3 nepes HUM MOro WOIOM, KOLUTOBHO NPUKPALLEHUN.

Nyi pe Broenb cMAiB Ha KOHi BHY34aHOMY B A0POrouiHHYy 36pyto. Ha Kpyni KoHA
6yB AyKe NUWHWMIN B6inni naomak i KiHb ByB BKpUTMI cnepedy i 33agy cpibHummn
NAacTMHaMM HibM cyuinbHMM 006NaAyYHKOM | B UMX nNAacTMHax Oyio 4mmano
KOLUTOBHOIO KaMiHHA i nepanH. Ha yepecnax noro 6ys aye LiHHWIA cpibHMI nosAc. 3a
HMM iXas0 TPM KOLITOBHO OCiA/IaHMUX KOHA, @ Ha HUX TPOE MAXiB i KOXEH 3 HMX MaB
PO3KiWHMMA Wonom 3 6inMm nUwHUM natomaxkem. Ogerka naxkie 6yna npukpaweHa
[o6poto toBenipHo poboToro, @ 32 HUMM MLLOB KiHb TaK CAMO KOLUTOBHO OCiANaHWNA.
YpPOUUCTiCTb BUI3AY Ta MULIHICTb MOYTIB HiIOM CBIAYMTbL NPO TeaTpasibHy HarpaHicTb nogii,

NpoTe CYy4YaCHWKM cnpuimani ii Kyam nosaxHiwe. Lle nomiTHO BXe 3 Toro wo Bioea go 6ap’epis
NPOBOAMKANM TPi3Hi, AoCBigYeHi i WKpoko Bigomi Ginui. CopaTHMKM KaHu a'ApK: OpaeaHCbKui
bactapg rpad [toHya i baraTopiuHMI KaniTaH «obanpadiB», KoMnaHbiMOH nereHgapHoro Jla lipa,
MotoH ae CeHTpai. Lie 6ynn 3BuTAXKLI AKi BpATyBanu cnpasy Kapna Banya Big octaTouHOI NopasKku
nia OpneaHom 1429 p. i BpewTi 3406ynn Momy ¢paHLy3bKy KOPOHY. Mpad MactoH ae ®ya Ta iHLWiI
«cnucoHocui» broea He 6e3 ycnixis 6panu yyacTb y CTONiTHINM BilHI. BpewrTi, cam Broelt gosoamBecs
monoawum bpatom «Yymi Ha AHrninuis» aHy ge broeto. [denerauia reponbais, wo npubyna
pa3om i3 YenoHcom i3 AHrAii Tak Camo roBOpUTb NPO BAXKIUBICTb NOEANHKY.

TpeTa miHiaTiopa (1. 3) 6AM3bKO 40 TEKCTY NiACbKOro KogeKcy nepenae NULWHICTb BUi3ay Jlyi
Ae broea. O6bnaayHoK dpaHLy3a HiYMM He Pi3HMTbLCA Bia Toro wo 6yB Ha YenoHci. BaxKKo ckasatu
YU NPUCYTHICTb 6/1a3HIB Y MOro CBUTI, AK Le BUAHO i3 3006pakeHHs, byna Bunagom y 6ik [dKoHa
YenoHca. Aaxe nogibHi apTuctn 6yBano cynpoBoAKYBanW TYpHipHUX 6inuis 3a Gap’epyn — wo
BMAHO, Hanpuknag i3 inoctpauii go «Turnierbuch und Familienchronik» Mapkca BanbTepa 3
Aycbypry cydacHuKa nogii. BiH MaB HelwnaxeTHe MNOXOAXKEHHA, NpoTe AK TypHipHMA 60€ELb
KOPUCTYBaBCA Takum aBToputeTom, WO 1452 p. 6yB BUKAMKaHWIM Ha b6ili pasom i3 cBoiMM
ToBapuwamm no 36poi 6aBapcbkumu repuoramu Kpictropom i BosnberaHrom. (Barber&Barker 1989,
62-63, 69).

Ak 6u Tam He 6yno, neplworo «penyTauinHOro» ygapy NPOTMBHMKY 3aBaaB came Jlyi,
BLINMBLUM Y HaWypasnueiwe micue byab AKoro HobinA — y yecTb i roHop. BiH nybaiyHO nigaas
CYMHIBY LUAAXETHe NOXOAXeHHA YenoHca, NeBHO, pO3paxoBytouM BUBECTU TOrO 3 PiBHOBAru.

Nlyi nocnas cipa Mepa pe bpese A0 KOpPONs, OCKINbKM BOAitOYM BUUTU Ha
601M0BUCbKO BiH He pPaynB LLbOro 3poOUTKU, OroNOLIYHOYN KOPOAKD Ta KOPOAEBi i BCin
wnaxti Aka byna TyT, WO s m s e A S
OCKiNbKM  BiH  MoOKa3as i) :
yoTUpM repbn YOTUPLOX
POAIB 3 AKMX NOXOAMB i CBIlA
B/IaCHMA Ha [ojady To
CMUPEHHO npocuTb
Kopona, AKkwo byae Ha TO
MOro nacka, 3’AcyBatu, uu €
aHrnieub YenoHc HacnpasAi
fobpe  HapoaKeHuUm i
WANAXETHUM fAK Kasas, i um
repbu, sAKi TOM CbOroaHi
MaB npu cobi, Hanexatb

MOMY YW/ Hi, i YN AOCTATHbLO Y In. 3 B’i30 /lyi Oe broes Ha mypHipHy apeHy. PykonucHa miHiamrwopa
Toro € y4ecti, abwu BiH, Jlyi, KoOdekcy RAR.0035(1.35), fol 41. KoponiecbKuli apceHan y m. Jioc,
MaB 3 HMM Ha GOMOBMUCbKY Benuka bpumatis.
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AKYCb Cnpasy.
RS 1 e A AL} XS . — 3BMHYBaYEHHS, HaBiTb

onocepeaKkoBaHe, Yy TMPUCBOEHHI
yyXnx repbie — 6yno um He
HaMBaXk4yoto obpasoto ana Hobins,
TOMY BUTIBKa dpaHuy3a,
Hacnpasai, byna HiyMm iHWKUM fK
HENPUKPUTOIO NPOBOKALLElo.
Burnagae Ha Te, wo ¢ppaHLy3bKUit
KOpo/b, AK i HaneXuTb Jobpomy
CeHbMOpPY, Yy HIX  MNOBHICTIO
niATPUMaB cBOro Bacana.

HanwnaxeTHiwwnm i
HaMBENIbMOMHIWKWIA  repuor
OpneaHCbKkKUii, KoTpun byB
6ina Kopons Bignosis, i

In. 4 Mepwa cymuyka Kara de Bioes ma [xcoHa Yenonca. Pykonucha ~ 3aCBIAYMB  KOPOAO, WO
MiHiamiopa kodekcy RAR.0035(1.35), fol 41. KoponieceKkuli apceHan y YenoHc € npasamBmm

m. /1idc, Benuka bpumadis. WAAXTUYEM | MOXOAUTb 3
LWAAXETHOro AOMY i 3ragaHi
repbu HacnpasAi HafeXaTb MOMY i WO BiH, MPUHL, 3HAE baraTtbox MOro PoanYiB i Tomy
BiH € 6/1arOPOAHNM MYXKEM LLLO HAAAETbCA A0 36PONHUX AisHb NpoTK Jlyi. Hessarkatouun
Ha Ue, KopoJib He BAOBO/IbHUBCA MOro BiANOBIAAD | BUKIMKAB aHINiMCbKOro reposibaa
opaeHy MNias’a3km abu 3HaTU LLe HaneBHEe | TOM NOCBIAYMNB WO BCe Le € NpaBaoto. Toai
ceHewanb Mep ae bpese nosepHyBca Ao Jlyi ae Bioes i BKasaB MOMY LLO KOpPOJib
NOCBIgYMB WNAXETCTBO YenoHca Tak caMo AK i Te WO TOW € AOCTOMHMM BYMHWUTU
36poiHi gisHHA npoTu Hboro. (Moffet 2010, 165-166)
Mo ubomy YenoHc Ta broelt BUixanm Ha apeHy i B3aanca 4o gina.

Mpu nepwir cytnyui, Koam BoHM 3'ixannca, TO BigBaXKHO 31amann CBOI CNUCK
oauH o6 ogHoro nepen Koponem. | YenoHc Bnyyus Jlyi ge broeto y cepeauHy moro
NAe4YoBOi NAACTUHK (garde bras) i 06 Hel 3namaB CBilt cnuc, a BiJ HAKOHEYHUKA Crucy
Bignommeca gobpuit atoim i To AcHo 6yno BuaHo. Jlyi ge broeit ypapus YenoHca y
HWXKHIO YaCTUHY MOro WOo/A0OMY, TaM Ae LWKWA, i NOWKOAMB MOro noAaBiiHy GpPOH0 i
3/71erka po3gpo6bMB HaKOHEYHMK CBOro cnuca. Jlyi BiAKMHYNO yAapoM Hasafd, Ha Kpyn
KOHA.

[ani BoHu 3'ixanuca yapyre, ane 3aneaBse BAyYUAN OAWH B OAHOTO i He 3pobuam
HIYOro Npwu Ui cyTnuu,.

[ani BoHu 3’ixannca y TpeTe i 31amanm cnncu oauH o6 oaHoro i YenoHc yaapms
Nlyi pne Broea y Moro nnevoBy NAacTMHY Ha ABa AloMMK y BiK Big Toro micua Kyau BiH
BAYYMB nNonepegHbo | 3namaB CBiM cnuc | nowkoauB 64M3bKO MiB  Atolma
HaKoHe4HMKa. Jlyi yaapme YenoHca y 30p0oBY LWiIMHY MOro WOAOMY i Tam 3/1aMaB CBil
cnuc i BicTpA Moro cnucy 3aaunwmnoca y wonomi YenoHca. (Moffet 2010, 166 passim)
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AK Ue NOMITHO 3 TeKCTy, KombaTaHTu
NOBHICTIO  yCBigoOmMAtoBanu NOBAXKHICTb
cuTyauii i oapasy B3A/JMCA 3aCTOCOBYBATU
NIeTaNbHi  NpMMOMM —  SKOCb  iHaKwWe
KBasidikyBaTn pO3paxoBaHi i TOYHI
nonagaHHA KyWoOBaHWUM CMUCOM Y LUUIAHY
nnactMHy abo 30poBYy LWiAMHY LWO/AOMA
HaBpag, 4uM  MmoxXamBo. [lo npuknaay,
BEHELNCbKNIA nikap AneccaHapo beHegpeTTi,
KOTpUIM 0COBUCTO OrnapaB NoNerinMx y ouTsi
nia ®opHoBo (1495) 3ayBarKMB Yy CBOIX

LWOAEHHWKAX L0 MaunKe BCl 3arnbni g boto 3 In. 5 Tpemsa cymuuka MaHa de Broea ma [xoHa YenoHca.

Boky iTaninuis— a ue Bynn imeHuTi micuesi PykonucHa miHiamropa kodekcy RAR.0035(1.35), fol 42.
HOGini Ta ix npubIYHi, KOTpi aTakyBanu Koponiscbkuii apceHan y m. Jlioc, Beauka Epumatis

¢dpaHUy3iB Y KiIHHOMY CTpOlO — 3 HaTypwu
peyeit nobpe apmoBaHi — 3arMHYAM Big, TOYHOro NPOHMKAKYOro yaapy B ropso, wo npobusas
NnaTHi nnactmHu. (Benedetti, 1967, § 56) Came ygapom cnucy y 3abpano npotnBHMKa AKoH EcTni
3aKiHYMB 3ragaHuii Buwe noeamHok 3 [Mepom ae Macci. AK nosigomnse «Benuka KHura
MacTToHIBY, MaHYCKpUNT Apyroi nonosuHM XV CT., NOAiGHMIA 3a CTPYKTYpOK A0 LMTOBAHOro
Koaekcy 3 fliaca, «A»KoH EcTni, ckBanp 34ilMcHMB AomoBneHe 36poiHe AiaHHA B Mapuki Ha By ML
cBATOro AHTOHIA, yaapuBLIM Ha3BaHoro M'epa ae Macci Tak, Wo cn1c NpoiwoB TOMY Kpi3b ronosy,
i cTanoca us poky 6oxoro 1438 nepepn Koponem Kapnom ®paHuysbkum 29 gHA cepnHa» (Cripps-
Day 1918, p. xxxvi). Jlyi ae btoel Ta JxoH YenoHc cnpobyBanu 3pobutn Te came. Burnagae Ha Te,
wo A*oH YenoHc obpas Ty camy ULinb (N1e4oBy NAaCTMHY) ABiYi Tak camo HEBMMNAAKOBO: yapyre
BNYYMB TOYHO B Ty AeTanb 006naAyHKy, AKa Oyna nowkogxeHa nepwum ypapom. MiHiaTiopu
NifiCbKOro KoaeKkcy petenbHO OiKcyloTb Ui geTani. BapTye yBaru Te, WO Ha BCiX MiHiaTiopax ge
NPOTUBHMKK 300parkeHi pa3om, YeNOHC MOMITHO HUMKYMIA POCTOM Ta MEHLIMA rabaputamm Hix
Btoei, aBTOp MiHiaTiOp peTesibHO Ta NOCAIA0BHO Nepeaac Lo BiAMIHHICTb.
- — e " 1 Oani, nig 4ac uyerBepTOl
CYTMYKM cnuc YenoHca KOB3HYB
Nno BEPXHil YacTuHi wonoma Jyi,
a Jlyi 3namaB cBi1 cnuc BuLe
YenoHcoBoro ciana i npobus
MOro natHy pyKaBuUtO i 3namaB
WapHip Moro Hapy4a, i 3pobus
MNOro pyKy Hepyxomoto.

Hani, KON BOHM
3'kaxanmca  Bn'ate, YenoHc
Buinme Jlyi y pyky i npobus
OGpPOHIO HAa NaTHIM pyKaBuL,i i camy
PYKaBULIO i TAXKKO MOPAHMB MOr0
B PYKY, 3 KOTpOi notekno 6arato
KpoBi i ue 6yna nmoro npaBa pyka.
Topi MotoH ae CeHTpal nocnas

In. 6 Yemeepma cymuyka aHa de boesa ma [xoHa YenoHca.

PykonucHa miHiamrwopa kodekcy RAR.0035(1.35), fol 42.
Koponiscbkuli apceHan y m. J1ioc, Beauka bpumania A0 KOopona npoxaHHA abwu Nyi Ta
YenoHc 6inblue He BYMHAIN CbOTO

AHA HiYoro, ockinbkM Jlyi 3namasB peTanb CBOro 06/MaZyHKY, KOTPY HANEXWUTb
BiAPEMOHTYBaTU. Ha WO KOpOAab BiANOBIB WO BiH MYCUTb 3BipUTMCA 3 YMOBaMMU
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NOEAUHKY abu BUPILLMTN MOXKHa TaK 3pobuMTK abo Hi i BUKIMKaB ceHbMopa ae Précigny,

y KoTporo 36epiranncs ui ymosu. Tol BiANOBIB LLO MOMHa 3a/JULINTU BCce AK €. Ane

YeNloHC, OCKi/IbKM ByB BOMOBHMYO 0COO0OI BE/IMKOT XOPOOpPOCTi HE NOroAKyBaBca Ha

Te abu uei aeHb MuHyB 6e3 Toro abm He 3aBepLlUIMIOCA AiSHHA, 3apaZAn KOTPOro BiH

npuixas, i Yepes Le B3AB A0 PYKU BEAUKMIA cnuc i cTaB o notpebu. Toai Jlyi B3ss

iHWOro i BOHW NOIXanu O4MH OAHOMY Ha3yCTpiY.

Matbe a'Eckywi nopae
iHWYy Bepcito nogin — BiH
BBA’KaE, o iHiLiaTopom
OCTaHHbOI CYTUYKM bBYB He
xoH YenoHc, a Jlyi pe broen,
KOTpuit 6yB He3an0BOIEHUN
XO0A0M MOEAMHKY | BBaXKaB
noro He3aBepLeHUM.
(d’Escouchy 1863, 109) 3
ornaay Ha NPUCYTHICTb KOponsa
i cTapworo 6paTta, TakKa
iHiLiaTMBa 3 6OKy Jlyi € LinKom
3p03yMiNIow - HaBIiTb
nopaHeHuMn, BiH He XOTiB
MUPUTUCA 3 OYEBUAHOIO
nopasKkoto. AK 61 Tam He 6yno,
pPO3NOpPALHUKN TYPHipy
CTUKHYNMCA 3 npobnemoto Ha
AKY BKasyBaB MasibKonbm

In. 7 M"ama cymuuka MaHa de broes ma [xcoHa YenoHca. PykonucHa
Benn, posoasum  minitapHy miniamropa kodekcy RAR.0035(1.35), fol 42. Koponiecekuli apceHan y m.
aKTyaNbHICTb TypHipHMX 60iB Jlidc, Beauka bpumatis.

XV cr. — cyaaAam, HasiTb

KOPOHOBAHUM, Byno AyKe BaXKKO 3ynMHUTK Bil, CKOPO AK BiH yKe noyasca i 6inui BBiMWwAN B a3apT
36poiiHoro 3maraHHs. (Vale 1981, 85)

NMoeanHOK BigHOBUBCA.

Hani, konu 3ragaHi 36poeHocui 3’ixannca swocTe ... YenoHc Buinme Jlyi B micue
6ins appety, 310MMB Kpai MOro Kipacu i BCTPOMUB CBi cnuc rnMboKo B Oro Tifo i
3namaB #oro Tam i Jlyi 3anuwmBcA i3 yNaMKOM ApeBKa i HAaKOHEYHMKOM cnuca
BCcepeauHi cebe i Noixas i3 HUM Y cObi aXk 40 KiHUA apeHu | Tam BUBEPHYB 1oro i3 cebe
B/TAaCHOPYYHO i KPOB yAapuaa Ha Bci 6oKu. [lani Moro noHec/an A0 NaBiIbOHY Ae BiH i
nomep Yyepes WiCTb YN CiM roguH.

[ani, Konn Kopoab NOYyB HOBMHM NPO yAap, BiH Haka3aB YenoHcy BigbyTH Ha
cBoto KBapTupy. Mo Tomy YenoHc nocnaB repboBoro Kopona opaeHy Mias’askm y
CynpoBOAi BMLLE3ragaHMX FeponbhiB A0 KOPOAA, CMUPEHHO 3anuUTyruu 4YM MOro
BUCNaHHA 3 60OMOBMCbKA He O3HAYaE AKOI KOPONIBCbKOi HEMWUIOCTI A0 HbOTO, ajiyKe
KOPOJ/ib HaKa3aB MOMY MOKUHYTU MoJe Nepwmnm. BiH Wwe He 3HaB B Ll Yac Wo cTanoca
3 Jlyi, ocKinbKu Jlyi B 0CTaHHbOMY 3iTKHEHHI HaBiTb He 3a4yenus Moro. Mo Tomy YenoHc
NOMPOLLLABCA 3 KOPOSEM, KOPOJIEBOH) | 3 MPUCYTHBLOO WAAXTOK, 06’IXxaB 6OMOBUCHKO iy
CynpoBOAi BULEHA3BaHUX AXKEeHTAbMeHiB, repboBoro Kopons opaeHy Migs’asku i
reponbais BiAbyB Ha CBOO KBAapTUpPY, KOTPA pO3TalloByBasiaca nobaunsy.

Cbomoro AHA micAua notoro Jlyi 6yno noxoBaHO i MOro NMoOXopoHHa cayKba
ypoumncto Biabynacs y Benmkomy cobopi Typy i Ha cnyxbi 6yno 6araTo waaxmu i
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BE/IMKMX NaHiB. AHININCBKI nocnm 6ynum Ha cay»bi i Ha npoLwi i nopa-xpaHUTenb manoi

KOPOAiBCbKOI MeyaTku BiacniBaB BMCOKY mecy. [licna cayxbu Tino 6yno nomiueHo y

KaTtadank 03406/1eHNi n’'ataecATbMma CMOJIOCKMMAMM 3 repboBMMU WMTAMKU i Lie

YOTUPU MEHLLMX WMTa Byno no KyTam Haskono Tina. (Moffet 2010, 168 passim)

MaTtbe a’Eckywi BBarkae wo Jlyi ae bioelt 3arMHyB Yepes Te Lo MOoro npasa naxsa B3arani He
byna 3axuuieHa i YeNoHC BUIAMB Yy BiAKpPUTE MicLe MiXK Kipacoto, HanneyHukom (pouldron) Ta
npukpuTTAM pyku. (d’Escouchy 1863, 109) MnacTrHa, KOTpa NPUKPUBANA NAEYOBUA BUPI3 Kipacw,
ane 6yna BiACYTHA, HA AYMKY XpOHicTa, y naTax Jlyi, HasuBanaca B Axepenax Aobu gousset abo
rondel, BoHa ABnAna coboto KPYranm ANUCK, LWLO Kpinnecs 3aB’A3Kamu.

BapTo npuAinnTtu yBary 036poEHHI0 Y4acHUKIB, Moro ocobimsocTi 6araTo B YoMy NOACHIOOTb
pe3ynbTaT NOEAMHKY. Yroga Ectni Ta Macci YiTKO OroBoptoe HaABHICTb «noAgiltHoro» To6TO
NOBHOro natHoro obnaayHky «harneis double», AkniA NPUKPUBaB TiNO 3 FON0BM A0 Hir. BnacHe
Moro 306pasmB aBTOpP MiHiaTiOp Ha KombaTaHTax. Ha 060X NOMITHI Tak 3BaHi «BeNMKi BauMHETU»
TMnoBoi ans 1440 pp. 3aoKpyrneHoi ¢opmu, MNiacuUNeHi MacCMBHUMMU WWAHUMW NAACTUHAMU —
6esopamu (bevor). Ha MOMEHT NOEAMHKY TaKi LLONOMWU BUKOPUCTOBYBABCA AK HA NPaBAMBIlA BilHi
TaK i B AOrOBipHUX TYPHIPHMUX 3ITKHEHHAX. XapaKTepHO WO MoAibHUI «BenuKkuii bauuHeT» i3
6eBOpPOM € CKNafoBOK BMLLE3raAaHoOro rapHitypy ®peaepika Bitenbcbaxa (Oakeshott 117-118)
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In. 8 LWocma cymuyka aHa Oe Broesa ma [xoHa YenoHca. PykonucHa miHiamiopa kodekcy RAR.0035(1.35),
fol. 43. Koponiscokuli apceHan y m. Jlidc, Beauxka bpumadris.

Yrona oKpemo Haro/oLlye Ha BiiCYTHOCTI WMTIB Yy eKinipoBLi y4acHUKiB, (withoute any shelde) uiei
X yMoBu gotpumanuncsa i YenoHc 3 broeem. Lo BiAnoBiAano 3araibHUM TEHAEHUIAM apMyBaHHA
Apyroi TpeTnHU XV CT. — pO3BMTOK JIaTHOIO NPUKPUTTA TOPCY A03BOJINB BiAMOBUTUCA Big, LWKUTA.
bina Kipaca [03BOAMNG BMAPOBAAUTU LWE OLAWH BAKAUBWUKA BUHAXiA, AKUMA 3HAYHO
BAOCKOHA/NIMB TEXHiKY TapaHHOro 6010 i 36iNblMB NOTYXKHICTb yAApPy KywoBaHUM cnvcom. Lle Tak
3BaHMW appeT (arrest de cuirass, rOpnU3OHTaNIbHUIA, 3a3BMYAN BIAKMAHWI raK, WO KpinuecA 3
npaBoro 60Ky Kipacu). [JO HbOro BMAMPANOCA LPEBKO KYyLWOBAHOro cnucy. AppeT MaB KinbKa
Pi3HOBUAIB KPiNAEHHA — CTaliOHAPHUM, KOAM MNAACTMHA 3 FAKOM HArayxo npukaenyeanaca go
Kipacn; i 3’eMHU — KOAM [0 Kipacn Kpinuamca ckobu abo 3aKAenku 3 MacMBHUMM
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nepdopoBaHMmM ronoBKamu (vervelles) Ha AKi HacagyKyBanaca Tak camo neppopoBaHa NAacTUHA 3
apeToMm i 3aKkpinatoca meTanesnm BPYCKOM, KOTPUIA NponycKkascsa Yepes3 oTBopu vervelles. Appet
PO3BaHTaXKyBaB PYKy KOMbaTaHTa, Aka TpMmana 36poto, noJsierwyBas NpuLin i 36inbllyBaB TOYHICTb
yaapy. AppeT BUABMUBCA HenepeciyHO epeKTUBHMM 3acobom TapaHHOro 600 — AK TO MOMITHO 3
06CTaBMH NOEAMHKY, KOMbaTaHTM TPAadAAAN K CKNAAHI A/1A raJionyo4oro BEpLIHMKA Lini — npopisun
wosiomy, abo Ak YenoHc, B ogHy i Ty camy Uinb ABa pa3u Niapag — naevyoBy NAacTUHy 0b6i1aayHKy
NPOTMBHMKA. AK TO 3ayBaxkms Modde, «NOKA30BMM € Te, WO 3aCTOCYBAHHA appeTy 3abOpOHEHO Y
CYYaCHUX PEKOHCTPYKLIiAX TapaHHUX NOEANHKIB, KOTpi NnpoBoantb Koponiscbkuii apceHan y Jliaci,
yepes Te WO BiH 3HAYHO 36inblUyE MOTYXKHICTb yAapy, WO NPU3BOAUTb A0 YMCAEHHUX MNafdiHb 3
cigna abo nopaHeHb y 6araTbox yyacHukis». (Moffet 2010, 37) MpoTe gocTayatoum 3adinHin 36poi
NOTY*KHOCTi, appeT 3HAYHO NociabntoBaB camy Kipacy y Micui CBOro KpinaeHHs, OCKiIbKM Yy NaTHil
NNacTUHI pobunnca oTBOpM ANA MOHTyBaHHA Uiei aeTtani. Lle AoBoguTb i OKpema BKasiBKa
iTaNiNCbKNIM KOHAOTbEPA Ta GEXTYBANbHOIO MAMCTPa iCNAaHCbKOro noxoarKeHHs MieTpo MoHTe Ha
Te, WO Yy MicLi KpinneHHA appeTy meTanesuin Nnpodinb Kipacn mycutb 6yTn 0cob1MBO TOBCTMM Ta
MigHMM. BoHa BMilweHa y Moro «kHomamku wo0o 8npasnasaHHA Y BOEHHOMY mucmeymesi nodineHi
Ha mpu KHu2u», Buganux Minani 1509 p. - gepeni, AKe, Ha AYMKY MOro BuaaBuA i KOMeHTaTopa
Oxedpi dopreHra «He Ma€ aHaNOriB gnA TUX XTO BMBYAE i3MYHY Ta MaTepianbHy KynbTypy
puuapctea». (Forgeng 2018, 1) MieTpo MoOHTe nuWe «AKLWO Kipaca € AOCTaTHbO MiLHOIK Tam ae
KpinUTbCcA appeT, AeiHae BOHa He MycuTb ByTu rpyboto, npoTe y Micui KyaAn BAUPAETbCA CMUC,
TOBLMHa ii MycuTb ByTM noagitHoto». (Monte 1509, Lib. Sec., cap. cxxviii) B iHwomy micui BiH
fopae: «binit Kipaci, Kpim TapaHHOro yaapy Chnucy, He MOMKe 3anoAiaTU Be/IMKOI LWKoAM aTaka
KOAHOI KONONbHOKW NpobuBHOIW 36pOElD, AKWO He paxyBaTu apbanety Ta NeBHUX BUAIB
6ombapa» (Monte 1509, Lib. Sec., cap. cxiv). [xoH YenoHc, Ak AocBiaYeHuin 60€eLUb, HaneBHO 3HaB
ue cnabe micue natHoro ob6safyHKY i, AK TO BUAHO i3 0OCTaBUH MNOEAUHKY, MaB AOCTaTHHO
BMNpPaBHICTb abu Tyau cBigomo nouinntn. Ha wo npamo BKasye TeKcT maHyckpunTy RAR.0035(1.35),
OKpeMo 3a3Havatouu, wo YenoHcis cnuc nposnomus 0biaayHoK Broes no6amsy micus KpinaeHHA
apperty: «endroit larrest et Rompy le bort de son harnois» (Moffet 2010, 124). 3ragkm npo
NONIOMaHi y TapaHHUX 3iTKHEHHAX apeTun peryiapHO MICTATbCA AxKepenax aobw.

B ubomy KOHTeKcTi BapTo 3ragatn «lUnaxemHe OisHHA Cyepo Oe KiHboHeca», TeKcT,ae
OMUCAHO PULAPCBKMI TYPHIP, BAAWTOBAHUI BULLE NMOIMEHOBAHUM KACTUNbCbKMM PULLAPEM PA3OM
i3 ges’aATbMa CBOIMM TOBapuwamm no 36poi 6ina mocty yepes piky Opbiro, Wo 3HAXO0AMBCA Ha
wnaxy npoyaH ao CaHtbsAro-gena-Komnocteno. Astop Tekcty, Mepo Poppires ge JfleHa, 6yB
0CObMCTO NPUCYTHIN Ha TYPHIpI, i y CBOEMY TBOPI NpeACcTaBUB KHOTApiaNbHY PEKOHCTPYKL,it0 NOAiM
wo Biaodbyesanunca mixk 10 yepsHa Ta 9 cepnHa 1434 p., KoTpa — nepedpaszosytoun Hoena Ponoysa -
[03B0O/IANA YMTauy MO3HANOMMUTUCA 3 KOKHOK AXKOCTOK B aHaTOMiuHMX aeTansax». (Follows 2010,
13-15) «lnaxeTeHe AisHHA» perynsapHo 3rafye npo NosOMaHi y 3iTKHEHHi appeTn, HanvacTiwe Big
yaapy Bunitanun vervelles npuknenaHi A0 Kipacu Ha AKi HAZAraBCcA CaM appeT i 3aKpinioBascA
MeTaneBum LWTUdTOM, NponyLLeHUM Kpisb Hux. (Fallows 2010, 408 passim)

HactynHi n’atb midiaTiop (In. 4-8) nocnipoBHO nepepatoTb etanu 6ot. O6naayHKu
[OMOBHEHO MPUKPUTTAM FO/I0BU — Lie TaK 3BaHi «BeAUKi BauMHEeTM» 3 MNOTYXHUMWU LWUNHUMMK
nnactuHamu (6esopamu). AHanorii 3 6aumHeTom 3 rapHiTypy ®peaepika enektopa MNdanbuy
oyeBUAHI — ue dopma Ta nponopuii 3abpana, pos3TawyBaHHA 30POBUX Ta AUXANbHUX LWWH,
MacMBHUI BEBOP LLLO CMYCKAETLCA MalKe A0 naakapTy. CNncK, KOTPUMKM KOPUCTYHOTbCA NEPCOHaXiI
He € 0Co6/MBO MaCMBHUMM — KOHCTPYKTUBHO BOHU 6aMYi go 36poi XII-XIV cT. — cybTunbHe
LinbHe apeBKo 6e3 NOTOBLIEHHS Ha KiHLj, NpoTe i3 3aXMCHUM AMCKOM (BamnienTom), Taki cami
AenikaTHi HaKoHeYHUKKU. ABTOP [OKIaZHO Nepeaas nepuneTii 6010, 6yKBaIbHO NPOINOCTPYBaBLLN
TeKcT. JJo npuknaagy, 4iTko NomiTHo AK [»koH YenoHc aBivi 6’¢ y niBuit HanniyHuK Broes, a Ton
BigNOBiAA€E yaapamu y wonom. HaTomictb 306parkatoum YeTBEPTY CYTUUKY, MUTeLb 306pa3unB Kpos,
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WO Teye 3 ypaXKeHOoi pykKM YenoHca, xo4ya aBTOP MMCbMOBOI HapaLii Haro/oOWyeE Ha TOMy WO
KpoBoTeui He byno. Toai AK neplie nopaHeHHs broes (Tak camo y pyKy) Ha CbOMil MiHiaTiopi He
nosHayeHo. MNpmnBepTae yBary cTapaHHA aBTOpPa AKOMOra TOYHille 306pasnTu Lini, KoTpi BUbMpanm
GilLi | cnocobun AKMMK BOHM iX BParkain yaapamum CBOIX cnuciB. TyT MaemMo crpaBy i3 CBifOMOIO
«JOKYMeHTani3alieo» umx 6atanbHMX 300parkeHb.e

Ha nepwwuii nornag, aetani noegmHKy B Typi HibM 3iMWAM 3 CTOPIHOK PULAPCHKOrO POMaHYy i
HaBiBalOTb anto3ii Ha AABHO MUHYAI «3010Ti YacuU» PULLAPCTBA, NPUHANMHI, TaK AK iX yaBasau cobi
[OCNIAHUKN «CTapoi WKOAM» Ha KwTanT Morana TeisuHrn. Hagitb nopaHeHi, KombaTaHTK
NOBTOPHO B'IKAXKatOTb 3a 6ap’epn abu OCTAaTOYHO BM3HAYUTM NepemoxKuA. lNpuronomuwye ix
TBEPAICTb XapaKTepy i 3arapToBaHicTb. Ocobnmso y Jlyi ae Broea, KOTpuiA He AnwWwe NPoaoBKMB bild
3 MOpPaHEeHOlO PYKOlo, ane yTpumaBsca B Cigni nicna cmepTenbHOro yaapy i BIaCHOPYYHO BMPBaB
YNaMOK cnucy 3 rpyaeit. Ha ocTaHKy XUTTA BiH MaHyBaB HafA cOb6OO HACTI/IbKK, WO He A03BO/IMB
YenoHcy nNOMITUTM AKOKO BaXKKOKD € MOro paHa i He AaB MPOTMBHUKY MOMAMBOCTI 0Apasy
Hacono0ANTUCA Nepemoroto.

JomiHik Moddodet, cnigom 3a MaTbe a’'EceKywi, CXMNbHUI BBa*KaTW NeTaNbHUIM diHan
NOEAMHKY HELACHUM BUMAZLKOM, AKMIMA HaBITb CMPUYMHWUB AUNAOMATUYHI YCKNAAHEHHA, npoTe
aetani 3iTKHEeHHA 3MyLWYylTb Y UbOMY cymHiBaTUcA. o nepuwe, 3a ymoBaMW NOEAMHKY BiH
BinbyBaBcA a outrance To6To i3 3acTocyBaHHAM 601M0BOI 36poi. AK caywHo 3ayBaxkmuan bapbep i
BepKep TaKi NOEAMHKN BYAN NOBHOK NPOTUAENKHICTIO NPUABOPHUX KOCTFOMOBAHMX CNEKTakKNiB, ba
HaBiTb peaKuielo Ha HWX. 3iTKHeHHA a outrance npueabnaoBann puuapis Ta 36poeHoCLB,
3aKNOMOTaHMX MpPaBAMBOIO BOAYKOW, i BMBOAMAMUCA i3 Tpaauuil AOrosBipHUX MNOEAWMHKIB LWO
BigbyBanuca nig Yac BOEHHUX fii. (Barber&Barker 1989, 125) MNoxoAKeHHA i CTATyC y4yaCHMUKIB, a
TAKOX MONITUYHI CTOCYHKM iX MOHAPXiB MOBHICTIO NiATBEPAXKYIOTb Lie TBepArKeHHA. CKkBalp YenoHc,
AKLLO BipWUTKM BidyasibHOMY MaTepiany, npubys y Typ B CynpoBOAi MiHiaTIOPHOI apmii, Kyam BXxogunum
HaBiTb CMABHO3BICHI aHIIACbKI NYYHUKKU, HA TypHipax Masio BXMUTKOBI. ®PpaHLYy3bKy CTOPOHY
npeacTasnAB cuH 3armbnoro npu AseHKypi puuapa i pigHui 6pat KaHa ge broea «Yymu Ha
aHrNinLiB», OAHOrO X HaledeKTUBHIWNX BOEHaYanbHMKIB Kapna VII. Yn He BCi «cnmcoHocui»
[xoHa YenoHca i Jlyi ae broea 6pann unHHy yyactb y CToniTHINM BiltHI, npoTe aH rpad [ioHya
(Wagner 2006, 175-176) i MNotoH ae CeHTtpan (Wagner 2006, 312), copaTHMKkM HaHHM ['apkK i
PATIBHMKM OpnieaHy, ACKPaBO BUAINANUCA HABITb Ha iX GOHI. O4HMM CNOBOM, HA apeHi 3ycTpiaunca
OaBHi | 3aTATi BOpOrnM, AKi He Manu NiAcTaB WKoAyBaTM OAMH ogHoro. Tomy BOHWM CBigOMO
3aCTOCOBYBANW i netanbHy 36poto i neTanbHi NPUNOMU. LINAYMCb Y Harcnabwi micua natHoro
obnagyHKy.

AAK Ha TO BKasylOTb Axepena nepwoi nonosuHuU-cepeanHn XV CT., KOXHA [XKOCTa, HaBiTb
«TOBapUCbKa», byna piasHHAM BKpan Hebe3neyHUM. 3peLToto, i «TOBAPUCLKOCTI» Y TaKUX aKLuiax
6yno Hebarato. HagssuuyallHO NOKasoBMM Yy UbOMY nnaHi € «llnsxemHe OiaHHA Cyepo Oe
KiHboHeca». Pogpire3 e JleHa NoBigoMAAE WO 3a TPU MicALi ManKe WoaeHHUX NOEANHKIB Byo
3namaHo 6ina 300 cnucis 6araTto y4aCHUKIB OTPUMAIN NOPaHEHHA, BPELTI cami iHiLjiaTopu TYpHipy,
«3aXUCHUKM MOCTY» MYCUAN NEepeayvYacHO 3aBEPLUIMTM CBOE AiAHHA TaK CaMoO 4epes3 paHu.
Haruactiwe Tpasmysanuca pyku. [lo npuknagy, nig 30 iMnHA aBTop HOTYE TaKe.

Konu 6inui 3'ixanuca y n’ate, AHToH ae eca yaapwvs Megpo ae Hasa B cepeanHy
naakapTy, CNUC KOB3HYB NO NOBepPXHi i yaapusca y pebpo Kipacu (borde de las platas),
npo/iamas Moro, i HAKOHEYHMK CNMCa NPOMLLOB HACKpPi3b Yepes Moro pyky 6ina naeva i
Nnaxsn TaKMM YMHOM LLO BUILLOB 3 APYroi CTOPOHM i 3a/IMWIMB HACKPIi3HY paHy 3 sKOI
BMTEKNO 6araTo KpoBi, CTOCOBHO KOTPOi Xipypru Kasanu Wo 3apas BiH 3HAaXoauTbcA y
Be/IMKiN Hebe3neui, ane nesHo oayskae. (Fallows 2010, 471)

6 cepnHA TPanNMBCA NeTanbHUMA BUNA[OK, Y NOEANHKY MiXK Cyepo ae Fome3om, 3aXMCHUKOM
MoOCTy, Ta npubynum i3 AparoHy Acbeptom ge MapamyHTOm. MOEAMHOK NOYMHABCA HE 30BCIiM
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BAANO, 6iui 3'IXKaAXKanAUca WicTb pasis, NpoTe Aule pas BAYYUAN OAUH B OJHOIO CMMCcamMM — KiHb
aparoHUs BUABMBCA MONOX/JMBUM, TOMY nicna n’atoi Hesgadi Cyepo age Fomes BeMKOAyLIHO
BiZ4aB MOMY CBOro, @ cam MepeciB Ha iHworo. Ha cbomuii pas Cyepo yaapmB aparoHLUs B 30p0BUiA
OTBip MOro wonoma — 3abpano BUTPUManNo, a CNUC BUrHYBCA, NPOTe He 3/1amaBcA. HacTynHoro pasy
Cyepo NOMIHAB Uifb i yaapuB Yy KOpMyc NPOTUBHMKA, MPOTE HEraHoO MOBEpPHYBCA A0 CTapoi
TaKTUKW.

Konu BoHu 3’ixanuca ges’atmin, pas Cyepo ge Nlomes yaapus HewacHoro Acbepra

ae FnapamyHTa y 30p0oBY NPOPi3b MOro WwoJsioma i yaap 6yB Takoi CUIN WO HAaKOHEYHUK

cnuca 3alWwoB TOMY B CepeauHy Fo/fIoBM Yepes JiiBe OKO A0 MO3KY i BMOMB OKO 3

OYHMUj, 31aMaB APEBKO, YTAMOK AKOIO PO3MipOM 3 AO/IOHIO Pa3OM 3 HAKOHEYHUKOM

3a/IMWIMNOCA CTUPYATM 3 paHW. | ypaxKeHU TakMm YnmHom AcbepT ae napamyHT 3

YNAMKOM ApeBKa i HAKOHEYHMKOM CnuMca B OLLi CMOYaTKY CXMINBCA Y CigAi, @ NOTim ynas

MmepTBUM Ha 3emnto. (Fallows 2010, 481-482)

Poppires ge JleHa HaBoAUTb ApPamMaTUYHWIA OMNUC TOro, AK MepTBE TiNO BUHOCMAKU 3
60lM10BUCbKA, MOKNABLWIM HA A0Bry AowWwKy i Ak Cyepo ae MNames nobuBaBcA HaZ HUMM 3 Kanto.
BapTum yBaru € Te wWo ennckon ACTOpru, 40 AKOro cneuiafibHO NOCKMANM MICLLEBOrO Bikapia 3a
[,03BO/IOM MOXOBATK aparoHUA y 0CBAYEHOMY MicLi, BigmoBmB, xoda Cyepo ae KiHoHec rapaHTyas
NOXOBaHHA Yy CBOEMY daminbHOMy ckneni. TpaauuinHa 3ab6opoHa Yy XPUCTUAHCbKOMY MOXOBaHHI
TYPHipHUM BiliLuaM AK camoBOMBLAM, iHiLiMOBaHa BULLMMK NpeacTaBHUKamuM Knipy we B XIl cT., He
BTpaTWANA aKTyanbHoCTi i B XV cT. Tomy AcbepTy ge MnapamyHTy BUPUAN MOTUAY HENOZANIK MOCTY i
norpe6amn Nnpu BEIMKOMY CKYMYEHHi y4acHUKIB Ta rasaauis. Micna yoro 60i BigHOBUAKUCSA | TpUBaNu
10 9 cepnHs. (Fallows 2010, 484-485)

Poppires ae JleHa onucytoum KypTyasHi XecTu iHIiLiaTopiB TYpHipYy, HaronoLWy€e Ha TOMY, WO
AcbepT 6YB Ha43BMYANHO BUCOKMM YOJIOBIKOM i MOMY BY/10 BaXKKO MigibpaTtu HagditHnii o6naayHoK
[0 CBOro POCTY, a TaKOX MOBIAOMASE WO Tol BuBca y nosndeHux y [liero ae basaHa, ogHoro 3
iHiLiaToOpiB TypHipy, natax (Taky onuito nepegbayann npasuna 6oto) (Fallows 2010, 486), i
NPUKNALAE YUMANO 3yCUb abn NepekoHaTH YMTada y Tomy Lo 3arnbenb aparoHua 6yna Tak camo
HelwacHMM BunagKkom. poTe BCA LA KypTyasia He [a€ BIiANOBI4I HA NpocTe NUTAHHA. A came —
AKOro pesy/bTaTy O4ikye OOEUb, AKUIM CBIAOMO, Kinbka pasiB nigpsa, WiAnTbCA MPOTUBHUKY Y
30pOBY LWinnHy 3abpana, Ak To pobums Cyepo ae Names i Hamarascs 3pobutn Jlyi ae broeir?

MoeanHoK YenoHca Ta broesa nmigBaXKye Wwe OAWH NOWMPEHWUI icTopiorpadivyHmin ctepeoTmn
AKUIM B6ayvae B TypHipax fobpy Harogy ANnA monogi BNpaBAATUCA B BOEHHOMY peMec/li 3 MEHLNM
Hi>K y 6uTBi pu3mkom. HaTomicTb nigTBepArKye cnocteperkeHHa Pivapaa bapbepa Ta AKynberTt
bapkep npo Te, WO TypHipHa Tpaauuia byna cKkopiwe pPenTUHIOBMM 3MaraHHAM aBTOPUTETHUX
BOEHHMX (axiBLLiB, aHiI’K LIKONOK MOM040r0 puuapcTBa. «TypHipn 6yan BMCOKOKBaNipikoBaHMM
4acTo Haa3Bu4YalriHO HebesneyHum cnoptom. Mu nopiBHAHO Hebarato 3HAEMO MPO HABYAHHA
BONOAITU 36pOEtD, NpoTe puuapi i 36poeHOCLI Monoawi BiCIMHAAUATM POKIB piaKo Bpann yyactb y
BaX/IMBMX TYPHipax, TOAj AK BiNbLUICTb X Y4aCHUKIB Maan 3a coboto A0Bri POKU NPaBAMBOI y4acTi B
CNpaBXHil BiltHI Ta Heabuaknit y upbomy gocsig.» (Barber &Barker 1989, p. 6)

Jlyi pe Broel 3arMHyB Ha o4Yax CBOro ctapLuioro 6para. [eBHO, Us TpariyHa noAia Halkpalwe
TAYMauunTb CTiNKY Bigpasy MaHa ae Broea Ao nogibHMX puuapcbKux possar, B HesanenauiiHuin
cnocib cbopmynboBaHy Ha CTOPiHKax Moro sitepaTypHoi aBTobiorpadii.

MepL 3a BCe, TOM XTO NPUMMAE Y HUX Yy4aCTb - OXOUYMI [0 YyKoro Aobpa. IHaKwe

KaXXyun, MOro 4ecTb NepeTBOPHETbCA HAa MAPHOCNABCTBO B AKOMY Maja0 KOPWUCTI,

YMHAYM TaK BiH MapHYe i cebe i CBOE 30/10TO, PU3MNKYE CBOIM 3[10POB’AM Si1LLIe ANs TOro

abu no36aBMUTM BANKHBOIO }KUTTA abo YecTi, He MakuK 3 TOro HIKOTO 3UCKY Ans cebe,

NOHEBONEHUM UMM, BiH HEXTYE CBOIM BOEHHMM Gaxom, CNyKOOK CBOEMY KOPOAIO, i
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6narom cycninbHMm. Togi AIK HIXTO He MOBMHEH PU3MKYBaTU CBOIM TiZIOM Kpim fAK y

[OCTOXBa/IbHUX TpyAax. (Bueil 1863, 100)

Monpw BClO CBOK HEXiTb 0 TYPHIpPiB, B LbOoMy MicLi broelt nepepBaB HoTaLii, abu AaTn cBOim
yuTayam i cBoim cnisbecigHMKamu (nacax odopmneHuit y Gopmi Aianory) uiKom npakTUYHI
nopaan CTOCOBHO 30pOMHMNX 3MaraHb. Y KOHTEKCTI KiHHOro TapaHHoro 60to, BiH 3ayBa*k1B Take.

AKWoO Bam goBedeTbcA OUTUCA BepxM, cCnopAdiTbCA Yy A006puMA i HaAdiiHWA
obnagyHoK, 60 HeMae TaKoi WNAPUHU KyamM He NPOHUK 61 cnuc i Ko BiH 6'e — BiH 6’¢
6e3 kan. Agxke HalHebe3sneyHiwa 36poA Ha CBITi - Le KiHb Ta CNKNC, OCKINIbKM HIYOro ix
He 3ynuHKuTb. » (les plus périlleuses armes du monde sont a cheval et de la lance; car il
n'y a point de holla). MoxeTe TpumaTn NpasBy pyXy NErKO apMOBAHOK HACTI/IbKK
HacKiNbkn BaxaeTe, NpoTe HAAIMHO 3axuLLainTe npasy naxsy, 6arato noaeln 3arMHyNo
yepes Te, WO CAUCKU NPOHUKANN y Lie Micue. (Bueil 1863, 100-101)

MpoTe 3aKiH4ye *KaH ae Bloe 6e3anenauinHo.

Lli orngHi 36poiHi AiaHHA ... HE MalOTb CBOro NOYATKY aHi y NpaBeaHit 60pHi aHi B
cnyx6i bory abo 40/10BiKy, TOMy PEeBHICTb, AKYy MOMIYAaEMO A0 HUX, HE BapTa Hivoro,
OCKiNbKW BOHA BUTIKAE 3 ropAmMHi Ta iHWwux rpixis. (Bueil 1863, 104)

Came 4yepes uUe CKenTUYHe CTaBNEHHA A0 TYpHipiB, @ pPa3omM 3 HUMM i A0 Tpaguuin
«pWLAPCTBa CTapoi WKOAMUY», B o4ax MoraHa Mei3anHrin agmipan Burnaaas npoobpa3om BilicbKOBOTo
MoAepHOI f06u i uum cammm HabyBas oA HigepAaHACLKOTO AOCAIAHMKA HEAabMAKOro aBTOpUTETY
AK cBigoKk enoxu. (Huizinga 1924,75-76) Ane Burnagae Ha Te, Wo npe3npcTteo KaHa ae broes o
TYpHipiB, po3TuparkoBaHe [eMn3iHroto, 6a3yBanoca He CTiNbKM Ha HeedeKTUBHOCTI 6HonoBUX
NPaKTUK TaM CTOCOBAHMX, CKiZIbKM Ha OCOOUCTIN BiApasi 40 TaKOro poAy 3axoAis, AKY CIPUUYMHUAA
3arnbenb 6pata. A Toro *aH 6esnepeyHo OOMB, CKOPO AK Ha3BaB BJIACHOIO CMHa XPELLEHOro
1458 p. imeHem Jlyi. (Moffet 2010, 75). Ane nopaam EBloea Ak cnopsarKatvuca 40 TapaHHoro 6oto,
HaBMWCHO 3aKOMMOHOBAHI y AUCKYCilO NPO TYpHipW, HAaTAKAIOTb Ha Te, WO aBTOpP CyMHiBaBca y
KOPWCTi 3BUYAL0, asle aXK Hifik He B MOro NeTanbHOCTI.

Mopic KiH 3ayBaxuB, Wo noaibHi BUCNOBAOBAHHA BY/M CKOpille BUHATKOM HiXX NpaBuUIoOM
ANA NpeAcTaBHUKIB 3axiAHOI PULAPCLKOT KyNbTypu cepeanHn — apyroi nonosuHu XV ct. (Keen
1984, 208) HaBiTb «HalTBEpE3iWNI HapaTop» WiEl 406K, inin ge KoMmMmiH, AKKIA y CBOIX MeMyapax
TOYHO i 3rpabHo Bigobpa3uB «ociHb CepeAHbOBIYYAY», He A03BOAAB cObi ModibHMX nacaxis,
06Xx04A4M TYPHIPU MOBYAHHAM (xo4a cam KommiH, 3amonogy He 6e3 ycnixy 6paB y HUX y4yacTb).
PiwyuyicTtb Btoea i moByaHHA KommiHa, rinepbonizoBaHi MensiHroto, 40Brui Yac BU3Ha4anu pakypc
AOCNIAHULBKOrO CNOCTEPEXKEHHA, | CNoCib iHTepnpeTauii KyaM « AOKYMEHTaNbHIWWX» HapaLii npo
TYPHipuY, AK To memyapu Onisbe ae Jla Mapwa abo xutrenuc Kaka ae JlaneHa. BueHi, 3a3snyan
3aMHATI BUBYEHHAM «MOBAMKHUX» MONITUYHUX, COLiaIbHUX Ta KY/NbTYPHUX NPOLLECIB 3 Ornagy Ha
aBTopuTeT MEeM3MHIM NpUMMann NoAibHi Hapauii 3a QiKUiMHI NiTepaTypHi WwWTamnu i cnpunmanu
TYPHipHY Tpaauuito XV CT. y Kpallomy BUNAAKYy AK Npoobpa3 cnopTUBHMX 3MaraHb, a B ripwomy -
AK eCKaniCTCbKi MpaKTMKWM. HaToMiCTb 3iTKHEHHA a outrance, CNOHYKalOTb A0 KapAMHANbHO
NPOTUNEXHUX BUCHOBKIB: IX YY4aCHUKN “NpoaoB»KyBanM BOEHHI Aii iHWKMMKM 3acobamn” MNoBHICTIO
YyCBiOMANIOIOYM Hebe3neKky MOMEHTY i NONITUYHY MOBaXKHICTb cUTyalji, a Tomy 6e3 BaraHb
3aCTOCOBYBaNU NeTabHi 6ONOBI TEXHIKK.

Ane e KpaCHOMOBHilWIe AO0BOAMTb BOEHHY Npupoay 3maraHHAa [KoHa YenoHca Ta Jlyi ge
Bloea pi3HMUA MiX NMOXOBa/IbHOIO LIePEMOHIEID AKOT YA0CTOIBCA OCTaHHIM i Bifibll Hi3K CKPOMHUM
norpebom KMoro «ToBapuwa no HewacTtio» Acbepta ae MnapamyHTa. MoOXKHA NOACHIOBATU L0
BigAMIiHHICTb TUM, WO AcbepT ByB YyrKO3EMLLEM | TO NEBHO HEBMCOKOIO PaHry, CKOPO AK NO3n4aB
ONA MOEANHKY 0b6naayHoK, Toai Ak Jlyi ne Bioen noxoaus 3 poAoBUTOI 3HATI i 3arMHYB Yy
NPUCYTHOCTI Kopona Ta ABopy. MpoTe «BUCOKa meca» BiacniBaHa HebiXXUMKY Yy KadeapanbHomy

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2020.1(9) | 51



ANCIENT, MEDIEVAL AND EARLY MODERN ART

cobopi micta Typ Ta KiNbKICTb i paHr NPMABOPHUX, MPUCYTHIX Ha MOXOPOHI, NPAMO BKa3yeE - B 04ax
OCTaHHIX PppaHLYy3 NOAAT HE Y KCYETHI 3abaBi», ane Ha KOPOIBCbKil CNyKOi.

IpoHis icTopii, wonpaBaa, nosiarae B Tomy wWo 36poiiHe AisHHsa [dxoHa YenoHca i Jlyi pe
broes, Ake He ByN0 aHi eckaniamom, aHi MyCTUM PUTYaNOM, NPUCIYKUNOCA Y TPUBANIA NEePCNeKTUBI
[0 XMBHUX iHTepnpeTaui ni3HbOCEepPeaHbOBIYHOrO TYpPHiIpYy AK Takoro. [Mogia 6ecnocepegHim
YMHOM noBnAMBana Ha MKaHa ae bloes; oro TekcTn — Ha MoraHa Meit3uHry, a xapusma OCTaHHbOro
Ha Uini MOKOJHHA 3axiAHUX MeAiEBICTiB Ta BOEHHMX iCTOPMKIB, KOTPi TPMBAINIM Yac AMBUINCA Ha
PULAPCBbKY MifiTapHy KyabTypy XV CT. NPUMPYXKEHUM OKOM. B yKpaiHCbKil icTopiorpadii 4o cboro
yacy aKageMiyHi WTaMnKu Ha 3pa3oK «3aHenady AnuapcTBa B Yacu CTONITHBLOI BiHU», «IPUCMEPK
NIMLLAPCbKOT enoxu», Towo nepebyBatoTb B aKTUBHOMY BXKWUTKY. ABTOP CMOZIBAETLCA LLO LA CTATTA
NPUCNYKUTBLCA Y iX peBisil.
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Moedurok MaHa de broes ma [xcoHa YenoHca 8 micmi Typ 1446 poky: KiHHe mypHipHe
3imKHeHHA a outrance y mekcmax ma 306payceHHsAX.

Cmammsa npucea4yeHa KiHHOMY MYPHIPHOMY 3iMKHEHHIo (Oxcocmi) Mixc aHenilicoKum
ckealipom xcoHom YenoHcom ma ppaHyy3om Jlyi 0e broeem, wo 8i0bynoca 1446 poky y micmi
Typ y npucymHocmi ¢paHyy3bko2o Kopona Kapna VII ma lozo 0sopy. BepwHuku 6unuca y
nosHoMy 06a1a0YHKY i3 30CMOCY8AHHAM KYWOBAHUX CrUCi8. Y meKcmi po32a1a0aromeca NUMAHHA
M08’A3aHI i3 CMOCYHKOM makux 00208ipHUX 3iMKHeHb 00 aKMyasbHOI 80€EHHOI crpasu 0obu,
boliogoi ehekmusHOCMIi MinimapHUX MPAKMUK Mam ywumux, i 8idnosioHo, iHmepnpemayiti
Ni3HbOCEePeOHbOBIYHUX PUUAPCbKUX MYpHipie 6 icmopiozpagii XX — noy. XXI cm. HaaseHa
OxcepenbHa 6aza domu4Ha noodii 0038019 cmaepOxysamu, wio 6itiui nio yac 3iMKHeHHA c8idoMo
3acmocosysanu nemasHi 6oliosi npuliomu, wo, enacHe, i npusseno 0o 3azubeni /lyi 0e broes.
lMpome, pi3Ko HezamueHa no3uyia cmapwozo bpama 3a2ubs1020 - B80AKA, NMPUOBOPHO20 MA
nimepamopa *aHa Oe broes 00 makoz2o pody puyapcbKux GigHb, 8UCA0BAEHA HUM HO CMOPIHKAX
asmobiozpagiyHo20 meopy «Le Jouvencel» y mpusanili nepcnekmusi 0onposadusna 0o xubHo20
MPAaKkmMyeaHHA PUUAPCbKUX 00208iPHUX 3IMKHEHb SK eCKAniCmMCcbKUX ma aHAXPOHIYHUX nposeis
enimapHoi Kynemypu 006u [li3Hbo020 CepedHbosiu4s, PO3MUPAHCOBAHUX ABMOPUMEMHUM
HidepnaHAcbKum suyeHum MozaHom [elisiHeoto ma liozo enizoHamu. OKkpemy ysazy npudineHo
3aXUCHOMY ma 3a4inHomy 03O6pPO€EHHIO y4dcHUKi8, ma (ioeo enaueax HA Xxi0 ma pesysabmam
noeduHKy. lpoaHanizoeaHo y cmammi i HapauiliHy npoepamy 80CbMU KO/bOPOBUX PYKOMUCHUX
MiHiamiop, damosaHux cepeduHoro XV cm., kompi nepedarome emanu ma xi0 noeOUHKy. KoxHe
306paxceHHa npucesvyeHe NesHoMy emary MypHIPHO20 3iIMKHEHHS, MovuHar4u 8i0 npubymms
aHenilicbkoeo ckealipa 8 Typ i 3aKiHYyo4U hiHaNBHUM nemanbHUM yoapom. BisyansHa Hapayis
BUKOHAHQA i3 HeabuAaKUM 3HAHHAM ocobausocmeli puyapPCbKO20 036POEHHA MA CMOPAOHCEHHHA, A
MAKOXC | MOBHUM PO3YMIHHAM X008y Ma /02iKU KiIHHUX MApaHHUX NoeOUHKIi8. /lamHi 061a0yHKU,
306paxceHi HegidoMUM ABMOPOM HA MNOEOQUHKYoYUX 6iliyax — marome Yimki icmopudHi aHanoeii
ceped apmegakmis puuyapcbKozo 036poeHHsA, wo 36epeznocas 0o Hawoz20 4acy. Lo cepito
MIHIGMIOP MOXCHA 88AXAMU YiKABUM MPUKAA00OM «O0KyMeHmMasabHoi bamanicmuku» 0obu.

Knrouosi cnoea. TypHip, KiHHUli mapaHHull 6ill, puyapcbka Kyasmypda, KywosaHull cruc,
AamHuli 06s1a0yHOK.

Volodymyr Hutsul, PhD, assistant professor of Department of Archeology, Ethnology and
Cultural Studies of Uzhhorod National University (Ukraine). ORCID ID http.//orcid.org/0000-0002-
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CREATING THE IMAGE OF THE KING: THE EARLY MODERN WOODCUT OF SIGISMUND AUGUSTUS
FROM ‘CONFESSIO FIDEI’ BY STANISLAUS HOSIUS

Oleksii Rudenko

TeopeHHs 06pa3y Kopons: paHHbomoOepHuli depesopum CuzizmyHda As2ycma 3 «BUsHaHHA
sipu» CmaHicnaea lNos’rowa

Onekcili PydeHKo

Mos cmamms npucea4YeHa 0epesopumy i3 306paxeHHAM M0716CbKo20 Kopons CuziamyHoa Il
Aszycma SArennoHa (1520-1572), a makox imosipHomy asmopcmey uiei paHHbomoOoepHoi
embnemu. Lia komno3uyis 3’aensemeca 8 opy2omy sideHCbKomy 8UOAHHI 3a 1560 p. «BU3HAHHA
gipu» @aemopcmMea nosbCbKO20 ENUCKONA, a 32000M KapOuHana CmaHicnasa lo3’towa (Stanislaus
Hosius, Stanistaw Hozjusz). Lia # Komno3uuia HaaeHa y 8i0eHCcbKomy 8udaHHi 1561 poky, 0OHaK
8i0cymHsa y 8cix nodanbwux penpuHmax. ¥ mot xce yac, HayioHanvHuli my3seli y Kpakosi susHayae
MOX00MEHHA Ubo20 Oepegopumy 3 micma MaliHy i damye 1557 pokom, 00HaGK y HAABHUX
eKk3emnaapax eudaHHA 1557 poky e bibniomeuyi Yapmopulicokux ma Basapcokili 6ibniomeui 6
MiroHxeHi yeli depesopum esidcymHili. ¥ ceoili cmammi s sucgimaww mucmeusKi ocobausocmi
Komno3uyii 0aHoi embnemu — nopmpem Koposs, 3HA4eHHs obpamsaeHHs (oeo nocmami
OUHACMUYHUMU ma mepumopianeHUMuU eepbamu ma aHanisyo i nepeknadarw mekcm 12-
pAGKOB020 8ipwWa AAMUHCLKOK MO80K. Bipw noscHoeas ycnixu CueiamyHoa |l, no-nepuie,
Moxo0MeHHAM (io2o iMmeHi 8i0 0aB8HbOPUMCbLKO20 npuHuernca OKmasiaHa Aseycma, a no-opyee,
sipHicmio Kopona Kamonuubkili uepkei. Bpaxosyroyu rnpusHavyeHHs [03’owa nanceKum HyHYiem
00 BidHsa y 1559 poui, uinkom imosipHum ebavyaemosca b6e3nocepedHe 3aay4eHHs €enuckona 0o
meopeHHA 06pa3y noabCbKo2o Kopons, ocobauso epaxosyrovu OidnsbHicme [o3’towa Ha
KonmppegpopmauyiliHili Husi 8 €sponi. 30ilicHO8an0cs ye 3 NoosiliHow memor: abu uKoHamu
CBOEPIOHY 1084YA/ILHO-KAMOAUYbKY MicCito 0a58 MakcuminiaHa Il Fabcbypea, a makoxc 8.8 npomoyii
0bpaszy CueismyHOa Aseycma Ha MiMHAPOOHIl apeHi. Y cmammi akyeHmyemoca ysaded Hd
GHMUYHUX peMiHicyeHyiax, 00 AKUX 38epmascs asmop, d MAKOM 8U3HAYEeHi Moxauei nodansuwi
HanpsamKu 0ocnidxceHb peuenuii aHmuyHocmi (the classical reception) e KoHmekcmi
pPaHHbOoMOOepHoi Egponu.

Knarwuoei cnoea: CuzizmyHO Aseycm, Oepesopum, o06bpa3 Koposas, CmaHicnas [03’tow,
PerHecaHc, KoHmppegopmauisa, Fabcbypau

Introduction®
In 1560 in Vienna was published a new edition of ‘Confessio catholicae fidei christiana’ (‘The

Christian Confession of the Catholic Faith’), written by the bishop of Warmia and since 1561
Cardinal Stanislaus Hosius (Stanistaw Hozjusz, 1504—1579)2. The work was edited in 1551 and

Ylam immensely grateful to Prof. Jakub Niedzwiedz (Krakow) and Dr. Oleksandr Okhrimenko (Kyiv) for their valuable
suggestions and comments on the article and to Uliana Kashchii for proofreading my draft.

All translations in the text are mine unless otherwise stated. Ukrainian transcription of Hosius’s surname was chosen
based on the actual Polish transcription rather than the historiographical tradition.
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published for the first time in 1553 in Cracow (Jurkowlaniec 2006, p. 226). During next seven years,
it was republished in Mainz (1557), Antwerp (1559), Dillingen an der Donau (1557 and 1559),
Ingolstadt (1560), Paris (1560) and Vienna (1560, two editions), gaining especial popularity after
1560 due to the third session of the Council of Trent>. Up to 1584 it has seen c. 30 reprints, among
them in Vienna (1561), Antwerp (1561-1562, 1563 and 1566), Lyon (1562), Rome (1565), Paris
(1566 and 1579), Dillingen an der Donau (1572), Venice (1573, two editions) and Cologne (1573
and 1584) (Estreicher 1901, pp. 278-283; Kirby 2009, p. 376).

Interestingly, the second 1560
Vienna edition received a valuable
addition: on the page[*iiv.] is
located a woodcut with the portrait
of Polish King Sigismund Il Augustus
Jagiellon (1520-1572), surrounded
by twenty-five coats of arms and a
poem (Fig. 1)*. As an artwork it may
be defined as an early modern
emblem, comprising the image
(imago) and the subscription
(animus), yet at first sight it lacks the
necessary textual inscription — the
motto (anima) (Michatowska 1990,
pp. 161-164; Mieleszko 2015, p. 15;
Pelc 2002, pp. 35-39).

This  particular  type of
D S 1 v e emblem, when the poem was

RE%;‘;?Zﬁ?ﬁfgﬁgﬁfﬁ?jf’” describing or deciphering its visual
Tot populos patria quifilix arce gubernat, 1| I | | element, was called in Polish
Suffulcit vires dim piecate fuas. 1) . . , P . . )
s‘;n;::;,::fﬁ:;,;z::;;,:‘:,:“;‘,,m,,5,,,5, I|terat'ure na obr_az or ‘in effigiem’,
Dieris A flammsrassasm s o meaning ‘symbolically’ or ‘after the
swf,};;:};é:,ffﬂf,ﬁ;ﬂf;‘;ﬁ;;,,Hw_ image’ (Borysowska 2014, pp. 153-
Nﬁﬂiﬂﬁiﬁfﬁﬂﬁmﬁ% 154). In the scholarship, such type of
Cor fed enim Regis dirigit omne Dews. emblem is closely knitted with the
ekphrastic poems, deriving from
ancient Greek and Roman poetry, in
particular from The lliad and The
Odyssey. Its primary characteristic
==l was its inspiration originating from
Fig. 1. Stanislaus Hosius, ‘Confessio catholicae fidei christiana’ an artwork, either imagined or real,
(Vienna, 1560, 2d ed.)
https.//cyfrowe.mnk.pl/dlibra/publication/17089/edition/16839/con
tent?ref=desc

77

IR RN R

hence it is a textual (verbal)
description of the image that
reveals the hidden senses. The
investigated poem refers to this specific type of ekphrastic poetry: the author demonstrates his
inspiration with the portrait of the King and other elements of the image.

3 Cf. Catalogue of the Princes Czartoryski Library,
https://opac.mnk.pl/sowacgi.php?KatID=0&typ=repl&plnk=q__Confessio+fidei+catholicae+christiana&sort=byscore&
view=1. Accessed 21st March 2020.

*| consulted a copy from the collection of the Princes Czartoryski Library (1226 Il Cim).
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The same emblem is inserted in the 1561 Vienna edition but it does not appear in any other
later reprints of the book. This brings some interesting issues under consideration | will highlight in
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; Tlot populos patria quifelix arte gubernat,
T LANCICIE| Suffulcit vires dion pietate fuds. T.FREMISL
Sarmatico Martem qui dum procul arcet aborbe -
f.:gamgeﬁarrcgm feeptraman. g i
i Dixerss Augufhommeritosnam fempor awiti
: . POWER AVGVSTVS regnilatiug duget opes,
Sivudtum [pectas, animunm magis infice lecior,
i Qui velin Heroo pectore motus inest.
| Non humana ereat tales prudentia motus,
g Cor fed enim Regis divigit amne Deus.

B
LCHELMEN

ey
-

Fig. 2. Woodcut with Sigismund Augustus (Mainz, 1557). Muzeum
Narodowe w Krakowie, MNK IlI-ryc.-34196.
https://zbiory.mnk.pl/en/search-result/catalog/121130

this article. First of all, | stress
how this emblem shaped the
image of Sigismund Augustus.
Secondly, | enquire about the
authorship of this emblem.
Finally, | deduce the reasons for

{ publishing this artwork for the

first time precisely in 1560 and

' only in the Vienna editions. To

organize my study, | will decode

| the imago of Sigismund and the

poem and assess how they
shaped the King’s image. Later |
look at the possible figures of
the printer and the author to

- examine the last issue under
| consideration.

During my research, |
revealed an identical woodcut

- MNK Ill-ryc.-34196 from the

collections of the National
Museum in Cracow, dated 1557
and originating from Mainz
(Fig. 2)°. However, the
Czartoryski Library exemplar of
the Mainz edition (Sygn. 1224
[l Cim.) does not include this
portrait; instead, it has another
portrait of Augustus with the
coats of arms of Poland and
Lithuania but without the poem
(Fig. 3)°. Likewise, none of the
three exemplars from the 1557

' Mainz edition, preserved at the

Bayerische  Staatsbibliothek,
included this emblem’.
Consequently, the woodcut
could be attributed mistakenly
at the website of the National
Museum in Cracow.

> National Museum in Cracow website. Digital collection, https://zbiory.mnk.pl/en/search-result/catalog/121130.
Accessed 24th March 2020.

¢ Catalogue of the Princes Czartoryski Library
https://opac.mnk.pl/sowacgi.php?KatID=0&typ=record&001=KMN13003470. Accessed 24th March 2020.
7 Stanislaus Hosius, ‘Confessio Catholicae Fidei Christiana’, (Mainz: Behem, 1557), https://opacplus.bsb-
muenchen.de/title/BV001395156. Accessed 26th March 2020.
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The woodcut from the 1560 edition was only slightly considered in historiography. The
primary attention was paid to the woodcuts of the kings from the sixteenth-century Polish
chronicles, namely by Maciej
Miechowita (1521), Marcin Kromer
(1555), and Joachim Bielski (1597)
(Chojecka 1970, pp. 37-38, 45;
Ruszczycéwna 1976, pp. 6-42). In the
context of heraldic studies, this
woodcut of Augustus is described as a
‘portrait of Sigismund Augustus in the
heraldic frame’ and is compared with
the German woodcuts from the
sixteenth century (Pfeiffer 2002, pp. 30-
32, 237). The images of the medieval
Kings of Poland, Bohemia and Hungary
are explored in a comparative manner
in the recent study by Karolina
Mroziewicz, yet she deliberately omits
the Jagiellons and the Habsburgs in her
research (Mroziewicz 2020).

It is impossible to examine the
woodcut without analysis of the textual
source it is attached to. Stanislaus
Hosius’s figure was perceived in the
recent decades predominantly in the
context of the Renaissance, Counter-
Reformation and his devotion to the
Catholic Church (Achremczyk, Guzowski
& Jezierski 2005; Jurkowlaniec 2006;

[

il sIGISMVNDVS AVGVSTVS DEI
" gratia Rex Polonie , agnus Dux Lituatic, Rufliz ,

Prufiie , Mafoure , Samogitie &rc: 1 Williams 1981). These factors are widely

— emphasized when studying Hosius’s

~~ < literature legacy (Kalinowska 2004;

Fig. 3. Stanislaus Hosius, ‘Confessio catholicae fidei christiana’ Prokop 2008). Ultimately, this topic fits
(Mainz, 1557) within  the potestary imagology
https://cyfrowe.mnk.pl/dlibra/publication/17087 approach which studies the processes

and implications of the creation of the
ruler’s (predominantly royal) image (Boytsov 2010, pp. 7-9; Kantorowicz 1957; Schmitt 2005;
Vashchuk 2016).

Besides the depiction of the King and unlike the previous images of Sigismund Augustus in
the Chronicles or other editions of ‘Confessio fidei’, the woodcut includes a 12-line Latin
emblematic poem. It will be an integral object of my analysis as it develops intriguing comparisons
of Sigismund Augustus and makes some hints regarding the purpose of the text.

Framing of the poem
Grove emphasizes that in the early modern emblems ‘the imago serves a different purpose

from modern illustration’, thus the visual part of an emblem should be analysed from the
sixteenth-century perspective (Grove 1996, p. 26). Sigismund is depicted with a long beard, a
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typical element of his images from the earlier and later periods (Widacka 2013, pp. 7, 9, 11). These
portraits (Fig.1 and Fig.2) depict him crowned, unlike the Mainz one (Fig. 3), where his crown is
shown above the coats of arms and where Sigismund wears a fur hat. In the 1560 portrait,
Augustus is wearing a royal garment with a fur coat on his shoulders, similar to the one from
illustration 3.

The portrait of Sigismund Augustus from 1560 Vienna edition is surrounded by 25 coats of
arms, however, the coats of arms are similarly surrounding the King’s portrait in some thalers and
medals of Sigismund | and Sigismund I1%. Twenty-two of the coats of arms refer to the different
provinces of the Polish Crown and the Grand Duchy of Lithuania. Three in the top of the page are
the coats of arms of Lithuania, Poland and Sforza family (from the left to the right respectively).
The order of the coats of arms, surrounding Augustus, is likewise interesting as it could be
demonstrating the dynastical ties and origins of the King.

The first coat of arms in the top from the left is Lithuanian Pogor (the Pursue). It depicts a
rider on the horse holding the sword and the shield®. The shield explicitly demonstrates the
Jagiellonian coat of arms — a ‘double cross’. This part of the emblem could be symbolizing
Augustus’s father, Sigismund | the Old (Zygmunt Stary). The one from the right side (crowned
snake, eating a child) is a family sign of the Sforza family: Augustus’s mother was Bona Sforza
d’Aragona from the powerful Milan family.

Thus, Augustus’s coat of arms was allocated in the middle and it was the crowned Polish
Eagle looking left with the initials of Sigismund Augustus: SA (Pokora 2017, pp. 698-700). His
initials were frequently applied in the artworks, commissioned by or presented to Augustus,
especially in the arrases, but also in the literature including Cracow 1553 edition of ‘Confessio
fidei’ (Hennel-Bernasikowa & Piwocka 2017, pp. 380-496; Kuiziniené 2013; Piwocka 2008, p. 92;
Pokora 2017, pp. 698, 700). It is possible that the conjunction of the two noble dynasties (the
Jagiellons and Sforza) in one King (Sigismund Augustus) was reflected in his coat of arms and
could, therefore, be perceived as the required for the emblems inscription. Since the coat of arms
had Sigismund’s initials, the inscription was expressed textually.

The Mainz portrait (Fig. 3) demonstrates both Lithuanian and Polish coats of arms but with
two essential distinctions. Pogor does not possess explicitly presented Jagiellonian ‘double cross’
(the reader does not see the shield properly) and the Polish eagle is right-oriented. This leads to a
reasonable suggestion that the two illustrations (from Mainz and Vienna) were created by
different people and for different purposes. The Mainz one could be a tribute to the popular early
modern German art because Sigismund | and his son commissioned own engravings and portraits
predominantly from the German artists, e.g. Direr and Cranach the Younger. The Mainz portrait
did not serve any particular aim besides depicting Sigismund Augustus, yet it is the first image of
Augustus, represented in ‘Confessio fidei’ as the Cracow 1553 edition (1506 | Cim at The Princes
Czartoryski Library) lacks it.

On the contrary, the Vienna emblem endeavoured to represent Sigismund in a specific
manner, underlining the territories under his control, royal origins and his features. It also implied
some classical reminiscences and was edited as a grammatically correct Latin text. Undoubtedly,
such an emblem could not emerge without specific request, and the text of the poem from the
Vienna edition confirms this assumption.

® Medal for the sixtieth birthday of Sigismund |. Digital collection, Royal Castle in Warsaw, https://kolekcja.zamek-
krolewski.pl/obiekt/id/ZKW.N.1. Accessed 18th April 2020; Thaler medal of Sigismund I and Sigismund 1l, 1540, copy of
the 1533 medal, https://wcn.pl/eauctions/151015/details/44828/Polska-kopia-ekstremalnie-rzadkiego-talara-
medalowego-1533. Accessed 18th April 2020.

° The name of the Jagiellonian dynasty etymologically means ‘the strong rider’, deriving from the Lithuanian name of
dynasty’s creator Jogaila.
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The poem and the King’s characteristics

The text of this emblematic poem is divided into six two-line verses'®. It is inserted into the
left side of the space formed by two straight rectangular columns while in the 1561 Vienna edition
the text was allocated in the centre between the columns'’. In the early modern emblems, the
poems served the purpose of interpreting the image, so for the analysis it is necessary to translate

the poem (Pelc 1973; Pelc 2002, pp. 22-23)*.

The Latin text of the poem is:

Regius augusta depictus
imagine vultus

lagelloniadis  Principis ora
refert.

Tot populos patria qui felix
arte gubernat,
Suffulcit vires
suas.

dum pietate

Sarmatico Martem qui dum
procul arcet ab orbe

Pacata gestat regia sceptra
manu.

Dixeris Augustum merito: nam
semper aviti

AUGUSTUS regni latius auget
opes.

Si wvultum spectas, animum
magis inspice lector,
Qui vel in Heroo pectore

motus inest.

It might be translated into

English as:

Replicated the face of the
dignified Jagiellonian Princeps
matches the sacred
appearance.

The happy land is that, of how
many people he masterfully
rules,
And protects the piety of his
forces.

And for so long has been
holding Mars away from the
Sarmatian tribe,

As he holds the peaceful
sceptre with the king's hand.

You «call him  Augustus
deservedly:
For he, like  Augustus,

increases the strength of the
ancestral kingdom.

And if you look at this face,
Then consider, reader, the soul
and what movement is in that
heroic soul.

Ukrainian translation is:

BigTBOpPEHE 061n4us
LWAHOBHOIO MpuHuenca
ArennoHcbKoro  Bignosigae
CBALLEHHOMY JINKY.

LWacnmea 3emnA Ta,
CKilbKOMa  Nt0AbMU BiH

MaNCTEPHO NPaBUTb,
| 3axuwae 6naroyecta CBOIX
cun.

| Tak posro ctpumye Mapca
Big CapmaTcbKoro pogy,

60 TPUMAE MUPHUIA CKineTp
LLApPCbKOO PYKOL0.

Tn HasuBaew #oro ABryctom
3aCNyXeHo:

60 BiH AK ABryct 36inbluye
MOTYTHICTb LLApCTBa NpeakKiB.

| AKWwo AuBMWCcA TU Ha
06nu4s ue, TO PO3rAsHb,
yuTady, Aywy, i AKWK B Til
repoiyHii ayuwi € pyx.

1% National Museum in Cracow website. Digital collection, https://zbiory.mnk.pl/en/search-result/catalog/121130.
Accessed 20th March 2020.

" In the woodcut from the website of the Cracow museum the text is allocated in the left side between the columns.
This confirms that probably the website replaced the actual Mainz portrait from 1557 reprint with the woodcut from
the second 1560 Vienna edition.

2| would like to express my gratitude to my tutor in Latin Dr. Valentyna Myronova from Taras Shevchenko National
University of Kyiv for guidance with translation of this passage.
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Non humana creat tales
prudentia motus,
Cor sed enim Regis dirigit

omne Deus.

And it is not him doing such
wise human actions,

But God himself is ruling the
royal heart.

| He BiH pobuTb TaKki Myapi
NOACBKI Ail,

a cam bor
KOPONIBCbKMM CepLem.

Kepye

The poem has several accents. First of all, the author emphasizes the happiness of the
citizens of the King’s land guaranteed by the King’s art of rule. Secondly, it is noted that the King
keeps ‘Mars away from the Sarmatian tribe’ (the Poles), thus providing the country with peace.
This work even might be defined as a brief poetic attempt of specula principum (‘A Mirror for
Princes’), a favoured Renaissance writing. Two other features are stressed by the author: the
name of the King and his relations with God. These points | elaborate further.

The poem clearly specifies the association of Sigismund Augustus with ancient Roman
princeps (emperor) Octavianus Augustus, a topic thoroughly explored in my Master thesis™. This
identification was conducted via the resemblance between their names by employing the
semantics. The first words, ‘Regius augusta’, give the hint whom this poem is describing. ‘Augusta’
might be decrypted variously, but it had specific significance for the maiestatis of Sigismund Il

Werner Eck argues that Gaius Julius Caesar Octavianus was granted name Augustus as a
cognomen and since the late third century it was transformed into a title (Eck 2007, p. 55).
Interestingly, the line ‘“AUGUSTUS regni latius auget opes’ used the semiotics of the word augere.
The word augeo, auxi, auctus, augere is a Latin verb, meaning ‘to increase, to enlarge, to
strengthen or to expand’, namely regarding territories, wealth, prosperity and honour
(Lewis & Short 1879, p. 204). Consequently, the name of the Polish King (as well as the Roman
princeps) is connected with the ideas of wealth, prosperity and (possibly) territorial enlargement
(Lewis & Short 1879, p. 204). Another theory attaches the word auctor that is translated as ‘the
creator’ or ‘the leader’ (conditor, princeps, dux as possible synonyms in Latin) sounding similar to
the words with the root aug (Lewis & Short 1879, p. 198). Finally, Augustus might resemble the
word auctoritas, translated as authority, power, influence, opinion, dignity, security or credibility
(Lewis & Short 1879, p. 199).

The title Augustus became familiar for some European royal dynasties in the medieval
period, primarily for the neighbours of the Kingdom of Poland — Emperors of the Holy Roman
Empire. Augustus is noted in the title of Holy Roman Emperors since the ninth century —
Romanorum Imperator Augustus. From the time of Henry Il (1014-1024) in the title was applied
the formula semper augustus, apparently meaning ‘always blessed’ or ‘ever exalted’ (Bryce 1901,
p. 193; Wilson 2016, p. 33). In the sixteenth-century semper augustus was an integral part of the
Emperor’s title.

Valuable lines for the association with the ancient Roman Augustus are allocated in the
middle of the poem:

Dixeris Augustum merito: nam semper aviti / You call him Augustus deservedly:

AUGUSTUS regni latius auget opes. / For he, like Augustus, increases the strength of the
ancestral kingdom.

The author argues that Sigismund deserves his name and emphasizes Augustus with the
capital letters. The lines directly hint towards Octavianus by mentioning ‘AUGUSTUS regni latius’.
While originally these lines refer to increasing the wealth of the kingdom of ancestors, they might

B The comparisons between Octavianus Augustus and Sigismund Augustus are also noted in Stanistaw Orzechowski’s
treatises and Jan Kochanowski’s poems. | elaborate this point in my Master thesis ‘The classical reception, symbolism
and strengthening the King’s power in early modern Poland (1548-1572)" that is expected to be published online in
2020 or 2021.
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be also read and perceived as ‘Augustus, the King of Latins’. Once more the author employs the
semantics of augere — to enlarge, to extend, to increase. The words starting with ‘aug’ are
mentioned four times throughout the text while the poem does not mention the forename
Sigismund (Sigismundus in Latin), only the name of the dynasty (‘lagelloniadis’).

The other important reference to the antiquity comprises the Polish-Sarmatian ethnogenetic
myth, especially disseminated in the sixteenth and seventeenth centuries, and mentions the
ancient Roman god of war Mars (Borowski 2001; Grzybowski 1996; Orzet 2010, pp. 149-151; Orzet
2016, p. 29). The poem demonstrates how lasting the peaceful period is during the reign of
Sigismund: it is Augustus who holds the ‘sceptre with the king's hand’. Theoretically, it could be an
attempt to present the reign of Augustus as the ‘golden age’, a popular historical topic in the
medieval chronicles (Orzet 2016, p. 29). During the sixteenth-century political struggles in Poland
(the 1550s and 1560s were a period of the Executionist reform movement) this peaceful past was
in particular idealized and emphasized (Orzet 2016, p. 42).

The metaphors and figures applied in the poem hint to the background of the author who
should be an educated person, aware of the Renaissance literature methods and, probably,
personally acquainted with Sigismund Augustus. To investigate this issue from another
perspective, | will focus on the printer of the book and then move on to the possible authorship.

Printer and author

The details about this emblem at the website of the National Museum in Cracow are scarce
and, as | deduced earlier, most probably refer to another portrait. The date is mentioned as 1557,
the place of production is Mainz, the Holy Roman Empire, yet the author is unknown as well as the
name of the printer. Luckily, the latter was revealed.

Michael Zimmerman was an Austrian publisher, active between 1553 and 1565 in Vienna
(Mayer 1883, pp. 70-73). In the catalogue of the early modern Austrian prints, the woodcuts with
Sigismund Augustus are connected with the editions of Stanislaus Hosius’s ‘Confessio fidei
catholicae christiana’ from 1560 and 1561 (Mayer 1883, pp. 72, 74). ‘Confessio fidei’ in the mid-
sixteenth century was particularly well-known in Austria since ‘one thousand and forty exemplars
of the first edition (1560 — O.R.) were sold in the first few days’ (Estreicher 1900, pp. 279-280;
Kirby 2009, p. 376; Mayer 1883, p. 72). It could be possible that the emblem was adopted from an
unknown for me source, perhaps even deriving from Mainz, but no other evidence exists.

The forewords from the Vienna editions hint to the figure of Stanislaus Hosius, the original
author of ‘Confessio fidei’. Hosius received durable attention from scholars, who noted that ‘there
is perhaps no greater name in the history of the Counter-Reformation” and described him as a
‘faithful son of the Church and Poland’s pride’ and one of ‘the pupils of Mars and the Muses’
(Grabka 1946, p. 558; Matczak 1961, p. 60; Pfeiffer 2002, p. 201). Almost 60 years ago Sebastian
Matczak briefly outlined the history of Hosius’s diplomatic work, but this dimension of Hosius’s
activities should be investigated further on (Matczak 1961).

Hosius was persistently involved in the diplomatic affairs. In 1549-1550 the correspondence
between Hosius and Sigismund Il was conducted via encoded characters during the former’s
diplomatic work (tepkowski 1850). In 1554 Augustus ‘dispatched him to Albrecht of Prussia on
another diplomatic mission, aiming at reaching an agreement in settling the relations between
Poland and Pomerania’; fifteen years later Hosius was sent as an Ambassador of Poland to the
Pope (Matczak 1961, p. 48-49). In the meantime, his activities were devoted to the promotion of

“lam grateful to Dr. Oleksandr Okhrimenko from Taras Shevchenko National University of Kyiv for pointing me out
this valuable insight.
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the Counter-Reformation in Europe and in Poland in particular, but this does not suggest that
Hosius could not simultaneously serve the interests of the Polish Kingdom.

In 1559 Hosius was appointed the apostolic nuncio (‘legate to the imperial court’) in Vienna
(Matczak 1961, p. 49). His mission included two important aspects: to divert from Protestantism
Maximilian Il Habsburg, at that time the heir of Ferdinand | Habsburg, and to foster the conclusion
of the Council of Trent, where the positions of Hosius were especially powerful (Matczak 1961,
p. 49).

The figure of Maximilian provides us with some interesting insights into the religious
situation in the lands under Habsburgs’ control. During the reign of his father Ferdinand, the
Protestants significantly strengthened their positions in the Holy Roman Empire. The growth of the
importance of the Protestants during Ferdinand | and Maximilian Il is likewise emphasized in
literature (Ingrao 2000, pp. 27-28). The Papacy could not suffer the loss of one of the most
influential Catholic dynasties, hence, the Pope required prompt steps and decisive arguments in
favour of the Catholic faith. Hosius was an appropriate candidate, born in a family with German
roots and experienced in cooperation with the Prussian Duke. In addition to his education in
Bologna, this background would let the bishop easily establish the contacts with a ‘faithful to the
model of the Christian prince’ Maximilian (Berenger 2013, p. 234; Hozjusz 1988, p. XXXI).

This task of the apostolic nuncio could be implemented via the creation, publishing, and
dissemination of an emblem where King Sigismund Augustus was represented as the faithful
Catholic, an example or a challenge to be followed by Maximilian. Of course, the emblem itself
could not change Maximilian’s beliefs in a moment. Instead, it rather applied both didactic and
rivalry elements: to demonstrate how prosperous is the neighbour King of Poland. Could Hosius
somehow encourage Maximilian to follow this example in order to overcome Sigismund in his
piety? This didactic element was emphasized in the last two lines of the poem, making them the
most essential fragments of the poem:

Non humana creat tales prudentia motus, / And it is not him doing such wise human actions,

Cor sed enim Regis dirigit omne Deus. / But God himself is ruling the royal heart.

By this statement, the author draws a conclusion: all previous achievements of the King
would not become possible without following the divine instructions. Moreover, obedience to the
Catholic faith, although not mentioned precisely, is presented as an integral element of the
successful ruler. The text was thus oriented on someone who required assurance of the benefits of
proper Catholic life. More importantly, the new edition of a famous Counter-Reformation book
was oriented on someone, who adored collecting them.

On the 23d July 1560, Maximilian Habsburg wrote a letter to Herzog Christoph von
Wirttemberg where he thanked for the presented books, written by Friedrich Staphylus (a
sixteenth-century German Catholic theologian) and Stanislaus Hosius (Fig. 4). Maximilian
responds to the Herzog’s letter from the 17th of June 1560 that had also ‘the added exemplars of
the books by Staphylus and Hosius’ and thanks ‘for that friendly and lovely present’ (Le Bret 1785,
pp. 185-186). Hosius’s book is in the centre of Maximilian’s attention: ‘l do not want to hide that |
have so much understood from Hosius, as he told that he prepared such a book to get in the hands
and to read, as he has told us, and that there are so many things shown to him that he should
have written, of which he had never thought in his mind. | wanted to start a conversation with

> A 71 Bii 655, ‘Maximilian I1. dankt Herzog Christoph von Wiirttemberg fiir die Gberschickten Biicher gegen Friedrich
Staphylus und  Stanislaus Hosius’, Landesarchiv  Baden-Wirttemberg, https://www.deutsche-digitale-
bibliothek.de/item/6KBZ7EGQAEKS7VQC333RJORTFJFCI4VO?query=hosius+stanislaus&isThumbnailFiltered=false&ro
ws=20&offset=0&viewType=list&firstHit=GFOYQIY7B6MUMBU7WNJ4IPAQNV2ICIHO&lastHit=lasthit&hitNumber=10.
Accessed 26th March 2020.
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him, but we immediately dispensed with it’ (Le Bret 1785, pp. 185-186)°. Unfortunately, there is
no mention about the woodcut or Sigismund’s representation, but at least it is known about
Maximilian’s acquaintance with Hosius’s work and Maximilian could promptly receive the second
Vienna edition with the studied emblem. Interestingly, although in 1560 ‘Confessio fidei’ was for
the first time translated in German, the emblem with Augustus was inserted in the Latin edition

(Hozjusz 1988, p. XLVI).

The crucial question is whether Hosius could be an author of the poem and the emblem. The
period of his mission in Vienna is, probably, the strongest argument in favour of this hypothesis,
albeit it is not the only one. The forewords of the second 1560 and the 1561 editions are almost
identical with a small exception: while Hosius was mentioned as the author of the former’s
preface, the latter was titled ‘Author Lectori’ (‘An experienced reader’), and the title could be
amended on the request of Hosius. The tasks of Hosius’s mission in Vienna, the authorship of the
forewords of these editions, the changes in the 1561 foreword, and the religious situation in the
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Fig. 4. ‘Maximilian Il dankt Herzog Christoph von Wiirttemberg fiir die
iiberschickten Blicher gegen Friedrich Staphylus und Stanislaus
Hosius’. Landesarchiv Baden-Wiirttemberg, A 71 Bii 655.
Reproduction permitted by Hauptstaatsarchiv Stuttgart.

Habsburg lands along with
Maximilian’s interests also confirm
my assumption. Furthermore,
Hosius was an author of several
other poems and epigrams that
were  frequently  concerning
Church  affairs, though not
exclusively (Hozjusz 1988, pp. LVI-
LVII, 136-137).

What implications could this
emblem, unknown beyond these
two editions of Hosius’s work,
make? Firstly, Hosius
demonstrated to an educated
Maximilian the glory of a
neighbour Catholic King. Secondly,
Hosius simultaneously promoted
the idea that God resides only in
the hearts of faithful rulers, thus
adhering to the Catholic faith is
presented as an essential path for
the future emperor. Finally, it
could be an attempt to
demonstrate Hosius’s loyalty to
the Polish King and Sigismund
Augustus could likewise benefit
from this disseminated
representation.

The arguments are
supported by the notion that the
Habsburgs similarly applied the
Classical motives in their visual
and literature propaganda, so the

%) am grateful to Veronika Pfeilschifter and Sophia Matskovych for proofreading this passage.
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emblem would be perceived by them as it was intended (Copeland 2016, p. 167; Torlone,
Munteanu & Dutsch 2017, pp. 26, 80, 116-117). The close relationship between the Habsburgs and
the Jagiellons was strengthened by the family ties: Catherine of Austria, the third wife of
Sigismund 1l, belonged to the Habsburgs and was a sister of his first wife — Elizabeth of Austria.
Therefore, | assume that Hosius’s introduction of an emblem with Sigismund Augustus was an
element of accomplishing his mission in Vienna. The main reader of the new Vienna edition could
be Maximilian Il Habsburg, albeit the work was not dedicated to him, but to Sigismund Il Jagiellon.
This means that the created image of the Polish King and dedication to Augustus raised a
challenge for Maximilian Il rather than was perceived as a conviction about the strength of
Sigismund and the necessity of obedience to God and the Catholic Church.

Conclusions

The study of the emblem which for the first time appeared in the second 1560 edition of
‘Confessio catholicae fidei christiana’ in Vienna and was once again repeated in the next year
reprint demonstrates its particular significance for the Counter-Reformation processes in Europe,
Habsburg-Jagiellon relations and the royal propaganda in early modern Europe. Besides the
Counter-Reformation dimension, these two editions gained a strong royal propaganda element.

The structure of the emblem is, in fact, a brief history of Sigismund Augustus’s reign. It
encompasses his genealogy (the Jagiellons and Sforza family), the territories controlled and his
experience of governing. Sigismund’s name (cognomen) Augustus is represented as the deserved
element of his political biography as he enlarges the state and its wealth; it also states a clear
association with ancient Roman princeps Octavianus Augustus. Moreover, the success of the King
is grounded in his obedience to God and the visual framing of the poem together with the Latin
poem ‘grants it the features of exceptional splendour’ (Ruszczycéwna 1976, p. 110).

The authorship of the emblem in my opinion belongs to Stanislaus Hosius, the author of
‘Confessio fidei’ and an accomplished neo-Latin poet (Hozjusz 1988, pp. LVI-LVII). This assumption
is proved by the fact that Hosius was appointed as the apostolic nuncio to the imperial court in
1559, executing his mission in Vienna in the following years. He agreed on the publication with
Michael Zimmerman, and after the rapid success of the first 1560 edition perhaps decided to
introduce a specific emblem, intended specifically for Maximilian Il Habsburg, a celebrated
bibliophile, who already in 1560 received one of the recent prints.

The emblem of Sigismund Augustus is important for the royal imagology in the early
modern era. The image of the Polish King was especially crucial during the Executionist reform
movement in Poland, which flourished during the late 1550s and early 1560s. Further research
should be undertaken to investigate the reception of the emblem and the text, particularly by the
Habsburgs, the sources of Hosius’s inspiration and the correlation of this emblem with Sigismund
Augustus’s image in the 1560s. Such enquiry would stress the difference between the imagology
of the Jagiellons and the Habsburgs, especially considering the thought that their images were ‘not
as radically polarized in the neighbouring kingdoms as that of the Premyslids, Angevins and
Luxembourgs’ (Mroziewicz 2020, p. 29).
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Creating the image of the King: the early modern woodcut of Sigismund Augustus from
‘Confessio fidei’ by Stanislaus Hosius

My article is devoted to the woodcut with the image of Polish King Sigismund Il Augustus
Jagiellon (1520-1572) and to the possible authorship of this early modern emblem. The
composition for the first time is noted in the second Vienna 1560 edition of ‘Confessio fidei’, written
by Polish bishop and later — a Cardinal — Stanislaus Hosius (Stanistaw Hozjusz). The same emblem is
inserted in the 1561 Vienna edition, but is absent from all further reprints. At the same time, the
National Museum in Cracow defines the origination of this woodcut from the city of Mainz and
dates it back to 1557, however, in the existing exemplars of the 1557 print in The Princes
Czartoryski Library and The Bavarian State Library in Munich this woodcut is not present. In my
article, | elucidate the artistic peculiarities of the composition of this emblem — the King’s portrait,
the role of the framing of his figure with the dynastic and territorial coats of arms, and also analyse
and translate the text of the 12-line poem in Latin. The poem interpreted the successes of
Sigismund I, firstly, with the origins of his name from the ancient Roman princeps Octavianus
Augustus, and secondly, by the King’s faithfulness to the Catholic Church. Considering the
appointment of Hosius as the nuncio to Vienna in 1559, the direct involvement of the bishop into
the creation of this emblem is perceived as quite likely, especially in spite of Hosius’s activity in the
Counter-Reformation processes in Europe. This was conducted for two purposes: in order to
accomplish a specific didactic-catholic mission for Maximilian Il Habsburg, as well as to promote
the image of Sigismund Augustus in the international arena. In the article, the attention is focused
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on the ancient reminiscences, referred by the author, and the possible further research paths of the
classical reception are defined in the context of early modern Europe.
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HOBE NMPO MANIOBIAOMI TA BTPAYEHI TBOPU OJIEKCAHAPA MYPALLKA: ATPUBYLIA
MNOPTPETIB APYXKUHU HIMELLbKOIO KOHCY/1A EPIXA FEPIHIA, XYAOXHUKA A. BABEHKA,
TETAHW ALWBINb, NIAIT MYPALLKO, KAPTUHM «BEYIP»"

Dap’a DobpisH

New about the little-known and missing works of Oleksandr Murashko: the attribution of
portraits of the German consul Erich Hering’s wife, artist A. Babenko, Tetiana Yashvil, Lidia
Murashko, paintings "Evening"

Daria Dobriian

The author attempts to attribute the lesser-known artistic works by Oleksandr Murashko
(1875-1919). Some of them were considered lost, e.g. the images of Tetiana Jashvil or Lidia
Murashko. Others, including a portrait of the German consul Erich Hering’s wife, as well as a
portrait of the artist A. Babenko (Murashko’s pupil) and the painting "Evening", can still appear in
the field of view of researchers. The author describes primary sources that allowed her to carry out
the attribution, and details that suggested the correct way for the scientific search. A number of
iconic paintings by Oleksandr Murashko are known only from some black-and-white or colour
reproductions. First and foremost, we are talking about such works of the artist as "Merry-go-
round”, "Sunday" (1909), "On terrace", "Over the old pond", which trails were lost in the early 20"
century. The author already touched upon the question of these paintings’ fate (except for "Merry-
go-round"). Nevertheless for a deeper understanding of the artist's work, it is necessary to explore
the lesser-known, even lost pieces. The primary source for studying the heritage of the artist are
listings of his works, that were compiled around 1919 by Marharyta Murashko. Despite the fact
that they contain many inaccuracies and errors, the value of these listings cannot be
overemphasized. Inter alia, there are works, which locations are unknown by far. But the idea of
some of them can be formed from photos from the documentary and archival trust of the National
Art Museum of Ukraine. Some researchers have managed to establish the names of many persons
portrayed by Murashko, but there is a need to make further researches in this field. The attribution
of each painting proves that even a limited amount of sources can give us an idea of the
appearance of lost works, regardless the fact that not all of them were reproduced on the pages of
printed publications or as photographs. At the same time, the assessment of various sources allows
us to attribute the little-known portraits, because the names of many depicted persons remain
unknown. But with each passing year it becomes more complex to set them.

Keywords: Art, painting, Oleksandr Murashko, little-known works, attribution, portrait of
German consul Erich Hering’s wife, portrait of the artist A. Babenko (Murashko’s pupil), the
painting "Evening", portraits of Tetiana Jashvil and Lidia Murashko.

'Crarrs, sika myGITiKyeThCs, € POIIMPEHOI0 Ta CYTTEBO NOMOBHEHOIO BEPCi€0 MyGIiKaLii y HayKOBO-IOMYIAPHOMY
Bupanui: JJOBPISIH /., 2020, Kpox 3a kpokom. Atpudyist manoBinomux noprperis O. Mypauika, Aumuksap, 1 (115),
74-81.
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PAa 3HAKOBMX KapTUH KNACMKa YKPAIHCbKOro
xusonucy OnekcaHapa Mypawka (1875-1919) mu
3HAEMO AuMWe 3 YOpHO-6iNMX i 3piaKa KONbOPOBMX
penpoaykuin. Mepeaycim naeTbcA NPo Taki MOro TBopw,
Ak «Kapycenb», «Hegina» (1909), «Ha Tepaci», «Hag
CTapuMM CTaBOM», CNigu AKUX TybnATbCA HA No4YaTKy
MWHyNoro crtonitta. MMpo pgoni uux nonoteH (3a
BMHATKOM «Kapyceni») mu Bxe nucanu (LobpiaH 2019,
c. 100-109, Oob6piaH 2019, c. 106-111), oaHak Ans
rAMBbWoro po3yMiHHA TBOPYOCTI XyA0XHUKA HEOobXiAHO
OO0CNIAXKYBAaTU M MEHLU BiAOMI, HaBiTb yTpayeHi peui.

OCHOBHMM A)Kepenom ANsa BUBYEHHA CNAALWMHM
MaliCTpa € CMAUCKM Horo pobiT, cknageHi npubamsHo
1919 pory Mapraputoto Mypawwko. lonpu Te, WO BOHU
MicTATb 6e3/1i4 HeTOYHOCTEN | MOMUNOK, 3HAYEHHA LMX
CNUCKiB BaXKKO nepeouiHnTU. Cepen, iHWNX TamM BKa3aHO
TBOPM, MiCLLE3HAXOAXKEHHA AKMX CbOrofHi Hesigome,
ane CKNacTM yABNEHHA NpO AefAKi 3 HUX MOXKHA 3a
poTorpadisMM 3 JOKYMeHTaNbHO-apXiBHOrO  GoHAY In. 1. 0. Mypawko. Tlopmpem OpyxuHu

. .. HiMeubko20 KoHcyna Epixa lepiHaa (?).
Hau,lc?Haanoro xy,u,omeor(? My3elto y}fpaIHM (HXMY). 1911, Mlacmens, canziva, eyzinns,
AocninHnkam nonepeaHIx NOKOANIHb yAanoca Micye3Haxo0xceHHA Hesidome. BiomeopeHo
BCTAHOBMTU iMeHa HaraTbox MOPTPETOBAHWUX, OAHAK LA 3a penpodykuieto. AAD HXMY, ¢. 12, 00.
poboTa noTpebyBana NPOAOBMKEHHS. 36. 166.

3oKpema, Hawy yBary TMpuUBEPHYy/a AKIiCHA
doTopenpoayKLia }KiHOYOro NopTpeTa, Ha 3BOPOTI AKOT MicTUTbCA Hanuc: «1911 pik, Kuis, (nactenb
+ caHriHa + Byrinna)» (JA® HXMY, ¢. 12, oa. 36. 166, apk. 1 3B.). 306pakeHHA pecneKkTabenbHoi
naHi BiApa3y 343a10CA HaM 3HAMOMMM, ag)Ke B apXiBi Xy[0XKHMKa 36epiratoTbCsa ABa YHiKanbHUX
3HIMKM, 3pobaeHi Toro K 1911 poky Ha Mani utommpceokii, 14, i Ha 060X Lel NOpPTPET CTOITb HA
monbbepTi. Ha ogHomy 3 doTo Haummo iHTep’ep malcTepHi, Ha Apyromy — Mypallka 3a poboToto
Hag camum TBopom (OJAD HXMY, o¢.
12, oa. 36. 135 (a); oa. 36. 135 (6)).

Y BXe 3ragyBaHuMX CNMUCKax
Mapraputn MypawKo MW BUABUAN
OeKinbKa rpadiyHnx nopTperTis.,
paTtoBaHux 1910-1911 pokamun. AKWoO
BUKIOYMTM  YONIOBIYi Ta  BMKOHaHI
TINbKW CaHriHOMO, 3aNUMWNTBCA OAMH
BapiaHT —  NOpTpeT  APYXUHMU
TOAIWHbOro KoHcyna HimewunHum Epixa
lepiHra (Borycnasckuii 1912, c. 492).
Ha KopucTb uboro npunyweHHa 6yno
M Te, Wo y cnoragax €sreHa KysbmiHa,
Oe uen TBip BIiATBOPIOBABCA YU He
€ANHUIA pa3, BiH MmaB nianuc «MopTpet
r.» (Kysbmun 1928, c. 204-205). I3 Tnx
In. 2. MalicmepHsa O. Mypawka Ha Manili ) <umomupcekit, 14. camo cnuckis M. MypalwKo Bigomo, Lo

®omo 1911 p. JAD HXMY, ¢. 12, 00. 36. 135 (6). Ha MOMEHT VYOMBCTBA XyAOXHMKa

noptpet 6yB BnacHicTio KoHcyna (OAD
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HXMY, ¢. 12, oa. 36. 105, apk. 4), ane Hi npo gonto
LbOro TBOPY, Hi Npo Te, K BUrAagana ¢pay repiHr,
MW HIYOro He 3HaNW.

lNepeKoHaTMcA B TOMYy, WO A4 NopTpeTa
nosyeasia Came JApYyXMHA HiMeLbKOro KOHCyNa,
aonomorna KaptuHa O. Mypawka 3 3ibpaHHs
HXMY «[ama B 6inii nepyui» (iHwa Hasea «Téte
poudrée», W0 B nepeknagi 3 ¢paHLy3bKOi 03Hayae
«HanygpeHa ronosa»). TBip AEMOHCTpPyBaBCcA Ha
KiZIbKOX BWCTaBKax MUTUA — MNPUKUTTEBUX i
NOCMEpPTHIN, Ta Hi B KaTanorax (Katanor 1912, c.
15; Katanor 1922, c. 5), Hi y 3HalAeHUX peLeHsiax
(KysbmuH 1913, c. 68; M. T. 1914, c. 3; AnHuec
1922, c. 3) im’a mogeni He HasmBanocs. OaHakK y
TEKCTi A0 BUCTAaBKM YKpPAIHCbKOro noptpeta 1925
POKY (xo4 Ha HiM «Téte poudrée» He
eKkcnoHyeanacs) @egip  EpHCT  npuHarigHo
3a3HauMB, WO Ha KaAPTUHI 300parKeHO ApPYHKUHY
KoHcyna lepinHra (LWepbakiscbknin 1925, c. 40).

¥ . i i
g N "R TR
i i ik 5 am

qu_aCHMK ! — Wo Ba).Kl'IMBlu.le o 3HaBeLl,f: In. 3. 0. Mypawko. ama 8 6initi nepyyi. 1911.
TBOpYoCTi 0. Mypallika, BiH HaBpAag uuM  Mmir Jepeso, onis, 111 x 87. HauioHanbHul xy0oxHili
nomuantuca. Ane «amy B 6inin  nepyui» my3eli Ykpaitu.

BWMKOHAHO ONi€l0 Ha gepesi, ToAi AK TBip, WO
UikaBMB Hac, — Yy rpadiyHin TexHiui. Y cnuckax Mapraputu MypawKo Ui NOpPTPeTU TaKOXK

3HaYUANCA AK Pi3Hi, XOo4 i cTBOpeHi B oauH pik (JAD HXMY, ¢. 12, oa. 36. 105, apK. 4). OniitHa
poboTa HaBiTb MICTUTb TOYHY AaTy: «25 anpens 1911 r.» (Bucraska 1966, c. 36), i OCKinbKKM TaKa
TOYHICTb He xapaKTepHa gna MypallKa, MOXKHa NPUNYCTUTK, WO Le 6yno 3abaraHKo 3aMOBHMKa.
He3po3ymino Tinbkn, yomy «lama B 6inin nepyui» Tak i 3anmwmnaca 8 marictepHi O. MypaluKa.

3BiCHO, HIYOro He 3aBarka/lo MaliCTPOBI 306pasnTN oaHy moaenb Agidi. LLlob niaTeepanTn un
CNpoCTYBaTW LI Bepcito, BAAMMOCS A0 MOPIBHANBHOrO aHanisy. Ha nepwwuit nornag, gama Ha
ONIMHOMY MOpPTpPEeTi BUTNALAE MONOALIOK, ane TaKe BPArKEHHA MOXKe CKNacTUCA 3a paxyHOoK
nepykun n teatpanbHoro rpumy. LLloao puc 30BHilWHOCTI — oBany 06m4ua, pospisy ouveir, dopmu
Hoca Ta ryb, TO BOHM 34a/IMCA HAM AyXKe M AyxKe CXOXMMU. | HaBiTb NpuKpacu Ha obox aamax byam
noAibHUMmM. ToXK MM MaEMO NiACTaBM BBarXKaTH, WO XYA0XKHUKOBI NO3yBana ogHa M Ta cama XKiHKa.
| xoua Ui cnocTepeXkeHHA He HAabM3NAKM HAC [0 BCTAHOBNEHHA MiCLEe3HAX04KeHHA NopTpeTa, 3aTe
NiAKA3aAn MOXKANBUIA HAaNPAM NOLUYKIB.

Y 1O Yyepes nonynapHictb, wo ii MypawkKko Habys y HimeuyuuHi, um 3aBgaku wnobosi 3
MaprapuTtoto Kptorep, unin 6aTbKo ByB HiMLEM, YKPAiHCbKUIA XYA0XHMK MaB TiCHi 3B’A3KM He anlie
3 MUCTeLbKMM cepegoBuem HimeuunHu, a 1 3 HimeLpbKoo rpomagoto Kueea. Toro » poky, Wwo
«MNopTpet I.» i «Jamy B 6inili nepyui», BiH cTBOPUB NopTpeT nactopa leHpixa KOHrepa, KoTpuit B
1909-1920 poKax CNYKUB Y NIIOTEPaAHCbKil LiepKBi cB. KaTepuHK (004 LbOro nopTpeTa TaKoXK He
3’acoBaHa). 3po3ymino, WO nactop i KoHcyn 6ynm um He Hahbinbwummu aBTopuTeTaMM ANA
KMIBCbKMX HimLLiB No3a 6aTbKiBWMHOW. KOHTAKTK 3 NpeacTaBHUKaMKM HIMELbKOT CnifibHOTM Mana
CBOTrO Yacy M maTip XyAoXKHMKa Mapia KpauKoBCbKa, UMM MOACHIOETbCA TOM PaKT, WO XpeLeHnm
6aTbKOM i AMTUHKN BYB CAaKCOHCbKMI NigdaHuit 1BaH doplutep (JobpiaH 2017, c. 94-95). YTim,
BCTAHOBWUTMW, YM NiATPUMYBAB BiH 3B’A3KM 3i CBOIM XpPELLEHNUKOM, KO/IM TOM CTaB AOPOCAMM, HAM He
BAANOCA.
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YneBHeHiwe MOXHa roBOpUTH npo
atpubyuito  iHWOro noptpeTa, Ha  AKOMY
306paKeHO MO/IoA0ro Y0/0BiKA B TEMHOMY
KocTiomi. MoxnmBo, €anHMn pa3 poboTa
BigTBOptoBanaca 1931 poky B KHU3I KocTa Cninka-
MockanbueBa, npoTte 3HoBYy 6e3 nignucy (Cninko-
MockKanbuis 1931, 6/c). Ha wacra, ABoma pokamu
paHiwe Buiwna ctatra KOxuma Muxainisa, ge BiH
nuwe npo 3axonneHHAa MypawKa TexHiKow
nacTteni Ta Npo «HOBWUI WeaeBp», CTBOPEHUN HUM
1914 poky B HOBOMY MaTtepiani — «[lopTpeT
A. babeHKa». «lle senuxka pemesibHO BUKOHAHQ,
6e3 HOMAKY Ha ecKi3Hicms, Npaysa. 3 nepuozo
MOMeHMY BOHA epPeKOHYE CBOE ceplio3Hicmio,
gesnUKUM malicmepcmeom i WKosnor. 3a2aa6HuUli
MOH KOMMO3uyii CrnoKiliHo CUHbO-4YOopHUl, a 3
HbO20 BUPUHAE CrOKiliHe 06aAU4YA MYyMHYUHU, trois-
quatre, 3 HA038UYAUHO 20CMPO BUAB/AEHUMU
pucamu  iHOusidyanbHocmu. Lle  crnpasicHA
KapmuHa 8 00Homy obauyu4i. Tym i ncuxonozia i
308HIWHA cxoMcicmb 3’€0Hanucsa 8 0O0HIl opmi.
CriokillHe mao M’AKO Mopywyemosca mensor

In. 4. O. Mypawko. lTopmpem A. babeHKa. 1914.
Macmens. Micue3Haxo0xceHHA Hegidome.
BiomeopeHo 3a: Cninko-Mockaneyis K.

0. Mypauwiko. Xapkis: Pyx, [1931] naamoro KapmuHu Benackeya ,,Mapki3 del Borro”.

Hum ckpomHum xcecmom MypawKo 6Kasas Ha
moeo, Yui meopu ysaxcHo sus4as y J/lyepi» (Muxainnis 1929, c. 152).
Y yacu Mypauka (Ta, nesHo, i 0. Muxainisa) nopTpeT BBa*KaBcsA TBOPiHHAM [liero Benackeca

(Beschreibendes 1904, s. 399), ogHaK HUHI 1Oro NPUNUCYOTb
neHsnto ¢paHUy3bKOro Kueonucus nepwoi nonosuHu XVII
ctonitra Wapna MenneHa, He BKasyluu Npu LbOMY iMeHi
306paxeHoro (Mennen L. Yonosiunit noptpet. bna. 1630.
MonoTtHo, onin, 204,6x123,1. bepniHcbKka KapTMHHA ranepes).
Came penpoaykKuia KapTuHu MenneHa ctana BM3HAYaNbHOO
B aTpmbyuii 4osnosiyoro noptpeta pobotn OneKkcaHgpa
Mypaluka.

Wo »* po A.BbabeHka, TO BiH H6yB yyHem npuBaTHOI
cTyaii Mypawka i HaBiTb CTApoCTOl, AK CBiAYMTb OAHA 3
yyeHuub mutua H. Anekceesa-fopbyHoBa (y cnoragax BOHa
HasnBae babeHKa BabieHKkom) (Anekceesa-fopbyHoBa 1994,
c. 97). Ha anb, 1Oro noBHe im’A BCTAHOBWUTM MOKU He
Bganoca. Cypgaunm 3 AMCTa, HAAICAAHOrO  MOAOAUM
XYO0XHMKOM CBOEMY BUYMTENEBi 3 GPOHTY, iX NOB’A3yBaNn He
TiNbKM npodecinHi iHTepecn, ane N NPUATENBLCbKI CTOCYHKMU
(AP HXMY, . 12, oa. 36. 36). Bisomo, wo B 1917 podi
noptper babeHKa AeMOHCTpPyBaBCA Ha BWCTaBLi NepLUMX
npodecopis  YKpaiHcbKoi AKagemii mucteursa (YAM) 3

In. 5. LLl. MenneH. Yonosivyuli nopmpem. ba. 1630. [TossomHo, osis,
204,6 x 123,1. bepniHCbKa KAPMUHHQA 2anepes.
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Haroaw ii BigKpuTTA. 36epernocs $GoTo eKcnosuLii, 3aBAAKM YOMY MOMKHA CKAACTU YSIBJEHHA Npo
po3mip TBOpY. 3roaom BiH irypysaB Ha nocmepTHii Buctasui O. Mypawka (nig Ne 23) (Katanor
1922, c. 5), a nicna ii 3aKkpuTTA Ha No4YaTky 1923 poky cnig nacteni rybutbea.

o atpubyuii we oaHOro TBOPY HAC MIAWTOBXHYAM cnoragu ApyxuHum O. Mypauwka:
«Al[nekcaHOp] AlnekcaHOposu4] 00807bHO 00s120 He HA4YuHAsA pabomy. Ho nomom, 8 cpeduHe
utoHa [1914 pory — /. A.], Hayan cpa3y dse sewu: ,lpayky” u ,Beyep”, — nuwe Mapraputa
ABrycTiBHa. — [ToMHI0 amu 4YyOHble, ACHble muxue se4Yyepd, K020a Mbl 836UpPaAaUCL C HUM HA 20pY,
20e A no3upoesana 0114 ,,Beyepa”... («3Tn pecatb net» 2016, c. 19).

I3 ABOX 3rafaHWX KapTWUH AochigHuKam Bigoma nuvuwe «[pans» (3 Konekuii HXMY), wo
HaNeXuTb A0 Kpalwmx 3pa3KiB TBOPYOCTI MUTUA i BXOAUTb A0 30/410TOro ¢oHAY BiTYM3HAHOrO Ta
€Bponencbkoro mucreutsa. MNobaumBlum ii (yke He Bnepwe) Ha OAHIA 3 BWUCTABOK, Bigomui

' POCINCbKMI }KUBOMNMCELD | NPUATEND
Mypawka  Mwuxaino  Hectepos
HanuMcaB aBTOPOBi MOMOTHA: «bbia
Ha sbicmaske ,,Coro3a”. Om Bawux
geuweli mo xce aneyamseHue, Ymo u
8 Kuese: ,Beyep” uenvHee 80 a8cex
omHoweHusx ,lpa4yku”. <..> Om
mex He MHO2UX, C Kem Mnpuuisoce
208opume o Bac, caviwan noxeanol
Bam» (AP HXMY, . 12, oa. 36. 22,
apk. 138.).

I cnoragm MaprapuTtu
Mypalwko, i npodecinHe CyaKeHHA
Hecteposa (AKRnR iHOAj He

COPOMMBCA 1 NOKPUTUKYBATKU CBOrO
monoauworo Konery (YneHosa 1982,

In. 6. ®omoepadpia kapmuHu O. Mypawka «Beyip» (iHwa Haszea — C. 16—18)) HeabuAK Hac 3aLiKaBUaun.

«Ha 2opi»). 1914. Micye3Haxo0xceHHA meopy Hegioome. C8imauHa Ta npo6aema nonsrana y Tomy, Wo
7

3 Konekyii IpuHu Xanseku (Kuis).

3 HeaTpunbyToBaHUX nonoTeH
O. Mypawka, KoTpi 36epernnca B opwuriHanax i penpoaykuisx, ¥oaHe He BignoBigano Hassi
«Beuip».

Hamaratoumcb BCTAaHOBUTU, AK BUMIA4AA KapTMHA, MM 3BEPHYAUCA A0 ii BUCTAaBKOBOI iCcTOpI.
Bigomo, Wwo gBa TBOPM, HanucaHi BAiTKy 1914-ro, MypawKo aemoHcTpyBaB Ha Xll Buctasui Cotosy
POCINCbKMX XyaoXKHMKIB (CPX) — cnoyaTky B Mocksi (26 rpyaHa 1914 — 2 ntoToro 1915), a 3rogom
y Metporpaai (14 notoro — 29 6epesHa 1915) (Katanor 1914, c. 12; Kartanor 1915, c. 13), ge ix
6auns M. HectepoB. OaHaK Hi YMCNEHHi 3HIMKM eKcno3uuiiHux 3anie CPX i3 ¢oHAay cekpeTaps
06’eaHaHHA B’ayecnasa buukosa (POAJIM, ¢. 2066, on. 1, oa. 36. 240, 241), Hi peLeHsii KPUTUKIB,
Hi 306paKeHHsA B iNOCTPOBAHUX A0AATKAX TOrOYAaCHUX raseT He AONOMOIAM HaM B igeHTUdIKauii
«Bevyopa». [dapemHumu 6ynn n cnpobu BigwyKaTM Moro B MaTepiasiax BOCbMOI BMCTaBKM
KMIBCbKMX XYOOXHMUKiB-«OaxTiHLiB», A€ MO0NOTHO eKcnoHyBanocs 1916 poky nig HasBowo
«K Beuepy» (Katanor 1916, c. 8).

Y cnuckax TtBopiB O. Mypawka 3a 1914 pik, Kpim Bigommx Ham «[pani», «CenaHCbKOI
poAuHMY, NOpTpeTa XyAOXKHWULUi KaTtepmHM EBreHiBHM IBaHMUbKOI Ta AEKiNbKOX rpadiyHux
nopTpeTiB, 3Ha4YaTbCA ABi PpoboTM 3 Ha3Bo «Ha ropi» — KapTMHa Ta eTiog, (JADP HXMY, ¢. 12, oa.
36. 105, apkK. 7). [laTa cTBOpPEHHA, a TaKoX cioBa Mapraputu ABrycTiBHM Npo 4ya0Bi 8e4opu, Konu
BOHA pa3oM 3 YOJIOBIKOM MiAHiManacsa Ha 2opy, Wob no3yBaTu A8 MOro HOBOT KOMMO3WULLT, Aat0Tb
niAcTaByM TBEPAMTH, WO MAETbCA NPO OAMH i TOM camuit TBip. [epekoHye B LbOMY i TeKcT
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0. Muxannisa, ae ¢aKTMYHO NOBTOPIOETLCA po3noBiab Mapraputn Mypaluko, ane 3amicTb
KapTUHU «Beuip» HasBaHO KapTuHy «Ha ropi»: «HacmynHozo 1914 poKy secHoro, gidnycmusuwiu
cmyoiliyie Ha nimHi eakauyii, Mypawko ide Ha lMoamaswury, nid JlybHi, Ha xymip Jlyuyku, 0o
xy0oxHuyi €. lsaHUYbKOI. AKOCb 00820 He Npays8anocs mym. <...> Ase panmom y Hb020 8U3Pino
0si memu, i 8iH no4yae ix 8 00UH OeHb pPa3oM. PaHiwHi 200uHuU 8iH 8iddasas ,[lMpayyi” —
KOMMO3UYii H08MO-OPAHM¥EBUX KO/bOPI6 3 CAinyYe ACKPABUMU CMy2aMU 4YepBHEBO020 COHUA HA
800i 8 banii, Ha 6inu3Hi i Ha camili npa4yi, a eseyepi manrosas OpyruHy — ,,Ha 2opi“» (Muxaiinis
1929, c. 151). NpuHarigHo 3a3HauMo, WO poanHa Kptorepis, 3 fAKoi noxoguna MaprapuTa
MypawKo, 6yna 3Haioma 3 KaTepuHoto IBaHMLbKOW i paHiwe. Mpo ue, 30Kpema, cBig4aTb ABi
NOLUTOBI KAPTKM, HagicnaHi ABryctom Kptorepom goHbKam KatepuHi Ta EnunsaseTi (pigHMm cectpam
Mapraputn), KoTpi Bignoumsanun y IBaHuUbKMX yniTKy 1907-ro (Apx. Kon. my3. «lyxoBHi ckapbu
YKpaiHm»).

Y cnuckax Mapraputn MypallKo TaKOX BKasaHO, WO «Ha ropi» € BAACHICTIO KUAHWHA
[exTtApboBa, NPO AKOro, Ha aflb, MM 3HAEMO BKpah Mmano. Bigomo, wo MwuKkona [extApbos
(JertapboB), 6yB KONEKLIOHEPOM, MaB AaBHi NMPUATENbCbKI CTOCYHKM 3 Kosneroo Mypalka no
YAM, xyaoxKHMKom Abpamom MaHeBMYEM, LLO NiIATBEPAMKYIOTb IMCTU A0 OCTaHHboro (AP HXMY,
¢. 28, oa. 36. 74-78). Ha nouyaTky 1917 poky MypawKo Hanucae noptpeT [exTapboBa, AKUMI
3rof4oM MoTpanuB [0 Kojekuii KuiBcbKoro nikapsa-¢tmsiatpa AHTOHa |BaHoBMYa CobkeBuua,
y 1947-my 6yB nepesaHuit Ao KWIBCbKOro AepXaBHOrO My3el YKPaiHCbKOro MUCTeLTBa, a
3BiaTM — A0 CeBacTONONLCLKOrO XyAOXHbOro Myseto imeHi M. M. Kpownubkoro, Ae HUHI 1
36epiraetbca. 1o peyi, NoBHe im’s BAacHWKA KapTuHU — MuKkoam CtenaHoBMYa [lextApboBa — MU
Ai3Hanucs 3 Kaptotekn CobKkeBMYa, Kyan BiH BHOCUB AaHi Npo TBOPM CBOEI KoneKLuii. Kpim Toro, Ha
KapTui 6yno 3a3HayeHo, wo «[lopTtpetr [exTtapboBa» npuabaHo 1935 poky 3a 150 Kpb
y Mapraputn Mypaluko.

Ockinbkn «Beuip» HiKonn He BxoguB a0 3ibpaHHA A. CobKeBuya, 3maBanoca 6, uen
HanpPAMOK NOLYKY BUYepnaHo. YTim, HEBA,0B3i aBTOPOBI LMX PAAKIB NOWACTMAO NO3HANOMUTUCA 3
IpuHoto TeopriiBHOO XanABKOK, OHYKOK KoJsekuioHepa. Cepes A[ecATKIB MOKasaHUX Heto
AOBOEHHUX 3HIMKIB — KBapTUpu COOBKEBUYIB i KiIbKOX OKpemmux TBOpiB — OyB OAMH, WO BpeLTi-
pewT A03BOMMB iAEHTUPIKYBATM «3HMKAE» MOMOTHO. laeTbcs npo 4YopHo-6iny doTtorpadito i3
306paXKeHHAM XKiHKM Ha TAi ner3axy. B il nocTaTi nisHaeTbca Mapraputa MypallKo, 40 TOro K Ha
KapTUHI € Mec, AKOro, cxoxe, Mn Bxe 6aunmnm Ha nonotHi 1909 poky «Ha Tepaci». Ha 3BoporTi
nanepoBOro apKyLwa, 40 AKOro 6yno NnpuKpinaeHo 3HIMOK, MicTuBcA Hanuc: «Mypawko O. O. doTto
Big HiHn MeniToHiBHM BonoTOBOI».

Y Tomy, wo ue cnpasai pobota OnekcaHapa MypalKa, MM NEePEKOHANNUCA TPOXU 3roAoM,
Konn nobaumnu ii cepen, iHWKUX KAapPTUH MUTUA Ha 3HIMKY 1917 poKy, 3pobneHOMy Ha BMUCTaBL
nepwux npodecopis YAM. Ane 3’AcyBatv, nig AKOK HA3BOK BOHA EKCMOHyBanaca, 4vepes
BiACYTHICTb KaTanory He 3mornu.

Wo % ao HiHm BonoToBOi, TO BOHA, AIK 3rafly€ KMIBCbKUIM XYAOXHUK-LIICTAECATHUK BineH
bapcbkuii, npauytoBana pasom 3 4yonosikom, Mwuxannom [puroposuyem bonotosum, y
doTonabopatopii IHCTUTYTY peHTreHonorii; 0buasa 3axonaoBaNAnCa apXiTekTypoto ctaporo Kuesa
(Bunen 1986). Binomo, wwo 1962 poKy, Bxe nicna cmepTi Muxaiina Mpuroposuya, noro potoeTioam
— CBOEPIAHI NopTpeTn cnopya — 3 ycnixom AeMOHCTpyBannca y KniBcbKomy mysei pociicbKoro
mucteutsa Ta byanHKy apxitektopa B Mocksi. lpo nepwy BUCTaBKYy 3BOPYLI/IMBO Hanucas
6113bKMt apyr bonotosux, NnMcbMeHHUK BikTop Hekpacos (Hekpacos 1962).

€ B 6iorpagii HiHn BonoToBoI We oanH BaXkAMBUA AN Hac $akT. Piy y Tim, wo B 1920-x poKax
BOHa HaByanacb y lMepLin XyAoxKHbo-iHAYCTPianbHi npodwKoni B KOxnma Muxannisa, AKMN BXKe
TOo4j peTenbHO BMBYAB TBOPYicTb O. MypallKa, roTyBas CTaTTIO NPO HbOro, CANPAOYNCh HA cnoraan
YAOBM MWUTUA Ta HadaHi Heto maTepianm (Mwuxainis 1929). OTke, MOXKHa NPUNYCTUTH, LLIO
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doTorpadina «Beyopa» noxoamna 3 apxisy Mapraputn Mypauwko, a go HiHu bBonotoBsoi notpanuna
BiZ il BuMTEeNA. TaKOXK Li/IKOM iMOBIpHO, WO aBTOPOM 3HiMKa 6yna cama HiHa MeniToHiBHa abo ii
yonogik. Te, WO BOHM 3arimannca GoTodikcaLield XyAOXKHiIX TBOPiB, NOTBEPAXKYOTb cnoBa HOpis
MN'aguka — 3a1a AHTOHa CobKeBuua, baTbKa IpuHM XanaBKM Ta AocnigHMKa TBOpYocTi KOxmma
Mwuxainisa. Y KHM3i Npo MUTUA BiH Nuwe, WO CKAAHI GOTONAACTUHM 3 OpUriHaniB Moro pobirt
oTpumas came Bia HiHn Bonotosoi (M'aguk 2004, c. 147, 152-153, 157, 161-163, 165).

AKWO KapTuHa «Beuyip», nopTpetn ¢pay lepiHr Ta A. babeHKa we MoXyTb 3’ABUTMUCA B MO
30pYy AOCNIAHWUKIB, TO TBOPU, NPO AKI UTUMETbLCA AaJli, CbOroAHi BBa*KaloTbCs BTpavYeHUmU. Ictopin
iXHbOI aTpmbyLii novanacs 2016 poKy, KoM 40 aBTOpa UMX PAAKIB 3BEPHYBCA 3aBidyBay Biaainy
rpadikn HXMY OaHunno HikiTiH i3 npoxaHHAM AONOMOITM Y NOLWYyKax penpoaykuii oaHiei 3 pobir,
WO 3HMKAA Nig yac [lpyroi cBiTOBOI BilHW. i AeTanbHUIA ONUC MICTUBCA B IHBEHTAPHMX KHMrax
HaAXO4XEeHb A0 XYAO0XHbOro BigAiny BceyKpaiHCbKOro ictopmyHoro myseto imeHi T. T. LLeByeHKa
(HMHIWHbOro HXMY), ki cBoro Yacy BiB ®. EPHCT, i BUBYEHHAM SIKMX y¥Ke 6araTo pokKiB 3aMMaEeTbCA
[O. HikiTiH: «[lo2pyd0da xciHKu 8 6inili 6ay3i. [MoacHuli nopmpem, cudums, Kopryc %, 2051080
npogins; pokie 30, bype sosocca 3a4ucaHe HA3a0, wia 00Kpuma, 6:1y3Ka 3 00KAAOHUM KOMIpYem,
niea pyKa 3 Kineukom. [1i0 nigoto pykorwo — 3eneHa mamepia. [1osne 3awmpuxo8aHo nepesarcHo
3es1eHuUM, 4epB8oHUM, YepHobypum Konvopamu. Hanpaso yHu3y nionuc: ,A. M. 1907, Macmens.
76x66» (A® HXMY, on. 1 a, oa. 36. 5, cnp. 1-82, apkK. 31). Ha *anb, HanucaHe He acoL,itoBanoch y
Hac i3 }Xo4HOM 3Haomoto KapTuHoto O. Mypalwka. | Bce-Takn byna ogHa cepio3Ha 3adinKka: yac
CTBOPEHHA, ag)Ke, AK MM 3a3Hayanu, MUTEUb YKpaW piaKko AaTyBas cBoi poboTtu. Y KaTanosi
BMCTaBKK, BnawToBaHoOi 1929 poky Ha 4yecTb 30-piyva BceykpaiHCbKOro myseto, cepeg 13 tBOpiB
MypalKa 3HauMBcs rpadiyHMit nopTpeT i3 Tieto camoto aatoro — 1907 (YKpaiHCbKe mManapcTeo
1929, c. 87). MopiBHABWK pPO3MipW, BKAa3aHi B iHBEHTapHiM KHM3i Ta KaTanosi (mo peui,
nicNApPeBONIOUiINHI BUAAHHSA BXKEe MICTUAM iHOPMaLil0 NPO TeXHiIKy Ta Po3mip, WO 3HAYHO
nonerwye poboTy HAyKOBLiB), MM MEpPeKOHaNUCsH, WO Uue — oAHa 1 Ta cama poboTta. Takox y
BMAAHHI 1929 poKy cKasaHo, WO Ha nopTpeTi 306paxeHo AoHbKY H. I Awsinb (EpHCT nomuakoso
OLiHMB BiK NopTpeToBaHoi B 30 poKiB, Xo4a Hacnpasa,i i 6yno BABIYI MeHLe).

KHarmHa Hatania puropisHa Awsinb (y aisoutsi ®inincoH) 6yna BAaCHMLEK MAETKY Ha
xyTopi KHArMHiHE B 4OTUPbLOX
BepcTax Big cena CyHKu (y Toi
yac YepKacbKoro nosity
KuiscbKoi rybepHii, HUHiI
CminsHcbKoro panoHy
YepKacbKoi obnacti). Pasom i3
cectpoto Codieto puropisHo
dinincoH BOHa nepeTBOpPMAA
XyTip Ha CNPaBXKHIMN
MUCTELbKUM ocepenok,
OpraHi3yBaBwWwK Tam apTiab
HapoAHUX npomucnis. Ona
BigNOYMHKY Ta poboTn po
KHArnMHiHoro NpUiXKaKanu
A. Ctanicnascbkuii, O. Llyces,
M. Mpaxos, M. HectepoB, AKui

In. 7. Ha sucmasui «YkpaiHcbke manapcmeo XVII-XX cm.». 1929. came Tam Hanucas 1905 poky
Micye3HaxodxeHHs opuziHany pomozpaii Hegidome, 306paHEHHSA nopTpeT Haranii Awsinb;
HadaHo HXMY. HasigyBaBcA 40 cecTtep |

0. MypallKo 3 poAnHoLo.
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06nunyus TeTaHM MwuKonaiBHM Awsinb (y 3amixKkKi PogssHKoO) 3Hallome Ham 33 4Yy4OBUM
nopTpetom Hecteposa 3 Konekuii HauioHanbHoro myseto «Kuiscbka KapTUHHA ranepea». [Jo Toro
K, 3a cBigyeHHAM M. [paxoBa, came BOHa no3sysana MypalwKosi 4na nocrati Mono[oi 4iBYNMHU B
KapTuHi «Hegina» (1909) (AobpisH, MoHamapuyk 2019, c. 101-103). YTim, iHpopmauia npo
30BHILUHIN BUrNAL NOPTPETOBAHOI He cTana 6 y npuroai Ana BUABAEHHA penpoayKuii (AKoi morno 1
He 6yTu), Konn 6 He WacAnBUN BUNAAOK.
5 e : s HanpukiHui TtpasHa 2019 poky

Mjpam“ e (1873_1919) . CcTapwuit  HayKoBMI  CMiBPOBITHUK

717 Erion maoqm noc'rari IIau, 0.IB, 23)(33 l'[umnc HXMY MapMHa ﬂ-p060T}0K NnoKasana

‘A, M pamko», - ' Ham  CBIT/IWH 4yu TO NOCTIMHOI
718, Ioprper sipyunrm. HOJ 0.1, 40){ 33 Hl.mmc «A My- y B
* pamkoy. __ eKcnosuuii  BceyKkpaiHCbKOro my3ero

v 719, Moprper AisBuuHKRM B 9EPBOHOMY Kamexioci, l'lo..z, o.uul.'

; 79)(64 Iigome: «<A. Mypamzo».: im. T. I". LLleBYEHKA, Y TO BUCTABKOBOI

720 HOPTPGT XYAOHHHKAR M. 1l M pamRo, I[O.’I Oﬂlﬂ 71 X52 3a1u1 e ”- BaJZ1I0 YMMan0 TBO |B
~721. Moprper T. II. IMlzeiipepa. l'lo.{ o, 122}(85 Tigome: » Ae Girypy . _p
«A. Mypamxo». . 0. Mypawka. My3enHnKn posyminu,

722, Tloprper G. T. ‘i’mmcon Rapr., macreas. 96 76 l'[u,*

oA My pat oy Wo 3HIMOK 3pobneHo Ao 1941 poky,

723, Horpyaan sximkm y Gixomy (aouxm H. I ﬂmwb) Oaw, aje TOYHy AaTy BCTAaHOBWUTU HE MOMIN.
nacres, - 76 X 66. l'lmmc «A. M, 1907». !
. 724, Yrpaimceka gipumsa 3 cobakoso. Ilox, oxis. 120){88. © KapTuHuK, wWwo noTpanuan A0 Kaapy,
724, Emox simouoi roaosm. [Hoa. oux 36 < 31. Iigmme: . .
«A. Mypamro 1912». o & 6y1'|l/1 BIAOMI HAayKOBUAM, 32 BUHATKOM
7;16 Ceanmcora pozuma y xari. Iox., oxiz. 139 X 135. lianme: ~ aBOX. [MOpiBHABWM TBOPM Ha $OTO 3
A, ». s .
727, Moprper apymunm xysommud, Iox, oxix, 110><132 YKa3zaHMMM B KaTanosi 1929 poky, mu

728. Apromoprper. Ioa., oxis. 48 X 445.

799 HPO.CE&BH_I‘,I kpiris. Ioa,, oaia, 133><‘109 NepeKoHaNUCA, Lo 3HIMOK 3pobneHo

came Ha UiA BwucTasui, a poboTa
nisopyd Big, «Craporo Buutena» i €

In. 8. Teopu O. MypawkKa 8 Kamano3i sucmasKu «YKpaiHcoKe )
noptpetom T. Awsinb. Onuc ®. EpHcTa

mansapcmeo XVII-XX cmopiu». MposidHUK no sucmasyi. Bucmaska
npuceayeHa mpuouamupidyHomy rosinero BeeykpaiHcbko2o my3ero TakoX 3birascAa 3 nobaveHum Hamw.
im. T. . LLlesyeHKa (1899-1929) / I1id ped. ii 3 ecmyn. Hapucom Konu came TBip ONMHMBCA B KoAeKU,ii

®. EpHcma. K., 1929. C. 87. My3el0, JOCTEMEHHO HeBiAOMO, OfHaK

MU  MNPUMNYCKAEMO, WO Le CcTanoca

nicna 1919 poky, Konun BcA pogmHa Awsinb-PinincoH Buixana 3 Pocii (Kbiznacosa 2014, c. 141).
Mpubnan3sHo ToAi K A0 My3eto HagiMwoB rpadivyHmi noptpeT C. DinincoH.

Ha doTtorpadii 6yna we ogHa HeBigoma Ham poboTa, fAKa B KaTanosi 3Haumnaca nig Ne 718 —
«,MopTpet piBunHKKN”. Mon., onia. 40x33. Nignuc: ,A. Mypawko”». CKOPUCTaBLIUCL YKe
3rafaHMMKM iHBEHTAPHMMWU KHUFaMM, MU 3HaMLWAM NOPTPET, WO MaB TaKi XX po3mipu, a came
«MopTtpeT goukn M. |. Mypawka»: «[loepydds malixe en-face, neekuli nogopom ynieo. TemHi oui,
dusumecs neped coboto, po3nyuieHe 80/0cCA 3 Npoldinom nocepeduHi Nadae Ha naeyi. 3eneHe
86paHHsA, 4ep8oHO-pyde mao. BHu3y npasopyy nionuc: ,A. Mypawko” (yacmuHa nimep
obcunanaca pasom 3 ¢apboro). lNonomHo, on. apbu. 40x33» (A HXMY, on. 1, oa. 36. 49,
cnp. 1/80, apk. 27-27 38.).

Mu npunyckaemo, WO Ha KapTuHi 3o0bpaxkeHo Jligito MypawKko (y 3amixki Manaposy),
monoawy AoHbKy M. |. MypawKa. [lo peui, y CBOEMY WoaeHHUKY MunKona IBaHOBMY 3ragyBaB npo
HanucaHHA nopTpeTa Migii y Bydi 1906 poKy, ane, MOXKAUBO, ilNOCA NPOo iHwWy poboTy (AAD HXMY,
$. 17, oa. 36. 3, apk. 126-127)%.

Jo my3elo TBip noTpanuB y KBiTHI 1928 poKy, npo wo EpHcT 3pobus BianoBigHMI 3anmc, Xou i
6e3 yTouyHeHHA iMmeHi nopTpeToBaHoi (Hectyna 2008, c. 168; Ad HXMY, on. 1, oa. 36. 49, cnp.
1/80, apK. 27-2738.). Bigomo Takox, 1o y 1908-my No/I0THO eKCNOHYBa/I0CA Ha BUCTaBLLi 3 Haroau

2I'IpvlnyLu,eHHﬂ, wo M. I. Mypalwko 3ragyBaB Npo iHWKIA NOPTPET CBOEI AOHbKMU, BUHMKIO TOMy, Wwo B 1906 poui Nigia

B)e He byna gutuHoto. 3a iHpopmauieto gocnigHuui »Kutra i TBopYocTi Mukonn Mypawka Jleci TonctoBoi, BOHa

Hapoaunacs npnbansHo mixk 1874 i 1877 pokamu.
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40-pivys Xy4o0XKHbO-NegaroriyHoi gisnbHocTi M. |. Mypauwka (Katanor 1908, c. 5)3, a 3 yacis [pyroi
CBITOBOI MPO HbOIrO HEMAE }KOAHOI 3ragKu.

MopiBHIOYM AaHHI 3 My3eMHOI KHUTM 00NiKy eKcrnoHaTiB i KaTtanory 1929 poKky, Mu 3BepHYU
yBary Ha Te, wo B iHBeHTapi Penip EpHCT yKasye, XTO 306paxKeHW Ha MONOTHI — «AOHbKa
M. . Mypalwka», a B ApyYKOBaHOMY BWAAHHI — Hi, a 3 nopTpeTtom TeTaHM AwBinb yce Bigdynocs
TOYHO HaBNaKW. 3BICHO, y APYroMy BMMNaAKy BiH Mir YHOrocb He 3HAaTWU Ha MOMEHT nepesadi TBopy
00 My3€el0, ane AK NOACHUTU NepLly CUTyauito?

OTxKe, aTpmbyLia KOXKHOI KapTMHW O0BOAMUTL, WO HaBiTb 3a OOMEXKEHOI KiNbKOCTI axepen
MOXHa CKNaCcTU YABAEHHA NpPO BUINAL YTPAYeHUX TBOpPIB, MONpM Te, WO He BCi BOHM
BIATBOPIOBANMCA Ha CTOPiHKaXx APYKOBaHMX BMAAHb 4M Ha ¢oTtorpadiax. BogHouac, aHani3
Pi3HOMIAHOBUX AXKepen A03BONAE aTpMOyTyBaTM MasoBiLAOMI MOPTPETM, afKe imeHa baraTbox
306paKeHnx 3abyTo, i 3 KOXKHUM POKOM BCTAHOBMUTM iX CTAE BCe CKNAAHIWe.
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Hoee npo manoegidomi ma empayeHi meopu OnekcaHopa MypawkKa: ampubyyia nopmpemis
OpyXHUHU HimeubKo20 KoHcyna Epixa lepiHaa, xydoxcHuka A. babeHka, TemaHu Aweins, J1idii
MypauwKo, KapmuHu «Beuip»

Y cmammi ioemosca npo ampubyuyito manosidomux meopis OnexkcaHopa Mypawka (1875—
1919). feski 3 Hux, Hanpukaad 30bpaxceHHa TemaHu Awsinb abo /1idii Mypawko esaxaromscs
empayeHuUMU, MNpome i(HWi, AK nopmpemu OPYXUHU HiMeubKoeo KoHcyna Epixa [lepiHeaq,
XyO0oxHUKa A. babeHka (y4yHa MypawkKa), KapmuHa «Beyip», uie moxcymo 3’98umucs 8 nosi 30py
docnidHukie. Aemop cmammi po3nogidde npo 0CHOBHI OOKyMeHMasbHi Oxcepesnd, wo 00380/usu
30ilicHumu ampubyyito, ma demasi, AKi NiOKA3aaU NPAsuUAbHUU HANPAMOK HAYKOB020 MOWYKY.
Pa0 3HaKoBUX KAPMUH KAACUKA YKPaiHCbKo2o cusonucy OnekcaHopa Mypawka mu 3HAEMO auule
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3 YOpHO-6inux i 3piOKa Konboposux perpodyKyili. Mepedycim idemobca npo maki lioeco meopu, AK
«Kapyceno», «Hedina» (1909), «Ha mepaci», «<Had cmapum cmasom», caiou aKux 2ybaamoecsa Ha
MovYamky MuHyn020 cmoaimms. [lpo 0onai yux nosomeH (3a suHAMKoM «Kapyceni») mu exce
nucanu, 0OHAK 044 2AUbWo20 PO3YMIHHA MEop4YoCcmi XyOOHHUKA HeobxiOHo docnioxcyeamu U
MeHW eidomi, Hasimb ympayeHi peyi. OCHOBHUM Oxcepesnom 014 8UB4YEHHSA CrnaduwuHuU malicmpa €
crnucku tioeo pobim, cknadeHi npubnuzHo 1919 poky Mapzapumoro Mypawko. [Monpu me, wo
BOHU Micmamb 6e371i4 HemovyHocmell i NoOMUsOK, 3HAYEeHHS YUX CMUCKI8 BAXCKO rnepeouiHumu.
Ceped iHWUX mam 8KA3AHO MBOPU, MICUEe3HAX00H(EHHS AKUX Cb0200HI Hegidome, asne cKaacmu
yAB/AEHHA MNpo O0efKi 3 HUX MOMCHA 3a ¢pomozpaghiamu 3 OOKYMeHManbHO-apxieHo20 (HOHOY
HauyioHanbHo20 xy0oxHb020 My3ero YKpaiHu ma npusamHux apxisis. [ocniOHUKam nonepeoHix
MOKOsiHb y0aa0ca ecmaHosumu iMeHa 6azameox MopmpemosaHuUx, 00HAK us poboma
nompebysana npooosueHHA. Ampubyuia KOXHOI KapmuHuU 00800UMb, W,0 HABIMb 30 0bMeX eHOI
KinbKoCcmi Oxcepesn MoXHa 3’acysamu, K 8u2a800aU 8mpaveHi meopu, Nonpu me, Wo He 8Ci B0OHU
8i0meoprosanuca Ha CMOPIHKax OpyKoseaHUX 8UOAHb YU HA omoepaghiax. BodHovac, aHani3
pi3HonaaHosux Oxcepesn 0038078€ ampubymysamu manogioomi nopmpemu, aodice imMmeHa
6a2ambox 306paxceHUx 3a6ymo, i 3 KOXHUM POKOM 8CMAHOBUMU iX CMAE 8ce CKAAaOHIiwe.

Knwuosi cnosa: Mucmeuymeo, xcusonuc, OnekcaHdp Mypawko, manosioomi meopu,
ampubyuia, nopmpem OpPy#UHU HIMeUbKo20 KOHcyna Epixa [lepiHea, nopmpem XyOOHCHUKQ
A. babeHKo, KapmuHa «Be4ip», nopmpemu TemsaHu Awsine ma J1idii Mypauwiko.
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®ABPUKU NAM’ATI: KUIBCbKA MPO®ECIMHA ®OTOIPA®IA, 1850-1918
lFenHadili Kazakesuy
Memory Factories: Professional Photography in Kyiv, 1850-1918
Gennadii Kazakevych

The article deals with the early history of photographic industry in Kyiv as a complex cultural
phenomenon. Special attention is focused on the portrait photography as a ‘technology of
memory’. It involves methods of social history of art, prosopography and visual anthropology. The
study is based on the wide scope of archival documents, including the correspondence of publishing
facilities inspector, who supervised the photographic activity in Kyiv from 1888 to 1909. By the
early 20" century, making, collecting, displaying and exchanging the photographic portraits
became an important memorial practice for townspeople throughout the world. In the pre-WWiI
Kyiv dozens of ateliers produced photographic portraits in large quantities. While the urbanization
and economic growth boosted migration activity and washed out traditional family and
neighborhood networks, the photography provided an instrument for maintaining emotional
connections between people. The author emphasizes the role of a professional photographer who
acted as a maker of ‘memory artifacts’ for individuals and families and, therefore, established
aesthetic standards for their private visual archives. It is stated that the professional photography
played a noticeable role in modernization and westernization of Kyiv. With its relatively low barrier
to entry, it provided a professionalization opportunity for women, representatives of the lower
social classes or discriminated ethnic groups (such as Poles after the January Insurrection, and
Jews). While working in a competitive environment, photographers had to adopt new technologies,
improve business processes and increase their own educational level. At the same time, their
artistic freedom was rather limited. The style of photographic portrait was inherited from the
Eighteen and Nineteen-century academic art, so it is usually hard to distinguish photographic
portraits made in Kyiv or in any other European city of that period. Body language of models, their
clothing and personal adornments as well as studio decorations and accessories aimed to construct
the image of successful individuals, faithful friends, closely tied family members with their own
strictly defined social roles etc. The old-fashioned style of the early twentieth century portraiture
shaped the visual aesthetics of photographic portrait that was noticeable enough even several
decades later.

Key words: history of photography, Kyiv, photographic portrait, modernization, nineteenth
century, atelier, professional photographers, memorial practices, visual archives.

Bctyn

Lobpe dino ue nosipeHHu4Yecmso, €li-6o2y! Lpy2oeo0 makozo
npubunbHo2o He 3Halidew. A NOKU-mo A Ha uell waax subpascs, mo
yum He 6ys? bys i nucapem 8 nimeliHili KoHmopi, bys o0b6ep-
06'id4yukom, 6y NPUKAWUKOM MO eKOHOMIsX, Oepicas bupicy 8
20p00i, caymwus y Maknepa, — CKkpizo eaxcko! ... 3pobusca A cam
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Xa38iHOM: Kyrnue mauwuHy, o0Kpus chomoepadiro... Xnib He saxmKuli, i
Ha nepsux nopax KoniliMuHa 2apHaA cmana repenacams; KOAU X i
mym 6ida: yci nampemu suxodunau 6e3 oyeli! [IpuHAB A Yy KOMMAHIO
nabapaHma lAauuUHCLKO20, i K MU He buauca — He 8ux00amb oYi.
Yce sk cnid, a ouyel Hema... lMaauwuHcbKuli i o4i dobpe 00 pyKu
Hasyusca pobums, a dino He niwno. CKacysas A ceoo homozpadito i
8348CA 30 NoBipeHHUYEeCmMa0o — niuwsao AK Mo MAcsy.

IsaH KapneHko-Kapul. « MapmuH bopyna». 1886

BuHeceHnt B enirpad MOHOOT y TBOPi YKPaiHCbKOro Komegiorpada BUronoLlye NepcoHa,
AKUI LWYKAE NPUBYTKOBOro 3apobiTKy, afie He Xo4ye A0KAaAaTH A0 LbOro HaaMipHUX 3ycuib. Takui
Aelo KapuKkaTypHMit obpas poTorpada-pemicHMKa (YacTo — Ha NPOTUBArY «KXYAOKHUKY-MAUCTPY»)
— [O0BOJ MOWMPEHe ABMLWE B MACOBIA KyabTypi Apyroi nonosuHu XIX cT1. AK i yomy BiH
cbopmyBaBca?

Ha Toit yac ¢oTorpadia Bke Habyna MacoBOro NOLWMPEHHS M NoYana BUKOHYBATK BiNbLUICTb
bYHKUIN, npUTamaHHKX i1 i cborogHi. HoBe megia WWMPOKO BMKOPUCTOBYBANOCA Y MPUPOAHUYMX
HayKax Ta MeAMLUMHi, cayryBano 3acobom o¢ikcaujii HeopanHapHUX abo HaBMNaKM NOBTOPHOBAHUX
nogin Ta asuw, (Hanpuknaa, GoToONUCTIBKM «TUNIiB i BUAiIB»). CBITA0ONMC NOCTYNOBO YTBEPAKYBACA
AK CaMOCTIMHUI BMA, 0OPa3OTBOPYOro MMUCTELTBA, 3 BAACHUMWU KKNACUMKAMWUY, KPUTMKAMMU Ta
BMCTaBKaMM, a TAaKOX AK YTUNITAPHUIN iIHCTPYMEHT XyA0XHMKa, WO 3aMiHiOBaB COOOI0 eTIOAHUK Ta
oniseupb. MNpoTe HalBaxAusiwy ponb poTorpadia BigirpaBana B NOBCAKAEHHOMY KUTTi NepeciyHoi
NOANHMK, AKi poTorpadivyHMi BiAOUTOK AoNomMmaraB KOHCTPYHOBATM Nam’aTb Ta GopMyBaTU Mepexi
coujanbHUX 3B’A3KiB. 3a BU3HauyeHHam [l'epa bypa’e, ¢oTorpadia BUKOHYE coLianbHO-
peryntoBanbHy GYHKLIO 3 PEECTPYBAaHHA Ta HAKOMMYEHHA CNOraAis; BOHA A€ HAAIK0 3aXMCTUTUCA
BiZ, NIMHY Yacy, 4ONOMAara€e y KOMyHiKaLii 3 iHWUMW ntoabMu1, BUpaXKeHHi noyyTTis (bypabe 2014,

c. 32).
g dotorpadia y apyrii nonosuHi XIX cT. BXKe
BCTUINA CTATM  HeBiA'EMHOK 4YaCcTUHOK nobyty

MICbKOro HaceneHHa. poTe, OCKiINbKM OTPUMAHHA
!}' NpPaBUAbHO €KCNOHOBAHOTO Ta pi3Koro
5 .
: ~ KIEB™®, - ‘\@“ ¢doTorpadiyHoro 306paxkeHHA BCe LWe BMMarano
CRUAE, RABHOBHADOBORER ya. g M 33 .

= e - an? neBHUX cneundiyHMX HaBUYOK Ta obnagHaHHA, AyKe
Jf;;m o e 1904 BAaroMol  3a/aMWanaca  poab  Mmegiatopa -

Lt iy TR 3 = o
//f‘:m i1 é;/?”w/ - npodeciriHoro ¢oTtorpada, mancTpa 3 BUrOTOBAEHHA

aptedaktieB nam’ati. JocnigKeHHA npodecinHoi
doTorpadii € BaXKAMBUM ANA PO3YMIHHA KyNbTypPHUX
NPaKTUK XWUTeNiB MICbKOro cepeaoBuwa YKpaiHu
MOJEepPHOI  f06u, amke  cneuudiyHi  ymoBu
BUPOOHULTBA, KOHBEHLiT Ta iHCTUTYLi, noB’A3aHi 3
ranyssto, CyTTEBO BNAMBaAM Ha  GOpPMyBaHHA
Bi3yanbHOi MoBU PoTorpadiyHoro nopTpeTy AK Taky
(aws.: Terr 2019, c. 43)

HasBHi Ha  CbOrogHiWHIin  aeHb  cTyAii
VKPaiHCbKOI Ta, 30Kpema, KUiBcbKoi ¢poTorpadii XIX —
noyatky XX ct. (ams., Hanp.: Cim3aeH-CuyeBCbKUI
MoseliKo Ha 6ranKy G020 amesbe. 1905 p. 1928; Pubakos 199]' c. 311-324; TpauyH 2014)

JIAMK, . 287, on. 1, cnip. 57, apk. 203 CTaHOBNATb BAaroMui BHECOK Y BWBYEHHA TEMMU.

//,:,f i
<

In. 1. /lucm ¢pomoepacha Bonodumupa
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OaHaKk aBTOpM UMX Mpaub 34eb6inbloro He BUXOAMAW 33 MeXi icTopuKko-biorpadiyHoro Ta
Kpa€E3HaBYOro onucy.

B uin po3Bigui cnpobyemo BignoOBICTM Ha AeAKi NUTAHHA, CYTTEBI AN PO3YMIHHA KUIBCbKOI
doTorpadii AK couianbHOro Ta Ky/AbTypHOro fBMwa. A came, AKY POab BigirpaBann YUCAEHHI
¢doToatenbe pyberky XIX-XX cT. y npouecax moaepHisauii micta? Aki ¢yHKuUii BUKOHYBaB NopTpeT y
NOBCAKAEHHOMY XUTTi MmewkaHuis Knesa? 3pewTtoto, AKMM Oyno noro 3HauyeHHA y popMyBaHHiI
€CTEeTUYHMX CTAaHAAPTIB Ta CBITOMAAHMX YAB/IEHb AOCNIAXKYBAHOI enoxn? TeopeTnyHy OCHOBY A/A
BigNOBiAeN Ha Ui NWTAHHA CKNAAATUMYTb CTPYKTYPHO-CEMIOTUYHWMI Miaxid, a TAKOX MeToam
Bi3yanibHOi aHTponoorii, npoconorpadii Ta couianbHOI icTopii MucTeyTBa.

Bigkputn dpotorpadito B mogepHomy KueBi

PaHHA icTopia npodecinHoi ¢oTorpadii y Kuesi carae cepeanHun XIX cT., ogHaK cnpasai
Macosum ii nowunpeHHA ctae 3 1870-tux pokis. CtaHOmM Ha 1874 pik y micTi npauytosano 14
doTorpadis-snacHukiB, a y 1899 poui ix 6yno Bxe 27. BpaxoBytoumn Tol paKT, Wo 3a nepennucamm
1874 Ta 1897 pokis HaceneHHA Kuesa cknagano signosigHo 127251 n 247723 oci6 (Kazakevych
2016, p. 225-226), He Ba*KKO NiapaxysBaTu, Wo oamH doTorpadiyHMin 3aKknag npmnagas NnpnbAN3HO
Ha 10 TucAay mewkaHuiB micta. HanepegogHi Mepwoi cBiToBOi BitHM y KueBi npautoBano BrKe
noHag 70 ¢otorpadii. BUCOKMIN piBeEHb KOHKYpeHUii npu3BogMeB A0 Toro, wo d¢oTorpadivHi
3aKNaAM 4acTo BXe uYepe3 KibKa POKiB nicna BIAKPUTTA MNPUNUHANW HALABAHHA MOCAYT,
3MiHIOBaNM NnoKauito abo BnacHuKa. [MoaibHi onepauii noTpebyBann [03BONY KUIBCbKOrO
UMBINbHOTO rybepHaTopa Ha NiAcTaBi MOroAXKeHHA 3 iHCNeKTopom Tunorpadii, nocaga akoro 6yna
3anpoBagxeHa B Kuesi B 1888 poui. IHcnekTop onikyBasca ¢oTorpadiyHnmm 3aknagammu go 1909
POKY, KOAW OCTaHHi 6ynu BMBedeHi 3-nig ioro topucamkuii. Moro odiuiiHe nnucTyBaHHA, fAKe
3pebinbworo 36epiraetbca y poHAax LeHTpanbHOro aep»KaBHOro iCTOPUYHOro apxisy y M. KMEBI i
LeprkaBHoro apxiBy micta KueBa, Hapasi cTaHOBAATb HaMLjiHHilIE AXKepeso BMBYEHHS KWUIBCbKOI
npodecitHoi poTorpadii AK couianbHOI NPaAKTUKMN.

Y 1890 poui iHcnekTop TMnorpadil Biag3Ha4vas, Wo binbwe NONOBUMHM 3aMOBAEHb NPUNALAE
Ha aTenbe ®paHua ae Mesepa Ta Bonognmmpa BucoubKoro, Toai K pewTa 3aknagis «nease Aa€
iXHiM BnacHMKam 3acobu go icHyesaHHa» (UAIAK, ¢. 442, on. 544, cnp. 275, apK. 173B.). PiuHui
o6car puHKy doTorpadiiHMX NOCAYT Ha TOW MOMEHT iHCMEKTOp oLiHioBaB y 130 Tuc. Kap6osaHLis®.
Y 1908 poui Halkpawmmu BBaxanuca ¢otorpadii Mesepa, Y3zemcbkoro, JleBULbBKOrO,
MeHUYMHCbKOro (HacTynHUKa BucoubKoro). BoHM K, AK 3a3HauyaB iHCMEKTOP, «LiIKOM MOXKYTb
KOHKYPYBaTW 3 HAaNKPALWMMKN CTONNYHUMM 1 3aKOPAOHHMMM 3aKknagammn» (LAIAK, ¢. 442, on. 638,
cnp. 226, apk. 10). doToaTtenbe 6ynn po3TalloBaHi NEPEBAXKHO Y LLEHTPANbHIN YacTUHI MicTa: Ha
XpewwaTuKy (pasom 3 MpopisHoto Ta JlloTepaHcbKoto), bibikoBcbkomy bynbBapi, PyHAYKNEIBCHKIlM, a
3 Mo4aTKy XX CToNiTTA — Wwe 1 Ha Benukin BacunbkiBCbKin ByanuAx.

Ona NO3HAYeHHA nianpMeEMCTBa 3 BUTOTOBJ/IEHHA doTorpadin HalyacrTiwe
BMKOPUCTOBYBAMUCA TepMiHn «doTorpadiyHmnin 3aknag» abo BnacHe «potorpadia». YTim, BXKe Ha
pybexi XIX-XX cT. nocTynoBo NOYMHaAE BUKOPUCTOBYBATMUCA TEPMIH «aTenbe». Ha3su 3aKknagis He
BiZIPi3HAOTbLCA OPUriHaNbHICTIO: 3/1€6i/blLIOro TOProBesIbHOK MapKoto («Pipmoto») cayrysano im’'a
Ta npissuwe ¢oTorpada, ane nNOCTYNnoOBO MOWMPIOBaAsAcA MoJa Ha «bpeHau», Wo Manu
NigKpecntoBaTU MUCTELIbKUI piBeHb BUKOHYBaHUX PobiT («MakapT», «Padasanb», «PembapHAaT»),
CNiflyBaHHA 33aKOPAOHHMM Ta CTONMYHUM TeHaeHuiam («lMeTepbyprkckaa», «®PpaHLy3cKan»,
«BeHckan»), abo BigobparkaTM eTHOKYNAbTYPHUI KONopuT («YKpaiHa», «PyccKas cBETOMUCHY,) UK
nonynspHi ceitornagHi koHuenuii («Mporpec», «Tpya»).

4 [ns nopisHAHHA — piuHKMIA 06ir TUnorpadiii cknagas 700 TUC., KHUXKKOBOI TopriBai — 663 Tuc. (LAIAK, ¢. 442, on. 544,
cnp. 275, apk. 20).
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KpuTtepiasmun gna oTpumMmaHHs A03BOJY Ha BiAKpUTTA poToaTenbe byna HanaBHicTb y poTorpada
HeobXiaAHUX NPodECIMHNX HAaBMUYOK Ta BMiHb, @ TAKOX KOLWITIB A8 KyniBAi 06/1agHaHHA Ta opeHan
npumilleHHA. OCTaHHE Mano 6yTWM A0CTAaTHbO MPOCTOPUM i CBITAMM, agxe d¢oTorpadyBaHHA
34iMcHIOBaNocA 34e6ii1bLloro 3a YMoB NPUPOAHOro OCBITNIEHHA BAEHb. YABAEHHSA WOA0 TEXHIYHOIO
OoCHalweHHA ¢oToaTenbe KiHuA XIX cT. A03BONAE CKAAcTM iHBeHTap ¢oTtorpadivyHoi nabopartopii
KuiBcbKkoro BigaineHHa ImnepaTopcbKoro PocicbKoro TexHiyHoro ToBapuctea (Tab. 1), yyactb y
CTBOpPeHHi sKkoi y 1893 poui B3sAB npodecinHuin doTtorpad Bonoammup BucoubKuii. 3aranbHa
BapTicTb 06n1agHaHHA 419 NOBHOro UuKAy ¢oTtorpadiyHmx pobit nepesuutyBana 365 Kpb. — cyma
€KBiBa/ieHTHa 3apobiTKy KOHTOPCbKOTO CNy*K60BLA NPUBAM3HO 3a 6-7 MicAL,iB.

AK 3acBiguyOTb AOKYMEHTHU iHCMeKLii TMnorpadin, HaMNOWMPEHILWO NPUYMHOK BiAMOBU Y
BMAAHHI 4,03BO/Y Ha BiaKpuUTTA doToaTeNbe Byna BiACYTHICTb Y Npoxaya BignoBiAHOT KBanidikauii.
TaKk, Hanpuknag, y 1894 poui He 3mir Bigkputn ¢otorpadito cenaHuH CemeH TpsAKiH, AKMA
nonepeaHbo BXe BCTUr 3a 180 Kpb. npmuabdatn dotorpadiyHunii 3aknag Muxanna Cntocapsa no By.
Munacokin, 92, BKAactn y Hboro we 200 Kpb. 3aowaaKeHb Ta OpeHAyBaTH NPUMILLEHHA CTPOKOM
Ha ABa poku no 15 Kpb. Ha micaub (AAMK, ¢. 287, on. 1, cnp. 12, apk. 38). He oTpumasLu
n03B0Ay, TpAKiH HamarascAa NPoAaTN 3aKNag i HaBiTb 3HANLWOB NOKynuA B 0cobi neBHoro Onekcia
CadoHoBa. OgHakK npoaak He BigbyBcs Yepes Te, WO, HA AYMKY iHcneKkTopa Tunorpadii, CapoHos
He MaB «ysABAEHHs Npo ¢oTorpadiyHe mucteuTBo» (Tam camo, apK. 69-70). ToK HOBOro BlaCHUKaA
3aKnaj OTpMMaB NvLe Yepes AeKinbka micauis (Tam camo, apK. 147). MpUKMETHO, LLO TOTO ¥ POKY
iHcneKkTop p[o3BoAMB nNpuabaHHA ¢oTorpadiyHoro 3aknagy €3epcbKoro ABopsHKok Mapieto
3ocumosmy. [i HoNOBIK WONHO 6YB 3MYLIEHMI 3BINLHUTUCA Yepe3 XBOPOoby 3 KaTePMHOCNABCLKOTO
ToBapucTBa B3AEMHOIO KpeawuTy, TOX IHCMEKTOp PeKOMeHAyBaB KWIBCbKOMY rybepHaTopy
003BOAUTM 30CMMOBMY  «3aMmaTtuca ¢oTtorpadiyHum mucteuTBom, wWO6O6 3abe3neynTn UUM
maTtepianbHMin AobpobyT cim’i». CBigyeHb TOro, WO uUs naHi 6yna obisHaHa 3 ¢oTorpadiyHoto
CNpPaBOoO YNHOBHMK HE MaB, OA4HAK BOHA BUAaBasacA MomMy «0coboto iHTeNireHTHO 1 TaKkoto, WO
3aC/yroBye Ha AoBipy» (Tam camo, apK. 130-13138.).

Y nogibHux pisax nocagoBoi ocobu MoxHa nobaunTM NpPoAB CTAaHOBOI ynepearKeHOCTi.
CnpaBgi, HasaBHI BiAOMOCTI LWOAO0 NPUHANEXKHOCTI A0 COUiaNbHUX CTaHIB B/IACHMKIB KUIBCbKUX
doTtorpadiuHmx 3aknagis y 1888-1909 pokax 3acBigyytoTb nesBHUit gucbanaHc: 3 83 doTtorpadis-
niagnpuemuis, 22 Hanexanu A0 CnaAKoBoro Ta ocobucroro gsopsHctea (15 Ta 7 BignosiaHo), 6 —
A0 KyneuTtBa Ta CMagKoBUX MOYECHUX rpomagsH, 44 — Ao MmilWaH i anwe ABOE BYIN KOAULIHIMMK
cenaHamn. Cepes BnacHUKiB ¢oTorpadiyHmMx 3aKnagis Micta 3yCTpiYaeEmMo MO OAHINM 0cobi,
couianbHe MOXOAMKEHHA AKMX BM3HAYEHO fAK «KO3aK», «AaHTICT», «NpoBi30op», «AOMaLUHSA
BUMTE/NIbKA», «APYXUHA NiKapa», «APYXUHA MexaHika», a TaKoX BiCiM iHO3eMHUX rpomagsH
(ABcTpii — 4; Itanii — 2; HimeyumHn — 1; LBenuapii — 1). 3 iHWoro 60Ky, AOKYMEHTU He AalTb
nigcTaB CYMHiBaTUCA Y TOMY, LWLO SKLLO NeBHa ocoba morna niaTeBepAnTn HaaBHICTb BignoBigHOro
A0CBiAY, XKOAHUX NepeLwKos ANA OTPMMAHHA Hero 403B0JY Ha 3aHATTA poTorpadieto He YMHUAOCA.

Po3noain Kuiscbkux ¢oTorpadis 3a ETHIYHMM NOXOAXKEHHAM TaKOX BUIMNAAAE AeuWo
cneundiyHMM, Xo4a aHaNi3yBaTM MOro MOXKHa 34e6inbloro Ha NiacTaBi onocepesKoBaHUX AaHUX.
e 3 1860-70-x pokiB y Kuesi 6yno gosoni 6arato ¢otorpadis No/sbCbKOro noxoaKeHHs. Mepenuc
1874 poky 3acBignums, Wo 3 14 BNacHUKiB KMiBCbKMX doTorpadin, wecrepo ineHTUPikyBann cebe
AK NONAKKU, ABOE - AK HiML,, pellTa K byna BiHeceHa A0 KaTeropii «pOCiﬂHM»S Ta «iHWi» (Mo Tpwm

> TepMmiH «pocisHMH» B odiliiHOMY Ain0BOACTBI AOCANIAKYBAHOI A0OM € 3HAYHO WMPLIMM 3@ MOro CydacHe eTHiYHe
TAymadveHHA. Hanpuknag, woao melwKaHus Bapwasum ®paHua PpaHuesnya Ppama, akuit y 1885 poui npuabdas
doTorpadiunuit 3aknag Mocuna Mappa, 3a3Hauanocs, Lo BiH «BEPOUCNOBEAAHUA NIOTEPAHCKOrO, HaLMOHANbHOCTb B
AOMallHeM bbITy ero ycBoeHa pycckasa» (OAKO, ¢. 2. on. 21, cnp. 280, apk. 4). Jo «pociaH» 3a3BMYail 3apaxoByBanu
TAKOX M eTHIYHWMX YKpaiHLiB NpPaBOC/MaBHOrO BipoOCMNoBigaHHA. Hanpuknag, ypoaskeHeupb [MONTaBLMHW ABOPAHUH
Mwuxanno Mapkenosmd [lyb6oBuK, AKMI NnaHyBaB nNpuAabatv 3aknag YsemcbKoro y bBinin Lepksi y 1891 poui B
OOKYMeHTax TakoX dirypye sk pociaHuH (AAKO, ¢. 2, on. 28, cnp. 102, apk. 5).
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ocobu BignosiaHo) (YybuHcbkuia 1875, c. 200-201). KinbKicTb pOCIiMCbKMX Ta YKPATHCbKUX NpPi3BuLL,
a TaKoX 0Cib, BipoCnoBigaHHA AKMX BU3HAYEHO AK «NPaBOC/aBHI», cepe BAacCHUKIB ¢poToaTesNbE Yy
noaasnbluomy byae crabinbHo 3poctatv. OgHaK NPUHANMHI A0 KiHUA nepworo gaecatunitra XX cr.
came doTorpadm NoNbCbKOro MOXOAMKEHHA Y MICTi KMEBI CTAaHOBUTMMYTb CBOEpPIAHY npodeciiHy
enity ranysi. Lle moxHa BBa)kaTu NeBHOI /I0KabHOO 0cobauBicTio. Ha Thi Toro, Lo y A403B0/1ax Ha
BiAKpUTTA doTorpacdii y NosiToBUX micTax Ta micTeykax KWiBCbKOI rybepHii BUpasHO AOMIiHYIOTb
€BPENCbKi iMeHa Ta npi3BULLA, AEll0 AMBYE MNOPIBHAHO HEBE/IMKA 4YacTKa ocCib eBpencbKoro
NOXOAKEHHA cepepn, KNiBCbkux ¢oTtorpadis. Mpo AKycb 0QiLiHYy NONITUKY ANUCKPUMIHALIT TYT He
nwnoca. Konu, Hanpuknag, y 1908 poui go3sin Ha Bigkputta ¢oTorpadii y Kmuesi nonpocus
¢doTorpad 3 KosatmHa MNepw HipoH, iHcnekTop TMNorpadiin nponoHyBaB BiAMOBUTU MOMY, cepes
iHWOro, ToMy, W0 BBaXKaB HebaxkaHMM «aonycKaTh y Knis HOBMUX OCi6 EBPENCHKOTO MOXOAMKEHHAY
(OAMK, ¢. 287, on. 1, cnp. 62, apk. 202-202 38B., 435). MpoTe rybepHaTop He 3Ba*KMB Ha Uj
MipKYBaHHA 11 [03BiN 6yno BMAAHO. IHWMX cneundiyHMX 3raflok KEBPEMNCbKOrO MUTAHHA» Ham
3HaWTK He BAANOCA.

Kap’epHi TpaekTopii

MpodeciiHa ¢oTorpacdia pybexxy XIX-XX cT. cTaHOBMNA BiAHOCHO 3aMKHEHY Kopnopauito,
AOCTYN A0 AKOI 3a3BMYal HaJaBasa nNpauA B yXKe icHytoumx doToatenbe. Monogai ntoam, Aki manm
noyaTkoBy abo cepegHO OCBITY, PO3NOYMHANAM Yy HUX Kap'€PHUI WAAX y AKOCTI ¢doTorpadis-
NOMIYHMKIB Ta peTyLwepis, a Yepes 3-5 pOoKiB MOrAM poO3pPaxoByBaTM HA OTPMMAHHA peKomMmeHaau,ii
' Ta BIAKPWUTTA B/acHOi cnpasu. 36epernocs, Hanpuknag,
NOCBigYEHHSA, BUAaHe Bacunio bonkoBcbKOMy
Hi*KMHCbKMM  doTorpadom  Biktopom  [prKenycbKum.
OcTaHHil 3a3HayaB, WO BONKOBCbKMI HaB4aBCA B MOro
3aknagi 3 5 BepecHa 1894 no 5 BepecHa 1897 poky,
yNpoAoBX LbOro 4acy «noBoauB cebe 6e340raHHoO W
uinkom BuBuMB ¢oTorpadiyHe MUCTELTBO B YCiX WMOro
rafysax, BK/KYAOUM  3HIMKYBaHHA,  peTyLlyBaHHSA,
KOMitoBaHHA Ha YCix cy4acHux nanepax» (AAMK, ¢. 287,
on. 1, cnp. 34, apk. 26)6. Ha nigcrasi uiei pekomeHaauii,
Bacunb bonkoscbkuit y 1899 poui oTpumae A03Bin Ha
npuabanHa ¢oTtorpadii no Byn. bynbBapHo-Kyapascbkin,
42, akoto BiH Bonogis Ao 1909 poky. Likaso, wo Biktop
Mp»KenycbKmMn, MOro KONMUWHIM Npauesaseup, y 1899 poui
TAKOX OTPMMaB A03BiN Ha BiAKpUTTA PoTorpadii y Kuesi. 3
AOKYMEHTIB iHCNeKTopa Tunorpadin gisHaemocs, Wo we y
1870-1i pp. [Mpxenycbkuii npautoBaB y PpaHua Aae
o e U i Mesepa, a 3rogom BOJIOAIB BAACHUMM 3aKNagammu
= cnoyatry y MpocKyposi, a 3 1893 p. — y HixkuHi (Tam camo,
apK. 65). MNoaibHi npuKknaan 3acBiaYyOTb A0BOJIi BUCOKUMN
piBeHb MobinbHoCTI poTorpadis.

In. 2. Bonodumup Bucoubkuli. [lopmpem
VYKPaiHCbK020 3001020, npogecopa

Muronu Bo6peyskozo (1843-1907), Ha Te, Ak 6yayBanuca Kap’epHi cxoam BcepeauHi
pexkmopa YHigepcumemy cs. TMnoBoro ¢otorpadiyHoOro 3aknagy y AopesBooLiiHOMY
Bonodumupay 1903-1905 pokax. KuneBsi, NneBHOK MipOto NPOAMBAE CBITNO iHPOPMALLA LWoA0

MaamuHomunHuli OpyK, 140x105 mm.

. KOHOMIKTY MiXK BNaCHUKOM atenbe MUKOI0H0 Y3eMCbKUM
3 npusammHoi Konekyii

°B iHWOMY AOKYMEHTI MAeTbca Npo Te, Wo BoNKOBCbKUIA SKMICL Yac NpautoBaB TakoX y PiBHomy, y doTorpadisx
Jo6posonbebkoro Ta Cenisepcrosa (QAMK, ¢. 287, on. 1, cnp. 34, apk. 173)

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2020. 1(9) | 86



MODERN AND CONTEMPORARY ART

Ta Oro HAaMMaHMMM NpauiBHMKamK. MoHag N'ATb POKIB y 3aKNaAi NPaALIOBaB PeTyLEepPOM NEeBHUM
Icaak TiTOB, KM OTpMMyBaB 55 KapOOBAHLIB LLOMICAYHO, @ TAaKOX XapyyBaHHA («CTinw), Ake
ouiHtoBanoca y 10 kapboBaHLiB Ha MicAub. TITOB CKapXKMBCA, WO Y rpyaHi 1899 poky Y3emcbKui
3MYCUB MOro npautoBaTv 3 AOMY, MPUNUHMUB KOMMNEHCYBaTU BUTPATU 3@ Xap4yyBaHHSA, a 3roAom
3BiNbHMB, 40 TOrO K BiAMOBAAKOYMCb BMAATM KONMLWIHBOMY peTylwepy PekoMeHAauito, AKy TOoMn
XOTiB OTpUMaTH ANA BiAKpPUTTS BnacHoro ¢otorpadiyHoro 3aknagy. |Hwa ckapra Haginwna Big,
OneHn TypHeBMY, fAIKa NIBTOpPA POKM MNpaLIOBasa B Y3eMCbKOroO KOHTOPHULEI, «Bena KHUIW,
npunMmana Ta BMAaBasna 3aMOB/IEHHSA, po3noginana dotorpadiyHi poboTH, a TaKOK BUKOHYBasa
AeAKi Kacosi onepauy,ii», oTpumyroun 3a e 30 pybniB Ha MicALb Ta CTiN». Y3eMCbKUI 3MYCUB CBOIO
NpaLuiBHULIO NepenTn Ha nocagy peTylwepa, AaB i ABa MicALi HA OonNaHyBaHHA HOBOK nNpodecieto,
ane BXe yepes micaupb 3BinbHMB (AJAMK, ¢. 287, on. 1, cnp. 41, apk. 175-17638). 3a3Ha4yMmo, WO
caM Y3eMCbKWI, Meple HiX pos3novyaTu BAacHy cnpasy, y 1877-1885 pokax npautosBas
¢doTorpadom B aTenbe BucoubKoro, oTpumytoun 3a ceoto npauyto 70 KapboaHLuis Ha micaupb (OAKO,
¢. 2, 0n. 21, cnp. 331, apk. 1-7).

Po3rnaHemo e AeKinbka NPUMKNAAiB OCBITHIX Ta Kap’ €PHUX TPAEKTOPIN ocCib, 3amiaHux y
¢doTorpadiuHin ranysi Kmesa. OgHMM 3 HaMBIiAOMILLINX
KUiBCbKUX doTorpadis XIX cT. 6yB Bonogmumump BucoubKuit.
Yepes yyacTb Y NONbCbKOMY NOBCTaHHI 1863 poKy BiH byB
3MYLUEHMW 3aNNLWNTU HABYAHHA Y XUTOMMPCLKIM FiMHa3Ii,
OeAKUMM Yac npauytoBaB y micuesux doTorpadiax, a
HanpukiHui 1860-x pokiB nepeixae pno Kuesa, Ae
BNAWTYBABCA A0 3aKNady iHWOro BMUXiguA 3 MOAbCbKOrO
cepepoBuwa BonnHi — ®paHua ae Mesepa. Y 1874 p. BiH
BigKpMB BnacHy doTtorpadito, AKa HeBAOB3i 3aCNyXKuna
penyTauito OfHIEl 3 HaMKpawmx y MicTi. 3 ii CTiH, y CBOtO
yepry, BuAWAWM iHWI Bigomi ¢oTorpadu, 30Kpema,
OnekcanHap Kpetumep, Mukona KosnoscbKkuii, Anbdpen
depeubknin, Mukona Ysemcbkuin. Y 1894 poui, nicns
panTtoBoi cmepTi Bonogumupa Bucoubkoro, Moro
doTorpadieto KepyBana ygosa Tepesis CraHicnaBiBHa Ta
cvH Tagen, ax noku y 1904 poui 3aKknag He BUKYNUB
npogisop KocTAHTMH HiBiHCbKWMI, AKMIA paHile ynpoaoBXk
AEecsaTu poKiB byB 1Moro npauiBHMKoM. ToproBesibHa MapkKa
«poTorpadia Bonogmmmpa Bucoubkoro», npu LbOMY,

36epiranaca Ao 1906 poky, KoM BNAaCHUKOM 3aK/iajy CTaB In. 3. Mlocun Kopduw. Mopmpem
BiTonba MeHUYMHCbKNA. Hesidomux. 70-80-mi pp. XIX cm.

CyTTeBy posib Yy OYHKLUiIOHYBaHHI doTorpadiyHoi 3 npusamHo Konexuir
rasnysi micta BifiirpaBann poAnHHI 3B’A3KN. 30Kpema, He Byan piaKicHUMKU BUNAAKKU, KON POANYI
ycnagkosyBanu ¢doTtorpadiyHi 3aknaau, BONOAIIN HUMMK CRiNbHO, abo Koau unieHn cim’i 6yam
3a4isHi y bi3Heci Ha pi3HMX ponax. Ana apibHux poTorpadiyHMx 3aKknaais TMNOBO byna cuTyalis,
KOMn JApyxuHa ¢oTtorpada 3arimanaca odoOpMAEHHAM 3aMoOB/eHb, AinoBoACTBOM abo i
6esnocepeaHbo poTorpadiyHMmm pobotamm. BoHa X 3 4HacOM MOria CTaTU KepytoUoto 3aKNafoM.
Hanpuknag, /loasur KpaeBcbKuid, Akuii 3 1892 poKy BonoaiB ¢oTtorpadieto Ha Benukin
BacunbkiBcbKili, Bigkpueatoum y 1896 poui apyrmin 3aknag, Ha OnekcaHapiBCbKi BYAKULi, 3a3HaYas,
Lo oniKyBaTUCA HUM Byae oro apyxuHa t03eda (Moseda), aKka paHille gonomarana omy i mana
BignosigHui npodecitHnin gocsig (JAMK, ¢. 287, on. 1, cnp. 18, apk. 178).

dewo iHWKMA npuknag AeMOHCTPYe icTopia BikTopa PawTaHoBa, AKWIM, 3a ymMoBamu
PO3NYyYEeHHA 3 APYXUHOW, 3anuwas in ¢oTtoatenbe Ha PyHAYKNEIBCbKIA ByAuLUi 3 npaBom
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YNPOAOO0BXK POKY KOPUCTYBATMUCA CTAapOKD TOProsesibHOKO MapkKot. Cam BiH NaaHyBaB BigKpUTH
iHWWI 3aKknag Ha Mogoni. MogpyKKsa, O4EBUAHO, PO31YYaIOCA B HE 30BCIM LIMBINI30BaHMI cnocib:
doTorpad npocus He BMAaBaTU AHHiI PawTaHOBIM A03Bin Ha 3aHATTA doTorpadiyHo cnpasoto,
MOTMBYIOYM Lie TUM, LLLO MOTO KONIMLWIHA APYXKMHA BUKOHYBaNA nwe byxrantepcobKi 060B’A3KM 11 He
mana ¢axoBoro gocsigy. IHcnekTop TMNorpadin, HaTOMiCTb, peKoMeHayBaB rybepHaTopy BMAaaTu
[03BiN, y3ABWKW [0 yBarn Toh ¢akT, WO «AHHa BacuniBHa 3 AWTUHCTBA XMNa nNpu maTtepi
YeboTapboBiii, Aka Bonogina ¢otorpadieto y Mukonaesi, 1 16 pokis 6yna npu 4YonoBiKOBI
doTorpadosi» (QAMK, ¢. 287, on. 1, cnp. 53, apk. 135-13538).

Keic 3 po3nydyeHHAM nNoApyxKA PalTaHOBMX AEMOHCTPYE, cepej iHLWOro, nocTtynose
NigBULLEHHA POAi XKiHOK y npodeciitHiin ¢poTorpadii. Biaomo, wo we Ha noyatky 1870-x pokis y
Kuesi npautoas ¢otorpadiyHunii 3aknag Codii Poxt, ogHak nepennc 1874 poky cepepn KUIBCbKUX
doTorpadis KoAHOI *KiHKM He 3adikcyBaB. Ha pybexki ctonitb y Kuesi HaniyyBanoca Bxke 17 XiHOK-
BNacHMUpb poTorpadivuHmnx 3aknagis. Jeski 3 HUX, 30kpema, AHHa PawTaHoBa, Tepesia BucoubKa,
HikonaHHa Mariac (cectpa leHpixa J/1a30BCbKOro), OTPMManu CBOI 3aKnagm nicna posnyyeHHs abo y
CNagokK, iHWIi » — pO3NoYMHANN CApaBy CamMoCTiMHO. Tak, Hanpuknag, OnekcaHapa MiKyabCbKa,
CoUianbHy MNPUHANEXHICTb AKOI iHCNeKkTop Tunorpadii BM3HAUYMB AK «APYXKMHA MEXaHiKa»,
BiAKpmBatoum y 1906 poui cBit ¢oTorpadiyHnii 3aknag, Mana Aue amMaTOPCbKMA  [0CBIg,
3axonneHHa doTorpadieto (tam camo, apk. 271). OneHa [mutpieBa, y cBoto uepry, byna
BUMYCKHULIEID KIHOYMX KypciB, BMBYana ¢oTtorpadito B baKy, a nicna nepeisgy Ao Kueea — y
3aknagi AHToHa Kypko, akuii y 1909 poui BoHa npuabana (AAMK, ¢. 287, on. 1, cnp. 64, apk. 28-
28 3B).

In. 4. BisumHuli nopmpem, uwjo0 8UKOPUCMOBYBABCA 8 AKOCMI
nocgioyeHHs ocobu. Hanuc Ha 38opomi: «[Mucemosodumernto
cm. Kuee 2 2. [ToHOMapeHKo pa3zpewaemcs npoxoo yepe3
macmepcKue deno no oesaam cayxcbel. 30/1/1914 a.».
®omoepagpis CmaHricnasa Elicgpenvoa

AreHTH mogepHisauii

Monpu neBHy apxaiyHicTb OpraHis3auiinHMx 3acag, ¢otorpadiyHa ranysb 6yna HayKOMICTKOMO
Ta iHHOBATUBHOM. BUCOKO UiHyBaBcA AocBig HaBYaHHA abo npaui 3a KopgoHom. Hanpuknag,
Anbdpen Peneubknin, Akt 3akiHUMB PoTorpadiyHMin iIHCTUTYT Npu BigeHCbKil akagemii mucTeuTs,
npautoBas Kepytounm y ¢otorpadii BucoupKkoro, a Yepes WicTb POKiB BiAKPMB BAacHY poTorpadito
y Xapkosi (fonota 2008, c. 434-436). AHgpint [yawoH, akmin BuB4YaB ¢oTtorpadito B ABCTpii Ta
Benorii, y 1898 poui Biakpme y Knesi «3aBegeHue rpaduueckmMx UCKYCCTB», AKE Mano BKAKOYATU
meTanorpadito, nitorpadito, TMnorpadito, doTorpadito Ta HOTHY ApyKapHto. PobBIiTHUKIB
NIAHYBANOCA 3a/1ly4NTU 3-3a KOAOHY, AMPEKTOPOM NpU3HauMTH benbriicbkoro niagaHoro EgmyHaa
Knacca (QAMK, ¢. 287, on. 1, cnp. 34, apk. 116-117 38., 127). 3 HEBIAOMMX NPUYMH, OLHAK, BXKe Y
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1900 p. 3aknag 6yno 3aunHeHo. Jlmwe y 1908 poui AHapin lyawoH pasom 3 Hpatom
Bonognummnpom Ta OnekcaHgpom lNybueBcbKum Biakpuam ¢otorpadito «lyawoH n MNybuesckuiny,
obnagHaHy 3a OCTaHHIM C/NOBOM TexHikKM. B poku [lepwoi cBiTOBOI BilHM 6patm [yawoH
AONYYNNNCA [,0 CTBOPEHHSA LWKOAN aepodOTO3NOMKM Y KMEBI.

MparHy4yn oTPMMaTK NepeBarn y KOHKypPeHTHi 6opoTbbi, BNaCHMKK pOTOaTeIbeE Hamaranmca
3aCTOCOBYBATM MNepesoBi HA TOM Yac AOCATHEHHA HAYKOBO-TEXHIYHOro nporpecy, TaK, we Ha
noyaTtky 1860-x poKiB raseta «Knesckui Tenerpadp» nncana Npo «akagemika 3 MioHxeHa A. AAHKO»,
AKMI BiAKpUB y MicTi poTorpadito, 0bnagHaHy Kamepamu AN CTBOPEHHA Bi3UTHUX MNOPTPETIB (Tpn
Ha OAHOMY HeraTuBi) Ta nopTpeTiB y NoBHMK 3picT (Knesckuin Tenerpad 1861). Binbrenom
boposuubkmin y 1899-1904 poKax BMKopucTOBYBaB «¢doTOrpadiyHMin aBTOMAT» A1 NOPTPETHOI
3MOMKM nig yac KoHTpaKToBOro ApmapKy Ta Ha Bonogumupcbkin ripui (JAMK, ¢. 287, on. 1, cnp.
26, apk. 44-44 3B., 65).

doTtorpadmn Hepigko cami BUCTYyNanm B PO BUHaXigHWKIB Ta pauioHanizaTopis. Tak,
Bonoaumunp Bucoupknin nepwmnm y KnMesi novas 3acTOCOBYBATM NAATUHOTUMHUIA ApPYK (1. 2), AKKIA
3abe3neyyBaB HaA3BMYAMHO LMPOKUIMA TOHANbHWI Aiana3oH i BUCOKY CTabinbHiCTb BigbUTKIB
(LOIAK, &. 730, on. 1, cnp. 185, apk. 24-25). Ha noyatky XX cT. Ha naaTMHOTMNII cneuianisyBaBcs
OT110 PONbMaH, AKUI, KPiM TOro, aKTMBHO 3alMaBca cTepeodoTorpadieto. Y cBoto yepry, MeHpix
JTa30BCbKMI eKcnepemeHTyBaB 3 HOBOW TOAi TexHonorielwo otorpadyBaHHA 3 BUKOPUCTAHHAM
marHiesoro cnanaxa (Monos 2013, c. 694), a Mukona Kosnoscbkuin y 1907 poui noyas 3HimaTh
KIHOXPOHIiKYy 1 yepes piK peopraHidyBas CBi poTorpadiuHnit 3aknag, y KiHoTeatp «Unnosma» —
nepwuit Ha TepeHax YKpainu (TpauyH 2014, c. 11).

In. 5. Mopmpem Hegidomux.
Py6ixc XIX-XX cm. [obpe
nomimHuli xapakmepHuli
aHmypax cmydii: KnacuyHul
«KasosuU» CMOsUK, Kpicso,
2apOuHa, 8iOKpuma kHuaa (y
ubomy 8unaoky — gpomoanvbom).
lacnapmy npukpaweHe
n0zomunom gomoepacgpa leHpixa
JlazosecbKoeo, lioeo Hazopodamu
ma cmunizogaHum 2epbom. Ha
380pomi emiujeHo iHgpopmauito
PEKAAMHO20 XapaKmepy, 3
303HAYE€HHAM no4ecHozo
YyneHcmea ¢hpomozpagha y
Mapus3sKili akademii ma Haeopood
8i0 imnepamopa. Y nisomy
B8EPXHLOMY Kymy 8i0 pyKu
HAaHeceHOo Homep 3aMOB/1EHHA.

3 npusamHoi KoneKyii

Uit QBOFA
Ero innerarapciare

- Benuiectea

A I'/L 1] 60

F‘\P"'LL.:

Meorm3Hon va o NG

9&& «m z"/mmc
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Ha pyb6exi XIX-XX cT. HaykoBUi Ta ¢oTtorpadm B 6araTbox KpaiHax MpaLioBanmn Hapg,
BMHANAEHHAM cnocoby oTpuMMaHHA KonbopoBux doTorpadiin, NpuaaTHOrO A8 KOMEPLiMHOro Ta
aMaTOPCbKOro BMKOPUCTAHHA. OAHMM i3 neplwux y CBiTi Uel cnocid6 BMHAWMLLIOB KUIBCbKUM
doTorpad Eayapa AdomiHikoBuy KosnoBcCbKMM, AKMI y 1899 poui 3anaTeHTyBaB «TPEXCbEMHYIO
doTorpadpuueckyto kKamepy» (npusinet Ne2661). MpuHumn ii Aii 6yB 3acCHOBaHUI Ha TexHoAOTrii
AineHHA Konbopy, BUHanaeHin Oxeimcom MaKkesennom y cepeaunHi XIX c1. Kamepa KosnoscbKoro
[03B0ONAIa O4HOYACHO EKCMOoHYBaTU TpU POTONNATIBKM KpPi3b YEPBOHUMN, 3eneHUN Ta BNAKUTHUI
cBiThodinbTpm BignosigHo. OgHa 3 NNaTiBOK po3TalloByBanaca Hanpotu ob6'ekTmBa, ABI iHWI —
nepneHAnKyAspHo no 6okax. ¥ 1901 poui Ko3n0BCbKNUIM AEMOHCTPYBAB CBOK KamMepy Ha 3acigaHHi
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Kuicbkoro ¢poTtorpadivuHoro ToBapucrtea «arep». Ha »anb, nepeagyacHa cmepTb ¢poTorpacda Toro x
POKY 3aBaZnaa NogasnblUOMy MOLMPEHHIO BMHaxoAy. Yepes HecnnaTy piYHUX BHECKiB npusinemn
Ko3noBcbKOro BTpPATMB CWUAy, @ MOro Kamepa Ta TeXHiYHA [AOKYMeHTauia noTpanuna Ha
aHTUKBaPHMI pUHOK MockBu i 3rogom 3HMKANa (Monos 2013, c. 616).

Ona npodecinHoro 3pocTaHHA Ta 36inblleHHA MonNuUTy Ha cBoi nocayrn d¢oTorpadu
KopuctoByBannca 34ebinbworo Tpboma crpaTteriamu. lepw 3a BCe, BOHM Opann yyactb y
TOProBesibHO-NPOMUCNOBUX BUCTAaBKaX 3 METOK OTPUMAHHA HAropos i NOYecHWUX TUTYAIB, AKi
NPUCYAXKYBANNCA 33 TexHiYHy AKicTb ¢oTorpadin. Cepepn KuiBCbkux ¢oTorpadis nesHUm
PEKOPACMEHOM Y LbOMY CEHCIi MOXHa BBarkaT PpaHua ae Mesepa, AKMI ByB NOYECHUM YNEHOM
KoponiBcbKoi akagemii HayK, MMCbMEHCTBA Ta BUTOHYEHUX mucTeuts Benbrii (1890), kaBanepom
OpaeHy no4vecHoro nerioHy (1890). BiH Takox OyB HaropoA*KeHWN Big3HAKamMM Ha BMUCTaBKaXx Y
Kuesi (1879, 1880), Mapuxki (1878, 1890), Mocksi (1882, 1889), Maapuai (1890), ®nopeHuy;i
(1890), Bptoceni (1890), CaHkT-MeTepbypsi (1891) (TpauyH 2014, c. 15).

Opyra cTpaTeria nepepbavana cniBnpauld 3  HAyKOBO-OCBITHIMW  yCTaHOBaMM  Ta
rPOMaACbKMMM opraHisauiamu. Hanpuknaga, Mukona Mapp, Mocun Kopauw, ®paHuy, ae Mesep,
Bonoanmunp Bucoubknin, AHapil MN'ygwoH Ta OnekcaHap Ny6yeBCbKUIA, 32 BUKOHAHHA BiANoOBiAHNX
3aMOB/IeHb, Ma/N NPaBo TUTYNyBaTK cebe «doTorpapamm YHisepcuteTy cB. Bonogummpa». Mocun
Kopauw 6ys uneHom MisaeHHo-3axigHoro Biaainy Pocilicbkoro reorpadiuHoro Tosapucrsa. Moro
poboTn, 30Kpema, ekcrnioHyBanucs Ha lll ApxeonoriuHomy 3'i3gi y Kuesi Ta 6ynn BKAtoYeHi go
«Anbbomy Manopocii», wo y 1875 poui gemoHcTpyBaBcs Ha MixHapoaHomy reorpadivHomy
KoHrpeci y Mapwuxi (Manikowska 2019, s. 46-49). ®paHu, ae Mesep, Bonogumup Bucoubkuii Ta
leHpix J1a30BCbKMI aKTMBHO CMiBpobiTHMYaAM 3 KUIBCbKMM BigaineHHAm ImnepaTtopcbKoro
PociicbKoro TexHiYHOro ToBapuCcTBa TOLLO.

: 3peLwToto, TPETIN Waax npodecinHOro 3poCcTaHHsA

BiAKPMBaNK 3B’A3KN 3 NPABAAYOK ANHACTIEID. 30KpeEMa,
y 1867 poui Biktop Bowubkuit Ta OnekcaHap
PyaoKoBcbkuii  6ynm  HaropogkeHi OnekcaHgpom I
30/I0TUMW  TOOMHHWMKAMW 332 BUMYCK Mepworo B
PocincbKin imnepii poTokaneHaapsa (Pubakos 1999, c.
312-313). Y 1885 poui Mukona [MocTepHak oTpumas
«30/10TOM NepcTeHb, YKPaLEHHbIA  AparoueHHbIMU
KaMeHbAMM» 33 BEIUKUN anbbom Kpaesuais Kuesa,
npe3eHTOBaHMM ManbyTHboMmy imnepaTtopy Mwukoni |l
(AAKO, ¢. 2, on. 21, cnp. 320, apk. 1). leHpix
NasoBcbkMn  OYyB HaropogseHuit OnekcaHgpom
Kabnyykoo 3 pAiamaHTom 3a anbbom BOAMHCBKMX
maHespis 1890 poky, a Mukonotwo Il megannio Ha
' AHApiiBCbKiM cTpiyli 3a anbbom doTorpadin KopoHau,ii y
| 1896 poui (In. 5). ®paHu pe Mesep maB TUTYA
o . NpUABOPHOrO ¢doTorpada Koponesu enniuis’,
g:m ' lﬁ_r;:a'b J noctavyanbHUKOM gsopy 6ys Bonogumup Bucoubkuit, a
ool AkiB TonbpoeHbepr Ha nacnapty CBOIX MOPTPeTiB
3a3Hayas, WO Mae Haropoau BiA Ben. KH. OneKkcaHapa

L s :m

In. 6. Mopmpem Hegidomux. IHmep'ep

3HIMaABbHO20 NasiINLOHY homozpadpa Mwuxalinosuya. HannpocTiwmMm cnocobom OTpUMAHHA
Mukonu FOxHo8us-FOXHO8CbK020 imimye noAibHoro TUTyNy abo KOLWTOBHOI HaropoAn BiA, YneHis
«QuKy» npupody. 3 npusamHoi Konekyii  jmnepaTopcbkoi  daminii  6yno  gapyBaHHA  im

7 .
MpeTbca npo Ben. KH. Onbry KOCTAHTUHIBHY, ApYXUHY Kopona peuii Feopra |.
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doTorpadiuHmx pobiT BUcoKoi sikocTi. Lonpasaa, Ao KiHusa XIX cT. gapyBanbHUKIB cTano Tak
barato, wo 3 1900 poky yci noaibHi nogapyHKM MNOBMHHO 6Yy/I0 nonepeagHbO CXBajKOBATU
MiHicTepcTBo ABopy.

doTonopTpET AK KYNbTYpHA NPAKTUKA

dotorpadiyHi 3aknagm noyatky XX CT. NPOMOHYBA/JIM BPaXKalUMM CNEKTP MOCayr.
Hanpuknaa, Ha 6naHKy «ATenbe ¢dotorpada B. . Moxkenko» 1905-ro poky (In. 1) 3a3HaueHi
HaCTynHi BMAW poO6IT: iHAMBIAYyanbHI Ta rpynoBi nopTpeTu Bcix ¢opmarTiB; 3iCcTaBHI rpynu B
XYOOXHIX BIHbETKAX, anbboMW BUMYCKHMKIB, 30inblleHHA nopTpeTiB 3i cTapux doTorpadin,
XYO0XHbO odpopmneHi nnctiskn, ¢oTorpadii cTapoaaBHix NpegMeTiB, Konii 3 KpecaeHb, NAaHiB,
KapT, MPaKTUMYHi ypokn doTtorpadii ana nwbutenis. Okpemo 6yno BiA3HaYyeHO: «anA
¢doTorpadyBaHHA nosa artenbe QoTorpad 3aBKAW NiATOTOBAEHUIMA | 33 3aNPOLUEHHAM
BiANPaBNAETbCA HeramHo, Kyam 6 He 6yno notpibHo» (OJAMK, ¢. 287, on. 1, cnp. 57, apk. 203).
PeknamHi oronolweHHA y KUIBCbKiN npeci noyatky XX CT. 3acBiguyoTb, Wo 4Ynmmano ¢otorpadis
NPOMNOHYBa/M A0 MNPOAAXKY 3HIMKM «ManopoCiMCbKMx TUNIB i BUAiIBY», anbbommn 3 doTorpadiamm
nam’aTok Knesa Ta iHWMX MICT, NOLTOBI INCTIBKK 3 KpaeBnagamu, ¢otorpadii byaisens, iHTep’epis,
MaLWWH, TBAPWH TOLLO.

In. 7. KeumaHUyia Ha 3aMoeaeHHA wecmu KabiHemHux
nopmpemis, sudaHa 8 amesose 0e Mezepa y 1885 poui. Ha
61aHKY KBUMAHUIT Micmumebcs iHhopMayia peKknamHozo
Xxapakmepy ma po3yiHKu. Bid pyKu no3Ha4veHi: npizsuuje
ma iHiuian 3aMOBHUKa, KinbKicme ma popmam
s8idbumkis, cyma ma nopA0Kosuli Homep 3aMO8/EHHA
(JAKO, ¢. 2, on. 21, cnp. 247, apK. 4-438.)

Ane Bce X TaKM, OCHOBHOW NpoayKLuieto ¢poTorpadiuyHMxX 3aKNagiB 3anMLLABCA CTYAINHUIA
nopTpet, 3060B’A3aHMI CBOEID MONYAAPHICTIO YABNEHHAM PO MNPECTUXKHICTb BONOAIHHA
300parkeHHAMM npeaKiB Ta 6AM3bkux. MopTpeTn, AKMMKU NpPUKpawanu iHTep’epn iganeHb Ta
KabiHeTiB, ByAM [OCTYNHI MalKe BUKIHOYHO NPeACTaBHUMKAM BULIMX MNPOLIAPKIB CYCNiNbCTBa.
Mossa K doTorpadii AemoKpaTM3yBasa NPAKTUKY 300parKeHHA NAMHM W npussena n[o
KapAMHANbHUX 3MiH Ha XyA0XHbOMY pUHKY. Matpiuia i benno 3aysaxye, wo ¢otorpadis, aka He
MOF/1a KOHKYPYBaTW 3 BEJAMKMMW KapTUHAMW, HAaNUCaHUMKU ONiMHUMUKM dapbamu, 3aHANa Hilly
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nopTpeTHoI MiHiaTropwg. @yHKLA OCTaHHbOI NoJsiArana y penpeseHTauii BiACYTHbOrO «iHWOro», B
CMMBOJIIYHOMY OOMIHI MOYYTTAMU MiXK OAM3bKMMKU NIIOAbMMU, PO3AINEHMMU 3 TUX abo iHWKMX
NPUYMH. MiHiaTIOpPHUI NOPTPET HEePiAKO CynpPOBOAKYBaB JJIOKOH BONOCCA, GparmMeHT TKAHUHU, abo
iHWKWIM 06’eKT, AKMIN yocobnoBaB «NPUCYTHICTbY nopTpetosaHoro. doTorpadia, y cBolO yepry,
NOEAHYBaNA «MHEMOHIYHI PyHKLIi nopTpeTy 3 peTUWNCTCbKUM ePEeKTOM NOKOHY BONOCCA», afrKe
cnpuiimanaca B 6yKBasibHOMY CeHCi fIK ¢isnyHuin cnig, 3annwenuii noaunHoto (Di Bello 2016, p.
85).

MepeciyHnin mewkaHeub Kuesa XIX — moyatky XX CT. TaKoXK cnpuiimas ¢$oTONopTpeT AK
aptedakT, wo 36epirae 38’s30K 3 ocoboto mogeni. IHKonn ueit 3B’A30K € PopmanbHUM Ta
YTUAITAPHMM, K, Hanpuknag, Ha doTorpadiax, WO BUKOPUCTOBYBANMCA Y AKOCTI NOCBigYEHHA
ocobu (Iln. 4). B iHWMX BMNagKax BiH
pajle TpaHCUeHAEeHTHMI. Tak, 30Kpema,
y 1894 poui iHCNEKTOp KWUIBCbKMUX
TMnorpadiit 3a3Hayas, WO «AeaKi ocobdu,
MepeBaXHO [JdaMu» BUABAAIOTb CBOE
He3a40BONEHHA TUM, WO ¢oTorpadu y
BiTPMHAX CBOIX 3aKnagiB BWUCTABAAIOTb
iXHi  nopTpetm «nopag i3 30BCim
HeBigomumm im ocobamum» (UAIAK, o.
442, on. 625, cnp. 157, apk. 15 38B.-16).
[HWKIA nomibHUN NpUKNaL, MOMKAMBO,
CTaHOBWUTb  MOACHIOBA/IbHA  3aMNMCKa
dotorpada OnekcaHapa Kpetumepa,
AKUN MaB HEMPUEMHOCTI yepes Te, LWO,

He Mmawun  BIANOBIgHOrO  A03BONY
3aMOBHWKa, BIATBOPUB 3HIMKW MNEBHOI

In. 8. AMamopceKa cimeliHa pomoepadpia nepwux
decamunime XX cm. B iHmep'epi oceni nomimHi po3ssiwaHi Ha

«magemyasesib MoneHbeprep Ha KOHAX cmiHax cmydiliHi KabiHemHi homonopmpemu y pamKax.

naHa PoseHbepra» (JAMK, ¢. 287, on. 1, Kasosuli cmonuk, sidkpumuli ane6om ma apgoposa

cnp. 41, apk. 42) . cmamyemka Ha rnepedHbOMYy naAaHi imimyrome iHmep'ep
Ha py6e)+(| XIX-XX CT. Cmyall. 3 npusammHol Konekuil

HaMbinbworo nowupeHHA Habyan doTorpadiyHi nNopTpeTM «Bi3UTHOro» Ta «KabiHeTHoro»
dopmarTie (3a3Buuyait 6aM3bKo 7,5x4 cm Ta 12x8 cm BianosigHO), opopmneHi B nmacnapty 3
OpiCTONBbCLKOro KapToHY, 3a3BMYai NPUKpaLLeHi Ha 3BOPOTi BiHbETKAMM 3 peknamoto GpoToaTesbeE.
Take odopneHHs ob6ymoBAtOBanocs HeobxigHicTio: ¢oTorpadm 6ynm 30608B’A3aHI BKalyBaTw
BMXiZAHI OaHI HA CBOIM NPOAYKLii, @ TAaKOX BHOCUTU iHGOPMALLtO NPO 3aMOB/IEHHA B KOHTOPCbKI
KHUIM 1 36epiratv oguH 3 BiAOUTKIB y cneuianbHOMy anbbomi Ha TOM BUNAAOK, AKLWO doTorpadin
neBHOi 0CO6M 3HaA06MTLCA ANA «CYA0BUX Ta aAMIHICTPAaTUBHUX p,oai,a,ox»g. Ha npakTtuui ui sBumoru
cMcteMHo nopywysannca M 3 1909 poKky 6ynmu cKacoBaHi nicna BuBeaeHHs doTorpadivyHmx
3aKnagis 3-nig Harnagy iHcnekuii Tunorpadin.

Ha noyatky XX cT. Bi3WTHi Ta KabiHeTHi nopTpetn 3 BUraaAMBUM noairpadiyHm
0POPMNEHHAM NOCTYNOBO BMXOAATb 3 YXKUTKY, MNOCTYNal4MCb 3a MNOMNYAAPHICTIO OeleBUM

8 [OxoH Terr 3BepTae yBary Ha Te, WO NeBHUM NPOBiCHUKOM ¢doTorpadii MoKHa BBaXKaTM BUHAWAEHUN HaANpPUKiHL,
XVIII cT. disioHOTpaC — MeXHIYHUIA NPUCTPIN ANA BUTOTOBAEHHS CUAYETHUX MOPTPETIB 3 BUCOKOK TouHicTio (Terr 2019,
c.47).

° dopmanbHo doTorpadu 6ynm 30608’A3aHi Anwe 36epiraT ynpoaosK POKy NO OAHOMY MPUMIPHUKY HaZpYKOBaHWUX
¢doTorpadiit i 33 cBOIM HarKaHHAM BECTUM KKBUTAHLiNHI KHUIM» 3amoBneHb (OAKO, ¢. 2, on. 21, cnp. 247, apkK. 1-8).
BoaHouac, B 0608’A3KM NOCaf0BLA, AKWI 34iMCHIOBAB Harnag 3a TMnorpadiamm Ta iHWWMMKM NOAiGHUMM 3aKkNagamu, B
TOMy uucni 1 ¢dotorpadiuHMmMK, BXoguaa nepesiKa HAABHOCTI «LWHYPOBAHWX KHWUIM» 3amMoBieHb. BignosigHo,
BiAICYTHICTb TaKUX KHUT HepiaKo ¢ikcyBanaca Ak nopyweHHs (JAMK, ¢. 287, on. 1, cnp. 64, apk. 89-89 38., 184).
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BiAOMTKAM Ha NOLITOBUX JIUCTIBKAX, HAa 3BOPOTI AKUX AeiHAe MOXKHa nobauntn wramn GoToaTenbe
(In.9).

doTonopTpeTn AeMOHCTPYyBanuca B iHTep’epi abo 3bepiranuca y cneuianbHUx anbbomax (In.
7). MowmpeHo NPaKTUKOK CTaE 06MiH GOTOKAapPTKaMM, WO PO3LLIHIOBABCA AK aKT BUABY APYKHIX
noyyTTiB. YMcneHHi, xouya " 3a3BMYal ManoiHGOPMATMBHI 3raflkM MpPO LEe MOKHa 3YCTPiTU B
enicronapii Ta memyapHin nitepatypi. Jlloamuna MulleHKo, Hanpuknag, pobutb Taky pemapKy 3
npUBOAY KOPOTKOI 3ycTpidi 3 Onekciem MapkeBuyem, AKUN KOAUCb ByB Ti yuutenem y rimuasii:
«Kinbka AHIB TOMYy BiH y)Ke BLUAHyBaB MeHe TMM, WO nonpocus moto ¢oTtorpadito i nogapysas
MeHi CBOtO (BOHa 36epiraeTbca y meHe)» (MuweHko 1929, c. 128). Cami 3a cebe roBopATb YNCAEHHI
Aapdi Hanucku Ha 3BopoTax ¢oTtorpadinn XIX — noyatky XX cT., Wwo 36epernnca goHUHI. Pasom i3
BNacHe 300paKeHHAM, BOHM CAYyryBa/M CBOEPIAHOK €MaHaLE AYXOBHOro 3B’A3KY MiX
poanyamm, Apy3AMK, KONEraMu 1 HaBiTb NpaLeaaBUAMM Ta HAMMAHUMM NPaLiBHUKAMW.

CyyacHM pgocnigHuk 34e6inbworo nos3baBaeHUn MOMKAMBOCTI BU3HAUYUTK, AKi came nogii
CNOHYKanM MeLLKaHUA MicTa BiaBiaat ¢poTtoatenbe. LLBmawe 3a BCe Ui BiaABIAMHM 34iACHIOBAAUCA
3 MEeBHOW nepioauyHicTiO: y 3B’A3KY 3 OarKaHHAM BiA3HAYMTU 3MiHY CoOLiaNbHOro cTaTycy

4 3 16 0 L %M%MW
2 G ?wwc?u,b %%&@M
P e M2

o e

ey <
M,‘p,qa wwarotioel =

In. 9. Mopmpemu pi3Hux oci6é Ha 6aaHKaAx 8iOKpUMUX AUCMI8 3i
wmemnenem «Pomoepacgpus U. C. UsaHyeHKko» nepiody Mepwoi
ceimoegoi giliHu. Pomoepagh mexHiuHO 2pAMOMHO 3aMipse8
eKcrnosuyito no ods2y moodeseli, 3acmocosyrodu MoOHuUli Ha moli
yac xy0oxcHili npuliom «nopmpem y HU3bKOMY KAtoYi». Hanuc Ha
380pomi gpomoepadii dis4uHu: «Ha namsme dapo ceoum
xo3satisam AdamuyeHKosbim om [IpoHu Tpogumoeoli. 191620 20da
2320 0ekabpsa». 3 npusamHoi Konekyir
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(yTBOpeHHs ciMm’i, mpocyBaHHA no cnyxb6i), HapogKeHHAM abo popochiwaHHam aite abo
HeobXiAHOCTI NONOBHEHHA «0OMiHHOrO ¢oHAY» BAacHUX GOTOKAPTOK. 3BMyain doTorpadyBaHHSA
obpsagiB nepexoay Ha TOM Yac NOLWMPEHHA We He HabyB: BiAHOCHOK PiAKICTIO € HABITb CTYAiNHI
$doTO MoNoAAT Yy BeCinbHOMY BOpaHHi. TakoX, BCynepey MoLWWMPEHOMY B Cy4YacHii macosii
KynbTypi Midy npo HIBUTO NONyNAPHICTb MOCMEPTHMX MNOPTPETIB Yy BIKTOPiaHCbKy enoxy,
doTorpadyBaHHA nomepaux oci6 6yno aABuwem HedacTum. binbwe TOro, cneuianizoBaHa
nepioanka He paguna ¢otorpadam bpaTnca 3a uen «KHaANHENPUEMHIWMA» BUA, doTorpadiyHmx
POO6IT, OCKINbKK poAMyi 3a3BMYA OYiKyBa/IM OTPUMATU 3006ParKEHHS «CXO0XKe Ha MOKIMHOro, Koau
BiH OYB *KMBMN» i HEpigKO BiAMOBAANUCA Big, HagapYKOBaHUX BiabWUTKIB, sKi doTorpad npencrasnas
yepes KinbKa aHiB (PoTorpaduyecknin BectHmk 1891, c. 216).

3ayBaXKMMO, WO Ha 6araTbox CTyAiliHMX nopTpeTax pybexky XIX-XX cT. ayxke NomiTHUM €
nparHeHHAa ¢oTorpada Ta peTywepa 3a 6yab-AKy LiHY BiATBOPWUTM BMPa3HiCTb o4velrt moaeni,
BiAMNOBIAHO A0 NOWMPEHOro ToAi YABNEHHA NPO «A3epKano ayuwi». YacTto ui cnpobu sBuraaganm
BKpan HEMPUPOAHO Ta He3rpabHo (K y uuToBaHOMy BuLe dparmeHTi Komegii KapneHka-Kaporo).
Le nae nigcrasu cTBepAXKyBaTH, WO MOWMPEHi B MepeXeBUX MmaTepianax YNCAEHHI «CTapOBUHHI
doTorpadii mepuie» y 6inbWOCTi BMNAAKIB € 300parKEHHAMMU KUBUX NHOAEN, O4i AKUX Oynu
HEBMINO BigpeTyLwOoBaHi NPaLLiBHUKOM aTesbE.

EcTeTuKa cTyaiiiHOro noprtpery

Xoua ¢oTorpadia nosbasuna NeBOBOI YACTKM |
3aMOB/IEHb BUMYCKHUKIB XYAOXKHIX aKaZeMmid, BOHA X |
cTBopuna poboyi micua Ana TUX i3 HUX, XTO CRAPOMIrcs
apanTyBatTMCA [0  HOBMX peanin. [Mepexia ¢daxosux
XYOOXHUKIB Yy chepy npodecinHoi  ¢oTorpadii €
XapaKTepHOK  O3HAKOK  paHHbOro nepiogy icropii
doTomucteuTBa, 1 KniB He CTaHOBMB Yy LbOMY BifHOLUEHHI
OAHOro BUKAOYeHHA. Cepen nepwux ¢oTorpadis, AKi
npautoBaan Yy  MICTi, NPURHATO 3ragysBaty |BaHa
l'yooBcbKoro, AkMin BumBca y [leTepbyp3bKii akagemii
MUCTEeUTB pasom 3 Tapacom LleByeHKom Ta 3pobus
AeKinbka  Bigomux ¢doTonopTpeTiB noeta, Kasmmwupa
tOHeBMYa, AKMK y 1851 p. OTPMMAB 3BaHHA «HEKNACHUN
XYOO0XHUK KMBOMMUCY NOPTPETHOrO» Yy LbOMY X 3aKNagi, a
3ro0M C/AYXMB Yy MOro Mo3saiyHomy BigAini. BUNycCKHMKom
MNeTepbyp3bkoi (3a iHWMMM aAaHumm — BigeHcbKoi)
akagemii 6yB i natpiapx Kuiscbkoi ¢oTorpadii PpaHuy ae
Mesep (Zakowicz 2010, s. 90). BiH npautoBaB yuutenem

MantoBaHHA B KWIBCbKOMY [HCTUTYTI WAAXETHUX AiByar, In. 10. Mopmpem deox Yonosikis 3

nokn y 1865 poui He BigKkpuB ¢oTorpadiuHmin 3aknag, RIOHAMUMU Kenuxamu,
AKUM Bonogis 4o 1918 poky. guzomoeneHul 8 3aknadi Muxkonu
Cepen ¢oTorpadis-xyaoXHMKIB  Mi3HIWOro 4acy Y3emcbK020 Ha no4amky XX cm.

BapTO BiA3HauuTh MeHpixa JlasoscbKoro. MimosipHo, came ~ Mosea mina modeneii € xapakmepHoto
o . . 014 2pynosux nopmpemis opy3ise abo
MOro CKYNbNTYPHI Ta XMBOMWUCHI poHOTU eKCNOHYyBanucA B . L ,

. . ] 611u3bKUX POOUYiE 40/108i40i cmami
Kuesi, 30Kpema, Ha XyAoskHiM Buctasui 1891 poky gikmMopiaHcbKoi 006U,
(norpyaas npodecopa MepiHra Ta M. B. JloxTiHa; AuBs.: 3 npusamHoi kKonexuii
Katanor 1891, c. 3) Ta Ha BucTaBLj KniBCcbKoro ToBapucTBa

XYAOXHiX BUCTaBoOK Yy 1900 p. (ckynbntypa «Xpucrtoc» Ta

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2020. 1(9) | 94



MODERN AND CONTEMPORARY ART

akBapenb «Kob3ap»; aus.: Katanor 1900, c. 12)10. Lsmale 3a BCce Xyg0XHIO OCBITY maB i MunKona
HOxHoBeuUb-HOXHOBCbKMI, CENsIHUH 33 CTAaHOBOK TMPUHANENKHICTIO, SKUMKA nepen BilHOW OyB
B/IaCHMKOM Halbinblwoi mepexi 3 n'atm ¢oTorpadiuHmx 3aknagis y Kuesi. Hassy csoro
nignpPUEMCTBA BiH No3Ha4vaB came Ak «PoTtorpadus xyaoxHuka H. KOxHoseL-HOXHOBCKOroy.

Ha ubomy Tni He BUK/MKAE 34MBYBaHHA TON aKT, WO ecTeTUKa NopTpeTHoi poTorpadii byna
ManKe 6e3 3MiH 3ano3myeHa 3 akagemiyHoro xusonucy KiHua XVIII — nepwoi nonosuHm XIX cT.
CTaHgapTHMX  nNpuHUMNIB  nobyaoBu  MOPTPETy  €Bponencbki  ¢oTtorpadm  Hamaranmca
AOTPUMYBATUCS HACTIIbKM PETE/IbHO, WO JIOKa/IbHi 0C06/1MBOCTI B iXHiX pob0oTax CTaloTb NPAKTUYHO
HenoMiTHUMKU. Matoun AeKinbka pobiT, BUKOHaHWX Ha NPUBAN3HO OAHAKOBOMY TEXHIYHOMY PiBHiI,
MW 3a3BMYAN MOXKEMO NNLLIE 340raayBaTUCA, B AKIN KpaiHi Ta abo iHwa ¢oTorpadia byna cTtBopeHa.
Mpo BMOKPEMNEHHA MEBHOrO iHAMBIAYAZbHOIO MOYEPKY, MNPUTAMAHHOrO MNEBHOMY MaMNCTpy
nopTpeTHOro ceiTnonucy B3arani He Mpetbca. Potorpadii BigpisHAOTbLCA 3aebinbworo nuwe
TEXHIYHMM pPiBHEM BWKOHAHHA Ta PI3HOMAHITHICTIO CTAaHAAPTHUX XYAOXKHIX npuiiomis. LA
cneumndika byna ofHieto 3 NpMUYMH, YoMy amaTtopu doTorpadii KiHua XIX — noyaTky XX cT. yacto
3HEBAX/IMBO CTaBUAMCA A0 «NpodecioHaniB-pyTMHEpPIB», AKi iIHKOAW HaBiTb He AOoMNycKanuca Ao
Yy4acTi y BUCTaBKax.

Komnosuuis Ta no3n moaenen cTyainHmMx nopTpeTis B abcotoTHIlM GinblocTi BUNaaKis 6ynm
peTenbHO 3pexucoBaHi ¢otorpadom. Ana noptpeTie manux ¢dopmatis 3aebinbworo obupanu
norpyaHe 306pakeHHA Ha HeWTpanbHOMY Thi. 3B’A30K MNOAIOGHMX MNOPTPETIB 3 KUBOMWUCHOK
MiHiaTIOpOI NOAEKYAN NIAKPECNIOETLCA e M HAaABHICTIO paMKK 0BasibHOT dopmu. Y KabiHeTHomy
dopmaTi AOMiHYIOTb POCTOBi 306paKeHHs, BiATBOPEHI B MerKax Tpaguuil napagHoro noprpeTy.
Crtyais, pe Biabysanaca ¢oTo3liOMKa, B TaKOMy BMNAAKY iMiTyBana KOHCEpPBATUMBHUMI iHTep ep
3aMOKHOTO BYAMHKY, 3 XapaKTEPHUMMK enemMeHTaMm1 Y BUTNALI CXOAiB, BaXKKMX rapamH, Kpicen Ta
CTONIMKIB Yy CTUAi amnip, ¢parmeHT 6ankoHy 4m Tepacu 3 HANOCTPA[OHD, KYTOYOK AOTMNAHYTOrO
NMapKy 3 Hama/IbOBaHOM afieeld Ha 3aAHbOMYy nAaHi abo «aAuKoi» npupoan 3 aepesom abo
KameHem (ln. 6). YacTo BUKOPUCTOBYBA/INCA A0AATKOBI aKcecyapu: KHUra un anbbom, ByKeT KBiTiB,
nasWKa BMHa, irpawku Towo. Cami mogeni 3a3BnYall AeMOHCTPYHOTb HaliKkpalle BbpaHHA 3i cBoro
rapaepoby, napagHi MyHAMPW, NPUKPACK, TOANHHUKN Ta iHLWI aTpUOYTN JOCTATKY M yCnixy.

3BepTae Ha cebe yBary MoBa TiJla moAaenen. Y pocToBMx 306paxKeHHAX Haa3BUYaMHO BenKa
yBara npuaifieHa nNpAMin NOCTaBi, AKA B YABNEHHAX JIOAMHU «NPEKPACHOI enoxm» MilLHO
acouitoBanacA 3 KOHUEenuiasmuM UMBINi30BAHOCTI, €BOAIOLII, XWTTEBOI eHeprii Ta BMCOKOro
couianbHoro cratycy (aus.: Gilman 2018). Lle came cTocyeTbcA 3arasibHOi €MOLMHOT CTPUMAHOCTI
306paxeHnx mogeneit. Mwnoca He TiNbKM NPO YCBIJOMAEHHA HUMMW BaXKAMBOCTI MOMEHTY
3a/IMLLIEHHSA CBOrO BiAOUTKY ANA BIYHOCTI, ane 1 Npo cnifayBaHHA AOMIHYIOUI Ha TOM Yac KoHuenuii
rigHOCTI, CNOKOK Yy CTPaXAEeHHOMY XWUTTI Ta WAAXETHOI Kpacu y KOHTPOAI Haj, MNo4vyTTaAMU
(Andersson 2018, 27). Came uyepes Ui CBITOrNAAHI yABNEHHA MOAENI CTYAIMHMX NOPTPETIB MaliKe
HIKOZIM He MOCMIXaloTbCA, a Y BUNAAKY FPYyNnoOBUX MOPTPETIB — PiAKO TOPKAOTbCA OAHE OAHOrO,
HaBiTb AKLLO MLWNOCA NPO NOPTPET YNEHIB NOAPYKHKA. [loTOpK 6yB NpMnycTMmMMm 34e6inbworo Ha
doTorpadiax, Ae ManoniTHi AiTu 3o0bparkeHi pa3om i3 6atbkamu. Capa J1. /leoHapa, aHanisyouum
TOrOYacHy HimeubKy nopTpeTHy doTorpadito, Big3HAYaE, WO AEMOHCTPATMBHA rpaili/MBICTb Ta
TeaTpasibHICTb MOT/IN 3yCTPIYaTUCA Y TPYNOBUX NOPTPETax Y0/10BiKiB — Apy3iB abo bpaTis, ToAj AK
XiHKM Ha doTorpadiax 3aBXKAN 3anMWANNUCA CKYTUMUM HOpMaMKn dopmanbHOro etukety (Leonard
2020, p. 196). Lle cnocTtepeKeHHsA B LiNIOMY MiATBEPAKYIOTb | KMIBCbKi doTorpadii gocnigykysaHoi
nobwu (In. 10).

Cepen rpynoBux NOPTPETIB A0BOJI YacTo TpanaawTbca ¢oTtorpadii, Ha AKUX YONOBiKa
306paKeHo cMAasun, a ApYyXUHY (Ta iHKoAu giten) — ctoaum nopaa. LA Komnosuuia Takox €

10 . . . o . o
MpuWHari4HO BUCNOBIO BAAYHICTb KaHA. icT. HayK Jap’i [lobpisH, AKa 3BepHY/Ia MO0 yBary Ha Len ¢akT.
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UMTYBAHHAM aKageMiYHOro XuBonucy, 3Haxoaaum 61n3bKy napanenn, HANPUKNAL, Y POAUHHOMY
nopTpeTi BenuKoro repuora lecceHcbkoro, pobotu leHpixa ¢oH AHreni (1879). CemaHTMKy
noAibHoi Komnosuuii AKHaKpalle Po3KpMBaE KapTuHa EaBiHa JlaHAcipa «BiHA30PCbKUI 3aMOK Y
Haw 4ac» (1841-1843). BoHa CTaHOBWUTb MOPTPET KOpoJsieBU BikTopii, npuHUa AnbbepTa, iXHbOI
OOHBbKM Ta AOMallHiX ynobneHuiB. KOHCOPT WOMHO MOBEPHYBCA MiciA BAA/IOr0 MOJIKOBAHHS i
po3cnabneHo cnautb nepen cBoiMmm TpodeaMU Ta MUCIMBCbKMMKU cobaKamu, Toai AK BikTopin
CTOITb NMOpPYY, BiTatoum YOJI0BiKa BYKETUKOM KBITiB. [pU3HaYeHn pajlle ANa A0OMaLlHbOro BXUTKY
rPynoBMi NOPTPET CNAaBUTb YECHOTU XKiHKK XIX CT. — XpaHUTENbKM A0MY, fiKa 3abe3neuye kKombopT
i 3aTMLWOK ronosi poguHu (In. 3).

In. 11. Jlisopy4y — nopmpem
suzomosseHull 8 KuiscbKomy
amernse «llpozpecc» mine 1900
ma 1914 pokamu. Condamcekuli
pPeMiHb 3 NPAXCKO ma
mpocmuHa 8 pyui 00Ho20 3
40s108iKi8 8KA3yY€E HO Me, W0
306paxceHuli mie bymu
silicbkosocnyxcbosuem.
Mpasopyy — pomozpadpis
padAHCLKUX 8ilicbKosuKis,
damoeaHa KiHuyem 50-x pokie XX
cm. Monpu 3HayHUl
XPOHOs02iYHUl PO3pUB MinC
dsomMa 3HIMKamu, msaasaicme
cmuso € 00cUMb MOMIMHoK0.

3 npusamHoi Konekuyii

e T E LA BN . _ e ]
MuTaHHA iepapxii Ta cTaTycy, BUpaxKeHi 34e6inbworo B po3milleHHi 0cobu Ha 3HIMKY, B3arani
€ Ba)XNMBMMM AN TpynoBux nopTtpeTiB Tiei [06u. OnekcaHgp KicTAKIBCbKMIA Yy CBOEMY
«WoneHHnKy», He 6e3 nesBHOi BTiXW, 3ragyBaB sAK y 1875 poui cTyaeHTM YHiBepcuteTy CB.
Bonognmunpa nonpocmam ge Mesepa Ha doTorpadii cBOro BMNYCcKy po3micTn noptpeTn byHre Ta
camoro KicTaKiBCbKOro oKpemo Big, iHWKWX npodecopis, Xo4a cam BiH NPOMNOHYBaB PO3TallyBaTH
306paKeHHA BMKNA[AuiB y NOPALAKY OTPUMAHHA HUMWM [OKTOPCbKMX CTyneHiB. MOpTpeT KOXKHOI
ocobu ne Mesep poTorpacdyBaB OKpPeEMO 11 B¥Ke NOTIM 3MOHTYBAB YBECb 3HIMOK, AKMI BUKAWNKAB
OypxnMBy HeraTMBHY peakLilo iHWOro yHiBepcuTeTcbKoro npodecopa — KUIBCbKOrO MiCbKOro
ronosn Mukonn PeHHeHkamnda. BiH 3mycms ¢oTorpada nepepobutn dotorpadito, nomiHABLIK
micuamu KictakiscbKoro Ta npodecopa CngopeHka (Kictakiscbkuii 1994, c. 165).

Ockinbku doTtorpadia cnpuiimanacsa Ak MHEMOHIYHWUI BiAOUTOK peanbHOi 0cobu, BOHa morna
ebeKTMBHO BMKOPUCTOBYBATUCA ANs NeriTumisaLii Bnagy 1a nobyaoBu pisHOMAHITHUX iEpapxii. 3a
Cnoragamu Cy4acHuKiB, HenonynapHuh y Kuesi reHepan-rybepHatop Mukona Knevirenbc,
NPuW3HayYeHnit Ha nocaay B 1903 poui, nosicuB y CBOEMY KabiHeTi «BenunKky ¢otorpadito, Ha AKiN BiH
6yB 3HATUIA 3 MuKonoto lI». Llum Kneirenbc XoTiB HAOYHO MPOAEMOHCTPYBATU NMPUXUNBLHICTL A0
HbOro iMnepaTopa Ta CBOK HabMKeHicTb A0 Hboro (Cnagopos 1918, c. 221).

Niacymkum
Ha py6exi XIX-XX cT. npodeciitHa doTorpadin y Knesi ctaHoBuNa BUCOKOpeHTabenbHMN BUA,
manoro bisHecy, AKMI, 3a HaneXHoi opraHisauii poboumnx npouecis, mir 3abesnedyBaTt cTabiNbHUM

[0Xi4, BNaCHMKaM Ta [MOPIBHAHO BWCOKUIM piBEHb 3apnaaTHi  HAaMMaHMM  MpaLiBHUKAM
doTorpadiuHmx 3aKknagis. MNopir BxoaxeHHA A0 ¢doTorpadiyHoi cnpaBu morna 3401aTM HaBiTb
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NOAMHA 3 BIAHOCHO HEBENMKUM 06cArom PpiHaHCOBUX HAKOMUYEHb, WO NPUTATYBAIO A0 Li€ei chepmn
LUIMPOKE KOJIO OCib. 3 MEeBHMMW 3acTeperKeHHAMU, npodecinHy doTorpadito MoXKHa BBarKaTu
OAHMM i3 couianbHUx NiPpTiB, WO AaBaAM MOXKAMBOCTI AnA npodecinHoi peanisauii KiHKam,
iHO3EMHMM TpoOMaZAaHaM, NpeacTaBHUKAM AUCKPUMIHOBAHWX ETHIYHMX Tpyn Ta HU3bKUX
coljanbHUX CTaHiB. BogHouac, peanisauia y npodecilHin dotorpadii 6yna moxamsow nulie 3a
HaABHOCTI MNEBHWUX TEOPETUYHMUX Ta MPAKTUYHUX 3HAHb, A KOPCTKA KOHKypeHTHa 60poTbba
BMMarasna nocTiMHOro 3acToCyBaHHA Ha NPAKTUL HAYKOBO-TEXHIYHUX AOCATHEHb Ta HOBMX MiAX0A4iB
00 opraHisauii 6isHecy. Tox 3arasiom KomepluiiHa doTorpadia cnpmsna 3poCTaHHIO COoLjia/bHOT
MOBIiNbHOCTI Ta 06MiHY 3HAHHAMW 1 TexHonoriamu. Came y LbOMY NOAATaB ii BHECOK Yy npouecu
couiaNbHO-eKOHOMIYHOI MOAEpPHI3aLLii MiCbKOro cepeaoBmLLa.

Po3sutok npodeciiHoi ¢oTorpadii, yepes AeMOKpaTM3aLilo npouecy CTBOPEHHA Ta
NOLWWPEHHA BidyanbHOro 06pasy Nt0AMHW, CNPUAB NOABI HOBMX CNOCO6IB KOHCTPYOBaHHA Nam’ATi
yepes yKNAafgaHHA 0COBUCTUX Ta CiMeNHNX GOTOApPXiBiB, BUHUKHEHHA HOBMUX CYCNiNIbHUX NPAKTUK Ta
putyanis, cepen, sknx 6ynun BiasiayBaHHA ¢oToaTenbe B NapagHomy oanasi, obmiH doTorpadiamm
Mi 61M3bKMMM Ta 3HAMOMMMM, BidyasbHa iKcalifs 3HAYMMUX KUTTEBUX Nogin. B enoxy, Konu
3HAYHO NPULIBUALNANCA NPOLLECU PYMHALT TPAgULINHUX 3B’A3KIB MiXK Y1eHaMM CoLianbHOI rpynu,
came d¢oTorpadis 3abesneyyBana BiAYYTTA MNCUMXOJIOFIYHOTO KOMQOPTY, CTBOPHOKOYM iNto3ito
«NPUCYTHOCTI BiACYTHLOTO».

Hacnigytoun npasuna M NpUHUMNM aKaLEeMIYHOrO NOPTPETHOro XuBonucy, npodecinHa
¢doTorpadia gpyroi nonosuHmM XIX — noyatky XX cT. cpopmyBana HOBi CTaHOAPTU E€CTETUYHOrO
CNPUNHATTA, AKi 6a3yBanncA Ha ETUYHUX HOPMax, crnocobax MNoBeAiHKM Ta CBITOrNALHUX
npuHUMnax gobu. 3 oaHoro 6oKy, Wi CTaHAAPTU cNpUAAN GopMyBaHHIO HOBOI Bi3yasbHOI Ky/bTypu
rnobanbHOro NOACTBA, B AKIM MaiKe He BiAYYBAlOTbCA JIOKasbHi ocobamBocTi. 3 iHworo —
CTyainHmMin  dotorpadiyHMii  nopTpeT  KoHcepByBaB  300parkanbHy Hopmy, CHOpPMOBaHy
EBPOMNENCHKOIO *KUBOMUCHOK TPAAMLIEI HOBOrO Yacy. | xoua BXKe HanpUKiHLi Apyroro A4ecaTuaiTTa
XX cT. ecTteTMKka nopTpeTHoi oTorpadii «npeKkpacHoi enoxm» BUrasgana apxaiyHoro, il BNAMB
BMPA3HO BigyyBaTMMeTbCA Yy nobyTosin ¢oTtorpadii HactynHux gecatunite (In. 11), a nogekyam
MOro Ba*KKO He NOMITUTM 1 y MOPTPETAX 3 COoLiaibHUX MepeK NepLumx gecatunite XXI cronitrsa.

Tab. 1. InBeHTap poTorpadiuHoi naboparopii KuiBcbKoro BigaineHHA ImneparopcbKoro Pocilicbkoro TexHiuHOro
ToBapucTBo, KiH. XIX cT. (3a: UAIAK, ¢. 730, on. 1, cnp. 185, apk. 43)

Ha3Ba o6napHaHHA K-Tb nina,
KpO.
npo3opi uenynoigHi BaHHM 18x24 cm 4 14
nposopi uenynoigHi saHHM 13x18 cm 1 1.40
nabopaTtopHuii cTin nig ctapuin ay6, o6LWINTUIA TMCTOBUM CBUHLIEM 1 30
UMHKOBMX papboBaHMX Bigpa (Kpyrae Ta Haniskpyrae) 2 4
NlabopaTopHUIt HOTUPUKYTHUI NlixTap 1 2.80
DpaHLYy3bKUX KONitoBanbHUX pam 18x18 cm 5 5
CKknsHa unniHapuyHa meHsypKa Ha 200 o™’ 1 1.20
AMepPUKaHCbKUIN BENIMKKUI NabopaTopHUIA ixTap 1 5.40
la3oBa namna 1 4
Tno 3,5x3,5 apwwHa, Ne449 1 18
MigpamoK Ha KNIMHaX 3i CTaHKOM 1 7
LTaTtne gnsa siatiHiOBa4va 1 9
BaHHa yopHoro ckna 19x20 cm 1 2
BaHH ¢asHcoBux 15x20 cm 6 6
KonitoBanbHi aHrNiNcbKi pamku 9x12 cm 2 1.80
KonitoBanbHi aHrnincbKi pamkun 12x16,5 cm 2 2.30
LnHKoBuit papboBaHmMii 6ak 18x24 cm 1 7
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BennKuit CTaHOK ANA CyWiHHA HeraTuseis 1 1.25
l'ymosuii Banuk-rnaginka 13 cm 1 2
Tno 3,5x3,5 apwuHa, Ne447 1 18
Miapamok 3i cTaHkom 6e3 reuHTIB 1 5
MeTtanesuit ronoBoTpMmad 1 5
BaHHa YopHoro ckna 10,5x13 cm 1 0.90
MomeHTaNbHMI 3aTBOP YAOCKOHaneHui Ekcnpec Nel 1 13.50
06’ekTnB NoaBinHUI aHacturmat Mepua cep. Il Ne3 3 ipucosoto giadpparmoro Ne26429 1 78.75
Yoxon napycuHoBui 1 5
Kamepa ropixoBoro nonipoBaHoOro AepeBa 3 HiKeNbOBaHMM OKYTTAM, LWKipAHMM noaginHoro | 1 45
PO3TArHEHHA MiXOM, NOABIMHO KpemMaibepoto, TpbOMa NoABIMHUMM KaceTamm 13x18 (Ne47132), 3i
LUTAaTUBOM-TPMHOTOHO, LLLO CKAJAETLCA BTPUYI

la3oxkaposux namn nateHT [’ Ayepa N2l 3 noBHMM npubopom 5 32.50
lasoxkapoBsa citka Ne100 1 1.25
Nikanis (?) 6 30
Namnu 3 4.80

CnnUCoK CKOpoYeHb

OAKO — [epkaBHuUi apxis Kniscokoi obnacrTi.
OAMK — [lepkaBHui apxis micta Kuesa.
UAIAK — LleHTpanbHUI AeprKaBHUM iCTOPUYHKUI apxiB YKpaiHU B M. KKeBi.
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®abpuku nam’ami: KuiecbKka npogpeciiiHa pomoezpadpia, 1850-1918

Y cmammi po3zenadaemeocsa paHHA icmopia homoepaghivHoi 2any3i Kuesa aK KomrsaeKcHUl
KynemypHuli ¢heHomeH. BukopucmaHo memodu couianbHoi icmopii mucmeyms, npoconozpadii
ma 8i3yanbHoi aHmMponosaozii, Cmamms 6a3yemosca HA WUPOKOMY CrieKmpi apxieHUx O0KymMeHmis,
BK/IIOYAIOYU /IUCMYBAHHA KUiBCbKO20 iHCnekmopa munozpadili, Axkuli 3 1888 no 1909 poKu
30ilicHo8as Ha2nA0 3a pomoepaghiuHumu 3aknadamu. Ocobnusy ysaey npudineHo nopmpemHil
gomoepagii Ak «mexHonoeii nam’ami». [o noyamky XX cm. cmeopeHHsA, 36UpPaHHS,
demoHcmpauia ma obmiH ¢pomozpaiyHUX 3HIMKI8 CMAE 8AMHIUBOIO KY/bMYPHOIO MPAKMUKOK
0719 MICbKUX MeWwKaHyig ycbo20 ceimy. Y Kuesi HanepedodHi lepwoi ceimosoi 8iliHu decamKu
amesbe 8U20MOBAANAU homoepaghiyHi nopmpemu y eenuvesHill Kinbkocmi. ¥ moli 4ac, Konu
ypbaHi3ayis ma eKoOHOMiYHe 3POCMAHHA Npuweudwysanu Mi2payiliHi npoyecu ma po3mueanu
mpaduyiliHi  couianbHi cmpykmypu, came ¢omoepagia cmana 3acobom MiOMPUMAHHA
emMouiliHo2o 38°’A3Ky Mixt 100bMu. ABMOpP HA20/A0WYE HA BU3HAYHIU poni npogeciliHo2o
¢omoepaga, Axkuli suzomosnas «apmepakmu nam’ami» 014 okpemux oci6 ma poduH, U,
8i0N08IOHO, 8CMAHO0B/1I08A8 ecmemuYHi CcmMmaHOapmMu iXHiX [PUBAMHUX 8i3yanbHUX apxisis.
3a3HaueHo, w0 npogeciliHa ¢omoepaghia eidiepana nomimHy ponb y moodepHizauii ma
secmepHizauii Kuesa. Matoyu 8i0HOCHO HU3bKUL mnopie 8x00MceHHsA, homoepaghia Hadasana
MoMcusocmi npogpecioHanizauyii 018 HCiHOK, NPedCMABHUKIB HUMYUX COYianbHUX sepcms ma
OUCKPUMIHOBAHUX eMHIYHUX CrifbHOM (MaKux AK noasaKku nicaa CiyHeso20 No8cmaHHA ma espei).
lMpaytorouu y KOHKYypeHmMHomy cepedosuwyi, homozpagu HamMaz2aaucsd 8rnposaoxrcyeamu Hosi
mexHosnoeii, yodockoHanweamu b6i3Hec-npouecu ma nidsuwyysamu cegili ocsimHili pieeHsb.
BodHouac, ixHA meop4ya csoboda b6yna 3HAYHOWO Miporo obmexceHa. Cmuas homozpaghiyHozo
nopmpemy 6ye 3ano3udveHuli 3 aKademiyHo20 Mucmeumea  gicimHaouamozo ma
des’smHaduyamozo cmonime. Yepes uye pomoepagpiuHi nopmpemu, cmeopeHi 8 Kuesi abo 8 iHWux
micmax €sponu, cmunicmuyHo malixke He 8i0pi3HAIOMbCA 00He 8i0 00HO020. Mosa mina modened,
ixHili 0052 ma npukpacu, a makox« cmyOiliHi deKkopauyii ma akcecyapu maau Ha memi CMeopeHHs
0bpasy ycniwHoi AOUHU, 8ipHUX Opy3i8, MiYHOI POOUHU 3 YiMKO BU3HAYEHUMU COUiaabHUMU
poasmu mouwo. CmapomoOHuli cmunb nopmpemy nodyamky XX cm. cgpopmysas ecmemuyHi
3acadu nopmpemHoi gpomoezpaghii, docume NomMimHi Hasime 3a Kinbka decamusnime.

Knarouosi cnoea: icmopia ¢pomoepadpii, Kuis, pomoepagpiuHuli nopmpem, moodepHizayis,
des’amHadyame cmonimmsa, amenve, npogeciliHi omozpagu, MemMopianeHi MPAKMUKU,
8i3yanvHi apxisu.
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MI}K CAKPAZIbBHUM | AEKOPATUBHUM:
XPUCTUAHCBKA IKOHOTPA®IA Y ECKI3AX JEKOPATUBHOIO MNAHHO "NENIT"
MUXAUNA }KYKA

CredaHia Jemuyk, lOnia Kisuma

Between the sacred and the decorative: Christian iconography in the sketches for "Lily"
decorative panel by Mykhailo Zhuk

Stefaniia Demchuk, Yuliia Kizyma

Mykailo Zhuk was a graphic artist and a writer who is among the most famous and
influential figures in the history of the early 20" century Ukrainian art. His artworks bear the mark
of the in-depth reception of the Art Nouveau style. Although art historians who studied Zhuk’s early
period (1904 - 1918) did mention the complex symbolism of his works (including that of the
sketches for the floral panels which we shall examine), they avoided plunging deeper in the
semantic interweaving he indulged himself in. Thus, this essay shall examine the two panels titled
“Lilies”, which were treated mostly as ornamental works deprived of any hidden meaning. It seems
that the formal and stylistic analysis should be complemented with the other methods. The
iconographic analysis shall allow us to interpret Zhuk’s symbolic language and to discern different
semantic layers, and the comparative historical analysis shall help to distinguish typical and
individual features in Zhuk’s artworks, which, in its turn, shall allow us to put the artist's work
within the pan-European artistic context.Images in Zhuk’s case were supplemented with texts. We
could not avoid studying them along with the sketches for they contained the same motives as his
graphic works. By means of content analysis we analysed how the artists addressed the image of
lily and discovered the biblical bias of its representation in Zhuk’s texts and images. The
iconography of the “Lilies”, we suggest, has no direct predecessors and is mainly based on the
author’s interpretation of St. John’s Revelation or on works of his teacher at the Krakow Academy
of Arts, Stanislaw Wyspianski. For Wyspianski used floral motifs on numerous occasions and
experimented with the iconographic types of Virgin Mary in his monumental religious works.

Keywords: Mykhailo Zhuk, Art Nouveau, symbolism, ornamental panel, iconography.

OctaHHe pecatunitta XIX — noyatok XX CTONITTA BiA3HA4YMBCA NOABOK Ta CTPIMKUM
PO3BMTKOM HOBOFO XyAO0XHbOro CTUAO — ap-HyBO, abo moaepHy. Ha AymKy ogHOro i3 nepunx
TeopeTuKiB ap-HyBo AHpi Kasanica (nucas nig ncesgoHimom Man Jlaxop), cTtuab 6yB
3araNbHOEBPONENCbKMM ABULLEM, OAHAK MaB pPAL HaLiOHAa/NbHUMX BapiaHTIB: OPUTAHCbKUN,
6enbrincbknii, ¢paHLUy3bKUA, aBCTPINCbKUIA, CKaHAMHaBCbKUI Towo (Lahor 2012, p.7-79).
YKpaiHCbKi MUTL HE INLWNANCL OCTOPOHb 3ara/IbHOEBPONENCBKMX MUCTELLbKMX MPOLLECIB.

MoHa BW3HAYUTM [ABa OCHOBHMX LWAAXWU, AKMMMU CTUNICTUKA MOZEPHY NPUXOAUTb B
YKpaiHCbKe 06pa3oTBopYe MUCTeLTBO. [To-nepLue, Le peuenuis CTUA POCIMCbKUX XYAOMKHUKIB, LLLO
npautosanu y Kuesi y 1880-90-x pokax: B. BacHeuosa, M. Bpybens, M. HectepoBa. AK Bia3Hauyae
Onbra JlaryteHko, y po3nucax BonoaummpcbKkoro cobopy Ta KnpuniBcbKoi LEepKBU Bi3aHTIMCbKI Ta
03ABHbOPYCBKI TRagMLii «KNepeoCMUCAIOIOTLCA Y KAKUI CMMBOJTIZMY, MOEAHYIOTLCA 3 NAACTUMHUMMU
dopmamm npoTomoaepHy» (JlaryteHko 2007, c. 47-48).
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Mo-gpyre, BaxnuBMm OyB BM/MB 3aXxigHWUX BapiaHTIB MOAEPHY,
0Cc0b6/MBO HiMEeLbKOro, aBCTPIMCbKOrO Ta MOJbCbKOrO, fAKi nMpunaan Ha
nepwe AecATunitTta XX CcTONITTA. YKpaiHCbKi MUTLi 3HAaNOMMUAUCL i3
MowWyKammM 3axiAHOEBPOMNENCbKUX KoNer 3aBAAKM Npeci, BUCTaBKaMm, a
ro/I0BHE — MOAOPOXKaM i HaBYaHHIO 3a KOpAOHOM. (/TobaHOoBCbKMN&T0BASA
1989, ¢.120-130).

AckpaBuit NpuKNag peuenuii NosbCbKOro BapiaHTy MOAEPHY B
YKpaiHCbKOoMy 0b6pa3oTBOopYOMYy mMuUCTeuTBi — TBOpYicTb Mwuxaiina Hyka
(1883 — 1964) 3aranom Ta MOro NaHHO i3 306pa*KeHHAMM KBITiB 30Kpema.
XyO0XHUK OTPMMAB OCBITY Yy pUcyBanbHil WKoni Mukoan Mypauka (1896 —
1899) i npoaoBKMB HaBYaHHA Yy KpaKiBCbKi aKageMmii KpacHUX MuUcTeuTs
(1900 — 1904). Cepea iHWMX YKpaiHWiB, Y LbOMYy 3aknaai Hasdanucsa O.
HoBakiscbkuit, M. bypauek, M. CoceHKo

Buntenem Myka y akagemii 6ys CraHicnas BucnsHcbkui (1869 —
1907). LUWe nig yac HaBYyaHHA MwuxaliNo Hacnigye CTUNb HACTaBHMKa.
HalibinblWw Le NOMITHO Yy Mepwux CTUNI30BaHUX KBITKOBMX KOMMO3WL,iAX
MOJI040r0 MWUTUSA, WO BUPI3HAKTLCA «AEKOPATUBHOK M/OLWMHHICTIO Ta
XBUAACTICTIO NiHinM» (Cokontok 2018, c. 12-18). Ui ctunictuuHi ocobamsocTi
Ta yBara 40 NpupoaHnx Gopm CTaniM MapKepom CTUAK0 MOAEPH Y BCiX Moro
npoABax: apXiTeKTypi, XMBOMUCI, AEKOPATUBHO-YXKUTKOBOMY MUCTELTBI
(Xapgm 1997, c. 8).

Y 1900 — 1919 pokax Mwuxaino Myk CTBOPHOE AECATKM 300parkeHb
KBiTiB. Hag BMBYEHHAM CTUAICTUKM WMOTO GNOPUCTUYHUX KOMMNO3ULLM
npaytoBanmM YKpaAiHCbKI MUCTeuTBO3HaBuLUi, 30Kpema O. JlaryteHKo Ta

In.1. CmaHicnas »
Bucnancekuli. Manveu. Jlrogmmna  COKONOK. IXHI gocnigeHHA npuUcBAYEHI B  OCHOBHOMY

Ecki3 nonixpomii dns bopManbHMM O3HaKaM MOAEPHY Yy 3ragaHux TBOpax. Y Ui cTaTTi mu
napagianbHozo kocmeny  cnpobyemo BUKOHATK BCeBiUHMI ikoHOrpadiuHMit Ta IKOHONOTIYHMIA aHani3

y beui (1896). [brepeno: o yisig no nekopaTUBHUX NaHHO «Jlenii».
https.//www.wikiart.org/

en/stanislaw- Mwu po3rnaHemo XpUCTUAHCbKI CUMBOJIU, WO NPUCYTHI HA ABOX NAaHHO
wyspianski/stanislaw- 3 NiNIAMK, @ TaKOX CNPOBYEMO BCTAHOBMTM Napaneni mix uumu obpasamum,
wyspianski-malwy- 6ibniMHMM TekcTom Ta noesielo  mutuA. LUe go3soautb  3pobutm
projekt-polichromii-dla-  npynyuwieHHA WOAO CeMaHTMKM NaHHO, CIOXETHUX 3B’A3KIB MiX ABOMa
koscifala—paraﬁalr')ego—w— po6oTam
bieczu-w-skali-1-1 . Ly .
EcKkian oo AekopaTUBHUX NaHHO «Jlenii» (3acTapinuii BapiaHT cioBa
«ninii») 6ynun cteopeHi y 1908 poui y YepHirosi, kyan Hyk nepeixaB nicaa 3akiHueHHA KpaKiBCbKoi
akagemii mucteyts y 1904 poui. «YepHiriBCbkuii nepiog»bys NAigHUM Yy TBOPUOMY KUTTI MUTLA.
BiH cninkyeTbcs 3 micueBoto iHTenireHuieto, 3okpema M. KoutobnHcbkMm i . TU4MHOW, CTBOPIOE
iXHi NOpTpeTn, AeKopaTUBHI NaHHO, nNuiie Bipwi, Wo y 1912 poui BuxoasaTb 36ipkoto. (Cokontok
2018, c.27-48)

EcKi3n geKkopaTMBHMX NAHHO CKNAAalTb 3HAYHY YaCTUHY TBOPYOro A0pobKy YepHiriBcbKoro
nepioay *Kyka. Ak Bia3Havae /1. COKONIOK, Ha no4aTky XX CTOANITTA MOHYMEHTa/IbHO-AEKOPATUBHI
dopmMmu 06pa3oTBOPYOTro MUCTELTBA 3aMHANN YiNlbHE MicLie Y iepapxii XaHpiB. Lle 6yno symosneHo
NMParHeHHAM 40 CUHTE3y BWAIB MUCTELTB, XapakKTepHMm ansa ¢inocodii moaepHy, a TaKOXK
aKTUBHOIO 3abyn0BoOt0 MicT (Y TOMY 4MCAi YKpaiHCbKMX) Ta noTpeboto y opopmiaeHHi ¢acaais Ta
iHTep’epiB (Cokontok 2007, c. 64).

MoXn1MBo, 4Yepe3 yTUNITApPHY, LOMOMIKHY OYHKLiIO MNAHHO €enoXu MOAEPHY 4acTo
PO3rNsgaeTbCca AnWe 3 Nornsay BUpPIWIEHHS AEeKOpPaTUBHUX 3aBAaHb, a ikoHorpadii umx TBOpiB
npuainaeTbca HegocTaTHbo yBarn. OaHak J1. COKOJIOK Bifi3HA4Ya€E TICHMMN 3B'A30K MiX POPMOLO i
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3MICTOM MaHHO: «y CTUIbOBMX pUCax MOAepPHY @iKCyroTbCA CUMMBOJICTCbKI igei, a TBopu
CMMBOAI3My 36epiratoTb CTUNLOBY 06010HKY MmoaepHy» (Cokontok 2007, c. 64).

3ragaHi gocnigHuui BiA3Ha4YatoTb BCebiUHMIM BNAMB Ha MyKa MOro KpaKiBCbKOro BuMtens —
CraHicnaea BucnaHcbkoro (1869 — 1907). Ha gymky O. JlaryTeHKO, YKPAiHCbKUIN XYAOMKHUK CTa€E
HalMbiNbL ACKPABMM MOCNILOBHMKOM LIbOTO XYAOMKHWMKA Ta Apamatypra (/laryteHko 2003, c.52).
YK ycrnaZlkoBye He nuie CTUIb yuntens, Bubip KaHpiB i CIOXKETIB, asie ¢ cBiTornag cMMBoicTa.

MPOMOBUCTMM € MOPIBHAHHA [BOX TBOPIB — MPOEKTy BiTpaxa 3 manbBamu (1896)
BucnaHcokoro (In.1) Tta «Jlenin» Myka (In. 2). BOHM MaloTb CXOXKYy KOMMO3MLUitO. Y UEHTPI
306parkeHa KBiTKa Ha BMCOKOMY cTebni, ii NentocTku i IMcTA nepesaHi 33 AONOMOrOK XBUAACTUX
NiHi, a Konip Bigirpae pgpyropagHy ponb. | BucnsHcbKuid, i MyK BigxogAaTb Big, AeTanbHOrO,
HaTypanicTUYHOro 306parKeHHA POCANH 3apagm eCTETUYHUX Linen.

MpUNycKaeMo, WO NOBEPHEHHA 4O CTU/IO BUMTENA Ta MOro yntobaeHUx KBITKOBUX MOTUBIB
came y 1908 poui moxke 6yTn peakuieto Muxainna Ha TAXKKY Ta nepegvyacHy CMepTb BUCNAHCbKOrO Yy
nnctonagi 1907 poky. MpoTe, Ha Hawy AYMKY, NaHHO XKyKa MatoTb CKNQLHIWY CEMAHTUKY, HiXK
HaBeZeHa poboTa NONbCbKOTO XyAOXKHMKA.

[ocnigHVKM YacTo 30cepea KyoTb YBary Ha NepwoMy NAaHHO, e OpaHXKeBa NiNnia 306parkeHa
&M KpUaamu Hodi 3 pPO3KMAAHUMW 30pAMM i HapoakeHum monogukom» (Cokontok 2018, c.
38). OgHaKk y Tomy X 1908 poui Kyk cTBOptoE apyre naHHO (y NpuMBaTHIM KonekKuii), ae Kpuna
PO3ropHyTi, Ninia 6ina, Hag Heto 3'ABNAETLCA BIHOK (ab0 KOpOHA) 3 opaHXeBMMM KBiTamu. (Tam
camo, c.164) Komnosuuisa Lboro TBOpy Habarato AMHaMIYHILLA 32 PaxXyHOK NepeBarKaHHA CTPIMKUX
NiHIN, AKMMM TPaKTOBaHI Nip’iHM Ha KPUNax Ta NPOMIHHSA Ha TAi TeMmHoro Heba. Mepexig, Big cnokoto
00 PpyXy, Bif, CKNAAEHUX KPUA 0 PO3ropHYTMX, NOABa KOPOHU — yce ue
HALITOBXYE Ha AYMKY MPO CHOMKETHWUIM 3B'A30K MiXK MaHHO. AKMIA HapaTmBs
Mir NArTM B OCHOBY KOMMO3MLii?

Nlinia — nonynapHMin MOTMB Yy MUCTELTBI Ta NiTepatypi KiHuA XIX —
noyatky XX cTonitTA. 306paKeHHA LUMX KBiTiB BMKOPWUCTOBYBaNU
HamBigomiwi mancTpu enoxm, 3okpema Jlyic Komoopt TiddaHi, AnbdpoHc
Myxa, ExeH [pacce. flinii, AK i iHWi KBiTM, YacTo cTaBanu aTpubytamm
XIHOYMX NepCOHaXiB TBOPIB MOAEpHY.

H. JleoHoBa 3BepTa€e yBary Ha Te, WO MMUTLI MOAEPHY HAfaloTb
nepesary Ky/1bTMBOBAaHMM KBiTaMm, WO MNOTPebyloTb MOCTIMHOI yBarn, —
1.2 Muxaino Kyx. Jlenii, ninis, ipucam (nisBHKMKam). JocnigHMUA 3a3HAYaE, WO «KOJip, NiHiA, aKTypa
ECKi3 OeKopamueHo2o [kBiTiB] 3BinbHANMCA Big4 npasgonoAibHoi intcTpaTMBHOCTI» (/leoHoBa
namko (1908). Axwepeno: 2010, c.40). Ha Hawy AyMKy, Le TBEPAKEHHA € CNpaBea/IMBMM i LOAO
https://artchive.ru/artists pobiT Myka. H. JleoHoBa noB’A3ye Biaxig Big HaTypanicTMyHoOro
/19563~Mikhail_Ivanovic  306paxKeHHA POC/INH 3 BNANMBOM MOe3ii Ta KPUTUYHUX TBOPIB CMMBOJIICTIB,
h_Zhuk/works/388702~E  3okpema Llapna Bognepa. Lii TBepAsKeHHA MigWTOBXYIOTb 4O aHanisy
skiz_dekorativnogo_pann ¢ \\goniis, BUKOPUCTaHNX Y MAHHO.
o_Lilija#show leoprin CTepHiH 3a3HayaB, WO MWUCTELTBO MOAEPHY MparHyio
«BiAPOAMUTN MeTadOPUYHICTb XYA0KHBOTO MUCNEHHA CepeaHbOoBIYYA» HA NPOTMBAry HaTypaniamy
MUWHY/IOFO MOKOANIHHA XYAO0XHMKiB. Ha AyMKy AocnigHWKa, «yci 306paxanbHi MOTUBUM MOAEPHY
NOXOAATb 3 AEeTa/NbHO PO3pobaeHMX iIKOHOrpadiYHUX NPUHLMNIB, NOBYA0BaHMX HA CUMBONIYHOMY
3Ha4YeHHi npeacTaBHUKIB diopu i payHU», y Tomy umchi ninii (CtepHin 1970, c. 197).

AIK 3a3Havyae AOCNIAHWK CUMBOIKM cepeAHbOBiYHOro mucteutrsa Miwenb [actypo, 3
no4yaTky Xl cTtonitTa ninia ctae cumsonom Aisn Mapii (Mactypo 2012, c.102). LA KBiTKa 3raayeTbcs y
«[llicHi niceHb», WO HanucaHa y ¢opmi gianory ConomoHa Ta MOro KoxaHoi Cynamutn, sKka
3bepirana UHOTY i BipHiCTb HapeyeHoMy. 3aBAAKN CBOIN MeTadbOPUYHOCTI Ta pigKicHin ana Bibnii
Temi KoxaHHA, «[licHA niceHb» mopoamna BenuuyesHy KinbKicTb iHTepnpeTauii. MoynHatoum Big

TNSSY /]
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OpureHa AneKcaHApPiNCbKOro, XPUCTUAHCbKI TeosiorM po3rnsaganu gianor HapeyeHoro Ta
HapeueHoi sik po3amoBy Mmix borom Ta LlepkBoto. bepHapa KnepBocbKMii Ta MOro MOCAiA0BHMKM
BbaYann y TeKCTi aneropito eaHaHHA bora (HapeveHoro) Ta ayuwi BipaHuHa (HapeueHoi) (Astell
2018, p.18-19).

AK Bia3Hauyae E. EHH MeTTep, aeaki Bipwi «llicHi niceHb» BUKOPMUCTOBYBA/INCL Y NITYprifx,
npuceaveHmnx [isi Mapii. AK Hacnigok, nowupuance iHTepnpeTayii HapeyeHoi ak boporoauu,i. Y
XIl cToniTTi Ue TpaKTyBaHHA CTano naHiBHUM. Moro pospobnsnm PynepT [oWiubKuit, AnnaH
Ninnbcbkuin, FoHopIN AyTyHCbKUIA. OCTaHHIN Yy cBOEMyY TpaKTaTi «Expositio in Cantica Cantorium»
NOEAHYE PiBHI po3yMiHHA «[licHi niceHb» (AK aianory ConomoHa i CynamuTn, bora i Aywi, bora i
Lepken, Bora i Mapii) Ta nosacHie ixHit 3B'A30K. «MapiiHa» iHTepnpeTauia «[licHi niceHb»
BNIMHY/A Ha NOPAJOK NiTyprii Ta gormaTtnky boropoauui (Matter 2010, p. 6-13, 58-59).

EniteT HapeuyeHoi 3 «[licHi niceHb» naramM y ocHoBy ikoHorpadii Aisn Mapii. O6pa3 ninii
noxoamuTb 3 PAAKIB: «fl capoHCbKa TPoAHAA, A AONUHHA Nined, AK ninea mix TepeHom, Tak nogpyra
mos nomix aisamu!» [MicH. 2:1, 2]. bina ninia HaginAnacb CUMBOMIYHUM 3HAYEHHAM Y MUCTELTBI
JasHboro €runty, MeconoTamii, IHAaii. OaHieto 3 1i KOHOTaui Gyna 4YMCTOTa, HEMOPOYHICTD.
3aKkpinneHHto 6inoi ninii Ak cumeony boropoguui cnpuann cepeaHboOBIYHI 6OrocnoOBCbKI AUCNyTH
npo HenopoyHe 3a4aTtra Aisu Mapii (Mactypo 2012, c. 103-105). He meHW CMMNTOMATUYHUM €
BMKOPUCTaHHA *KYKOM HacCMYE€HOro CMHbOFO KO/bOPY, AKWI CMMBOJiI3yBaB BOXKECTBEHHY Npupoay
Boropoanui i octatoyHo 3akpinueca AK Koaip boropoauui y XII-XIIl ctonitrax (Mactypo 2012,
c.136).

Mwu BXe 3ragyBanu npo BcebiyHM Bname CTaHicnasa BucnsHcbkoro Ha Mwuxaiina Hyka.
MoNbCbKMI MUTELb YacTO 306parKa€ NiNitl0o y MOHYMEHTANIbHUX TBOPAX Ha PeniriiHy TemMaTuKy.
BigsHaummo BiTpaxki Ta cTiHONMC ®PpaHUMCKAHCbKOro Kocteny y KpaKkosi. BucnaHcbKui
BMKOPUCTOBYE BeJIMKE Pi3HOMAHITTA KBITKOBMX MOTMBIB, AKi MOTIM 3'ABNAOTLCA Yy TBOpax HyKa:

1

In.3. Cmanicnae BucnaHcokul. Caritas
(Munocepos). MoHymeHmManbHuUl #ueonuc y
®paHyuckaHcbKomy Kocmesi y Kpakoai
(1897 - 1902).

Lxcepeno: http://art.nouveau.world/sites/default/fi
les/ArtefactPictures/Poland/Krak%C3%B3w/plwszys
tkichswietych14.jpg

In. 4 CmaHicnae BucnaHcekul. Bimpac 3i
306paxceHHam Canomei lNonbcoKoi'y
®paHyucKkaHcbKomy Kocmesni y Kpakosi
(1897 — 1902).
[ncepeno:http://przewodnicypokrakowie.pl/franc
iszkanie_wyspianski_salomea.JPG

HacTypuji, TpoAHAM, TBO3AMKKU. Jlinia, 30Kpema, BUCTYNAE AK OAMH i3 cumBoAaiB boropoauui y
kKomnosuuii «Caritas» («Mwunocepaa») (in.3) Ta atpubyt ceatoi Canomei MonbebKoi, (in.4), wo
nosHayvae ii LHOTY. Bi3epyHKM i3 CTUAI30BaAHMX NiNi NpMKpaLLAtoTb CTiHW i BiTpai KocTeny.
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MNoeaHaHHA NiNii 3 iIHWKMMK cumBONaMM Ha cTiHonuci «Caritas» BucnAaHcbKoro Ta naHHo yka
«Jlenii» HaWTOBXYE HAa AYMKY Npo iKoHorpaodito «XiHKKM, 304ArHEHOT y coHue», abo K «XiHKK
AnoKanincucy». [xepeno 3ragaHnx cumsonie — 06'aeneHHs (OaKpoBeHHs) ¢B. IBaHa borocnosa,
a came pagku: «l 3'aBunoca Ha Hebi BeNMKe 3HAaMEHHA: KOHa, ONOBUTA COHLUEM; Mig Horamu ii
Mmicsub i Ha rosioBi ii BiHeUpb 3 ABaHAAUATK 3ipOK...BoHa mana B yTpobi i Kpnyana Big 6010 | MyK
HapoaskeHHA» [0pa.12:1-2]. Big3Hauumo, wo o¢pecui «Caritas» BucnaHcbKMin 300parkae came
OBaHa[UATb 3ipOK, Xo4a BOHA He € intocTpauieto OgKpoBeHHA.

Jani npetbca npo 3mia, akmn 3’asmBcsa, Wob 3xeptn anta. OgHak bor npuimae «guUTUHY
yosioBivoi cTaTi» Ao cebe, a XKiHKa TiKae go nycTeni, ge ii nepecnigye 3min-cataHa. Y KiHUi XKiHKa
PATYETbCA Big, HeumcToro: «l KiHui gaHi 6ynn ABi Kpuni Benmkoro opna, wob Big 3mia netina B
NyCTMHIO A0 MicuAa ceoro» [06.12:14].

Teonorn no-pisHOMy iHTepnpeTyoTb Uel enisod. Hahuactiwe MXiHky Anokanincucy
CNPUMMAIOTb K XPUCTUAHCBKY Llepksy. OgHe 3 neplmnx TPaKTyBaHb HaNeXnTb Inonnuty Pumcbkomy
(I = 1 ct1.). Borocnos po3rnagae HiHKy AK XPUCTUAHCbKY LlepkBy, 3ipKM Ha 1i BiHKy — aK 12
anocrtonis, cAMBo, WO oTouyye ii — sk CnoBo Otye (c. 250 ). Y VI=VII cronittax AHApin
KecapifncbKuiA BKasye Ha MOMWAKOBICTb TPaKTyBaHb MiHKM Anokanincucy Ak boropoamui, wo
nowupuance y moro yac. borocnos nigTpumye iHTepnpetayito Medoaia MaTapcbKoro, WO TaKoX
po3ymiB MiHKy AK LlepkBy, coHLe — AK COHue npaBam (BYeHHs XpuUcTa), micaub — AK TAiHCTBO
XPEeLLEHHSs, BIHOK i3 3ipOK — AK anoCToNbCbKi gormaTtu. (cnoso 11, ctatra 33, ¢.123-130).

Cepen, HauMBigomiwmx intocTpauin o 3ragaHoro enisogy «OAKPOBEHHA» BiA3HAYMMO
MantoHoK Meppaan NaHgcbeprebKkoi i3 pykonucy «Cag yTix» Xl ctonitra (1n.5), a TakoX ogHy i3
rpaBtop cepii «AnoKanincuc» Anbbpexta [ropepa, BUKOHaHy y 1498 poui (11.6).

=3

In.5. 306paxceHHA iHKku AnoKanincucy y In.6. Anebpexm [Aopep. pastopa 12 «KiHKa
maHyckpunmi «Hortus deliciarum» leppadu Anokanincucy ma cemueonosuli 3miti». 3 cepii
Jlandc6epcokoi XIl cm.. «Anokanincuc» (1498) Axepeno:

[wepeno:https://en.wikipedia.org/wiki/Woman_  https://en.wikipedia.org/wiki/Apocalypse_(D%C3%B
of _the_Apocalypse#/media/File:Woman_of the_ Crer)#/media/File:D%C3%BCrer_Apocalypse_11.jpg
Apocalypse_(Hortus_deliciarum).jpg

Xo4a BN/AMBOBI TEONOMM HE MNiATPMMYBANU TPaKTyBaHHA MiHKM AnoKanincucy ak Lism Mapii,
il aTpubytn 3’'seBnsATbcA Yy iKoHorpadii boropoauui y 3axigHoeBpomneicbkomy, 3aebinbuoro
Himeubkomy, mucteutsi XV cTonitta. 36epernnca nisHbOroTUYHI 306paxkeHHA KOPOHOBaHOI
MagoHHM 3 Icycom-guTam, WO CUAATb Ha MiBMICALI i OToYeHi 3010TUM nNpomiHHAM. Cepepg, HUX
KapTWHa HEeBiJOMOro XyAo»KHUKa cepeauHn XV ctonitta (1n.7), rpastopa Anbbpexta Aiopepa (11.8),
YUCNEHHi AepeB’aAHI CKYNbNTypw.
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In.7. Hegidomuli xydoxcHUK XV cmoaimms. In.8. Anvbpexm [ropep. Adisa Mapia Ha niemicayi,
Gozomamip Ha niemicayi y 3amMKHeHoMYy caody. 1498-1499. [wepeno:
Lepeno:https://commons.wikimedia.org/wiki/F https.//uk.wikipedia.org/wiki/%D0%A4%D0%B0
ile:15th-century_unknown_painters._- %D0%B9%D0%BB:Albrecht_D%C3%BCrer_-
_Madonna_on_a_Crescent_Moon_in_Hortus_Co _The_Virgin_on_the_Crescent (NGA_1943.3.347
nclusus - WGA23736.jpg 4).jpg

Y XVII ctonitti cumBonika MKiHKM AnoKanincmcy MOYMHAE BUKOPUCTOBYBATUCA Yy HOBOMY
ikoHorpagiuHomy TMnNoBi — HenopouHe 3a4aTTa. KaHOH 306paKeHHA CKNaB iCNAaHCbKUM XYAO0MKHUK
Ta TeopeTuk mucteutsa ®PpaHuymcko Mayeko (1564 — 1644). BiH 3anponoHyBaB 306parkatn Mapito,
6a3ytoumMcb Ha OAKPOBEHHI |IOHHA EBaHrenicta: B OTOYEHHI 30/10TUCTOrO CAMBA, 3 KOPOHOM i3
ABaAHAAUATbOX 3ipPOK Ta NPOMEHAMM, WO BMXOAATb i3 ii Yona, 3 micauem nig Horamu. Y BOpaHHi
Mapii NMayeko 36epiras TpaauLiiHUn cuHil Konip (Mactypo, 2012, ¢.103-105), TyHiKy 306parkyBaB
6inoto. boropogmua 306paxyBanaca Ak AiBumMHa 12-13 pokiB, «y PO3KBITi OHOCTI», WO 3yMOB/NEHO
e ogHMM AxKepenom mapiiHoi ikoHorpadii — «MicHeto MiceHb» (Katz M. R. & Orsi R. A., 2001, p.
98).

BiasHaunMmo, wo pekomeHpauii Mayeko BMUAWAK APYKOM nicna Moro cmeprti, y 1649 poui.
Ane we y nonepegHi ABa AecATUAITTA noAibHy iKOHorpadiyHy cxemy 3actocosByBanu 6araTo
icnaHcbKnx xyaoxHukiB. Cepen Hux MNitep Maynb PybeHc, PpaHumncko 3ypbapaH, [iero Benackec,
bapTonome Mypinbio, a TaKOXK BeHeuiNcbKni manctep [KoBaHHi batTicta Tbenono, wo
npautoBaB Ans MoHacTupsa cesaToro [Mackana y ApaxHcyeci. IKOHorpadiyHa cxema, po3pobieHa
MayeKko, BUKOPUCTOBYETLCA i Y CydaCHMX TBOpax, 0cob6aMBO y IcnaHii Ta NaTMHOaMepPUKaHCbKUX
KpaiHax.

3BiCHO, KOXX€H XYAOXHMWK Aelo 3MiHBaB KaHOH. 30Kpema, no-pisHomy 306parkyBaBcs
MicAub, Ha AKOMY cTOITb boropogumua. CnoyaTky MOro Morim nucatu Ak chepy, YacTnHa AaKoi byna
ocsiTneHa (Mayeko, Benackec), abo MONOAMK, «PiIXKKM» AKOrO MNOBEPHYTI BHM3. [lOCTYnoBO
3aKpinmaock 306pakeHHs micaua-cepna 3 «piXkKamu», 34iMHATUMM 40BEPXY.

[eski paHHi BapiaHTM «HenopoyHoro 3a4aTTa», Hanpuknag TBopu PpaHumncko 3ypbapaHa
(In.9), mictaTb 306parkeHHA cumBoniB Mapii, wo noxogAatb 3 «[licHi niceHb»: Jasuaosa bawTa,
BeXa 3i CNOHOBOI KOCTi, 3aKpuTi BopoTa Towo. OpHaK Bnpogosx XVII cTonitra ui atpmbyTtu
NocTynatTbCA Micuem TpaAuuiiHUM KBiTam Boropoauui — TposHaam i niniam (Mactypo 2012,
€.103-105), — a TaKoX COHMY XepyBUMIiB-NyTTi, WO oTo4yoTb Mapito. Cxema MayeKko He BKAtOYaE
3Misi, MpoTe BiH NPUCYTHIN y PybeHca Ta Tbenono (In. 11). AeaAki ApyropaaHi icnaHCbKi XyA0XHUKK,
Hanpuknag AHTOHIO ae Meaepa, (11.10) 306parkanu AHroNis, WO KOPOHYOTL Boropoaunuio.

Y UeHTpasbHO- Ha CXiAHOEBPONENCHKY Tpaauuito obpas HKiHKkM AnoKanincucy npuxoauTb y
XVII cToniTTi cTONITTi 3aBAAKN KOHTAKTY 3 Piydio MNocnonutoto Ta HimeyunHoto (LLleHHuKoBa 2002,
¢.301-302). do npuknaay, Ha ikoHi OcTpobpamcbKoi Boromatepi (11.12), AKY WaHYIOTb | KATONUKN,
i NpaBocnaBHi, € BXKe 3raaaHi cumeonun HKiHKkM AnoKanincucy: canso, o oTouye ¢irypy, (npucytHe
Ha opwuriHanbHIN iKoHi XVII cT.) micAub-MmON0AMK, 3ipKMU, KOpOHa (306parkeHi Ha OKNafj iKOHM i
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YUCNEHHUX penpoayKLiax). Y npaBocnaBHOMY iKOHOMUCI Li CMMBOIM YBIlLWAM A0 iKoHOrpagiuHoro
TMny «bnarogatHe Hebo» (LLleHHMKoBa 2002, ¢.301-302).

In.9. ®paryucko 3ypbapaH In.10. AHmoHio Oe [Tedepa. In.11. [#osaHHi Bammicma Teenono.
«Henopoyre 3auamma» (1630). «HenopoyHe 3a4amma» (1634). «Henopoyxe 3auamma» (1768).
Awepeno: https://upload.wikimed Hwepeno: [wepeno: https://en.wikipedia.org/wiki/

ia.org/wikipedia/commons/thumb  https.//en.wikipedia.org/wiki/An  The Immaculate_Conception_(Tiepolo)#
/7/7a/Inmaculada_%28Zurbar%C3  tonio_de_Pereda#/media/File:A  /media/File:The_Immaculate_Conceptio

%A1n%29.jpg/800px— dePereda-Immacul%C3%A9e- n’_by_Giovanni_Battista_Tiepo/o’_from_
Inmaculada_%28Zurbar%C3%A1n conception-lvon.ipa Prado_in_Google_Earth.jpg
%29.jpg

Y crtiHonuci «Caritas» BUCMAHCHKUI eKCNepMMEHTYE 3 TPaAAUUIMHMMM iKOHOrpadiuHMMK
TMnamu. MowwupeHuin i3 XVI ctonitra ikoHorpadiyHuii tmun «Caritas» (aneropia munocepas)
BK/IHOYAE 300paKeHHA KiHKM y YEPBOHOMY, WO roAYE rPyAAt0 HEMOBAA, Ta KiIbKOX (HalyacTiwe
ABOX) AiTel, wo crtoaTb nopag, (Ripa, p.12). Hessaxkatoum Ha Ha3By, KOMNO3ULia BUcnaHcbKOro mae
Ginblle cnifibHOro 3 yKe 3ragaHum TUNom «KiHKK1, 304ATHEHOT Y COHLE».

XYOO0XHUK 33aCTOCOBYE CTUAICTUYHI MPUMAOMM MOAEPHY: POCAMHHI MOTMBM, CTUNI3aLil0 Ta
NiHIMHICTb MantoHKy (0cO6AMBO Yy TPaAKTyBaHHI Nini i reo3amk, WO 06pamaiooTb CTiIHONMUC).
MoKHa NpunycTUTK, Wo KyK NPOAOBXKMB iKOHOrpadiuHi Ta CTUNICTUYHI EeKCNEPUMEHTU BUUTENS,
BMKOPUCTaBLUM MOAEPHY CTUMICTUKY BucnaHcbKoro Ta 3amiHmen ¢irypy boropoauui KBiTKotO, 3
AKOI BOHa HaM4acTille acoLLitoETbCA, — NiNi€to.

— 306parKeHHA CTUNI30BAHUX NiNiM Ta IHWMKX KBITiB, WO MaKTb
penirinHy cemaHTUKy, MOXHa nobaunmTn y 6araTtbox CaKpanbHUX
cnopyaax, NpuKpaweHux y KiHui XIX — Ha novaTtky XX cTonitTa.
AcKpaBMit nNpuKknag — BXe 3ragaHun PpaHUMCKAHCBKUIA KocTen vy
KpakoBi, Hag o03806/neHHAM  AKOro npautoBaB  BucnaHcbKuU.
AmepuKaHcbKka KomnaHia TiddaHi, Bigoma CKASHUMM BUPOBaMU Y CTUAI

ap-HyBO, BMKOpWUCTOBYBana 300pakeHHA Nifi y BiTpaxkax Ha

In.12. OcmpobpamcbKa

ikoHa Bozomamepi, XVI CaKpanbHi Temun. 30KpemMa, Ui KBiTM 306pakeHO Ha TPUNTUXaX «AHren
cmonimms, oknad XVII-XIX  BocKpeciHHA». [1Bi BepCii CIOXKeTy NPUKPALWaTb BiKHA ENUCKONANbHOI
cmonimma. [xepeno: uepken ceatoro CredaHa y Mitrcdingi, wrat Maccauycetc (St.

http://kyiv-pravosl.info/wp-
content/uploads/2015/01/0
cmpobpamcbKa.jpg

Stephen's Church, Pittsfield), Ta uepksi cBAToro AHgpis y bikoHi, wrat
Hbto-Mopk (St. Andrew's Episcopal Church, Beacon, NY).

Komnosuu,ii, ge KBiTKa 3alima€ LeHTpanbHe Micle, AK y «Jlenisx»
'MyKa, xapakTepHi ana noyatky XX cronitra. BigaHaummo poboTu iTaniicbkoro mancrpa Maoso
MayeTTo Yy BanbaeHcbKilt Lepksi EBaHrenicTis (Chiesa Valdese), BukoHaHi y 1911 — 1913 pp. (in. 13)
Ta €EBaHrenicTcbKii metoamucTebkin uepksi (Chiesa Evangelica Metodista) (1924 p., in.14) y Pumi,
o 306paxkatoTb 6iny ninito Ha BUCOKOMY cTebni, ogHaK He MICTATb iHWMX iKOHOrpadiyHUX
enemeHTiB. MoaibHi BiTparki moxxHa nobaumtn i y CLUA, 30Kkpema y PUMO-KaTONMLbKIN LepKBi
Boropoaunui y micti Mai Fin, wrtat Texac (St. Mary Church, High Hill, Texas), 3BeaeHit immirpaHTamu

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2020. 1(9) | 108



MODERN AND CONTEMPORARY ART

y 1906 pouj, Ta ENMcKonanbHin Lepksi Tpilui y micTi BiToH, wrat InniHoic, CLUA (Trinity Church,
Wheaton, lllinois). IkoHorpagiuHi nporpamu BiTpaxiB y BCiX 3rafaHMX Xpamax MatoTb CNiibHYy pucy
— 3aMmicTb bBibfiMHUX CUEH YM NEPCOHaKiB BOHW 300parkatoTb CMMBOJIYHI AnA 3axigHoro
XPUCTUAHCTBA POC/INHU, TBAPUH, NPeaMETH.
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In.13. Maono Mayemme. Bimpaxc y BansOeHcokill 1n.14. NMaono lNMayemme. Bimpax y EsaHzenicmcokili
yepksi €EsaHeesnicmie (1911 — 1913 pp.) memooucmcoKili yepksi y Pumi, 1924 p. [wepeno:

Lxcepeno:http://art.nouveau.world/sites/default/f http.//art.nouveau.world/sites/default/files/Artefact

iles/ArtefactPictures/Italy/Rome/1391638704.jpg Pictures/Italy/Rome/20783493524_4f625d50b6_o_d.

Hanbnukumm aHanorom ctBopeHoi MyKom ikoHorpadii, AKMA Ham BAANOCb 3HAWTKH, €
30BHilWHI Mo3aikK uepkBu ceAaToro ETbeHa (CtedaHa) y dpaHuUy3bKomy MmicTi Bpiap. O3406neHHSA
LUepKBM Oyno BMKOHaHe Yy KiHUi XIX cToniTTA mutuem mogepHy ExeHom [pacce i mictuTb
300parKeHHs TBAPWH i KBITiB, LLO € CUMBONIYHUMWN A8 XPUCTUAHCBKOrO MUCTeUTBa: Ninii, TPoAHAN,
rBO34MKW, MenikaH, fAbayKa, akaHT. 3BepHiMo yBary, wo 6ini ninii Ha ¢poHTOHI Lepksu (in.15)
306paKeHi B OTOYEHHI 3ipoK, AK i y HyKa.

HeBigomo, un 6yB YKpaiHCbKMI XyO0XKHWUK 3HAaMOMUI 3i 3ragaHMmn Bulle TBopamn. OgHak
3BEPHEHHA A0 PIOPUCTUYHUX i aHIMANICTUYHUX MOTUBIB Y 6aratbox MUTLIB KiHUA XIX — noyaTky XX
CTONITTA niaTBepAKye Tedy CTepHiHa MNpo MNepeocMUCNEHHA Ta BigpPOAMKEHHA cepefHbOBIYHUX
CMMBO/IIB AK O4HY 3 FO/IOBHUX 3aCa, MUCTELTBA MOAEPHY.

BigzHaummo, wo, nogibHo Ao BucnsHcbKoro, MyK MNOEAHYBAB TBOPYICTb XYAOMKHUKA i
nitepatopa. Ha xanb, napaneni mix Bipwamm i NaHHO YKPAiHCbKOTO MaMCTpa € Mas0 BUBYEHUMM.
BUMHATKOM € cTaTTa niTepaTtypo3Hasuui H. HaymeHKo, AKa 3BepHy/ia yBary Ha 3B'A3KU MiX
0bpazamm KOXaHOT XKiHKW i KBIiTKM Y iHTUMHIN nipuui Myka (Haymenko 2010, c.122). JochigHnusa
30cepenyKyeTbca Ha 06pasi TposHAM, OAHAK A0 MOTMBY NiNii aBTOpP 3BEpPTAETbCA He pigwe.
HaBegemo KinbKa NnpuKnaais:

«Teoi 8o2HUCMI MOYiNyHKU
3abymeo He cuna:
BOHU pO3KiWHUX CHI8 MAMOHKU
Jlenia 6ina»
( yk 1912, c.14)

«bo mu Mo NUWHa yapisHa,
6o mu moi myku i mpii...
A cias 014 mebe nenii,
Xouy npumxa ix 0oni 31aMaE...»
(yk 1912, c.16)
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In.15. Excer Mpacce. Mo3aika ¢hpoHmMoHRy yepksu ceamozo EmeeHa y bpiapi.
http://art.nouveau.world/sites/default/files/ArtefactPictures/Italy/Rome/20783493524 _4f
625d50b6_o_d.jpg

Moema yka «BedvipHa cumooHiA», HanucaHa y GOpMi KasKM, € ACKPaBMM MPUKIALOM
CMMBOAI3MY Y JNiTepaTypHiA TBOPYOCTi aBTopa. Y ubomy TBOpi 6ina ninia BUCTYMae BXe He
meTadopoto, a nepcoHidikaLjieto NpPeKpPacHoi AiBYUMHU-LAPIBHM, WO TUXO POCTE Hag 03epPOM, A0KU
il })KUTTA He HiBeunTb Koponesuy (Kyk 1912, c.63 — 64):

«l 6a4umeb: PO3KiWHA, MPEKPACHA,
HeHaye 8udiHHE, nenia cmoimes,
lMpo3opa, Ak micayb moli AcHa...»

BiasHaummo, wo motume nenii y MyKa yacto nos’s3aHunit 3 6inum Konbopom — iy noesii, i y
6iNbLIOCTI XKMBONUCHMX Ta rpadiyHnX pobiT. Muteub npuceadye Bipw «Eninor» («bine») poni uboro
KONIbOPY Y CBOEMY CBIiTOrNA4i. 3BEPHIMO yBary Ha Taki pagKu:

«/1na meHe bine ece — AB/A1€ MAEMHUYIO,
BoHo Hiwo i pasom idean...»
«BoHO € 03epKasnom, Oe moxce ece 8i0bumuces...»
«BoHO HalimeH4YuM bpydom Mmoxce 0bpasumuce...»
«Miti 6inuli ceim xcuse 8 paro oanexkux mpiti» (Myk 1912, c.38).

OTxke, binnn Konip i 6ina nenia y noesii *yKa nocraloTb OAHUMM i3 NPOBIAHUX CUMBOIB
Kpacu i YNCTOTU, WO LLI/IKOM BiAMNOBIiAAE 3HAYEHHIO KBITKM Y XPUCTUAHCLKIA CUMBOJIIL. BpaxkeHHs
NiACUNIOE eniTeT «LapiBHA», AKMIA aBTOP YaCTO BUKOPUCTOBYE Y iIHTUMHINM nipuui. binvn konip ans
KyKa TaKoX NO3HAYa€ TAaEMHULUIO i BULLi chepu AYXOBHOTO KUTTA, HELQOCTYMHI IPUYHOMY repOoEBi.
BoaHouac 6ina nenia — yocobneHHs cnabkocTi i Bpa3ausocTi. Lle niaTseparkye tesy H. J/leoHoBOi
npo Nto60B MUTLIB MOAEPHY A0 BUOArIMBMX KBIiTiB, W0 NOTPebyoTb NiKAYyBaHHS.

O6pa3 6inoi ninii Ta XKiHKM BpaxoByroun 6113bKiCTb 06pasiB KOXAHOI KiHKW y «[licHi niceHb» i
noesii yka, MOXHa NpPUMNyCTUTU, WO MNEPLIOOCHOBOK CUMBONY € OibNiMHWI TeKCT Ta Moro
BigobpaxkeHHA y peniritHomy mucteuTsi. MoeaHaHHA 06pa3iB KOXaHOT KiHKM Ta boropoauui He €
TBOPYOIO 3HaxigKkow Myka, a bepe NOYATOK LWe y cepeaHbOBIYHMX KYPTyasHUX pomaHax. OaHak
NPUCYTHICTb LbOro MOTMUBY Y TBOPYOCTI YKPAIHCbKOro MUTUA Aa€ NiACTaByM rOBOPUTU NPO BNAMB
3axigHOEBPONENCbKOI Ky/IbTYypM Ha 06pasHy cucTtemy iMoro TBOpIB.

OT}Ke, MM BBA*KAaEMO, LLO ABa eCKi3n A0 naHHo «Jlenii» Muxainna Hyka He MoXHa Ha3BaTu
CYTO AEKOPATUBHUMM TBOPAMMU: Y HUX € i 3micTOBMIA piBeHb. Tak, obpa3 6inoi ninii y TBOpYOCTI
KyKa MOXKHa po3rnagat y KilbKOX CEMAHTUUYHUMX NOWMHAX: 1) 3HAaKOBUIM AN MOoAEpPHY CUMBOA
BPa3/IMBOI KPacu, Ky/NbTUBOBAHOI IOAUHOIO; 2) XPUCTUAHCbKMIA CUMBOJT LLHOTAMBOCTI Boropoauui;
3) CMMBOJ1 KOXaHOT iHKW. BpaxyBaBLUM CEMAHTUKY iHWWNX €NeMEHTIB KOMMO3MULi Ta CIOXKETHWUM
3B'A30K MiX ABOMA NMaHHO, MM MPUMNYCKAEMO, WO iKOHorpadiyHa cxema, BUKOpUcTaHa HKykom y
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naHHo «Jlenii» noxoAuTb 3 enizoay Npo TaKk 3BaHy MiHKy Anokanincucy 3 OaKpoBeHHA |oHHa
borocnosa.

3o06paxkeHHA 6inoi ninii AK LEHTPY OKpemoi Komnosuuii (naHHO abo BiTpaXKy) nowmpeHe y
CBITCbKOMY Ta penirintHomy mucteuTsi KiHua XIX — noyatky XX, Wo CBiAYMTb NPO yBary MUTLIB A0
HaNAaBHIWNX GNOPUCTUYHUX CUMBONIB XPUCTUAHCTBA. OAHAK Ham He BAaNoCA BiAHAUTU MPAMI
aHanorn Komnoswuuji, ctBopeHoi Myka. Tomy NpuMNycKaemo, WO Yy umx poboTtax muTeub
E€KCNEePUMEHTYE 3 XPUCTUAHCbKOIO iKOHOrpadieto, NpoaoBKYOUYM TEHAEHLO CBOTO KPaKiBCbKOro
BumTena CraHicnasa BucnaHcbKoro.

He BCi nepcnekTMBHI NMUTaHHA OynM PO3rNAHYTWU y Ui cTaTTi. 3a ii MeXamu 3aAULLKUANCH
iHTepnpeTauia noesii Ta naHHO yKa Yepes CNiBCTAB/AIEHHA YacTO BUKOPUCTAHUX MOTUBIB i aHani3
iX 3Ha4YeHHA y 06pa3HiiM MoBIi MUTLA; MOLWYK aHANOrB AEKOPATUBHUX MaHHO KyKa cepes TBOpIB
€BPONENCLKOrOo MOAEPHY, WO A03BONTb AOCNIANTM 3aranbHi ANA CTUAKO MOAEPH Ta iHAUBIAYaNbHi
acneKTu TBOPYOCTI MUTLA; aHani3 NiTepaTypHUX i 06pa3oTBOPUYMX TBOPIB, AKI MOrIM BNANHYTU HA
MyKa, Ta ix peuenuii y naHHO XyaoxKHWKa. Lli npobnemn, Ha Hawy AYyMKY, BapTi noganblumx
PO3BiAOK Ta FPYHTOBHUX AOCAIAKEHb.
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Mixc cakpanbHUm i dekopamueHuUM:
XpUcmusaHcbKa iKoHo2padia y ecKkizax dekopamueHo20 naHHo "Jlenii" Muxaiina *yka

Husonuceus, 2pagik, nucemeHHUK Muxalino *yk € o0Hieto 3 Haliackpasiwux nocmamedli
yKpaiHcbko2o mMucmeymea noyamky XX cmonimma. Mozo obpasomeopuyi meopu cayayroms
npuxknadom ecebiyHoi peuenuii cmunto modepH (ocobausoeo (o2o nonbCcbKo20 eapiaHmy)
8iMYuU3HAHUM mumuem. Xo4ya 00CAiIOHUKU paHHbo20 nepiody (1904 — 1918 pp.) meopyocmi HKyKa
8i03HAYAOMb CKAAOHUU cumeosniam (020 meopis, 30KpemMa K8imKosux naHHo, 0oci He 6yno
HamaeaHe 8cebiyHO sus4UMU iXHIHO ceMaHmMuky. Lla cmamma € cnpoboro iHmepnpemauyii 08ox
eckizie 0o naHHo «/lenii», AKi 0oci po3enadanuca AK 0ekopamusHi pobomu i 6yau niddaHi auwe
(popManbHO-cMuUAiICMUYHOMY  aHaAni308i. Mu  3aCcmOCOBYEMO  HU3KY  iHWUX memodis:
iKoHo2pagiyHUli aHani3, wo 0038078€ iHMepnpemysamu uKopucmaHi MMykom cumeonu ma
3pobumu npunyweHHAa wooo pesni2iliHo2o nidrpyHmMa KomMmno3uyii, ma nopieHAMbHO-icmopu4HuUll
mMemoO 0718 NOWYyKy CrisbHO20 Ma iHOUBIOYanbHO20 Yy meopax MyKa ma iHWux mumuie enoxu
MoOepHy, Wo  00380/AUMb  p0o3271A0amu  meopyicmb  XYOOMHUKA Yy  KOHMeKcmi
302an1bHo€esponelicbkux meHOeHyili y mucmeymei. [nsa eus4yeHHA ceMaHmMuKu ninii y 6ibniliHux
mekcmax | noesii yka Mu 3acmoco8yemMo MemoO KOHMeHM-aHani3y, AKUl 00nomaz2ae
8CMAHOBUMU CUMBOIYHI 38°A3KU MiXt 06pa3omM KeimKu ma iHwumu obpasamu y meopyocmi
mumusa. Pesynbmamu 0ocnioxceHHA ceiduams npo nosicemaHmuyHicme 6inoi ainii y noesii ma
naHHo Muxalina Myka. 3pobraeHo npunyweHHs, Wo I[KoHozpaghis MNAHHO € A8MOPCLKUM
BUHAXOOOM, WO He MAE MNPAMUX QHA02i8, MA rpyHMyeMbCa Ha enizodi 3 OOKposeHHs loaHHa
bozocnosa. 3sepHeHHs 00 Uiei memamuKu cKopiwe 3a yce nos’s3aHe i3 8nsaueom eukaaoa4yd
Muxalina Myka y Kpakiscekili akademii mucmeyme CmaHicnasom BucnAaHceKuM, AKul 'y
MOHYMEeHmManbHUX pesieiliHux meopax 4Yacmo BUKOPUCMOBY8A8 K8imKosi momusu ma
ekcnepumeHmyegas 3 iKoHozpagiyHumu munamu bozopoduui. BucHosKu 0ocnioxceHHA cgidyame
npo nomeHyian obpaHo2o Memooos102iYHO20 IHCMpPymMeHmMapito 075 00CAiIOHUKI8 YKPAiHCbKO20
MOOEpPHY.

Knruoei cnoea: Muxalino yK, modepH, cumeoniam, 0ekopamusHe rnaHHo, iKoHoz2pagis.
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TPAHC®OPMALLIA ®YHKLIIA MY3EIO | BAHUKHEHHA HAPATUBHUX EKCNO3ULINA
Y CYYACHUX YMOBAX

Muxaiino 3y6ap
Museum’s functions transformation and origin of narrative exhibitions in current conditions
Mykhailo Zubar

The article considers the role, the function and the place of museums in the modern world in
the conditions of the electronic revolution, change of generations, the beginning of the
postmodernism era. Accordingly, to these statements, there are questions related to the revision of
the museum communication system relatively modern forms, understandable to the new
generation. Speaking of museum communication, first of all, we mean a change in approaches to
the formation and creation of a museum exhibition, which is the main platform for interaction with
the public, and therefore communication with the visitor. The author pays attention to the issue of
separating the second main function of the museum, along with storage. In today's digital and
post-industrial society, the availability of collections for visitors comes to the fore in museums, as
well as the form of exhibitions and the way it constructed. The article analyzes the reasons for the
change of museums forms and their activities, following the functioning of various models in
society and their conflict. It argued that the situation in museums reflects a broader conflict
between two models of democracy, which, although unevenly, but coexist today: pedagogical and
performative model. The first, among other things, provides that a person, to be a citizen, must be
prepared through education, to participate in high culture. The second considers each person as a
consumer/customer who consciously has the right to accept or reject a product. Therefore, the
author paid special attention to the narrative museum as one of the forms of the postmodern
museum, which functionates within the framework of the performative model, the construction of
its exposition and the perception of its visitors. Also, considers the range of ways of displaying
objects as well as its expansion in comparison with the classical modernism museum. Additional
modern presentation methods provided, including story virtualization and related educational
activities that added to the classical exposition base. The author present signs characterize the
narrative of the museum.

Keywords: museum, narrative museum, postmodern museum, exhibition, narration, exhibit,
performativity, collecting.

Moyatok XXI cTONITTA, e€eneKTPOHHa pPeBOOLIA, 3MiHA MNOKOAIHb, MNOYaTOK epu
NOCTMOZEPHI3MY NOCTaBUAW nNepen, KyAbTYPHUMM HCTUTYLIAMKU psag BUKAKMKIB. Ocobnveo
Ba*K/IMBUM, fAK BWUAAETbCA, B CYYaCHUX YMOBaX € Mepernag CUCTeEMM My3eMHOI KOMYHiKauii
BiAMOBIAHO A0 Cy4yaCHWX, 3pPO3yMINMX NpeacTaBHMKAM HOBOro NMOKOANIHHA dopm. FoBopAun npo
My3enHYy KOMYHiKaLito, nepL 3a Bce, HeobxiaHO roBOPUTM NPO Nepernag niaxoais Ao GopmyBaHHsA
Ta CTBOPEHHA MY3eMHOi eKCMo3WLii, fAKa € roJIOBHUM ManJaHYMKOM B3aemoAii 3 nybnikor
(Ffankunna, 2004, c. 3), a BiANOBIAHO | KOMYHiKaLi 3 BiABiAyBaYeM abo NOTEHLiMHMM BiaBigyBayem
(AKWwo BpaxoByBaTM NOKa3 Ta BUKOPUCTaHHA 06pasiB, CTBOPEHMX B MPOCTOPI eKCcno3uLii, y cuctemi
30BHiLLIHbOI KOMYHiKaLii My3elo), B cydacHOMY My3el.
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®aKTUYHO B YMOBAX MOCTIHAYCTPIaNbHOrO CyCMniNbCTBA, KOMM CydacHi HapaTUBHI my3ei, 3a
B/IYYHUM BUCNOBOM AHHM HembiHCKOi-BiTeK, CTalTb HEe Ti/IbKM CBOEPIAHMMWU CUMBOJIAaMMU
KY/IbTYPHOrO BiAPOAXEHHA, a N e/fleMeHTaMM «M'AKOI EeKOHOMIKM» i HOBOI YypbaHisauii,
IHCTUTYLLIMHMMKM O3HaKamM MicT, perioHis (Ziebinska-Witek, 2013, c.77), BoHM nepecTatoTb 6yTH B
nepwy 4vepry Konekuiasmmu opuriHanis. ¥ cBoemy Buctyni Ha | KoHrpeci nonbCbKuMx my3eosoris
anpekTop IctopnyHoro myseto micta KpakoBa, ronosa acouiauii MonbcbKnx myseonoris M.
He3abuToBCbKMI 3aABAAB, WO Aas Toro, wob BigBoOBaTU MO3MUii B cydacHOMY UubpoBOMY i
NOCTIHAYCTPiaAbHOMY CYCNiNbCTBI, My3ei NOBMHHI NepernaHyTW CBOE CTaB/fieHHA A0 BAACHOI
AianbHocTi. «KonekuioHyBaHHA, He MPUMEHLLYIOYM MOro poni, no cyTi Ginblie He € roNOBHUM
3aBAAHHAM, OCKiZIbKM Ha NepLlunii NaaH BUXOAMTb AOCTYNHICTb KOMEKLi AN BigBigyBayiB My3eiB»,
- roBopmB BiH (Niezabytowski, 2015, s. 42). To), Ha Nnepwnin NaaH BUXOAUTb | popma eKcrnosunuin i
cnoci6 ix nobyaosu. Aare B CydaCHOMY CyCniNbCTBI i AiANbHOCTI My3€iB, B TOMY YNCi YKPATHCbKUX,
Ba)KNMBa eQpeKTUBHICTb poboTM, AKa B TOMY YUYMCAI BMMIPIOETLCA KiNbKiCTIO BiaBiayBauyiB
(ayauTopieto), a 3HaYMTb CYCRiNbHUM iHTEPECOM, WO BUKAMKAETbCA MY3E€EM i AK HaCNigoK -
NONYNSAPHICTIO | NONYAAPHICTIO iIHCTUTYLT. OAHAK, TYT MOXe BUHUKHYTU NUTaHHA - AKLLO npobnema
Nvwe B ToMy, W06 nNoKasyBaTu CBOIM BiABigyBayam sikomora bGinblie NnpeaMeTiB KONEeKLil, YM He
BAPTO NOBEPHYTUCA A0 CTapoi A40OPOT CXeMU EKCNOHYBAHHA - PO3MiLLLeHHA PobiT Ha CTiHaxX B KifbKa
pAagiB, AONOBHIOKYM LLe BCe BITPMHAMU? 3 BENMYE3HOK A0N1€H0 MMOBIPHOCTI, MOXHa KOHCTaTyBaTH
- noaibHui nigxig He Byae AiATM cbOroAHi, 0cC06AMBO AKWO MOBa MAe He NPO KAACUYHI XYAOXKHi
my3ei. Cnpobyemo po3ibpaTtvca B MNPUYMHAX, a TaKOXK MNPOCTEXMUTM 3B'A30K MiXK 3MiHamMmu B
CYCMiNbCTBi 3 My3€MHUMM EKCMO3ULLIAMMN.

3miHa napagurmum myseto 06yMoB/ieHa He B OCTAHHIO Yepry TUM, WO e/IeKTPOHHA PeBoOLISA,
wo Biabynaca abcoNtoTHO NPUPOAHBO | NPAKTUYHO He3 onopy B YyCbOMY CBITi, Hagana WUPOKOMy
Kony nwogen Ta iHCTUTYUiNA, IHCTPYMEHTM p[AA MNPaKTUYHO HeobmekeHoro 360py [aHuX:
3006parkeHb, AOKYMEHTIB, 3anucis nporpam, ¢inbmis i T. 4. 36ip, 36epiraHHA, KaTanorisauia, wWo
6ynn paHiwe cneundivyHoo ¢GyHKUiE my3eiB, 6ibnioTeK Ta apxigiB, i B TOM e 4Yac roN0OBHOK
MeTOt0 iX iCHyBaHHS, nicns unMdpoBOi peBotoLji, CTaNN AOCTYMHI MibiMOHam (a To 1 MinbApaam)
KOpUCTyBayiB. AK CTBEpPAXKYE NOJbCbKa gocnigHnua [opora donbra AHyweBCbKa, CbOroAHi
NoTeHLUiMHO byab-AKa Be/IMKa eNeKTPOHHa H6asa AaHMX MOXKe Po3rnaaaTmnca Ak BipTyaibHUNA My3ei
abo apxiB B 6yab-aKin o6nacTi. Taknm YMHOM, QYHKLIA «BUHATKOBOCTI 30MpaHHA KOeKLii» my3eis
3MYLUYE MepernfaHyTM po3yMmiHHA iX PyHKUiA. Binblw TOro, yHiBepcanbHICTb i NpPOCTOTa nepepadi
306paKeHb, 3BYKiB, ¢pinbmis, ix unmppose 36epiraHHA, CNiNbHE BUKOPWUCTAHHA, A0AABAHHA HOBOI
iHbopmalLii i pesynbTaTiB AOCNIAMEHb CTBOPIOE HeOOMeXKeHUW noTeHuian Aana BipTyanisauii
Konekuin (Folga-Januszewska, 2008, s.200). Y Toi e 4ac camMe MOMKAMBICTb BUKOPUCTAHHS,
36epiraHHA i, WO HaWronoBHiwe - Bi3yanisauii i npe3eHTauii iHPpopmaLuii Ta eKkcnoHaTis, 3a
A0MOMOroto HOBUX LMPPOBUX IHCTPYMEHTIB, A03BOJIAE FOBOPUTM NPO 3MiHY niaxoais Ao nobyaosu
eKcnosuuiHoro npoctopy. Ludposi iHCTPYMEHTM pYMHYIOTb KOHUENLO «My3€eto-Xxpamy», pobnatb
BiAKPUTUMM, AOCTYNMHUMM ANA KOXKHOTO HE Ti/IbKM eKCcno3uL,ii, a 1 cBATaA CBATUX MY3€iB - GOHAM.

AHHa *embiHcKa-BiTeK cTBepAyKye, WO CUTyalis B My3esx Bifobparkae b6inbll LWMPOKNIA
KOHOMIKT MiXK ABOMa MoAenaMmn AeMoKpaTii, AKi Hexalt i HepiBHOMIPHO, ane cniBiCHYOTb CbOTOAHi:
neparoriyHoi i nepdopmatmsHon. MNepuwa, wo chopmysanacs B XIX cronitti, nepenbayae, WO
NoauHa, Ana Toro wob 6yt rpomaasHMHOM, NOBUHHA BYTM NiAroTOBAEHOK Yepes OCBiTy, bpaTn
y4acTb Yy BUCOKIiM KynbTypi. Lle 3aBaaHHA B pamKax neaaroriyHoi Moae i BUKOHYHOTb TaKi yCTaHOBM,
AK yHiBepcuTeTn, mysei Ta b6ibniotekn. MeparorivHa moaenb AeMOKpaTii, BCE LWle MPUCYTHA B
CyyacHi KynbTypi, ane 3 1960-x poKiB, Ha 3axoAi BOHa KOHKYpYye 3 nepdopmaTUBHOK MOAENIO.
Ha nosaBy oCTaHHbOI BNIMHYAA NOABA Ky/bTypU MAcOBOrO CMOXXWBAHHA, NOABA i PO3BUTOK 3acobiB
MacoBOi iHpopMalLlii, a Ni3Hile i TaK 3BaHUX Hblo-Meaia B IHTepHeT. 3rigHo Uil napaaurmi, KoxHa
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NMOANHA € cnoXuBayem / KAIEHTOM, WO CBiAOMO Ma€ NpaBo npuiimati abo BigKMAATU TOM UM
iHWMM NPOAYKT.

Ua momenb mae Ha yBasi, WO ANA TOro, Wob cTtatv rpomMagAHUHOM, He MoTPibHO OCBITa,
A0CUTb NPOCTO ByTM NOAMHOK - NOANiITUYHOW icToTolo. MNMepdopmaTtmBHa Aemokpatia dopmye
KY/IbTYPHUIN PENATUBI3M, NPArHeHHs A0 NOLWYKY B/IACHOI iAE€HTUYHOCTI, MOCTKOJIOHIa/IbHY KPUTUKY,
MYJIbTUKYNbTYPaniam Towwo. BoHa 3acHOBaHa Ha YyTTEBMX 3HAHHAX, @ HE HA PALiOHANbHOCTI.

Y neparoriyHin moaeni TinbKWU aHaNiTU4HE MUC/NEHHA A4aBasio AOCTYN A0 KiCTUHY, TaKUX fAK
3aKOHMW, LLO KepylTb CYcnifbCTBOM, A0 3arajbHUX E€KOHOMIYHUX, iCTOpUUYHMX abo bBiosoriyHmx
ocHOB. Y nepdopmaTMBHON MoAaeNi KNtoHoBMM GaKTOPOM CTa€E YyTTEBICTb. My3ei B Uil cuctemi - ue
YyCTaHOBM, BIiAKpUTI pns BCiX, i He nNOTpPiBHO BOAOAITM ocobamum KomneTeHUiAMMK, LWOO
KopucTyBaTnca HUMKU. Came TOMy BOHM bBinblie, HiXK iHWI ycTaHOBKM (HanpwuKnag, yHiBepcuteTw),
3HaxXo[ATbCA Mif TUCKOM MacoBOi KyabTypu Ta b6inbl BiAKPUTI Ana 4yTTeBOro Aocsiay (Ziebinska-
Witek, 2014, s.293-308).

MpupoaHo, Npo noAibHy moaenb cniBicHyBaHHA ABOX cucTem 3 60-X pokiB Tpeba rosopuTy,
BigHOCAYM Ti Ao 3axigHWx KpaiH. HaBpAag 44 MoXKHa roBopuTM Npo Te, Wwo Ha Teputopii CPCP abo
GinblwocTi Moro KpaiH caTenitiB iCHyBano CycnifibCTBO CMNOXWBaAHHA abo BinbHI 3MI B TOMy
3HAYEHHI, B AKOMY MW BXXMBAEMO Lii MOHATTA rOBOPAYM NPO 3axigHwi cBiT. OgHaK 3 iHWOoro 6okKy -
TUM LiKaBila CUTyaLif, WO CKAanaca B KiHui XX CTONITTA Ha NOCTPAAAHCBKOMY NPOCTOPI B LiloMmy i
B YKpaiHi 30Kpema. Haknagatouu U0 Teopilo Ha BITYM3HAHI peanii, OTPUMYEMO AOCUTb ACHY
BigNOBiAb Ha Npobnemy Kpu3M ineHTUYHOCTI, AKY, Bigdyna 6GinblwicTb YKpaiHCbKMX my3eiB y 90-X,
Ta BigyyBalOTb A0CI, KOAM HAMArarTbCA 3a A0NOMOrOK 3acTapiMX i TaKMX WO CKNAAHO
3aCTOCYyBaTW B Cy4aCHUX YMOBAX, iHCTPYMEHTIB, KOMYHiKyBaTu 3 nybaikoto, ocobameso monoasto (B
AaHOMy BMMaAKy MOBa Mae Npo KOMYHiKalii 3a 4ONOMOrot ekcnosuuin). Mpu ubomy 3a3gpicHo
03MpPalOTbCA HA CyYacCHi 3axigHi My3ei, Hamaratoumcb Konitosatn Gopmn poboTH, iIMNAEemMeHTyIoUM
iX B TPaAWLiIMHUIA NPOCTIP KNAaCUYHOTO MOAEPHICTUYHOrO My3eto (Ziebinska-Witek, 2011,s.32).

3axigHi X my3seonoru we 3 noyatky 2000-x poKiB, a PaKTUYHO LWe paHiwe: nicna BigKpUTTA
nepLoro B CBiTi HApaTUBHOro myseto - Myseto lFonokocty y BawuHrToHi 8 1993-my poui, - noyanu
roBOPUTM MPO «My3ei AK MPO Meiym», BiA3Hayatouu, WO 3a 3MiHOW GOpPMM CniSKyBaHHA 3
BiABiAyBaYeM / KNieHTOM, BigbyBaeTbCA 3MiHA 3MicTy. BiH, y Cyd4aCcHMX yMOBaX, NOBMHEH SIKOMOra
AenikaTHile ycyBaTM KOPAOH MiX BMCOKOI i HU3bKOK Ky/bTYPOIO, POOUTU KyNbTypy AOCTYMHOLO i
3pO3yMisioto Bcim BiggiayBayam. Llei Tmn nigxoay, AKMI My3eoa0rv 3apas Ha3mMBaloTb KTBOPEHHAM
Ky/IbTYpM», BCE YacTille BKAIOYAETbCA B BU3HAYeHHA My3elo. |HWuMmKM cnoBammu, 3aBAaHHA
Cy4acHOro myseto MnoB's3aHi He TiZIbKM 3 HAayKOBOO, ane i 3 TBOPYOK AiANbHICTIO - CTBOPEHHAM
€KCNo3uLil - KynbTypu, peanbHocTi (Folga-Januszewska, 2008, s.201).

MpupoaHo, nofibHi 3mMiHM B Mepwy 4epry no3HauMaucA i BigobparkatoTbcA Ha ¢opmi
MY3eMHUX eKCNo3uLii, AKi € TONOBHMM MalgaHYMKOM KOMYHiKauii 3 BigBigyBayem B cydacHomy
My3ei, TpuHuKMnax ix nobyaosBu, a TaKoX BMKOPUCTAHHI eKCcnoHaTiB y ix npocTtopax. Ocobanso ue
CTOCYETbCA CYy4aCHUX HapaTUBHMX EKCMO3ULLIN.

OKpeMo BapTO 3yNMHUTUCA Ha NUTAHHAX BigMiHHOCTeM Y popmMyBaHHI KoneKu,i i, BignosiaHo,
€KCNOHYBAHHA, MiX KNAaCUYHUM, TaK 3BaHUM MOAEPHICTUYHMM, i CYYACHUM NOCTMOLEPHICTUYHUM
MYy3€€EM, OAHiel0 3 POpPM AKOro € My3ei HapaTUBHI, AKI OCTaHHIMW pOKamM cTaloTb Aeaani
nonyaspHiWnmm.

3aBJaHHAM HapPaTMBHOIO MY3el0 € He Ti/IbKM i He CTiNbKu 36ip, 36epexkeHHs i 36epiraHHA
apTedakTiB, ane npeAcTaB/ieHHs | PO3NOBCIOAMKEHHA iHGOpPMaLLi NPO Konekuii, Temu, 06'ektn
pocnigxeHHsa. Teopui noaibHMX my3eiB, 3a A4ONOMOroOl CBOEI eKCno3uuii, NparHyTb PO3MOBICTU
OKpeMy iCTopito - po3noBiab. [0/JIOBHOK METOH TYT € He TiIbKM Cama ONoBigb, @ M 3anNpoLleHHA
obrosopuTK Nogito abo ABMLLE, AKOMY NPUCBAYEHA eKcno3uLia. FoBopAYM NPo 06roBOpeHHA aBTOP
TYT Ma€ Ha yBasi He TibkKM ocobucty pednekcito abo obrosopeHHs B Koai cim'i i 3HalloMux, AKi
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BiABIAANM My3el, @ W aKTMBHY y4yacTb y NybAiyHiM nporpami, AKy, AK NpasBuio, NPOMOHYHOTb
HapaTMBHI My3ei gnsa Toro, Wwob po3WwmpuTM CBOI OCBITHI Npono3uuii. MpupoaHO, B TaKMX YyMOBaxX
Aiana3oH cnocobiB BiAo6parKeHHA 06'EKTIB PO3LIMPIOETLCA 3 BUKOPUCTAHHAM fIK TPAAMLIMHUX
(Hanpuknag, cueHorpagdis), Tak i cyyacHMX MeToAiB NpeAcTaB/IEHHA, BKAKOYAOYM BipTyanisauio
po3noBigi i cynyTHi OCBIiTHI 3axogu. TBopui HapaTWMBHOI EKCMO3WLii TaKOXK 3BepTalTbCA A0
ni3sHaHHA yepe3 nNovyTTa (3ip, AOTUK, 3BYK, HIOX), | HaZlalOTb BE/IMKOTO 3HAY€HHA PO/ emolill B
cnpurHATTI. Lo, AK MM nam'ATaemo, BaXKNMBO B pamkax nepdopmaTtneHom mogeni. KoHueHTpauis
LUMX Uifie, MEeToAiB i CTUMYAiB, a TaKOX Hamipu TBOPLIB CTBOPWUTU DHaraTowwapoBy OMNOBiAb i
[03BO/IAIOTL FOBOPUTM NPO HapaTMBHICTb my3eto (Folga-Januszewska&Pawel Kowal, 2019,s.54).

O6bymoBneHi noAaibHi ¢opmM He TiNbKM 3MIHOK CyCnibHUX Mogenen, a U rMMB6oOKUMM
3MiHaMKM B CNPUIMHATTI ABULY, | 06'eKTIB, WO BigbyBalOTbCA. BOHM BNAMBAOTL Ha TUM YYTAMBOCTI i
TMn noTpeb ntoaen, wo 6epyTb y4acTb B NPOLLECI TBOPEHHSA | KCMOXMBAHHA» MUCTELTBA, KY/IbTYPW i
Hayku. T[pouec 3amiHM  i3MYHOI  pPeanbHOCTI PeanbHICTIO  Penpoaykuii, SAKWA TpUBaE
AECATUNITTAMM, 3HAYHO NPUCKOPMBCA, a UMdpoBa uUMBINi3auia (Komn'toTepHi irpu, aHimauin,
MYAbTUMEAiNHI iHTEepPaKTUBHI OCBITHI Nporpamu) yBilWwna TakoX i B cyyacHi mysei. Mysei, wo
BMKOPUCTOBYIOTb METOZ BipTyanisauii ictopii 3amicTb «KynbTy opuriHany» («Mysei BapluaBcbKkoro
noBcTaHHA», My3elt icTtopii nonbcbkux espeie «MNOJIIH», «Mysen [pyroi cBiTOBOi BiMHM» B
FpaHcbKy i iH.), 36inbwyloTb BiABiQYyBaHICTb | gocaratoTb ncuxonoriyHoro ycnixy (Folga-
Januszewska, 2008, s. 201).

HoBi ¢opmu eKcnosuuin HeogHO3HauHi i Ginbw BiAKPWUTI, BOHWM 34eb6inbWworo cTaBAATb
BiABiAyBayeBi NUTAHHA, HaMaralTbCA 3aLiKaBUTKU, BYTU NEPLUOD NAHKOK B NAHLLIIOXKKY Mi3HAHHS,
Ha NPOTUBAry KNACMYHUM MOLEPHICTUYHUM, AKI CNOBIAYIOTb NigXi4 AMKTaTYpU 3HaHb. Popma, AKa
BMKOPWUCTOBYETHCA HAPATUBHUMU My3€AMM, BTiM, HE O3HAYAE, LLO BOHWU He CTBOPIOOTb NMEBHOrO
BMOPAAKOBAHOrO OMOBIAAHHSA, L0 BMMarae KOHLeHTpaLi, nisHaHHA i cnornagaHHa. MaeTbea npo
Te, WO TPaANULINHMUIA HAYKOBWUIA AMUCKYPC TYT BTPA4Ya€E MOHOMOIIO, WO BiAKPUBAE HOBI MOK/MUBOCTI
ONA pi3HMX nigxoais 4o npeamerty.

Tak, Hanpuknag, TBopui My3eto icTopii nonbcbkux espeis «MOJIIH», Ha novaTky poboTm
B3arani NPUNHANW pilLEeHHA BiAMOBUTUCA Bif NPUB'A3KN A0 peanbHUX apTedaKTiB i eKcnoHaTis. 3
CaMOro MoYaTKy eKcnosmuia my3seto 6yna 3agymaHa AK MynbTUMegiHa i HapaTMBHA, WO
BiZILUTOBXYETbCA Big ONOBigaHHA a He Big Konekuii. He guBnAaumMch Ha Te, WO apTedakTu
npeacTaB/ieHi B €eKCNO3uL,ii FpatoTb Y Hil BaXK/IMBY POb, 3a 3a4yMOM ii TBOPLLB, BOHA HE NOBUHHA
byna obmexkyBaTMCA TiIbKM TeMamu, AKi MOXKHa 6yno 6 MoKasaTu BUKJ/IOYHO 3a iX AOMNOMOrOLo.
BignoBiAHO A0 BM3HAYEHHA HApPAaTMBHOrO My3eto, eKkcnosuuia «lMoniH» nosuHHa byna 6yTH
iCTOpUYHOIO BUCTaBOK/BUAOBULLEM, AKE 6 3p0BUN0 MOXKAMBMM BiABIAYBAHHA CBITY NONbCHKUX
espeis (Kirshenblatt-Gimblett, 2014, s.30).

ApTedaKT i AOKYMEHTU B HAPATMBHUX My3esX i B iX ONOBIAsSX PO3MILLEHI TAaKUM YMHOM, W06
30iNbWNTM KiNbKiCTb 3B'A3KIB MiXX €KCMOHOBaHiI 06'eKTamu, 36iNbLINTU KiNbKICTb MOTEHLiNHMX
onosiaaHb/icTopii - Bi3yanbHOi icTopiorpadii. OCTaHHA A0MNOMara€ BUBYEHHIO €KCno3uLii i
OMNoBigaHHA, NPeACTaB/NEHOr0 Ha Hild, TaK camo fAK icTopiorpadia y 3BMYaliHOMY A5 HAC CEeHCi
LbOro CNOBa, A3E HAM MOMKAMBICTb 3PO3YyMITM icTOpito B npoueci ii BuB4yeHHA. Came icTopii,
apxiTekTypa, cueHorpadifa, MapwpyT BiABiAyBaHHA, My3WKa, 3BYKWU, AOKYMEHTW, iHTepB'to €
HaMBaXXNMBILLOK YaCTMHOI PO3NOBIAiI — IHCTPYMEHTAMMU, WO OXUBAAIOTb iCTOPitD. TAKUM YMHOM,
My3ei 3aliKkaBAloTh BiABiAyBaya A0 CAaMOCTIMHOFO Mi3HaHHA TEMW, KOHUEHTPYHOUYUCb He Ha
BiANOBIAI HA NUTAHHA «HABILWLOY», A CKOPiLWe Ha NUTAHHI «AK», AA04M BiABiAYyBaYEBi MOXKAMBICTL He
TiNbKM CaMOCTIMHO Mi3HABaTK iCTOPIlO, @ 1 CaMOCTIMHO pedneKcyBaTM Hag Hek i CaMOCTIMHO K
POOUTU BUCHOBKMU.

EKkcnoHaTh B TaKil CMCTEMI He € NPUKPACOI0 eKCNOo3ULLi, afe BUKOPUCTOBYIOTbCA AK Cnocib
KOMYHiKaL,ii, 10 A03BONAE BiAKPUTN HOBI, HecrnoAisaHi cnocobu nobaumntn abo yasutn npeamet
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eKcnosuuii. B cyyacHMX HapaTUBHUX eKcno3uuiax, BigbysatoTbca 3miHM i y BUOOPi Tem - NOCTYyNoBo
BOHW BigxoaATb Big, po3rnsay rnobanbHUX TeM, HAaTOMICTb 3'ABAAKOTLCA ICTOPIi 3 NOBCAKAEHHOIO
XWUTTA, A0CBIA, paHilwe irHopOoBaHMX rpyn, cnoragu CBiAKiB. IcTopia po3noBifaeTbea Bif, iMeHi Tu,
YnsA PO3MOBiIAb MPE3EHTYETLCSA - B TENepillHbOMY Yaci. BiasiayBay myseliHoi ekcno3uuii cnpuinmae
iHbopmaLio ob6pas3HO - yepes nNpmMamy ocobucToro AocBigy: YMTarum npo 16-piyHoro nignitka,
AKMA NiwoB i BotoBaB Yy Mmianinni abo 3armHyB Ha ¢pPOHTI, BiaBiAyBay niacBigomo 3agae cobi
NMUTaAHHA, WO pPobuB BiH y 16 pPOKiB, BKAKOYAOUYM TAaKMM YMHOM 0Bpa3He MUCNEHHA i MHEMOHIYHY
cXemy 3anam'aTOBYBaAHHSA.

AIcKpaBMM NPUKAAAOM Cy4acHOro niaxoay A0 GOpMyBaHHA HaApPaATMBHOI OCi MOCTIAHOI
eKkcno3uuii, € ekcnosuuia Myseto [pyroi cBiToBoi BiMHM B [AaHCcbKy (Monbwa). Bcynepeu
OYiKYBAHHAM, WO BMHWKAOTb Y NOTEHLIMHUX BiABiAYyBadiB My3€to, FO/I0OBHOO i4EEID, WO 3aKAaAn
aBTOPW B EKCNO3MLilo, € He BiliHa abo repoiam, a A0NA UMBINbHOIO HacefieHHA, conpatis i
BiNICbKOBOMO/IOHEHMX. [TOKa3aHHA BiMHM O4YMMA LMX FPyn, TaK CaMo fK i MirpaHTiB, NPUMYCOBMX
NpaLiBHUKIB i T.A4., CTBOPIOE HalbinbLW yHiBepcanbHy i 3po3yminy ans BCix BiABigyBadiB onosigb, a
KpiMm TOro, 3rigHO 3 MepLlo0 KOHLUENLIE My3eto, Hece B cobi rMMBOKO NaumndicTUYHUI mecen
(Machcewicz&Majewski, 2008, s. 46-51). AaKe BiltHa 3 TOYKM 30py UMX NOAeN BUMNALAE He
HaCTiNbKK repoiyHo i NpMBabanBO AK il NpeacTaBnAloTb B 0QiLiMHMX iICTOPUYHUX HapaTuBax. Y
KOMEHTapiB, OLIHOK, HaMarar4mMcb TaKMM YMHOM AOCTYKaTMCA A0 KOXHOro BiggiaysBada yepes
OYMKY TaKoi X npoctoi nwoguHu. Konm cBigoK icTopii po3nosigae cBOi nepexmBaHHA, 3a
AOMNOMOrol0 CBOEI iCTOpii BiH CTae 6AMMKYMM BiABiAyBaYy, SKUIN BXKe MO-iHWOMY NeperKnBae
iCTOpMYHI nogji. 3BMYalHO TYT MOMXEe BMHWKHYTM MNUTAHHA Npo O6'eKTUBHICTb. Y pasi AKwo
pOo3noBigi onoBigayiB KapAMHaNAbHO BiAPI3HAOTLCA OAMH Big 0AHOIO abo K € KOHTPOBEpPCIIHUMU,
aBTOPW €KCno3uLji AaloTb MOMK/IUBICTb BUCNOBUTUCA ABOM abo binblue CBifgKam, SiKi MOKa3yOTb
abCcoNtoTHO pi3Hi YacTo AiameTpasibHO NPOTUAEKHI BaueHHs icTopii. BigsiayBay cam Bupiwye (abo
He BUPILLYE), XTO 3 HUX rOBOPUTb NpaBay. MPUKNaLOM TaKMX Pi3HMX CBIAYEHb MOXKYTb CYryBaTy
crnoraau 3 KOHUEHTPaUinHMX TabopiB, B AKMX B'A3HI HE EBPENCbKOT HaLLiOHaIbHOCTI NPeACcTaBAAOTb
30BCiM iHLWIi cnoraau Npo Yac NpoBeaeHni y KoHUTabopi, Hixk cnoragm espeis 3 TUX camux Tabopis
(MaHTo, 2019,c. 40-44).

TakMM YMHOM, NOEAHABLUM TaKy popMy nogadi iHpopmau,ii 3 meTogmMKoo BipTyanisauii ictopii
i METO4OM iCTOPMYHOIT PEKOHCTPYKLT, AKi A4al0Tb MOMKANBICTb MOMICTUTU BiABiAyBaYa B TEMaTUUYHUI
abo YyacoBMi NPOCTiIP, NPUXOAMMO A0 TOro, WO Cy4aCHWUI HapaTUBHUI My3ein CTBOPIOE deHoMeH
TeaTpasbHOCTI i nepPopMaTUBHOCTM.

Tox Maemo cnpasy 3 neppopmaTUBHOK MOAE/IO, AKAa NPUBHOCUTbL 30BCIM HOBI BiJHOCUHMU
B My3eiHuii anckypc. MaeTbea npo nepexig Big nisHaHHA Yepes iHGopMaL,io A0 Ni3HaHHA yepes
nepcoHanbHUI A0CBiA, Big KnacnyHoi ekcno3uuii Ao iHCUeHi3aU|i, Big MUCAEHHA A0 emouiit, Big
peuyelt oo ictopii, Big igeHTMYHOCTI Ao ipeHTMdikauii, Big BiaBiayBaya Ao KnieHTa. Ua mopenb
BigAae npioputeT Apami (HapaTus/po3nosiab i emoLiiHa y4acTb) Ta iHcTanAuiam. O6'ekTn ana
NoZlaHHs B €KCno3uLii BUbUpPatoTbCa TaK, W06 BOHM CTa/IM ONOpPamMy, WO NiATPUMYIOTb iCTOpIlo, a
He NepwopAgHUMKN eKcnoHaTamu. MoBa B AaHOMYy BUNAAKY MAe Npo NOBCOAHE 3aCTOCYBaHHA TaK
3BaHOrO iNOCTPATUBHOIO, iILOCTPATUBHO-TEMATUYHOTO abo TeMaTUYHOro MEeToAy, WO A03BOAE 33
O0MOMOTO0 EKCMO3ULIMHUX MaTepianiB PO3KPUTM MEBHY TeMy, CloxeT. ApTedakTn, NnpeacTaBaeHi
B €KCrno3ulii, 06'eaHYIOTb He TUMOOriYHi 03HaKM i He peanbHi abo TMNOBI 3B'A3KY B cepeaoBULLi
nobyTyBaHHA, a BWKAOYHO 3MICTOBHY CTOPOHY, 3A4aTHICTb BMCTYNaTM B SKOCTi HAO4YHOro
niagTBEPAKEHHA MNEeBHOro KOHUENTYya/lbHOro nonoxeHHA(ManknHa, 2004, ¢.10). Aptedaktn TyT
PO3TalLOBYOTbCA Cnocobom Halbinbw 3pyvyHUM AN 34YUTYBAHHA TNA4aYeM, TaKMM YMHOM
KypaTopu CTBOPIOIOTL BiANnoBigHy cueHorpadito (Ziebinska-Witek, 2013, s.85). B pamKax Uil cxemu
My3ei GaKTUYHO CTBOPIOIOTb EKCMO3ULIMHI pAAU «LLO FrOBOPATb», AKI MOBUHHI HECTU He TiNbKK
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€CTeTMYHE HaBaHTaXEHHS, ane, TO/IOBHMM YMHOM, HaBaHTaXKeHHa iHpopmauiiHe. KoxkeH
€KCNOHAT MiCTUTb B COBi MeBHY CUCTeMy KoAyBaHHA, Habip 3HAKOBWMX CKNAZOBMX, fAKi CTalOTb
3HAYYLMMM He TiIbKM 1A PO3YMiHHA i iHTepnpeTauii Lboro my3eiHoro npeameTa, a 4 AnA BCi€i
CYKYMHOCTI npeameTiB, ANA TPAKTYBaHHA 3ara/ibHOT 3HAYyLOCTi BCi€El ekcno3uuii. BucrtaBskosa piy
CTa€ YPUBKOM TEKCTY, CUHTAarmoMm, Lo Ma€E CBOE 3HAYEHHA NPU NPOYNTaHHI BCiel po3nosigi. HaouHo
iNoCTpylouM onucaHi B KHWUrax i AOKymeHTax nogii, BiH pobuTb Npouec MNi3HaHHA HaOYHUM,
emnipniHmMm (KoselwHnKoBa2010,c.116-117).

BTim, 3HayHa YaCTWMHA HaBiTb CYYaCHUX EKCMO3MULiM AK i paHille 3a/MLIAETbCS KOEKLiE
«OOKYMEHTIB»  (peanbHWUX, MynbTUMeAiliHMX), AKi 6e3 HanexHoro iHTepnpeTtatopa abo
iHTepnpeTaLuii 3aA1WaTbCA CYXMM 3BIiTOM. B Hawmx ymoBax 4acTo 3 TOTA/bHOK AOMIHAHTOWO
3HaHb B pamax negaroriyHoi mogeni. MpupoaHo, Lue BiANAAKYE Big My3eiB MONoap, WO BUpOCaa 3a
YaciB TOTaNbHOI «NO3aMy3eMHOI» AOMIHAHTU Mmogeni nepdopmaTusHOI. binbw Toro, HebaxkaHHA
MOI0Ai XOAUTU B My3ei CTa€e 3p03yMiIMM, AIKWO BpaxyBaTH, Wwo B BiLi Big 14 Ao 21 poKy nam'atb
$OpPMYETLCA B OCHOBHOMY Yepe3 KOHTEKCTHY i «MobinbHy» B3aemogito 306paxkeHb i iHbopmau,ii
(Folga-Januszewska, 2014, s.78).

MpupogHO npouec 3mMiHW Mogeni B AKiM QYHKUIOHYOTb My3ei He moxe 6yTu WBMAKUM.
Mepexig myseis Big iHbopmaTnBHOI A0 NnepdopmaTnuBHON moaeni € GyHAAMEHTANbHOK 3MiHOHO,
LLLO, KPiM iHWOrO, iCTOTHO BNAMBAE HA POAb i QYHKLIii My3et B Cy4aCHOMY CycninbCTBi. B pamKax
nepwoi MoAaeni BiH MaB CAYKUTU HENTPANbHUM IHCTPYMEHTOM ANA nepejadi  OaHUX.
®PYHKUiIOHYOUM XK B paMKax ApYyroi, My3en CTae iHCTPYMEHTOM nepefadi 3HaHb, HEUTPANbHOLO,
Ai0Y0I0 Ha CBOIX BNACHWUX BIAKPUTO AeKNapOoBaHUX NPUHLMNAX, yCcTaHOBOW (Ziebinska-Witek,2013,
s.87). Tomy, cboroaHi, MabyTb, OAHUM i3 FTONIOBHUX 3aBAaHb My3€iB i BUCTaBKOBUX NPOCTOPIB, AKi
6arkatoTb OYyTM aKTyaZbHUMWU | Cy4yaCHMMM, 3any4yaTM MONOAb, PO3LWIMPIOBATU AYyAUTOPIlO, €
CTBOPEHHA Cy4YaCHOi mogeni B3aemogii, CninKyBaHHA 3 BiABigyBayem B MNPOCTOPi eKcnosumuii
LWIAXOM CTBOPEHHA HOBMUX KOAIB KY/IbTYPHOI KOMYHIKaUil i HOBMX aKTyasbHUX i 3pO3yMinux Ana
cy4acHoi ntoguHn obpasis.
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TpaHcgopmayina pyHKYili my3eto i BUHUKHEHHA HapamueHuXx eKcno3uyili
y Cy4acHUX yMo8ax

Y cmammi po3znadaemecsa ponb, yHKUia i micye myseig y cy4acHomy ceimi 8 ymosax
e/1IeKMpPOHHOI pesostouii, 3MiHU MOKOAIHb, MOYAMKY epu nocmmoodepHiamy. BionogioHo 00 ybozo
MiOHIMAEMbCA NMUMAHHA NPOo nepeanad cucmemu mMy3eliHoi KoMyHIKayii 8i0no8iOHO 00 Cy4acHUX,
3p0O3yMinux nNpedcmasHUKaM HOB020 MOKOAIHHA ¢opm. [osopayu npo myseliHy KOMYHIKayito,
nepw 3a 8ce, MAEMbCA HA y8as3i 3mMiHa nioxodie 00 opmMy8aHHA MA CMBOPEHHA My3eliHoi

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2020. 1(9) | 120



MODERN AND CONTEMPORARY ART

eKcrnosuuii, AKa € 20/M108HUM MalidaHYUKOM 83aemOODii 3 nybiKkot, a 8i0NoBIOHO i KOMYHIKaAUii 3
giogidysayem. Aemop rnpuodinse ygazy NUMAHHIO 8UOKPEMAEHHIO Opy20i 20/108HOI (hyHKUIT my3eto,
Hapaldy i3 36epicaHHAM. Y cy4acHoOMy uugposomy i nocmiHOycmpianbHOMy Cycrinbemei, Ha
nepwuli naaH 8 mysesax suxodume OocmynHicme Konekyili 0na sidgidysauyis, a 8i0NogioHO -
¢opma exkcnosuyili i cnoci6 ix nobydosu. B cmammi aHAni3yromeca npu4vyuHU 3MiHU ¢hopm my3eis
ma ixHboi dianbHOCMI, y 8i0N08IOHOCMI 00 (PYHKYIOHYBAHHA y cycninecmai pi3Hux moodenel i ix
KOHaikmy. CmeepoOxyemocs, Wo cumyauia 8 Mmy3esx sidobpaxcae binow WUPOKUU KOHPAIKM
Minc 0soma modensamu OemMoKpamii, Aki Hexali | HepiBHOMIpPHO, ase CcniBiCHyrMb CbO20OHI:
nedaezoeivyHoi i nepgpopmamusHoli. lMepwa, ceped iHWo20 nepedbayae, w0 AOOUHA, 078 MO20
wob bymu 2pomadAaHUHOM, NOBUHHA b6ymu nidzomosneHoK 4epe3 ocsimy, bpamu yyacme y
8UCOKIl Kynemypi. [lpy2a 88aMaE KOMCHY MOOUHY crioxusavyem / KaiEHMom, wo c8idomMo Mae
npaso npulimamu abo eidkudamu moli yu iHwuli npodykm. Tomy ocobausy ysazy asmop
npuodinue HapauyiliHomy my3seto, AK 00HIl 3 hopm nocmmodepHicmu4Ho20 My3eto, W0 (yHKUiOHYE
8 pamkax nepgopmamusHoi Mmoodeni, nobyodosi (ioco eKkcno3uuii ma cnpuliHaAmmio i
gidsioysayamu. AHanizyemocs 0iana3oH crnocobie ei0obpaxeHHA 06'ekmie a makoxc (io2o
PO3WUPEHHA Y MOPIBHAHHI 3 KAACUYHUM MOOepHicmu4HUM my3eem. HasoosmecAa 0odamkKosi
Cy4acHi memoodu rnpedcmasneHHsA, BKAKYAKYU 8ipmyani3ayito po3noegidi i cynymHi ocsimHi
3a0x00u, w0 000arMbCA 00 KAACUYHO20 apCeHasy eKncoHye8aHHA. [100armbca 03HAKU 3a AKUMU
XapaKmepu3yemMbCA HAPAMUBHICMb My3ero.

Knarouosi cnoea: mysell, HapamusHuli my3el, nocmmooepHicmuyHuli my3el, eKcrnosuyis,
Hapauisa, ekcrnoHam, Nep@dopmMamueHiCMs, KOMeKYioHYy8AHHA.

Mykhailo Zubar, head of department, National Taras Shevchenko museum (Ukraine). ORCID ID:
https.// orcid.org/0000-0001-7027-8698
Muxatino 3ybap, 3aebi0ysay 8i00iny, HayioHanbHuli my3eli Tapaca LLles4yeHKa (YKkpaiHa)
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"TBOA NOETUYHA IUCTIBKA": IHTEPMEAIA/IbHA KOPENALLIA BIPLLIB TA
INIOCTPALLINA B OBPA3I MICTA

CsitnaHa Beptona

“Your poetic postcard”: intermediate correlation of poems and illustrations
in the image of the city

Svitlana Vertola

The paper is devoted to the problem of intermedial correlation of poems and illustrations.
The author performs stylistic analysis of poems and illustrations from the set of "urbanistic"
postcards on the topic published within the framework of the project "Your poetic postcard".
Participants of the survey were asked to record their own impressions of the poems and
illustrations on the postcards, as well as draw conclusions about how well they fit together.
Keywords: poem, illustration, intermediality, postcard, reception.

«TBOA MOETUYHA NUCTIBKA» - Lle NPOEKT, aBTOPCbKMN KONEKTUB SAKOTO BWUAAE JIUCTIBKU 3
noesiAmmM Ha 060pPOTI, TMM CaMMM NONYNAPU3YIOUYN YKPAIHCbKY ANiTepaTypy, intocTpaTopis-
NMoYaTKiBLiB Ta MonoaMx aBTopiB. |HGOpMaLis NPO NPOEKT NOLWMPIETbCA Hacamnepes y
coujaNibHUX MepeXKax:

https://www.instagram.com/yourpoeticpostcard/

https://www.facebook.com/yourpoeticpostcard/

HuHI NpoeKT Ha eTani aKTUMBHOI peani3auii - MM BNACHMM KOLUTOM BUAAEMO BXKE AECATUN
KOMMIEKT JIUCTIBOK (y KOXXHOMY OKpemoMy KomnnekTi Big, 20 o 80 nucTiBok); 3pobunm binble 10
NiTepaTypHUX CTyAin-npeseHTalid y Ccyd4acHOMY KOBOPKiHry "JlyHoTeka", KHWUrapHi-kas’'apHi
«Zakapelok» Ta my3ei im. Makcuma Punbcbkoro; BunWwAKM y GiHan KOHKYpCy COLiasibHUX NPOEKTIB
Social Project Awards 2017, npe3eHTyBanu NPOEKT Ha |HBeCcTULiIMHOMY ApMapKy KynbTypHUX Ta
KpeaTUBHUX iHAYCTPIK y M. JIbBiB, pO3N0OBIAaIM NPO NPOEKT Ha YKpaiHcbkomy pagio "KynbTypa";
CTann opraHizaTopamu Ta cnoHcopamu Binbw HiXX 10 KHMMKKOBUX YeneHgkiB Ta mapadoHiB B
IHcTarpam, 6panu yyactb y 6narofinHin apmapui «HynHun IHcTarpam». OKpim Toro, mu 6panm
yyactb y [OHax Wseyii B YKpaiHi-2019 Ta Buaanu 36ipKy nepeKknagis yKpaiHCbKMX BipwiB Ha
LBeACbKY MOBY, WO mae Ha3By «N(ORD)EN». Bpanu yyactb y pectusani "FTapmugep", "Book Space
Fest", "®opym Bupasuis", "HepKkacbKuin KHUKKOBUIA pecTmBanb".

Y KOHTEKCTi Cy4acHOro JiTepaTypHOro npouecy NOMITHMM € MNOCWUAEHHA iHTepecy Ao
NiTepatypn «Ha CTUKY MUCTEUTB», Yy AKIA TEKCTU ICHYIOTb He Yy 3aKpuToMy npocTopi, a
06’eAHYIOTbCA 3 Bi3ya/lbHUM MUCTELTBOM, MY3MKOIO, Bifgeo, CKynbnTypoto Towo. Lle 3ymosneHo
TUM, LWO TaKUI Nigxig po3WMPIOE LiNbOBY ayAUTOPIKO CMOXMBAYIB KY/JbTYPHOTO NPOAYKTY, agrKe
BOHA CTA€ iIHTEPAKTUBHOI Ta L,iKaBOl. B 0CHOBY NpoeKTy «TBOA MOETMYHA SINCTIBKA» NOKNALEHO
NPUHLMN iIHTEPMEAiaNbHOCTI, aaXKe TEKCTU Y HbOMY NEPEKOAOBYIOTLCA B iNOCTPALLi.

B3arani iHTepmegianbHicTb 6epe cBit novaTok e 3 1983 poky, aaxe O. XaH3eH-/IboBe BBiB
e MOHATTA 33 aHANOrE [0 «iHTEePTEKCTyaNbHOCTI», AKy yTtBepauna 0. KpicteBa (wo
XapaKTepuM3yBano B3aEMOJi0 B MexaX OAHIEl cemioTMyHoi cuctemu). (Hansen-Love 1983, pp 291-
360) IHTepMegianbHICTb po3BMBanaca y Himeubkomy (M. LLpboTep, 0. Mionnep), pociiicbkomy (H.
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TiwyHiHa, C. MeTtpoBa, O. TimallKoB) NiTepaTypO3HABCTBi, ane OKpiM LbOro 3 Teopie
iHTepMmegianbHOCTI NoB’A3aHa Teopia mepgia, AKy gocnigKysann M. MaknwoeH, ®. Kittnep, B.
BeHbAMIH.

BueHi Ogoci He MOXYTb BM3HAUYMTM TOYHE MOHATTA, AKe 6 y NOBHIM Mipi XxapakTepusyBaso
iHTepmeaianbHicTb. KO JIoTmaH BBAXKaE, WO iHTEPMEAiaNbHICTb — L «TEKCT Y TEKCTI» i KH0YOBUM €
«MNOJMIIrNOTU3M» KyNbTypu i ByAb-AKOro XyAoXKHboro TBopy. (/lotmaH 1992, c. 191-199). OaHakK
HaWMNOBHilLle TBEPAKEHHA Y LbOMY KOHTEKCTi BBena H. B. TuwyHiHa: «iHmepmedianeHicmse — mun
BHYMPIiWIHLOMEKCMOBUX 38°A3Ki8 Yy XyOOHHbOMY MEOopI, W0 rPYyHMYEMbCA HA 83AEMOOIi XyOOHCHIX
Kodie pi3HuUx sudise mucmeume i meopume «memamosy» Kynemypu». (TuwyHmuHa 2001, c. 149-
154)

IHTepmegianbHe NepeKkoAyBaHHA Y NOETUYHUX NINCTIBKAX BiAOYBAETbCA He NMWe Ha PiBHi
BipLWiB Ta iNtoCTpaLiii, a 1 Ha pPiBHI YCbOro Ky/NbTYPHOrO KOHTEKCTY. A NnpoBoAnna AOCNIAKEHHS, Y
AKOMY Hamaranaca 3p0o3yMiTh, AKi acouiauii BUKNIMKAE BipLW Ta iNHOCTpaLia OKPEMO i pa3om, i oCb
AKUIM pe3ynbTaT A oTpUMana:

Ha intoctpauyii (In. 1.1.) 6a4unmo gpabuHy, Wwo Big 3emni
niginmaetbcs Ao Heba. [JOMIHAHTHMMW KONbOPaMMU €
ONaKUTHWUIM, CUHIN, CipuiA. INtOCTpaLuia BUKAMKAE Taki acouiayii:
«OpabuHa 0o mpili», «HaAdii Ha Kpawje», «waax 00 wWacmsay,
«H020 Hemni3HaH020», «KPi3b MePHU 00 3iPOK, MOXUBO yCe,
8apmo auwe nogaHmasysamu», «npumya, oumsa4Ya KasKa,
"Yalika Ha im'a OxcoHamaH JlisiHecmoH", «wasx mumuys 0o
00CKOHAA0CMI», «WAAX, €80AKUiA», «MUIiCMb, MPpIf,
Kocmoc», «badaHHA eupsamuce 3a Mmexci bydeHHocmi»,
«nicHa Led Zeppelin - Stairway to heaven», «Kasku 3
oumuHcmea», «Mpif i MpiliHUKU. JleceHOa rpo 8QaBINOHCLKY
sexcy, neceHa npo 6obu i senemHie», «nNpPazHEHHA emeKmu 3
micma, subpamuca 3a (ozo mexci. COH», «micmo moxce
npukosysamu 00 3eMsi, ase 20/108He HE emMpavyamu gipy 8
woce Kpauwje - i ye dae 3moey 36yoysamu maky cobi OpabuHy
0o mpili (xmap)», «kapmuHu Caneeadopa [fani, emikmu 3

bydeHHocmi micma», «ceim - Oim, Hebo - 8esuUKe 2opuUye»,

In. 1.1. Intocmpauis 0o npoekmy «Hebo - ye yucmul nanip, Ha AKOMY 8xe Hi4o20 He mpeba
«TeoA noemu4Ha nUCMieKa». nucamu», «KKOHMPACM MiX¢ PeanbHiCM Mma MpPIED Ma Mix
Aleksandra Konyok

mum, KUM mu € Hacrnpaedi ma mum, KUm xo4ew 30asamucs
(ypbaHicmuyHe 306paMceHHA - Auwe MnpiHM HA wnaaepax,
AKul sudae OpabuHKa, wo suxo0ums 3a io2zo Mmexci)», «intocmpauis eie Npoxonodoro, a we Hece
Haodii Bmexkmu 3a pamKu 38u4aliH020», «820pPY YU BHU3», KMU CaMiobUPaeMo ceill wnsax».

Bipw Ha 060poTi AUCTIBKM Tex aybntoe Ui obpasu: «AKwo 3abytn yci nevani, / MNouHe
36yBaTuCb yCe, Wwo Tpeba. / ApabuHa B Heb6O — no BepTUKani, / B ropM3oHTani — NTaWMHUA webeT.»
( ams. QopaTok 1. 2. ). Bipw ay6ntoe BignosigHy KonopucTuky: [loctatHbo byae nunwe yasu, / Abu
371eTiTK Hag cipum mictom, / LLob nepexuTn xsuaunHy cnasu, / Bauxatn Hebo, po3aysLun Hi3api.»
Bipw BMKAMKAE TaKi acouiauii: «0s14 3006ymmsa wacma mpeba ousumuca 8 MalibymHe»,
«Momusauia woce pobumu», «sipa 8 mMalibymHe, mMpii», «npu3us He onycKkamu PyKU Y CKAAOHI
yacu», «8ipa y 6/AaCHI Cuau, no3umusHe cmassieHHa 00 ¥umms i npobsem 8 HboMy», «Oyxce
MOMUBYE MA HAOUXAE 00 HUMMS, MBOPEHHA C8020, HENMO8MOPHO20, beamexcHicmb», «c80600a,
IOHICMb, piwy4icme», «kHOMXHEHHA Meopumu, xcumu, sipumu y 30ilicHeHHA Mpili», «onMumi3m,
8ipa, enesHeHicMb», «/a1iMo, KOXAHHA, apomam M’amu, eimep 3i cmeny», «1imo, KaHiKyau y
b6abyci», «mpii neped cHom, b6axcaHHA 30ilicHumu wocb ocobsuse 8 ¥ummi», «no cymi, Micmo
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mex dornomazae Ham niditiHamuca 0o sepwuH (mobmo coyianbHi Mepexi - 38'A3Ku i3 100bMU),
aoxce rnopydy M0OUHA 0ornomoxce 3abymu yci neyani + donomoxce y ckpymi (36ydysamu opabuHy 8
Hebo), «Oyxce nosumusHul sipw, WO 2apMOHItO€ 3 intocmpauiero! Mpis ma eipa e Hei, y cebe, y
me, WO 8ce HEOOMIHHO 80acmbCA», «MOMUBYE HA HOBI CNPAsU Ma npo2yasHKY 8 Jici, Ha
npupoOi», «nidmpumka, mensai pyKu 2pitome xo0n00Hi 00/0HI, 8ipa», «gidipeamuca 8i0 3emi,8id
wymy micma», «0yMKU MamepiansHi, Mpiamu 8axugo», «wob 0ocazHymu 4020cb - nompibHo
pyxamucb», «2iMH 8i3yanizauii», «3a6aeamo 6cb0oe2o, Yac sionoyumu».

Ha HactynHin intoctpauii (In. 2. 1.) mu 6auumo 6inwmi
NPAMOKYTHUK, Y LEHTPI AKOro € BEJNMKUIM MicALb Ta MICTO Ha
noro ¢oHi. [JOMiHAHTHUMM KonbopamMu € 6inuin, cipui,
YOPHUI. lntocTpauisa BUKAMKAE Taki acouiauii: «micmo — ye
Auwe Yamka Ha ¢oHi Bcecgimy», «camomHicme y gesnuKomy
micmi», «cnokili, muwa, Hi4, cym», «CMOKiliIHaG MpPUBOXCHICMb
ma camommHicme», «nokKuHyme micmo, 6e3 8oeHie, Ha
MOKUHymiIli  3emi», «HiYHEe  ummsa  me2anosicy»,
«epabinHUKU, AKace npumycosa ypbaHizayia, muwa nepeo
bypeto», «micmo, wo 36yoysanau Ha micayi: 8 Hoomy 6azamo
nrodell, ane KOXeEH € CAMOMHIM», «yA8a BUMAbOBYE XOMN00He
MiCmo, 8 AKOMY He CHAMbCA KO/1b0POB8i CHU», «Hi4 2aUbOKa,
CaMomHicme», «AKWO 0414 MposiHyiana, mo 3az2as0M Mmake
306paxceHHA micma 8u2a800€ MPiWKU 302p031UB0; 3 iHWO020
60Ky - acouiayis mepmeo2o, COHHO20 Micma (Micmo yHoui,
KOAU yce, K He OUBHO, 3A8MUPQE)», «4yHce MoXmype mMicmoy,

In. 2.1. Intocmpauis do npoekmy «paHmacmuka, pioHe micmo [Hinpo, 60 3a3suvall AK

«T60A MOEMUYHA NUCMIBKA. embaemy 8UKOpUCMOBYOMb KOHMYyp Haligioomiwux 6ydisens

Onvza [pu6 Ha HabepexcHili», «MOPOXCHI 8yaUYi Ma COHHI 8 KeapmMupax,

npoxonoda  HiYHo20  nogimps, CroKili, po30ymu»,

«ACOYIDEMbBCA 3 YUMOCb MAEMHUM, ase CHOKIUHUM i mUxum», «COH, CMepmb, 8Ci 00U MOKUHYAU

Micmo i nosneminu 8 KOCMOC», «HiYHe micmo - crokili, muwa, npucnaHi mypbomu», «inocmpayia

BUK/UKAE 8aMCKicmMb, CyM, npome € nesHulli pumm, cmpoeauli, pieHuli nynsc cymHoz2o micma»,
«MiCMUYHe HOBOSYHHA».

Bipw Ha obopoTi nucTiBkM Tex Aybntoe ui obpasn: «meHi #anb, wo aAucmu meoi He
npuxodame / Hi HG nowmy, Hi 8 CHAx, Hi y sms. / MaK Hasyuwca Ha Micays sumu, U moxce, /
cKkasynimu, HeHayve nec.» (avs. JoaaTtok 2.2.).

Bipww Tex ayb6nto€e BiANOBiAHY KONOPUCTUKY, agsKe Y HbOMY 3ragyeTbes TiHb: «5 U He cnao. /
A 0a8HO PO3y4UAACL CIAMU. 10 MOEMY 80/10CCH CKPAGaromMbCA miHi mux, / Ko2o npuliHAMOo 8ipHO i
gi00aHo 3ab6ysamu. / ane mu He 00UH i3 Hux.». Biplw BMKAMKAE Taki acouiauii: «camomHicms,
Oenpecis, cym», «agmop Oyxce 4imKo onucana CMaH CAMOMHOCMI, X Mypaxu rno Wwkipi», «myeaa
30 8MpaAYeHUM wWacmam», «gipw HelimosipHull, 0c0baUB0 KiHUiBKa, YeKaHHSA 38icmoK 8i0 dopozaoi
AOUHU, sidyysamu i 8 ycix b6yOeHHUX pe4yax rnorpu 8i0CmMaHb MA KisoMempu, MOM(/IUBO,
CMOCYHKU Ha 8i0cmaHi», «gidyall, CHU, mpueoaa», «po3CMABAHHA 3 KOXAHOI OOUHOK i CHU AKi
npo ye Hae2adyromoe», «80K3ana A0608i», «cym, myaa, po30ymu», «be3rnpuyuHHa myad, XpoHiyHe
6e3CoHHA», «HA2A0YE MOE rnepuwe KOXAHHA - AK 6e3Ha0iliHo-con00Ko cudinocd 00 PAHHA mnid
nepeod38iH Mpameais», «CX0x(e Ha4 MOE piOHe Micmo, mam mexc sHo4i bina domy epomu 3aau
enekmpuyku. A we: 6e3CoHHA, cepue, wo xo4ye awbosi, b6inb pPoO34yuHeHUl y HIYHIG muuwi,
Hepo30dineHul, Mazia.», KCMymoK rnepexusaHb nepenaimaemsca 3 mempasow micma», «zepoli
camomHiti, npazHe n10608i i 830EMHOCMI», «3ACMYY€EHHS, PO34APY8AHHA 8 YoMyco (i napanesnsbHo
3 UUM BUHUKAE 06pa3 enekmpuyKku, Wwo idyme 6Ho4i)», «b6au3bKuli sipw 00 671aCHO20
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8HYyMpiwWHbL020 cmaHy. CamomHicmes 0i8YUHU, WO 3200y€ HOYAMU sHOOUHY, 38'A30K i3 AKOH
empayeHo. [eHb iwe O0ae 8i080/IKAHHA, 0 8HOYI MOBEPMAEMbLCA My2q.», «MOPOHCHA KiMHaMaQ,
Haniemempsasa, CMymok, 8ded croz2adis, Kompa He 8i0nycKkae;, muwa, ycei0OMAeHHS
HeMUHy4Y020», «acouiauii 3 O0i8BYUHKOI, WO raa4Ye», «WyM Micma», «CUHbO-Cipuli CBIMAHOK,
b6pyOHull cHiz, 6ini B802HI, 8IMPAM(Y», «HIHHICMb, KOMIYHICMbY», «BAMKICMb PO3/AYYEHHS
8I0CMAHHI0», «caAMomHicme i eanacnusull palioH».

: I Ha iHwi intocTpauii (In. 3.1.) mm 6a4nMmo AiBUYMHY, Y AKOI
BOJIOCCA MOBTOPKE 33 KOHTYpaMWM MYLUAIO Y PaBAMKa i Ha
HbOMY CTOATb OYAWMHOYKM. [JOMIHAHTHUMM KONbOPAMMU €
pOXKeBUMN, KOBTUM, ¢ioneToBuit. MpPOBIBWM ONUTYBAHHA MM
Ai3HaNNUCA, WO iNCTpaLia BUKIMKAE TaKi acouiauii: «agaHeapo
Y MO/IOHKY,  HiY»,  «imapecioHicmuyHuli  nopmpemby,
«BHYMPIWHA Kpaca, WO X0BAEMbLCA 30 308HIUWHICMIO,
«b6e3CoOHHA, «MAaeMHUYicMb ma mpilinusicms»,
«cmypbo8aHicmb, CAMOMHICMb», «Micmo criosHeHe Mpil,
b6axaHHA», «Ccrokili, maeis, HiY», «ocobucma BHymMpiWHsA
peanbHicme», «xaomu4yHicme i po3z2ybneHicmo», «0iBYUHKQ,
wWo mikae 3 0omMy», «0ie4UHA, Wo OYMAE MPo WOCk, 2ynato4u
HiYHUM micmom», «ghes micma ma cHis, dumsadyi momusu»,
«po3ym AK micmo, mu 6a4umo (ioeo rno-ceoemy, i 800HO4YAC
00HOKOBO», «3AMUWOK KiMHAM, MPUEMHA B8MOMQ, rezKi

YCMIWKU», «MiCMO 8 KOXCHOMY 3 HOC», «3a200K0o8icmsb i nesHa
epatinusicme», «88IMKHEHe C8imsa0 y B8iKHAX - CUMBOJ MO2o,
wo Ha mebe YeKaromoe», «HeCMAHOAPMHI piluleHHA Meop4ux
aroeli.

Bipw Ha 060poTi NUCTiBKM Texk Aybntoe Li 0bpasun: «CoH HaMoe83ae AK paAsaAuUK / MoGifAbHO i
winbHo / 8Kkpusae coboro / He cnamu / He moxcHa / He yac / mu idew 0o micma /i micAmos OymMKu
meoi Haye micmo / cmo pasnukis» (aus. Jopatok 3.2.). Bipw ay6nt0€ BiANOBiAHY KONOPUCTUKY:
«8UBOIHU 32HOEHI / AK KOHCMPYKMOop nid cmynHAMU / mpoxu niocmynHi / koaoms i 6ydame / mu
cnamu He 6ydew». Ua pisHOGAPBHICTb NUCTIBKM 3yMOB/AEHA TUM CaMMM «KOHCTPYKTOPOMY, LLO
3ragyeTbCs y HaBeAeHi unTaTi. Bipw BMKAMKaE TaKi acouiauii: «y gipwi 32a0Ku npo oumuHcmeo
00poca0oi AOUHU», «xa2d WeUOKoCcmi», «Asuwe ypbaHizauii», «gipw HanpyxceHul, Hagime
mpiwKu azpecusHuli», «kHa4ye nompanue y Ka3kose micmo, po3bypxye yasy, 0A€ 800 eMOYisiM»,
«poseybneHicmb, empama opieHmupis, nocuneHi s8idyymmsa», «UWBUOKOMAUHHICMb, #8asicmb
wummsa», «nompibHo xumu», «aAabipuHmM 8yauuyb», «abCcmpakyia», «3anaymaHicms,
BUCHAM(EeHHA», «3a2ybneHicmo nt0OUHU, bayKaHHA 8 cobi», «aipudHuUl 2epoli Oyxe emomaeHul,
nposasnteEMbCA NepioOU4YHO 8 COH id Yac i30u 8 MPAHCIOPMI», «MOMC/UBO, AKUliCb cmpax nepeod
8E/1UKUM MicCmom, yc8i0OMAEHHS, Wo mu mym mana niuuHKa, B0HO 3aKymae mebe y ceoi cimi»,
«mpoxu cymHo. Baxcka 0opoeaa, ane Hadia Ha wacause npubymmsa», «emomnaeHul nicaa pobomu,
baxcaHHA sidnoYumu ma 3Halimu 4ac npocmo npo2ynamucad 3amMmuWHUMU 8YAUYKAMU PiOHO20
micma», «ceimso sixmapie ma rnopoxHe4a, 3amopu, c8imsaogopu ma repexoxci; NOOUHA, Kompa
Hamaz2aemeoca 3Halimu cebex», «NA31U MiCMAa 8 HAWOMY HUMmmMIi», «Hecrnokili pa3zom 3 eMoyiliHuUM
MiOHEeCeHHAM, KAmoxci i nixmapHi cmoeanu, mpeMmmiHHSA 8i0 X000y », «baXCaHHA 8ce 3aauwumu i
gidrnoyumu», «cymbypHicmso i WBUOKICMb KOXHO20 OHA, HECMa4y 4acy i Keanausicmex.

AK Mu Baummo, intocTpauii Ta BipWi BMKAMKAIOTb iHTEPMeAianbHi MOCUMNAHHA oApasy Ha
MY3UKY, IereHau, BigoMi KpuaaTi BUCNOBU, KapTUHM Towo. Lie y 3aliBMi1 pas nigKkpecntoe He nuwe
KTATNICTb» MUCTELbKUX ABULL, A | MEBHMIN KOHTEKCT, Y KU BBOAMTbLCA, 34aBanoca 6, 3Bn4aliHa
nnctiBka. Mo cyTi, uUe we oaHe HagbaHHA Cy4aCHOCTI, KOJIM MU MOXKEMO PObUTU iHTepmedianbHi

In. 3.1. Intocmpauyis do npoekmy
«Teo0Aa mnoemuy4Ha AUCMisKa».
InoHa Cepeda
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NMOCUNAHHA Ha BEIMYE3HNIN MUCTELbKNI OrpoM (@ MaibyTHI NOKONIHHA MaTUMYTb e WupLle nosae
ANA iHTepnpeTaLiii Ta NOCUNaHb).

AAK Ha MeHe, cydyacHe MMUCTELTBO AKPA3 i LiKaBe TUM, WO Yepe3 HbOro MOXKHA 3a3UPHYTU Y
cebe. BOHO noaekyam BigKMOAE yBECb AOTMATM3M Ta AUAAKTUKY, NMLIAKOYM BIAKPUTUM none gns
iHTepnpeTayin Ta camoaHanisy. Y npoeKTi «TBOA NOETMUYHA NIUCTIBKA» KOXKEH YMTay Ta NOLiHOBYBaY
MOKe A0TOPKHYTUCA A0 LbOro MUCTELTBA (He JapeMHO K CNoraH NPOeKTy — «Big4yTU MUCTELTBO
Ha OOTUKY»), i 06paTh ans cebe Tol popmar, Akui byge ANa HbOro NPUEMHWUI Ta NPUAHATHUIA.

KOHa 3 NINCTIBOK MA€E CBOO iCTOPIO BXKe Ha pPiBHI 33lyMKUW aBTOpa Ta i/IIOCTPATOPa, a KOXKeEH
YyuTay HaMoBHIOE ii CBOIM CEHCOM; «BMi3Hae» cebe y Bipwax YW iNtOCTpaLiaX; Karke, WO BipL
KPYTWUIA, a intocTpauia TyT B3arani He nNigxoanTb (YM HaBnakm); abo K B3arani CTBEPAIKYE, WO «TaKe
A MOXY i Ha NPUHTEpPi AOMa poO34pyKyBaTM». Ane K Ue niaxig A0 MWUCTEUTBA 3aranom, He
3BaKaloum Ha enoxy abo TeHAEHLT, Y He TaK?

Jlodamok 1.2.
[JocTtaTHbo byae nuwe yasu,
AbBM 31eTiTM Hag Cipym MicTOM,
Llo6 neperKnTn XBUANHY CNaBw,
BauxaTtn Hebo, po3ayBLUM Hi3Api.

Ham 6yae BoocCTanb NiceHb i rimHiB,
| Kanentoxis, pyKammn m’aTux.

Mpami edipn, OHNANHMK, CTPIMMK —
Yce HaxuMBO npo cebe 3HaTK.

Ycix Ha CBIiTi yyaec Bigomux
Mi3HaTK CYTHICTb, BiUyTH cnny.

| nepemorke ysaaBa BTOMY,

| 3y6bu 3LinnTb, PO3KPUBLLM Kpuna.

AKwo 3abyTn yci nevani,

MNMoyHe 36yBaTUCH yCe, Wo Tpeba.
[dpabuHa B He60 — No BepTUKani,

B ropusoHTani — nTawmHun weber.

Ha BicTpi coHUA — BeplKnHa WacTs,
AyMKn po3nanaTb rapady saTpy.
AKLWO B yABi yce Ham BAACTbCA,
YKe cboroaHi NoYHeTbCA 3aBTpa.

ABTOp — OKcaHa LLleBueHKO
Jlodamok 2.2.
TYT Nig, BIKHAMW YaCcTO NAYTb ENEKTPUUKN
i NAKaloTb NTaxiB, W0 XOBAKOTbCA Big 3UMMN.
i NAKAIOTb BCE MICTO; ANA HUX YXKe MaliXKe 3BUYKA

YPWMBATUCA B MOI CHW.

A1 He cnAto. A AaBHO PO3y4yunaacb cnatul.
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NO MOEMY BOJIOCCIO CKPa4AtoTbCA TiHI TUX,
KOro NPUIMHATO BipHO i BiaaaHo 3abyBaTu.
ane TM He O4MH i3 HUX.

A MiLLato 3ipKM y HagbwmTin yawu,,

11O iX He6O WOHOYI CKUAAE Ha Mit BANKOH.

i3 6€3COHHAM i TIHAMM TPA0 Y LWAXM M LWALIKK
i 3i CMepTIO Yy IOTOTPOH.

Ha CTiHi BiAOMBa€E POKN FOANHHUK,

a Ha cTeni CKpyTUNach B KNy6OYOK MOA neyvanb.
¥anb, WO HaBiTb Tenep Yac ige 6e3ynnHHo.
MEHI AiACHO TaK LWKMPO XKab.

MeHi Xanb, WO MNCTU TBOI HE NPUXOAATb
Hi HA NOWTY, Hi B CHaX, Hiy sms.

TaK HaBYMLLUCA HA MiCALb BUTU, 1 MOXKe,
CKaBY/NiTW, HEHaye nec.

Hauye nec, AOKNAATUCL A3BiHKA Yy ABepi,
XOY 3aMMCKM, X0 3BICTOUYKM, XO4 Yorochb!..
3a CEKYHAY 40 WacCTA }KUTTA 3aBMEpPO.
nepepoaeHHsA He BAANOCh.

TYT Nig BIKHAMW YacTO NAYTb ENEeKTPUUKN.

MO LWMOKN A3BEHSATL | 34pUraloTbCA Big, pUAaHb.

NMoBepTaTU MEHE [0 MUTTA - Le ANA HUX YKe MalirKe 3BMUKa.
TpeTA HOoui. e 30BCiM paHb.

i A 4ylo TBIM ronoc, WO TULWI WenoYe BicTi,

TBOI KPOKM Ha KyXHi; T NPOBYELL COH Ha CMaK.
X04a 1 3Hato, WO TM NPOXKMUBAEL Y iHLLOMY MICTi.
BXKe Tucavy

pokiB

fAK.

ABTOp — AHHa Komap

Jlodamok 3.2.
(n)ero (B) ciri

COH HanoB3aE€ AK PaB/UK
NOBI/IbHO i WiNbHO
BKpMBae coboto

He cnaTu

He MOXHa

He vac

TMigew Ao micta

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2020. 1(9) | 127



SURVEYS AND REVIEWS

i MicATb AYMKM TBOI Haye TiCcTo
CTO paB/MKiIB

Ha340raHAKTb

He cnaTu

BMOOIHM 3rHOEHI

AK KOHCTPYKTOP Nig CTYyNHAMM
TPOXM NiACTYNHI

KOJIOTb | ByasaTb

TW CNaTK He byaew

NOBOPOTK NPaABOPYY NiBOPYY
BXKe NpAMO

B KlOBeTax-Acnax

OUTA KONULWYTb

3aTopu

nig ABicTi

3aTopu

CTO TPMAUATL

a U A0 CUAIHHA

reisgKkamm

nieBMepTBa NiBN'AHa
npuwmnTa

He cnaTu

HEe MOXHa

YaCTUHKWN Nero po3KpageHi
i WWAHW 3paHeHi

AK TEHeTa cnyTanu

OYMKMU 3aMyyeHi

ro/I0BY B TiCTi

cKknaam moe (n)ero (B) ciTi
i Aalh 3MOry BOCKPECHYTH
xo4a 6 nicna n'aTHUL

B LLbOMY MICTI

ABTOp — BikTOpia OniwykK
CnucoK axXepen Ta nitepatypum

NOTMAH, 0. M., 1992, Cmameoeu no cemuomuKe u munosao2uu Kyasmypel. T. 1. TannuuH: U3a.
«AnekcaHgpa».

TUWYHWHA, H.B., 2001, MeTogonorua UHTepmMmeaManbHOro aHaan3a B cBeTe
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XXl seka. K 80-nemuto npogeccopa Moucesa Camolinosuya KazaHa: Mamepuassi
MexcdyHapoOHoli Hay4yHoU KoHgpepeHuuu 18 masa 2001 2. CaHkT-MeTepbypr. — Cep. “Symposium”.
— Bbin. 12. — CaHkT-MeTepbypr: CaHKT-MeTepbypr. punocod. o-8o.

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2020. 1(9) | 128



SURVEYS AND REVIEWS

References
LOTMAN, Yu. M., 1992, Stati po semiotike i tipologii kulturyi. T. 1. Tallinn: lzd. «Aleksandra».
TISHUNINA, N.V., 2001, Metodologiya intermedialnogo analiza v svete mezhdistsiplinarnyih
issledovaniy. In: Metodologiya gumanitarnogo znaniya v perspektive HHI veka. K 80-letiyu
professora Moiseya Samoylovicha Kagana: Materialyi Mezhdunarodnoy nauchnoy konferentsii 18
maya 2001 g. Sankt-Peterburg. — Ser. “Symposium”. — Vyip. 12. — Sankt-Peterburg: Sankt-
Peterburg. filosof. o-vo.
HANSEN-LOVE, A., 1983, Intermedialitét und Intertextualitit: Probleme der Korrelation von Wort
und Bildkunst — am Beispiel der russischen Moderne. Wien: Wiener Slawistischer Almanach.

"Teos noemuyHa aucmiska»: iHmepmedianbHa Kopenayia sipwis ma intocmpayiii
8 0bpasi micma

3 memoro 0ocnionceHHa iHmepmeoianbHOi Kopenauii y eipwax ma inocmpauyiax 6yno
npogedeHo ceMaHMUYHO-cmuaicmu4vHuli aHani3 eipwie ma intocmpayili. 3a ocHosy 6ys0 83amo
KOMIAeKm AuCmigoK Ha memy «YpbaHicmuKka» npoekmy «Teoa noemuyHa aAucmisxka». Y pamkax
00CnidOHeHHA y4acHUKam HeobxiOHo 6yno 3anucamu 61aCHi 8payMceHHA 8i0 eipwie ma
intocmpayili, a makox 3pobumu 3pobumu 8UCHOBOK, HOCKi/IbKU 80010 BOHU MOEOHYHOMbCA.

Knarouoei cnoea: sipw, intocmpauis, iHmepmediansHicme, AucmisKka, peyenuyis.
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