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TEPAKOTOBI BIOCTU BOTMHI 3 KOPUMBAMM
3 0/1bBIT NOHTIMCbKOT ENNIHICTUYHOIO YACY

MapuHa PycaeBa

Terracotta goddess busts with corymbs
from Olbia Pontica of the Hellenistic period

Maryna Rusiaieva

Four terracotta busts of a woman with unique attributes come from the 1936 and 1959 Olbia
excavations. The attributes include a cone-shaped bowl! on the head, corymbs in the hair, a taenia
on the forehead and a floral décor. It has been considered a personification of goddess Demeter in
numerous publications for a long time. In the beginning of the 21st century, the Danish scholar P.
Guldager Bilde was the first to change this attribution to Ariadne, Dionysus’ wife, based on five
small fragments of similar busts from N. O. Leipunskaia’s Olbia excavations in the sector «Lower
town: North» (NGS). Following other scholars, she also identified them as thymiateria — utensils for
incense burning in bowls. Despite the absence of other characteristic elements and traces of soot,
they were named “Ariadne thymiateria”. Later, T. M. Shevchenko published seven more fragments
of similar busts, which in her recent publications were identified as thymiateria depicting one of the
participants of the Dionysiac thyasos: a nymph, Ariadne, Semela and others, or even young
Dionysus himself. Such contradictory interpretations of the above terracottas led to their
comprehensive analysis.

The first of two planned articles on this topic develops a typology of this group of terracotta
busts, which distinguishes between three iconographic types. The first and the third type include
one item each. The second iconographic type is the most numerous and has two variants. Variant A
comprises eleven items from Olbia excavations from different years, including four fully restored
terracotta busts with the abovementioned iconographic attributes. The hypothetical subvariant Aa
is the head of a similar bust from the excavations of Scythian Neapolis. Variant B comprises one
fragment from Chersonesos Taurica.

We have reasons to believe that terracottas of all three iconographic types were created in
the 3rd century BC. This assumption is supported by the chronology of closed contexts, in which
around half of them were discovered, including terracotta busts that are generally dated back to
the 3rd century BC. Most likely, these busts were last used for rituals in family sanctuaries in the
middle of the 2nd century BC.

We assume that the shape of the bowl! on the head of terracotta woman busts was made by
Olbian artists under the influence of local ceramic thymiateria in the form of a cone-shaped tall-
stem bowl! from the 3rd century BC. Taking into account the absence of any traces of soot in the
bowls on the busts and their practical use of thymiateria, we believe that these original terracotta
items were used for votive purposes. The pouring of essential oil into the coarse, widely open bowl
is questionable considering a very high price of the aromas, discovery locations in blocks where
artisans and middle-income merchants were living, the terracotta texture, and lack of proper
coating and lids with holes. The shape and the size of the bowl, a white engobe on its inner sides,
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and the floral décor on the woman’s head let us assume that it could be used for putting inside
small fruit or seeds. According to this use, these busts were used as votives, pseudo-thymiateria or
a kind of aroma bowls for dry flowers or fragrant plants.

Key words: Olbia Pontica, terracotta bust, Demeter, Ariadne, Dionysus, typology,
iconographic type, thymiaterion, votive, pseudo-thymiaterion, aroma bowl, Hellenism.

Ceimanili nam’ami Ilii l'ynedazep binboe
3 Hg2oO0u if 60-n1immas

Bctyn

YNpoaoB*K enniHiCTUYHOro 4Yacy B XYAOMKHiM KynbTypi HaceneHHA OnbBii MOHTIACbKOI, AK i
BCbOrO QHTMYHOrO CBIiTY, BiAbyBanucAa noctynosi 3miHWM. Hacamnepes ue nos’s3aHo 3
BMHUKHEHHAM HOBMX GOpPM i po3p0obKOIO YHiIKanbHUX TUMiB iKOHOrpadii okpemux boris i repois B
AEKOPATUBHO-YKUTKOBOMY Ta 0Opa3soTBOPYOMY MWUCTEUTBI. AZXKe 3aBAAKM CKNAAHIA CUCTEMI
€NNiHCbKOro noniteiamy, B 3aNeXHOCTi Big, perioHanbHUX 0cobaAnBOCTEN ICTOPUYHOrO,
€KOHOMIYHOrO Ta Ky/JIbTYPHOrO PO3BUTKY, KOXKHE 60¥ecTBo, byab-To 60r un 60rnmHA, Haginanoca
Pi3HUMM OYHKLIAMM, AOCTOBIPHE BU3HAYEHHA AKMX NOTPebYye YTOUHEHHSA, BUPILEHHA OKPEMMUX
NPOB6AEeMHUX MUTAHb Ta BUKAMKAE AUCKYCii. TiEtD UM iHLWOK MipO LEe CTOCYETbCA i BUBYEHHA
ONbBINCbKUX TePaKOT 3 ix 306paxkeHHAMU. [laBHO BiAOMO, WO B MicLLeBMX MalicTepHsax OnbBii came
B E€NNIHICTUY4HMI Yac Byno BUroTOBAEHO MOPIBHAHO BEAMKY KiNbKiCTb Pi3HOTUMOBUX TEpPaKOT
MipONOriYHMX MEePCOHaAXKIB AK i3 3aN03MYEHUMMU eNeMeHTaMM 3 iIMNOPTOBAHUX CTAaTyeToK, TakK i
CAaMOCTIMHO CTBOPEHUX OJIbBIMCbKMMMN MUTLAMMW. 3-MOMIK HUX BUPI3HAKOTLCA OPUTiHANbHI XKiHOYI
610CTM 3 YaLLEYKOo Ha ronosi, Ha/JIObHO TEHIE Ta ABOMa Kopumbamu y 3adicl, AKi He MalTb
iA€HTMYHMX 306parkeHb N03a UMM MOHTIMCbKMM MOJTICOM.

TpwuBannin Yac BOHM HE3MIHHO acolitoBanuca 3 bornHeto JemeTporo, ogHaK Tak i He cTanu
npeamMmeTom crneuiasibHoro AocnigKeHHa. Jlnwe B Aeakux nybnikauiax OCTaHHIX AeCcATUNITL LU
6HOCTN NOYAIN OTOTOXKHIOBATM 3 TUMIATEPIAMM, A KiHOUYMI 06pa3 — To 3 ApiaiHOO, TO 3 AHOHIMHOK
npeacrasHuuelo diacy [ioHica abo iHWKMMKM NepcoHa)Kamm 3 MOro OToYeHHsA, ane 6e3 BcebiyHoro
BMBYEHHA BKa3aHMX Nam’ATOK. TaKi cynepeynmsi TAymavyeHHA TepaKoTOBUX 306pakeHb HOrnHi 3
KOpMMbaMK Hapasi YMOXK/IUB/IIOKTbL 3BEPHEHHA A0 X AOKAaAHILIOro po3raaay Ta aHanisy.

3aBgaHHA NepLUoro A0CNIAXKEHHS 3 03HAaYEHOI TeMU, AKiM NPUCBAYEHO ABi CTaTTi, NoAsArac y
po3pobui TUNOoNOrii ONbBIMCbKMUX ENNIIHICTUYHMX KIHOYMX OlOCTiB, B OCHOBY fKOI MOKAaAeHo
NOPIBHANBHMUIA Ta iKOHOrpadiuHUI meTogu. TaKOXK PO3rNAHYTO KOHTEKCTU ANs [OCTOBIpHiLIOro
BCTAHOBJ/IEHHA Yacy iX BUTOTOBNEHHA | BUKOPUCTAHHA B PUTYa/IbHUX NPAKTUKAX, NPOBEAEHO aHaNi3
GYHKLIOHANbHOrO 3aCTOCYBaHHA YalleYKM Ha KiHOYIM ronosi Ta BM3HAYEHHS MPU3HAYEHHA LMX
TepakKor.

IcTOpin BUBYEHHA

MepLwi Tpy TepakoTn 6OrMHI 3 opUriHanbHUMKM aTpMbyTamm, 3HaNAEHi Npu po3konkax Onbail
B 1935-1936 pp. nig KepisHuuTBom J1. M. CnaBsiHa, onybaikoBaHi M. M. Xyaakom (1940, c. 89-90,
KaT. 6-8, puc. 66—68). Big oaHiel 36epernoca 4oTMPKU yAamMKK 3Ha4YHOI YaCTUHM FON0BK Y KanaToci
y GopMi NnepeBepPHYTOro yCiYEHOrO KOHYCA, 30BHI NPUKpalleHoro 6apenbedHNM NaHLETONOAIOHMM

1 Bci maTepianu 3 UMx PO3KOMNOK Y NiBHIYHO-CXigHOMY paioHi BepxHboro micta OnbBii 36epiratoTbea B HauioHanbHomy
mys3ei ictopii YKpaitu (gani HMIY).
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nnctam?, pyra TepakoTa — NOrpy/Ha »*iHodya NpoToma B XiTOHI 3 cnigamu BiabuToro Kanatoca Ha
roN10Bi, CK/IEEHA 3 KiNbKoX dparmeHTiB i gorincoBaHa. BuasneHe nobausy Big Hel TpeTe norpyaas
TeX po3buTe, CKeeHe 3 6araTbOX MaJIEHbKUX YNaMKiB, Mi3Hille 6y/10 NOBHICTIO pecTaBpoBaHe. Ha
NMOBEPXHi BCIX TPbOX TEPAKOT B OKPEMUX MiCLAX MOMITHI 3a/IMLWLIKK 6inoro aHroby, a Ha blocrax, y
TOMY 4MCni Kanatoci, — we M yepBoHOi ¢apbu. M. M. XyaaKk BNeBHEHO BBaAXKaB, LLO KanaToc,
HanobHa cTpiyka Ta BiHOK, SIK BXe BM3Ha4yeHi aTpubyTn [lemeTpun, BKasyiTb Ha HaNEXKHICTb UMX
TepaKoT Ao ii 306paxkeHb. [0/10Ba 3 03HaKamu BMNAUBY LWKoAM [pakcuTens, Ha MOro AymKy, 3a
CTUNEM i AKICTIO TNHKM Byna A0BI3HOLO.

Y noganbwomy E. |. /lesi 6yno 3HaiiaeHo dparmeHTH Big, Tpbox nodibHux 6toctie (/leBn &
Kapaces 1959, apk. 46, 50, puc. 126, 141; Nlesn 1964, c. 12-13, puc. 8). OgMH 3 HUX, NOKPUTUIA
6inMm aHrobom i ckneeHnin 3 Wwectr GparMeHTiB, TAKOXK OAHO3HAYHO iAeHTUdIKOBaAHO 3 [JlemeTpoto
B Ka/1laToCi y BUIAAZAI YalleyKn, 3a4iCKol 3 ABOMa KOpMMbBaMK Hag CTPIYKOK Ta BIHKOM Ha ronosi
MicueBoro BurotosneHHs lll cT. o H. e. (Jleen & CnasuH 1970, c. 41, Ne 22, Tabn. 13: 2). 3sepHemo
yBary Ha Takui HenepeciyHMM ¢aKT, WO LI OXallHO BiApecTaBpoOBaHy TEpaKOTy, nepeaaHy
€. . leBi Ha ekcno3uuito oo Myseto apxeonorii IA HAH Ykpainu (gani MA IA HAHY), HeogHopa3oBo
€KCNOHYBa/IM Ha BUCTaBKax, Y TOMY YMCAi 1 HA Mi3KHapoAHii y Mocksi (KynbTypa 1983, kart. 178)3.
Came BOHa CTana CBOEPIAHMM eTaNoOHOM Yy 6araTbOX HACTYNHMX MNybOANiKauiAX BiTYM3HAHMX Ta
iHO3EMHUX HAYKOBLB, NepeBaKHa binbLWicTb AKMX BBaXKana ii 306parkeHHAM [emeTpu. 30Kpema,
A. C. PycAeBa HaronowwyBsana, Wo B MiCLLEBOMY O/1bBiNCbKOMY MUCTeLTBi 06pa3 Liel 60rMHi maiixe
3aBXAW penpeseHTOBaHO Yy BUIMIA4I HEMONOAO0I KiHKM 3 MNYXKMMWU LWOKaMM Ta BaXKKMM
niabopigaam — martepi 1 NOKPOBUTENbKM POAIOYOCTI MOAiIB, yocobneHHA BpoxKato i baraTcTsa.
FonoBHMI yBip TUNY KOP3MHKM abo Yali, ABa KOPMMOM Ta HaNnobHa cTpivKa — aTpMbyTK B pUTyanax
€/1€BCUHCbKMX TaTHCTB. BUKOHaHI B 04HIi MaNCTEPHI, MOXAMBO, N1 OAHUM KOPOMNIACTOM, Ui brocTn
TAKOX CMPUYMHUAN BUHMKHEHHS nogibHoro 3a ¢dopmoto i ctunem obpasy Adpoaitn, ane
HagineHoro BAacTUBMMM AnA Hei aTpubyTtamu (gme. 3 nit.: Pycaesa 1979, c. 53-54, puc. 29: 3;
1982, c. 58, 60, 148-149, puc. 24).

OpgHak, Ha novaTKy XXIcT. gaHcbKa gocnigHuua Mia M'ynbgarep binbge nepwoto piwyye
3MiHMa aTpmbyuito JemeTpu. 3aBAAKM CriNbHOMY NPOEKTY «HMKHE micTo OnbBiA B V CT. 40 H. €. —
IV cT. H.e. (minaHKa HuxHe micTo: MisHiy (HIC)» IHcTuTyTy apxeonorii HAH Ykpaibm i LUeHTpy
YopHOMOpPCbKMX AocnigKeHb [laHCbKOro HauioHanbHOro AochigHuubkoro ¢oHay Hewo 6yno
BMBYEHO M ONyb/iKoBaHO 6/M3bKO YOTUPLOXCOT, MEPEBAXKHO AyXKe GparmeHTOBaHUX TEPaKoT
Pi3HUX nepcoHaxiB Apyroi nonosuHu VI — nepwoi nonosuHU IlcT. A0 H.e. 3 PO3KOMOK
H. O. lerinyHcbKoi B 1985-2002 pp. (Guldager Bilde 2010). 3 uiei 3Ha4yHOi KiNbKOCTi aBTOPKOHO
BMOKPEMJIEHO N’'ATb HEBEJIMKMX YNaMKiB NOAiOHUX BIOCTIB 3 3a/IMWIKAMM YalleYKU Ta KOPUMOIB i
ABa MeHLW BMpPa3sHi iHWoro Tuny — B ctedpaHi. OCKiNbKM HE3HAYHI PpparmeHTN He AaBanu NOBHOMO
YABJIEHHA MPO UificHM 0bpas, To Aana BipHiwoi igeHTUdIKauUii byno 3anyyeHo BuULLE3rafgaHy
TepakoTy 6oruHi 3 ekcnosuuii MA IA HAHY, HassaHy [. l'ynbaarep binbae «KUMiBCbKMM BrocTOM»
(Guldager Bilde 2007, p. 119-126; 2010, p. 458-461, cat. P-171-177, pl. 344: 171, 345: 172-174,
176-177).

BparkeHa KOHTPACTOM MiXX MaTPOHa/IbHUM O4ATOM i KiHOYOM CTaTypoto, 3 0AHOro 6oKy, a 3
iHWoro, AioHicicbKMMM aTpubyTammn (HanobHa MiTpa, ABa KOpMMOM Hag Hew Ta nawoLW,),
OOCNigHWUA BNEBHEHO BBaXana, WO Ue HaBMWUCHE 300parkeHHs KIHOYOro nepcoHarKa.

2 MpepacTasneHa B ekcnosuyii HMIY ua TepakoTa He Tak AaBHO 3HOBY OMy6/ikOBaHa, B OCHOBHOMY 3a TPaKTyBaHHAM
M. M. Xyaska, ane 3 ¢poTo Big TpeTboro norpyaas (Mesenuesa 2016, c. 57, Kar. 5, puc. 3: 2).

3 AHanoriuHa 4o Hei Apyra TepakoTa 3 CyCiHbOrO NigBasbHOro npumileHHa N 2, ckneeHa i JOrincoBaHa, 3 YaCTKOBO
066UTOI0 NOBEpPXHE Ta 3a/MWIKAMM  YalleykMu, EeKCMOHYeTbcA B HauioHanbHOMY iCTOpMKO-apxeonoriyHomy
3anoBiaHnKy «Onbeia» (aani HIA3 «OnbBina») (KpbiKuuKnin & flerinyHcKas 1997, uB. BKAelKa 5); He3HauyHUit pparmeHT
Bif, TpeTboi He onybnikoBaHo.
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M. M. Xygqak, Ha ii AymKy, Bneplue BU3HAUYMB KasaToc, Aiagemy i BIHOK fIK HaginHi aTtpmbyTn
HdemeTpu, i 3 TOro yacy ua aTpmbyLia He niggaBanacb KPUTULI. A OTXKe, HaAaBHICTb Ha/I0BHOI TeHii —
Liei, 6esanepeyHo, AioHicicbKoi MiTpK, AKa gana 6orosi im’s Mitrephoros (Diodor. Sic., 4. 4. 4), Ta
ABOX KOPUMOIB Haj TEHIE € MiaTBepAKeHHAM nuwe [lioHica abo Moro cynyTHUKIB, | B })XogHoOMY
pa3i [emetpu. Tomy eamHot MmidonoriyHow @irypodo 3 KOHTPACTHUMM esleMeHTamu,
306pakeHMMKM B KiHo4Yomy OtocTi 3 yaweto, moxe Oyt ApiagHa — ApyXuHa [ioHica i 1oro
apxeTuniyHa NocnigoBHMLUSA, a B cTedaHi, Kpim TOro — sikacb XiHova ¢irypa 3 oToueHHa uboro 6ora
(Guldager Bilde 2007, p. 120; 2010, p. 459). 3 ornagy Ha ckasaHe, MOXHa KOHCTaTyBaTu, WO B
icTopii BMBYEHHS ONbBINCbKUX TEPAKOTOBMX KiHOYMX OlOCTIB Ha MiacTaBi ro/soBHO aTpubyTiB
(Kopumbu, TeHisn, BiHOK) M. Fynbgarep binbae Bnepwe 6e3 KogHWUX CYMHIBIB 3amiHMIa obpa3
JemeTpu ApiagHoto.

OcHosHi igei Ta nornagu M. N'ynbparep binbge (xo4ya M 3 NOMMUAKOBO HaBeAEHUM NPi3BULLEM
AAHCbKOT HAayKOBML,i) HaMbiNbLLIOK MipO CMPUNHANA KMIBCbKA AOCNIAHMLA ONbBIMCbKMX TEPAKOT
T. M. LLieBYEHKO, fIKa Y ABOX OCTAHHIX TOTOXHUX CTATTAX ONy6AiKyBana AeB’ATb TEPAKOT 3 KONEKL,il
HMIY, Haykosux ¢oHgis IA HAH YKkpaiHu Ta HIA3 «OnbBif», NONOBHMBLUM KOPMYC iHO4YMX BLOCTiB
cimoma HeBenMYKMMKM dparmeHTamu (LLeByeHko 2020, c.50-52, kKart.2-7, 9, puc.4, 7-12;
Shevchenko 2020, p. 769-771, cat. 2-7,9, fig. 5, 8-13)* Ha ii gymky, M. M. Xyask, €. |. flesi,
1. M. CnasiH i A. C. PycAeBa HeBipHO iHTepnpeTyBanu BigobpaKeHU Ha norpyanfx nepcoHa,
OCKINbKM  BBa)Kanu uvawy TumiaTepia ronoBHMM ybopom — TO KepHOcOM (KOLIMKOM)
(LLeBueHKko 2015, c. 54; 2018, c. 42), To kepHocom (Shevchenko 2015, p. 2, note 7), To KanaTocom
(kowmrkom) (gme. 3 niT.: WesyeHko 2020, c. 41-42; Shevchenko 2020, p. 762), yHacniaok 4oro ix
TpaKTyBaHHA 06pa3y JemeTpu «BxKe niggasanoca cymHisy (Bald Romano 1995, p. 17-18), a noTim
i KpuTuKyBanoca (Bilde 2007; 2010, p.458-460)» (awus. 3 nit.: LesyeHko 2020, c.41-42;
Shevchenko 2020, p. 762). Woao TepmiHa «KepHoc», TO Moro 3ragysana Tinbku A. C. Pycsesa B
3HAYeHHi «4awa», BCi iHWi aBTOPW MNMUCaAAW Aue NPO KanaTocC, ane He B 3HaYeHHi «KOLMK».
BoaHouac uikaBo 3a3HauuUTW, WO 300pakeHMn Ha 6rocTax KiHoumit obpas ApiagHw, 3rigHO 3
M. N'ynbaarep binbae, BOHa cnoyaTKy 3amiHWAa aHOHIMHMM KiHOYMM nepcoHaxem 3 ¢iacy [ioHica
(lWeByeHko 2015, c.54, 56, pwuc.2; Shevchenko 2015, p.1, 6, cat.1-3, fig.2, 4), 3rogom
Adpogitoto-ApiagHoto (LLleBuyeHko 2019, c.34, 37, 38) i, HapewrTi, AKOKCb Yy4YacHMULED
AioHicicbKkoro diacy: Himdoro, ApiagHoto, Cemenow Ta iHWWUMM, YM HABITb CaMMM MOJIOAUM
[OioHicom (LLeByeHKo 2020; Shevchenko 2020).

BiarykHyBLIMCb Ha L0 CBOEPiIAHY iHCMipauito B icTOPii BUBYEHHS O/IbBINCbKUX TEPAKOTOBMX
6tocTiB, Hacamnepes, Po3r/IAHEMO iX TUMO/OrIi0, KM LWe He HaJaBanoCA HaJIeXKHOI yBaru.

OcHoBHi ikoHorpadiuHi TMNK KiHOYOro o6pasy

Mepeaycim 3a3HaumMmo, wWo B OnbBii 3HANMAEHO TiNbKM ¢parmeHTOBaHi 6lCTU OOrUHI 3
Kopumbamu, 3-MOMixK AKUX BigpecTaBpoBaHO 4oTMpU eksemnaapu. M. M. Xyask ragas, wWo
onybnikoBaHi HMM pgBa pi3HMX norpyaaa [emeTpu AaloTb MOXKAMBICTL Nobauntu esontouito i
obpasy B micueBOMY MMUCTEUTBI, AKMA BMHWK Nig, BNAMBOM MepLUOi, PO3rNsHYTOI HUM AOBi3HOI
Tepakotn (1940, c.89-90, KkaT.6-8, puc.66-68). MN.lynbgarep binbge BM3HauMna ABa TUNK
306paxkeHb cepen KiHoumx 6tocTiB AK 3 po3konok HIC, Tak i paHiwmx 3Haxigok. Mepwui — ue
06pa3 ApiagHu, ApyXuHM [ioHica, 3 BaXKKMM nigbopiaaam Ta Kinbusmu BeHepu Ha Wi, 3 TeHieto
nig, Boaoccam i Ha nobi, ABOMa BEMKUMUM POFrOBMMU KOPMMBaMK, NPOCTOI0 HEBENINMYKOLKD Yallero
Ha roNoBi i MOKpPMBANOM, AKE MPUKpPALLEHEe ANCTAM naowa. Opyrnii — KiHo4Ya ronoBa y BMCOKIM

4 3asHaummo, wo T. M. LleBueHKo onybniKoBaHO BXe Ly HU3KY $parMeHTiB, B TOMY YMCAI 1 30BCIM MaNEHbKUX i
Ma/loBUPA3HUX, PISHOTUMOBMX MKiHOUYMX NOrpyAb-TMMiaTepiiB, WO He BXOAUTb A0 Uboro posrnagy (iHwi ny6nikauii
aBTopa ams.: LLeBueHko 2020).
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cTedaHi 3 Kopumbamm — ApiagHa abo iHWKMN nepcoHak 3 otoyeHHsA [ioHica (Guldager Bilde 2010,
p.458-461, cat. P-171-177, pl. 344:P-171, 345: P-172-177). Csoeto ueproto T. M. LLleB4eHKO
O/IbBIMCbKi BIOCTN TAaKOX PO34inMia Ha ABa TUMK: 3 BiHKaMK, NOKasaHuUmM y Gopmi, Ta AiNHUMUK
BiHkamu (2020, c. 49-52, kat. 1-9; Shevchenko 2020, p. 769-771, cat. 1-9).

MpoTe yBa*KHWUI aHani3 onybikoBaHWX Hapasi TEPAKOT YMOK/IUBJIOE 3MIHUTU LIKO TUMOJIOTitO
Ta BHECTM [0 Hel OKpeMi KopeKTuBM. No-nepLue, B iCHYHOYIN TUNONOriT HEe BPaxOBaHO HaABHICTb abo
BiACYTHICTb HANOOHOT TeHii B XXiHOYoMy 06pasi, po3mip, popmy i po3TawyBaHHA Kopumbis, popmy i
[EeKop Tak 3BaHOro BiHKa abo NMOB’A3KM HABKOO rO/I0BU, 3a4iCKy, rimaTii, Towo. YHacifgoK uboro
nepwwit Tmn, 3a MN. Nynbparep binbae, Hamu po3gineHo Ha TpU, a cama TUNOOTIA YTOYHEHA.

Mepwunit iKoHorpadiuHWA TMN NPeACTaBNEeHO OAHMM GParMeHTOM TepakoTWU® — Le XiHoua
roN0Ba 3 BMCOKOKO Yallero, AKA BBAXKAETbCA HAMPaHIWOO 3 yCiX BigOMMX i OATYETbCA NEpPLUIOHD
nonosuHoto Il cT. go H. e. (Xyaak 1940, c. 89, Kar. 6, puc. 66; Guldager Bilde 2007, p. 120; 2010,
p. 459; WesueHko 2020, c. 51, kaT. 8, puc. 3, 13; Shevchenko 2020, p. 771, cat. 8, fig. 4, 14)®. Yawa
Ha ronoBi 330BHi Ma€ OpPHaMeHTa/bHe penbedHe POCAMHHE 03400/1eHHA, AKe Mo-pisHOMY
TPAKTOBAHO HayKoBUAMMW: naHuetonogibHe nucta (M. M. Xygdak), nentoctkm notoca abo
YaLWOJ/INCTMKK, WO imiTytoTb poboty no metany (M. Fynbparep binbae), nentoctkm noaibHi go
OpHaAMEHTIB Ha penbePpHUX MerapcbKux Yawax (T. M. LLleB4yeHKO).

OpHak, nepegycim uUA TepaKoTa
notpebye OOKNagHiworo posrnagy.
fonoBa XiHKM NOKpWTa TriMaTiEM, AKUNI
cnagae cnepedy Ha NJedi, a Hag 40/0M i
CKPOHAMM MOro Kpal YyTBOPIE CBOEPIAHWUM
BMCOKUIM Ba/ZMK (Ha KLWTANT MOB’'A3KM),
OEKOopOoBaHUM HernnMboKMmM BLABAEHUMMU
HaBCKICHUMWM  Haciykamu. Bonocca 3
npAMMM  NpoAinom  3ayecaHe Hasaj
XBUNACTUMUM Nacmammn. ManeHbKi Kynacrtoi
dbopmM nnoan € CKNApOBOK BiHKA 3
Hepbano ninneHoro nucta. BuposkeHe
xyaopnase obanyys 3 nyxkumu rybamu i
HEeBEJIMYKUM Tpoxu BUCTYNato4ymm

In. 1. Mepwuli ikoHoepagiyHul mun. Monosa 602uHi.
®pazmeHm 6rocma abo nisgieypu.

Onbsia. HMIY, iHe. No 53 2828 (3a LLlesuerko 2020). niabopinaam  34ebinbiloro  ysaranbHeHe.
Bucoke 4010 3 negb 3anaiMmu CKPOHAMM

nepexoamuTb y M’IKy OKpyraicTb HaabpiBHUX Ayr. BUAOBXKEHI O4Yi 3 N1aBHO BUTHYTUMM NOBIKaMM i
OKPEeC/IEHUM CJTiIBHUKOM FTIMB6OKO nocaarKeHi. Kpuna i Hisgpi npamoro Hoca A0AaTKOBO OKPEC/IEHO
CTeKoto. Y Byxax — naeckaTi Kpyrioi Gopmu ceperkn. fonoBa Ha CTPYHKIM WKI TPOXM HaxuieHa
npasopyy. Ha Bciit noBepxHi TepakoTn 36epernmca He3HayHi cnign b6inoro aHroby, WO, HaneBHo,
3acBigyvye nonixpomHui posnuc (In. 1).

Bu3Ha4yasibHMMKM O3HAKaMM LbOro iKOHOrpadiyHOro TNy € 306parKEHHA XyAOPAABOI KiHKK
cepegHboro BiKy 3 Yallew Ha ronoBi, penbeGHMN OEKOp AKOI He MNPOCTEKEHO HA iHLWMUX
ONbBINCbKUX TepaKoTax. He MeHW BaXKIMBMMM € TexXHiKa BUroToBneHHA, dopma i po3mip
MafIeHbKMX NiINHUX KOPMMBIB | ANCTA BiHKA. [0/10Ba XKiHKM OMNOBMTA riMaTieM, AKUI WinbHO obnAarae

5 ®dparmeHT TEPaKoTH 3 NINHUMM AETaNAMM BiHKA, aHAaTOMIYHO BUKPUBAEHOIO GOPMOIO FONI0BU Ta NOBHICTIO 066MTUMM
pucamm 06amyus (LWesyeHko 2020, c. 51-52, Kart. 9, puc. 4; Shevchenko 2020, p. 771, cat. 9, fig. 5) 3anuweHo nosa
Li€t0 TUMNOAOTiED, BHACNIAOK HEMOXKANBOCTI BMUAiNEHHA Binblie oaHiel ikoHorpadiuHoi pucn. He BUKAOYEHO, WO Ue
y/NlaMoK bpaKkoBaHOi TepaKoTH.

60-36/167, HMIY, iHB. No 53-2828.
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hN(4

Wuo, i, Ha BigMIHY Bi4 IHWWX TepPaKoT, CNafa€ Ha nJjedi cnepeany, MOX/ANBO, NPUKPUBAOYN
rpyau.

Ha nigctasi okpemux getanen A. C. PycseBa npunyckasna, WO UA TePakoToBa ronosa, sk 1
iHWi npoTtomu i niBdirypn OemeTpu 3 opuriHaNbHUM TPAKTyBaHHAM 06pa3y, byna BurotoBaeHa
TUMM K Koponsiactamu, wo i nisdirypn Kopu-fMepcedoHn B Onbeii (Pycaesa 1982, c. 148-149).
Anpiopi 6inbLlicTb gocnigHuKiB BiaHOCcKMAM ii go 6tocTtis (Guldager Bilde 2007, p. 120; 2010, p. 459;
LWeBuyeHko 2020, c.51, kar. 8, puc.3, 13; Shevchenko 2020, p.771, cat.8, fig. 4, 14). Xoua,
HacnpasAi, TaKe BW3HAYEHHA MOXKe OyTM TiNbKM  TINOTETUYHMM, OCKINbKM B  LbOMY
NiBHIYHOMOHTIMCbKOMY MoOAiICi BiAOMI YMCNEHHI 3HaXigKu XiHoumx niBdiryp (y Tomy umcni 3
pyKamu), obpisaHi no niHii Tanii Un cTeroH, BUCOTa AKMX B CEPeAHbOMY KONMBAETbCA Big 20 go
40 cm (guB. 3 niT.: Pycaesa 1982, c. 55-61, puc. 22—-23; LLeByeHKo 2016). He BUKAIOYEHO, WO came
LA TepaKoTa NeBHOK Mipoto Bysia 3ano3MyeHa 414 CTBOPEHHA MEHLLMX 6roCTiB 6HOrMHI 3 NpocCTilwoto
YaLLEYKO Ha ro/IoBi, CUMBOMIIYHMMM KOPMMOBAMM Ta IHWIMMKW eNeMeHTaMM M AeTanAMM y NoKasi ii
obpasy.

— ) Opyrunii ikoHorpadiuHMi ™n
i CKNaja€eTbCa 3 ABOX BapiaHTIB. BapiaHT A —
ue O61CTM MULWHOTINOI KIHKM NOBaXHOTO
BiKy 3 Kifbuamn BeHepu Ha wwi. fonosa 3

Yaweto y dopmi PO3KbOLIEHOrO
nepeBepHYTOro 3pi3aHOro KOHyca MOKpUTa
rimatiem. HaBKONO ronosu — CBOEpigHe

WKMPOKe  naacke  06/NAMYyBaHHA,  siKe
CMYCKAETbCA TPOXM HUXKYE BYX 3 KPYrAaMmmu
cepeXKamu. B UeHTpi BOHO npuKpaleHe
06’EMHMM, HIBM CKpyYeHMM Yy  JXKIyT

In. 2-3. flpyeuli ikoHoepagiyHul mun (sapiaHm A).

Eiocm 602uHi. Ba/IMKOM i3 HaBCKICHUMW NEepeBUTUMM

Onbeifa. MA IA HAHY, UnbsIA. HMILY, IH8. N@ b3 CKllagKkamu B obpamneHHi ABOX CMYXKOK 3
0-59/3481+4365+4870. 2831 (3a HayioHanbHUd... AEKOPATUBHUMWN OKPYI/IMMUK 3arIMBNEeHHSIMM.
2011). 06abiu 064144 Ha HbOMY B HU3bKOMY

penbedi BiATUCHYTO MO YOTUPU BEIUKUX
JINCTKA, po3TalloBaHUX NoAibHo Ao Bifna. [imaTii, AKMM NOKPUTO roNoBy, Ha NJieyax yTBOPHOE ABa
CBOEPIAHMX LIMPOKUX MJIAaBHUX BUCTYMNU, XO4a, iIMOBIPHO, Lie KiHYMKKM HanobHoi TeHii. O6amyua
OBa/ibHE 3 BUCOKMMM BUMLUAMMU | MUTAANENnoAiOHMMM O4MMa, B AKUX NIedb HaMiuyeHi Ni1acKi BepxHi
i HUXKHI NOBIKK. MpAMKIA TPOXM KMPMATUI Hic, NYXKi ByCTa i BaxKKe niabopiana Takox moaenboBaHi
CcymapHo. lMNuwHe BONOCCA i BUCOKE 4010 NepeB’A3aHi WMPOKOK HA/NOOHOK TEHIE, Haa, AKOK B
LEeHTPi BNPUTY/1 PO3TallOBAHO ABa BE/MKUX 06'EMHUX KOPUMOU. KOXKHUIA 3 HUX BHU3Y OOBUTUI
TOHEHbKOID, A0O6pe MOAEeNboBaHOK CTPIYKOM, a iIXHA OKpyrna ¢dopma A04aTKOBO AeKOopoBaHa
TAaKMMMU K 3arIMB6NEeHMMM UATOYKaMM, WO 1 BaAMK Y LeHTpi. Po3gineHe Ha okpemi nacma Bonocca
obpamoBye 06M4ys. B oro mopgentoBaHHi CnocTepiraemo neBHY acMMeTpilo: Ha npase njievye
Cnagae OAWH TOBCTMIM 3BUBUCTUIA JIOKOH, Ha NiBe — aBa. borMHa ogarHeHa y 6e3pyKkaBHUI XiTOH 3
V-nogibHMm BMpi3OM, WO CKPiNnJeHO Ha njevyax MaseHbKumu ¢ibynamu. [dpanitoBaHHA MOro
LYNKOT TKAHWHWU BPIBHOBAXKYE L0 YaCTUHY NUWHOro 6tocta. Ha npaBomy naedi — ABi penbedHi
napanenbHi By3bKi BEPTUKANbHI CKNAA4KM, Ha NiBOMY — Ti/IbKM OAHA, ane WMPOKa 3 HEBEIUYKMM
3arubom (In. 2-3).

[o BapiaHTy A 3apax0BYEMO OAMHAALUATbL TEPAKOT — YOTUPM pPecTaBpOBaHi norpyanAa, Tpu
dparmeHTM Big, ronis Ta 4oTMPM — Big OOCTIB | Naeyen 3 BUAINEHMMM BULLE XapaKTepHUMMU
03Hakamu (Xygak 1940, c. 89-90, kat. 7-8, puc. 67-68; Jlen & Kapaces 1959, apk. 46, 50, pwuc.
126, 141; Nesun 1964, c. 12—-13, pwuc. 8; Nlesn & CnasuH 1970, c. 41, Ne 22, Tabn. 13: 2; LUTiTenbmaH
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1977, c. 13, ¢oto 149; Pycaesa 1979, c. 53, puc. 29: 3; 1982,
c. 60, 148, puc. 24; Guldager Bilde 2007, p. 120, fig.1:3, 4;
2010, p.460-461, cat.171-173, pl.344:P-171, 345:P-172,
P-173; LWesueHko 2020, c. 49-51, kar.1-5, puc.1, 2, 7-10;
Shevchenko 2020, p. 769-770, cat. 1-5, fig. 2, 3, 8-11)’.

LLle Tpu dparmeHTH Big TepakoT — naedi i getani 6tocTiB —
Y 3B’A3KY 3 iIX 3HaYHMM MOLIKOAMKEHHAM abo KoHbirypauieto, Ha
Hawy AYMKY, MOMW HaNeXaTW TaKOoXK A0 iHwWuMx TvniB abo
BapiaHTIB KiHOYMX NOrpyab, y TOMY YMUCAi 04HOBIYHUX
npotom (Guldager Bilde 2010, p.461, cat.175;

(eapiarm Aa). l'onosa 6ozuni 3 Heanons WesyeHko 2020, «c¢.51, kar.6-7, pwuc.11-12;

CKigpcbKo20. PpazmeHm mumiamepis
onbsilicbkoeo supobHUYMea (3a

3atiyesum 2003).

In. 5. [pyauli iKOHOZde)iWHL;ﬁ mun
(sapiaHm A). ®paemeHm 20s108uU 602UHI.
Onveia. H® IA HAHY, 0 48/2079

Shevchenko 2020, p. 770-771, cat. 6-7, fig. 12—13)8.
MmosipHO, 3HaligeHa y Heanoni Ckibcbkomy

ronoBa 3 Kopumbamu, BarkkMm nmigbopiggam i
nonixpomHum posnucom, ary H. M. 3aliLueB BBaXKkaB
dparmeHTOM dirypHOro TumiaTtepia y surnagi nisdirypm
Oemetpn (3anues 2003, c.14, pwuc.24:9), TakoX
HaNeXuTb [0 LUbOro BapiaHTy TepakoToBuX 6tocTiB.
OfHaK Ha eguHoMy onybnikoBaHOMY rpadiyHOMY, AyKe
CXEMATUYHOMY, PUCYHKY BifCYTHE 306paxKeHHA HanobHoI
TeHil, MCcTA Ha obNAMYBaHHI FrONOBWU, A ABa BENUKUX

(3 Llleguerko 2020). KOPMMBM pPO3TALLOBAHO MO LEHTPY B MULWHMUX KyYepuKax

In. 6. Apyauli ikoHo2pagiyHul mun

BosioccA. [inoTeTnyHo, Le we oamH niasapiaHT (Aa) 610CTiB L€l HOrmHi
3 geLwo iHwoto ikoHorpadieto (I1n. 4).

BucoTa noBHicTiO 36eperkeHnx BOCTIB KONMBAETLCA Y MeXKax 18—
18,6 cm, norpyab 6e3 yawi — 13,2 i 14,5 cm, makcMmasibHa BUCOTa
yaleyku Ha rosoBi — 5cm. 3a BUHATKOM OZHOro d¢parmeHTa Big
BEPXHbOI YaCTMHW TOJIOBM 3 UYiTKO i JeTanbHO npopobaeHumHn
KOpumbamum i OxKryTom-BasiMkom y LeHTpi (ln. 5), Bci TepakoTu uporo,
BMAINEHOr0O Hamu BapiaHTY A, BIATUCHYTI NepeBaHO Yy BXe
cnpauboBaHnx ¢opmax abo X 3a3HanM ynpoaoBXK TPUBANOro Yacy
3HAYHUX BTPAT penbedy.
Bci 6tocTM Manu valweuky, npote ¢parmeHTapHO

(sapiaHm ). [on08a 6o2uHi 3 36epernnca npodini TiAbKM TPbOX i3 HUX 3 PiI3HUMMU
XepcoHeca. dpazmeHm obpucamu i 3aranom rpyboto pobotow®. Ha nosepxHi
onseilicbko2o supobHUYMEa (?). TepaKkoT micuamm NPOCNILKOBYOTLCA cnign
HayioHanbHul 3amnosidHUK «XepcoHec MONIXPOMHOrO PO3MUCYy YepBOHO, bpyHaTHOW abo
Taspiticexkuli», iHe. Ne 2/37037 (3a TeMHO-poKeBol ¢apboto no 6inomy aHroby. Binui

LLlesyeHKo A. 2016).

7 0-35/2293 (iHB. Neo B3-2831),

0-36/1603, obuasa HMIY; 0-59/3481+4365+4870, MA IA HAHY; 0-59/4916,

0-2006/HrC/428+429, HIA3 «OnbBia»; 0-48/2079, 0-60/357, 0-67/631, 0-91/452, 0-91/453+454, 0-93/343, HayKosi

¢doHgm |IA HAHY.

8 0-57/856, 0-71/2346, 0-90/68, Haykosi dpoHam |IA HAHY.

° [Bi vawi pectaBpoBaHi Ta NPMKpinaeHi 4o norpyab 3 ekcnosuuii HMIY (0-35/2293 (ins. Ne 53-2831) ta MA IA HAHY
(0-59/3481+4365+4870), yawa Bi4 TPETbOro MOTPYAAA 3 TUM K€ IHBEHTAPHUM HOMEPOM CKJEEHA 3 KiNbKOX
dparmeHTiB Ta gorincosaHa, NpoTe He NpuKpinaeHa o 6iocta 3 myseo B HIA3 «Onbsia» (0-59/4916). B Konekuji
OnbBilicCbKOro 3anoBigHWKa Tako)K 36epiracTbcA e OoAHa CK/AEEHa Ta AgorincoBaHa daweyka (0-59/4341), skKa,
MOK/IMBO, HaNexana A0 3a/MLKIB Big, TPeTboro aHasnoriyHoro 6tocTa, 3HaaeHoro 1959 p., 3rigHo 3i 3BiTom (/leBn &

Kapaces 1959, apk. 50).
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aHrob BKpWBaB He TiNbKU ANLbOBUI BiK YalleyoK, ane 1 iX BHYTPIWHI CTiIHKK, NOAEKYAM TOBCTUM
wapom (LesyeHko 2020, c. 49-50, Kar. 1, 3, 4, puc. 14; Shevchenko 2020, p. 769-770, cat. 1, 3, 4).

BapiaHT b apyroro ikoHorpadiyHOro TNy BMAINEHO HA OCHOBI pparmeHTa NNLEBOI YaCTUHM
TEepaKoToBOi ronoBM OOrMHI, AKMKA 3HaWgeHo [.[.benoBMm npu po3KoMKax Yy XepcoHec
Taspiticbkomy 1936 p. (LLesueHko A. 2016, c. 37-38, kaT. 130, Tabn. XXVI: 130)%°. B 3aranbHmx pucax
BiH CXOXMW Ha ONWCAHWIM BULLE, NPOTE CAifg, 3a3HAYMTH, WO MK HUMMK € NEBHI BiamMiHHOCTI (In. 6).
FonoBy yBiHYYE OKpyr/na NoB’A3Ka 3 iAeHTUYHUM A0 BapiaHTy A AeKopoMm Yy UeHTpi. OaHakK Ha NiHii
CKPOHb LIEN CKPYYEHWUI OXKIYT BUIHYTO Yy BignosigHocTi Ao ¢opmu ronosu. Mnacke WMpoKe
061MyBaHHA TONI0BM ONbBIMCbKUX OIOCTIB — BiACYTHE. JTO6 HMXKYMIA, ane Tak camo MoB’A3aHUN
LUMPOKOO TEHIED, HAA AKOK HABMCAKOTb ABa KOPUMOU 3 HEMMBOKMMU penbePpHUMM LATKaMM. Ll
KOpUM6bM HibM BNNEeTEHO B 3a4iCKy 3 MPAMUM NPOAINIOM, @ He 06B'A3aHO TOHEHBKMMM CTpiYKamK. 3
6oKiB Bif HMX 306parkeHO BIHOK, Big, AKOro 36epernmca No TpyM HEBEAUYKI IMCTOYKN NAOLWA, L0
aKypaTHO NOKNafeHi oAMH Ha oaHWUN. OBan 06AMYYA BULOBKEHUI 3 APIOHMMM MacMamm BoaoCCA
Ha cKpoHax. Mig gyramm 6pis 61M3bKO MocagKeHi odi 3 gobpe moaenbOBaHMMWM MOBIKAMM i
CNi3HMKOM, HiC TPOXM KMpPMaTUiA. BTpauyeHa HUMKHA YacTMHA rosI0BU TepPaKoTU (31am npoaArae no
NiHIT HAXKHBOT rybK) He Aa€e MOXKNMBOCTI NPOCAIAKYBATH iHWI CNiNbHi Ta BiAMIHHI pUcK MiK gBOMa
BapiaHTamu, 6€3yMOBHO, Ay*Ke 6AU3bKNX iIKOHOTrpPadiYHUX KiHOUMX 06pa3iB.

Cnepuy ii BBaXkanm mackoto (benos 1938, c. 217, puc. 62); 3roaom Ha NiacTaBi NOPiBHAHb 3
ONbBINCbKMMK BrOCTaMM — NpoToMoto [lemeTpu-XTOHii 3i cTpiukoto Ha n106i Ta ABOMa Kopumbamum
(LWeByeHKo & Koctpommnuesa 1986, c.78, pwuc.1:4). B ocTaHHiiM nybnikauii ya atpmbyuis
3a/IMLLIEHA, OAHAK 3a3HAYeHO, Wo NpoToma-6tocT BurotosneHa B OnbBii abo X y A0Bi3Hil dopmi y
Xepc0HeC| ,CI,aTy€TbCF| 3a apxeooriYyHMMm KoHTeKcToM Il cT. Ao H. e., iMOBipHO, Byna TMmiaTepiem
(Ha nipgcTaBi HeBenMYKOro 3namy Yy BEPXHIA YACTUHI
roNoBM) Ta, Ha [AYMKY OKpemMux [OCNifgHUKIB, €
306parkeHHAM [lioHica abo iHO4YOro nepcoHarka Moro
Kona (3 niT. gms.: lWeByeHko A. 2016, c. 37-38, Kar. 130,
Tabn. XXVI: 130).

In. 7. Tpemiti ikoHozpagiuHul mun. TpeTin  ikoHOrpadiyHMn  TMN  penpe3eHToBaHO
®dpazmerm 2on0eu 6o2uHi. Onbeis. O4HUM eK3emnnsapom. Lle BepxHA 4YacTWUHA rosioBU B
H® IA HAHY, O 93/690 rimatii 3 3anMWwKamm Yawi Ha makiBui (Guldager Bilde
(3a Guldager Bilde 2010). 2007, p.121, fig.1:2; 2010, p.461, pl.345:P-174)

(In. 7)*1. Tonosa 066uTa HaBCKIC, OAHAK Ham TPMKYTHOI
dbopmm Yonom y 3avicui B LEHTPiI PO3TAWIOBAHO ABa
HEeBE/IMKUX KOpuMbM, BiaTMcHyTi B ¢dopmi bGes
[04aTKOBOro geKkopy. 3 niBoro 60Ky y BoOAOCCi, Wo
CXeMATUYHO  TPaKTOBaHe BKpam HEBUPA3HMMU
nacmamu, 300paxeHO OAWH JINCT SKOICb POCUHW.
36epernaca 4YacTMHa NiBOTO OKa 3  pesnbedHO
MOZEeNbOBAHO BMCTYNAlOYOK BEPXHbLOK NOBiKOK. Ha
noBepxHi TepakoTH i AeHui Yawi — cnigm 6inoro aHroby.
Leln Tmn BigpisHAETbCA Big, nonepeaHbOro BiACYTHICTIO
HanobHOI TeHii, CTpiYKM-BanMKa | 06NAMYBAHHA
HaBKOJI0 FO/I0BU; I1afEeHbKOK MOBEPXHEID | pO3TallyBaHHAM KOPUMBIB; IUCTAM Yy 3auyicLi, @ TAKOXK
4iTKO OKpeCAeHUMMN ONYKAUMM NOBIKaMMU.

Buginenuii N. N'ynbgarep binbae gpyrnin Tn «Tumiatepiie» 3 306parKeHHAM KiHOYOi ronosm
Yy BMCOKil cTedaHi 3 Kopumbamm (Guldager Bilde 2007, p.120-121, fig.1:6,7; 2010, p. 461,

In. 8. [pyauli ikoHoepagiyHut mun
(sapianm A). Brocm 602uHi.
Onbeia. HIA3 «Onbeia», O 59/4916.
®omo O. I. Kyzbmiwesa.

10 1yB. Ne 2/37037, HauioHanbHWi1 3an0BigHUK «XepcoHec Taspilicbkuii». BucoTta — 6 cm.
11 0-93/690, Haykosi poHau IA HAHY. Bucota — 4,6 cm.
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pl. 345: P-176, 177)'? 3anuwaemo no3a L€ TUMNONOME YHACNIAOK BKpal ¢pparmeHTOBaHMX

TakMM 4YMHOM, 3 ABaAuUATM ONybNiKOBAHMX HA CbOrOAHI TEPAKOT TiNbKM OAMHAAUATb
6e3ymMOBHO Hanexartb [0 BapiaHTy A apyroro ikoHorpagiyHoro TMny, AKMN NpeacTaBAeHo A0 TOro
X €EAMHUMM NOBHICTIO 36epeXkeHnMM 3paskamu. Lle nopokHUCTI KiHoui 610CTK 3 Yalletlo Ha ro/iosi,
3BOPOTHIN BiK AKMX 3aKPYrNEHO, a HUXHIO YaCTUHY, AK NpPaBuno, oxaiHo 3arnagxkeHo (In. 8)13. Y
MOPIBHAHHI 3 IHWWMKW, BUAIIEHUMM HAMW TUMAMM | BapiaHTamu, nuwe BOHW 034060/€eHi
YHiKanbHUM Habopom aTpmbyTie neBHOi HOruHi, ineHTUdIKaLito AKOT MW NNAHYEMO BU3HAYUTU Y
APYrin cTaTTi, NpUcBAYEHIN UMM BtocTam, pa3om 3 aHaNi3oM BigNOBIAHOT TepMiHONOTII.

KoHTeKcTH 3HaxiaoK TepaKkoToBux 6tocTiB

Bnepwe TepaKoToBi 6OCTM 3HAWAEHO MPW PO3KOMKAX Tak 3BaHOro [liBHIYHOro BEAWKOrO
OYAWHKY | Ha npunaernin Ao Hboro TepuTopii N06M3y 06OPOHHOI CTiHM (AinAHKa M) B niBHIYHO-
cXigHOMy paiioHi BepxHboro micta B 1935-1936 pp. Ta BNeBHeHO aTpMbyTOBaHO AK 306paKeHHsA
Oemetpu lll ct. go H.e. (CnasiH 1940, c. 29; Xyaak 1940, c.89-90, kaT.6—8, puc. 66—68). Ha
NigrpyHTI NOHaA, NiBCOTHI Pi3HMX TUNIB TaKOXK GpparMeHTOBAHMX TePAKOT, 30Kpema LemeTtpu, Kopu-
MNepcedoHn, Kibenn, AdiHn Ta iHWMX NEepCcoHaKiB, NPUCBAT BoXKecTBam, y Tomy uucni demetpi,
6/1M3bKO AEeCcATU ManeHbKUX BaMNHAKOBUX BiBTapMKiB, 3HAYHOI KiNbKOCTi iMMNOPTOBaAHOI Kepamiku
Ccno4yaTky MpunycKanocs, Wo cnopyaa Mana rpomagacbke npusHaveHHa (CnhasuH 1940, c. 13-30;
1941, c. 296—-297, 304-305). OgHaK, nisHiwe L AYMKY He MiATPMMAAnU AOCNIAHUKA ONbBINCbKUX
XKUTNOBUX OYAMHKIB, BBAXKAlOuM, WO BOHWM Ha/NEKaAN MELKaHUAM cepeaHboro AO0CTaTKy i TyT
iCHyBaJIo ABi Y/ HaBiTb TPU HeBeNnKUx byaisni KiHua IV-Il cT. Ao H. e., a B 0AHOMY NPUMILLEHHI 3
OKPEMMM [BOPOM 3HAXOAM/ACb KPAMHMYKA ANA NPOAAXKY BUIOTOBNAEHUX Y LbOMY PaMOHi
TMUHAHUX CTAaTyeToK (3 NiT. ame. i nop.: Kpbixkmukuin 1971, c. 10-20; /lesn 1985, c. 47-48; Pycsesa
1979, c. 53-54).

Toro K 1936 p. 3HaAeHO TepaKoTy, BUAINEHY HaMK Yy BapiaHT b apyroro ikoHorpadiyHoro
TMNy, B NigBanbHOMY npumiweHHi «» B XIV KBapTani NiBHi4HOro paoHy XepcoHeca TaBpilicbKoro
pPa3oM 3 BEJIMKOIO KiJIbKICTIO YOpHO/1aKoBoro nocyay (y Tomy umcni 3 rpaditi Ha AeHUAX), a TAaKOXK
yNlaMKiB TepaKoT, ogHiel popMmu ana macku, MigHUx MmoHeT nepesakHo Il cT. oo H. e. (benos 1938,
c.211-212, 217, pwuc.56-62; LleBuyeHko A. 2016, c.37-38, kar.130, Tabn. XXVI:130). B
HYMi3MaTMYHIN niTepaTypi 6inbWicTb MOHET 3 LbOro NpUMILLEHHA 3 3006paXKeHHAMU [0JI0BU
MapTeHoc i Fepakna AaTyeTbCA Yy MexKax ocTaHHboro gecatuaitta Il ct. go H.e. (AHoxuH 1977,
Ne 143, 147-153, tabn. X: 143, 147-153;) abo kiHua Il — nouatky Il cT. Ao H.e. (AHoxuH 2011,
c. 118, Ne 770, 774-780; ®ponoBa & Abpam3oH 2014, c. 74, Ne 409, 411-414, 424-425, Tabn.
15: 409, 411-414, 16: 424-425).

e aBa, nisHiwe BigpecTaBpoBaHi O6OCTN i dparmMeHTH Bif, TPETLOrO, NOXOAATb 3 PO3KOMOK
€. I. leBi. OcKinbkn B Aeakux nybnikauisax HaBegeHO NMOMW/IKOBI AaHi WOAO MiCLEe3HAXoAKeHHsA
LUMX TepaKOoT, 3BEpPHEMOCA A0 apXiBHMX AOKYMeHTiB 1959 p. Y HUX 3a3HaAYeHO, WO iXHi yNamKu
3HaNAEeHO Ha pi3HUX rIMOBMHAX y 3acunKax ABOX NiABAaNbHUX MNPUMILLEHb MPU  PO3KOMKAX
byaisenbHoro komnnaekcy IV-Il cT. go H. e. 6ina HEBENNKOTO NPOBY/KA, AKMIA CNYCKABCA BHWU3 MO
cxmny Big CxigHoi Bynuui aropu. Tak, y npumiweHHi Ne 1 ronosa [demeTpu nexkana cepeg
HUXHbOrO 3aBany yepenuui 6ina NiBAEHHOI CTiHW, KafaToC — Ha AOAiBLUj, @ YacTUHA btocta — y
BEPXHbOMY FOPU3OHTI 3aNOBHEHHA; B NpuMileHHi N2 2 Tak camo Ha pPi3HUX PIBHAX BUABAEHO
bparmeHTM TepaKoTK, AKa € MOBHOK PENniKo nepwoi, a pparmeHT Big TPETbOro aHANOrYHOrO

12.0-97/149, 0-01/83, Haykosi poHan |IA HAHY.
13 Kopuctyemoch Harogoto sucnosutu wmpy nogaxy O. I'. Kysbmilesy 3a 3pobneHi ¢potorpadii norpyaaa 3 ekcnosmuii
HIA3 «OnbBia».
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norpyans — B oAHih 3 BUOOPOK CTiHW. E. |. Jlesi y 3BiTi 3ayBarkuna, WO HaBpPA4, YN € BUMNALKOBUM
MicLe3Haxo4KeHHA OAHAKOBMX TepaKoT B odHil cnopyai (/leen & Kapaces 1959, apk. 46, 50,
puc. 126, 141)**. NpoTe, HACTYNHI PO3KOMKK TaK i He Aanu HOBMX apTedaKTiB ANA AOKNAAHILLIONO
BMCBITIEHHA LbOro NUTaHHA. B nepwin nybnikauii gocnigHnua npu posrnagi pisHux martepianis
3ragana nvwe ABa KiHoui 6toctn. Ha nigrpyHTi 133 moHeT 3 ronosoto bopucheHa ta [demetpw,
3HalAeHMX Hag AONIBKOIO i Mif, Yac il ounLeHHA y npumilteHHi N2 1, Ta iHWKnX askepen BU3HAYEHO
TOproBe/ibHE NPM3HaYeHHA BCiEl byaisni, Big AKoT YacTKkoBo 36epernoca n’atb nigsanis (/lesn 1964,
c. 12-13, puc. 6, 8; bpawmnHcknin 1964, c. 286, 306—308).

Mpu nyb6nikauji TepakoT 3 po3konok H.O./lennyHcbkoi, M. Tynbaarep bBinbae piwyye
nepernsaHyna XpoHo/Orito BUPOOHULUTBA i 3aCTOCYBaHHA BM3HAYeHUX Heto «Ariadne thymiateria»,
X04a TOYHY AaTy BOHA He BCTAHOBM/IA. 32 HANNI3HIWMMKW KepamMiYHUMKW MaTepiasnamu 3 3aNoBHEHb
niaBanis 6yauHkie ginaHku HIC ix dparmeHTH npoaatoBaHo Npuban3HO cepegmHoto |l cT. Ao H. e.
Ha ii gymKy, ue y3rofKyerbca 3 TMMiaTepiem 3 aropu, BuABneHUM y Byaisni, YacTKoBa pynHauia
AKoi Bigbynacb nig 4Yac HuwWiBHOI noxexi y llct. go H.e. BuABneHi Tam MerapcbKi uvalui,
ony6nikoBaHi €. l. /leBi B TOM Yac, KOAKM iX BBaXKa/M PaHilLIO NPOAYKUIE, i CNPUYNUHUAM AaTy
TaK 3BaHOro «KuiscbKoro 6tocta» Il ct. go H.e. Micna Takoro noscHeHHa M. Mynbparep binbae
B3A/la [0 yBarM gaTyBaHHA HO.[1. 3ailueBnum noaibHoro TumiaTepia, BiporiagHO, O/bBICbKOro
noxoaxeHHs, 3 Heanona Ckipcbkoro 130-128 pp. 4o H. e. (3 nit. gue.: Guldager Bilde 2007, p. 124;
2010, p. 459).

OpHaK, TaKUM MOPIBHANbHWUIA PO3rNAL KOHTEKCTIB He Y3rogyKyeTbCA 3 HaBeAeHMMU
M. f'ynobgarep binbae AaHMMKM NPO 3HAXiAKY «KUIBCbKOro 6tocta» B npumiweHHi N2 1 CxigHoro
Toprosoro paay, onybnikosaHoro 1956 p. (3 nit. aus.: Guldager Bilde 2007, p. 124; 2010, p. 460).
HacnpaBsai ulo TepakoTy, SiK BXe 3a3HayeHo Buule, 3HanaeHo B 1959 p. npu po3KonKkax HOBOro
byaisenbHOro komnaekcy B nigsani Ne 1l pa3som 3 YMUC/EHHUMMU MOHETamMM 3 300parKeHHsMU
OemeTpu i bopucdeHa, 3aBAAKM AKMM BOHA OTpMMana BigHOCHY aaty Il cT. fo H. e., Aka He byna
CNPOCTOBAHA OAHMM 3 TUX aBTOPIB, AKi Tak 4K iHakwe ii 3ragysanun. binbwictb 3 133 moHeT 3
Lboro Komnnekcy — 6opucdenun 3 andpeperHtom @l aatyotbes, 3a A. H. 3orpadpom, 290-270 pp. ao
H. €. (3 niT. amB.: bpawunHckuii 1964, c. 286, 306—-308). B HyMi3MaTUUYHUX BUAAHHAX Mi3HILIOro Yacy
Ui MOHETWM AAaTOBaHi y meXax Bif, ocTaHHbOi uBepTi IV cT. (Kapbiwkosckuir 2003, c. 169, 173-174,
Tabn. Xlll=A: 8-9), 320-310 pp. (Pponosa & AbpamsoH 2005, c. 89-90, Ne 798-820, Tabn. 49: 5—
10, 50:1-6) mo 310-280 pp. A0 H.e. (AHoxmH 2011, c.60, Ne 313). ¥ ubomy 3B’A3Ky BapTo
BiA3HAYMTH, LWLO HaMNi3HiWi 6opucdeHn BigHeceHi o 260-250-x pp. (KapbiwKosckmin 2003, c. 173—
174; ®dponosa & AbpamsoH 2005, c.109-117, Ne 1104-1251), a B uifiomy BCi KapboBaHi
b6opucheHn Hanexann ao 310-280 pp. Ao H. e. (AHoxMH 2011, c. 58—70, Ne 295—-386). OTKe, SKLLO
BPAXOBYBATM HYMi3MaTUYHI AKepena, To 610CTU 3 Kopumbamu 3 UMX NpUMiLLEHb NOBAU3Y aropwm
6yno BWUroTOBAEHO, TINOTETUYHO, HaNpwuKiHUi IV — y nepwin TpetuHi lll cT.,, ane He ni3Hiwe
cepeguuu lll cT. go H. e.

TaKOX BaXK/IMBUMW € 3aKPUTI KOHTEKCTU, B AKMX BUABAEHO Nuwe aBa 3 N'ATU pparmeHTis
TepakoT 3 ginaHkm HIC, onybnikosaHux M. 'ynbaarep binbae nig Hassoto «Ariadne thymiateria».
Mepwunii ynamok 6tocta noxogutb 3 6yaAnHKY IlI-2 3 WMPOKMM Aiana3oHOM AaT, afe He nisHiwe
230-200 pp. 40 H. e., BPaxoBylO4YM KepaMiyHMA maTepian, 30Kkpema poaocbki amdopu (Guldager
Bilde 2010, p. 459, 460, cat. P-171 B 389/87). Matepiann BepxXHbOi YaCTUHWN 3aNOBHEHHSA NiaBany
389 y 6yauHky IllI-2 (KoHTekcT 87), ae byno 3HanaeHo ueit ¢parmeHT, AaTyroTbCA 34e6inbloro
oCTaHHboto uBepTio V-lllcT. o H.e. Ua 6yaiBna mana ToprosesbHe npu3HayeHHA abo
BMKOPUCTOBYBanacA ANA HaZaHHA MNEBHOTO BWAY NOCAYr MelKaHuam paioHy (KryZickij &
Lejpunskaja 2010, p. 34, 64, 66).

14 KopuncTyemoch Haroaoto BUCA0BUTK WmMpy nogaky I'. O. CTaHiLiHili 3a apXiBHI maTepianu.
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®parmeHT ronoswu Big 6tocta (Guldager Bilde 2010, p. 459, 461, cat. P-174), sakuii, Ha Hawy
AYMKY, 6€3yMOBHO, Ha/IeXUTb A0 TPETbOro iKkoHorpadiyHoro TMny, 3HalaeHo y niasani 368 nig,
KimHaToto 278 B 6yauHKy llI-3. 3a BusHauyeHHam C. [. Kpuxkuubkoro i H. O. JlennyHcbKoi, nig, yac
apyroro byaisenbHoro nepioay 6yamHok lll-3 cknagasca 3 ABOX cnopyd, oAHa 3 AKMX byna
XUT/IOM, @ iHLWA, MMOBIPHO, Mana ToOprosesibHe npusHadeHHA. ligsan, HaMMoBipHiWe, clyrysas
ONA 3arasbHONOOYTOBOro BUKOPUCTaHHSA. CynyTHi 3Haxigkun aatytotbes llI-ll cT. g0 H. e. (KOHTeKCcTH
105-106), xo4ya iCHye HeBe/NMKa KiNbKicTb AaBHiWKMX i nisHiwmx aptedakTis. Cepen TBOpPIB
MMUCTeUTBa NpMBEpPTAE yBary TepakoTa Adpoaitn Ha ckeni (P-56) Ta mapmypoBsa cTaTyeTka Kibenu |:
(Q-2) (KryZickij & Lejpunskaja 2010, p. 66—68, pl. 25: 2). 3 yboro x nigBany noxoauTb GparmeHT
NisHbOapXaiuyHOI TePaKOTU aHOHIMHOI GOrMHI, WO CMAUTbL HA TPOHI, AKY HalyacTile BBaXKalTb
OdemeTpoto (3 nit. aus.: Guldager Bilde 2010, p. 446, cat. P-16, pl. 328: 16, note 1090).

Ony6nikoBaHi T. M. LLieB4eHKO HeBeNUKiI dparmeHTH Big YOTUPLOX BIOCTIB, BUAINEHOTO HamMKU
BapiaHTy A apyroro ikoHorpadiyHoro Tvny, 3HalAeHo AK y BepxHbomy (ainaHkm U i E7), TaK i B
HuxkHbomy (ginsaHka HIC) micTi B uTnosi 3abyaosi (ams. 3 nit.: WeByeHko 2020, c. 50-51,
KaT. 2-5; Shevchenko 2020, p. 769-770, cat. 2-5).

OTXKe, 3 YOTMPbOX PECTaBPOBAHMX XKiHOYMX BIOCTIB 3 KOpMMbBamK Ta HanobHO TeHielo ABa
(po3konkmM 1959 p.) 3HaXo4MAUCL Y NPUMILLEHHSAX, AKI HAaYKOBUAMM 6e33acTeperkHO BBAXKaloTbCA
TOproBeNibHMMM, ABa iHWKX (po3konkn 1935-1936 pp.) — B ByAiBnsax, WOAO AKUX BUCYBANUCA Pi3Hi
NPUNYLEHHA: TPOMaACbKe NPU3HAYEeHHA, a Mi3Hille — XWUTAO0BI OYAWMHKM 3 KpaMHWYKOK AnA
NpoAarky BWUIrOTOBAEHMX Yy ULbOMY pPaloHi TepaKoT. [Osa ¢parmeHTM ppyroro i TpeTboro
ikoHorpadiuHoro TMNY TakoX NoxoaATb 3 byaiBesib TOproesibHOro abo rpomagbKoro NPU3HaYeHHA
Ha ginanui HIC y HukHbomy MicTi. 3aKpUTi KOHTEKCTM OKPEMMX OJIbBIMCbKMX 3HaXiAOK OatoTb
MOX/INBICTb AaTyBaTu TEPaAKOTOBI 6rocTK Apyroro (BapiaHT A) i TpeTboro ikoHorpadiyHoro Tmnis y
mexax lll ct. go H. e. OnocepeaKoBaHO, Le NiATBEPAKYETLCSA M XEPCOHECbKOW PParMeHTOBaHOO
ronoBoto (BapiaHT b), W0 32 apxeonoriyHMM KOHTEKCTOM npogdatoBaHo Il cT. go H. e. IHWa cnpaBga,
O OKPEeMi 3 HUX MOT/N BMKOPMCTOBYBATM YMPOLOBXK MEBHOrO, HaBiTb TPMBAMOIO 4acy, AKLLO
TEepaKoTa Hane)asa 4O POANHHOIO CBATUAMLWA i NepefaBasaca y CNafokK Bif4 O4HOro A0 iHWOro
MOKOMIHHA. AAyKe 3 HaBeAEHMX KOHTEKCTIB MoxoaAaTb BUPOOW He TiIbKM enniHiCTUYHOro, ane W
K/IAaCUYHOTO i, HaBiTb, Ni3HbOAPXAIYHOro nepiois.

Loao ctmao gaHux TepPaKkoT, AKMA iHKOAM BUKOPUCTOBYBAIM AK MEBHE NiATBEPAMKEHHS iX
AaTtyBaHHA Il c1. go H.e. (Guldager Bilde 2007, p.124; 2010, p. 459), cnig 3ayBa*KuUTH, WO, Ha
BigMiHY Big nonepegHbOro nepiogy KAacuMKM 3 YiTKO BUM3HAYEHOK €BOJIIOLIEID B il TPbOX eTanax,
MMUCTEUTBO e/NiHI3MYy Ma€ 3HauyHi BiAMIHHOCTI. B uel 4yac cTMab CcTaB npegmeTom Bubopy
XYAOMHUKa, Moro cmaky. Popma TBOPY MUCTELITBA TENEP HE 3aBXKAM NOB’A3aHa 3 ii GyHKUjiE, Len
BMbip € npeporatMeoto 3amoBHMKa (Stewart 1990, p. 15). Ha aymky XK. Monnita, enniHictTuyHmii
XYOOXHUK CTA€ i NOCTAaHOBHMKOM, i BMKOHABLIEM SKOrOCb BWAOBMLLA, agxKe iHTEeNeKTyaNbHWUN
KNniMmaT enniHiamy crtas 6inbl «irpoBum» Ta TeaTpanizoBaHum (Pollitt 2009, p. 7). XyaoxkHA moBa
MUCTEeLTBa Tenep Bignosigana HoBMM noTpebam, HOBMM 3aMOBHMKAM i HOBMM nNpeameTam
306paxkeHHs (Smith 1991, p. 18). Came Ui 3MiHWN He TiNbKWM B MUCTELTBI, afie 1 3arasioM B KynbTypi
E€NNIHICTUYHOT OMKYMEHWU CMPUYUMHUAM BUHUKHEHHA i B OJIbBIMCbKMX MaMCTEPHAX HOBUX AK 3a
dopMmolo, TaK i 3a iKoHOrpadieto TBOPIB KOPOMNAACTUKM.

PyHKUiT TepaKkoToBUX 6lOCTIB 3 KOpUMbamu
3a3HauMMO, WO MNo3a MeXKamu HOBOI aTpubyuii TepakoToBMX OOCTIB, 3anpoOnOHOBaHOI
M. F'ynbparep binbae, 3annwWwaBcA OAWH 3 OPUTiHANbHUX i HalMBMPA3HIWKWX aKkcecyapiB 6OrvHi —

LWMPOKO BiAKPWUTa KOHycoNoAibHa Yalleyka Ha ronosi, Wwoao GpyHKLIOHANbHOIO 3aCTOCYBaHHSA AKOI
3HaYHO paHiwe Heo4HOPaA3OBO BWUC/NOBAIOBA/MIMCL HAYKOBLi. 3-NOMIXK Nepwux — vawa Aana
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Y3/IMBAHHA, WO € OAHWM 3 HAWMNOKA30BIWMX CYyAXKEHb CTOCOBHO MNOMYAAPHOCTI Ky/abTiB 3
BMKOPUCTAaHHAM CTaTyeTOK MicL.eBoro BMpobHuMLTBa, Hacamnepes 61ocTiB JemeTpu B Kanatoci, B
Il c1. go H.e. (KobbinnHa 1970, c. 11; Writenbman 1977, c. 13, doto 149). A. C. Pycaesoto 6yno
BMC/IOBJIEHO MPUNYLLEHHA 6e3 KOMEeHTapiB, WO il MOrIM HanoOBHIOBATU M0AAaMM YN HACIHHAM Ha
KWTanT Kanatoca abo KepHoca (4awi) Ana BOTUBHWUX AOapPYyHKIB OOrMHI — MOKPOBUTE/bL
3emnepoberea (Pycsesa 1982, c. 60, 148). Wonpasaa, FPYHTOBHILIE UMMM MUTAHHAMM HIXTO 3
OOCNIAHUKIB Yy TOM Yac He 3aMmaBcA. PaguKkanbHilla nosuuis nvwie B OCTaHHI AecATUAITTA
BMC/IOBJIEHA OKPEMMMM aBTopamMu, fAKi Ha npuknagi 6tocta demetpu 3 ekcrnosnuii MA IA HAHY
noyvanu iaeHTNdiKyBaTh ii 33 TUMM UM IHLUMMM aHANOTIAMM 3 TUMIaTEpPIiEM, Ae came YalleyKa MOorna
CNYryBaTW EMHICTIO 417 PO3KYPIOBAHHA MaXy4ynX PeYOBMH Ta OTPUMAHHA apOMaTHOro AMMy nig, vac
NpoBeAeHHA penirinHnx putyanis®.

Hacamnepes 6yn0 BM3HAYEHO AELLO CXOXY 32 OKPEMMMM O3HAKAMMU TepakoTy [emeTpu 3
FepmoHaccK, 306parkeHy B BiHKY 3 /AINCTA, 3 ABOMA KyJACTUMWU Kopumbamu Hag nobom i no
oAHoMy 3 60kiB (1. 9). o noTuaunLi 6OrMHI Kpinunaca KypuabHUUA Yy BUTAAAI YaleyvyKn-po3Tpyoba,
Big, AKOI BUinina nnwe ocHoBa. BKasaHa TepakoTa ¢daHaropiicbkoro BupobHuuTsa Il cT. go H. e.
HaNneXnTb 40 MICLEBOro iHAMBIAYaNbHOrO ikoHorpadiyHoro TMny 6tocta Jemetpu, abcontoTHUX
aHanorik AKOMy He 3HanAeHO. Bci pycn HEMONOAZOT XKiIHKU 3 NYXKUM 0BNMYYAM | TOBCTOKO LUMEH 3
NO340BHIMM 3MOpPLIKaMK BianoBigatoTb 06pasy 6OrMHI AK NOKPOBUTENbKM poatoyocTi. MNoaibHi
" TEepaKkoTM 3HaMAeHO B aHTMYHMX MicTax [liBHiYHOro
MpuyopHOMOpP’A, OAHAK BOHW BMKOHAHI B TpaaMUiax
€NNIHCbKOro  TPaKTyBaHHA  XiHoyoro  6orkecTBa
(PnHoreHosa 1992, c.264-265, puc.10). Ockinbku
C. |. diHoreHoBa Big3HauMna nuwe Agi nybnikauii (/lesn
1964, c. 16, puc. 8; Pycaesa 1979, c. 53, puc. 29: 3), To,
3riAHO 3 HUMM, ULINOCA BXKe Npo Aobpe Bigomuin 6rocT
Oemetpn 3 MAIAHAHY, sakui cnyrysas ans
Bi3ya/IbHOrO BifiHOBNEHHA GOPMM YalleUYKN Ha TePaKoTi
3 [epmoHaccn. Pasom 3 uMm, aBTOPKa, 3iCTaBMBLUMU
repmoHacbke norpygaa [demetpy 3 TaK 3BaHMMU
KBiTKOBMMW OBlocTamu 3 ensliHicTuyHux  CipaKkys i
MisoeHHOi ITanii, Bnepwe iaeHTUdiKyBana i  AK
KYPUNBHULIIO, @ TaKOXK AO€AHaNa A0 TaKOi X peniriiHoi
NPaKTUKN | ONbBIACbKMIA OloCT Uiei 60OruHi, nonpu

In. 9. Mpomoma 602uHi y 8iHKY 3 BiACYTHICTb B 060X yalwax BiANOBiAHWNX O3HaK rOPiHHA
Kopumbamu. lepmoHacca. Myseli naxouis. Jlnwe yepes [OecsATb POKIB L aTpubyuio
obpaszomeop4ux mucmeuyms niatpumana A. K. KoposiHa. Baxnmeo, wWwo npoTtomy
im. A. C. lywkina, iHe. Ne #1519 [lemeTpn 3 MOCYAMHKOO-KYPUIbHULIEIO Ha rO/0BI
(30 ®uHozerosa 1992). 3HalAeHO B PaloHi PO3TallyBaHHA MOHYMEHTa/bHOro

apPXiITEKTYPHOrO KOMMAEKCA 3 3a/IMWKAMM Big, Kam'AHOTrO
YOTUMPUKYTHOT GOPMM KEepPTOBHMKA 3i CNafieHMMM KiCTKamuM NTaxiB Ta ApibHOI poraToi xygobwu, e

15 TepmiH TMMiaTepiit NoXoauTb Bif, AaBHbOrpeLbKoro Aiecnosa thymiao — KypuTi, cnantoBaTi AKy-Hebyab naxydy
peyoBMHY, BiA HbOrO TaKOX i thymiama — KypiHHA i naniHHA apomaTie. HaligaBHila icTopuyHa 3ragka npo
[AaBHbOrPELUbKUIA Npunag ANs PO3KYPIOBaHHA apoOMATHWUX pedoBuH (thymieterion — HasBa B iOHiMiCbKOMy AjanekTi)
paTyetbca V CT. go H. e. i HanexuTb Fepogoty (Herod. IV, 162, 8-10). B nitepatypHux mxepenax IV-IcT. go H.e.
Bil3HaYeHO 3arasibHOrpeLbKy Ha3sy thymiaterion — TumiaTepioH (Hanpuknag, aus.: Thukid. VI, 46, 3; Andokid. IV, 29;
Demosth. XXIV, 183; Diod. Sic. Il, 9, 7-9; XllI, 3, 1-3). Lla Ha3Ba yBilWwa i B 3axigHOEBPONENCHKI Ta CNOB AHCbKI MOBU,
pPa3om 3 MepeKknagom — KypuabHUUA, KAAWAbHULA, Kaguno. Tumiatepii BUKOPUCTOBYBAAWN TiIbKM NPWU 3aCTOCYBaHHI
BOTHIO, HalyacTille *KapuHU abo PO3XKapeHUX APIOHUX KaMiHLiB YW ranbKM. BoHM He Manum KaHOHiYHMX popm i
po3mipis (3 niT. getanbHiwe aue.: Wigand 1912; Zaccagnino 1998; Pycaesa 2019).
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OAHUM GPArMeHTOM HiXKKW KepTOBHOro CTosa. 3a il NPUNYWEHHAM, BOHM Hanexanu Ao
CBATU/IMLLA YN XPamoBoOi byaisni lemeTpu, ske GyHKLIOHYBA/IO A0 Ni3HbOENNIHICTUYHOro Yacy. Ha
KOPUCTb LLbOro CBia4aTb TPU NPUCBATHI aTTUYHI YOPHONAKOBI NocyauHu cepeamHun IV cT. o H. e. 3
noYyaTKOBMMU niTepamu imeHi Jemetpu (ams. 3 nit.: KoposuHa 2002, c. 57-58, 115, puc. 28,
Tabn. 23: 3). Monpwu U aTpUbYL,O, 30BHILLHICTL BOrVHI 3 HaTypPaNiCTUYHO NepeaaHUMM pucamm Ta
apXeosoriyHni  KoHTekcT T. M. LeBuyeHKo BBarkae: «PimiaTepih 3 lepmoHacm — we oaHe
nigTBEPAKEHHA TPaKTYBaHHA 00pasiB y MiNHUX BiHKax 3 NUCTA i NAOAIB AK aTpPUOYTy y4YacHUKIB
KynbTy [ioHica. AKwo 1992 p. ua TepakoTta byna iHTepnpeToBaHa sk JemeTpa (PuHoreHosa 1992,
C. 264-266), To 2002 p. BXKe «MOXNMBO [emeTpa» 3 iHTepnpeTaLi€lo Yali Ha ronosi BXe He fK
KOWMWuKa, a Ak dimiatepia (KoposmHa 2002, c.115)» (ams. 3 niT.: WesyeHko 2020, c.44-45;
Shevchenko 2020, p. 765).

I. 5. PomaHO — amepuKaHCbKa AocnigHUUA TepakoT 3 micta FopaioH (Ppiria) 1995 p. Takoxk
3BEpHy/na yBary Ha ONbBIMCbKUIM 6lOCT [lemeTpu npu 3iCTaBAeHHi 3 KBITKOBUMW TUMiaTepiamu
nisHbodpiriicbkoro / enniHictuyHoro nepioay. 3a il NpUNyweHHAM, eksemnasapu 3 FopaioHa €
YHIKanbHUMKW BUTBOPAMM MiCLEBOi MaWCTepHi KoponaacTuku. PyHKuUii ix He 6ynmM npocto
AEKOPATUBHMMMU: Lie — AOMALLHI CBATUHI i KypunbHULi. O OCTaHHIX HanexKatb H6IOCTN Ta ynamKu
KBITOK, Ha AKMX NMOMITHI Cnign ropiHHa Big cnantoBaHHA 61aroBOHHOI pevyoBMHU. OTXKe, aBTOPKa
NPaBUAbHO PO3yMina 3HayeHHA TepMiHa TUMiaTepin. Ane ona nopiBHAHHA 6e3 KOMeHTapiB Heto
HaBeAeHO *KiHoYi 610CTN 3 KOHTEeNMHepamM pi3HUX GOPM Ha ronoBax 3 HalBiAAANEHILWNX OANH Big,
OAHOro perioHiB: eksemnnap KiHua V cT. Ao H.e. 3 [anikapHaca; nyHiyHi 6toctn Odemetpu (?) 3
KapdareHa; 6tocT-Tumiatepit «demetpu» 3 Onbeii nepwoi nonosuHu lllct. go H.e. (3
NoKAMKaHHAM: Russyayeva 1982, p. 60, no. 24; SAlI 1970: 41, no. 22, pl. 13: 2); eksemnaapu KiHus
[lI-11 cT. Bo H. e. 3 ocTpoBa Painaka (Ikapoc) B KyBeliTi; a Takox cepito Tumiatepiis IV-IIl cT. go H. e.
3 KBITKOBMMMU 3aBepLlieHHAMM 3 [liBaeHHOT ITanii Ta Cuymnii Towo. HmMkue we pas Big3HavYeHo, Wo
TaK 3BaHuMM 6rocT TUMiaTepin OdemeTpu 3 Onbeii («the so-called Demeter bust thymiaterion from
Olbia») maB npuKpinaeHy 40 rof0BKM NPOCTY Yawy (3 niT. gme.: Romano 1995, p. 17-18).

OTXe, WOoA0 ONbBINCbKOI TEPaAKOTU Hi neple, Hi Apyre TpakTyBaHHA |. b. PomaHo He €
OOCTOBIPHUMM, afiKe B }KOAHOMY 3 NMOCK/IaHb MOBA He ILaa Npo noAibHui 3acib Ana oTPUMaHHA
apoMaTHOro AumMy, a cama AOoCAiAHMUA He Big3Hauuna, wo ue ii ocobucra iHTepnpetauia. Y
3iCTAaBNEHHI 3 KBITKOBUMMW YallamMM Ha PIiSHOTUMOBMX KIHOYMX rOAOBAX HEK He 3rajaHi iHwi
TNIYMa4yeHHA MPO NpPaKTUYHe 3aCTOCYBaHHA NPOCTOi Yaleykun, NpUHarigHoO He HaBeZeHO BAACHOIO
PO3yMiHHA aTpubyuii G6OrMHi, a ro/sOBHO HE MOSICHEHO, YoMy 6e3 KOAHMX CAifgiB BOTHIO
ONbBINCbKMI BIOCT NOCTaBNAEHO B OAMH PAL, i3 PAOPUCTUHHUMM TUMIATEPIAMM, SKi € 30BCIM iHLLOK
KaTeropieto TepakoToBUX 306paxKeHb. BU3HaumMBLIM yHiKaNbHICTb 6HOCTIB 3 ¢piriicbkoro MopaioHa,
I. 6. PomaHO He nomiTuna, WO, Ha BigMIHY BiA HMX, ONbLBINCbKY OOrMHIO HagineHo He
OpPIEHTANbHUMMN, @ CYTO ENNIHCBKMMWU iKOHOrpadiYHMMKM pUcCaMKM | KiNbKOMa CBOEPiIgHMMM
atpnbytamun. Kpim Toro, OnbBiAa — Ue eNNiHCbKUIA Moaic, TOMy BUIOTOBJIEHY MICLLEEBMMMU
KOpOM/iacTaMu OpPUriHaNbHY TEPAKOTY HABPAL UM AOLiNbHO 63 HaNeXHUX MNOACHEHb CTAaBUTU B
OANH pAag 3 GNopUCTUYHUMKM BroCTaMK 3 perioHiB, 3aceneHnx GpirinuaMmn, nepcamm, ENTMNTAHAMM,
GiHIKIMLAMM (NYHIMLAMMK), ETPYCKaMM, CUKYNAMK, iTalikaMu Ta iHLIMMM MIiCLLEBUMM eTHoCamn'®,

16 33 pumcbKoto Tpaaumuicto GiHiKiNLi imeHyoTbea nyHinuamn. KopiHHi Hapoau Cuumnii, CapauHii, MisHiuHOT AbprKkm Ta
IcnaHii 3gaBHa 3aliManmca CinbCbKMM rocnofapcTBoM. 3aBAAKN UMM 06CTaBMHAM BOHM HE MOT/N BigdyBaTh HeZoBipy
00 TpeubKMX CYTO arpapHUX KyAbTiB i, MOX/AMBO, 3aM03UYMAMN iX OKPEMi efleMeHTU 3HAYHO paHiwe odiliiHoro ix
BBeAeHHA B KapdareHi B 396 p. fo H. e. (Diodor. Sic. XIV, 70; 77). 3pocTaHHsA ix NONYASPHOCTI B NyHIYHOMY CepeoBULLi
3YMOBIEHO HM3KO GaKTOpPiB, OAHMM 3 AKMX BYN0 «CycnifibHEe 3a0X04EHHA» BipWU B arpapHi 60xKecTsa, WO Bignosigano
uinecnpamoBaHin nonitmui KapdareHcbKol geprkaBu y 36inblueHHi BUPOBHMLUTBA CilbCbKOrocnoaapCcbKnx NpoayKTiB.
Tomy pi3Hi TepakoToBi ¢irypKu, WO MakoTb NPUYETHICTL 40 Midis i puTyanis AemeTpu («demetriaka»), 306parkeHHsA
HKpUUb | TUMiaTepii 3HaNLWAN NOWMPEHHA HA BCiX HAa3BaHMX TepuTopiax. LLi npocTi xyaoKHi popmu ctanm epekTMBHUM
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3 poskonok Heanona Ckipcbkoro noxoauTb MOAIOHUIA OO0 ONbBINCBKUX  OlOCTIB
(nipBapiaHT Aa) eksemnnsap, Akuik 0. M. 3ailueB BM3HAYUMB SAIK TUMiaTepil, xo4ya Tak camo 6e3
HaneHoro obrpyHTyBaHHA. Cnepuwy BiH BiA3HauuB, WO Yy niaropmsonTi E1 (noxkesxka 1l — 137-
130 pp. 40 H. e.) B KepamiyHOMY KOMMEKCi 3HanaeHO ronosy dirypHOro TepakoToBOro TMmiaTepin
y Burnaai nisdirypn [demetpn 3 MOAIXPOMHMM PO3NMCOM, a Mig ii PUCYHKOM — Lie KOPOTLIMMA
nianuc: ¢parmeHT ¢irypHoro Tumiatepia y surnagi nisdirypu Lemetpm (3anuyes 2003, c. 14,
puc. 24:9). Cyasum 3 ycboro, aBTOP He CyMHiBaBCA WOAO0 iMeHi OOrvHi, KynbT AKOi Habys
nonynspHocTi B Heanoni Ckipcbkomy.

OpgHak, came M. Tynbparep binbge npuainuna Hambinbwy yBary ONbBiNCbKMM bBrocTam,
ineHTUdIKyBaBLWM X, LWoOMNpaBaa, YMOBHO siK TumiaTepii (thymiateria), 60 ixHi emHocTi morau
CnyryeaTu AnA ropiHHa nagaHy, Tumiamy («for burning incense»), BogHo4ac pe3oHHO 3a3Ha4YMBLUN,
O OCKiNIbKW B HWUX CNifiB BOTHIO HE MPOCTEXEHO, TO, MOX/NBO, iX BUKOPMUCTOBYBA/IN 1 3 iHLWOWO
metorol’. Ona nNiaTPUMKM CBOro TpakTyBaHHA fAK «Ariadne thymiateria» HaBegeHo oKpemi
nybnikauii npo ¢nopuctnuHi TMnn y cnig 3a | b. PomaHo, Wwo npoBena rapHy AMCKYCito npwu
BMBYEHHI TepaKoT 3 po3Konok lopaioHa ll, 3 NOKAMKaHHAM Ha TaK 3BaHMM TumiaTepiit 3 OnbBii, 3
KMIBCbKOI My3eMHOiI ekcno3uuii. Mpote 3aanwmnocbe 6e3 NoACHEHb, AKUX KOHKPETHO MNWTaHb
CTOCyBafiaCb Taka AMCKycifa, Yomy im’s lemeTpun He 3a3Hano 3MiH Ta un He |. b. PomaHo cnpusana i
BNACHOMY BM3HAYEHHIO ONbBIMCbKUX BIOCTIB AK TMUMiaTepiiB, KOTPi B }KO4HOMY 3 acnekTiB AilNcHO
HiKOIN He Bynu npeameTom AKoro-Hebyab okpemoro BuByeHHs (Guldager Bilde 2007, p. 119-126;
2010, p. 458-461).

Tox 3acnyroBye Ha yeary Toh ¢akt, wo Kpim C.l. ®iHoreHoBoi Ta |.b. PomaHo,
HamBiporigHiwe, 0. M. 3anueBy HaneXuTb NpiopuUTeET y AOCUTb BMEBHEHIN aTpubyuii 6tocTa
JemeTpn came AK TMmiaTepisa, xo4a TOYHO HEBIAOMO, 3aBAAKM AKMM CMOCTEPEXKEHHAM, OCKiNbKK
yNamKK Big Hboro 3HamgeHi B Heanoni CKidbcbKOMy Y wWapi Big, NoXKei, BHAC/IAOK YOro Ha HUX
MOT/IN 3aAMNWNTMCL BiANOBIAHI chigw.

T. M. lLeBuyeHKo, niaTpumytoum aTtpubyuito M. Mynbparep binbae, Tako HeogHOPa3oBO
3BepTana yBary Ha BIiACYTHICTb XapaKTepHUX ANA TUMmiaTepiiB cnigis ropiHHA. Ha i1 gymKy, ue
MOACHIOETbCA HA/ZIMBAHHAM Yy BIAKPUTY Yawy edipHOI onii «ans OTPMMAHHA MaxoLiiB MPOTArom
TpuBanoro yacy» (gme. 3 nit.: LesyeHko 2015, c. 55; 2020, c. 42—-43; Shevchenko 2015, p. 2; 2020,
p. 763—764). 3 Ui€i TOYKM 30pY, BUCNOBUMO KisbKa 3ayBaxkeHb. Lli rpybi 63 miuHOro siouweHHs
TEPaKOTOBI Yalli — He Kpallii EMHOCTI A1 HanMBaHHA 6yab-AKOI PigMHK, 0COBNBO KOLITOBHMX
Kpanenb epipHUX 0NN, AKI 6 Ay»Ke WBUAKO BUNAPOBYBANCA YHACNIAOK KOHYconoaibHoi dopmu 3
WWPOKMMKM  BIHUAMM 32 BIACYTHOCTI KPULWOK 3 MIHIQTHOPHUMKM HACKPISHUMU OTBOpPaMMW,
XapPaKTepHUMK ONA TUMNOBUX KepamiyHMX TumiaTepiiB. 3 Ui€l0 meTow gopedHiwum byno 6

NpPoABOM penirinHoro ceitornagy i rpekis, i nyHiiuis. BiporiaHo, 3aBAAKM CMiBiICHYBAHHIO TPELbKUX i CeMITCbKUX
Hapogis 6oxecTBeHHi dirypu lemeTpun i Kopm NoCcTynoBo cTanu YacTMHOW NyHiYHOI penirii (Peri 2006, p. 145-154).

7 TumiaTepHi GyHKLii pa3som i3 UMM NPOINOCTPOBAHO PpparMmeHTOBaHNMM TepaKoTaMmn ABOX BUUKIB, Ha FON0BaX AKUX
HauebTo 6y/NM Yawi: B OOHIN 3 HUX BiACYTHI 3a/IMLIKKU TOPIHHA, @ B iHWIM — BHM3Y NOMITHI TpiwmHuM (Guldager Bilde
2010, p. 461). Y 3icTaBneHHi 3 HUMMU, ane 6e3 KOAHMUX KOMEHTApIB, 3rafaHo 6oCNoPCbKY KypUabHULIO | CT. A0 H. €., AKY
BAPTO CTUC/IO OXapaKTepusysaTu. Lito opuriHanbHy NONIXPOMHY TeEpaKoTOBY rosioBy 6uka (BucoToto 14,7 cm) 3 NinHUMHU
COHAYHUMM OAUCKAMM Ha [OBrMX Porax 3HaMgeHo B CBATMAULLI pe3uaeHLii Xpucanicka Ha TamaHCbKOMY MiBOCTPOBI
pa3om 3 KOMMJIEKCOM TepaKoT HaraTbox 60¥KecTB Ta PisHMX MepcoHakiB. Ha ronosi — ninHa raMboka Yaleyka Tvny
LIMPOKOro KOHYCOMOZIBHOro Kafatoca 3 YOTUPUKYTHUM OTBOPOM 3i CNiAaMM FrOpiHHA, LLO AeKopoBaHa 306parKeHHAMMU
COHAYHOrO AMCKa Hag ayroto niemicaua (Cokonbckuii 1976, c. 38—39, 93-108, puc. 27, 48, 55-58; CanpbiknH 2009,
c. 384-386, 390; Kypasnes & UnbnHa 2002, c. 73, KaT. 270). OT:Ke Leit TUMIATepill 3 CONAPHO-NTYHAPHUMU CUMBOIAMMU
€ BifOOpaKeHHAM 30BCiM iHWOrO Ky/JbTYPHO-PENIriMHOIO CBITOrA4Y HACeNeHHA, SKUM CKAaBCA Ha OCHOBI
TPaAMLIMHOro ANs TOro Yacy CUMHKPEeTU3My 60CNOPCbKUX i FpeKo-aHaToNIMCbKMX penirinHmnx BipyBaHb (CanpbikuH 2009,
c. 394), wo HaBpAg 4M 3HalwWNo BigobpaxkeHHn B OnbBii. Tex cyMmHiIBHUMM 6€3 HaNeXKHUX KOMEHTApPiB BUTNA4a0Th
HaBeaeHi nybnikauii KBiTKOBMX TUMiaTepiiB 3 Mipmekia, Tiputaku, Amica Ta 3arasiom Cepea3emMHOMOP’A, AKi HE MatoTb
HIYOro cniNbHOro 3 0/bBINCLKMMUK BocTamu (3 niT. ame. i nop.: Guldager Bilde 2007, p. 124-125; 2010, p. 459-460).
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BUKOPWUCTAHHS KePamikn 3 TAKOBMM abo iHLIMM MILHIWWM i WiNbHILLMM NOKPUTTAM Ta Habarato
BY)KYMM FOpPJIOM.

CYMHIBHMM € MpUNyLEHHA NpO MalKe MACOBUIM XapaKTep He CTiIbKM BUTOTOB/IEHHSA,
CKinbKM 3actocyBaHHA B OnbBeii ynpogosX -l cT. 4o H. e. piSHOMAHITHMX TEPAKOT 3 Yallevykamm
Ha ronoBax A/1A BMMAPOBYBAHHA B HUX edipHMX OAiA Nig Yac BiANPaBNEHHA Pi3HUX AOMALLHIX
KynbTiB (LLeBuyeHko 2018). BapTicTb KilbKoX Kpanesib A0Bi3HOi edipHOi onii 3Ha4YHO nepesuLlyBaia
Ti A0OCTaTHbO rpybi, pemicCHMYOro xapaKrepy BUMTBOPU OJIbBIMCbKUX KOPOM/acTiB, Kyau ii Hibuto
HanuMeanu. Agxe He AapeMHO Ui NaxoLli po3/IMBasin Came Yy MIHIaTIOPHI NOCYAUHKW, Y TOMY YMCAi
oirypHi, aKki cami no cobi BXe yacto 6ynn BUTBOPaMM MMUCTELTBA 3i CKNa, KOWTOBHUX METanNi.,
KaMiHHA | fgeweslwoi Kepamikn. ToumHatoum 3 apxaiyHoOro nepiogy pPisHOMaHITHI apomatu
HaneXann QA0 HaWUIHHIWKX | HaWAopPOXKYMX NPOAYKTIB TOpPriBAi y 6araTbox perioHax
CepeasemHomop’a. OTKe, iX MOrIM BMKOPWUCTOBYBATM TiNbKM HakbaraTwi rpomagaHu
AABHbOrPeLbKUX MNonicis, y Tomy umcni onbsiononitm (ame. 3 niT.: Pycaesa 2019, c.20-24).
OnbBiNCbKi TEPaKOTOBI BIOCTU 3 YALLEYKOO Ha FO/10Bi, NONPMU iX YHIKaNbHY iKOHOrpadito, BCe XK TaKn
He Hanexanun A0 BUCOKOXYAOXHIX TBOPIB MMUCTELTBA, LLO 3aCBiAYYE i IX PeMICHUYMI XapaKTep
BUIOTOB/IEHHSA, | KBApTa/n 3 MeLUKaHLUAMU cepeaHbOro AOCTaTKy, Ae iX BUABIEHO.

T. M. LLleBYEHKO Haronowye, Wo «rpybo goninneHa yawa Ha ONbBIACbKMX MOrpyaasx € He
rofIoBHUM ybopom umn aTpnbytom, a GyHKLiOHANbHO YacTMHOM ¢imiaTepia» (Hanpuknag avs. 3
nit.: WesyeHko 2020, c. 43; Shevchenko 2020, p. 763). Lle BU3HaYEeHHS BUK/IMKAE 3anepeyeHHs,
agrKe aHanorivyHi 3a popmoto NpMAaaM, B AKUX BIACYTHI 3aNMLLKN 301U, BYriNA[, 30TAIANX PEYOBUH,
TPIWMH, KiNTABW, Ca)Ki Big ropiHHA, a rONI0OBHO, HACKPi3Hi cneuianbHi OTBOPM ONA BUXO4Y AUMY,
AOCNIAHVKM HalyacTiwe aTpubyTyoTb AK BOTMBHI NaM’ATKM, @ TaKOX NCeBAOTMMIaTepii, TOMY WO iX
He 3acTOCOBYBa/M 3a MPAMUM MNPU3HAYEHHAM (HanpuKknag aus.: Zaccagnino 2001, p. 174-183;
Battiloro & Di Lieto 2005, p. 153-154; Di Lieto 2005, p. 374; PycseBa 2019, c. 14, in. 5: 1).

Mpu AoCUTb BNEBHEHIN igeHTUdIKaLii 3a3HaYeHnx 6LOCTIB AK TMMiaTepiiB BiaCyTHI byab AKi
3ragiku nNpo TakKi nowwupeHi B Onbeii, Habarato geweswi i 6e3neyHilli ANA HOCIHHA KyPU/IbHUL Ha
BMCOKMX HiXKKax 3 KOHyconoAibHMmu yawedykamu i TaKkoi K dopmu niactaBkamu. Agrke ix
BMKOPUCTOBYBA/M Ha Til ke ainanui HIC y xkuTtnax, npo aki M. N'ynbparep binbge nucana, gatyoum
33 aApXeoJIONYHMMM KOHTEKCTamMM ynamku 6tocTiB AK TumiaTepii. 30Kpema Ha ginaHui HIC
3HanaeHo ¢pparmeHTH Big BOCbMM NoAibHUX TUMiaTepiiB nepwoi nonosuHu Il cT. o H. e. (Karjaka
2010, p.321, cat.H-199-H-207, pl.252-253). OKpim TOro y UbLOMY KWUT/IOBOMY KBapTani
3adiKcoBaHa NpaKTUKa BUMKOPWUCTAHHS AOBI3HUX Mi3HbOEMIIHICTUYHUX aTTUYHUX YOPHONAKOBUX
TUMIiaTepiiB i3 HAKNAAHUM PO3NUCOM Y CTUAI «3axigHoro cxnny» («West Slope») (Handberg & Hjarl
Petersen & Guldager Bilde & Hgjberg Bjerg & Samojlova 2010, p. 232, cat. Da-377, pl. 128), a
TAKOX PaKIACbKMX NiNNeHUX TOBCTOCTIHHMX rAedYnKkonogibHmMx TumiaTepii, AKi Bigomi 3a
3Haxigkamu 1 Ha iHwWux ginaHkax B Onbeii (ams. 3 nit.: Gavriljuk 2010, p. 346-347, 354, cat. K-134—
K-135, pl. 269).

[Jo Toro » 3 BigAaneHoi Big UeHTpPY AinaHkM W i3 3anuMwKkamu OyaMHKIB MellKaHuiB
cepeaHboro A0CTaTKy, PeMiCHUKIB i TopriBuis, Ae 6yn0 3HAWAEHO TPU BULLEPO3INAHYTI 6HOCTH,
noxo4ATb WIiCTHAAUATb KepamMiyHux TumiaTepii Il cT. go H. e. (3auesa 1997, c. 46). 3aranom e
K. I. 3aliueBoto onybnikoBaHO 6/1M3bKO 60-TU MaNEHbKUX KY/IbTOBUX NEPEBAXKHO KOHYCONoAibHMX
YalleyoK Ha BMCOKIl Hixui (BucoToto 6—10 cm) 0/1bBiACbKOro BUPOOHMLTBA LbOro 4acy. 3BiCHO, 3
ypaxyBaHHSIM HOBMX 3HaxXiAOK 1X KifbKiCTb Tenep 3Ha4yHo 6inbwa. MoAgibHi nocyanHKM
BMroToBAAAUCA B HaraTbox 06/11acTAX aHTUYHOI OMKYMEHM, B TOMY 4uchi i B mictax [liBHiYHOro
MpuyopHomop’s (3anuyesa 1997, c. 38-53, Tabn. 1-3, 7-8). Ha niacrtasi BignoBiAHUX OTBOPIB,
TPILLMH, 3a/ULWKIB KINTABM i XXapUHM B O/NIbBIMCbKMX YalleYKax BBAXKAETbCA, WO BOHM NepeBaXKHO
BMKOPWUCTOBYBANNUCb ONA PO3KYPIOBAaHHA apoOMaTHUX pPevyoBUH. BcepeaunHi OoKpemmx BOTUBHMX
YaLLEeYOK-BiBTAPUKIB BUABMEHO 3aNMLWKKM 6inoi Ta YyepBOHOI ¢apbu: OCTaHHA, 33 NPUNYLLEHHAM
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HayKOBWL,i, CMMBONI3yBa/sia BOrOHb: MNaxy4yi PEYOBWMHM He J/MLWE CNaNoBaiUCb B HUX, ane M
NMoK/aZleHi pasom 3 Heto, BUuauxaam apomaT ynpoaoBK Tpusanoro yacy (3anuesa 1997, c. 51), wpo,
3BicCHO, 6yno 6inbWw NpUTaMaHHMM p[AA apoOMaTHMUb. BogHoyac He BMKAKYEHO, WO X
BMKOPUCTOBYBA/IM M 3 MPAKTUYHOIO METOK ANA PO3TUPaAHHA $apb, OCKIIbKM YMMano 4yalleyok
MaJi0 KOJIbOPOBi po3nucK no binomy aHroby.

3BaXKaloun Ha CXOXKiCTb GOPMU KOHYCOMOAIOHMX YalleYyoK Ta MEBHY B3aEMO3ANENKHICTb X
BMPOOHMLITBA B OAMH i TOM e XPOHONOTYHUI NPOMIXKOK Yacy MOXKHA MPUMNYCTUTU, LLO ONbBINCHKI
Koponnactu nig BNAMBOM TOHYapiB BUIrOTOBWAM HE3HA4YHY KifbKiCTb TepakoToBux OloCTiB 3
YaleyKol Ha ronoBi, AKi MOPIBHAHO 3 NOCYAMHKAMM Ha BUCOKMUX HiXKKAX He KOPUCTYBaNUCh
NMONMTOM B ONbBIONOAITIB. Y LLbOMY CEHCi BapTO 3HOBY 3ragaT NPo YOTUPU PeCTaBpPOBaHi HrocTU
6orvHi, AKi gatoTb UinicHe ysaBneHHA wogo ix dopmu Ta iKoHorpaodii, Ta NoxoaAaTb 3 TOProBuX
NPMMILLEHDb 3 NiABaNaMM Ha AinaHui M Ta y NpoByaKy Ha cXig Big aropu. AKLWO Le TaK, TO LiKOM
MOX/IMBO, WO BOHM He Bynn KynaeHi i pa3som 3 HenpoaaHMM Nocyaom, cepes akoro 3bepernunca n
Lini eksemnaapwu, ginwnam Ao Hawwux Yacis (Jlesn 1964, c. 12—-13; 1985, c. 47—-48). 3 ui€i TOUYKKN 30py
nepegyacHoO BBaXKaTW, WO TUMiaTepHi OIOCTM BMKOPUCTOBYBA/AUCL /NMWE AAA NPUBATHOrO
WaHyBaHHA [lioHica B gomawHix ceatuamwax OnbBii nisHboenniHictuyHoro yacy (Guldager Bilde
2007, p. 125; WeB4yeHKo 2020, c. 48; Shevchenko 2020, p. 769).

HacamkiHeup, cnig nigkpecanTn, Wo AOCNIAHWUKM AOCUTb YacTO NPOMOHYIOTb i Cy6’eKTUBHI
TPaKTYBaHHA pO3rnaayBaHMX 6lOCTIB 334714 HAayKOBOI HOBM3HW MOMPU BiACYTHICTb AOCTOBIPHUX
AaHuX, o0cobiMBO WOAO TepmiHa «TuUMiaTepi». MpU iX OTOTOMKHEHHI 3 TaKMM MNPaAKTUYHUM
3ac060M He BPaxOBYETbCA, WO BiH NOBMHEH MaTW AN HAAXOAMKEHHA MOBITPA HEBE/MKI HACKPI3HI
OTBOPM Ha CTiHKAx MOCYAWH Ta KPULIKaxX ANA PO3CitoBaHHA AMMy. B yalleykax Ha TepaKoToBMX
6tocTax He 3adiKcoBaHO Hi byab-AKUX CifgiB Big cnantoBaHHA apPOMATHUX PEYOBUH, Hi HaNeXHUX
OTBOPIB, Hi TUM Naye CNiAiB TPMBANOrO BMMNAPOBYBAHHA epipHUX ONilA, AKi HIBUTO TyaM HanuBanwu.
Ha BigMiHy Big, HWX 4YMCNeHHi KepaMiyHi Ta AinHi TMMiaTepii, AKi B enniHiCTMYHMI nepiog,
BUIOTOBJIANINCA OJIbBINCBKMMKW MaMCTpaMK, HadifieHi BcCima HeobxiaHMmn enemeHTamm (3anuesa
1962; 1997; 2000). Y nopiBHAHHI 3 TepakoTamu BOHM HabaraTo 3py4yHiWwi Ta HaaiiHiwi ana
NnepeHeceHHa i TPUMaAHHA B pyKax Mig 4yac penirinHuMx i noxoBasibHUX 06pAAdiB. 3a NOpPIBHAHO
3HAYHOI KiNbKOCTI TakMx 3acobiB 0nbBiONOANITU HABPAA YM NoTpebyBann 6 [OMNOBHEHHA Yy BUTrNA4j
3HAYHO AOPOXKYMX, @ PA3OM 3 UMM HEMNPUCTOCOBAHUX AN 06pAAiB 3 PO3KYPHOBAHHAM PEYOBUH B
yalleyli Ha ronoBi HAMNOMYASPHILWOI Ta HANLWAHOBAHILWOI 6OrMHI, B AaBHbOTPELIbKUX PEeNirinHmnx
puTyanax i NpakTUKax AKOi CayryBanun 30BCiM iHWI BMAM TUmiaTepiis (Zaccagnino 1998; PycsaeBa
2020, c. 136-137). CyaAauun 3i cKa3aHOro, aBTOPiB HOBOro TPAKTYBaHHA TEPAKOTOBMX OIOCTIB BOrMHI
He LiKaBW/IO Te, L0 Ha XXOAHOMY 3 Y/IaMKiB He 36epernocs 6yab-aKux cnifiB Bif, pO3KyptoBaHHSA —
HaAiMHOro A)kepena Ans BU3HAYEHHA TUMIATEpPIiB Ta YM NPAKTUYHO BOHM By/M NPUCTOCOBAHI ANnA
BiANOBiAHMX 06pAais. Mo3a mexamu ix yBarm 3anvwmancs 6aratorpaHHuMn midonoriyHo-
POANHHWNIA Ta peniriniuii B3aemo3s’a3ok [emetpu, MepcedoHun i [ioHica, Haa3BMYAMHO BeNMKa
BUINA4I HEMONOLOI XKiHKM-MaTepi, CTBOPEHMUA MICLLEBMMM MAACTPAMM MOHET Ta KoponaacTamu 3
0cobnmMBuMMM aTpmbyTamu.

BuUcHOBKM

B nepwii, 3 gBOX 3annaHOBaHMX CTaTel, Ha NiACTaBi CyKYNHOCTI MaTepianiB po3pobaeHo
TUMNOJIOTiO O/IbBICbKMX TEPAKOTOBUX BIOCTIB KiHKWN 3 YHIKaNbHMMMK aTpUbyTamm: KoHyconoaibHowo
Yalew Ha ronosi, Kopumbamu y 3adicui, TeHielo Ha Nobi Ta POCAMHHMM AEKOPOM. 3arasiom
BMAiNEHO TpU iKoHOrpadiyHMX TMNK. [Jo neplioro i TPeTboro 3apaxoBaHO NO OAHUMY eK3eMnaapy.
Opyruii ikoHorpadiyHMn TMN — HaAMYMCNEHHIWMWNA, CKNafa€eTbCA 3 ABOX BapiaHTiB. BapiaHT A —
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BK/IIOMAE OAMHAAUATL eK3emnaapis 3 pPo3kKonok OnbBii Pi3HMX POKiB, Y TOMY 4YMUCAi 4YOTMPU
MOBHICTIO BigpecTaBpoOBaHi TepakoToBi 6OHOCTM 3 3a3HAYEHUMM BULLE iKOHOrpadiyHUMM
atpnbytamu. FnoteTMyHUin nigBapiaHT Aa — rososa Big nogibHoro 6iocTa 3 po3konoKk Heanonsa
CkidcbKkoro. BapiaHT b — npeacrasneHo ogHMm dparmeHTom i3 XepcoHeca TaBpilicbKoro.

Maemo niacTaBu BBaXKaTW, LWLO TEPAKOTM BCiX TPbOX iKOHOrpadiyHMX TUMIB BUIOTOB/IEHO Y
Il cT. Bo H. e. Ha KOPUCTb TaKoi IYMKM CBIAYUTL XPOHOIOTIA 3aKPUTUX KOHTEKCTIB, B AKUX 3HaAEHO
6/1M3bKO NONIOBMHU 3 HUX, Y TOMY YUCi TePaKOTOBI 61OCTK, WO B LinoMy AaTytoTbcA B meskax |l cT.
A0 H. e. [leBHa YacTMHa 3 HUX NOXOAUTb 3 ByaiBesb TOProBe/IbHOro NPU3HAYEHHSA, @ HE BUKIHOYHO
XUTNOBUX OYAMHKIB, AK HarosowyBanM OKpPemi HaykoBuui. HalnisHiwMi 4ac pwuTyanbHOro
BMKOPUCTAHHA UUX NOrpyAb, HAMMOBIpHiLle, y 4OMALLHIX CBATUAMLWAX — cepegmHa |l cT. oo H. e.

Mpunyckaemo, wo ¢opmMa YaleykM Ha FO/IoBi TEPAKOTOBUX OIOCTIB KiHKM BUroTOB/IEHA
ONbBINCBKMMM  MaMCTpPamMM  Nig  BNAMBOM  MICUEBMX KepamiyHMX Tumiatepiis y dopmi
KOHyconoAibHoT Yalli Ha BUCOKIN HixKui IIl cT. go H. e. BpaxoBytoumM BiACYTHICTb y Yallax Ha 6rocTax
Oyab-AKUX CNigiB KiNTABM i MNPaKTUYHOTO BUKOPWUCTAHHA AK TUMIiaTepiiB, BBaXKAEMO, WO Ui
OpUriHanbHi TepakoToBi BMPOOM Manu BOTMBHE MpPU3HAYEHHA. HanueaHHA y rpyby WMPOKO
BIAKPUTY 4Yawy edipHOi ONil € CYMHIBHMM 3 Ornsgy Ha AyKe BMCOKY LiHY LMX apomarTis, micua
3HaXiAOK Yy KBapTanax, A€ MeLlKanu PemiCHUKW | TopriBui cepeaHbOro AocTaTky, ¢aKktypy
TEePaKoTW, BiACYTHICTb HANEKHOrO NOKPUTTS Ta KPULLOK 3 oTBOpamu. Popma i po3mip yawi, 6inmin
aHrob Ha ii BHYTPILLHIX CTiIHKaX, POC/IMHHUIA AEeKOpP Ha *KiHOYi ronoBi AO3BONAE NPUNYCKATH, LWO B
Hei MOrnM KNacTu HeBeNMYKi NAoOAM UM HaCiHHA. BignoBiaHO A0 TaKOro BMKOPUCTAHHA Li 6tocTn
CAyrysanv BOTMBaMM, NceBAOTMMIaTEPIAMM abO CBOEPIAHMMM AQPOMATHULAMW ANA CYyXMX KBITiB UM
naxy4ymx poCauH.
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Tepakomoei 6rocmu 602uHi 3 Kopumbamu 3 Onbeii MoHmilicbKoi enniHicmuyHo20 Yacy

3 poszkonok Onveii 1936 i 1959 pp. noxodame Yomupu mepakomosi 6rocmu MCiHKU, AKa
HadineHa yHIKanbHUMU ampubymamu: KoOHyconodibHOW Yawer Ha 20a108i, Kopumbamu y 3a4icyi,
meHieto Ha nob6i ma pocauHHUM Oexkopom. Tpusanull yac y 6bazambeox nybaikauyiax ix He3miHHO
88aManu yocobneHHaAM 6ozuHi emempu. Ha noyamky XXI cm. daHceka Haykosuys [1. [yndazep
bineOe Ha nidcmasi n’amu  maneHvKux pasmeHmie nodibHuUx 6rocmie 3  PO3KOMOK
H. O. /letinyHcbkoi 8 Onbsii Ha OinaHyi «HuxcHe micmo: [ligHiu» (HIC) enepwe 3amiHuna yro
ampubyuito Ha ApiadHy, OpyxuHy [AioHica. Cnidom 30 [HWUMU HAYKOBUAMU B0HA MAKOMC
OMOMOMCHUAG iX 3 mumiamepiamu — 3acobamu 071 PO3KYPHOBAHHA APOMAMHUX PEYOBUH Y
yaweyKax. Monpu s8idcymHicme y Hux 6yO0b-aKux 8i0n08iOHUX esnemMeHmi8 i 3aAUWKi8 Kinmsasu
B80HU ompumanu Hosy Ha3ey «Ariadne thymiateria». 3200om T. M. LLlegueHKo 6ysn0 onybaikosaHo
we cim ppazmeHmis 8i0 nodibHux brocmis, AKi 8 il ocmaHHix nybaikauiax ampubymosaHo AK
mumiamepii 3 306paxceHHAM 00H020 3 Y4ACHUKI8 QioHicilicbkkozo ¢hiacy: Himepu, ApiadHu, Cemenu
ma jHwux, abo x i camozo mMonodoz2o [ioHica. Taki cynepeynusi maymavyeHHs O3HAYEHUX
mepakom yMOXU8UU 38epHeHHA 00 ix 8cebiYHo20 aHani3y.

B nepuwili, 3 08ox 3ananaHosaHux cmameli Ha U memy, po3pobseHO Mumnonozito OaHoi
epynu mepakomosux b6rocmis, 8 AKil eudineHO mpu iKoHoepagiyHux munu. Lo nepwoeo i
mpemeo20 munie 3apaxos8aHo Mo O00HUMY eK3emnaapy. [Jpyeull ikoHoepagiyHUl mun —
HaliyucneHHiwul, cknadaemosca 3 080x sapiaHmis. BapiaHm A — 8Kaw4ae 00uUHAOUAMb
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eK3emMnssapie 3 po3konok Osbsii pi3HUX POKiB, y MOMY YuUCai Yomupu MOBHICMI 8i0pecmaspos8aHi
mepakomosi b6rocmu 3 303HAYeHUMU euule iKoHozpagiyHumu ampubymamu. FinomemuyHuli
nideapiaHm Aa — 2os108a 8i0 nodibHo2o 6rocma 3 po3kornoK Heanons CKighcbKoeo. BapiaHm b —
npedcmasneHo 00HUM ppazmeHmMom i3 XepcoHeca Taspilicbkoeo.

Maemo niocmasu esaxamu, WO mMepakomu 6CiX mpbox IKOHo2pagiYHUX murnie
gueomoesieHo y Illlcm. 0o H.e. Ha Kopucmbe maKkoi OymMKuU €8i04UMb XPOHO/02IA 3AKpUMUX
KOHMeKcmis, 8 AKUX 3Hali0eHo 671U3bKO M0/108UHU 3 HUX, Y MOMY YUcai mepakomosi 6rocmu, wo 8
uinomy oamyromecs 8 mexcax lll cm. 0o H. e. HalinizHiwuli yac pumyasnbHO20 BUKOPUCMAHHSA UUX
nozpyods, HalimogipHiwie, y 00MaWHIX ceamunuwax — cepeduHa Il cm. 0o H. e.

lMpunycKkaemo, wo hopma Yaweyku Ha 20s108i mepakomosux brocmie HiHKU 8Uu20mMoeneHa
oneeilicekumu  malicmpamu  nid  8nAUBOM  Micyesux KepamiyHux mumiamepiie y opmi
KoHyconoQdibHoi yawi Ha eucokili Hixuyi Ill cm. 0o H. e. Bpaxosyr4u giOcymHicme y vawax HA
6rocmax byOb-aKkux cnidie KinmaAsu i NPAKMUYHO20 BUKOPUCMAHHA AK mumiamepiis, 88axaemo,
Wo Uyi opueiHanbHi mepakomosi supobu maau eomusHe rpu3Ha4YeHHA. HaausaHHA y 2pyby
WUPOKO 8iOKpUMy Yauly eqipHoi onii € CymHIBHUM 3 02180y Ha Oyxce 8UCOKY UiHY yux apomamis,
micys 3Haxi0ok y Keapmanax, 0e MeWwKanu pemMiCHUKU | mopeigyi cepedHb020 O0OCMameky,
¢aKkmypy mepakomu, 8i0CymHicmos HA/EXHO20 MOKPUMMA mMa KPUWOK 3 omeopamu. Popma i
po3mip vawi, 6inuli aH206 Ha T 8HYMPIWHIX CMIHKAX, POCAUHHUU OeKop Ha HciHouil 20s08i
00380/5€ nNpunyckamu, wo 8 Hei Mo2/au KAacmu HesesuyKi rnao0u, HACiHHA. BidnosidHo 0o
MaKo20 BUKOpUCMaHHA Ui brocmu cayz2ysanu eomusamu, ncesdomumiamepiamu abo
CBOEPIOHUMU APOMAMHUUAMU 015 CyXuX K8imig abo rnaxy4ux poc/auH.

Knrouosi cnoea: Onvbsis MoHmilicoka, mepakomosuli 6rocm, Lemempa, ApiadHa, LioHic,
munosnoeid, iKoHoepagiuHuli mun, mumiamepili, somus, ncesdomumiamepili, apoOMamMHuUys,
enniHiam.
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NOrPAHUYHI OB6PA3U PYCl Y CATAX NPO AABHI YACH:
IHTEPTEKCTYANIbHI MOTUBM AK O3HAKA ICTOPUYHOI NAM’ATI

Bnagucnas Kiopcak

Border images of Rus in Fornaldarsagas:
intertextuality as an indication of collective memory

Vladyslav Kiorsak

Fornaldarsagas or legendary sagas is an exemplary source to research the environment of
Icelandic authors in the late Medieval time. They combine aspects of fiction writing, historical
narrative, and folklore. The plots of these works had functioned in the memory a long time before
reaching the pages of books. As a result of this, the meaning of these texts was constantly
adapting to new conditions, leaving just some elements of the historic core. These aspects make
Fornaldarsagas a valuable source for studying the collective memory and worldview of that time.

In the current article, it was attempted to research the perception of Rus and Eastern Europe
in the legendary sagas. We tried to reconstruct general conceptions and intellectual tendencies
through the prism of the frontier images of these lands. As a result of involving Iceland in the
sphere of influence of European culture, local scientists began to use ancient and European sources
in constructing their historical narratives. When translating European treatises into their language,
the Icelanders not only copied them but substantially supplemented them. Unlike European
authors, who had too little empirical information, Icelanders inherited elements of memory from
the Migration Period, Viking Age, and Rus-Scandinavian relations of X-XI centuries. Due to this
combination of traditions, Eastern Europe received new images which absorbed the symbols of
different times and cultures.

An eloquent example of such symbiosis is the concept of Svipjod hin mikla. This term was
supposed to be a translation of the ancient concept of Scythia but acquired a new meaning and
turned the place into a «home of the Scandinavian gods». The idea of an Svipjéd hin mikla became
a mixture of ancient concepts and European interest in the East. At the same time, it was
associated with Germanic episodes, that influenced the formation of the myth about the eastern
origin of the Scandinavian gods. These ideas formed the literary canon, and the authors adhered to
it when writing their works. These aspects of Icelandic writing help us better understand the
intellectual environment and rethink the historicity of legendary sagas.

Keywords: Fornaldarsagas, Scythia, Collective memory, Svitjod the Great, Tattarariki

[ocnigKeHHA KONEKTUBHUX YABMEHb MNPO MMHY/E € XOPOWWM CMOoCO6OM 3pO3ymiTu
cBiTOrNAA Ta cnocib MMUCNEHHA CNiNbHOTU. AAKe Nij, Yac KOHCTPYOBaHHA 06pasiB MUHYAOrO Ntoam
4acTO BMKOPMCTOBYKOTb  KaTeropii TenepiwHboro. KonektMBHa nNam’aTb € cnocobom
camoigeHTuoIKauii cycninbCTBa, TOMy WO BOHA 3aBXAM MPUNALUTOBYE iCTOPUYHE A0 CY4YacCHOrO.
Yepes MmidM npo AaBHMHY MW MOMKEMO 3PO3YMITM igeann Ta UiHHOCTI, 3aranmbutuca vy
iHTeNeKTyanbHy KyAbTypy Ta HaBiTb PEKOHCTPYHOBATU NONITUYHY CUTYaLLit0 TOrO Yacy.
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JlereHgapHi carn, UM AK iX LWe HA3MBAKOTb CarnM NpPoO AaBHi Yacu, € LiHHUM gxKepenom ana
OOCNIAEHHA CNPUMMAHHA MUHYN0ro. OcobaMBOCTI LUbOro »KaHpy 3aKkNadeHi y»Ke B camili HasBi.
TaKi TBOpPM Manu Ha MeTi nepeaaTt Nnogii, Wo BiadyBaANCA CTONITTAMM paHiwe. 3a3Bu4yait ue bynu
Bi40MI iCTOpIT, WO ONMCYBaNM NPUroAM CNAaBETHMUX BiKiHFIB UM iHWKMX CTAapogaBHix repois. Lien aHp
AOCNIAHWKM BBAXKaOTb A0CTATHLO Ni3HIM, BinblicTb MOro TBOpPiB AaTytOTb Apyroto nonosuHoto Xlll-
XIV cT. TaKi TeKCTU PACHIIOTb PaHTACTUUYHUMM iCTOPIAMM, AKI CKOpille HaragylTb €BPOMNEMCHKI
pomaHu. LWonpasaa, ronoBHUMM repossMKU TYT € He NnUApi, a CNaBETHI BiKiHIKM. BTim, cloxeTu i3
NOPATYHKOM MNPUHLLEC, @ TaKOXK APaKOHW, YaKNYHU, BENETHI Ta iHLWIi KA3KOBi iCTOTU Ta KpaiHu €
HeBiZ’ EMHOIO YaCTUHOIO car NPOo AaBHI Yacu.

BUKOPUCTAHHA GAHTACTUYHUX ENEMEHTIB € HacliAKom crnocoby MMUCAEeHHA TOro u4acy.
3axonneHHA MUHYIMM YacTo NPU3BOANAO A0 MOro cCakpanisau,ii. Lie € ogHieto i3 npuynH, Yomy caru
Npo AaBHI Yacu nepenoBHeHi enemeHTamu HaagnpupogHoro. [na cepeAHbOBIYHWUX icnaHAuiB
MWHyNne 6yno 4vacom repois Ta 6oriB Ae napaHOpManbHi ABMWA 6yaAn 3BMYHOK CNPaBOIO
(Jakobsson 2013, p.203—-204). Ak Hacnigok, ue obymoBAtOBaNO NOABY BENETHIB, THOMIB Ta iHLWMX
daHTacTMyHMX ictoT. Maprapet KatoHi Pocc npunyctuna, Wo Taki enisogm BUKOPUCTOBYBAIM KONMU
BiguyyBanu 6pak iHbopmau,ii, abo He morau ii noacHuTH (Clunies Ross 2009, p. 321).

He3Barkatoum Ha 3acmnna 4apis Ta GaHTACTUKM, CIOXKETU NereHgapHuX car 3BepTanuca 4o
iCTOPUYHOrO MMUHYANOrO i NpeTeHAyBanM Ha NPaBAMBICTb Y CBOIX PO3MOBiAAX. ABTOPU LIUX TBOPIB He
BBa)Xann cebe aBTOpaMM Yy MOBHOUHHOMY pPO3yMiHHI LbOrO C/A0OBa, agKe BOHU JvWe
iHTepnpeTyBann yxe Bigomy ictopito (Gudmundsdoéttir 2012, p. 76-77). Ana Toro, wob Hapat
CBOiM CNOBaM iCTUHHOCTI, TBOPL, car LMTYBa/M NOE3it0 CKaNbAiB, NOKIMKAAMCA HA iHWI TBOpM, abo
HaBiTb HasMBanM Ha iM'a nAogen, Big AKMX 4YyaM Ti uMm iHWi icTopii. Okpemi pocnigHUKK
NPUNYCKaKOTb, WO eniyHi onoBiai Npo CTapogaBHiX repois, AKi CTann A4POM NereHgapHuxX car, €
OAHMMM i3 HaMBiNbL PaHHIX 3pa3KiB CKaHAMHABCLKOI NiTepaTypyu. BoHu Bynun cTBOpeHi 3a40Bro 4o
3anucy nepwwux car y ¢opmi natuHomoBHUX Origo Gentis (Jensson 2004, p. 168, Jensson 2009,
p.89-90, Lassen 2012, p. 53-55).

TBopeupb nereHpgapHoi carm 6OyB ogHOYacHO eTHorpadom Ta ICTOPUKOM, a TaKOX
NMCbMeHHMKOM. BiH 36MpaBs pi3Hi icTopii Ta onosiai i Hamaraeca ynopsaaKyBaTH ix, He BTpavakoum
OOCTOBIPHOCTI. IHTeNeKkTyanbHa KynbTypa lcnaHAii TBOpuna fiTepaTypHUIA KaHOH TOro 4acy.
OcCKinbKK cara He BBarKasiaca OpuUriHabHMM TBOPOM Ta NpeTeHAyBasla Ha NPaBAUBICTb, BOHA Mana
BiZANOBIAATM OYiKyBaHHAM 4MTayiB. TOMy KiHLEBMA aBTOP 3aBXKAM Hamarasca Habausutu ii go
HenucaHnx Hopm (Tulinius 2000, p.528-529, Jakobsson 2014, p. 103-104). 3 ogHoro 60Ky ue
cnpuano  36epexkeHH0 GparmMeHTiB MUHYANOro, 3 iHWOro, Ui ¢parmMeHTU KapAMHaANbHO
nepeocMmnC/IIOBANMNCA Nig, BMJIMBOM KYNbTYPHUX YUNHHUKIB.

3ragku Pyci Ta il OKONMUDb Y LMX TEKCTAX € HEMPOMOPLMHO YacTUMM Y NOPIBHAHHI i3 TEKCTamu
iHWKMX KaHpiB. MaWKe NONOBWHA NereHaapPHUX car CTOocyeTbca Pyci um iHWMX vactmH CxigHoi
€sponun. Lle gosoni uikaBo 3 ornaay Ha TepUTOpPiaNbHY BigganeHicTb lcnaHAii Ta Ha NOAITUYHI
3MiHn y ap. non. Xl ct. Binbwe Toro, Pycb HabyBae NeBHUX CTEPEOTUMHUX PUC, AKI MirpyloThb i3
OAHOro TBOPY B iHWMN. YNOPAAHUKM UMX TBOPIB 3BEPTANNCA A0 TOrO, WO OYiKyBaNW NOYYTH IiXHi
cnyxadi. BoHun 3anosnyyBanu iHpopmalLito 3 iHWKX car Ta reorpadivyHmMx TBOpPIB. B pe3yabTtaTi, Ui
WabNOHN CTBOPWUAN MEBHUM «icnaHACbKUI» 06pa3 Pyci, AKMI NoegHaB enemeHTW icTopii Ta
niTepatypw.

JocnigKeHHA iHTepTeKcTyasbHUX WabnoHIiB y po3pisi icTopMyHOI nam’aTi € xopowwum
cnocobom pPEeKOHCTPYOBATM CMOCIG MUCAEHHA CRiNbHOTU. Y LiM CTaTTi MM Hamaraauca
NepeocMUCANUTU CNPUNHATTA NereHAapHUX car 3 TOYKM 30pYy IHTENEeKTyasbHOi KynbTypu Ta
NONITMKM nam’aTi B IcnaHAji nisHboOro cepeaHboOBIYYA. 3aBAAKM NiTEepaTypHOMY KaHOHY Ta
CTUPaAHHIO ABTOPCbKMX PaMOK, iCNaHACbKi carn ¢GopmyBanuM MEBHI KyAbTypHi NaTepHU, AKi
CTOCYBa/INCA TEPUTOPIN, Hapogais Ta ntoaen. Ui natepHn € npamum BifobpaKeEHHAM KONEKTUBHOI
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nam’aTi Ta yaABAeHb. IX AOCNiAXeHHA JONOMarae CTPYKTYpyBaTU Halli 3HaHHA NPO carv, a TaKoX
3PO3YMITU AKa iX YAaCTUHA € ICTOPUYHUM AAPOM, @ AKA — e/IEMEHTOM KYNbTYpPMU.

Linnto uiei cTaTTi € AocnigKeHHs 04HOrO i3 TaKMX NaTepHiB, a came, obpas ppoHTMpy CxiaHoi
€sponun. Pycb y carax npo AaBHi YacM 4acTO MEXKYE i3 KpaiHamu, AKi B yABAEHHI TOro4YacHux
icnaHauis 6ynun midiyHUMK. IHWKMMKM cnoBamu, CxigHa EBpona YacTo 306paXkyBanaca sk TepuTopis,
Ha MeKi peasibHoro Ta MariyHoro CBiTiB. Lia 3emi1a NOCTaE YaCTUHOK CKaHAMHABCLKOro npocTopy. li
OMNMCK MAsI0 YMM BIAPI3HAIOTLCA Bif, ONUCIB iHWMX NiIBHIYHMX KOPOAIBCTB. [TpaBuTeni ui€i geprkasu
4acTO MatoTb CKAHAMHABCLKI iMeHa, a C/1aBeTHI BiKiHMM HEOAHOPA30BO OAPYKYIOTLCA i3 MiCcLLEBMMMU
npuHuecamn. Ha npoTtusary ubomy obpasy, 306pakeHi CycCigHi TepeHu, WO PACHIOTb 3ragKkamu
OPaKOHIB, BENETHIB, YaKNYHIB Ta iIHWWX GaHTACTUYHMX iCTOT. Lleit MOTMB Ayaniamy NpOCTEXYETLCA Y
GinblOCTi car, AKi NpucBAYEHi cxiaHin Tematuui. Ha Moro popmyBaHHA BNAMHYNO Garato midis,
Pi3HMX 33 3MICTOM Ta NOXOAKeHHAM. [leTanbHilwe AO0CNigXKeHHA umx MmidiB AOMNOMOXKE Ham
3pO3yMITM He nuwe ArKepena NOXOAXKEHHA CXiAHOEBPOMEMCbKMX 06pasiB y carax, a U 36arHyTu
Micue Lmx 0bpasiB B KONEKTUBHIM Nam’aTi ichaHACbKMX BYEHUX Kin TOro vacy.

3auikaBNeHHA iICTOPUYHOK NAaM’ATTIO € BAXK/IMBOK TEYi€EID Yy PO3BUTKY Cy4aCHMX COLiaNbHUX
HayK. |i JOCnigeHHA 003BONAE NOrNAHYTU Ha CRINbHOTY B KOHTEKCTi ii cBiTornagy. Aoxe cBoim
CNocobomM MUCNEHHA MU 3aBAAYYEMO HE CTi/IbKM CAMOMY MWHYNOMY, CKiJibKM Nam’aTi Npo Hboro.
Hawi yaBneHHA Npo KOAULWHI Yach 3HAYHOK Mipoto GOPMYIOTb Halle CNPUNHATTA HAaBKOMLWHbOIO
CBiTY, @ TAaKOX KPWUCTaNi3yloTb LiHHOCTI Ta BNAMBalOTb Ha noseAiHKy (Zelizer 1995, p. 217-218).
®paHuy3bkuii icTopuKk M'ep Hopa BM3HaAYaB KOMEKTUBHY MaM’ATb AK CYKYMHICTb cnoragiB neBHOI
CNiNIbHOTU NPO NepeXxnTnn abo midonorisosaHuit goceig (Hopa 2014, c. 188). Came uj cnoragu €
OCHOBHMM 3acobom ¢GOpMyBaHHA i4EHTMYHOCTEM Ta KOMYHIKaUil MiX Pi3HUMM MNOKOAIHHAMM.
deHOMeH TaKoi KOMYHiKaLii NpUTamaHHUI ycim cnifbHOTam. K cTBepAKyBaB AH AcCMaH, XoaHe
coujanbHe 06’egHaHHA He MOT/10 icHyBaTK Be3 Ky/bTypu nam’aTti y byab-akomy ii surnagi (Accman
2004, c. 30). Non KoHHepTOH 06FpyHTOBYBaB, WO 0OpPasy MUHY/IOTO NEriTMMI3YI0Tb Cy4acHWM
couianbHUM nag. BianosigHo, cnifibHAa Nam’ATb € 3anNOPYKOK €AHOCTI cycninbctBa (KOHHepTOH
2004, c. 40). 3aBAAKK LbOMY ABULLLY rpyna NtoAel 3aBXKAM MOXKE aKTyanisyBatn cebe y MUHYIOMY i
came MWHyne, 3a cioBamu fl. AcCMaHa, iCHYe nuwe TOMy, WO A0 HbOro 3BepTatoTbcsa (AccmaH
2004, c. 31).

Mam’aTb NOBYTYE y KOMYHiKaLii, BiANOBIAHO, SAKWO fAKicb ii pparmeHTN nepectatoTb 6yTU
aKTyanbHUMM, BOHM Nierko 3abyBatoTbcA. AK 3a3HavyaB Mopic AnbbBakc, Ana Toro wob nogia um
daKT 36epernn cBOE iCHYBaHHA, BOHM MatoTb HabyTn ceHcy (XanbbBakc 2007, c. 342—-343). Tomy
XapaKTepPHOW PUCOIO CTIMKUX iCTOPIM € iXHIM cMMBOJI3M Ta ANAAKTUYHI eneMeHTU. BputaHcbKui
ncuxonor ®peaepik bapTnerT, nig yac npoBeAeHHs AOCNIAKEHHS MaM’sTi, AiNWOB BUCHOBKY Npo
Te, WO 3i BCiX YaCTUH OMNoBiAj NtoaM HalKpalle 3anam’ATOBYIOTb CaMe CeHC Ta mopanb (Bartlett
1932, p. 310-315). Mpu ubomy, ictopii, Ansa Toro wob 6yTM Nam’ STHUMK, ManM BpaXKaTu c/yxada, a
TAKOX Pe30HYBaTW i3 M0ro ocobucticHum ocBiaom. LLle oAHUM BaXKAMBMM acNeKTOM, AKNMM pobus
icTopito nam’ATHOO O6YyNM MHEMOHIYHI NPUMOMM, SIKI NOriYHO 3B’A3yBann MixK coboto croxer. Y
BMMNAAKY 3i cepeHbOBIYHOO MMCEMHICTIO HAaMKpPALLMM NPUKAAL0M TaKOro NPUMOMY € reHeanoriyHi
nepenikn. Came nepeniyeHHA npaBuTenis 6yno 3B'S3KOBMMM €N1EeMEHTaMM HABKOJIO AKUX
byayBanacsa ictopis.

Mam’ATb CNiNbHOTM Ma€e 34aTHICTb 3aMiHOBATM 0CObUCTI cnoraau ntoguHu. Ananga AccmaH y
CBOEMY AOCNIAMEHHI MOKA3YE, WO iHAMBIAYaNbHI Ta KONEKTUBHI YABNIEHHA NPO MUHYNAE B3AEMHO
OOMOBHIOKTb OAMH oaHoro. Ha aymky pocnigHuui, iHamMBigyanbHa nam'atb € megiymom ana
nobynoBuM couianbHOI iAeHTUYHOCTI. B TOM e 4yac, Hawi nepcoHaNbHi Cnoragn € He 30BCiM
NepcoHanbHUMMK, agrKe GOpPMyOTbCA Mif, BNAMBOM COLiyMy Ta MOCTIMHO 3a3HatoTb 3MiH (AccmaH,
A. 2014, c. 23).
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3 fAaBHiX YaciB icTOpMYHa Nam’aTb CTasa 3HapPAAAAM TBOPEHHA MOMITUYHMX igeosoriii. YacTo
y 60poTbbi 32 Bnagy 4ifibHE Micue Nocigano NPOTUCTOAHHA Pi3HMX BepcCii icTopuyHoi nam’aTi. A.
AccmaH posriagae NnoniTMYHY Nam’aTb, AK OAHY i3 GOPM KONeKTMBHOI nam’aTi. BoHa byayeTbca Ha
NMOBTOPEHHI BU3Ha4Ya/ibHUX A4 NMEBHOro Hapoay nogii. Lle moxyTb 6yTn AK enizogu cnaBeTHUX
nepemor, fki nepepocratoTb y Mipu, Tak i TpaBmaTnuHUI aocsig (Assmann 2006, p. 215-216). Mpwu
LbOMY, XMUTTE3AATHICTb TaKMX MidiB BU3HAYAETbCA X aKTyanbHicTio. [ocnigHnua 3ayBaxuna
napagoKc, CyTb AKOro MONArac y TOMy, WO 3 YacOM OKpemi nogii He nuwe He 3abyBaloTbCA, a
HaBMaKu, 3arocTpoOOTbCA Y Mam’aATi Ta cTaloTb 6amKkumMmm (Accman, A. 2014, c. 23).

Lli TeHOeHUii TOPKHYAUCA | NepeoCMUCNEHHA ICNAHACLKOI AiTepaTypu. OgHUM i3 KNo40BUX
OOCNiAHUKIB Lboro Hanpamky € Topdi TyniHiyc. Y cBoix npauax BiH po3rnagae couianbHy QyHKL,O
caru Ta Te, ik BoHa 36epirana nam’atb. 3rigHo T. Tyniniyca nitepatypa B lchaHgii BUKOHYyBana posib
couianbHOI mMepei, agKe BoHa byna BaxnmBum crnocobom nepepadi iHpopmauii. JocnigHuK
BMBYAB CarM 3 TOYKM 30pYy TOrOYACHOI KOTHITUBHMX CXeM Ta MOKa3aBs, AK TEKCT Ta CUCTeMa YABNEHb
AonoBHIOBanuM ogHe ogHoro (Tulinius 2009, p. 193-200, Tulinius 2002, p.260-261). Y
pocnipxkeHHax MNepHin FepmaHH icnaHACbKa NiTepaTypa MAE XapaKTEPUCTUKY CXOBMLLA Nam’sTi.
ABTOpPKa NPOAOBKYE AOCNIAKEHHA KOTHITUBHUX CXEM Ta iIHTEPTEKCTYa/lbHUX €1€MEHTIB TOrO4YaCHMX
TBOpIB. N5 Hel cara € nocepegHUKOM MiXK NiTepaTypoto Ta Ky/bTypHow nam’atTio (Hermann 2009,
Hermann 2013, Hermann 2017).

CneujianbHUM AOCAIONKEHHAM NereHAapHUX car B pPo3pi3i KONIEKTMBHOI Nam’aATi 3amanaca
Enizabet Poy. [i ctaTTi npucsaAveHi BUBYEHHIO Midy NPO NereHAapHy iMnepito BiKiHriB y carax npo
ParHapa Jlog6poKa. AHani3ytouM Ui TEKCTW, IiCTOPUKWMHA MNOKasana, fAK Midu npo MuHyne
dopMyBaNn iAEHTUYHICTb Ta KOPENBANMCA i3 MOAITUYHOK CUTYaAUiED Yy Mi3HbOCEPEAHbOBIYHIN
IcnaHgii (Ashman Rowe 2009). KonekTuBHi 06pasu CxigHoi EBponu y BigobpaskeHHi icnaHACbKuX
car ctaBa/au npeameTom AocnigxkeHHs Ceepipa fAkobcoHa (Jakobsson, 2006), Onekcia EpemeHKa
(Eremenko 2006), OneHn MenbHukoBoi (MenbHukoBa 2003, MenbHukosa 2006, MenbHMKOBA
2012), TetaHun OxkakcoH (Oakcon 2013), NanuHm nasmpiHoi (FCnasbipmHa 2002, c. 194-197) Ta
FeHHagia Kasakesuua (Kasakesuu 2018, c. 46—49). IxHi AOCNIAXKEHHA TOPKANNCA PI3HUX aCNeKTis
car Ta cpopmyBan TEOPETUYHY OCHOBY HaLLOT PO6OTH.

Benuka XonopgHa LWBeuia. Agantauisa aHTU4HOro midy y cepeaHbOBIUHIl icnaHACbKiN niTepaTypi

Po3rnaa koHuenuii Benukoi LUsewii BapTo po3snouyatu i3 TBopy «Koso 3emHe»!®, akuin 6ys
HamnMuUCcaHMM KNacMKOM CepeaHbOBIYHOI icnaHacbKoi nitepatypu CHopi CtypayccoHom. 3rigHo
HbOrO, CBIT NOAINABCA Ha TPW YacTUHU. LleHTpom uporo ceiTy byno YopHe mope. Ha cxig Big Hboro
3Haxoaunaca Asifa, Ha 3axig — EBpona, a Ha niBHiY — Besinka abo XonoaHa LUseuis. ABTop BBaXKas
33 BaXX/IMBE HAro/0CUTW, WO OCTAHHA Oyna MaridHMM NPOCTOPOM, AKUN Hacenann aHTACTUYHI
icToTM Ta 3Bipi, a LWe, TyT 3HaxoAuM10cs baraTto KpaiH Ta HapoA|iB.

3rogom aBTOp pobUTb HeBenuKe yTOYHeHHA. Mexa €sponu Ta Asii npoxogmna no piyuj
TaHaic, AKa Tekna Ha TepuTopii XonogHoi LWeeuii (Snorri Sturluson Heimskringla volume 1. The
beginnings to Oldfr Tryggvason 2011, p. 6). YBaKHMWII YMTay MONKe 3annyTaTUCA Yy MOACHEHHAX
aBTopa. Aarke cnoyaTtky Benuka LLBeuia HazBaHa OKPEMOIO YACTUHOLO CBITY, @ 3r0A40M TepUTOPIELD,
AKa 3HaxoauTbCA Ha Mmexi €Bponu Ta Asii. [poTe TakMi Niaxig, € XapakKTepHUM Ans BYEHOi

18 Llein TBip He BXOAWTb A0 LUMKAY car Npo AaBHi Yacu, OJHAK MOro mnepla 4acTMHa OMoBigae mpo
NOXOAXKEeHHA ANHACTIT IHrNiHTiB. TpaAULIMHO TaKa PO3MoBiAb PO3MNOYMHAETLCA i3 CHOXKETIB MPO NOXOAMKEHHA
boris, HapoAiB Ta Mogae€ iCTOpii CllaBETHMX MpaLlypiB HOpBE3bKUX KoposiB. Okpim Toro, wo «Cara npo
IHFNiHFiB» Ma€e AyrKe 6araTo chinbHOrO i3 IereHAapHMMM caramu, BOHa 3aKaana KoHUEeNnTyanbHi OCHOBW, AKi
€ HaZ3BMYANHO BaXNMBUMMU A5 PO3YMIHHA NOAA/NbLLIOFO PO3BUTKY iCNAHACBKOI MMCEMHOCTI.
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icnaHacbkoi KynbTypu XII-XIIl cT. BiH XapaKTepu3yeTbCca NOEAHAHHAM Pi3HMX Tpaauuin, sKi
npupoaHbo GopMyBasn cynepednmsi obpasu.

Onucyroum pisHi YaCTUHKM CBITY, aBTOP HA4A€E BEAMKOro 3HavyeHHA onucy XonogHoi Lsedii.
Afke 3a 1Moro cnoBamu, LA 3emas HasuBanaca [omiskoto boris (Snorri Sturluson Heimskringla
volume 1. The beginnings to Oldfr Tryggvason 2011, p. 13). Ha y36epexki YopHoro mops
3Haxoaunaca b6aTbKiBlWMHA BaHiB, oaHi€i i3 ABOX rpyn ckaHAMHaBCbKMX boris. Ha cxig Big TaHaicy
npoxmBannu AcuM — ronoBHi 60rn repmaHcbkoro naHteoHy. Came 3BigTWM BepxoBHUN 6or OaiH
MmirpyBaB Ha CKaHAMHaBCbKMW NiBOCTpiB (Snorri Sturluson Heimskringla volume 1. The beginnings
to Oldfr Tryggvason 2011, p. 6-7).

JlereHaa npo cxigHe noxogykeHHA 6yna npuTamaHHoO 6araTbOM Hapogam Mi3HbOro
cepeaHboBivYA. lcnaHAaui TaKoX BMKOpPUCTOBYBasa UeN Mid NpuM KOHCTPYHOBAHHI iCTOPMYHOrO
HapaTMBy. HesBakatoum Ha cBow reorpadiyHy BigoOKpemeHicTb, lcnaHaia 6yna 4YacTuHOR
€BPOMNENCHKOrO iHTENEKTYa/IbHOrO NpocTopy. [oBOAI MOWMPEHO NPAKTUKOKO Ccepes MicLLeBOro
HOGiniTeTy Byno HaByaHHA y PpaHuii, AHraii Ta HimeyumHi. Tam BOHM O3HaMOMAtOBaANUCA i3
€BPONENCHKMMWN Ta aHTUYHMMM aBTOPaMM, WO HE MO0 He BNAMHYTU Ha ix ceiTtornag (Eriksen
2016, p. 13-14, Frank 1909, p. 150-151, Bandlien 2016, p. 168—-169).

Hacnigkom umx KynbTypHUX BNAMBIB 6yno 3axonneHHs Cxogom Ta Moro mictudikauia. Ana
€sponeiuis Cxig 6yB 4MMOCb TAaEMHMYMM Ta BOAHOYAC CaKpasbHUM. HaTXHEHHi aHTUYHMMMK
TBOpPaMM €EBPOMNENCbKI aBTopu onucyBanu ¢GaHTAaCTUUHMX 3BipiB Ta NereHAapHi Hapoau, Wo
NPOXXMBANM Ha UMX TepeHax. Came Ha CXigHOMY Kpai 3emJi TOrovacHi aBTOpWM PO3TalLOBYBaAM
Eaemcbkuii cag. 3emni HaBKOI0 HbOro 6YM NepenoBHEHI 3010TOM | OPOrOLiHHUM KaMiHHAM, AKi
OXOPOHANMCA 3MiAMM Ta iHWKMMM icToTamm (Chekin 1991, p. 302—-303).

IcnaHACbKi aBTOpPM aKTUBHO BUKOPUCTOBYBA/IM L0 iHOpPMALLilO NpU YKAaZdaHHI B/IAaCHUX
reorpadiyHMx TpakTaTiB. TaK MOCTaB LAWK NAACT NiTepatypu, AKMN Hacnigysas TBOpW Icngopa
Cesinbcbkoro, beau [MMpenogobHoro, [loHOpiA ABrycTOAYHCHKOrO Ta iHWMX MUCbMEHHMUKIB
(MenbHMkoBa 1986, c. 10-11, Kasakeswuuy 2018, c. 48). IcnaHACbKi BYEHi 4acTto A0CAiIBHO
nepekasyBaan TBopu uUMx 6orocnosiB. OfHakK 3a3HayeHa iHdopmaulia Habysana /NOKa/bHOI
cneundikm. BoHa noeaHyBasiaca i3 emMnipUYHMMM 3HAHHAMM CKaHAMHAaBIB Ta YTBOpPOBasa
CUHKPETUYHMN Mip cnpunHaTTa CxigHoi €Bponu. Came uen midp i chpopmyBaB obpas CxigHoi
€BpPONU y CKAaHANHABCbKMUX carax.

Ob6pa3 Benukoi LBeuji y uepkoBHo-reorpadiyHMx TBOpax YyAOBO iNHOCTPYE Ayanism y
CNPUMHATTI ichanauamm Teputopii CxiaHoi €sponu. [eski TBOpW onucyBaam il SIK YacTUHY
€BponencbKoro npocTtopy. Jo npuknagy, o4uH i3 TakKMX TPaKTaTiB MicTUTb onunc Benukoi Lseuii 3i
3ragkamu Pyci, ii HaMbiNbWKMX MIiCT Ta HaBiTb 3eMenb, WO OTOYYyBa/M L0 KpaiHy (MenbHWKoOBa
1986, c. 65). Y iHwMx onucax oikymeHu Benuka Lseuin'® noctae 3emnel, HaceneHow
yyZAepHaUbKMMM iCTOTamMM Ta AMBOBMMKHMMMK Hapodamu. TaK, TBip, WO oTpumas Ha3ey «[lposig»
3ragye NaHoTIiB, iCTOT 3 Be/AMYE3HMMM BYXaMU, AKi HaKkpmBanum yce Tino. OKpim TOro, Tam
NpoXMBanu aHKpodarn, XMmMepu, WO XapyyBanmca NOACbKMMU TinaMM Ta NUAM IXHIO KPOB
(MenbHukoBa 1986, c. 146). 3riaHo TBOpY «Hapogu BeneTHi» Benuka LUBeuia 6yna HaceneHa
6inMmn BenetTamu i3 30/10TUMM 0YMMa, A TAKOXK BOMOBHUUYMMMU XKiHKaMU, WO KUBYTb 6€3 YoN0BIiKiB
(MenbHuKkoBa 1986, c. 178). [lyKe CXOXi XapaKTepUCTUKM 3ycTpiYaemo npwu onuci IHaii Ta
HaBKOMIMLIHIX 3emenb, fAKi Yy CBiAOMOCTI TOrovacHMX ANOAEN 3HAXOAUMAMCA Ha Kpatko CBIiTY
(MenbHMKOBa 1986, c. 63).

MPMUYMHOK UMX pPi3HOYMTAHb € MNPUPOAHE CMNOTBOPEHHA iHPOpPMALIl aHTUYHUX aBTOPIB.
ABTOpPM icnaHACbKMX reorpadidyHMX TPaAKTaTiB He 3aBXAW CNiBBIAHOCK/IM 3aMN03UYEHi TOMOHIMMU i3

19 B okpemux reorpadiuHunx TpaktaTax Hassa Benuka LUseuia 3amiHeHa Ha Ckidia, abo Cidia, wo ToUHO
KOMitOBano KOHTEKCT aHTUYHUX Ta CepesHbOBIYHMX aBTOPIB.
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JNIOKanbHUMKM BignoBigHMKamn. OgHaK Ayaniam 3yCTPIYAETbLCA He fuwWe y TBOpax TaKoro Tuny.
MopibHMMKM onucamum psicHiloTb i carm. Obpa3s Pyci Ta CxigHoi €Bponu 3arasiom y carax €
HaA3BMYAMHO pi3HOMNAaHOBUM. binblle TOro, BiH MOMKe BiApi3HATUCA HaBiTb B MeXax OAHOro
TBOpY. Taka noABilHicTb 06pasiB 3ymoBsieHa cneuudikolo camoro aHpy. Cara Haye Mo3aika
CKlafianacs i3 pisHOMaHITHMX YaCTUH, AKi aBTOp Hamarasca NOB'A3aTH CIOXKETHOLO JliHie. TakMmm
yacTMHamuM morau byt eniyHa noesia, ¢parmeHTU iHWKX car, reorpadiyHi A0BiAKK, POSIbKIOPHI
e/leMeHTHN, reHeanorivHi nepeniku, nereHam Towo.

Yn He Hamackpasiwmn onuc CxigHoi EBponu micTUTb «cara npo IHreapa MaHAapiBHUKa». Len
TBip OyN0 NpUCBAYEHO peanbHil ekcneaumuii Weeacbkux BiKiHriB y CxigHy €Bpony sika Biabynaca
Aecb Ha noyatky Xl ct. (Larsson 1986, p. 107-108). Ceig4yeHHs Npo Hei 36epernnca Ha pyHIYHUX
KameHsx. JocnigHMKM HanivyoTb WoHameHwe 26 enirpadiyHnx HaNUCIB, AIKi B TOMY, YK iHWOMY
BMrAAgi sragytoTb IHrBapis noxig (MenoHukosa 2001, c. 303—-305). Taka Be/MKa KinbKicTb 3ragok
BKA3y€e Ha Te, WO 3a3Ha4YeHa MaHApiBKa Oyna cnpaBAi HeNepeciyHOW MOAIEND ANA TOro4acHoOro
cycninbcTBa. «Cara npo IHrBapa MaHAapiBHMKa» 6yna icnaHACbKMM BapiaHTOM L€l icTopii. BoHa
3beperna nvwe OKPeMi YACTUHKM Mam’ATi, AKi 0bpocTann NoKanbHUMU Midamu, Wwo O6yan
AKTYa/IbHUMM CTONITTAM Ni3HiWwe.

3a ctoxkeTom TBOpY IHrBap BiANpaBnAeTbcA Ha Pycb y MOWyKy cnasu Ta npurog. Tam BiH
noTpanase A0 ABOPY KHA3A ApocnaBa, AKMK pago noro npuinmae (MnasbipuHa 2002, c.255). MNpwu
ABopi ApocnaBa IHrBap MeLLKae TP POKK, BUBYAE MiCLLEBi MOBU Ta MaHApPYE Micuamm «CxigHUX
3emenib». 3rogom repoM HamaraeTbCA Ai3HATMCA 3BigKM MOXOAUTb FOIOBHA PivKa KOPONIBCTBA
OAHaK HIXTO He MOXe BiAMNOBICTU Ha MOro nNUTaHHA. ToAai BiH 36upae CBOIX NtOAEN Ta BUPYLLAE B
AaneKe NnaBaHHA, AKe CTAE 3aXON/IMBOKO MaHAPIBKO Yy HeBigomi Kpai (FhasbipmHa 2002, ¢.256).

LleHTpanbHUM CIOXKETHUM aTPUOYTOM TyT € pivyKa, AIKA CTAE CBOEPIAHMM CMMBOJIOM LMX
3emesib. 3a cnoBamu aBTopa, Ha Pyci € Tpu pikn i Halbinblwow € Ta, WO Teye nocepeauHi
(CnasbipuHa 2002, c. 255). ABTOp He BKas3aB Ha3BYy L€l PiUYKM UMM BUKIMKAB CYMEPEYUKM Y
NpeAcTaBHUKIB Pi3HUX HaykoBumx wWKin. OAHI AOCAIAHMKW BBa)Xanu, WO repoi maHAapyBanu
[Hinpom, iHWi 3anepeyyBany Lo Tely, Haronowy4vm Ha 6inbwin BiporigHoCTi MaHApiBKM Bonaroto
(Shepard 1985, p. 223-226). Cama cara He Aa€ BignNoBiAi Ha NMTAHHA WO XK Ue byna 3a piyka, agxe
aBTOpP ONMCYE il AyXe CMMBOAIYHO. BiH 3ragye BennyesHi noporu, nipaTie Ta iHWI MOMEHTH, AKi
CTaBa/M yHiBepCcanbHUM 3HapAAAAM ONUCY He3BiAaHOI MiCLLEBOCTI.

MpocyBatoumnch BCe Aasni, KomaHaa IHrBapa cTMkanacsa i3 pisHMMKn GaHTaCTUYHUMK iICTOTaMMK.
«lnunu 8oHU 6azamo OHis, 83008} 6a2ambox 3emesnb, NOKU He nobayuau icmom iHWo2o pooy
ma eudy; maK 80HU 3PO3yMifiu, WO B87ACHI 3eMsi ma KpaiHu 3aauwuaucs nozady» (FnasbipuHa
2002, ¢.256). Mepwmm Koro 3ycTpinm BikiHrM 6yB APaKOH AKy/b, AKMI pPa3om i3 TUCAYAMM 3Mild
OXOPOHAB 30/10TO. Big Hanagy ApakoHa 3arvHyna 3HayHa 4YacTuHa KomaHaw (FnaseipuHa 2002,
c.256-257). Oani BoiHCcTBO IHrBapa npubyno A0 fNereHgapHoro Kpakwo, Ae npasuaa uapuud
Cinbkicis. Lle 6yna BennyesHa KpaiHa i3 6aratbma mictamu, 3segeHMmu i3 6inoro mapmypy. Motim
BiKIHMM noTpanunu y nereHgapHe micto Meniononb. Micna uporo, repoi B6UAM BeNEeTHA, SHULWUAN
nipaTtie Ta NnoTpanaanun y 6arato iHWKWX KONOTHEY 3 AKUX IHIBap pPATYBaBCA 3aBAAKM BiABAXKHOCTI Ta
HenoXuTHIl Bipi y bora.

ABTOp carn BMKOPUCTOBYBaAB Li 06pa3n AK MapKepu, AKi anentoBann 40 BXe HAABHUX 3HaHb
Ta dopmyBann B yaABi NMPOCTOPOBI KOHCTPYKLji. BiH 306paKaB Ui Micua Tak, AK LbOro o4ikyBana
noro ayauTopia. B pesynbTati uboro cdopmysascs 06pas, Wo Haragysas Benuky LLseuito. Lie 6yna
TAaEMHUYA 3emnA, nepenoBHeHa CcKapbamu, AKi oxopoHAAM 3mii Ta ¢aHTAaCTU4HI ictoTn. Tyt
NPOXUBANM A3UYHULbKI HapoaK, a AedAki i3 HUX He Bynn cxoxKi Ha noaein. TekcTyanbHi aTprubyTtu
«carn npo IHreapa MaHApiBHMKa» HaragyloTb OMWCK 3eMefib Ha Kpaw CBiTy, Ae 3a C/0BaMM
cepefHbOBIYHMX BYEHMX BYB CXxOBaHMUI paii. BignoBigHO ifea TpboX PyCbKUX PIYOK, LLO 3raaytoTbCA
Ha NOYaTKy MAHAPIBKM, MOXKe NeperyKyBaT1CA i3 ige€ TPbOX PiUOK, WO BUTIKAKOTL i3 EaemcbKoro
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caay. bepyun go yBaru ue TBepAKeHHA, OKpemMi A0CNIAHMKM HABiTb NPUNYCTUAM, WO MaHApPIBKa
IHrBapa morna maTu nasioMHULbKe 3HadyeHHsA (MnasbipnHa 2002, ¢.194-195).

Pycb y «casi npo IHrBapa» CTae NOrpaHUYHUM MYHKTOM HA MEXKi i3 30BCiM iHLWKWM CBiTOM.
CeiToM Ae melWKaTb «icmomu iHwo20 pody ma sudy». e micue 6yno KnacMyHMm yocobaeHHAM
CXOA4Y, AKMM TaK Mapuau nogm Toro Yacy. O4yeBnagHO aBTOp LbOro TBOpy ByB O3HAOMAEHUM i3
TBOPaMM EBPOMENCbKUX BYEHMX, @ TAKOXK i3 KOHLENTOM npo CxigHe NOXOAMKEHHA repMaHCbKUX
boris, AKkMi po3BuHyB CHopi CTyp/iyCCOH. 3aBAAKM UbOMY BiH CTBOPWMB MNEeBHMA cumbios
repMaHCbKoi Ta EBPONENCHbKOI TpaauLin Aki BNAMHYAM Ha dopmyBaHHA obpasy CxigHoi EBponu y
Ni3HiWi Yacu.

TatTapapiku Ta TpOAHCbKMIA Mid B KOHTEKCTi icTopii CxigHoi EBponu

MpuMKNagomM NOEAHAHHA €EBPOMEMCBbKOI Ta CKAaHAWMHABCbKOI Tpaguui cTann  NisHiwi
nereHgapHi carn. OaHuMm i3 Takux TBopiB b6yna «cara npo Miworo ponbBa». AK i y BMNAAKy i3
FONOBHMIA repoii Ljei carn [PoNbB € BiLOMUM NEPCOHaMKeM y TOrovacHilt HOpAWYHINA Tpaauuii. Moro
npurogn y Aanekux 3emax CTasiM OCHOBOM CHOXETHOI MiHii 3a3HaYyeHOoro TBopy. 3aBAAKM CBOIM
HEeMMOBIPHIN cuni Ta xopobpocTi NPoNbB NPOCNAaBUBCA YNCAEHHUMM BINCbKOBMMM nepemoramu. Y
CBOiX NOAOPOrKAX CNABETHWUIN BiKiHI noTpanme Ha Pycb. Tam BiH BpATyBaB NpuHLECY Ta BigBOIOBAaB
BNaAy Y WBeACbKMX 3arapbHuKiB. MNicnsa uboro Mpoibe 6y8 NPOrosoWeHU MiCLLEBUM KOPOEM.

Okpim Pyci, AKy aBTop Hasusae lapaapikv, abo FonbMrapaapiku y TEKCTi 3ragytoTbCa LWe
norpaHnyYHi 3emni — Tattapapikv Ta MoTyHrelim. Taka iHGoOpMaLLia € YHiKaNbHOW0 AN NereHaapHUX
car. YHiKafbHiCTb UMX 3rafloKk Nosfarae y TOMy, WO AereHgapHuit MoTyHrelim 3a3suuaii
PO3TalWoBYOTb Ha NiBHOYI CkaHAMHaBI, y 3emnax caamiB. OMKOHIM TaTTapapapikuM B3arani He
3yCTPIYaETLCA Y iHLWMX carax Npo AasHi yacn?e,

AK i B nronepeaHbOMy TBOPI, KOHLENLT NOrPaHUYHUX MiCLLb HAaNpPAMY CTOCYOTbCA cxoay. Npo
po3TalyBaHHA TaTTapapiku MU 3HAEMO JILLIE Te, WO BOHa byna HanbiNbLWO YacTUHOK AYCTPiKMY,
MmeXXyBana i3 Pyccto i 3Haxoaunaca gecb Ha waaxy mix [aHieto ta IHaieto. e ogHMm «cxigHum»
aTpMbyTOM onucy byB NpaBWUTENb LbOro KOPONIBCTBA — KOHYHI MeHenaii (Asmundarson 1889, s.
180). Moro im'a aBTOp 3anosvumB i3 onosigeit Npo TPOAHCBKY BilHY, AKi B TO Yac 6yau
HaA3BMYaAMHO NONYASPHUMM He nuwe B IcnaHaii, ane 1 B ycin €sponi.

No3sb6asneHi geTtanei i onucy MoTyHreimy. I3 TEKCTY carm My 3HAEMO /MLLE Te, WO LA KpaiHa
mexyBana i3 KuiBcbKowo 3emne0 Ta Oyna BigdineHow Big Hel TipCbKMMM  NaHuUloramm
(Asmundarson 1889, s. 138). Tako aBTOp HaTAKaE, WO Le ByB Kpait HaceneHUit HaniB-TPOAAMM Ta
BENETHAMM, adxKe yCi repoi, AKi noxoauam 3BiaTn 6ynm came Takmmu. Y casi HaronoWeEHO Ha TOMY,
wo TaTrapapapikv Le KpaiHa e € 6araTo 30/0Ta. Te X CTOCYeTbcA | MoTyHreimy, Kyau
BiANPaBAAKOTLCA repoi Wwob 3aBonoaitn 6araTcTteom.

CepeHbOBIYHI icTOpiorpadu He TiNbKKM LIIKaBMANCA ICTOPIEID TPOAHLLIB, @ 1 BUKOPMCTOBYBAN
TPOAHCbKUN Midp Npu KOHCTpytoBaHHI BnacHux Origo Gentis (Macnos 2008, c.425-426). Bike
3ragaHui CHopi CTypnycoH nucas, WO BepXoBHi 601 repmMaHCbKOro NaHTeoHy Byan TpoAHUAMM i
came Buxigui i3 Tpoi 3acennnun CraHawuHasgito (Snorri Sturluson Edda Prologue and Gylfaginning
Edited by Anthony Faulkes. Second edition 2005, p. 5—7). Lia Te3a TpaHCAOETbCA Yy 6araTbox iHLWKX
TBOpax. o npuKknagy «cara npo Criopnaayra IHFONbBCOHa» PO3MNOYMHAETLCA 3i CAiB, WO KpaiHu
NiBHOYI 3aces MM TypKu Ta asiatn (Asmundarson 1889, s. 461). Taky * iHbOpPMaLLito 3HaXOAUMO | B
«Mpo3os.ii Eapi», a TaKoXK y OAHOMY i3 HalbinblW paHHiX icnaHAcbKMx TBOpiB «KHMra npo

20 TatTapapapiku 4M NoXigHi Bif, HHOrO TEPMIHWM 3yCTPIYAIOTLCA Y Mi3HIX carax, AKi He BXOAATb A0 LMKAY
KNACUYHMX NIereHaapHuUX car. |3 BeJIMKoK MMOBIPHICTIO Ui TepMmiHK 6yan 3ano3undeHi is carn npo Mponbea.
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icnaHguis». Y OoCTaHHbOMY 3a3HayeHO, WO 3aCHOBHWK HOPBE3bKOi AuMHAcTii IHFaiHriB 6yB IHI'BI,
npasutenb Typkis (Islendingabdk, Kristni saga. The book of the Icelanders, The story of the
Conversion 2006, p. 14). BiporigHo aBTOp NOCK/IaBCA Ha MOMNYAAPHY B Ti YacK KOHLEMLiO Npo
TYPKiB, sIKi noxoaunu Bia, TpoAHuiB. Lle goBoasaTb i nisHiwi TBOpKU. Y Tih ke «[llpos3osii Eggi»
3a3HayeHo, Wo baTbkiBWMHA aciB ue Tpos, Aka Tenep 3HaxoamuTbeAa y Kpaidi Typkis (Snorri
Sturluson Edda Prologue and Gylfaginning Edited by Anthony Faulkes. Second edition 2005, p. 5-7).

BiporinHo TatTapapapiku 0Oyna yocobneHHsm Uboro enniHictmyHoro Cxoady, SKuiA
PO3TaloBYyBa/M Ha Mexi EBponu Ta Asii. ABTop Hamarasca pPobuUTK CBi TBIp aKTya/lbHUM, TOXK
niabvpas 3HaMomMux repois Ta MNONYAAPHI CloXeTU. [nA Hboro He 6yNO0 NPUHUMMNOBUM Ae
pO3TaloBYyBaTU L0 KpaiHy, agxe Pycb 6yna octaHHim ¢opnoctom Bigomoi ONKyMeHMU, TOXK ii
noKauja 3anuwmnaca abctpakTHol. Cxoxolo byna cuTyauia i 3 MoTyHreiimom. Lle micue
BMKOHYBA/I0 POab AeKopauii carn. BoHO mano nigkpecnutn gyaniam y po3mexkyBaHHi CxigHoi
€sponu.

3axon/seHHA aHTMYHOMO ICTOPIED NPU3BOAMAO A0 il iMNNeMeHTauii y TeoroHiyHi mipu Ta
iCTOpMYHi HapaTMBK. Lle 3ymOBAOBaN0O BaXK/IMBICTb TAKMX TEKCTIB 3 TOYKM 30pYy iICTOPMYHOT Nam’ATi.
loea TaTTapapapiku byna ogHMm 3i cnocobiB MOKasaTM KOHTpAcCT i HagaTu Teputopii CxigHoi
€sponu 03HaK GPOHTMPY, O4HAK Le Byna He NPOCTO AaHMHA Tpaauuii. La iaea noriyHo Bunaneana
i3 TBOpIB iCNaHACbKMX iICTOPUKIB, AKI cPOpMyBann KOHUENT NOrpaHMyya y surnagi Benvkoi Leeuii.
AHTUYHI WITPUXM aBTOPa AnLIe A0AABANAN UMM 3eMAAM A40AaTKOBUX CEHCIB.

MaTepHU NnorpaHnyYyA ycnagkysanu i y 6inblu nisHi carn npo gasHi Yacu. o npuknaay, «cara
npo OgpHopykoro Erina Ta AcmyHaa B6uuio Bepcepkis» Takow onucye MoTyHreiim akuit
3Haxo4AMnBCA Henoganik Big Pyci. Y ubomy TBopi Pycb Ha3BaHo Pycieto i nokanizosaHo mix KpaiHoto
FyHis Ta Fapgapiki?! (Asmundarson 1889, s. 275). MoTyHreiim TyT 3BeTbCA 3eM/elo BeneTHiB Ha
niBHOYi, oAHaK, ByAb AKi reorpadiuHi YTOUHEHHA Yy TeKcTi BiacyTHi. Came BuxigLi i3 MoTyHremy
BUKPa/iM [0YOK PYCbKOrO KOPOAA. Ix 306paXKeHo iCTOTamMM aHTMUYHOrO 3paska, OfHa Haradysana
BeNnyesHy cobaky, iHwa rpudoHa (Asmundarson 1889, s. 306).

Okpim MoTyHrelimy y TBOpI 3ragaHo TonoHim TaTapia , AKkui MabyTb cniBBigHOCUTLCA i3
TatTapapiku «Caru npo ponbBa». Lle byna we ogHa 3emns, sika 3Haxoaunacs Ha CxigHomy LLnsaxy.
He BuKA4YeHO, WO aBTOp 3ano3uvumB U0 iHPopmauio i3 Buwe3sragaHoro TBopy, abo mas
iHbopMmaLiito Npo opaAnHCbKe 3aBooBaHHSA Pyci. LlikaBo, Wo A0 KiHUs cary He 3raayeTbea aHi Pycis,
aHi l'apaapiku, nnwe TaTapis.

3emns roTis Ta ryHis. FlepmaHcbKuii midp sk mapkep cxigHoi EBponu

He meHLW uikaBum enemeHTOM «caru npo OgHopykoro Erina» € BukopuctaHHa KpaiHu M'yHis,
WO meXye i3 Pyccto. AK i y BUNaaKy i3 nonepegHimn reorpadiyHMMM Ha3BaMM, PO3TaLLyBAHHA L€l
KpaiHW 3a/MwWaeTbea 3aragkoto. Mpu ubomy, cxoxke, e byna 3arafka He e AnA YnTadis, a 1 gna
camoro asTopa.

AHanisyoum icnaHACbKy niTepaTypy, MW 3HAXO4MMO [A0BOJi  Mano Aetaner npo
po3TawyBaHHA Uil KpaiHW. [o npuknagy, y «casi npo AcMyHAa BOMBLI 3BUTAXLIB» NOKaLiA
l'yHNaHAy iHTYITUBHO 306parkyeTbca nopag i3 3emneto Cakcis (The Saga of Asmund the Champion
Slayer 2011). FeorpadiyHnit TpaKTaT «AKi 3eMi 3HAaX04ATLCA Y CBITi» NiATBEPAKYE TE3y «carun npo

21 Taka nokanisauis PyCbKMX 3emesib € YHIKa/JIbHOK NS TOroYacHMX SiereHJapHMX car i cKopille 3a Bce
BMHMKANA BHACNIAOK MOMMAKOBOI Komninauii grkepen. @akTMUYHO aBTOp CTBEPAXKYE, WO Pyccia mexye i3
lapaapiki. Came OCTaHHilM TOMOHIM HaWyacTile BMKOPWUCTOBYBABCA A/ NO3HAYeHHs Pyci y icnaHOcbKux
carax. O4eBUAHO aBTOpP TEKCTY NMOC/AYrOBYBaBCA PiISHUMU OyKepenamm, Ta NOMUIKOBO NPOTPaKTyBaB Pycb Ta
Fapaapiku AK pisHi gepxasu.
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OpgHopykoro Erina», age postawoBye [yHnaHa, nopag i3 3emneto rotis, Henopganik Pyci
(MenbHuMKoBa 1986, c. 65). OgHaK, Kyau YacTile Uua KpaiHa 3HaxXoAUTbCA 38 MeXKamu reorpadiyHmx
KOOpAMHaT.

loes TyHnaHay noxoamTb i3 peuenuii repmaHcbKoro Midy y nisHbocepeaHbOBIYHIN
icnaHAcbKin icTopiorpadii. He3Bakatoum Ha BeNMYE3HUI YaCOBWUIM MPOMIXKOK, iHGopmauisa npo
noaii 1V-VI cT. 36epiranaca B iCTOPUYHIN nam’aTi Ta NpuAaWITOBYBanacsa A0 Cy4acHOCTi y dopmi
carn. MNogii nepioay Benukoro nepeceneHHA HapoAiB CTaAnm OAHUM 3i CTOBMIB POpPMyBaHHA
PaHHbOMOEPHUX iaeHTUYHOCTel y CKaHaMHaBIl | TepuTopii CxiaHOT EBpONKM 3alimanu TyT BarKAnee
Mmicue (Gudmundsdottir 2012, p. 60—61, MenbHukosa 2012, ¢.126 ).

lMepeKoHNMBMM [0KA30M LbOro TBEPAXKEHHA € «cara npo lepsiop». Uei tBip XIV CT. €
CMMBi030M eniyHOT repmMaHCbKOi MOETUKM, BiKIHIIBCbKUX CIOXKETIB Ta Cy4aCHUX MOTMBIB. Bnpoaos:k
CBOEi eBoAtoLUil, cara B6Mpana pucu pisHMX Yacie. Hapsaay i3 repmaHCbKMMKM MOTMBAMKU aBTOP
3ragye Pycb Ta ii BigHOCMHM i3 aepkasoto roTie. OKpim TOro, y ofgHil i3 pedakuii Lboro TBOpYy
3HAX04MTbCA reHeanoriYyHMM nepenik, AKMN NoB’A3ye repoiB carn i3 NpeacTaBHUKaMK LWBEACbKOT
npasnayoi anHacTii (FThasbipuHa 2001, c. 67-68). OaHaK, UM He HANLIHHILLMMN enemeHTaMn TBopy
€ YNCNEHHI BCTaBKM aBTEHTMYHOI NOeE3ii, AKa MiCTUTb YHiKanbHy Ana lcnaHgii indopmaduito.

binbwicTb Noailt Lboro TBOPY BiAOYBatOTLCA HA TepuTopil CxigHOT EBponKn. 3emna roTis, YM AK
il HasuBanu icnaHaui PeiarotnaHa, sHaxogunaca Ha 6eperax piukn OaHnapctagip (The saga of
King Heidrek the Wise 1960, p. 46). [locnigHWKK cX0AATbCSA HA TOTOXKHOCTI Li€i Ha3BW cTapoaaBHil
repMaHcbKili Ha3gi [Hinpa. |i BUKOpUCTaHHA BKa3ye Ha [JaBHICTb NOXOAXKeHHA dparmeHTiB caru.
3emni roTiB 6ynu BigaineHi Big ryHcbKMx TepuTopilt nicom, Wwo Hasmeasca Miopksia (Hervarar saga
ok Heidreks. With notes and glossary by G. Turville-Petre. Introduction by Christopher Tolkien 1956,
p. 56).

CroxkeT 6UTBU roTiB i3 ryHamm, Lo 6yB BUKOPUCTAHWUI Y «casi Npo epBiop», BXOAMB TaKOXK i
00 HalpaasHiwwux Bipwis «MoeTnyHoi Eaam», 3okpema Ao «[llicHi npo ATni». Y HUX TeX 3ragyBanaca
TepuTopia YKkpaiHu. LWonpasga, 3amictb Ha3Bu [JaHnapcragip TyT BUKOPUCTAHO CKOPOYEHY Ha3By
Hannap (De Gamle Eddadigte udgivne og tolkede af Finnur Jonsson 1932, s. 306). Onosiap i3 «[icHi
npo ATAni» € Ay»Ke CXOXKOol A0 MOTUBIB «caru npo lepsiiop». BoHa nepeKkasye AaBHii enoc npo
BiMHY ABOX NJIEMEH, AKNI y Pi3HMX GOpMaXx 3yCTPiYa€eTbCA Y 6araTbOX repMaHCbKMX ONOBIAAX.

3ragKn TYHCbKUX i TOTCbKUX 3emenb nopag i3 Pyccio y reorpadiyHmx TpaKTtaTtax, carax Ta
eAaMYHNX Bipllax BKa3yloTb Ha MOLWIMPEHICTb L€l TpaauLii WoHaMMeHLWe Yy OKPeEMUX HAYKOBUX
Konax. Heseaxatoum Ha Te, WO TBOPLi Car He 3aBXKAW PO3rnAganun 3ragaHi KOponiBcTBa AK YaCTUHY
CXigHOro CBiTy, OMOBiAi NMPO 4Yacu BE/IMKOro nepecesieHHA HapoAiB 4YacTto NObiIKHO TopKanuca
CxinHoi €Esponu. Lle He mornio He AoaaBaTu MipiYHOCTI LbOMY MicCLitO.

[epraBn roTiB Ta ryHiB cTaan yocobneHHAM @aHTaCTUYHO-TEPOIYHOTO MWHYAOrOo, SKi
cMMBONi3yBanu npabaTbKiBWMHY CKAHAMHABIB. BOHW Oynn niTepaTypHUMWM KOHCTPYKTAMM, SAKi
aBTOPW aKTyanizyBaaum y cydacHocTi. Lli clokeTu € Haa3BMYaMHO BaKJAMBUMM 3 TOYKU 30pY
dopmyBaHHA noniTMKKM nam’ati. CKaHAMHABCLKI NpaBuTeni BBaXkann cebe HallagKamu CnaBeTHUX
repMaHCbKMX BaTaKKiB, a TOroyacHi ictopiorpadu obrpyHTOBYBaM iCTOPUYHI BUTOKM Cy4acHUX im
KoponiBcTB. MNam’aTb Npo repmaHcbke muHyne pobuna CxigHy €EBpony ocobamMBum micuem ans
CKaHgMHaBiB. BoHa popaBana i we ogHiei «mariyHoi» BAAacTUMBOCTI, AKa pobuna ui 3emni
«JomiBKoto borie». AarKe nam’aTb NPO BENMKE NepeceneHHs HapoAiB Hanpsamy KopentoBanaca i3
onoBigsamMM Npo mirpadito 6oris. PesynbTaTomM LbOro € 3ragku npo reorpadivyHy 6am3bkicTb Pyci Ta
3eme/lb IYHIB y carax Ta reorpadivyHmMx TpaKTaTax.
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BucHoBKuK

PyYHKLiOHYBAHHA Pi3HUX CUMBOIB Ta MOTUBIB iCTOPMYHOI Nam’saTi 3ymoBuM/IO Te, Wo Pycb Ta
CxinHa EBpona ayxe yacto dirypysasm OCHOBHMMW AeKopaliasMun Ans nogi nereHgapHux car. Le
byna TepuTOpia, 3g4aBHA NOB’A3aHa 3i CKAHAMHABCbKMM CBIiTOM, NPO WO 3anuvwunoca barato
3ragokK, Aki Bupoctann y ¢abynu. B ToM Ke uyac, ue bynam 3emni, uikaBi ANA TOro4YacHWX
iHTeNeKTyanis, WO 3axXOMNA0BaINCA aHTUYHOI NiTepaTypoto. EBponencbki aBTopu nepekasysaim
APEeBHi iCTOpii NMPO ama3oHOK, KiHOKedanis, MaHOTIiB Ta iHWMWX iCTOT, AKi Hacenanu 3semni
nereHgapHoi Ckidii. Jlaci go ¢daHTaCTMYHMX icTOpIM ichaHAUi nepeocmucAloBanM Ui onosigi Ta
BMKOPUCTOBYBa/M iX y BnacHux Teopax. Came ui ABi Teuii cdopmyBann Ayanism y CNpURHATTI
TepuTopii CxigHoi €Bponun. 3 oaHoro 6OKy Ui TepeHn 6ynn pobpe BigOMMMM, 3 iHWOrO
€K30TMYHUMMU, WO pPobuNo iX AOMIBKOW ANA AUBOBUMKHWUX XMMEP, HE3BUYHWUX JNoAein, Ta
HeICHYHUMX KpaiH.

lgea Benukoi Lseuii Hapogmnaca AK CKaHAMHABCbKMMA BiANOBIAHWMK aHTUYHOMY TEPMIHY
Ckidia. OgHaK UbOMY TEPMiHY HE CYANNO0CA CTATU 3BMYAMHUM NepeKknagoM. ICTOPUYHUIA KOHTEKCT
BHOCWMB CBOi KOpeKTUBU. NoHATTA, Wo Mano ByTu anpiopi eBponencbkuM, yBibpaso ckaHANHABCbKI
pUCK | YTBOPWIO HOBUIM GEHOMEH, AKUA OTPMMAB NOAA/NbLINI PO3BUTOK Y Ni3HiWKNX TBOpax. CyTb
uboro ¢eHoOMeHy nonasrana y NOEAHAHHI eMnipuMyHMX 3HaHb Ta BYeHOi Tpagumuii. Mip CxigHoi
€Bponn MaB CBOE NIAFPYHTA Yy CKAHAWHABCbKiM Tpaguuii. KopiHHA uboro midy caratoTb 4yacis
Bennkoro nepeceneHHa HapoAis, WO 3rogom TpaHchopmyBanocs y igeto mirpauii 6oris 3i Cxoay.
Came Ha CTMKY uUMX ABOX CTUXiW yTBOptoBanuca obpasu, aki popmysann Hosi dparmeHTu
KONEKTUBHOI Nam’aATi.

MatepH Benukoi Llseuii ctaB BU3HaYanbHUM ana popmyBaHHA obpasiB CxigHoi €EBponu y
nisHilWwmx carax. BiH cpopmyBaB KoHuenuito TepuTopii, wo byna yactmHoto €sponu Ta Asii — ABOX
CBITiB, AAKi penpe3eHTyBaN peasibHe Ta YABHE Yy CBiAOMOCTI NoAen cepeaHboBivysA. MNpeacTtaBHUKK
Pi3HUX BYEHWUX Kin IchaHAaii He morau He 3BepTaTMCA A0 LbOro CTepeoTUny Mpu KOHCTPYHOBAHHI
BNACHUX iCTOpPiN. Aa)Ke BOHM HamaraamcA MAKCMMANbHO HabaAM3MTU CBOI icTopii A0 icHyrO4OI
Tpaguuii. Came UMM, Ha Hawy AYMKY, MOXHa MOACHUTM 06pa3 Ayaniamy, SIKMN NPUCYTHIN Yy
BinbloCTi cXiAHOEBPONeCbKMX eni3ofax nereHgapHux car. O6pasu MoTyHreiimy, TaTrapapiku
lyHNaHAY, a TaKOXK iHLWNX ANBOBMKHUX MiCLb € NOXiAHUMMU Big, Uiei Tpagumuii. Mam’aTb npo Benuke
rnepecesieHHsA HapPOAiB Ta CXiAHOEBPOMNENCbKI eni3oan repMaHCbKUX NAeMeH 3mMilllyBanaca i3 igeeto
Npo CcXigHe NOXOAKEeHHA CKaHAMHABCbKMX OoriB. 3ragku npo noxoAu BiKiHriB Ha Pycb
NoeAHyBanaca i3 EBPONEencbKoo TpaauLieo cakpanisauii Cxoay. BXoaKeHHsA pyCbKUX 3emenb A0
cknaay 3onotoi OpAy 3HANLLIO HOBI NiTEepaTypHi BUABK Y CYMillli i3 TPOSHCBKMMKW MOoTMBaMU. A L
CIO’eTHW, B CBOIO Yepry, BM/AMBA/IM Ha HACTYMHi Ta TBOPWU/IN HOBi CEHCM Ha mapriHeci igei. Yci ui
YMHHMKM, Y KyNi i3 TICHAMM PYCbKO-CKaHANHABCbKMMM BigHOCMHAMK, yTBOpUAKN ocobansuii obpas
Pyci Ta CxigHoT €EBpONMK, WO 3HAMLWAO CBili BUAB Yy icnaHACbKiM nitepatypi XII-XIV cT.
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MoeparHu4Hi obpa3su Pyci y cazax npo 0asHi yacu:
iHmepmekcmyanbHi Momueu AK 03HaKa icmopu4vHoi nam’ami

JlezeHOapHi cazu abo cazu npo 0asHi yacu € 4yo0os8uM OxcepesoM, AKE perpe3eHMmye.
cepedosule 8/10CHO20 MBOPEHHA. BoHU noedHanu pucu xy0oxu Hboi nimepamypu icmopuyHo20
Hapamugy ma ¢onbKaopHoi mpaduuii. Cloxemu yux meopie 00820 (hyHKUIOHy8aaU y nam’ami
nepw Hix¢ nompanumu HA CMOPIHKU KHU2. B pe3yanbmami yoeo, ix ceHc nocmiliHo adanmysascs
00 HOBUX yMO8, 30AUWAKYU AUWEe OKPeMi enemeHmuU icmopu4Ho2o A0pa. 3a3HavyeHi acnekmu
pobasmos yeli ¥aHp YiHHUM Oxcepesnom Os5 8UBYEHHA KO/AEKMUBHOI nam’ami ma ceimoenady
moeo 4acy. Y cmammi 30ilicHeHo crnpoby docnidumu cnpulimaHHa Pyci ma CxioHoi Eeponu y cazax
npo 0aeHi 4Yacu. Kpizb npusmy noepaHuU4YyHUx obpasie yux 3emesnb MU HAMO2AaAUCH
PEKOHCMPYo8amu 3a20bHi YyABAEHHA MA iHMeneKkmyasaobHi meHOeHyil, uo crnpu4yuHuauca 00
hopmyBaHHA Uux croremise. BHaAcni0ok 3anyvyeHHA IcnaHOii 0o ceghepu erausy esponelicbKoi
KyaAbmypu, micuesi 84eHi MoYuHarome GKMUBHO BUKOPUCMOBY8AMU AHMUYHI ma €sponelicbKi
Oxcepena npu KOHCMPYHOBAHHI B8/ACHUX icmopu4yHUx Hapamusis. [lepexknadaroyu e€sponelicbKi
meopu Ha 8/ACHY MO8Y, icaIaHOUi He Npocmo Konitoeanu ix, a cymmeso 0onosHosanu. Ha 8iomiHy
8i0 esponeliyie, AKi maau HAOMO mMano emnipuydHoi iHghopmayii, icnaHOUi ycrnadKkyeanu enemeHmu
nam’ami 3 nepiody Benukozo nepecesneHHA HAapoodis, Enoxu sikiHai8 Ma pycbKO-CKAHOUHABCbKUX
gioHocuH XI-XIl cm. Yci yi acnekmu npu3senu 00 NOEGHAHHA mpaduyili ma, K HaAcnidok, 0o
¢opmyeaHHs Hoeux obpaszie CxiOHoi €eponu, AKi yeibpanu pucu pi3HuUx 4Yacie. Ackpasum
npuknadom makoeo cumbiosy € idea Benukoi llseyii. Lleli mepmiH mas cmamu rnepeKkaaoom
aHmuyHozao noHammas CKighia, 0OHaK Habys HOB020 CeHCy i nepemesopus ye micye Ha «O0OMIBKY
CKaHOUHascbKux boeie». 10es Benukoi Lseuii cmana cymiwiwio aHMUYHUX KOHyenyil i
esponelicbKo2o 3ayikassieHHA cxo0om, 8 moli #e 4Yac, 8oHa b6yaa Noe’a3aHa i3 2epMaHCbKUMU
enizo0amu, Wo 8rnsauHysa0 Ha opmMyB8aHHA Mighy NpPo cxiOHe MOXO00HEeHHA CKAHOUHABCbKUX bozis.
Yci ui idei popmysanu ceoepidrHuli nimepamypHuli KAHOH, AKO20 NPUMPUMY8AAUCA asmopu nio
yac 3anucy ceoix meopis. Li manodocnioxreHi acnekmu ic1aHOCbKOI nucemHocmi dornomazarome
HOM Kpauwe 3po3ymimu iHmenekmyasbHe cepedosuwe ma rnepeocMmucaumu icmopuyHicme cae
npo 0asHi Yacu.

Knwwuosi cnoea: JleceHOapHi cazu, Ckigia, KonekmusHa nam’asme, Benuka Llseuyis,
Tammapapiku

Vladyslav Kiorsak, PhD Student at the Institute of Ukrainian Studies. I. Krypyakevych. The National
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MWC/IMBCbKA FEPANTbOUKA HA BOJINHI TA KUIBLLUHI
Y XVI - NEPLLIMA NONOBUHI XVII CTONITTA

Hagia KpasueHko

Hunting Heraldry of the Volyn and Kyiv Regions
in the 16 — early 17" centuries

Nadiia Kravchenko

The article is devoted to the subjects and symbolism in the hunting heraldry of the Volyn
and Kyiv regions in the 16t — early 17t centuries. Among the innovations of this time period is the
appearance of atypical imagery in Ukrainian heraldry, namely that of wild animals and hunting
horns. The author analyzes the well-known coats of arms associated with hunting, their prevalence
and probable reasons for their obscurity in these areas compared to the Kingdom of Poland.

In the early modern period, nobility used heraldic signs and legends to emphasize their
ancient origins, land tenureship and political influence. The appearance of wild animals on
Ruthenian coats of arms was symptomatic of the spread of Western heraldic tradition and hunting
culture as such. There were multiple instances of symbiosis between the Ruthenian heraldic
tradition and Western templates, the most striking of which is the “Korczak” coat of arms. It is
believed that the mantling in the form of a dog of the Hungarian Vizsla breed, depicted sitting in a
bowl is of Hungarian origin, but the image of the shield (an "escutcheon") of this coat of arms is
actually Ruthenian, interpreted as three belts, logs or rivers. Less prolific than the “Korczak” coat of
arms and its variations were the addendum of Western heraldic attributes to the old coats of arms,
such as that of hunting horns.

Most of the Western-style coats of arms known or relatively known in these areas belonged
to those granted to the Grand Duchy of Lithuania nobility in 1413. Many of them were distributed
mainly among the small gentry of Polish origin or Galician immigrants. Instead, in the Volyn and
Kyiv regions, the gentry preferred their own historical coats of arms, created on the basis of ancient
territorial symbolism. Conceivably, their commitment to ancient heraldic tradition was intended to
accentuate their Ruthenian identity.

Key words: coat of arms, hunting fauna, Volyn voivodeship, Kyiv voivodeship, the Polish-
Lithuanian Commonwealth, the early modern period.

Yacn CepegHboBiuys, a TouHile, oro «Bucokoro» nepiogy (XI-XIV c1.) € Tielo enoxoto B
€BPONENCHKIN icTopii, AKa NO3Ha4YMNaCb NOABOIO repbiB AK O3HAKMU CTAaTyCy MOro BNACHUKA, @ TaKOX
neyaTKkM 3 Moro 3o06pakeHHsaM K gogatka go nianucy (binoyc 2012, c. 128). Lle asuwe ackpaso
Binbunocb B AinoBoAcTBi KpaiH 3axigHoi €Bponu, Hanpuknaga, PpaHLy3bKOro KOpPOiBCTBa,
OCKINIbKM YMMano [OOKYMEHTIB 3aTBepjKyBaiMCb neyaTKaMu i3 306pakeHHAM repba. WMoro
HanABHICTb Oyna CBiAYEHHAM HANEXKHOCTI BAACHMKA A0 NEBHOr0 CTaHYy, a KOPWUCTYBAaHHA HUM —
cnocobom couianbHOT penpeseHTauil (moxigHoi Big ANMUAPCbKOI), AO0Ka3om BignosigHOro
NoxoAayKeHHA, HasBHOCTI Bnagm Ta Bnamey. Y PaHHbomogepHuii yac Bigbynack Kogudikauina
3000YTKiB cepeHbOBIYHOI repasbAnKK: CTBOPEHI BigNOBIAHI NpaBMAa, WO CTOCYBANCb OCHOBHUX
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repboBMx KOJIbOPIB Ta ¢iryp, XyTpa, KAeMHoAiB (41 HAWONOMHMUKIB), 61a30HYBaHHA, repbosi
nereHgun. [MapanenbHo i3 €BPOMENCBKMM TrepOOTBOPEHHAM, Ha YKPAIHCbKUX TEPEHax TaKoX
dopMmyeTbca BnacHa repbosa TpaamLia, NiArPYHTAM A0S AKOI CTaAn AaBHI POAOBI 3HAKU, AKUMU Y
T.4. MO3Ha4Yanu BAacHictb Ha yrigaa (OaHopoxkeHko 2012, epanbOuka 4neHie 20cnoddpcbKoi
padu, c. 193). Y 38’A3Ky 3 UMM 3MICT i CMMBONIYHE 3HAYEHHA YMMAJIOi YACTUHM repbis, AKi
cbopmyBannCb Ha iX OCHOBI, po3wndpyBaTM A0BOAI BaxKKo. [NisHbOcepeaHbOBIYHMIA MNepiog B
icTOpil YKpaiHCbKNX 3emenb € TUM YacOM, KOJIN EBPOMENCLKI repboBi TpaauLii NpocoYyoTbCa Ha
TepeHn BonuHi Ta KMIBWMHM Ta YMHATb CBiM BNIMB HA YKpaiHCbKe repbOTBOPEHHA, fiKe A0TU
PO3BMBAJIOCb NEPEBAXHO Ha MicLueBOMY FpyHTi. Cnig, TakoX BpaxyBaTu Te, WO NOWKUpPEHHA repbis
€BPOMENCbKOro 3paska 6y/s10 YacCTUHO WMPLLIMX CYCNiIbHO-NONITUYHMX NpoLeciB, NOB’'A3aHMX i3
IOPUANYHUM 3PIBHAHHAM NO/IbCbKOI WAAXTU Ta NPeACTaBHUKIB HObiniTeTy BK/I.

MucnmecbKa KynbTypa paHHbOMOZEPHOrO 4acy, AK 3HaMWAa CBi NPOAB Y repanbamui, €
6araTOKOMMNOHEHTHUM ABMULLEM, MOABA AKOro MoB’A3aHa 3 €BOJIOLIED MUCAMBCTBA Big, ranysi
€KOHOMIKM A0 apUCTOKPaTUUYHOroO 3aXOMNJeHHsA, AK BUAY CNOPTUBHOI po3Barn. [lontoBaHHA AnA
3HaTi 6yno cnocobom MigTPMMAHHA rapHOi Gi3nyHOiI popmuM | HaBUHOK MOBOAKEHHA 3i 36POEID,
micuem HedOpPMaNbHOrO CMiNKYBAHHA; Ha 3ragKy NpO HbOro /IMWAANCL MUCAUBCbKI Tpodei, Ak
A0Ka3 mancrtepHocTi mucamsua. AAH Octpopor (1565-1622 pp.), N0O3HAHCbKMI BOEBOAA Ta AOBipeHa
ocoba nonbcbkoro kopona CurismyHaa lll, y ceoemy Tpaktati «Mysliwstwo z ogarami» nuwe npo
NpaBo MO/IIOBAaTU AK YaCTUHY LWAAXETCbKMX BOJNIBHOCTEM, @ CaMy LWAAXTY HA3MBAE «BiNIbHUM
MUCAMBCBKUM HapogZom». TaKoXK aBTOpP NOpagHWKa AO0AA€E, WO NOAKBAHHA - FigHa cnpasa 4nA
nvuaps, 6o K posBara 6e3 goknageHoi npaui — po3kiw, wo Momy He nacye (Ostrorog 1859, s. 3-4.).
MpupopgHi 6araTcTBa, MOXAMUBICTb BeAEHHA MOJIIOBAHHA TPaAM CBOK POJb, KOAW WMLWAOCA MPO
3emMenbHi HagaHHA, IX NigTBEPAKEHHA UM NPOAAXK, BigAaHHA Nig, 3aCcTaBy, YCNagKyBaHHA, NPO WO €
BiANOBIAHI 3raaku B Axepenax (Jlyupka... 2013, c. 213, 216, 330, 401).

MonynapHiCTb MUCAMBCTBA Y PAHHbOMOAEPHMIM 4Yac CNPUYMHAE NOABY LiNOro naacty
KY/IbTYPU — MUC/IMBCbKUX Caanb Ta Nanauis, iHKPYCTOBaHOI cpibiom Ta KiCTKO 36p0oi, KHUKKOBOI
rpadikvm Ta HaTEOPMOPTIB HA AaHY TEMATUKY, TPAKTATIB-NOPALHMKIB 3 NPOBAAKEHHA NONOBAHHSA Ta
AOrNsaAy 3a NOMIYHMKAMKM MUCAUBLA (MPO OAMH 3 SIKMX B¥Ke 3ragaHo Buule) Ta iH.. (KpaBuyeHKo
2012, c. 44-45). CraHom Ha XVI — | nonosumHy XVII cT.. BigOMO npo OKpemi cnign
3aXiAHOEBPONENCbKOI MUCIMBCbKOI MOAWN Ha YKPAiHCbKUX 3eM/IAX — A0 MPUKAaay, cepes, MmanHa
KHA3iB OCTPO3bKMX irypytoTb CcreljanbHa BOrHenasjsbHa 36pos, A0POri MUCAUBCBKI  PiXKKM,
aKcecyapu, XyTpa iHO3eMHOTro nNoxoaKeHHs (YnbaHoBCbKMI 2012, c. 1173-1174).

OpHakK, maTepiasibHUIA KOHBOM MWCAUBCBHKOI KyNbTypyu MaB He Aule yTUAiTapHy QyHKLUito.
Ona notpeb HobiniTauii, cebTo A0NYYEHHS OO0 APUCTOKPATUYHOrO CTaHy, CTBOPHOBA/IMCb HOBI
repbu, a Ha Aeaknx 3 HUX ¢irypyBanm MUC/INBCBKI CloXKeTn. [leaki 3 HUX cTanun ayxKe Bigomumu y
€Bponi i NnowMpuAUCb AaNeKo 3a MexKi Tiel KpaiHu, ae BOHM 3’aBuauck. o3a TuUMm, y pycbKii
repanbguui, e nepeBaKatoTb POAOBI 3HAKWM, TAKOXK TPANAAOTbCA XapaKTEpHi Ana 3axigHoil
repanbguKu CIOXKeTU (36pos, TBapuMHU, MUC/IMBCbKE CNOPAAXKEHHA). MPO NOWMPEHHA Ha TePeHax
BonauHi Ta KuiBwmHKM repbiB 3axiAHOEBPONEMCHKOro 3pa3ka i 3 MUCAUBCbKMM MNiArPYHTAM, UM,
TOYHiLE, Bi3ya/lbHUM €NEMEHTOM UTUMETbLCA B LLilA CTATTI.

BuKkopucTaHHsA repbiB 3axigHOro 3paska 3HATTHO (Y T.4. WAAXTOK), KA BOOAi1A MAETKAMM HA
BonuHi Ta KniBwmHi, 3adikcoBaHe y piunocnonmtcbkux repbosHuKax XVI-XVIII cT.. 3a aBTOpCTBOM
BapTtowa Manpouybkoro («Herby rycerstwa polskiego przez Bartosza Paprockiego zebrane i wydane
r. p. 1584», 1584 p.), lUumoHa Okonbcbkoro («Orbis Polonus», TputomHuK, 1641-1643 pp.) Ta
Kacnapa HeceupKoro («Korona Polska przy ztotej wolnosci starozytnymi rycerstwa polskiego i
Wielkiego Ksiestwa Litewskiego klejnotami, najwyZszymi honorami, heroicznym mestwem |
odwagg, wytwornq naukq a najpierwej cnotq, poboznosiq i Swigtobliwoscig ozdobiona, potomnym
zas wiekom na zaszczyt i niesmiertelng stawne pamietnych w tej ojczyznie syndw podana», y
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Ni3HiLWLOMY NepeBUAaHHI, BAKOPUCTAHOMY A1A HAanNWCaHHA i€l cTaTTi pirypye ak «Herbarz polski...»
1728-1743 pp.). FepbOBHMKN € OCHOBHUMMW AKepenamm ans focnigKeHHa aaHoi Temu. Came B HUX
onucaHi repbu MNoAbCbKOI, PYCbKOi Ta JIMTOBCLKOI LUASXTU, PAa30OM i3 BAaCHE iX 306parKeHHaAMM,
cepegHbOBIYHUMW NlereHgaMn Npo BMHUKHEHHA (BBAXKAETbCA, WO BOHWM MalTb Oinbl Ni3HE
NMoOXOAKeHHA) Ta A0AaHUMM MNPI3BULLLAMWU POAMH, WO HUMM Boaoginu. CTpyKTypa repboBHUKIB
Pi3HUTLCA — Yy repboBHMKax b. Manpoubkoro Ta LU. OKO/NbCbKOrO BMILLLEHI ONUCK Ta JiereHau,
nos’sa3aHi 3 repbamu, ix 306paxkeHHn, gani hae MmoBa NPO OKPEeMi POAUHWU, WO BOMOAINN HAMMK; B
«Orbis Polonus» 3Ha4HO Ginble iHGOpMaUii NPO PYyCbKi poaM, a TAaKOXK NPOBeAEHI CUMMBOIYHI
3B’A3KM MiXK repanbankoto Pedi MocnonmToi i 4aBHbOK CMMBOIIKOKO aHTUYHUX NPABUTENIB, Ha AKil
TakoX mornu oirypysatn auki tBapuHmn (Okolski 1641, p. 317-318). HatomicTb B repb6oBHUKY K.
HeceubKkoro BmileHa ctucnaa iHbopmauisa Npo BCi piYnocnonnTCbKi repbu, nereHam (AKLWO BOHM
HafABHi), @ TaKOX [OBr MepenikM POAWH, WO HMMM NOCAYrOBYBA/IMCb; NPO OKPEMi LUNAXETCbKI
pPOAMHU MaeTbeA Binbll PO3/10ro, BKAa3aHi Bapiau,ii okpemux repbis pasom 3 ix 306parkeHHAMM.

MowwupeHHA repboOBHMKIB came B PAaHHbOMOAEPHWUA Yac HEBMMAAKOBE — B LeK nepios y
cepenoBuLL KOPOHHOI LWWAAXTU 3POCTAE LiKaBICTb 40 reHeanorii Ta icTopii poAoBMX 3HAKIB, a pa3om
3 TUM I iHTepec A0 AaBHbOI iCTOpii CBOET KpaiHW. Lie aBue cBig4MN0 Npo NOLWYKU CUMBOAIYHOrO
O6r'PYHTYBAHHA BMN/AMBY LWAAXTM Ha BHYTPILWHIO MOAITUKY CnoyaTtky MMo/AbCbKOro KOponiBCTBa, a
notim i Pedi Mocnonutoi. lepb O6yB 4YacTUHOKW capmaTcbKOro o06pasy WAAXTUMYa, Koro
camoigeHTnoiKauii, MeToaoM YyTBEpPAKEHHA B/IAaCHOrO CTAHOBMUWA Ta [LO0KAa3OM [A3aBHbOrO
WAAXETHOTO MOXOAMKEHHA, AK i 3B’A3KY 3 pigHOIO 3emset0 3 AaBHiX 4aciB. Came Tomy y LMX
nereHgax ¢irypytoTb AK Ainosi ocobu Koponi 3 guHacTii MNAcTis, YaciB «3010Toro BiKy» MoAbCbKOro
KOpONiBCTBA, KOAW X Ui MoHapxu (Bonecnas Cminueuii, bonecnas Kpmoyctuii Ta iH..) HIBUTO i
AapyBaan WAsXeTHUM nnuapam repbu (Kazanczuk 2002, s. 56). Cepen pycbKOi WWASXTU TaKOXK ANA
OOrpyHTYBaHHA CBOro BM/IMBY Ta CyCMiZibHOI Barn 6yno nowuvpeHum 6arkaHHA NoB’A3aTU CBOE
KOPIHHA 3 KOTPUMCb 3 BiAOMMX PYCbKMX UM IMTOBCbKMX KHA3IB, MONbCbKNX KOPOiB abo X 3ragatu
B SiereHai Bigomy ictopunyHy ocoby (AnekcaHapa MakegoHcbKoro, ATTiny i T.4.). | AKWO y BUNaaKy
3raZlku KOTPOroch i3 BiAHOCHO B/IM3bKUX XPOHO/IOMNYHO NPaBUTENIB MOXKHA 3Ba*KUTU HA iIMOBIPHICTb
noTpanasHHA A0 repboBHMKA POAMHHOI fiereHamn, TO 3radKkM Npo AaBHIlIMX AifYiB OAHO3HAYHO
Mann «imigrKeBun» xapakTep i OyanM NPOAYKTOM KHUMKHOI KyAbTypu PaHHbOMOAEPHOro 4acy
(AkoBeHKo 2012, c. 191-193).

Monpu Te, WO BMHUKHEHHA baraTbox repbis (Hi6GuTO) Bigbynoce B XI-XIl cT., iX HakgaBHILWI
306paKeHHs Ta onucu Bigomi 3aebinbworo aunwe 3 XIV cT.. 3ragKkm y XpoHiKax Ta Cy40BUX yXBanax,
300parKeHHs Ha MiHiaTiopax, apXxiTeKTYpPHUX Nam’ATKax Ta nedyatkax i € HanbiNbll NepeKoHJINBUM
AOKA30M BONOAIHHA NPeACTaBHUKAMM LWAAXETCbKOI BepcTBU repbamm. Tox A0 61n3bKMX 40 AaHOI
TEMM AyKepen BapTo TaKOXK A04aTW BMNPOBaAKEHI B HAYKOBUIM 0Bir 306parKeHHsA NevyaTok, AKMMU
NMOCNYroByBa/IMCb B/IACHUMKM UMX repbiB, 3aTBEPAKYHOUYM HUMKU Pi3HOMAHITHI JOKYMEHTU, 4acom
3aMiCTb BJ/IaCHOrO MiAMNUCY YW B AKOCTI MOro Aoaatky. Taki gocnigxeHHs 3i coepu poaosoi
repanbAuKku Ta cdparictTukn bynm nposegeHi Onerom OAHOPOMEHKOM™ Yy Wi HM3UI npaup.
Hatana AKoBEeHKO MPUCBATMAA OKpemy CTaTTI0 POAi repanbAndHUX AereHs y TBOPEeHHi pyCbKoi
iAEeHTUYHOCTI. BogHOYAC NOWMPEHHA «MUCANBCBKUX» repbis y Peuyi NocnoauTii He po3rnaganoch
B icTopiorpadii AK BiAro/0COK L€l KynbTypu, Xo4a BOHW MOB’A3aHi, binblue TOro — repanbAnyHi
OXepena 4Ynm He €AMHi Bi3yanbHi CBigyYeHHA cnigiB il HAABHOCTI Ha YKPAIHCbKUX TepeHax y uewn
nepioa. HeuncneHHi npaui, NpMcBAYEHi NPUHAMMHI YaCTKOBO iCTOPIi MMCAMBCTBA Ha YKPAiHCbKUX
3eMNAX, HanucaHi Ha OCHOBI CTAaTUCTMYHOI AOKYMeHTaLii abo 3aKoHoAaBuUMX Axkepen. MNoabcbKa
icTopiorpadis, WO CTOCYETbCA PaAHHbOMOAEPHOI repanbaukM, repboBHUKIB, nereHn 6Ginbl
o6lWMpHa: aBTOpaMu A0CAigKEHb Ha AaHY TeMaTUKy € Mapiyw KasaHbumk, Mapek LleTBiHbCbKNi

* Bucnosntoto nogaky A.i.H. Onery OgHOPOXeHKy 3a HafaHi KOHCYbTaLi Nig Yac HanucaHHA Liei cTaTTi.
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Ta Mapek [Oepsiy, Agam lelimoBcbkMiA, bapbapa MineBcbKka-BaxkbiHbCcbKa Ta iH.. JlereHaam,
BMileHMM y repboBHMKY BbapTowa ManpoubKOro, NPUCBATMAQ CBOK KHUTY YecbKa AOCAigHMUA
IpeHa XpabeToBa.

HoBaujiamn PaHHbOMOZepHOro Yacy y repboTtBopeHHi Pedi MocnoaunToi 6yno ycknagHeHHs
CTPYKTYPU icHylouMx repbiB i iX AOMNOBHEHHA BULLE3rafaHUMM [O0AaTKOBUMU eJIEMEHTAMM.
BoaHouac moBa Mae TaKoX i Npo nowupeHHs repbis eBponencbKoro 3paska, cPopmoBaHMX Ha
3axigHux TepeHax Peudi Mocnonutoi abo B iHWNX €BPOMENCBKUX KpaiHax. MogibHo A0 TuX, Lo
$bopMyBaINCb HA OCHOBI MEMOBUX 3HAKIB, BOHW Tak CamMO MOI/IM MaTU AaBHi KOpPeHi, i iX cknagHo
TPaKTyBaTM OAHO3HA4yHO. B PaHHbOMOAEepHMM nepioa, YacTKkoBo we B 4acu [i3HbOro
CepenHboBiYYs Bynn ycTaneHi OCHOBHI NPAKTUKMK, WO CTOCYBaNMUCb KONbOpiB Ta ¢iryp repbis. Ha
3HAYHIl YacTUHI TUX repbiB eBpONENCbHKOro 3paska, aKki bynu Bigomi y Peui MocnoauTii, dirypytoTb
AWKi T3 MUCIMBCBKI TBApMHM abo noseubKi Tpodei UM pirkkn. Fepbur 3 MUCAIMBCBKMMU CHOXKETAMMU Y
3axigHiit Esponi 6ynn aBuLLEM, LLLO MA0 AaBHI KOPEHi — MOro NoB’A3yoTb 3 penikTaMmn TOTEMIYHUX
yABNeHb Ta obpAagamu iHiuiauii, icTopielo 300parkeHb Ha LWUTAX Ta OEKOpYy CepenHbOBIYHUX
LIOJIOMIB, L0 Mano NOANINWMTM BNi3HABaHICTb BOIHA Ha NoAni 600 YKM Mig Yac NNLAPCLKOro TYPHipy
(Mactypo 2003, c. 62). MosBa AEAKKX i3 HUX IPYHTYBaNacb Ha POANHHUX NlereHaax Ym ictopiax npo
BAa/i NONOBAHHSA, LLO CNPUYNHUANCD, HANPUKNAA, 4,0 NOSBU MUCAUBCbKUX Tpodeis abo pixKKiB Ha
repbax.

dayHicTMYHe pi3HOMAaHITTA BMKopUCcTOBYBaHMX y Peui MocnonuTiii repb6iB BparKae: 3ybpwu i
TYpW, Begmeai, BOBKM, NOCi Ta ONEHi, NUCULi, OPAU, KauKW, Kypasai, nebesi, BOPOHU, COKONM,
ACTPYOU, TeTepyKkn, GiNKW, XKaKku, 3aMui, ByXKi, puba, Ta HaBiTb €K30TWYHI MaBWYi, CNIOHWU, He
paxytoun midiyHMxX TBapuH. MoABy TakMx repbis y AOCNiAHKYBAHOMY PeErioHi BapTo Nos’A3yBaTH 3
OAHUM i3 pileHb MopogenbebKoi yHii 1413 p., 3riaHo 3 akum waaxTa (togi we) BK/T otpumysana
BiZlL NOJIbCbKOT HU3KY repbiB. HagaHHA repbis O6yn0 YaCTMHOO HMU3KU 3aX0A4iB, WO MaaM Ha METi
CKpINUTU NoniTM4HMI coto3 MonbcbKoro Koponisctea Ta BKJI. Yumano Bigomux repbis 6ynm He
NONbCbKMMKM, @ Manu HimeubKe, MPYycCbKe, 4YecbKe, YropcbKe, iTaniMcbKe MNOXOAMKEHHA
(KobunaHcbknin, YepHeubkuin 2014, Hanp. c. 61-62, 115). 3aranom ix 6yno 6amsbko 50, i Ha
3HAYHIM YacTui 3 HUX QirypytoTb AMKI TBapMHU, MUCANBCbKI Tpodei abo piKKK; pasom 3 TUM, Ha
AEAKMX 3 HUX € MidiYHi, eK30TUYHI ab0 CBINCBKI TBapMHMU, TOXK iX M1 He Bepemo A0 yBaru.

[aneko He Bci repbu, AKMMM Byno HagaHO NPABO KOPUCTATUCh Ha
TepeHax BKJl, 6ynn uu ctanu Bigommmm Ha BonuHi Ta KuiBwuHI y
3a3Ha4yeHW nepioA, Ta M 3arasom ixX CTyniHb NOLWMPEHOCTI i HAa TepuTopiIi
Peuvi MocnonnToi, i KOHKPETHO B AOCNIAKYBAaHOMY PErioHi BKpal pPisHUN.
3aranom e repbu «MWUCAMBCLKOro» 3MmicTy, Bigomi Ha BosuHi Ta
KWiBWMWHI, BapTO YMOBHO NOAIANTM Ha ABi rpynu, B3OPYHUYUCb Ha
nepenik 1413 p. — AK Ha Ti, NOWMPEHHSA AKMX HA LNX TepeHax Nos’a3aHe
3 yKnageHHAM [opoaenbCbKoi YHil i Ti, WO He BXOAWAM A0 LbOro
nepeniky. Llen nogin pagle yMmoBHWUIA, OCKiNbKM Ynmano repbis HaBiTb 3i
In. 1. Tep6 «Kopyak» cnucky 1413 p. ctann BiAOMMMM 3aBAAKU MNEPECEIEHHIO WAAXTU 3

Ha neyamyi FaNNYMHM YN NONBbCbKUX ab0 BiNOPYCbKUX TEPEHIB B 3a3HAYEHWNI PErioH,

Cmaticnasa AK X HOCiiB. [lo TOro », B Ni3HiLi CTONTTA MiCLLEBMM LUAAXTMYAM YacoM
Co3aHCLK020, HagaBanucb repbu He 3 LbOro nepeniky. HenooauHokumu 6yamn
60170?2055227(020, BUNAAKM,  KO/M  BJIACHUKM rep6iB eusponeﬁcm(oro 3paska
1623-24 pp. BMKOPUCTOBYBa/NM | HOBMWIA repb, i cTapuii, abo > KOPWUCTaNUCH

BMA03MIHOK KOTPOrocCb 3 AyKe BigoMux repbis (ceb6To repbom 3 Tieto XK
Ha3BOO, afie AeL0 iHAKWKUM 3006paXKEHHAM Ha WKUTI YN B KNEMHOAI) um
KON TiNKM OAHOrO PoAy, Malun OAHAKOBE MpPi3BULLE, KOPUCTAZINCL Pi3HUMKM repbamu 3i cinCKy
1413 p. (AkoBeHKo 2008, c. 36, 54-56). Y1 He HaMbinblle BMAO3MIH 3 BiZOMUX HA YKPAIHCbKUX

https://sigillum.com.ua/
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TepeHax repb6iB 3a3HanuM nowupeHi Ha BonuHi Ta KuiBwmHi repbun — «Kopuak» i «AcTpybeub».
OpHaye B AaHOMY BMNAAKY MAETbCA pajlie Npo BUHATKM 3 NpaBuNa, a nNo3a TMM y repboBHMKaX
LbOro yacy 3adikcoBaHi Ta ONMCaHI AeAKi BUAO3MIHM, 3 AOL4AHOI0 ATUHCBKO uudpoto nopyy. Jo
npuknagy, 3adikcoBaHo YOTUPU BMAO03MIHU repby «BbpoxBuu» 3 oneHem, NPoTe HUXKYE NTUMETbCA
npo bpoxswnu IV, BigMiHHWI Big 3adikcoBaHOro y repboBHMKaXx.

Tox, y 1413 poui noyascAa npouec NownpeHHs repbiB EBPONENCbKOro 3pa3ka Ha TepeHax
Benunkoro KHasiectBa JIMToBCbKOro. BnacHe, 1413 p. BBarKkaloTb BiANPaBHOK TOYKOK LbOro
npouecy, KoOnuM A0 NOoNbCbKMX repbosux poguH byan npuiiHatuin HobiniteT BKJ/1. MoctynoBo uen
npouec NOLWMPUBCA HA YKPATHCbKI 3eMni, NpoTe Yyepes HecTavy AKepen BiATBOPUTWU MOro BKpaM
CKNafHO. 3arasiom e pycbKa WAAXTa HE Mana 3HAYHOro 6arkaHHA 3MiHOBATW POAOBI repbu Ha
iHO3eMHi, xo4a Ha mexi XVI-XVII cT. gogaBana A0 Ne4YaTOK OKPeMi eNeMeHTN, HENPUTaMaHHi gna
NMUTOMO PYCbKOI repanbavKku. BogHovac HecknagHO NOMITUTM ToM daKT, Wo came [0 repbosumx
POAMH i3 UbOro nepeniky oxoye nNpuiimann npeactaBHuKiB 3HaTi BK/1. Cepep repbis 3 uboro
nepeniky, AKi MatoTb MUCIMUBCbKUIN €NeMEHT, BAPTO BUOKPEMMUTU Ti, WO 6yan Binbli-meHW BigoMi
Ha TepeHax BonuHi Ta KuiBwmHu: «Actpybeuby», «Mobyr», «MomaH», «HaneHuy», «/1ebigb», «Jlucy,
«PaBuu» i «TpybKn». YMOBHO A0 LbOro nepesniky BapTo A04aTM W Ay)Ke NOoNyAapHUM Ha
YKpaiHCbKMX 3emnax «KopuyaK», OCKinbKM uel repb, NOXoaxKeHHA AKOro XapaKTepusyBaanm fAK
YrOpPCbKO-PYCbKe, HMHI BBAXKAETLCA PYCbKUM.

MomivyHUKU mucnusys ma pixku y eepansvouuyi BonuHi ma KuiswuHu. Cepen umx repbis €
TPW, Ha AKMX abo (YacTiwe) B HALWONOMHMKY, ab0 Ha WKTi repba 306parkeHi MOMIYHUKM MUCAUBLA
— C06aKM i XMXKUIM NTax, y AaHOMY BUMNAAKY ACTPY6, Npo WO UTUMETbCA HUXKYe. Hapasi cnMHumoch
Ha MMUCAMBCbKUX cobakax, Wo 3ycTpivyaloTbcA HA repbax. HaluacTiwe repanbguyHUX MNecuKis
OMUCYIOTb fIK YTOPCbKY BUXAY abo xopTa. YropcbKa BMMK/Ia B Yacu, Npo AKi nae moBa B AaHOMY
OOCNiAXKeHHi, bya A0CTaTHLO BiAOMOIO NMOPOAOID, crewianizyBanacb 30Kpema Ha MoJIlBaHHI Ha
3anuAa. XopTu y Axkepenax LbOoro yacy AoBoJli MOMITHI, iX po/ib Nif, Yac NoatoBaHHA 6ya iHaKLLIOW —
AKLWLO BWXKA, AK NAraBa, mMana 3HaWTU NigCTpeneHy AMYMHY, TO XOPT MaB FHaTW AMKOro 3Bipa
NoONAMM Pa3om 3 mucamsLem. HaBuyaHHA cobaku, gornag 3a HUM, xapyyBaHHA ByaM HEMPOCTOHO Ta
HeJEelWeBoO CNpaBol, WO AeTasbHO Yy CBOEMY TpaKkTtaTi «Mysliwstwo z ogarami» onucas fAH
Octpopor (Ostrorog 1859, s. 11-17.). Tox i He AUMBHO, WO nig Yac norpabyBaHb YW HAi34iB Ha
MAETKM HanagHMKN morim 3abpaTtu nca pa3om i3 KOTOBHUM MaiHOM. MNpUHaMMHI PO 3HUKHEHHA
XOPTiB 3aAB/IANM CKAaPKHUKK, MO3MBAOYNCL A0 CyAy Ta Onucytoun 3aBaaHi Kpmsam (/lyupKa... 2013,
c. 157, 226).

Mepw 3a BCce B KOHTEKCTIi MUC/IMBCLKOI repasbAnKM BapTo 3ragatn repb «Kopyak» — um He
Hanbinbw BigOMMI repb €BPOMENCHKOro 3paska Ha YKpaiHCbKUX TepeHax. Y repboBHMKax Moro
HaMyacTilwe Moro Ha3MBaloTb YTOPCbKUM; 3riAHO 3 NereHao, BMiweHot B repboBHMKy bapTowa
ManpoubKoro, MOro KOpeHi cAraloTb paHHboOro CepeaHboBiYYA, Ta Mepla 3ragka Npo HbOro
paTtoBaHa nuwe XIV cT. poTe yropcbKe NOXOAXKEHHA MA€E /iNe HALWONOMHUK Y BUTNA4I Necuka
nopoau YropcbKa BWXKNa; HaMyacTiwe BiH CPiBHOro Konbopy, MOBEPHYTU BNpaBoO, CUMAUTL B
30n0Til vawi (Paprocki, 1858, s. 677). Ha wuTi uboro repba, BnacHe PycbKOro noxoaxKeHHa, 6ynu
306paxKeHi Tpu cpibHi Konoau, TOX Apyroto Has3Bow «Kopyaka» cTann «Tpu Bpybu»; TaKoX
Bpyb6amu B pycCbKil repanbanyHin Tpaauuii Hasmeanm noscu (OagHoporkeHKo 2011, c. 85). Y Bxke
3raflaHin BuULLe nereHAi MAeTbCcA NPo Te, WO TPU KONOAM CUMBOI3YIOTb TPU PiKKU, NOBAU3Y AKX
Bigbynnce 6MTBM, a cobaka € AaBHIM repasbAMYHMM 3HAaKOM BAACHMKa npoobpasy repba, wo
nepemir y HuxX. Bigomuit TakoxK gpyruin BapiaHT Uboro repba, B AKOMY NecuK BMILLEHUIN Ha WKTI, a
«Tpu Bpybu» B KnenHoai (Okolski, 1641, s. 424)— 30Kpema B Takomy BapiaHTi «Kopuak» (ll)
3’ABNAETLCA HA neyvaTKax CO3aHCbKMX, BOJIMHCbKMX 3emM’siH. Bneple yropcbKa Buxna 3’'asBunach y
HaWONOMHUKY repba pycbkoro poay lopalcbKux, a B 3a3Ha4YeHMIM nepiog NecuMK NoTpanus Ha
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repbmM 4YMmasioi YaCTMHM PYCbKOI LWAAXTW, WO Majia Ha wuTi Bpybn (OgHopoxkeHko 2009,
YKpaiHcbKa podosa eepanbiukKa..., c. 354).

Monpu NONyNAPHICTb YropcbKOi BUXAM B AKOCTI KAenHody, NpeAcTaBHUKU AefKuX
WNAXETCbKMX POAIB NMLWWNAN 3aMiCTb NECMKa NowKrpeHe B repanbaunui nasuyese nip’a. ToX Takui
repb pgopeuvHiwe HasueatM «Tpu Bpybu». Came TaK Burnagae repb naHie MenewKosudis,

C‘-b??ﬁ 2 6inopycbKoro poay, Wo MaB Ma€eTKM Ha BoanHi Ta KniBwuHi. TakoxK

=g

BAapTO HaBECTU MPWKAAL BOAMHAH KOPUTEHCBKUX, A€ TaKOXK B
KNenHoAi 3yCTPIiYaeTbCcA Nip’a NaBMya, @ Ha HUMKHIA YaCcTUHI WKTa,
nia Bpybamu, niBmicaub. MNMoaibHo Ao uiei poanHu, nip’a nasuya
3aMiCTb NecuKa B KNenHoAj i 3BUYHI BpybK Ha WKTi Maan Ha CBOEMY
repbi naHuM Kmitn-YopHobunbcbki 3 KuiBwmHM (O4HOPOMNKEHKO
2009, YKpaiHcoka podosa ezepanvOuka, c. 277). HaTomicTb Ha
«KopyaKy» BOJIMHCbKUX WAAXTUYIB [JOOPOHiI3bKMX MNig Tpboma
BPY6aMM Ha WMTI BMILLEHUN MUCAUBCLKUIA PiKOK (OAHOPOXKEHKO
2009, VYKpaiHcbka podosa 2epanvOuka, c. 226). Okpim
BMLLLEHA3BAHMX LWIAXETCbKMX POAIB, UMM repbom, BnacHe 3 Tpboma

In. 2. [ep6 «[Mobya2», Bpy6amm Ta BMKNOO, NOCNYroBYyBaINCh AeAKi NpeACTaBHUKN KHA3IB
Orbis polonus, Vol.2. TpuninbcbKkMx (Takoxk manu BnacHuit rep6b) 3 KuiswmHm (Okolski
1641, p. 446), BONMHCbKI nNaHM 3aropoBcbki-ContaHun, BAACHWUKU
3emesibHUX yriab Ha Bonudi Ta Moginni ApownHebki (OaHopoxkeHko 2009, YkpaiHcbka podosa
2epanboOuKa, c. 226), BOANHCbKI NaHuM BoroBMTMHM Ta ix iMoBipHe Biarany»keHHAa Muwkn. OcKinbku
poAiB, Wo Kopuctanucb «Kopyakom» (Tinbku B camin Peui MocnonauTiin) Binblue TPpbOXCOT, TO LE
NIVMLIEe HEeBE/IMKA YacTKa MOro BAACHWMKIB Ta BMAO3MIH camoro repba, wo 6yau Bigomi B gaHomy
perioHi (Niesiecki 1859, s. 43-44).

Ule opgHum repbom 3 cpibHMM necukom B KAeWHoA,,
noBepHyTMM BnpaBo, byB «Mobyr», Ha WMTIi AKOro 3o06pakeHa
cpibHa nigKoBa 3 xpectom 3Bepxy. Lien repb 6yB meHL nowmnpeHnm
y Peui MocnonuTiit, BignoBigHO BiAOMO i PO MeHLY KiNbKiCTb MOro
BMAO3MiH; MEPEBaXXHO BOHW CTOCYBa/NNCb 306paeHHA camoro
necuka, AKoro 306parkyBanu abo Mmalixke MOBHicTO, abo nuwe
HanonosuHy. LlikaBo, wo B rep6oBHUMKax b. Manpoubkoro (noaibHo
Ak i B L. OKoNbCbKOro) cpibHWI NecMk NOBEpPHEHWI BMpPaBo
(Paprocki 1858, s. 230), a B repboBHUKY Heceubkoro — BniBO
(Niesiecki 1859, s. 241), npote B 060X BapiaHTax MOro BWMAHO
MaMXe MNOBHICTIO, @ Ha Moro Wwui Qirypye 30/10TUN HALIMNHUK.

In. 3. Fep6 «Acmpy6» Ha 3o6parkeHoro Ha «[loby3i» necrka 4acTo 3Ma/sbOBYKOTb CaMe fiK
neyamuji /lykawa XOpTa, ane iHogi i AK YyropcbKy BMXKAY. Y XpoHiui AHa Adnayrowa,
Bimoecbkozo, nid4awozo AKOW Kopuctasca b. [lanpoubKuit, 3a3HayeHo, WO icTopito
KuieCbK020, niHiwe BNACHMKIB LbOro repba Bapto sBmsBoguth 3 Xl CT., NpoTe nepuui
3eMCbK020 nidcyoka JOKYMEHTM, 3aTBEPAKeHi nedyatkamu 3 UMM repbom, [AaTOBaHi

KuiscbK020, 0amMy8aHHSA
1630-40 pp.;
https://sigillum.com.ua/

TakoxK XIV cT.. Hamsigomiwmmmn BnacHMKammn uboro repba Ha
YKPaiHCbKMX 3emasax O6ynm marHatm KOHELNO/bCbKI, BAACHUKM
BeAnYe3HMX MA€ETKiB Ha Moginni (Okolski ? Vol 2, p. 428-429).
OKpim HaB4yeHOro cobaku we oAHUM MOMIYHMKOM MUCAUBLA
6yB XMMKMI NTax, HanyacTiwe AcTpPy6 abo cokin. Came AcTpyb 3'ABNAETLCA HA BiAOMOMY Ha BoauHi
Ta KuiBwMHi Ha repbi «fActpyb» (iHwa Hasea — «fAcTpybeub»), HaluyacTiwe B HALIONOMHUKY. Y
PaHHbOMOAEPHMUI YaC MUCMBLL YacTille HagaBanu nepesary cobakam, HaBYeHi XMKi NTaxu 6ynu
pajle eNemMeHTOM NPEeCTUIKY i KowTyBaan goporo. MNoatoBaHHA 3 NTaXOM 3 POAUH ACTPYBOBUX UM
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COKOMIMHUX BBAXKaJIOCA NPMUBINEriED 3HATI, @ XMKUIN NTaxX HaBiTb OYB YacTUHO 06pasy LWAAXTUYA,
Ha piBHi 3 wWwabnet (Ejsmond 1927, s.28). | xo4ya nepeBa)kHO MAETbCA BAACHE NPO COKOAIB i
ACTpY6iB, Ta NOJIOBANM | 3 MEHLIMMW NMTaxamu, Hanpuknag, paduem (wynikoto). 3oKkpema npo
LbOro nTaxa Ta MOro BAaCHMKA, BONMHCLKOrO WwWasaxTuya puropia banabaHa, 3rafgaHo B AOKYMEHTI
NPO PO3MeXKYBaHHA MA€EeTHOCTen y JlyubKomy noBiTi. MoBa nae npo cyaoBe pilleHHA, Wo
CTOCYBA/NIOCb MEX 3eMeNbHWX BONOAiIHb €nMcKona fbBiBCcbKoro lepeoHa banabaHa (poamya
lpuropisa) Ta wnaxtmya borywa 3aauya-3aerisbkoro (UWAIAK, ¢. 24, on. 1, cnp. 1, apk. 9638.).
3arasiom e 3 TaKMMW NTaxaMu 3a3BUYal NOOBANM HA HEBE/IMKMX ccaBLiB abo nTaxiB, 30Kpema
BOAONNAaBHMX. besnepeyHo, TpaauLia NOMOBAHHA 3 XMXKMMM NTaxaMW Mana AaBHI KOPEHi, TOX
nereHaa, BmiweHa K. Heceubkum y repboBHUMKY, ae ictopia uporo repba BuBeAeHa Big
AOXPUCTUAHCBKOTO repanbAnyYHOro 3HaKa 3 ACTpybom, He BUKAMKaE 3amByBaHHA (Niesiecki 1855, s.
232). Ta nonpu iMmoBipHi paHHbOCEPeAHbOBIYHI KOpeHi «AcTpyba», Nneplmnii 4OKYMEHT, 3aBipeHui
neyaTKoto 3 306paKeHHAM LWKTA Lboro repba — NigKoBoo 3 XxpecTom — AaTtoBaHui XIV cT..

Lle# rep6 6yB wie 6inbl BiaoOMUM, Hix BULLe3ragaHuit «Kopyak», i 3HaHUI B AecATKax pisHUX
BapiaLil, AKi NepeBarkHO CTOCYHOTbCA 306paXKeHOro nTaxa B HAWONOMHUKY. B 3BM4HOMY BapiaHTi
«fAcTpyba» nTax 3BepHEHMN BMNpPaBO i TPMMAE B NpaBii Nani NigkoBy 3 XxpecTtom, AKa ¢irypye Ha
WMTi uboro repba, HaTOMiCTb y Bapiauiax AcTpyb TpMmae B A3b06i Kinbue abo X camy nigKosy,
AcTpyba 3aMiHIOBANM HA KpyKa (6€3 3miHM Ha3sK repba), Ha porn BynBona Y MUCAMBCBKI PiXKKM Ta
iH.. «fAcTpybom» KOpWUCTaNMUCb AK BiAOMI Ta 3HAYHi poaw, Hanpuknag naHM Hemuposwuui
(OpHopoxkeHKo 2012, MepanbOuKa yneHie 2ocrodapcbkoi padu, c. 184), meHW Bigomi Buparu

(Niesiecki 1855, s. 232) (uew pig maB MaeTKM Ha BonuHi, ane 6inbw
BigOMUM ByB Ha NONbCbKUX TepeHax Ta B ben3bkomy BOEBOACTBI),

B K ApibHiWi poau, AK TO BOAMHAHWU bineupki (Buneubki) un peaki
npeacTtaBHUKN poauHu MNonnascbknx, CKonoBcbKi (OAHOPOMKEHKO
2009, YKkpaiHcbka podosa eepanbOuKa, c. 376), BiTOBCbKi i 3 TepeHiB
Kuiscbkoro BoeBoactBa (OpHopoxkeHko 2012, LUinsxemceka
2epanvouKa..., c. 253).

[0 Ba)KAMBUX €NeMEHTIB MOJIOBaHHSA i3 cobakamu, sAKe Tak
NoNtOGNANM KHA3I, MArHaTW i LWAAXTA, HANEXUTb MMUCAMUBCbKUN
Pi*KOK, 33 [4O0MOMOro fAKOro nogasann curHanu cobakam.
MWCANBCBKI PirKKK (4m Tpybu) Bynm ayxke Barknmsumu, ocobamso

In. 4. lepb «TpybKu» Ha AKWO MWNOCA NPO KOOPAMHALUi MacwTabHOro noBaHHA 3
nevyamyi Boimuxa BEJIMKOIO KiNbKicTio cobak, AKi rpanun y roHnTsi pisHy ponab (Ostrorog
Kapeoecero2o, semaHuHa 1859, s. 44-48). TpaguuiiHO maTepiasiom AnAa pirKka bys pir Bona,

KuiscbKoz2o, 1571 p.

i npoTe B 3a3Ha4YeHM nepiog B cepedoBulli eniT 3a3HaloTb
https://sigillum.com.ua/

NOWMPEHHA [HCTPYMEHTU 3 AOPOroLiHHMX MeTanis, AKi moram
KOLWTYBaTU Ay)Ke A0pPOro; BOHW TPannAlTbCA B CMNMCKAX BTPAYEHOro Mif Yac HaAi3giB MmakHa
(Be3nanbko & KysbmiHcbKuin 2019, c. 18).

Bulie BXKe MWAOCH NPO MOABY PidKKA HA WMTI AK goaaTka Ao «Kopyaka», a no3a TMm uewn
CUTHaNbHWI 3acib HepiaKo 3'ABAABCL Y HALWWONOMHUKaX Pi3HMX repbis i Ak ¢irypa wwmTa. MpoTe um
He HaMBigoOMilWMM repbom i3 ix 306pakeHHAM nnwanmcb «TpybKM», Ae B HaMbiNbL NowrpeHomy
BapiaHTi YOpPHi pPiI*KKM i3 3010TMMKM pPeMiHUAMM Ta OKyTTAM 3'ABAAIOTbCA Ha WKTIi repba,
CKNageHMMM B 3ipKy; BigoMi TakoX Bapiauii Lboro repba, Ae pi*KKM NPUCYTHI TaKOXK B KnelHoaj
3amicTb nip’a. 3a nereHaoto, Lbomy repby NPUNUCYIOTL ITaNiNCbKe MNOXOAXKEHHSA; AOKYMEHTANbHO
BiH Bigomui 3 KiHus XIV ct. (Paprocki 1858, s. 606). BoaHouyac B rep6oBHMKY LLUnmoHa
OKO/IbCbKOro BMilL,EHa LWe 0AHa NereHaa, Npo HibUTo cepegHbOBIYHE NOXOAKEHHA Lboro repba (X
CT.): 3rigHO 3 Heto, Nepwum BAAaCHUKOM «TpyboK» OyB YPAAHMK HIMELbKOro MOXOAMKEeHHSA
KOTPOrocb 3 MNONbCbKMX KOPOAiB, AKUIM OpraHi3oByBaB MOro no/lOBaHHA. ITaniincbka Bepcia
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NMoXoAKeHHA 3YCTPIYaETbCA YacTille, NpoTe 0bmAaBi Ui nereHAn matoTb NisHe noxoaskeHHA (Okolski

In. 5. Fep6 «/1e6idb» 3
2epbosHuUKa b. ManpoubKo2o

‘v

In. 6. lepb «/luc»,
Orbis polonus, Vol.2

In.7. Fepbu «/luc» ma
«Acmpy6» 8 mpemili ma
yemeepmili YacmuHi
8i0nogioHo, Ha neyamui
Cawmitina /ledyxoscbKozo,
3eMCcbKo20 cyd0i
KpemeHeybKozo, 1627-30 pp.
https://sigillum.com.ua/

? Vol.3, p. 224).

Hansigomiwmmmu BnacHukammn «Tpybok» y Pedi MocnonuTii
Oy NNTOBCBKI MarHaTh, KHA3I Paa3uBinum, aKki mann BeIKI MaeTKu
Ta MUCAMBCBKI Yrigaa y T.4. HAa BoanHi (OgHoporkeHko 2009, Pycobki
KOpOsiBcbKi, 20COOAPCLKI i KHA3IBCbKI neyamkKu..., c. 154-156, 297-
298). «TpybKM» € ACKPaBMM NPUKIALOM Toro repba, AKMm
NOC/NYroBYBA/ICb HE /MLE 3aMOXHi Ta POAOBWUTI MarHatM, a
NPeACTaBHUKM LUNAXETCbKUX, Y T.4. 30BCiM ApibHux pogis. o
npuknagy, uuvm repbom BoNOAINM  [eAKi NpeACTaBHUKM
KapBoBCbKMX, WnAxTMYiB 3  BonuHi  (OgHoporkeHko 2012,
LLinaxemcoka eepanvOuKka, c. 252-253); Bigomo Takox npo
BMKOPUCTaHHA UMM poaom repba «LiBaniHa» 3 BegmeXumu nanamm
(OpHopoxkeHKo 2009, YKpaiHcbka podosa eepanvOuka, c. 415),
iMOBIPHO HMM MOCAYrOBYBA/INCb TAKOX LUNAXTUYI-3ayLWaHWN [e€BCLKI-

JloBAMKOBMYI, WO Hanexanun Ao ApibHOI 3aycbKOi WAAXTU, WO
NPOXXKMBana Ha NiBHOYI Cy4acHOT -KUTOMUPLLMHMN,
Mucnuscbka payHa ma mpodgpei 8 2epanbouyi 303Ha4eHO020

pezioHy. MoaibHo Ao pixKKiB, AUKI TBApMHN abo MUCAUBCBKI Tpodei,
300parKeHHA AKMX € LiKaBUMM B KOHTEKCTI AaHOro AOC/i[AMKEHHS,
MOXyTb irypyBaTv i Ha WMTi, i B KnerHogai repba. IHKOAN BOHM
TOTOKHi, MPUKNAZOM TaKoro repba € «Jlebigb», Ha AKOMY CPiBHUI
abo 6inunii nTax, 3BepHeHu BNpaBo, Girypye i Ha WMTI, i B K1eNHOAI
(Paprocki 1858, s. 566). 3 ornagy Ha 3Ha4YHE MNOLUMPEHHA, BiAOMI 1
iHWIi Bapiauii, Hanpuknag, KOAM NTax Ha WUTIi B HALWOJIOMHUKY
3BEPHEHUI BAiBO. 3rigHO 3 snereHaoto, uUei repb nortpanus A0
MonbCbKOro KOpPONIBCTBA 3aBAAKM OAHCbKOMY apPUCTOKpaTy 3
oTouyeHHA Koponsa Bonecnasa Xopobporo (Niesiecki 1859, s. 111). Lia
BEpPCiA BBAXKAETbCA MMOBIPHOIO 3 Ornagy Ha Te, WO MNO/bCbKi
BNAcCHUKK «Jlebega» vaciB nisHboro CepeAHbOBIYYA MaN AaHCbKe
NOXOAKEHHA.

Llen repb 3’'ABNAETbCA Ha NeyvaTKax AeAKUX NpeacTaBHUKIB
BorosutuHis (Okolski ?, Vol 2, p. 15-16); Ha cdparicax
BoroBMTMHOBUYIB TaKoX 3ycTpidaeTbca «Kopuyak». B nisHiwwni vac
TAKOX Ha repbax ApibHMX BOAMHCbKMX KHA3IB KO3MK un Kosek, xo4a
BOHM MEPEBAXKHO KOPUCTaNUCb BAacHUM repbom (OLHOPOKEHKO
2009, YKpaiHcbKa podoea eepanbOuKa..., c. 321). Ictopia noasu
nebepna y repanbauui BoroBUTUMHIB BigMiHHA Bif, 3BUMYHMX HadaHb
repbiB Ha pycbKMX TepeHax, aaxe nebiab O6yB HagaHun im
imnepatopom CeAaweHHOi PumcbKoi imnepii MakcuminiaHom (Cobuyk
2004, c. 499). BMpa3HO apUCTOKPATUYHUM € i cCame MOOBAHHA Ha
nebenA AK BE/IMKOrO Ta CWMIbHOTMO NTaxa, wWo 6yno [JoCUMTb Taku
CKNAAHOK CNPaBOK; A0 TOTO K, AKWO Y HbOMY Bpann y4yacTb XMxKi
nTaxu, iCHyBaB pu3uK ix 3arnbeni (Ejsmond 1927, s. 30). o uboro
BapTo AoAatu 1 cneumdiyHi cmakosi AKocTi m’'sica nebepsq, ane
BOAHOYAC i YyZ0BeE Mip’sA, AKE MOXKHa byN10 BUKOPUCTATU A5 NUCbMA
(Samsonowicz 2011, s. 167)
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Ha BiamiHy Big «Jlebensa», Ha repbi «Jluc» 3Bip nLe B KnenHoai, 3BepHeHuit abo Bnpaso,

abo BNiBO, a Ha WUTI — CTpiNa 3 nonepeYymMHamn. BBaxKaeTbes, Wo Len repb 6yB BlaCHE NOJIbCbKUM i
nos'A3aHnin 3 AaBHIM POAOBMM 3HAKOM, A0 AKOro MisHilwe byna gofaHa CTUAi30BaHa CTpina
(Paprocki 1858, s. 187-188). Llenn pasHit repb6 6y MeHW nowwupeHuit, Hixx «Kopyak» abo
«fAcTpyb», NpoTe BiAOMI TAaKOXK HU3Ka Pi3HMX MOro Bapialii, NOB’A3aHMUX NepeBaXKHO 3 KinbKicTio
NMonepeymnH Ha cTpini Ta ix Konbopom (3010TUM abo cpibHUM). «J/luca» Ha BRacHomy repbi manu
BOJIMHCbKI  wnaxTmidi MMicounHebKi (Niesiecki 1859, s. 102) Ta naHcbkui pig 3 KUIBLWMHM
BaceHueBuui (MaKkapesuui). [lo peui, 3rigHo 3 repb6oBHUKOM LLIMmoHa OKO/IbCbKOro, OCTaHHi
oTpUManu uen repb 3aBAAKM aKTMBHIN y4yacTi y 60poTbbi NpoTM TaTapcbKux Habirie (Okolski ?,
Vol.2, p. 216). MoxxnnBo, noaBa Takoro repba cnpaBai Mana MUCAMBCbKE NiAIPYHTA — NOAOBAHHA
Ha nucmub 6yNo MOWMPEHO CMpPaBO, OCKIIbKM HaAMipHA KiNbKICTb UMX XMMKAKIB LWKOAWMAA
CilbCbKOMyY rocnogapctey. Mpo XyTpo /AUCUUb Yy AKOCTI NOAATKY 3ragyeTbCA B CTATUCTUYHIN
AOKymeHTaUil utomumpcebkoro crapoctsa (Knenatckuin 2003, c. 204). BogHo4yac nostoBaHHA Ha
LbOro 3Bipa He By/NI0 BUKAKOYHO CPABOD MPOCTONIOAY, TOX NOTPANWUIO Ha CTOPIHKM BipWOBAHOO
TpakTaTy «Mysliwiec» 3a aBTOPCTBOM BENMKOMONAbCLKOro WAAXTMYa Tomawa benascbkoro (? - ?
pp..), AKMA OMUCYE MOMOBAHHA Ha nuca 3 cobakamm (Bielawski 1595, s. 36-43). MMpaKTUYHOWO
NMPUYMHOIO MONIOBAHHA Ha HbOro 3Bipa 6yNO MOro AKiCHE XyTpPo, AKMM 03406110Basn KyHTYLWI,
WAMKKM (LanKK) Ta pyKaBuL,i; BOHW nLLE XyTPO HepigKo GirypytoTb Y CNMCKax BUKPALEHOro MaiHa
niA yac rpabyHkiB (AKToBa... 2002, c. 108, 236).
' o LLle ogHMM BigOMMM NONbCbKMM repbom 3i cnucky 1413 p. i3
306paXKeHHAM AMKOT TBAPUHU € «[MOMAHY», HA LWUTI AKOro ronosa
3ybpa, NPOTKHYTa Meyem; 3a NereHAolo, Nig, 4Yac KHA3IBCbKOro
NoMOBaHHA OAMH i3 LWAAXTUYIB, NpeAcTaBHUKIB repby «BeHssa»
(uen repb nosa BuLLE3ragaHUM CIUCKOM), NOLINB Yy 3ybpa meuem,
33 WO oTpumaB Takuii repb Ha 3raaky (Paprocki 1858, s. 536).
MontoBaHHA HA NpeACTaBHMKIB poanHM BuKoBMX, a came 3ybpa Ta
Typa, we B 4yacu CepefHboBiyYA Oy/I0 MPUBINErIED eniT, ToX Yy
3a3HaAYeHWUI Yac Ui 3Bipi BCTUIAM CTaTW pigKicHMmMK (Samsonowicz
2011, s. 64-66). 3ragaHuii Bulle 3ybp, BE/SIMKMIA Ta CUJIbHUI 3BIp,
B3arani BBa)KaBCA BONOAAPEM NiCy - NMONKOBAHHA Ha HbOro 6yno
AyXKe CKNagHUM, 40 TOro X, HaNOBHEHE CMMBOI3MOM, HaMKpaLLMM
[0Ka30M 4Oro € JJIaTMUHOMOBHa noema noeta Mukonas lNycoBcbKkoro
(6n. 1470 — nicna 1533 pp.) «MicHa npo 3ybpa» (Fictopbia... 2010, c.
326-336.).

Ffepbom i3 3ybpom, «MomAaHOM», Ha BonuHi Ta KuiBwmMHI B
3a3Ha4YeHU nepiog, BONOAIM HU3KA HE HAATO BiAOMMX APiOHMX WNAXETCbKUX POAMH, HAaNnpUKNaa,
BONMHAHM KpyKoBeubki. MogibHO «BeHABOIO» TaKOX KOPUCTanuCb ApibHI poan, 40 npuknagy,
KMIBCbKi 3em’aHM Knumawescbki (OgHopoxkeHKo 2009, YkpaiHcoka podosa 2epanbouka, c. 383,
378). Ha nonbcbKMx Ta 6iNopyCcbKnx 3emnax BiH 6yB 6isibll 3HAHUM, NPO LLO CBIAYNTb MOABA HU3KK
Bapiauii uboro repba: B AEAKMX 3 HUX B KNEMHOAI 3aMiCTb PYKM 3 MeYeM 3yCTPIYAETbCA TaKe XK
306paXKeHHs, AK i Ha WuTi, abo 1 HaBiTb BeAMiAb 3 KBITKOK MiX ABOX OneHAYMX poris. MogibHui
repb 3 rosoBOO Typa 3yCTPIYAETbCA B repanbamui Ta cdparicTuui MoNaoBCbKMX rocnogapis, sKi
POAMYANUCD 3 PYCBKMMM KHA3AMM. Y LLbOMY KOHTEKCTi BapTO 3ragaTv Npo AOHbKY MONAOBCLKOro
rocnogaps PaiHy MormnsHky, 3amixHio 3a KHA3em Muxaiinom BuWHeEBEUbKMM, SKMIA MaB y T.u.
MAE€ETKM i Ha BonunHi (OgHopoxkeHKko 2008, c. 116). 3a ogHieto 3 Bepciin, HiBUTO came 3 PaiHolo
nos’a3aHO noABa Ha repbi micteuka MNpunyku, BonoAiHHA BuwHeBeubkux, repba 3 ronosoro
6yiBONa, NPOTKHYTOO MeyeM. Y PaHHbOMOLEPHUI Yac repbu HaceneHux MyHKTIB, NOXiAHI Big
repbis ix BnacHuKiB, bynn 3BMYHOO NpaKTMKow B EBponi (Hecht 2000, s. 267-268). MNpoTe us

In. 8. l'epb6 «MomsaH», Orbis
polonus, Vol.2.
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BEpCiA BUINALAE CYMHIBHOIO 3 Ornagy Ha Te, WO y repanbauvui Morun npucyTHin nuTomo
MONAABCbKMI repb 3 TypoM, WO MAE KilbLe B HOCI; 40 TOrO K, 3 MOro NoABO HiBUTO NoB’A3aHa
NiereHga mmcanecbkoro 3micty (OgHopoxkeHKko 2009, PycoKi KoponiscbKi, 20cno0apcbKi i KHA3IBCLKI
ne4yamku..., c. 224-227). Came ue 306pakeHHA MOXKHa nobaunTn Ha repbi MNetpa Moruan,
AotopigHoro 6pata PaiHm MornnaHkn-BuwHeseupbKoi. Mpunyubkuii repb Bce K ayxe nogibHun
Ao «MNomaHa» (Fpeunno 1998, c. 61).

MeHw 8idomi eepbu 3 MUCAUBCOKUMU CIHOXKEMAMU 3 repesiky
HadaHux y 1413 p.. Okpemo BapTo 3ragatu npo repbu 3
MWCANBCbKMMU Tpodeammn, Aki Obynnm [A0CTaTHbO BiJOMMMM Ha
BonanHi Ta KuiBwMHI, Ta aeaki repbwu 3i cnucky 1413 p., Aki
NMWKWUANCE  MANO3HAHMMKM  HA UuuMx TepeHax. [o Bigomumx
MUCNBCbKMX TpodeiB HanexaTtb poru oneHsa abo noca, AKi 4OCUTb
yacto MOXHA nobaunTtu y HALWONOMHMKaX repbis
paHHbOMOZEpPHOro 4acy. Porm oneHAa € TWNOBOK MNPUKPACOIO
MWC/MBCBKOI BIiTaNbHi y Manaui YM 3amKy, abo X MUCIMBCLKOrO
o6yanHouka (Bilttner 2010, S. 18). Lle i He AMBHO — We B Yacu
CepegHboBivva Ha 3axoai €sponu Big snansBom LlepkBum ctano

1n.9. Tep6 «Hanery, Orbis NonyiapHUM NOJIIOBAHHA HA O/1EHSA, AIKE MPUIALLNO Ha 3MiHY TOHUTBI
polonus, Vol.2 Ha Benpa, WO BBaXKa/nocCb BiAroNocKkom obpaay iHiuiauii. Mo3uuis

LepKksn byna 3ymoBieHa TMM, WO Yy MNOAOBAHHI Ha rpauiiHoro
ONeHA NoAWHA NPOABAAE MEHLLE *KOPCTOKOCTi, i BOHO be3neyvHiwe
ans Hei camoi (Mactypo 2010). 1o TOro K, BOHO NPUCYTHE B KUTIfAX
cBaTmx OcTtadia Ta NybepTa.

Tox, i3 6inbw-meHW Bigomux repbis Ha 3ragaHUx TepeHax
pOrn O/IeHA MOXHA No6aunTn Ha repbi «HaneHu». Ha wmTi yboro
repba - cpibHa XyCTUHA, B KNEMHOAI NaHHA 3 TAKOM ¥ XYCTUHOIO Ha
roNnoBi, fIkA TPUMAETbCA PYKaMM 3a OJIEHAYI POrv; NMOYaTKOBO B
KnenHoai 6ynn poru noca (Paprocki 1858, s. 207-208). Y Bapiaujinx
LUboro repba 3miHM CTOCYIOTbCA NInLIE KAEeNHOoAY — 3aMiCTb MaHHWU B
HbOMY MOXHa NobauynTM YO/OBiKa, Nip’s NaBMya, KPyKa 3 3010TUM
Kinbuem B A3b06i Ta iH.. [MosBa uporo repba, a TOuHilWe
repanbAnYHOro 3HaKa y BUrnagi cpibHoi XycTku, 3rigHo 3 nereHono,
nos’si3aHa 3 icCTOpPi€ XxpucTUAHi3aLii Mo/bCbKOro KOponiBCTBa.
CymapHo uum repbom NOCAYroByBa/IMCb YMMAJIO  LUAAXETCbKUX

In. 10. l'ep6 «Paguy» 3 pPOAMH, NpoTe Ha BonuHi ue 6ynn nepeBakHO APiIOHOWNAXETCHKI
2epboBHUKA poau (Niesiecki 1859, s. 172).
b. llanpoybKozo BuwesragaHoro Begmeaa 3 KBiTKOIO B Janax MK ABoma

ONEHAYMMM POramm 4YacTie MOKHa nobaunmTn B KnenHoai repby «PaBuu», Ha LWKUTI AKOro
306pa)keHa naHHa Bepxu Ha Beamegi. Llel repb 6yB npuBHeceHUN y cepenHboBiYHe MMonbCbKe
KOPONIBCTBO 3 YECbKUX 3eMesib, XO4a 3a MOro CTBOPEHHAM HIOUTO CTOITb AaBHS aHrNiNCcbKa
nereHga nNpo noAin KoponiBCbKOro cnagKky. 3rigHoO 3 Hew, MWNocA Npo NoAiN KOpOAiBCbKOro
MalHa MiXX ABOMa CNagKOEMUAMM — CMHOM Ta [OHbKOW; abu Bce pyxome MaMHO OTpUMaB
nepLwuii, B MOKOI NPUHLECKU 3anyCcTUIN BeaMean, BKpalh HebesneyHoro 3Bipa. MpoTe BoHa HibuTo
AKMMCb YMHOM npubopKana Moro i, BUIXaBLIM HA MOro CNuHi, AobuNacb OTPMUMaHHA TOro, WO i
Haneano 3a 3anositom 6aTbka (Niesiecki 1862, s. 12). VY pi3HMX Bapiauisx Beameai Ha WKTI Ta B
HaLLO/JIOMHMKY 3BEPHEHi ab0 BNpaBo, abo BNiBO, TAaKOXK BaPItOETLCA HAABHICTb PYXKi B Nanax 3Bipa B
KnenHogi (Paprocki 1858, s. 539). Y repanbgmui BonvHi Ta KuiBWMHKM BiH 6yB ManoBigomuin, npote
HENnoOAMHOKI BUNAAKU MOro BXMBaHHA Ha [lananuumHi Ta Moainni; HMUM BONOAINM YMMmano
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NpeacTaBHUKIB WAAXTM 3 TepeHis CxigHoi Monbwi (Okolski ?, Vol.2, p. 595-600). 3okpema umm
repbom KopuctyBanuca 6Ginopycbki KHA3i Conomupelbki, sKi MoOpoAnYanuCb 3  KHA3AMM
MpoHCbKMMKW. BnacHe Tomy Ha neyatui KHA3a CemeHa-®pigpixa poHCbKOro, AKWi BOMOAIB
Ma€ETKaMn Ha KuiBWKHI Ta BoaunHi, 6yno npucyTHE cxemaTuyHe 300pa*KeHHs MaHHW BEepXu Ha
Beamedi (OgHoporkeHKo 2009, Pycbki KOponiecbKi, 20cnodapCcbKi ma KHA3IBCbKI neyamku..., c. 177,
313). Mosa Tum, [poOHCBbKI nocayrosyBanncb Hetunosum ana Pedi Mocnonutoi repbom
«COKONbHUYMIMY» i3 3006paKeHHAM NnLapsA, WO TPMMAE cokona. Llei rep6 6inbw Bigomuit Ha
BiNoOpPYCbKNX 3eMNAX; BBAXKAETbCS, WO HUM KOPUCTA/INCb KHA3I, CMOPiAHEHI 3 MOCKOBCbKOIO 4u
pA3aHcbKo anHacTiamu (OgHopoxkeHko 2018, c. 424-426).

MoaibHo Ao «PaBuya» € We HU3Ka repbiB i3 306parKeHHAM MUCIMBCLKOIO 3MiCTy B KNENHOAI
UM Ha WMTI, AKi HE CTanu Ayxe BigOMMMW, NPUHANMMHI Ha BoauHi Ta KMiBWKHI B 3a3HauYeHUN
nepioa. [o HWX Hanexutb, Hanpuknaa, repb «lepanbT» (iHWi Ha3Bum — «TeTepiB» abo
«OCcbMbOpOr»), B KNEMHOAI AKOro TeTepiB BNPaBo, a Ha WKTi — PO3ABOEHNIM Ha KiHUAX xpecT. Lum
repbom y 3a3HayYeHul nepioa NOCNYroByBanUCh rainLbKi 3eMAHN POroBCbKi, WO Manu MaETKM Ha
BonuHi (AlkoBeHKo Ta iH. 1991, T.3, c. 634). CTapoBMHHUIA NONbCbKMI repb «[3snowa» (abo
«[anoca») 3 cTpaycoBMm Mip’sAm B KNeMHOAj Ta KPUNOM KOPLUYHA 1 O/IeHAYMM POrOM Ha LUMTI, TaK
Camo Hanexkas o nepeniky 1413 p., ane nMwunBCcA ManoBiZoMmnMm. IMOBipHO, MOro Hocismu byau
BOJIMHCbLKI 3em’ssHn JATKeBUYi, NpoTe naeTbes BXKe npo 1660 p. (AkoBeHKo Ta iH. 1991, T.1, c. 197).
Halisigomiwmm BnacHMKom repby «CBMHKa» Ha BonuHi OyB WNAXeTCbKMW pig YaubKuX, AKWUIA
npnabas y LboMy perioHi MaeTkM HanpuKiHui XVII cT. (AkoBeHKo Ta iH. 1991, T.4, C. 804). He HaaTo
3HAHUM Ha BoauHi nmwmeca repb «Fpud» 3 midiyHo icToTolo rpUPom Ha WKTI Ta B KnenHoai
nopy4 3 oNeHAYnUM porom. MepeBarkHO Ui repbu 3ragyoTbea y 38°A3Ky 3 NepeceseHHAM NONbCbKUX
LNAXTUYIB Ha BoAMHb, ab0 3 raIMuUbKOIO 3HATTIO, A€ BOHU paHille cTanu BiAoMUMN.

IHWi npuknadu mucnusceKoi eepanbOuKu. HacamKiHeLb BapTO 3BEPHYTU yBary Ha BUMNAAKM
BMKOPUCTaHHA repbis, Wo He ysiiwan o nepeniky 1413 p., Ta He CTanu Ayxe BiJOMMMM Ha
BonuHi Ta KuiBwmHi. Jeski 3 HUX HanesKain NepeBaskHo LWAAXTI MO/bCbKOro NOXOAMKEHHA, abo Tm
PYCbKMM LLIAXTUYAM, WO 6yam poaom i3 FanumnHu. I3 ix CTBOPEHHAM HiIBUTO NoB’A3aHi nereHan 3
MUCANBCbKMMM CloXKeTamu. OgHMM 3 Takux repbis € «Porana», Ha WKUTI AKOro — pir oneHa Ta pir
3ybpa, a B KNenHoi BOHW KX B 06epHEeHOMY NOopPAAKY; BilOMi TAKOXK BapiaHTK, A€ POrv Po3MmilleHi i
Ha WMTI, i B KnelHoAi po3milweHi ogHakoBo, abo MixK poramu B KnelHoAi Wwe M MPUCYTHS
maneHbka nTtawka (Okolski Vol.2, p. 606, 613). 3rinHO 3 nereHAolo, NOCTaHHA Uboro repba
nos’A3aHe 3 NONOBAHHA NONbCbKOrO KOPOAA Ha 3ybpa, nig Yac AKOro ogMH 3 NLAPIB, CXONWB
3Bipa 3a pir Ta NoBasaMB Ha 3emJto. [licha Toro Moro POANHHWUI repanbAnNYHUA 3HAK — Pir oNeHsa —
OyB AONOBHEHWI WE OAHUM Porom. Y 3a3HavyeHnin nepion umm repbom imoBipHO BONOAINN APiOHI
wnaxTndi-aaywanm bexu (Niesiecki 1862, s. 16-17), npoTe ueit repb 6ys 6inbw BigomuMm Ha
rannymHi.

Y AKocTi BUMHATKOBOro repba BapTO HaBecTM TaKOX NpuKaag «banbysm» (iHwa HasBa —
«pnbyH»), AK TaKOro, Yna nereHaa NPo CTBOPEHHA TaKoX Byna nos’A3aHa 3 NONOBaHHAM. B Hill
i4eTbCA NPO TaTapCbKOro mypsy, Wwo 6yB Npu ABOPi BEIMKOFO KHA3A ANTOBCBKOTO i 6paB yyacTb y
KHA3IBCbKOMY MotoBaHHi. MMob6aunBLlKM ByXKa, BiH BUCTPINMB Y HbOTO 3 JIyKa — CTPiNa, Wo netina
MalKe BepTMKaNbHO, Npobuna 3mii ronosy i BoHa 06BMNaCck HABKOO Hei. BpaKeHWnin KHA3b HaaaB
CTpinbLto repb 3 306parkeHHAM BYXKa, B SKOTO BAyYUaa CTPiNG, a OCKINbKM NOpyY 3HaXoAUAUCH TPU
rpubwm, ix TaKoX MOX¥KHa NobaumTn Ha WwmTi repba. epb nos’a3ytoTb 3 pogom baiibys 3 bainbysosa
Ha bpaunaBLMHI; OKPIM LbOro MicTeYKa, MOro pycbKi BAACHUKM Main MAaETKN Ha TepuTopii BoaunHi
Ta Mocynna. Ha BigmiHy Big «Porani», Aakow BoAoginu KinbkacoT pogis y Peui lNocnoawuTii,
«MpnbyH» nMwmneca manosigommm — 3rigHo 3 repboBHMKOM K. HeceupbKoro, okpim camux bainbys
HUM KOPUCTaBCA We oguH pig B JIUTei, MOXKAuMBO, ix pigHi (Niesiecki 1855, s. 18-19).
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HacamkKiHeupb BapToO 3ragaTu lie Npo ABa repbu €BPOMNEMCbKOro 3paska i 3 MUC/IMBCbKUM
KOMMNOHEHTOM, AKi He Hanexanu 40 BULEe3ragaHoro nepeniky. Frepb «bpoxsmy» 3 0NeHeM Ha LUTI
BnpaBo byB AoBoJi Bigomum y Pedi MocnonuTin, npnHanmHi 3adikcoBaHO AeKinbKa Moro Bapiauii
— 3 poramu 4u CTpaycoBMM Nip’siMm B KAEMHOAI, Ha WUTI — 3 HAABHICTIO CONAPHOI CUMBOIKM,
ONEHEM NeXaunuM Yn ofieHemM B pyci. JlereHa Npo NoCTaHHA uboro repba He 6yno HaseseHo B
repboBHMKY, ane Bigomo, Wo BiH MaB HimeupbKe noxoarkeHHsA (Niesiecki 1855, s. 59). 3ragka npo
HbOIO Yy LIbOMY KOHTEKCTI HEBMMNAAKOBA — MNO/bCbKMIA KOpoab Bnaaucnas IV Hagas «bpoxsuy IV»
WwnaxTmyam BpoHcbkum y 1635 p., 33 BiliCbKOBI AocArHeHHA y CMONEHCbKIN BiMHi. Y gaHomy
BMNAAKy LUiKaBuh Tol ¢akT, Wwo B 3adikcoBaHoMy B repboBHUKY BapiaHTi «bpoxsuya IV» B
KnenHoai mae 6ytn 6ine ctpaycose nip’a, a He poru onens (Jlykomckmuin, Moasanesckuin 1993, c.
27). Fepb «Cyxi KoBHaTK» (iHWa Ha3Ba — «CyxeKOMHaTM») 3 YOPHO-30/I0TUM PiXKKOM i XpecTom Ha
WMTi Ta CTPaycoBMM Nip’AM B KNenHoAi iMOBipHO Ma€e npyccbke noxoarkeHHs (Paprocki 1858, s.
611). MNpoTe 3rigHo i3 3adikcoBaHOtO repboBotO NereHaoto, Lem repb cnopigHeHui 3 «Tpybkammn» -
Ma30BEeLbKNI KHA3b 3 AKMXOCb MPUYMH He 6akaB papyBaTW BnacHWi repb BilCcbKoBOMY, LLO
Big3HauMBCA y OMTBI 3 TEBTOHUAMM, TOX Hagas repb nuwe 3 oAHUM pixKKOM. Ha BiamiHy Big,
b6araTbox cTapux repbis, Bigomux y MoNbCbKOMY KOPONIBCTBI, NeplimMin AOKYMEHT, Ae 3'ABMBCA
BIATUCK NeyYyaTKM 3 uum repbom, aatoBaHui XV, a He XIV cT.. Ha BoaunHi BnacHMKkamu uporo repba
6y wnaxtmdi MioHuymHcbKi Ta OBnounmcbKi (Niesiecki 1862, s. 100).

%k %k %k

Y 3axigHin €EBponi 0AHUM i3 Bi3ya/lIbHUX MapKepiB HAaABHOCTI 3aX0NNeHHA NoatBaHHAM byna
nossa poaoBux repbis i3 AMKMMUK TBapMHaMM, aBO MUCANBCbKMMM TpOodesaMM UM akcecyapamm (AK
TO piXKKamn-Tpybamm). Ictopia iX BWMHWKHEHHA 3arnmbneHa y CepepHboBiYYA i, O4eBUAOHO,
nos’s3aHa 3 BiAronockamm A3nyHMUTBA. [MobyTyBaHHA BaraTbox 3 repbis, NPo AKi MWNocA Bulle,
byno 3adikcosaHe y axkepenax XIV cT.. B aeakux 3beperKeHux fereHaax, 3aBAaku SKUM MOMKHa
TPaAKTyBaTK Ui repbu, NpUCYTHi MUCAMBCBKI clokeTu. lMpoTe HeBiZOMO, HACKiNbKM HAcnpasai €
OABHIMM Ui NereHam, oCKiNbKU NPUMITHUM € GaKT HaAsfABHOCTI B 6araTbox 3 HUX 3HAHWUX MOJIbCbKUX
cepefiHbOoBIYHMX MOHapPXiB. TOXK AKLLO AaHi nereHaAn 6ynn HOBOTBOpPaMM PaHHbOMOZEPHOTO Yacy,
TO iX aBTOPM MOIM/IN MNParHyTU CMMBOJIIYHO YTBEPAUTU POJIb KOHKPETHOro LWAAXETHOro poay,
B/laCHMKA repba, y cTopiHKax icTopii cepegHboBiYHOro losibCcbKoro KoposiscTta. MNMomiTHUM €
TAKOXK TOM ¢aKT, Wo Ha repbax yvacriwe 3'ABAAANCL Ti TBAPWUHU, AKI Mann 3HAYEHHSs nig 4vac
NONIOBAHHA: fAK MOMIYHMKM MWUCAMBLA, B AKOCTI AWYMHM YU AK MUCIMBCbKUIN Tpoden. B
OCTaHHbOMY BMMNAAKY MAETbCA MepeBaXXHO NPO porun oneHAa abo 3ybpa, i AKWO NONOBAHHA HA
o/ieHa Byn10 NoNyAsAPHMM LWEe N 3aBASKKW 3axigHii Moi, TO BE/IMKe 3HaYeHHs 3ybpa — puca BaacHe
PiYNOCNOANTCbKOT MUCAMBCBLKOI TPAAMUii Ta Ky/AbTypHU.

Monpu Te, WO NOAOBAHHA Ha YKPATHCbKMX 3eMIAX Masio AABHIO ICTOPItO | NPOABUIOCH e B
cepeaHbOBIYHOMY 3aKOHOAABCTBI, Yy BAacHe YKpaiHCbKOMY repboTBOPEHHI BOHO BWABMAOCA
MasioNnoMiTHUM. Fepbn 3 AOTUYHMMM A0 MWUCAMBCTBA ClOXKETAMMU, AKi BiNbli-MeHW BigOMiI Ha
YKPQiHCbKMX 3eMAAX, Ma/in iIHO3EMHE MOXOAMEHHA, AK i NOYACTM I WAAXETCbKi poan, WO HUMMU
BONOAINN. 3arasiom e Pi3HOMaHITTA BUKOPUCTAHHA «MWUCAMBCbKMMU» repbamum Ha BoauHi Ta
KWiBWMHI gocAaranoca 3aBAAaKU nepecesieHHIo iX BJIACHUKIB 3 NOAbCbKUX TepeHiB Pedi Mocnonntoi
abo 3 Pycbkoro Ta bBensbKoro BOEBOACTB, Ae Ui repboBi Tpaauuii nowuvpuanucb paHiwe.
MpMKMETHO, WO Ha UMX TepeHax, repbun €eBpONeNCbKOro 3paska TaKOX YXXMBajfa MepeBaXKHO
WAAXTA MONAbCbKOrO MOXO4XEHHA. BoaHOYac BMHMKAOTL NEBHI CKAAagHOWi Y AOCNIAMEHHI
nowupeHHa repbiB €BPONEMCbKOro 3paska (BKAWYHO i 3i 3ragaHMMm  BULLE), OCKINbKK
npeacTaBHUKM OLHOTO POAY UM Pi3HUX MOrO FiNIOK MOrM NOCAYroByBaTUCh PisHMMM repbamu. o
TOrOo X, 3Ha4YHMM BYB BiACOTOK APIOHOT WAAXTU, repbun AKOI ANLNANCL HEBIZOMMUMM, YU NOKK WO
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He 6y BBeAEHI Yy HayKoBMit 06ir. MpUMiTHO, WO 6inbll NOWKNPEHNMMU, HiXK peLTa, CTanu Ti repbu,
AKMMW BOJIOAI/IN MAHCbKI UM 3aMOXKHI WASXETCbKI poaun. Cepen BNacHUKIB repbiB eBPONENCbKOro
3pa3sKa BigYYTHUM € BiZICOTOK LIAAXTU, CTapili repbun AKoi HEBIZOMI, TOXK OTPUMAHHSA Takoro repba
morsio 6yt nepesarol Ana iX penpeseHTauil B CycninbcTBi. Xoya BogHO4YaC 3MiHy repba um
yacTile Moro AOMNOBHEHHA eneMeHTaMM 3axigHoi repasibAuKM BapTo O6rpyHTOBYBATU BM/JIMBOM
3axigHoi moau.

Hemae ogHO3HAYHOI BigNOBIAi HAa MUTAHHA, YOMY X YKPAIHCbKY LUAAXTY TaK Maao LiKaBuau
repbu 3axigHoro 3paska — MOMKJMBO, MLINOCA MPO YCBIAOMNEHHA TOrO, WO HAABHICTb AABHbLOIO
repboBoro 3Haka 6yna YaCTUHOM iAEHTUYHOCTI, AOKA30M MOXOAMKEHHA Ta 3HAaYMMOCTI poay B
MUHy/OMy. HenooanHOKMMK 6ynmn BUNAZAKKM, KOAM MiCLLEBA 3HATb BUKOPWUCTOBYBaNa AaBHIN repb
pa3om 3 HOBMM, abo noeaHyBana ix B ogHomy. Monpu Te, WO pycbKi repbun cknaganu npnbanmsHo
TPETUHY PiYNOCNONNTCbKUX repbiB, repbis EBPOMNENCbKOro 3paska Ha YKpPaiHCbKMX 3emaax 6yno
nvwe 10% Big 3aranbHOI KinbKocTi (OaHopoxKeHKo 2009, Kosaybka mepumopiansHa 2epanbOuKa,
c. 5). YKpaiHCbKa repanbguKka po3BMBa/siaCb Ha MiCLEBOMY FIPYHTI i Ha OCHOBIi CTapOBUHHMUX
POAOBUX 3HaKiB, MOWMPEHHA EBPOMNENCBKUX (Y T.4. MOAbCbKUX) repbiB uM repanbanyHunx oiryp
TOPKHYN0Cb PYCbKOi repasbAnKn HE3HAYHO.

Lo [0 TOro, HaACKiNbKM €BPOMENCbKI TpagMmuii cniBBigHOCUMAUCL 3  MiCLEBUMM
YKPQiHCbKMMMK, TO B KOHTEKCTi (ayHiCTUYHOI TemMu BapTO A04aTW, WO Ha AaBHIX neyaTKax
MiCLLEBOrO MOXOAKEHHA NPUCYTHI CTUANI30BaHMI NTax (raska, Ha nevyaTkax anMubKo-BoiMHCbKOro
KHA3IBCTBA), Typ, Opes, eK30TUYHI TBapUHU — neB., nasmd i T.4. Ceb6To BNacHe MUCAMBCbKA ¢ayHa
X04 i HaABHa, afne He3HayHo. Ha BiaOWTKax neyaTok 3a3Ha4YeHOro nepiogy nepeBaXkHO MOXKHa
nob6aunTn 306parkeHHA wWwuTa repba, npote B TOMY BWUMNAAKY, KONM HALWONOMHMK 3 NTaxom
NOTPanAAE Ha MNevyaTKy, NTax TaK CamMoO MOCTAE Yy BUMNALI repanbgu4yHOl ranuui, Bigomoil vy
eBponencbKin repanbaumui (Mactypo 2003, c. 62). Bce ue cBig4YnTb NPO BUCOKY CaMOAOCTaTHICTb i
OPUTiHANbHICTL MICUEBUX TpaauLUil, AKi AOMiIHYBaNM He JuWe B repanbauui, ane Mn iHWux
MUCTeUbKUX chepax, KyNbTUBYIOUYM BNACHY CUMBOJIIKY 1 NPaKTUKM ii 3aCTOCYBaHHA.
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In. 11. FepbosHUK bonaHKypa abo benneHsinana ompumas C800 HA38Y 3a Mpi3sulieM 8/1aACHUKA nepiody XVI
cm., AHmyaHa Oe bonaHkypa, cuHsliopa benneHsinga. BoHo cmoimb Ha nepwili cmopiHui pykonucy 3
MiHiamwopamu 2epbis, wo bye cmeopeHuli y Il nonosuHi XIV cm. Ha mepumopii cyyacHux HidepdaHdis. Y
UboMy 8UOGAHHI 8MiujeHi imaniliceKi, hpaHyy3bKi, HimeybKi ma 2071aHOCbKI 2epbu. Esponelicoka
2epanbOuKa mana eiouymHuli 8naue Ha ¢hopmy8aHHS piurnocrnoaUMCcbKoi, 0cobauso AKWo Mmoaa lide npo
MEQPUHHI CroXmu.

Lxcepeno intocmpauili https://gallica.bnf.fr/ - ogiuiliHuli calim ®paHyy3skoi HauyioHaneHoI bibniomeKu, de
36epizcaemeoca opuziHan eepbo8HUKA.

ﬁﬁWﬁUWWWW
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).

In.12-13. Lli eepanbOuyHi MiHiamiopu Hanexcams rneH3no Teodopa XroHbcbko2o (1821-1887 pp.),
XyOOXCHUKG ma 3Hasys eepbis, ujo npayrosas y leponsdii Koponiecmea lMonbcokoezo. Ao uiei
YCMaHOo8U NMpedCcmasHUKU WAAXemMCbKUX POOUH HAOCUAaAaAU O0OKyMeHmMuU, Wo 3aceidyyroms ix

noxooxceHHs, abu PocilicbKa imnepia su3Hana ix HanexcHicms 0o eaimu. Ceped yux 00KyMeHmis
¢hicypyeanu onucu 2epbis 4u ix 306paxceHHs, Ha ocHosi AKux T.X. cmeoptoeas Konboposi Konii abo
pobus ix pekoHcmpyKy,ii. Bxe no io2zo cmepmi, Ha 0CHO8I Lux 306paxceHb NosAbCbKUL iCMopuK-
eepanvoucm KOniyw Kapoas Ocmposcbkuli 8u0as yi 306paxceHHHA y 8u2As0i 2epanbOuyHUX
mabauuys. JocnioHUKU noabCbKoi 2epanbOUKU 00Ci KOpUCMAOMbCA UUM 8UOAHHAM, W0 Noba4vuno
ceim we y 1909 p. Intocmpayii 3 https://crispa.uw.edu.pl/, nnamepopmu 6ibaiomeKku YHisepcumemy
Bapwascbkoeo. In. 12, 3niea Hanpaso, nepwuli pad: 1-2. sapiaHmu 2epby "Mobyz"; 3-4. eapiaHmu
eepby "Tpybru", yemeepmuli Hanexcumeo KHA3aM Padsusinnam; 5. eepb "Poeana"; 6. 2epb "HaneHu";
7. 2epb "Bpoxsuu IV"; 8-9. sapiaHmu eepby "Pasuy”. In. 13, 8 Opy2omy psady, maKox 37i8a HANPaso:
1-2. sapiayii 2cepby "/le6ids"; 3-6. sapiayii cepby "Moby2";7-10. sapiayii 2zepby "Acmwemysa"
("Acmpyb6a”).
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MucnmscbKa repanbamka Ha BoauHi Ta KniBwmHi y XVI — nepwiii nonosuHi XVII ctonitta

Cmamms npucesayeHa MUCAUBCbKUM ClOXemam | cumeosniui e eepanvouui BoauHi ma
KuiswuHu XVI — nepwoi nonosuHu XVII cm. o Hoeauili ybo2o 4Yacy Hanexums Mnossea 8
YKPaiHCbKil eepanbOuyi Hemumnosux 017 Hei 306paxceHb, @ came OUKUX M8APUH MA MUCAUBCbKUX
pixcKie. ABMOPKOK MPOAHANI308aHO 8iOOMI «MUCAUBCLKI» eepbu, ix nowupeHHA ma UMO8ipHi
ApUYUHU Manoi NonyaAapHOCMI HA 3a3HAYEeHUX mepeHax NopieHAHO 3 [10/16CoKUM KOPOieCmeom.

B paHHbomMOOepHuUli nepiod wasxmuyi HAMA2aaucs 3a 00MNOMO20r0 2epanbOUYHUX 3HAKIB ma
nez2eHO nioKpecaumu C80€ OABHE MOXOOIEHHA, NPasa HA 80/100iHHA 3eMsaed ma noaimudvHul
enaus. loAsa OuKUX MEAPUH HA pycbkux 2epbax 6yna 4acmMUHOK MOWUPEHHA HA Ui mepeHu
3axi0HOI 2epanbOu4yHOi MOOU Ma MUCAUBCLKOI Kynbmypu fAK makoi. HenooduHokumu 6ynau
8UNAOKU MNOEOHAHHA PYyCcbKoi 2epanbOuyHOi mpaduyii ma yinkom 3axiOHUX 3Paskis,
HaliacKkpasiwum rnpuxkaadom 4ozo € 2epb «Kopuak». Beaxicaemocs, wjo kneliHod y suenadi necuka
MopoOU y20PCbKA 8UMIA MAE Y20PCbKE MOXOOH(EeHHSA, Mpome 306paxceHHA wuma («epybu») ybo2o
eepba 8710CHe pyCbKe, MPaKmMosaHe AK Mpu rnoacu, Konoou abo piku. MeHw gidomumu, Hixc 2epb
«Kopuak» ma (iozo sapiayii 6yanu sunadku 0odasaHHA 00 cmapux 2epbis enemeHmis 3axiOHOI
2epanbOuKU, HaNMPUKAAo, MUCAUBCLKUX PiXKia.

binowicms eepbis 3axiOHO20 3pa3Ka, sidomux abo 8iIOHOCHO B8iOOMUX HA UUX mepeHax
Hanexcanu 00 CrUcKy mux, wo 6yau HadaHi Hobinimemy BK/1 y 1413 p. Yumano 3 Hux 6ynau
nowupeHi nepesaxcHo 8 cepedosuw,i OpiBHOI WAAXMU MNOAbCLKO20 MOXO0MEHHA abo M
nepeceneHuyis 3 laau4yuHu. Hamomicme Ha BoauHni ma KuiswuHi wasxma Hadasana nepesaey
8/10CHUM CMAPOBUHHUM 2epbam, CMEOpPEeHUM HA OCHO8i 0aBHIX Mexosux (mepumopianoHux,
po0o8uUXx) 3HAKIB. IMOBIPHO, MpuxunbHicme 00 0ABHIX eepanbOuU4YHUX mpaduyili maaa Ha memi
nidKpecaumu ceoro pycbKy i0deHmu4Hicme.

Knarouosi cnoea: 2epb, mucausceKa ¢hayHa, BoauHceke s8oesodcmaso, Kuiscbke 80esodcmeo,
Piu Mocrnonuma, paHHeomoOepHuli Yac.
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THE SACRED ASPECT OF THE IMAGE OF THE CHILD IN THE EARLY 20TH-CENTURY POLISH AND
WESTERN UKRAINIAN PAINTING: SOCIO-HISTORICAL CONTEXT AND LOCAL SPECIFICS

Yuliia Kizyma

CakpanoHuii acnekm obpaszy OUMUHU y NOAbCbKOMY ma 3axiOHOYKpaiHCbKomy xcusonuci
noyamky 20-20 cmonimmas: coyianbHo-icmopu4vHuli KOHMeKcm ma pezioHanbHa cneyugika

FOnia Kizuma

Kineyb 19-20 ma noyamokK 20-20 cmoaimmsa no3Ha4YeHi 3MiHaOMU Y CycninbHUX YA8AEHHAX
npo oumuHy ma oumuHcmeo y CLUA ma KpaiHax €Esponu. Lle ssuwe 3Haliwno sAcKkpase
8i00bpaXceHHA NaM’smKax Kyabmypu, 30Kpema y meopax xusonucy. 06paz OumuHu ma
JdumuHCcCmBea ompumas Hosi no3umusHi KoHomauii. Hacamneped (democa npo 6a2amo3HA4YHy
Kameezopito “HeguHHocMI”, W0 No8’A3ye8anace y momy 4ucai 3i 30amicmio dimeli 00 ompuMaHHA
binbw 21uboko20 ma iHMeHcusHo20 penieiliHozo 0oceidy, Hix y Oopocaux. Lel acnekm
i0eanizosaHo2o0 06pa3zy OumuHcmea ocobauso nidKpecasasca y naimepamypi, inocodii,
mucmeymsi. Y pamkax ubo2o 00cCnioxceHHA O6yau poseasHymi ma cniecmasnaeHi pobomu
CMAHK0B8020 MA MOHYMeHMAbHo20 xcusonucy mumuyie CLUA ma 3axioHoi Egponu, 3 00H020 GOKY,
i Monbwi ma 3axioHoi YKpaiHu, 3 iHwWozo 60Ky, O0e 06pa3 OumMuHU 3'ABASEMbLCA Yy CUEHAxX
peniziliHozo xapakmepy. [xcepenoHa 6a3a 0XONAKE AK MBOPU HA Cymo peniciliHi memu,
nNpu3Ha4yeHi 0414 CAKPasnbHUX MPocmopis, maK i pobomu c8iMmCcbK020 Xapakmepy, wo Micmame
CUMBOAU XPUCMUAHCbKO20 [OX00MEHHA ma anaK3ii Ha CakpansHi croxemu. Y cmammi
po32na0aromsca 0xepena NnoAsuU CAKpanizosaHo2o obpasy OumuHu y Kyasmypi KiHya 19-20 ma
noyamky 20-20 cmonimms, ocobausocmi ma eapiaHmu (io20 8mineHHA y meopax xcusonucy (y
momy Yucai — pezioHanbHi mpaduuii). Ocobauesa ysaza npudinaemoca obpazam cinbcoKux dimel
y meopax mumuis Monswii ma 3axioHoi YkpaiHu (Aueka Mansyescokoeo, Bnacmumuna MogpmaHa,
Kasumupa Cixynbcbkoeo, OneKkcu HosakiecbKozo, HOniaHa byymaHioKka) Ha peniz2iliHy memamuky sK
cneyugiyHomy XyOOHCHbOMY ABUWY, MICHO M08’A3GHOMY 3 COYidaAbHOK CMPYKMypoo ma
MoAiMU4YHOK cumyauieto y yux peeioHax. Y xo0i docniowceHHAa 6ysa0 3acmocosaHoO memoodu
mucmeymeosHascmea (gpopmansHull, iKOHo2pagiyHuUl, iKOHOAO02IYHUL), a mMaKox memoou
2YMAHIMapHUX HayK (KOHMeHmM-aHani3, cemiono2iyHuli aHani3)

Kntoyosi cnosa: obpaz OumuHu y IUBOMUCI, MoAbCbKe mucmeymeo noyamky 20-20
cmosnimmas, yKpaiHCbKe mucmeymao noyamky 20-20 cmosaimma.

Artistic representation of childhood constitutes a relevant area of contemporary
humanitarian studies. This field of research is of significant importance for art history, social
history as well as history of representations. “Centuries of Childhood” (1962) by French historian
Philippe Aries is considered the seminal work establishing the history of childhood as a separate
discipline. The author was the first to address the topic that had long been overlooked and, more
importantly, use works of art as sources on family life in the past. Among other researchers who
looked into representation of childhood in visual arts are Paula S. Fass, Hugh Cunningham, Michael
Benton, Marilyn R. Brown.

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2021.1(11) | 64



MODERN AND CONTEMPORARY ART

By contrast, Ukrainian historiography of the subject only consists of few specified studies
and lacks more thorough works. “Sacral character of child in Ukrainian artistic tradition” by O. Kvas
(Kvas 2013) is one of several papers dealing with the topic. The author outlines major trends and
changes in artistic representation of children based on examination of Ukrainian religious art as
well as tombstone sculptures. In particular, O. Kvas mentions the term “sacralisation” in relation
to the perception of children in Ukraine. However, the research is of an overview character and
does not cover the period on which our study focuses.

Representations of children and childhood were the main subject of the exhibition “Children
and Kids: Image of Child in Art XVII-XX centuries” which featured works by Ukrainian and foreign
artists in Ukrainian museum’s collections. The curators defined the typical ways of depicting
children: formal portraits, similar to those of adults in style and composition; psychological
portraits conveying the character, mood and age-related characteristics of a model; images of
children playing or learning, misbehaving or even struggling with poverty and hard work.
(Berehovska&Hulka, 2014) However, there has been little research into the sacred aspect of the
imagery of the child.

In this paper, we will explore the sacralised image of the child and childhood in the Western
and Eastern European cultures of the late 19th and the early 20th century. We will look at its
influence on the representations of children in contemporaneous painting. Having analysed
artworks by representatives of different countries, we will be able to make conclusions about the
popularity of the image, local specifics of its representation, and possible ways of depicting it. In
this study, we will consider both works of sacred and secular art, as they both contain religious
imagery albeit interpreted in different ways.

The methodology of the research is based on art historian Erwin Panofsky’s scheme
consisting of three sequential stages: formal, iconographical and iconological analysis. Formal
analysis will enable us to describe the primary subject matters of artworks studied. Iconographical
analysis will be used for comparing the artworks with existing iconographical schemes and
symbols. Finally, the aim of iconological analysis will be to consider the artworks in the context of
cultural, religious and social phenomena of the period. In our case, the context will comprise the
broad range changes in the perception of children and childhood which took place in Europe and
the USA between the late 19th and the early 20th century.

In addition to Panofsky’s scheme, we will employ other methods of humanitarian studies.
For example, content analysis will allow us to distinguish the tropes (epithets, metaphors, and
comparisons) most frequently used in relation to the “sacralised” child. Methods of semiotics,
especially those proposed by Roland Barthes, will be used to analyse the image of the child as a
form, a part of “the holy child” myth. (Bart, 2008)

The image of the child in the late 19th- and early 20th-century culture: innocence,
femininity, sanctity

In his work “The Psychology of the Child Archetype” (1940), Carl Jung reveals strong
associations between the image of “the divine child” in ancient cultures and the categories of
“salvation”, “future”, and “cure”. According to the psychoanalyst, the archetype combines
helplessness and extraordinary strength. (Yung 2012, p. 221) Jung’s conclusions have a lot in
common with the Americans and European’s perception of children and childhood in the 19th and
the 20th centuries. It may even seem that the image of the child retained those connotations since
ancient times, which had a positive impact on real children’s lives.

However, new discoveries in social history refute this implication. Modern researchers argue
that views on children and childhood varied across different communities and significantly
changed with time. The concept of childhood as a separate and valuable period in life only
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emerged in Europe in the 18th century. Prior to that, it had been seen merely as preparation for
adulthood. (Cunningham 2021, p. 45)

These ideas developed and gained popularity in the 19th century (especially its second part).
People started considering childhood not only a separate but also the best stage of life. Hugh
Cunningham attributed the change to the gradual secularisation, which affected some aspects of
social life. In particular, the 19th century marked the decline in belief in original sin, which had
previously caused society to think of children as inherently corrupt and flawed. (Cunningham
2021, 48-49) Hugh Cunningham called the 19th-century society as “child-cantered”. (Cunningham
2021, 59)

At the same time, the image acquired different religious connotations. The child came to
epitomize innocence and simplicity. Children grew to be described “as angels, messengers from
God to a tired adult world”, (Cunningham 2021, 49) “embodiment of hope”. (Cunningham 2021,
59) Childhood was “some recompense to mankind for the loss of Eden”. (Cunningham 2021, 116)

The concept of “innocence” was at the core of the 19th-century image of the child.
(Cunningham 2021, p. 51) The ambiguous word often denoted the freedom of behaviour and
freshness of thought, which adults ascribed to children. Works by William Wordsworth and
Charles Baudelaire, which we will cite further, bear evidence for such a perception of children.

However, the absence of sexual experience played an important or even the key role in the
concept of “innocence”. Sexual virginity was considered the “fundamental defining quality” of
childhood, while its loss marked the beginning of adult life. To protect children’s innocence was
parents and custodians’ main goal. This aspect of the idea of childhood came to be both
sentimentalised and sacralised. Society regarded innocence as the condition and source of “sense
of wonder, an intensity of experience and a spiritual wisdom lacking in the adult”. (Bailey 2013, p.
192-194)

Some researchers maintain that the 19th-century notion of “innocence” was “a Victorian
defence against advancing awareness of the sexual life of children and adolescents”. (Brown 2004,
p. 449) Others even see in it “a parallel eroticization” of the child. (Bailey 2013, p. 197)

Another aspect of the contemporaneous image of the child was femininity or
genderlessness. According to Hugh Cunningham, people found it easier to picture the ideal child as
a girl, for real boys’ behaviour failed to coincide with romantic ideas of peacefulness and love for
nature. The celebrated painting “Child Enthroned” by Thomas Cooper Gotch serves as an eloquent
example of this phenomenon. The painter himself described that portrait of his teenage daughter
as “the personification of childhood”. (Cunningham 2021, p. 57)

Ukrainian studies in social and gender history contain more testimonies to the connection
between the notions of “childhood” and “femininity”. “In everyday culture, representations of
women as some kind of “big children”, whom one needs to permanently control, admonish and
guide were quite common. Women were described as naive and emotional.” (Cherchovych 2017,
p. 34)

Hugh Cunningham maintains that the so-called Romantic concept of the child dominated
Western world throughout the 19th and the early 20th century. It enjoyed the peak of its
popularity between 1860 and 1930. (Cunningham 2021, p. 55)

Thus, the sacralised child became a myth (according to Roland Barthes’s definition proposed
in his work “Mythologies”). From the semiological perspective, an image of a child played the role
of the singfier. All the associations it might have evoked (such as a model’s personality or
background) were reduced to the simplified form filled with a new meaning — the signified. In our
case, it contained the historically contingent notions of “innocence” and “sanctity”. As a result, a
myth, or the sign, emerged. (Bart 2008, p. 275-277)

The image of “the holy child” exemplifies the process of “naturalization of a myth”, as
Barthes himself called it. For the philosopher, the main goal of any myth was to transform history
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into nature; make values and ideas seem like facts. (Bart 2008, p. 289) Likewise, people believed
that the extraordinary qualities ascribed to children were innate. Society saw the exceptional
value of childhood as the reason for its romanticisation — not the consequence.

To illustrate this, social historians point to the blatant discrepancy between the idealized
construct of childhood and real children’s lives. M. R. Brown highlighted a paradoxical fact: in
Europe and the USA, the heyday of “the holy child’s” cult coincided with the unprecedented
industrial exploitation of children. (Brown 2004, p. 453)

On the other hand, the romanticisation of childhood contributed to the rhetorics of factory
movements which sought to improve the lives of working children and teenagers. The concept of
“enjoyment of childhood” was among their major arguments against child labour. (Cunningham
2021, p. 118)

The image of the child in the late 19th and the early 20th-century literature

Positive representations of children and childhood were common in the 19th-century
literature influenced by Romanticism. The Romantic concept of the child included the belief in
their exceptional sensitivity to beauty and truth in comparison to adults. The Romantics idealised
“freshness of childhood”, describing it as “the spring that should nourish the whole life”.
(Cunningham 2021, p. 55)

“Ode: Intimations of Immortality from Recollections of Early Childhood” (1807) by William
Wordsworth (Wordsworth 1807) is one great example of this cultural phenomenon. The poet
showed childhood as a stage in life when one is in contact with the heavenly realms (“Heaven lies
about us in our infancy!”, “Behold the Child among his new-born blisses...”). The Romantic child is
naturally open to sacred knowledge inaccessible for adults (“Mighty Prophet! Seer blest! On whom
those truths do rest, Which we are toiling all our lives to find...”). Wordsworth repeatedly
juxtaposed the “light” of childhood against the “darkness” of adulthood (“Shades of the prison-
house begin to close Upon the growing Boy, But he beholds the light, and whence it flows, He sees

it in his joy”).
Charles Baudelaire emphasized another aspect of children’s innocence — their creative
potential — in his essay “The Painter of Modern Life”. The writer compared the curiosity and

aesthetic sensitivity of a person recovering from an illness with that of a child. “The convalescent,
like the child, enjoys to the highest degree the faculty of taking a lively interest in things, even the
most trivial in appearance...The child sees everything as a novelty; the child is always ‘drunk’.
Nothing is more like what we call inspiration than the joy the child feels in drinking in shape and
colour...But genius is no more than childhood recaptured at will...” (Baudelaire, 1863)

Russian writers of the 19th and the 20th centuries expressed similar views. A. Kozlova
described the child in Dostoevsky’s novels as “innocent and thus close to God, the adult being
their complete opposite”. The writer often used the image as an ideal or a metaphor. According to
Dostoevsky, an adult is able to keep their “inner child” alive and incorporate it in their personality.
The Symbolist notions were similar to that of Dostoevsky. However, A. Kozlova maintains, the
movement introduced a novel view, with “the world of childhood” and “the adult world” being
two separate realms. The former was associated with irrational thinking and immense creative
potential. (Kozlova 2010, p. 97-98)
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There has been little research into the imagery of the child
and childhood in Ukrainian literature. The few studies into
representation of children in specific literary works (Kovalska
2008) give the impression that writers mostly focused on
psychological and social aspects of childhood instead of its
metaphorical connotations.

The early 20th century ushered in alternative, rather
controversial views on childhood. The changes were partly due to
the growing popularity of Sigmund Freud’s theories. In his “Three
Essays on the Theory of Sexuality” (1905) the psychoanalyst
argued that one received sexual experience from the moment of
their birth to the age of six, which was followed by the latency
stage lasting until puberty. Thus, Freud debunked the Victorian
construct of children’s “innocence”. However, the founder of
psychoanalysis was neither the first nor the only one to voice
doubts over that myth. Similar ideas were expressed by the means

of art in the play “Spring Awakening” (1891) by Frank Wedekind,
the painting “Puberty” (1894) by Edvard Munk, child and
i . adolescent portraits by Egon Scheile and Oskar Kokoschka. (Brown

Fig. 1. Ford Madox Brown 2004, p. 460)

“Take your Son, Sir” (1851,

Nevertheless, the idealised image of the holy, precious child

1856-1857). Tate. continued to dominate European and American culture.

https://www.tate.org.uk/art/
artworks/brown-take-your-

son-sir-n04429 “The Holy Child” in the art of Western Europe and the USA
between the late 19th and the early 20th century

Just like literature, contemporaneous painting reflected the
new perceptions of children and childhood. The connotations
mentioned above — sincerity, innocence, creativity, secret
knowledge, connection with nature and God — enabled artists to
depict children in varying but usually positive roles.

“The Holy Child”, as Michael Benton put it, is the focus of our
research. The author linked the trope to the imagery of Infant Jesus.
(Benton 1996, p. 57) The popularity of the type coincided with social
phenomena mentioned above — the emergence of the “child-
centred” family model and the “sacralization” of the child.

Artists represented the “sanctity” of children by the means of
colours, attributes, and compositional schemes borrowed from
Christian imagery. Thus, they established strong links between child
pictures and religious subjects. Painters depicted “the holy child”
alone or with their mother, again referring to the iconography of
Jesus and Virgin Mary and sacralising motherhood as well as
childhood.

“‘Take your Son, Sir” by Ford Madox Brown (Fig.1) is among
the earliest appearances of the trope. The artist showed a young

Fig.2. Mary Cassat.
“Mother and Child” (“The
Oval Mirror”) (1898).
Wikimedia.
https://commons.wikimedi
a.org/wiki/File:Cassatl.jpg

woman with an infant on her lap in an elevated position. The placement of the models together
with the frontal view of the woman evoke associations with the iconography of “Madonna
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Enthroned”. A mirror on the wall behind the woman surrounds her head like a halo and reflects a
figure of a man standing opposite her — in a viewer’s place.

Art historians proposed several interpretations of the subject. The woman was traditionally
seen as a lover of a married man begging her patron to recognise their child. On the other hand, it
is known that Brown used his wife, their son and himself as models for the painting. Furthermore,
the man actually smiles as he looks at the infant. These facts hint that the artwork may as well be
a family scene. Whatever Brown’s original intentions were, the artwork contains explicit allusions
to the imagery of Virgin Mary and Infant Jesus. (Benton 1996, p. 57)

The motif of a mirror as a halo is found in later paintings featuring “the holy child”. Mary
Cassat employed it in her work “Mother and Child” (Fig.2), also known as “The Oval Mirror”.
“Cassat positioned her models in the conventional pose of the Madonna and Child, the mirror
behind the figures standing in as a halo. Modern motherhood is therefore equated with divinity in
Cassatt’s late works”. (Albinson 2004, p. 134)

Artists substituted the mirror as a symbol with another object of a similar shape and texture.
In particular, an American painter Frank S. Eastman in his painting “A little Sleep” (Fig.3) employed
a compositional scheme reminiscent of that used by Madox Brown. However, in the place of the
mirror he put a shining brass plate. His model’s young age and dark red dress also link the scene to
the iconography of Virgin Mary and Infant Jesus.

ey

Fig. 3. Frank S. Eastman. “A Fig 4. James Jebusa Fig 5. James Jebusa
little Sleep” (1906). Shannon. “Purple Stocking” Shannon. “The Offering”
Artuk.org. (1894). Wikimedia. (1897). Christies.
https://www.artuk.org/disc https://commons.wikimedi https://www.christies.com/
over/artworks/a-little- a.org/wiki/File:Shannon,_P en/lot/lot-5857480
sleep-90020 urple_Stocking, 1894.jpg

Western European and American artists frequently featured the “halo” plates in their
paintings. An Anglo-American painter James Jebusa Shannon (1862-1923) incorporated those
ambiguous objects into his child portraits “Purple Stocking” (Fig.4) and “The Offering” (Fig.5). The
religious connotation is explicit in the latter work, (Fig.5) for it contains several other Christian
symbols: a crucifix on the wall, a book on the table, which suggests the Bible, the white colour of a
girl’s dress, probably a reference to First Communion. By contrast, the young protagonist of
“Purple Stocking” (Fig.4) is engaged in the mundane activity of handiwork. And yet her face, also
shown in profile, expresses the serenity and concentration reminding a viewer of a person in
prayer.

All the artists cited above employed the same device. An utilitarian object, such as a mirror
or a plate, acquired a symbolic function without losing the initial, practical one. Details of this kind
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caused an artwork to transcend the limits of genre or portrait painting. Symbolic objects added a
new semantic dimension to the primary one and allowed for multiple interpretations.

Another way of “the holy child” representation
lay in the incorporation of child images into subjects
and compositional schemes borrowed from religious
art.

In particular, a British painter Thomas Cooper
Gotch earned recognition for idealised portrayal of
motherhood and childhood, which was the focus of
his work. Characterised by exquisite ornamentation,
his paintings made multiple allusions to religious art.
Gotch drew inspiration from biblical imagery,
specifically the 15th-century Christian iconography,

which he re-interpreted his own work. (Virag, 2001)
(1896). Tate. . .”AIIeIuia”. (Fig.6)., one of his mo§t celebrated
https://www.tate.org.uk/art/artworks/gotch paintings, depicts thirteen girls of different ages
_alleluia-n01590 performing a Christian hymn. The number probably
hints at Jesus and the twelve apostles. The artist
separated the central figure — a portrait of his teenage daughter— from the others by placing her
in a niche in an elevated position. Shell-headed Renaissance recesses, similar to the one in Gotch’s
paintings, were usually shown above Madonna and Infant Jesus as well as other saints in the 15th
and 16th-century Italian paintings (“The Montefeltro Altarpiece” by Piero della Francesca and “The
Novitiate Altarpiece” by Filippo Lippi are only a few examples).
. The abovementioned painting “Child Enthroned” (Fig. 1894)
also contains references to Christian, especially Renaissance
iconography. First viewers even mistook the portrait of Gotch’s
teenage daughter for an image of Jesus Christ. (Cunningham 2021,
p.57)

The overall composition, however, has more in common with
the iconography of “Madonna Enthroned”. Unlike Brown, Shannon
and Eastman, Cooper did not conceal a halo around the model’s
head. In “Child Enthroned”, it takes an unambiguous shape of a
shining golden disk devoid of weight or volume. A piece of dark blue
fabric behind the protagonist’s back is another borrowing from
Renaissance imagery. Raphael Sanzio featured similar ornate fabrics
in the same position in “Madonna Enthroned”, while Bartolomeo
Vivarini depicted them in “Madonna and Child Enthroned with
Saints”. At the same time, a strictly frontal view of the figure evokes

Fig. 6. Thomas Cooper Gotch. “Alleluia”

Fig. 7.Thomas Cooper
Gotch. “Child Enthroned”

(1894). Wikimedia. associations with earlier forms of Christian art, such as Byzantine
https://upload.wikimedia.o ~ Mosaics and icons.
rg/wikipedia/commons/5/5 Maurice Denis, a French artist associated with Les Nabis, also
0/Thomas_Cooper_Gotch -  tackled religious subjects. Many of his paintings are characterised by

_The_Child_Enthroned_189  the merging of biblical imagery and modern life. As V. Kryuchkova
. put it, that device allowed the artist to “testify to the eternity of the
divine revelation, its constant presence in human lives”. (Kryuchkova 2008, p.15)

The image of the child plays a notable role in several paintings by Denis. In his “Catholic
Mystery” (“Le Mystere Catholique”), (Fig.8) a scene of a church service merges with the
conventional representation of Annunciation. A white lily, the common attribute of the episode, is
depicted in the background. Put in a painted vase, the flower looks like an ornament of a
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contemporary interior. Pale shadows on the blind take a seemingly random form of a cross. A
priest takes the iconographic position of Archangel Gabriel. A golden halo underscores his dual
nature. Two altar boys are standing between Virgin Mary and the archangel-priest. Thus,
physically and perhaps symbolically they act as mediators between the two other people in the

painting.

In “Nazareth” (Fig.9), Virgin Mary, Saint Ann and Saint Joseph are watching Christ Child
preach to three girls of his age. The absence of halos as well as anachronistic ribbon hairstyles
distinguish them apart from biblical characters. The subject matter of the painting is probably
another hint at the children’s openness to spiritual experiences; a clear illustration of their

connection with God.

Fig. 8. Maurice Denis. “Catholic

Fig. 9. Maurice Denis. “Nazareth” (1905).

Mystery” (1889). Wikipedia. Artchive.
https://en.wikipedia.org/wiki/Maurice https://artchive.ru/mauricedenis/works/34416
_Denis#t/media/File:MauriceDenis- 9~Nazaret

LeMystereCatholique.JPG

Fig. 10. Maurice Denis. Decorations
for College Sainte-Croix du Vésinet
(1899). Wikimedia.
https://en.wikipedia.org/wiki/Mauri
ce_Denis#/media/File:Maurice_denis
,_decorazione_della_cappella_del_c
ollegio_di_sinte-
croix_du_v%C3%A9sinet,_esaltazion
e_della_croce_e_glorificazione_della
_messa,_1899, 01.JPG

Denis featured children in a large-scale altar mural
made for the Chapel of Sacred Heart in the town of
Vesinet, France (Fig.10). The artist divided the composition
into two parts. The lower one depicts a service conducted
by angels and altar boys between columns against a
blossoming garden. The upper one shows angels carrying
the cross in the sky. Thus, in Denis’s works the image of the
child serves to unite the two realms (the earthly and the
heavenly one) and the two times (the Gospel and the
contemporary one).

Henry Oliver Walker underscored children’s special
sensitivity to the divine in his painting “The Morning
Vision” (Fig.11). A young woman and a boy are meeting
three winged angels. The child is reaching out his hand and
almost touching one of them. The artwork lacks details
which would help identify the characters with certainty.
However, the boy’s pale loincloth and the red colour of the
woman’s clothes once again evoke associations with Mary
and Jesus.

“Four Corners to My Bed” (Fig.12) by Isobel Gloag
addresses another aspect of “the holy child’s” imagery —
the sacralisation of children as part of a family. Three
angels are surrounding an infant’s crib, playing musical
instruments. This is a reference to the popular old lullaby
which inspired the painting and, at the same time, another
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borrowing from the rich iconography of angels performing music. The fourth angel, distinguished
by the different colours of hair and robes, is bending over the crib with his hands put together as if
praying. In the painting, Isobel Gloag underscores not only the infant's ability to communicate with

heavenly creatures, but also angels’ role as guardians of children.

Fig. 11. Henry Oliver Walker. “The Morning Fig.12. Isobel Gloag. “Four Corners to My Bed”

Vision” (1895). Spellman Gallery. (1904). Wikimedia.
https.//www.spellmangallery.com/artists/henry  https://commons.wikimedia.org/wiki/File:Glo
-oliver-walker ag_Four _corners_to_my_bed.jpg

The imagery of the peasant child in the early 20th-century Central and Eastern European

painting

At the turn of the 20th century, the image of “the holy child” spread beyond the Western
Europe and the USA into Central and Eastern Europe. The device of uniting sacred and secular
subjects in one scene entered the practice of local artists.

Fig.13. Alphonse Mucha.
“Madonna of the Lilies"
(1905). Wikiart.
https.//www.wikiart.org/en/a
Iphonse-mucha/madonna-of-
the-lilies-1905

However, unlike their counterparts in the West, Central and
Eastern European painters preferred to make idealised depictions
of peasants instead of middle and upper class people. The
phenomenon, which affected painting as well as other forms of
art and literature, rooted in the structure of Central and Eastern
European societies. While the 19™-century industrialisation
ushered in the growth of cities and middle and working class in
the West, other regions of Europe remained agricultural. Peasants
constituted the majority of their population. Furthermore, most
nations and ethnic groups in Central and Eastern Europe had little
political or even cultural autonomy, which was also reflected in
art.

“Madonna of the Lilies" (Fig.13) by a Czech-born artist
Alphonse Mucha is one example of “the holy child” imagery
beyond Western Europe and the USA. The artist intended it as a
preparatory painting for a church mural rather than a separate
piece of art. In the foreground, Mucha depicted a teenage girl
wearing a traditional embroidered Czech dress and a wreath of
white flowers. Veiled in fog, a figure of Virgin Mary in white robes
emerges behind her.

The artist conveyed the connection between the two
through the similarities in appearance (the white colour of the
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clothes, long blonde hair, and soft facial features) as well as the symmetrical placement of the
figures. At the same time, the two women epitomise the two realms — the earthly (the Czech girl)
and the heavenly (Virgin Mary). Mucha emphasized the difference between the two, using the
characteristic Art Nouveau device — line. The contours of the girl’s figure are clearly outlined,
while the image of Virgin Mary is rather blurred. An edge of Mary’s scarf touching the teenager’s
shoulder serves as a link between the two and the worlds they represent.

Halychyna, or Galicia, which enjoyed the status of the region’s capital of culture (partly
owing to The Krakow Academy of Fine Arts), was still one of the most economically depressed
parts of Central Europe. Polish painters usually portrayed people from the three major sectors of
the country’s society — nobility, gentry, and peasantry. Furthermore, Poland lost independence in
the late 18" century and since then was divided between three other countries. Naturally,
national revival was the most urgent issue for Poles at that time. As peasants seemed most
connected to land and, thus, national identity, their images came to be associated with that cause.
(Cavanaugh 2000, 128-129)

Numerous Central and Eastern European artists, including the professors and students of
The Krakow Academy, took part in the so-called "peasant-mania" movement. “...in the young
artists’ view, a peasant, closely tied to religion and land, became a symbol of the whole nation.
The image was idealised and endowed with heroic qualities; it was seen as an embodiment of the
national spirit...” (Ovsiichuk 1998, p. 43) Intellectuals regarded "peasant-mania" as a recreational
movement and were eager to establish closer relationships with peasantry. The romanticised
notions of children and villagers acquired similar connotations. A number of artists were
“fascinated with the innocence and absence of artifice found in children, the qualities they were
thought to share with peasants”. (Cavanaugh 200, p. 144)

The Polish symbolist painter Jacek Malczewski often used the image of the child as a
mediator between the two realms. A number of his paintings feature little shepherds
communicating with supernatural creatures, which are typical of his work. A series made between
1901 and 1903 is dedicated to children’s encounters with heavenly messengers. It is worth noting
that Malczewski’s angels are usually tall, strong and quite formidable as opposed to mild ethereal
creatures found in contemporaneous and earlier Western art.

The triptych “Faith, Hope and Love” (Fig.14) comprises three scenes, each illustrating one of
the Christian virtues. The picture of an angel appearing before a boy epitomises Faith, that of a
little shepherd’s talk with a heavenly messenger represents Hope. The last one, with an angel
protecting a child from a storm with its huge wings, embodies Love.

Fig.14. Jacek Malczewski. “Faith, Hope and Love” (1901). Pinakoteka Zascianek.
http://www.pinakoteka.zascianek.pl/Malczewski_J/Images/Wiara_Nadzieja_Milosc.jpg

Malczewski executed other separate paintings similar to the parts of the tryptic: “Angel, |
Will Follow You”, “An Angel and A Little Shepherd”, “An Angel and A Shepherd”. In “To Fame”
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(1903), a child is sitting on an angel’s wing. “Following the Angel” (Fig.15) is another triptych
depicting peasants’ encounters with heavenly creatures. The central panel once again features a
child meeting an angel.

Fig.15. Jacek Malczewski. “Following the Angel” (1903). Pinakoteka Zascianek.
http.//www.pinakoteka.zascianek.pl/Malczewski_J/Images/Za_aniolem_tryptyk.jpg

Wilastimil Hofman (1881-1970) offers a different interpretation of “the holy child”. A
number of his canvases — namely “The Coronation of Madonna” (1908), “Madonna with a child
and Saint John, or Madonna with a starling” (1909), “Madonna” (1910), “A Concert” (1911) — are
based on the compositional schemes, which seem to have been borrowed from Western Christian
iconography. A young woman with an infant occupies the central position. Children surrounding
her substitute saints and angels. The peculiar feature of these paintings is that everyone is wearing
peasant clothes — traditional festive costumes or simple winter coats.

Fig.16. Wiastimil Hofman.
“The Coronation of Madonna”.
(1908). Muzeum Secesji.
http.//muzeumsecesji.pl/galeri
a_pliki/hofman/hofmani.htm|

Fig.17. Wlastimil Hofman. “Madonna
with a Child and Saint John, or
Madonna with a starling” (1909).
Pinakoteka Zascianek.
http://www.pinakoteka.zascianek.pl/
Hofman/Images/Madonna_2.jpg

“The Coronation of Madonna” (Fig.16) is a variation of the eponymous iconographical type
(“The Coronation of the Virgin” by Diego Veldazquez is one famous example of the subject).
However, in Hofman’s painting Mary is seated before a small wooden shrine instead of a cloud
typical of Old Masters’ paintings. The carved figures of Jesus Christ and God the Father are holding
a crown over her head. A white shining dove representing the Holy Spirit is hovering above Mary.
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Two peasant boys — one is dark-haired, the other is blonde — are standing on their knees
honouring the saint.

Hofman’s next painting “Madonna with a Starling” (Fig.17) alludes to Raphael Sanzio's
“Madonna with the Goldfinch”. A young woman in a light-coloured dress and a thick red headscarf
is sitting on the grass, embracing a fair-haired boy. In her hand she is holding a little bird. The
other boy, dark-haired and a little older, is kneeling by the woman’s side. He is holding a thin
wooden cross — an attribute of John the Baptist. The composition and symbolic details — the bird
and the cross — link the painting to the numerous images of Virgin Mary with Jesus and John the
Baptist as children. Furthermore, the two boys look extremely similar to those depicted in “The
Coronation of Madonna” (Fig.16).

Kazimierz Sichulski (1879 — 1942) was another Polish artist who dealt with the imagery of
“the holy child”. He spent most of his life in Lviv and often took part in ethnographic expeditions
to Hutsul villages. During those trips, Sichulski made numerous paintings and drawings of locals.
(Kravchenko 2006, p.188) These artworks suggest that the artist was especially interested in
Hutsul traditional clothes, which he depicted in minute detail. Later on, Sichulski started to
incorporate folk motifs into his works on religious subjects.

Hutsul children are the protagonists of his triptych “The Palm Sunday” (Fig.18). The artist
used the format derived from religious art, thereby building links between Christian imagery and
depictions of children. Most children in the triptych are looking upwards intently as if seeing
something beautiful and exciting. One girl is averting her eyes. The background of bright colourful
spots and strokes creates the impression that the space around the children is flooded with light.

Fig.18. Kazimierz Sichulski. “Palm Sunday” (1906). Pinakoteka Zascianek.
http://www.pinakoteka.zascianek.pl/Sichulski/Images/Niedziela_Palmowa.jpg

A preparatory painting for a stained-glass triptych “Spring” (Fig.19) has a similar composition
and also features village children. However, Sichulski placed the characters differently in
comparison with the previous artwork. The central panel bears the image of a teenage girl holding
a little boy by his shoulders. In the two other sections the artist depicted two younger teenage
boys clasping their hands as if in prayer. Three children are gazing upwards. Only the youngest boy
stares directly at the viewer. One can only suppose at what exactly the children in the two
triptychs are looking. However, considering the romanticised notion of childhood and peasantry in
Polish culture of that time, we assume that the view is most likely to be of spiritual nature.
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Fig.19. Kazimierz Sichulski. “Spring” (1909). Pinakoteka Zascianek.
http://www.pinakoteka.zascianek.pl/Sichulski/Images/Wiosna_tryptyk.jpg

The trend of peasant child sacralisation continues in “The Hutsul Madonna” (Fig.20). Unlike
the two abovementioned triptychs by Sichulski, this painting has an explicit rather than underlying
religious meaning. Madonna is shown in the centre, sitting with Child Jesus on her lap. The two
side panels bear images of kneeling angels in the guises of peasant teenagers, a boy and a girl.
Everyone is clad in colourful, embroidered folk clothes. Despite the obvious differences in artistic
techniques and colour palettes, the overall composition, placement of characters and their poses
are very close to those found in “Spring”. Therefore, the two paintings seem to be two
representations of one subject, namely the sacralisation of peasant childhood and motherhood—
or the “naturalization” of the religious figures.

Fig. 20. Kazimierz Sichulski. The Hutsul Madonna (1914). Pinakoteka Zascianek.
http://www.pinakoteka.zascianek.pl/Sichulski/Images/Madonna_huculska.jpg

In the early 20™" century, a substantial part of Western Ukraine belonged to the Austro-
Hungarian Empire. In particular, both Poles and Ukrainians populated Halychyna (Galicia)
alongside other ethnic groups. Moreover, many Ukrainian painters obtained education at the
Krakow Academy, where they familiarised themselves not only with artistic techniques, but also
with trends in culture and philosophy. Although either retained their own identity, Ukrainian and
Polish art of the time followed similar trends.
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In particular, the decorations for the Church of the
Heart of Christ in Zhovkva by Yulian Butsmaniuk contain
the imagery of “the holy child”. Between 1910 and 1911
the artist decorated a chapel of the church dedicated to
Virgin Mary. Butsmaniuk showed her in two capacities —
as the Mother of God, seated on the throne with Infant
Jesus, and as Virgin. (Hakh&Sydor 2006, p. 19-20)

In the former painting, Mary and Jesus are
surrounded by three children in folk clothes. Jesus
himself is wearing a white “vyshyvanka” — a traditional
Ukrainian embroidered shirt. A peasant boy is offering
him a flower. Jesus is reaching out to take it. One girl
took the praying posture, which characterised
iconography of donors in both Eastern and Western
Christian art.

One cannot call the depiction of children beside

Fig. 21. Yulian Butsmaniuk. A fragment  saints innovative. Many artworks, such as “The Portinari

of the decoration for the Church of the Altarpiece” (c. 1475) by Hugo van der Goes, feature

Heart of Christ in Zh?"kva' 1510-1511. whole families of donors, including their youngest

Vzhovkvi.com. . .

https.//vzhovkvi.com/video/yulian- m(?mbers. By contrast, I?.,utsmanluk depicted peasant

butsmanyuk-vojin-mytets.html children rather than offspring of some patron or donor of

arts. We suggest that his choice of subject testifies to the

spread of “the holy child” imagery into Western Ukraine and, on a broader scale, changes in
perception of peasant children in the society.

Oleksa Novakivskyi was another Western Ukrainian artist who dealt with the romanticised
image of the child. Having graduated from the Krakow Academy, the artist moved to the nearby
village of Mohyla, where he made numerous depictions of peasants and their daily life. Like many
intellectuals of the time, Novakivskyi admired village people to such a degree that he married a
local girl Anna-Mariia Palmovska.

Since his student days, the artist recurrently tackled themes and compositional devices
associated with religious art. In particular, the idealised image of the child is the core of his series
“The Awakening". Novakivskyi worked on it for almost 25 years. According to Liubov Voloshyn, the
artist produced 60 sketches and 17 paintings of the subject. The researcher maintains that in “The
Awakening' series Novakivskyi expressed his feelings about political events of his time as well as
the fate of Ukrainian people. (Voloshyn 2007, p. 307)

Novakivskyi chose laconic vertical compositions, similar to those of Orthodox icons, which
allowed to focus all the viewer's attention on the protagonist. At the same time, the researcher
described symbolic details in these images as “masked” and “somewhat subdued”. (Voloshyn
2007, p. 312) This remark reminds one of “hidden” religious symbols in the paintings by Cassat,
Shannon and other Western European artists.

In the centre of every picture is a teenage girl (another example of “feminisation” of “the
holy child”). She is standing with one hand behind her head, rubbing her eyes with the other one.
The girl looks as if she has just woken up. The artist reinforced this impression by portraying her
either in a nightgown or naked.

V. Ovsiichuk pointed out that Novakivskyi’s depictions of nudity are devoid of eroticism.
According to him, the protagonist of “The Awakening” is “characterised by purity and an
[exclusively] aesthetic form of beauty”. (Ovsiichuk 1998, p.50) The statement seems rather
controversial (especially in the view of everything said about children’s sexuality and “secret”
erotization of children in the 19™-century Western culture). However, one can assume that nudity

v
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in Novakivskyi’s paintings was supposed to convey the girl’'s innocence and, therefore, was
accepted by contemporaneous viewers.

Fig. 22. Oleksa Novakivskyi. “The ~ Fig. 23. Oleksa Novakivskyi. “The 9. 24. Oleksa Novakivskyi.
Awakening (against the icons)”. Awakening” (1913). Photo-in- The Awakening (against

The early 1910s. Photo-in-Lviv. Lviv. the Crucifix)”1914. Art.lviv-
https.//photo- https://photo-lviv.in.ua/sakralne- online.
Iviv.in.ua/probudzhennya-abo-  mystetstvo-oleksy-novakivskoho/ https.//art.lviv-
muzychnyj-ukrayinsko-yaponskyj- online.com/oleksa-
novakivskyj/

vechir-v-muzeyi-oleksy-
novakivskogo-ukrayinske-
vidrodzhennya-vid-

bortnyanskogo-do-skoryka/ “The Awakening” series is best known for two finished

paintings and a detailed study. We will examine them further. The earliest one, “The Awakening
(against the icons)”, dates to the beginning of the 1910s. The young protagonist is clad in a short
white nightgown. Just like in the painting by Mucha, the colour seems to emphasize her
innocence. A wall decorated with icons behind her is painted in light pearly shades matching those
of the clothes. In addition to amplifying the symbolism of the painting, it also reminds of a real
interior (as opposed to the abstract backgrounds of the later versions of the subject).

As L.Voloshyn put it, in the first versions of “The Awakening” “the artist addresses solely
philosophical, existential issues...He seeks to create an image of adolescence waking up for the
wholeness of adult life”. The researcher noted that the subject of transition from one stage in life
to another (in this case, from childhood to puberty) was common in the contemporaneous art.
(Voloshyn 2007, p. 309-310)

At the same time, the artwork contains solely religious imagery. Hanging on the wall are the
icons of Crist Pantocrator and the Theotokos (the Mother of God) with Child Jesus. Partly obscured
by the girl’s back, their frames resemble the three rays of a cross. The fourth one is hidden
completely. Thus, the overall composition of the painting alludes to the iconography of “The
Crucifix”.

Novakivskyi developed the theme in his next “Awakenings”. In the 1913 detailed study he
showed the young protagonist naked. A windowpane replaced the wall and icons in the
background. Yet the overall composition remained almost unchanged and retained the parallel
with that of the Crucifix. L.Voloshyn defined the artwork as “an allegorical image of the new art
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being born at the turn of the 20th century; the art inspired by spiritual traditions of the nation and
patriotic ideals”. (Voloshyn 2007, p. 310)

Religious connotation became more explicit in the sketches from 1912 and 1913 (Voloshyn
2007, p. 311) and the next large-scale artwork in the series “The Awakening (against the Crucifix)”
from 1914. The researcher argued that in the painting Novakivskyi expressed the strong emotions
caused by the beginning of World War I. (Voloshyn 2007, p. 312)

The winged figure of a naked teenage girl is shown against an abstract light-coloured
background. It seems to be radiating light, which evokes associations with shining halos around
saints common in many traditions of religious art. A thin yet explicit nimbus surrounds the girl’s
head. Shown above her is a bust of Christ nailed to the cross — the upper part of iconographic
type “The Crucifix” to which the artist referred throughout the series. The Crucifix is surrounded
by bright light contrasting with the pastel shades of the girl’s wings and halo. “The artwork has a
character of a symbolic allegory — the image of Ukraine awakening permeated with mystic
revelation”. (Voloshyn 2007, p. 312)

Thus, the imagery of “The Awakening” evolved over the years. Novakivskyi gradually shifted
from the hidden, ambiguous religious symbolism to open use of subjects and compositional
schemes of Christian art. Placed in such a context, the image of the girl easily assumes the
connotations of “the holy child”. In particular, her innocence and closeness to the divine is
underscored, albeit differently, in all the versions of the subject.

At the same time, the imagery of “The Awakening”, simple yet powerful, has the potential to
evoke multiple interpretations. The image of the child may embody transition to adulthood,
modern art, or national resurgence. However, these connotations do not negate her role of “the
mighty prophet” and “the precious child”.

Conclusions

The late 19th and the early 20th-century art reflected the sacralisation of children and
childhood in contemporary society. The trend originated in Western Europe and the USA and
gradually spread to other regions, including Poland and Western Ukraine. The type of images
called “the holy child” can be found in multiple works of secular and religious painting. Among the
artists who dealt with the subject were James Jebusa Shannon (the USA), Thomas Cooper Gotch,
Frank Eastman (the UK), Mary Cassat (France and the USA), Maurice Denis (France), Alphonse
Mucha (France and Moravia, the present Czech Republic). Imagery of “the holy child” is found in
the work of Polish (Jacek Malczewski, Kazimierz Sichulski, Wlastimil Hofman) and Western
Ukrainian (Oleksa Novakivskyi, Yulian Butsmaniuk) painters.

The artists underscored the child’s special status and exceptional abilities by the means of
various artistic devices. One common way was to endow an everyday object with an additional
meaning through its specific placement in the composition. A mirror or a shining platter, put
above the protagonist’s head as if by chance, evoked an obvious association with a halo. Thus, the
work acquired a dual meaning. On the outside, the painting remained an interior portrait, and yet
was permeated with sacred symbolism. Other ways consisted in the incorporation of children into
religious scenes or borrowing compositional schemes from religious art to depict children. In all
the cases, children were represented as mediums between the earthly and the divine, who
retained a special closeness to God lost in adults.

In Central and Eastern Europe “the holy child” imagery was largely influenced by “peasant-
mania”. The movement promoted interest in the life of peasants and their idealisation.
Intellectuals of the time endowed village dwellers with innocence and religiousness — the
gualities which were also ascribed to children. At the same time, in cultures of colonized regions,
peasants came to symbolise national identity and hope for a better future. Naturally, the image of
the “holy” village child enjoyed great popularity with artists.
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Jazek Malchewski produced numerous depictions of young shepherd’s encounters with
angels. Alphonse Mucha showed a teenager in folk clothes alongside Virgin Mary in “Madonna of
the Lilies”. Wlasmil Hoffman painted his Madonnas dressed in traditional clothes and surrounded
by village children. And Kazimierz Sichulski used tryptic — a traditional format in Chistian art — to
show young peasants.
Similar images of children can be found in Western Ukrainian art of the early 20th century.
One example is a mural painting of Madonna with Child Jesus on the throne made by Yulian
Butsmaniuk as part of the decoration for the Church of the Heart of Christ in Zhovkva. Three
peasant children surround Mary and lJesus, a boy is offering Him flowers. The painting
demonstrates the synthesis of traditional Christian iconography and modern trends in
representation of children. A teenage girl is the protagonist of Oleksa Novakivskyi’'s series “The
Awakening'" on which he worked for several decades. The artist invested this ambiguous image
with religious as well as philosophical and political connotations, thereby broadening the limits of
“the holy child’s” imagery.
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The sacred aspect of the image of the child in the early 20th century Polish and
Western Ukrainian painting: socio-historical context and local specifics

The late 19th and early 20th centuries marked significant changes in the social perception of
children and childhood in Europe and the US. The phenomenon was vividly reflected in works of art,
including painting. Images of children and childhood acquired new positive connotations. A rather
ambiguous notion of “innocence” became one of the most important characteristics of childhood.
The category was associated with children’s ability to receive more profound and intense religious
experiences in comparison to those of adults. Poetry, philosophy, and art of that time emphasized
this aspect of idealised childhood. In this research, we examine and compare works of easel and
monumental painting on religious subjects by American and Western European as well as Polish
and Ukrainian artists which depict children and childhood. We address both works intended for
sacred spaces and secular paintings containing symbols and allusions borrowed from Christian
imagery. The article looks into the genesis of the sacralised image of children and childhood in
Western cultures, its specific features and ways of its representation in painting, including local
traditions. The study focuses on the portrayal of peasant children in paintings by Polish and
Ukrainian artists (Jacek Malczewski, Kazimierz Sichulski, Wlastimil Hofman, Oleksa Novakivskyi,
Yulian Butsmaniuk) on religious subjects. The sacralisation of village children in Central and Eastern
European art constitutes a peculiar artistic phenomenon closely associated with the social
structure as well as political situation in the region. In the course of the research we employed a
range of methods—formal, iconographical, iconological analysis, content analysis and semiological
analysis.

Keywords: representation of children in art, the early 20th-century Polish painting, the early
20th-century Ukrainian painting.
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«CNA, NEPEMUCATU BCIO ICTOPIIO YXUBOMUCY». LLICTb TEKCTIB HOBOI ICTOPIT MUCTELLTB.
Woao KHuru Daniel Arasse “Take a Closer Look”

lnna NeBueHKoO
OnekcaHapa Kotnsap

‘The Whole History of Painting Should be Rewritten’. Six Texts of the New Art History
On the book “Take a Closer Look” by Daniel Arasse

lllia Levchenko
Oleksandra Kotliar

In the article, the authors considered Daniel Arasse's (1944-2003) methodological approaches
and principles in the book «On n'y voit rien: descriptions». In the six texts of different genres, Arasse
proposes new interpretations of paintings, already analyzed by more than one generation of art
historians. The texts of the French researcher not only propose new research optics but serve as an
example of easy, popular, and at the same time deep way of art or (and) paintings history writing.
The place and role of Daniel Arasse in the French intellectual environment have been found out. Also,
the influence of André Chastel, Louis Maren, Francis Emilia Yates on the formation of Arasse's
interests and research tools has been clarified. The peculiarities of Arasse's approach to the symbols
interpretation in the canvases were also analyzed. The French researcher persuaded the meaning of
images and work on the whole is often behind the «screen» of quotations and references from other
works, which deprives the work of self-sufficiency and meaning. This review demonstrates how
Arasse interprets the seemingly unobvious elements in paintings, the role of symbols in the
composition, and the work's integrity. According to Arasse, recourse to iconography is not the main
approach. So, the researcher leaves the viewer the right to free interpretation, not overburdened by
previous readings and not limited by tradition. The authors considered how Arasse works with the
paintings' text and the cultural field in which they appeared. Arasse finds and solves the semiotic
«rebuses» of painting images. Specific examples given in the article show when anachronisms in
interpretations lead to ahistoricity, and when they help to understand the meaning of visual material
better. Semiosis catalyzes the image as an independent actant, which begins to produce meaning
visually, according to Arasse. The role of the customer and the artist is leveled out. Moreover,
semiosis continues long after their death. In this case, the researcher finds himself in the role of
another constructor of concetto. This is more «another» than right or wrong.

Key words: iconology, art history, semiotics, punctum, Daniel Arasse, visual studies,
anachronism.

Teopia Ta metopgonoria faHiena Apacca

KHmkka [aHiens Apacca — ue 6 TeKcTiB npo 6, 3aaBanocsa 6, BigomMux, AeKOA0BaHMX Ta
«MNPOYUTAHUX» MONOTEH B ICTOPIi KNACMYHOTO EBPOMEMCHKOrO KMBOMMUCY. ICTOPIA MUCTEUTB yXKe 3
KiHua 60-x poKiB XX CTONITTA CYTTEBO 3MIHIOE CBiM TOH Hapauii: A0 UbOro 4acy naHyBanu
MeTaHapaTUBMK, NOKANKAHI NOACHUTU TEHAEHLUIMHICTb PO3BUTKY MUCTELTBA, YNMCATMU BCHO iCTOPItO
MmucteuTsa B cTuni (popmanictn Anois Pirnb Ta NeHpix BoonbdniH), 6opoTbby ayxy n maTepii (Makc
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[1Bop:KaK), NOBTOPIOBAsbHI LMKAM (TpaauLis, Wwo 6epe noyaTok i3 MoraHa Moaxuma BiHkenbmaHa)
i T. iH. KOXKHa 3 LuMX Teopit Mana CBOI CUAbHI apryMeHTH, O4HaK BCi BOHM Masu 1 CinbHY cnabky
CTOPOHY: WM Bif, 3arasibHOro A0 KOHKPETHOro, Bif, TEOPETUYHOro KOHCTPYKTY A0 NiadbupaHHA
npuknagis, wWo HalKpawe 6 nigTBepamMan pobouy rinotesy. IMOBIpHO, pO34apoBaHi
HEeYHUKHEHHICTIO HaparkaHHSA Ha Lo XMOy, 3axifHi iHTeNeKTyanum BigMoBMIMCA Bif, LbOro Miaxoay i
BMPIWMAN NITM B 3BOPOTHbOMY MNOPAAKY — BifJ, KOHKPETHOro A0 3arasibHOro. TakMm YMHOM,
OUCKyCia Tenep posrnovanaca AO0BKOJIa CamMuX TBOPIB MUCTeLTBA 6e3 npeTeHsii Ha CUHTe3yloui
BMCHOBKM, A0 AKUX LA AMNCKYCiA MOXKe NPpU3BECTH.

Apacc He BMMNAAKOBO OOMPAE KOHKPETHI NONOTHA ANA aHani3y: ue Ti 3 HUX, AOBKOJA AKUX
yNpoAoBXK OCTaHHIX 50-T1 poKiB i cnpaBai He BLLyXaan auckycii. Mosa nge npo «BeHepy i Mapca»
TiHTOpeTTO, «bnarosiweHHa» @PpaHyecko paenb Koccn, «BeHepy VYpbiHCcbKy» Ta «Mapito
MarganuHy, Wwo Kaetbca» TuuiaHa, «MoknoHiHHA BoaxBiB» [liTepa bpeiirena Crapworo, « MeHiHy»
Liero Benackeca. MoTMBOBaHA HALNEHICTb HAa TOYKOBICTb, BiAMOBA BiA4 NiACYMKOBOI AUCKYCIi
BM3HA4YMMa 1 }KaHPOBO-CTUNbOBY NPUB’A3AHICTb YCiX TEKCTIB. MOAEH i3 HUX HE MOXKHA YHANEXKHUTH
[0 HAYKOBOTO CTU/IIO, KOAEH i3 HUX HE € HAYKOBOI YK NybniuncTMyHoto ctatreto. Lle auct, gianor
ABOX HOyHelmiB abo BHYTpPIiWHIN MoHONOr aBTopa. Yci Ha3BaHi aHpW He nepeabdayatoTb
NiACYMKIB,  CUHIYNAPHOrO  CyAXEeHHA,  BMYEPnHOCTi, WO  AyXe  XapaKTepHo  AaA
MOCTCTPYKTYPaNiCTCbKOro niagxogy Ao icTopionucaHHA. Apacc f03Bonse cobi noegHysBaTu ABa
aHTOHIMIYHI nigxoan: 3 ogHoro 6OKy, BiH NpeTeHAYE HAa PEKOHCTPYMOBAHY peasibHiCTb (3aKAMKae
NOrNAHYTU Ha Bi3ya/IbHUI TEKCT, BIiAKMHYBLUM LUMPMY LMTAT i TEKCTIB, CTBOPEHMUX Ni3Hiwe) (Apacc
2020, c. 8), i3 Apyroro — NoroA*Kyerbca (6a HaBiTb 3aXMULLLAE) aHAXPOHIYHMI Niaxig M. Pyko (Apacc
2020, c. 130-150). Tomy B ogHOMY BUNAAKY (AK i3 «MeHiHammny) Apacc go3B0osa€e cobi NpunycTuTh
HalapyBaHHA iael i BU3HATK, WO iCTOPiA MOXKe MaTh 6araTo cyb’eKTiB, a B iHWOMY (AK Yy BUNAAKy 3
«MarganvHow») o4uMH i3 yH4aCHUKIB AUCKYCIT AOTPUMYETLCA ifei concetto: «f AOTPUMYOCA AYMKM
Be/IMKoro fombpixa: y KapTUHU € NULLIE OAHE 3HAYEHHA - OCHOBHE, Le ii Tema abo 3aaym. A Bce
iHWe — BinbHe TpakTyBaHHA» (Apacc 2020, c. 99).

AHaxXpoHi3mu, cTBepaXKye Apacc, asuuie HeogHo3HayvyHe 3arasiom. OgHi 3 HUX NPU3BOAATL, AK
nomitne AiBeH l'ackenn, 4o aiCTOPUYHOCTI BidyanbHux cTyain (Fackenn 2013, c. 221) i € rpybumm
NOMUJIKAMU, AKUX, 3LAETbCA, HE MOXKYTb NPUMYCKATUCA HaBITb Y4YHI B LWUKOAAX. [JJO TaKMX HanexKaTb,
HanpuKNaga, TBepaKeHHsA, Wwo Padaens — xyaoxHuK XVIII ctonitra, abo K Te3a npo peanicTuyHmum
wusonuc go lNoctasa Kypbe. OgHaK € M iHWI aHaXPOHI3MMU, WO HaBNaKM 403BONAIOTb HaM Kpalle
3p03yMiTM MUCTEUTBO. B OCTaHHbOMY BMNAAKY aHAXPOHiI3M BUHMKAE BHACAIAOK XPOHOOrIYHOI
OUCTaHLUiT MiXK iICTOPMKOM Ta 06’EKTOM A0CNIAKEHHS.

Y KHuXKUi «[deTanb y *)usonuci» nigxogam Apacca moxKemo nobadynt Ha NpaKkTuui, ane abu
3pO3yMIiTH, AK BOHU bynnm cdopmoBaHi, cnig 3BepHyTMCA A0 Moro «lctopii nonoteH». Y rnasi
«MouynneHa gucepTauis» (La thése volée) Apacc goBoni AeTanbHO PO3NOBIAAE NPO CBOIX yuuTeNiB
Ta igei, cbopmoBaHi We B MiANiTKOBOMY Bili. 3aXONMBLUNCL Y TPMHAAUATb i3 NONOBMHOI POKIB
MmucteuTBom PeHecaHcy (nepepgoscim pobotamu Padaena CaHri), Apacc ycBiAoMmB, WO NONOTHO
He /fnwe Mae neBHe iHGopmaliiHe NoBiAOMAEHHA (NepeaoBCiM HapaTMBHe, OMOBIAHE), ane i
«yMie gymatmy. Lo ¥ AyMKy BiH NoBTOptOE M y «[eTani», aHanidyoum «bnarosiweHHa» (1470-
1472) dpaHyecko aenb Koccu: «Hivoro He 3aBaXKa€e Xy[0XKHUKOBI BUHAWTM BNACHY eK3ereTuky, a
onpiy uboro, y 6inblW paanKanbHOMY BUNAZKY, NOJIOTHO MOXKE i Came 3a HbOro foAymaty (Apacc
2020, c. 29). A B)e B aHanisi «MeHiH» (1656) fiero Benackeca Apacc, HemoB Beayyu becigy
camoro 3 coboto, CTBEPANKYE: «<...> TU NepeBepLIMB B aHaxpoHi3mi camoro ®yko» (Apacc 2020, c.
150). Lla aHTMHOHIMiA NpUpoAHO y*KMBanacs B Teopii Apacca: Ak ¢inonor-knacuk, BiH 3ragysaBs Ha
pyiHax ®opymy TeKcTn Mapka Aspenia Ta HOnia Lle3apa; AK novaTKiBeub-40CNIAHMK Bi3yasbHOrO,
cnocTepiras, AK 3MIHIOETbCA CEHCM MONOTEH Y 3a/EXKHOCTI Bif, KOHTEKCTY, KU iX TBOPUTb i AKUN
TBOPATb BOHW. |Tania nepetBopuaaca gaa camoro AOCNIAHMKA Ha «Micue nam’aTi», ane ue micue
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nam’saTi CTano apxeonoriyHoto HaratocermeHTHOK CTPYKTypOolo: Mam’aTb Apacca npo ui micus i
HalapoBaHa Nam’ATTI0O CAaMMUX MiCLb, MOKIMKAHWUX NiATPUMYBATH iCTOPItO.

Akwo 6 Apacca nonpocuMnM HaseatM 3 NOAMHW, WO BNAMHYAM Ha MOFO CTAaHOBAEHHA
Hanbinbwe, ue, imoBipHo, bynn 6 AHgpe Wactenb, Jlyi MapeH Ta ®peHcic Eminia €inTc. AHgpe
LWactenb — nepwmnin HayKOBWUIA KepiBHMK Apacca, y AKOro BiH Nucas AucepTauito npo bepHapanHa
CieHcbKoro, KoTpuii Ha TepuTopii CieHM «BoNOAIB 6€3YMOBHUM i HEBIA EMHMM NPaBOM Ha «06pasu
cnisy». Apacc nonpocus CB. bepHapgMHa NoBepHYTU AncepTaLito Npo Hboro. Koan 3pobutn Le Tak i
He BAA/0CA, AOCNIAHMK HaTpanadae B Pumi Ha KHUry ®peHcic Eminii EiMTc «Mucteutso nam’aTin. Mig,
KepisHuuTBOM Jlyi MapeHa Apacc NpoaoBXKMB AOCNIAKEHHA PUTOPUYHMX TA CEMIOTUYHUX CTPYKTYP
i came Yepes HOBOrO KepiBHWKa no3Haiommeca 3 ineamun HKaka Jeppiga, HKaHa PpaHcya fliotapa
Ta Miwens pe Cepto. Hanpuknag, aHanisytoum nonoTtHo «byps 3 lNipamom Ta Tucboto» Hikons
MycceHa, MapeH BAano nigmivae, wo camorybcTso lMNipama — ue «nepeTBOPEHHA 3BMYANMHOro
NaHawadTy B Micue mam’aTi Ta NPOAOBMKEHHA iCcTOpii, WO NiATPUMYOTb cami Haarpobku Ta
mas3osei» (Marin 1998).

JduvcepTauito NnoBepHYTM Tak i He BAANOCA, OAHAK Ue fuwWe powupuao npegmeTHe Ta
AxepenbHe nosne Apacca: yce (44 Maiike Bce) BiH Temep aHani3yBaB, YHaNEXHWBLUM [0
MHEMOHIYHOT UM PUTOPUYHOIT TpagmL,ii.

Punctum, iKoHOAOrifA | «LUMPMA LUTAT»: WO KPUTUKYE i WO NponoHye Apacc?

IHTepnpeTytoun obpasn, Apacc cTaBuTb MNif CyMHIB B/IaCHi CNOBa, BiAMOB/IAETLCA Bif, NpeTeHsii
Ha NpPaBWU/bHICTb crnocoby TpakTyBaHHA 306pa*KeHoro Ta iCTUHHICTL BMCHOBKIB. [Monpu ue, npwu
PO3rNAAi KapTWHM, BiH BAANO NO3OYBAETbCA LWTYYHUX MNepewkos (TakMmu Apacc BBAXKaA€E CTpax
AOBIPUTUCA BNACHUM BPAXKEHHAM, NParHeHHA BigHANTU B iHWKWX AyKepenax BigCUAKN N UNTATH, WO
HiIBUTO MatoTb AOMNOBHIOBATU KapTUHY).

Came TaKMM LUNAXOM Yy Bigomin, Aobpe onucaHin Ta AOCNigxKeHin KapTUHI «BbnarosileHHs»
aenb Koccn Apacc BigHaxoAuTb AeTanb, AKY HE3BUYHO | HETPaAMUIMHO aHanisye. Y pasauKy,
306paxkeHOMyY Ha NONOTHI, JOCNIAHNKM 06pasiB, ikoHOrpadu (nepesaxkHo, aBTop anentoe Ao EpsiHa
MaHodcki) 6bayaTb 06pa3 boropogmui B MOMeHT BnaroBilWeHHA: paBanK, 3anaigHEHUA POCOLD, Ma€E
CMMBONI3yBaTM HemnopoyHe 3a4yaTTA. Apacc HasMBa€E TaKy iHTepnpeTauield «po34yaBieHUM
paBankom» (Apacc 2020, c. 26), aaKe ikoHorpadia B ubomy BMNaaky $paKTUYHO npubupae uewn
KHE3PYYHUI» enemeHT i3 nona aHanizy. CBOK aprymeHTauito AOCAigHMK NOYMHAE i3 NOriYyHoro
3aNUTaHHA: YOMY MU He HAaTPanJIAEMO Ha PaBAMKa B iHLWMX aHANOTIYHUX CloXKeTax.

Apacc akueHTYe yBary Ha nepcneKkTuBi, NiHil AKOT CX0AATbCA Y LEeHTPI KapTUHU, YTBOPHOOYN NpU
LUbOMYy LiKaBy reomeTpito. Yepes Hei BigHaxogmumo, wo ¢irypn Bora-OTua Ha Hebi Ta paB/aMKa Ha
CaMoOMy Kpato MNOJIOTHa CXOXi 3a po3mipom i GoOpmMOI Ta MOEAHYIOTbCA OAHIE AiHielo. Apacc
nobaumB y paBAWKy BTiNEHHA bora, WO MOMMAKOBO HaBOAWTb HAa AYMKY Ha MOro HeCniWwHiCcTb y
BNACHOMY BTi/ieHHi Ha 3emni. MomunKkoBo, 60 ana bora He icHye Yacy (BiH iCHYe no3a HMM): bor €
HECKIHYEHHMM, Lo, Y)Ke 33 HAWWMW [OMMCAAMW, CUMMBOJI3YE CNipasibHO 3aKpyvyeHui Tynyb
pasauKa.

[ns noAcHeHHA (y TOMy YMCNi — 1 iICTOPUYHOrO, KOHTEKCTYaNbHOr0) TaKoi iHTepnpeTaLii Apacc
3BepTaeTbca A0 cniB bepHapamHa Ci€EHCbKOro, TEKCTM AKOro CTanuM BiAOMMMWM LWE 33 XKUTTA
CBAWEHMKA. Y Moro nponosigi Ha bnarosiweHHA 6. 1430 p. 3HAXOAMMO PO3KPUTTA MOMEHTY
60XKeCcTBEHHOrO BTI/IEHHA, Yepe3 YCBiAOMIEHHS nepexoay BiYHOCTI y yac, 6eamipHoro — y mipy,
TBOpUSA — B iCTOTY, HETNIHHOIO — Y TAiHHe, HeBuaume — y Buaume (Pacco 2019), wo aenb Kocca
nepeaas Bi3yaNbHOI MOBOI. TaKMM YMHOM, PaBANK AEMOHCTPYE, WO «LEN CBIiT HE HECKIHYEHHWN.
Nuuwe bor HeckiHyeHHMNY (Apacc 2020, c. 40), ogHaK HEBMAUME iCHYE, | MOro HeobXxiaHO NobaunTu.

Lle noTtpaktyBaHHA Apaccom bora-paB/iMKa TaKOX BKa3ye Ha POJib NiHIMHOI NepcnekTnen y
NONOTHI. JIiHINHOO NepcneKkTUBO XYAOKHUK PeHecaHcy, 34a€TbCA, BUKpecamB bora i3 KapTuHu: ii
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NiHiT 0BbMeXKye OKO NOAUHK, AKa B LEeKN nepiog NepeTBOPOETLCA CaMe Ha crnocTepiraya i3 o6'ekta
6e3noceaHboro BnMBY 306paxkeHHsA. OgHak PpaHyecko genb Kocca, He byaytoum 3aiBOI ONTUYHOI
into3ii, nomicTMB paBanKa, y skomy Apacc nobaums bora, Ha Mexi N0JI0THa, | TAaKUM YMHOM Nepeaas
rnazayvesi MOro ronoBHe NpaBo — 6aunTH.

Monpw BinbHI iHTepnpeTauji, He Npue’aA3aHi A0 iKoHorpadiyHOi TpaauLii, Apacc 3BepTaETbca A0
TEKCTY i KOHTEKCTY, WO AKHaMKpalwe PO3KPUTO Yy YacTUHI KHurm «llesentopa MargannHmy,
NPUCBAYEHIN KapTUHi TuuiaHa. «AKWO BM 3pO3ymieTe, HaBiWoO npuaymann Marganuuy, To
3po3ymieTe, Yomy Yy Hei Taki gosri Bonocca» (Apacc 2020, c. 81), — nuwe Apacc. PEKOHCTpytooumn
dopmyBaHHsA 6ibniltHoro obpasy Mapii MaraanvHm, BiH BUXOAUTb Ha 306parkeHnit TuuiaHom obpas
XKIHKM — ponboBOi Mogeni — Ta 6a4nTb Yy HbOMY CEMIOTUHYHUIN TPUKYTHUK, Ae MarganvHa noegHye
ABi npotunexHocTi: Aisy Mapito (HegocaxHui inean) Ta €y (rpiwHULIO), cMMbio3 0bpasiB AKKUX
CBiZAYMTb NPO LWAHC Ha CMOKYTyBaHHA Ans 6yab-aKoi *KiHKW. Bonocca TuuiaHosoi Mapii Marganuuu,
Ha AyMKy Apacca, BMCTYNaEe CMMBOJIOM BHYTPIWHIX 3MiH i YTBOPIE iHLWMA TPUKYTHUK, Y SKOMY
NOEAHYETbCA po3nycTa (y BOMOCCI Ha KapTUHI, AK 6ayMmo, 36epiraeTbCs epoTU3M), MOKAAHHA
(Bonoccam MarganuHa NPUKPMBAE OroNIeHe TiNo) Ta AYXOBHE OYULLLEHHA.

AIK paBAMKa «po34aBAKOE» iKOHOrpadivyHa Tpaamuia, Tak i Bonocca Mapii MargannHm BTpadae
CBOKO DaraTo3HayHiCTb i ponb Yy KapTUHi npu 1i HacnigyBaHHI. Apacc CTBEPANKYE, WO FPYHTOBHUM
iCTOPUYHKMIA nigxig Ta aprymeHTauia «npaBMAbHOCTI» iHTepnpeTauii NigKpPinAeHHAM LOKYMEHTIB
NepeTBOPIOE TBOPYMMA MPOLLEC Ha «NONITKOPEKTHMIM». Cama KapTMHa € TeKCTOM, HeBepbanbHUM
BMCNOBOM, KM MOXKHa NpoynTaty 6e3 A0AaTKOBUX AXKepen: y LbOoMy MPOABAAETbCA abcontoTHa
CaMOAOCTATHICTb *KUBOMUCY. Y LLbOMY CEHCi TEKCT BMCTYMNAE KLWMPMOIO» i3 UMTaT Ta BiACUNIOK, NPO
AKY Apacc nuile y aucTi 4o JKynii — Wwupmy, AKa 3aKPMBAE | «PO34YABAIOE» BAXAMBI AeTani TBOpPY.

MaTtpucia CalimoHc, gocaiaHuus GpaHLy3bKOro Ta HifepaaHACbKOro PEHECAHCHOrO *KUBOMUCY,
KPUTMKYE Apacca 3a HibUTO BiAKMAAHHA KOHTEKCTY Npwu iHTepnpeTauii pasauka aenb Koccwy,
Ha3unBaouM 6aveHHs GpPaHLYy3bKOro KoMern «KMoAepHICTCbKMM 3HaKOM eCTETUYHOT CaMOCBIOMOCTi»
(Simons 2015, p. 305). OgHaK, Ak 6aunmo, [. Apacc KOHTEKCTY He BiAKWAAE, a NAuvlle BKA3ye Ha
iI0O30PHICTb, AKY TPAHCNIOE PABAMK Ha MONOTHI. PaBauK, y gaHOMy BMMAZKy, HE € 3BUYANHMM
3HaKOM i3 3a3daneriab BiAOMUM €KBIBaJIEHTOM, @ BUCTYNAE €/1EMEHTOM, KU KOHCTPYHOE LiNiCHICTb
KapTMHM Ta 3mywye nobauntm momeHT 6orosTiNieHHA. TaKoXK BaXknMBO, WO Aenb Kocca Big3Haums
PaB/IMKOM TOYKY, Yepe3 AKY Hall NOrnag Mae NPOHWMKATM Yy KapTUHY: camMe TOMY BiH PO3MiLLEHUN
XYAOHUKOM He BCcepeanHi Komnosuuii, a pakTMYHO Ha KapTUHI, LLO B¥Xe CBigYMTb NMPOo BiACYTHICTb
NPAMOro 3B’ A3Ky MiX paBiMKom Ta obpasom boropoauu,.

Ponb paBnuka genb Koccu morKHa nopiBHATK i3 KoHuenuielo Punctum, cdopmysiboBaHoOO
cemionorom P. baptom, pocnigHnkom dotorpadii. B ece «Camera Lucida», onybnikoBaHomy y 1980
p., BiH PO3BMHYB L0 igeto pa3om i3 noHATTaAm studium, sike nepenae Ky/bTYPHUN, MOBHWUI Ta
NONITUYHWUI KOHTEKCT (y BUNagKy aocniaxkeHHs bapta — ¢oTtorpadii). Punctum (o nepeknagaetbca
i3 NaTUHU SIK KYKONI») BiH OMUCYE €/1eMEeHTOM, KM A0NOMarae BCTaHOBUTU 3B'A30K i3 OCHOBHMM
06'eKTOM 300parKeHHA: «... 3anMWalyYUCh «aeTannto», BiH [Punctum — aBT.] mapagoKcanbHuMm
YMHOM 3anoBHIE coboto Bcto doTtorpadito» (Bapt 1997, c. 73). AK pasauk penb Koccu B
iHTepnpeTauii Apacca, TaKk i Punctum bapta He 060B'A3KOBO € YaCTUHOI TOFO YW TOrO KOHTEKCTY,
OAHaK i 6e3 noaaBaHHA MOro 40 KOMMO3MLT BXe iCHye B 06pa3ax 306parkeHoro.

Yn 3poragysasca aenb Koca npo «Punctumy y cBoit poboTi abo TuuiaH npo cemioTU4HUM
TPUKYTHUK, nobadyeHnit Apaccom y Mapii MarganuHi? «Studiumy uMx nonoTeH BiaaaneHuin Big Hac
NONIOBUHOK TUCAYONITTA (o npobnema J1. YepToB Ha3BaB «CEMIOTUYHOI AUCTaHLie» (YepTos
1999, c. 95)), ToMy UiNKOM cnpaBea/MBO BM3HATW, WO B MNpoueci iHTepnpeTtauii KapTUHKU igeto
TPAHCNIOE He TiNbKU aBTOp, ane W iHTepnpetatop. TakMM 4YMHOM, nuwe Apacc, ocobamBicTb
XMBOMUCY NPOABAABNAEHA B CaMili CUAI MOro NPUCYTHOCTI, AKa A403BOASE pedaeKcyBaTH, aHanisyBaTm
nobayeHe, a He MOX/INBI BapiaHTU 3a4yMY XYAOXKHMKA, AOBIPATM He ANLWeE aBTOPOBI, afie 1 BNAaCHUM
NOYYTTAM.
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Micna npounTaHHA «lornagy paBAMKa» HEHAPOKOM MOTOAMKYELWCA: MOBa — Ue IHWun, npo
AKOro getanbHo nuwe M. boapinap, cTBepaKyroumn, WO He NtoAMHA NaHYE Hag MOBOLD, aanTyoun il
yepes noTpeby B3aEMOZi 3i CBITOM, @ MOBa BM3HAYa€E MeKi MUCTEHHA NHOANHN Ta MipU i pO3yMiHHA
otouytoyoro. OgHAK BOHA € He YY)XOPiAHMM efleMeHTOM, a TMM, WO NpPUXOAUTb 330BHI i
NepeTBOPIETbCA HA HEBIA'€MHY 4YacTuHYy, GOpMYE NOAMHY Ta, BiAMNOBIAHO, BU3HAYa€E MexKi i
cnpuiHaTTa (Bogpuiiap 2000, c. 90). PaBaunK Ha KapTuHi, 3 ogHOro 60Ky, AEMOHCTPYE OOMEKEHICTD,
iN11030pHIcTb NobayeHoro, 3 iHWoro — ABAsE coboto Wochb nogibHe Ha «Punctum«: nogpasHuUK, AKUI
CMOHYKa€E CNornagaT HegoCTynHe.

AHani3 Apaccom Heo4YeBUMOHWUX E€NeMEHTIB MUCTELbKUX TBOPIB, AK He AWMBHO, NigHIMAE Ha
NOBEPXHIO Li/IKOM 6e3yMOBHI peuyi. Y ToMy YMcni — i rymop y MUCTELTBI, NEPMaHEHTHUI CTaH «CMiXy
i NnapafoKCcy», AKUIN BiAMOBAAE HAaM Y CEPMO3HOCTI, aZKe CNPUIMMATU HAaBKOJIULLHE | cebe cepiio3HO €
HOHceHcoM. Tak camo i boapiap eAMHUM NPUPOAHUM ANA NOANHU CTAHOM BBaXKaB rpy, AKa pobuTb
MOINBUM YABMEHHA MNPO UTTA AK NpO A0Bry nogopoX. Lle, Ha gymky Apacca, NOBHICTIO
BMNPABAOBYE i BiNbHi iHTepnpeTauii MucTeLTBa, N036aBAEHI «WMPM» Ta WTYYHUX «BiAMEXKYBaAHbY,
LLLO 3aBarKaloTb NOOGAYMTU Y MPUXOBAHOMY OYEBUAHE.
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In. 1. ®paHuecko Oesb Kocca «EnaeoemeHHn» 3 npedersnoto «Pi3zdeo Xpucmosey,
1470-1472 p. Nanepes cmapux malicmpis, Himey4yuHa
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FonunsHa Ta Oro/sIeHiCTb: YCBiJOMUTU TiIECHICTD

MaHe He minbKu 3pobus «na0CKUM»
nonomxo TuyiaHa. BiH npubpas
epomuyHuli 38’A30K MOAOMHQ 3
ana0a4yem.

LaHienb Apacc

Oxopa bepakep Ham roBopuTb MPO PO3ABOEHHA XKiHKM: CyD'€KT panTom CTae 06'eKToMm,
nepeTBoploe cam cebe Ha 06'eKT, cyb'eKT cTae cnocrtepirayem i T. A. Ecei bepaxkepa — cKopilwe
iHTeNneKTyaibHa NPOBOKALLif, aHiXX NeBHe CTBEPAXKEHHA: «Y KOAHOMY 3 eceiB MM He NpeTeHAYEMO
Ha BCEOXOMHICTb TEMW i 3BEPTAEMOCA NMLIE A0 NEeBHUX il aCMEKTIB, @ came TUX, AKI BUBOAMUTb Ha
nepLIni NaaH moaepHa ictopuyHa ceigomictby (beparkep 2020, c. 51-52). 3HauyHo Mipolto, Le we
" Bignosiab KeHHeTy Knapky, WO AeKinbKoOMa poKamMM paHille TeX 3HAB CBi CePiMHUIA LMKA Npo
icTopito mucteuTs.

Ocb Ha yvyomy 3akueHTtoBye [aHienb Appac: «”BeHepa YpbiHcbka” He neplie H B
3axiAHOEBPOMNENCbKOMY KMBonucy. Ane ue morna 6yTy nepwe NoSOTHO PO3JATHEHOT KiHKW — Y
TOMY BUMALI, Y AKOMY BOHa 306parkeHa, TO6TO BOHA YCBiAOM/OBANA BiACYTHICTb Ha cobi ogsry.
AK KaXyTb aHrninui, BoHa He Tak nude (oroneHa), Ak naked (po3asrHeHa)» (Apacc 2020, c. 115).
bepaxep ue po3noro aHanisye. MNo-nepue, BiH yBOAUTb Yy TEKCT UMTaATy 3 byTTA, Ae 3ragaHo npo Te,
WO cama «Harictb» byna ycBigomneHa Agamom Ta €Bol nicna Toro, K BoHW 3'inn a6ayko.
Bepaep, nocunaetbca Ha Knapka, Tak camo roBoputb MNpo ronusHy («ue 6yt cobotoy) Ta
oroneHictb («Konu iHWi 6ayaTb Bac pPO3AATHEHMMWU W He BU3HAKOTb Y Bac OCOBUCTOCTI»).
OroneHicTb, AKa PaKTUYHO CYNPOBOALMKYE BCE MOACTBO 3 4aciB rpixonagiHHA, Npu3BOAUTb A0
«YTPaATU TAEMHUL,I».

Beparep 3a3Hayvae: «aKWoO nopiHATM «Onimnito» 3 TULiaHOBMM opuriHanom, To nobaynmo
XIHKY, Ha AKY NOKNaAeHO TPaAULiiHY poJb, ane BOHA BXe NOYMHAE CTAaBUTU L0 POJb Mif CYMHIB,
AKWO He YMHUTK onip». OgHAK, HA HAWy AYMKY, i8eTbCA NPO AOKOPIHHO Pi3Hi ecTeTuyHi Teopil. 3
oAHoro 6oKy, peHecaHCHa ecTeTU4YHa Teopis, Ae NepcrnekTUBa BM3HAYAE KOMMO3ULiIO, a 3 iHWOro
6OKy, MOoAepHICTCbKa Teopis, Ae 3aMiCTb NePCNeKkTUBU i IMMBMHM NPOCTOPY, MAEMO NAOCKICTb (abo
¥ TMMB6MHY NPOCTOpPY, AOCATHYTY B iHAKWMA cnocib). Y nepwomy BUMNAAKYy «MU MOXKEMO fulle
AnBuUTUCA Ha Ti [«BeHepy YpOiHCbKy» - npum. J1. I.], AKWO MK He reTb BOXKeBinbHI». Y apyromy
BUMNAAKYy — MPOCTO 3HMKAO «YHiKajsbHe BiAYyTTA Aani». 3HUKHEHHA LbOro BiAYYTTA CKOPOYYE
NPOCTip B3aEMONPOHUKHEHHA. 3pewToto, Apacc 3raaye lniHia Ta icTopito Npo monoay NOAUHY,
AKMM Big, npucTpacTi o BeHepn KHnacbKoi 360xkeBonis i BHOYI NnpocTo obkiHyas ii (Apacc 2020, c.
118). Tob6TO 3HMKHEHHA MEepPcnekTnBU K Gopmu bayeHHa 3ymoBatoe 3ycTpid facie ad faciem
KMBONUCY 1 rnagava.

MeTogonoria pob6oTn Apacca i3 NONOTHAMM MICTUTb LIIKOM 3p03yMifli, Xo4a M HeTpaaMLiMHi
niaxogn. BoHM [03BONAIOTL NOAUMBUTMCA HA POOBOTY NOrNAAOM, He NepeodbTANKEHUM iHLWMMM
TAYMAYEHHAMM | NPOYUTAHHAMM. [OCNiAHUK po3rnaaae 306paxeHHA He Aule i3 TOYKU 30py
HaABHOCTI Y HUX HAabopy 3HaKIB i CUMBONIB, LLO MaOTb EANHY «MNPABUAbHY» iHTepnpeTaLito, ane i
AK TEKCT, WO € CaMOCTIMHMM aKTOpOM. Apacc He TiIbKW AeKoAYy€E NONOTHA, ane M AeMOHCTPYE Ta
NOACHIOE CaM Mnpouec poboTU AOCNAIAHWMKA, AKUN PEKOHCTPYIOE KOHTEKCT MOro CTBOPEHHA Ta
iHTepnpeTye nobayeHe, He MNPUB'A3YIOUMCL A0 ICHYHOUYMX LWITAMMIB i TPAAUUIMHUX MPaAKTUK. Y
KHWXKUiI Apacc 34iicHMB opuriHanbHy cnpoby 3BiNbHUTK iHTepnpeTalil Ta iHTepnpeTaTopa Big,
3BUYHMX PAMOK i LUTYYHUX 0BMmeKeHb. AHaNI3 TBOPY MUCTELTBA, TAKMM YMHOM, BiH NEPETBOPIOE HA
HOBE KOAYyBaHHA, WO € NPOABOM Aiasiory MiX pi3HMMKW enoxamu Ta JabMuU | 6esnepepBHUM
NPOLECOM NPOAYKYBAHHA HOBUX MUCTELbKMX KOHLLEMLLN.
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«Cnid nepenucamu ecto icmopito yncusonucyy. LLlicme mekcmie Hosoi icmopii mucmeyme
Ljodo KHuz2u Daniel Arasse “Take a Closer Look”

Y cmammi aemopu po32aaHyau memo0osoeiyHi nioxo0u ma npuHyunu, AKi 3acmocosye
JaHienb Apacc (1944-2003) y KHuxcyi «On n'y voit rien: descriptions». Y 6 pi3HoxaHposux
meKkcmax Apacc npornoHye Hosi iHmepnpemayii nosomeH, AKi exce 6yau o6’ekmom aHanisy He
00H020 [OKOMIHHA icmopukie mucmeyms. TeKcmu GPpPaHYy36K020 00CNIOHUKA He sauwe
MponoHyromMs Hosy 00CAIOHUUbKY ONMUKY, ane i € NPUKAaooMm, AK y NonyaapHomy gopmami
nucamu icmopito  mucmeyms. Asmopu 3’acysanu micye ma pone [faHiena Apacca y
hpaHyy3bKoMy iHmenekmyansHoMy cepedosullyi ma npocaiokysanu enause AHOpe LLlacmens, /lyi
MapeHa, ®peHcic Eminii EGimc Ha chopmysaHHA iHmepecie ma 00CAiOHUUbKO20 iHCMpPyMeHmMapiro
Apacca. Takox 30ilicHuau aHaniz ocobausocmeli nidxody Apacca 0o iHmepnpemayii cumeosnis y
nonomuax. Ha dymky ¢paHuy3bkozo 00caiOHUKA, came 3Ha4YeHHA obpazie ma pobomu 3az2anom
(concetto) HepiOKO ONMUHAEMbCA 3a «WUPMOK» Yumam i 8i0CUMOK 3 IHWUX meopis, wo no3basnse
pobomy camodocmamHocmi ma ceHcy. Y uybomy 0en1180i npodemMoHCmpoeaHo, AK Apacc
mayma4yume Heo4yesuOHi, Ha nepwuli Nozasa0, eaemeHmu 8 HUBOmNuUCci, iXHIO Posab y KOMMo3uuii
uinicHocmi meopy. 3e8epHeHHA 00 IKOHoz2pagii npu uybomy He €, 32i0HO i3 Apaccom,
mMazicmpansHUM nioxo0om: O0CAiIOHUK 3aaAUWAE 2A80a4y NPaso HA BifbHY iHMepnpemauito, Hiax
He nepeobmsceHy nornepeodHiMu MPOYUMAHHAMU Ma He obMexceHy pamKamu mpaduyii. Aemopu
pOo327AHYAU, AK APAcc NPaytoe i3 MEKCMOM KApMuH ma KysbMmypHUM ronem, y AKOMY 60HU
3’asunucsa. [1i0 yac yboeo Apacc 3HAxo0ume ma po32adye cemiomuyHi «pebycu» HUBOMUCHUX
obpazie. Ha KoHKpemHux npukaadax Apacc rnoKasye, Kosau QHAXPOHI3MU 8 iHmeprnpemauyisx
npu3zeodame 00 aicmopu4yHocmi ma xubHoi iHmepnpemayii, a Koau donomazaromes enubwe
3po3ymimu ceHC 8i3yanbHo2o mamepiany. Cemio3uc Kamasnizye o06pas f[K camocmiliHo2o
akmaHma, fkul, 32i0HO 3 Apaccom, MOYUHAE CAM, 8i3yanbHO, MpPoOyKysamu ceHc. Posnb
3a0MOBHUKa U mumuysa Higentoemocs. binbw 3a me, cemio3uc npodosxyemsca i 3000820 nicas ix
cmepmi. [ocniOHUK y ybomy 8unaodky OrnUHAEMbCA 8 POsi KOHCMpPYKMopa iHWoz2o concetto, wjo €
paowe «uje 0OHUMY», QHIHC MPABUAbHUM YU HErnpasusabHUM.

Knroyoei cnoea: ikoHonozia, icmopia mucmeyms, cemiomuka, punctum, [aHiens Apacc,
8i3yanbHi cmydii, GHAXPOHI3M.
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