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DIGITAL CULTURAL HERITAGE UNDER ATTACK:
SAVING UKRAINIAN CULTURAL HERITAGE ONLINE (SUCHO)

Quinn Dombrowski, Anna Kijas, Sebastian Majstorovic

Hugpoesa KynemypHa cnadwjuHa nid yoapom:
36epexceHHA yKpaiHCbKOI KynbmypHoi cnadwjuHu oHaaiiH (SUCHO)

KeinH fJombpoecki, AHHa Kisc, Cebacmoban Malicmposiy

KynemypHa cnadwjuHa nexcums 8 ocHosi siliHu Pocii npomu YKpaiHu, aKa ece we mpusae yepes
n’ame micayie nicas emopeHeHHA 24 nomoeo 2022 poky. 3aseu Kpemna ceiouame npo me, wo
pyHOameHmManbHO Memoto pexcumy lymiHa € nidipeamu ma 3HUWUMU YimKy ma camobymHio
YKPQIHCbKY HaUIOHAbHY I0EHMUYHICMBb, Kyabmypy ma mogy — mpu MNOHAMMA, AKi NPoA8AAIOMbCA
yepe3 KyaemypHy cnadwuHy. 1id yac siliHu 3 makum nopsaoOKOM OeHHUM, MiHHAPOOHO 8U3HAHI
pameu, maki aK FaaszoKa KoHeeHyia 1954 poKy, moxyme b6ymu 3pylHOB8aHI, nepemsopusuiu
cumeon b6s1aKUMHO20 wuma, rpusHavyeHuUl 044 3axucmy KyabmypHUX YiHHocmel, Ha MiweHs.
Xoya npakmuku, KoOugiKosaHi aa3b6KOH KOHBEHUIE, CMBOPIOHMb AK MOMAUBOCMI, MaAK |
npobsaemu 0014 pi3udHOI KynbmypHOi cnadwuHu 8 il siliHi, Halibinbworo npobaemoro 04
36epexceHHs Uugposoi KynbmypHoOi cnadwuHu € 8i0cymHicmb npeyedeHmis. 36epexeHHs
YKPAiHCbKOI KynibmypHoi cnadwjuHu oHnatiH (SUCHO, sucho.org) po3noyanocs 1 6epe3Ha 2022
POKY fIK peaKyia Ha Had3su4aliHy cumyauito. Lia naamgopma opeaHi308aHa Mpboma yugpposumu
2YMAHIMapiaMu-npaKmMuKkamu ma weuoKo 3aay4vuna noHad 1300 eonoHmepis. Y ybomy
KOPOMKOMY ece MmpOE CriB30CHOBHUKI8 po3mMipkosyroms npo nepwi n’ame micayie SUCHO,
BIOMIHHOCMI  MiXC (Pi3U4HOIO mMa Yudposor KyaAbmypHO CNAadujUHOK, aKMydsbHiCmb
36epexceHHs yugposoi KyabmypHoi cnaduwuHu nid Yac eiliHu, i eaxcausicme yux mamepianie 014
matibymHbo20 icmopii mucmeymaa.

Knarovosi cnoea: KynbTypHa cnaguwmHa, unmdpoBa Ky/lbTypHa CnajlivHa, YKpaiHCbKa KyabTypa,
AigXnTtanbHa rymaHiTapmctuka, SUCHO.

Introduction

Cultural heritage is at the heart of Russia’s war on Ukraine, still underway five months after the
invasion on February 24, 2022. Statements from the Kremlin indicate that the fundamental goal of
Putin’s regime is to undermine and eliminate the distinct and distinctive Ukrainian national
identity, culture, and language — three concepts that are manifested through cultural heritage.
During a war with such an agenda, internationally recognized frameworks such as the 1954 Hague
Convention can be subverted, turning the blue shield symbol meant to protect cultural property
into a target. While practices codified by the Hague Convention provide both opportunities and
challenges for physical cultural heritage in this war, the biggest challenge for preserving digital
cultural heritage is the lack of precedent. Saving Ukrainian Cultural Heritage Online (SUCHO,
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sucho.org) began March 1, 2022 as an emergency response effort organized by three digital
humanities practitioners, and quickly grew to over 1,300 volunteers. In this brief essay, the three
co-founders — Anna Kijas, Sebastian Majstorovic, and Quinn Dombrowski — reflect on the first five
months of SUCHO, the differences between physical and digital cultural heritage, the urgency of
preserving digital cultural heritage during a war, and the importance of these materials for the
future of art history.

Emergency response digital humanities

Over the last decade, scholars, developers, and others involved with the broad interdisciplinary
field of digital humanities have become more engaged with current social and political issues,
particularly those in the United States. Through projects such as Torn Apart / Separados
(https://xpmethod.columbia.edu/torn-apart/volume/1/) — which developed visualizations to
document the extent and consequences of the Trump administration’s family separation policy at
the border, and Nimble Tents (https://nimbletents.github.io/), which engaged volunteers in
emergency mapping work in the wake of Hurricane Maria, digital humanists applied their technical
skills to advocate for social change or support humanitarian relief efforts. While these projects fall
outside the usual scope of research- or pedagogy-oriented activities that are more commonly the
work of digital humanists, they have nonetheless gained recognition as a significant new area of
focus, and an opportunity to put digital humanities tools and methods into practice in an impactful
way.

SUCHOQ'’s origins date to February 26, 2022, when Anna Kijas, a music librarian at Tufts
University in Massachusetts in the United States, posted to Twitter about a “data rescue” event
she was organizing on March 5th. The initial plan was to hold the event during a conference for
music librarians, and to focus specifically on digitized Ukrainian collections of music-related
materials (e.g. audio recordings, sheet music, etc.) In Vienna, Austria, Sebastian Majstorovic from
the Austrian Center for Digital Humanities and Cultural Heritage saw the tweet, and recommended
the open-source Webrecorder tool suite (https://webrecorder.net/tools) for the project. In
California, on the west coast of the United States, Quinn Dombrowski from Stanford University
was concerned that by March 5th, many important websites may already be offline or under the
control of Russian hackers. Kijas, Majstorovic, and Dombrowski met with a few other colleagues
on February 28th, and launched SUCHO the following day with a much larger scope: archiving as
many websites related to Ukrainian cultural heritage as possible.

Why web archiving?

Images of monuments surrounded by sandbags and museum staff carrying paintings from galleries
into basements vividly illustrate the labor necessary to protect cultural heritage that exists in the
form of irreplaceable physical objects. Digital cultural heritage is far more removed from public
consciousness, but is no less susceptible to destruction during a war. The ubiquity of high-speed
internet connectivity in the developed world, and the widespread use of cloud storage that comes
with it, makes it easy for people to forget about the ultimate physicality of the digital. “The cloud”
and “the internet” are not things that exist unmoored from physical reality. They depend on the
existence and maintenance of servers — expensive electronics that require a steady supply of
electricity, cooling, and a connection to networks of physical cables that span the globe. If any of
these things are disrupted — if power goes out, if cooling systems fail, if cables are severed —
websites and data become unavailable. If servers are damaged or destroyed, and no backup exists
in another location, the data is gone.
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For more than 20 years, cultural heritage institutions around the world have invested
tremendous resources into digitizing parts of their collections, presenting their holdings to their
local communities, their country’s diaspora, and the world more broadly. Whether they contain
3D models of sculptures, high-resolution scans of documents, or just a handful of photographs of
their physical spaces along with an online catalog of their holdings, the websites of libraries,
archives, and museums are a major vehicle through which cultural heritage and cultural identity
are shared with local and global publics. In many cases, these websites also include a blog-like
section that documents the day-to-day life of the cultural heritage organization through prose and
images that capture holidays, special events, visits from dignitaries, and other noteworthy
activities. Over the last 15 years, the medium for capturing these moments has shifted from the
analog to the digital, meaning that the images of events and daily life on these blogs are no longer
surrogates for some physical object: these memories only exist as digital files. Perhaps the images
also exist in other locations — on the original photographer’s phone or personal cloud storage —
but the copy on the blog is often contextualized with information about the event and the
participants, making it a richer resource than the same file stored in the cloud among photos of
food, pets, and selfies from the photographer’s phone.

The value of web archiving, then, is threefold: first, cultural heritage websites themselves
are a major communicative medium of our time, for audiences local and global, and are important
to preserve as a record of our contemporary era. Second, many cultural heritage websites include
digital surrogates of significant physical cultural heritage objects, and ensuring those surrogates
are safe is especially important when the original physical objects are at risk. And third, cultural
heritage websites often include “born-digital” materials documenting the present, which should
be safeguarded because they only exist in digital form, and these websites add considerable value
to the image files themselves by adding context.

SUCHO’s approach to web archiving

National libraries, universities, and consortia have all adopted web archiving to varying extents as
a collection-development strategy, or at least as a way to ensure that their own web-based
resources are documented in some form for the long term. In the context of a large institution,
web archiving is almost always undertaken with a great deal of planning and preparation.
Technical resources — both servers and staff — must be allocated to the task, and processes must
be established for what to collect, how often to archive those sites, and how the data will be both
stored and made available to users. In short, one does not simply leap into archiving as much
Ukrainian cultural heritage as possible within the context of an institutional web archiving
program. While the co-organizers made early inquiries in their institutional contexts at the very
beginning of the project, it was clear this would not be a productive approach.

Instead, SUCHO drew on the power of volunteer-powered web archiving and organizing.
Maijstorovic paid out-of-pocket for the project’s domain name and initial server resources, which
was crucial to establishing early momentum for SUCHO. While Dombrowski was able to secure
emergency grants from the Association for Computers and the Humanities (ACH) and the
European Association for Digital Humanities (EADH) — the North American and European digital
humanities professional associations, respectively — it was easier to make the case for funding a
project that was already underway.

From the beginning, SUCHO decided to use a distributed approach to web archiving: rather
than running or adopting a centralized platform for doing the archiving, volunteers would use their
own laptops, servers, extra computers, or any other devices they had available to capture
websites using whichever component of the Webrecorder tool suite was most comfortable for
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them. Coordinators attempted to segment the submitted links by what tool would make the most
sense — e.g. 3D tours would be sent to the Webrecorder browser plug-in so that volunteers could
navigate through the tour and capture all the constituent images, while simple sites with little or
no user interactivity would go to Browsertrix, which could navigate through all the pages in an
automated fashion. This sorting proved to be too much overhead for a project operating at the
speed and scale of SUCHO, and ultimately all links were added to a list to be captured using
Browsertrix, with sites only moving to other tools if issues arose with the Browsertrix capture.
Simultaneously, all links were also added to a list to be submitted to the Internet Archive’s
Wayback Machine and — crucially — to have the Wayback Machine capture manually checked by
volunteers, who could then submit any missing sub-pages to be captured.

The advantages of SUCHQ’s distributed approach became evident on March 4th when a
power outage at the Internet Archive made their web archiving infrastructure — which powers
both the Wayback Machine and the Archivelt platform used by many institutions — unavailable for
a large portion of the day. Particularly at the beginning of the war, when the pace of Russia’s
attack and Ukraine’s defense was still unclear, the prospect of losing an entire day of work due to
infrastructure downtime was unacceptable. Fortunately, even though the Wayback Machine tasks
to be temporarily put on hold, archiving work continued with the Webrecorder tool suite, where
there was no single point of failure. Every volunteer, wherever they were in the world, was using a
slightly different arrangement of power and network connectivity. Furthermore, the widely-
distributed network of volunteers, spanning from Sweden to the west coast of the United States,
meant that the Slack workspace that coordinated SUCHO’s work was active around the clock, with
volunteers in California going to bed just as colleagues in western Europe were logging on for the
day.

Expanding beyond web archiving

SUCHO'’s initial focus on web archiving had numerous advantages: volunteers could go about
creating archives without having to coordinate with staff at the libraries, archives, and museums,
and everything that volunteers captured was, by definition, already publicly available on the web.
At least in the United States, this circumvented legal issues around copyright, as the legality of
archiving public websites was affirmed by the U.S. Ninth Circuit of Appeals in the early days of
SUCHO. Working with partners at the University of Alberta (Ukraine - Archives Rescue Team),
SUCHO was also able to offer unlimited private storage for individuals and organizations in
Ukraine, for instance, to safely store private administrative files from archives that were not part
of the public web presence. Multiple institutions have received access to storage through this
arrangement, and continue to upload data.

The fact that SUCHO was only able to offer support for digital or digitized documents limited
the scope of its impact. Not all institutions had a robust digitization program in place before the
war, and the risk to institutions’ physical collections meant that wartime digitization was one of
many competing priorities. Nonetheless, as early as May 6th, we received emails from cultural
heritage institutions requesting donations of digitization equipment. SUCHO was initially reluctant
to get involved with physical-world logistics, as that would open up logistical and security
complications that organizers were unprepared to handle while also coordinating large-scale web
archiving work. But as the number of newly identified sites dwindled, SUCHO expanded its scope
to include connecting cultural heritage institutions with digitization equipment and training. This
initiative, led by Andreas Segerberg (University of Gothenburg) and Lars llshammar (Deputy
National Librarian of the National Library of Sweden), in collaboration with NFDI4C, is in the
process of connecting organizations with the equipment they have requested, while volunteers
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prepare and translate instructions for high-quality digitization. The Swedish Academy has funded
multiple high-end pieces of equipment for the project, with additional support coming from
Amazon Web Services. Another SUCHO sub-project, a gallery (https://gallery.sucho.org/) curating
particularly striking finds from the web archives that volunteers have created, also serves as a
fundraising venue for more digitization equipment. The band Pearl Jam donated some of the
proceeds from their charity concert for Ukraine to SUCHQO’s digitization equipment fund through
their Vitalogy Foundation, and Amazon Web Services has been another major donor.

While the web archiving, digitization equipment, and gallery fundraising initiatives have
been focused on Ukrainian cultural heritage institutions, another project is collecting memes with
an eye towards scholars and a future Ukrainian national digital library. Memes — created by
ordinary people who combine familiar templates or news images with often-humorous
commentary on current events — tell the story of the moment, documenting the churn of news
cycles and shifting ground of battles waged both through military and media. Memes are often
visually arresting, and draw on language- and culture-specific references, making them compelling
pedagogical tools in addition to their documentary value. Anna Rakityanskaya (Harvard University)
has been organizing a team of volunteers that has been capturing memes primarily in English and
Ukrainian, and enriching the images with metadata and a transcription of the text. The memes are
viewable as part of the SUCHO “meme wall” (https://memes.sucho.org) and will be made available
as a downloadable data set, for use in future teaching and research.

Next steps

SUCHOQ’s work is not over until the Ukrainian cultural heritage sector is in a position to rebuild, and
we can work to reunite librarians, archivists, and museum staff with any data lost during the war.
In addition, we hope that the archives we have created can serve as an inventory of the holdings
of these institutions before the war, and be used in prosecuting war crimes against cultural
property in violation of the 1954 Hague Convention. While the size of our active volunteer pool
grows and shrinks with the news cycles, the co-organizers and a cadre of long-term volunteers
remain committed to the cause, however long it takes. We hope that SUCHO not only plays a role
in protecting Ukraine’s digital cultural heritage, but that it can serve as a model for a more
expansive view of wartime cultural heritage protection that gives digital materials the same
standing as physical objects, wherever the next crisis emerges.
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Digital Cultural Heritage Under Attack:
Saving Ukrainian Cultural Heritage Online (SUCHO)

Cultural heritage is at the heart of Russia’s war on Ukraine, still underway five months after the
invasion on February 24, 2022. Statements from the Kremlin indicate that the fundamental goal of
Putin’s regime is to undermine and eliminate the distinct and distinctive Ukrainian national
identity, culture, and language — three concepts that are manifested through cultural heritage.
During a war with such an agenda, internationally recognized frameworks such as the 1954 Hague
Convention can be subverted, turning the blue shield symbol meant to protect cultural property
into a target. While practices codified by the Hague Convention provide both opportunities and
challenges for physical cultural heritage in this war, the biggest challenge for preserving digital
cultural heritage is the lack of precedent. Saving Ukrainian Cultural Heritage Online (SUCHO,
sucho.org) began March 1, 2022 as an emergency response effort organized by three digital
humanities practitioners, and quickly grew to over 1,300 volunteers. In this brief essay, the three
co-founders — Anna Kijas, Sebastian Majstorovic, and Quinn Dombrowski — reflect on the first five
months of SUCHO, the differences between physical and digital cultural heritage, the urgency of
preserving digital cultural heritage during a war, and the importance of these materials for the
future of art history.

Key words: cultural heritage, digital cultural heritage, Ukrainian culture, digital humanities,
SUCHO.
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3ABE3NEYEHHA 36EPEXXEHOCTI KY/IbTYPHUX LIHHOCTEW
FTAPHI3OHHOIO XPAMY TA LIEPKBU NAPACKEBM Y /IbBOBI B YMOBAX BIAHU

CraHicnas BonoweHko, ApceH LLnak

Ensuring the Preservation of Cultural Values of the Garrison Church
and the Church of Paraskeva in Lviv During the War

Stanislav Voloshchenko, Arsen Shpak

The proposed article is devoted to the issue of preservation from possible damage to the national
heritage of the Garrison Church of the Holy Apostles Peter and Paul (Jesuit Church or Society of
Jesus), as well as the Church of St. Paraskeva Friday in Lviv during the Russian-Ukrainian war (2014
— present). Circumstances of the full-scale military invasion of the Russian Federation into Ukraine
on February 24, 2022, necessitated the immediate need to protect the country's cultural heritage.
The urgency of the security component of the preservation of art objects was dictated by missile
attacks in almost all regions of Ukraine, including the Lviv region. The security measures in which
the authors of the article took part were conditioned by the possibility of rocket attacks on sacred
monuments of Lviv and the possibility of their damage by fire or mechanical damage. These
cultural values include altars, wooden sculptures, decorative elements, organs, and objects on the
canvas of the Garrison Church, as well as a six-row wooden iconostasis of the Church of
St. Paraskeva. The specifics of the material of art objects, their size, location, and in part
restoration work, made it difficult to evacuate and preserve them in new circumstances. The
authors characterize the newly acquired experience of securing the heritage of the 17t — 20t
centuries. refractory materials in the outlined Lviv religious buildings. The article deals with
artifacts that have been protected from the effects of missile damage. The stages of monument
protection work are covered, which first of all consisted in the selection and classification of
refractory and heat-resistant materials, team involvement, photo-fixing, marking, inventory of
objects, direct security of art objects. The authors express their recommendations for practical
solutions in uncertain conditions, since, for the first time since the restoration of Ukraine’s
independence, such a practice has been used in architectural monuments of national importance in
Ukraine.

Keywords: cultural values, preservation of national heritage, the Russian-Ukrainian war, the
Garrison Church, the Church of St. Paraskeva, Lviv.

Bctyn

BillcbkoBa arpecis PocilicbKoi ®Peaepauii cynpoTtn YKpaiHm, noumHatoum Big 2014 p. 1, ocob6amBo,
00 CbOroAHi, nopoamnna Hebe3neKky XUTTIO Ta 340POB’'H0 i 3aXUCHUKIB, LMBINbHUX FPOMaAsAH,
BUK/IMKa/la MacoBYy Miprauito, pymHaLilo MICT i cin, iXHbOi iIHGPACTPYKTYPU, a TaKoXK CNpUYNHUAG
HULLEHHIO KYNbTYPHOro HagabaHHA Hawoi Hauii. 3a gaHmn KOHECKO, B nepioa mix 24 ntotoro i 23
yepBHsA 2022 p., POCINCbKI BiiCbKa 3pyMHYyBanM abo 3aBAasM 3HAYHOTO MOLIKOAMKEHHA 152
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KynbTypHum ob’ektam: 70 uepksam, 30 icTopuuHum byaisnam, 18 KynbTypHMM ueHTpam, 15
nam’aTHMKam, 12 myseam Ta 7 6ibniotekam (Mallard 2022). He maemo Ha meTi noaaBaTh iXHil
BUYEPMHUIM Nepenik, ogHaK BBAa*KAaEMO 3a [AOLUiNbHE 3rafaTh Kinbka: |BaHKIBCbKWUI icTOpMKO-
Kpae3HaBuMn My3enh Ha KuiBwmHi, My3ei yKpaiHCbKMX CTapOXUTHOCTEM Bacmna TapHOBCBbKOroO y
YepHirosi, OXTUPCbKUIA MiCbKMA KPAE3HABYMI My3eit Ta BacUAbKIBCbKUIA iCTOPUKO-apXiTEKTYPHUM
My3eli-3anoBigHuK “Cabuba Monosa” Ha 3anopix:ki (AHApeesa 2022; Kpeuetosa 2022). MOTYKHi
06CTPINM 3rafi@aHMX My3eMHUX THCTUTYLIA CIPUYMHUAM A0 BTPATU UM MOLWKOAMKEHb MY3EMHMUX
apTedaKkTiB, AKi Yy HUX 3HAXOAUANCA Ta CTAHOBUAWM HALiOHANbHUI My3elnHUI GoHA YKpaiHu. Yoro
TiNbKM BapTYE NpPUKNaAL 3HUWEHHA My3etlo B IBaHKOBI 3 yHIKaNbHOK KONEKLUiel KapTuH Mapii
MpuMmayeHKo, fKi 3aBAAKM repoi3amoBi cniBpobiTHUKIB Bganoca BpATYBaTM 3 Manatoyoi byaisni
3aknaay (AHgpeesa 2022; Kpeyetosa 2022). 13 ocobamBmm 6onem CBIiT Ai3HaBCA NPO 3HULWEHHSA
NPAMUM BJ/IyHEHHAM POCIMCbKOI pakeTn y HauioHanbHUK NiTepaTypHO-MeMopianbHUI My3en
I. C. CKoBopoan y CKOBOPOAMHIBL Ha XapKiBLWMHI, B HiY NpOoTM 7 TpaBHA. BapTo 3ayBaxuTn, Wo
came Ha 2022 p. npunagae 300-niTHiA toBine BMAATHOrO YKpaiHCbKoro ¢inocoda puropia
CkoBopoau, AKMM  Big3HAYaTMMETbCA Ha  3arafibHOHAUiOHAaZbHOMY PpiBHIi B YKpaiHi
(Cnywerko 2022b).

OKpim My3eiB, aTak BOpOra 3a3Ha/AM 3HAKOBI MaM'ATKM apXiTeKTypu: XapKiBCbKUM
HauioHanbHWI yHiBepcuTeT imeHi B. H. KapasiHa, ApamTteatp Mapiynonsa, 6yanHok “Cnoso” B
XapkoBi Ta iH. (AHApeeBa 2022; KpeuyeToBa 2022). PakeTHMMM 06CTpinamm 6yn0 MOWKOANKEHO
LuepkBu YepHirosa, 3akpema, — lnniHcbKy (XI-XII cT.), YcneHcbkuii cobop (XVIII cT.) XapKoBa, xpamu
i mMoHacTupcbKi cnpopyan Ceatoripcbkoi naspu (XVIII-XX cT.) Ha [oHewuuHi, uepksy Pi3aBa
Boropoaunui (1862 p.) Ha MutommpuwmHi (AHapeea 2022; Kpeuvetosa 2022) Ta iH.

[ecAaTKn pakeTHUX yaapiB POCifH, AKMMK aTakoBaHO YKpaiHy 24 ntoToro 2022 p. AicTanucb v
JlbBiBWMHKN. Y nepwnit geHb BiAKPUTOro BTOPrHeHHA Pociicbkoi Pepepauii o YkpaiHn 6yno
aTaKoBaHO BilicbKoBYy iHOpacTpyKTypy B bpopax, Hosomy KanuHoBi Ta Kam’sHui-By3bkin
(PowiiHa 2022a). 13 6epes3Hs Biabdbynucs pakeTHi yaapu MixXHapogHOro MWUPOTBOPYOro Ta
6e3neKkoBoro UeHTpy B CTapmyax ABOPIBCbKOro paioHy, BHAcNiAOK Yoro 3aruHyno 35 oci6 i we 134
oTpumano nopaHeHHA (Bachega 2022). Yepes KifbKa AHIB POCIAHM MOYanM aTakysBaau
6esnocepeaHbo M JlbBiB. 18 OGepe3HA 4YOTMPMA KPUAATUMMKM pPaKkeTamu ypasnau JIbBiBCbKUM
NepXaBHUI aBialiMHO-PEMOHTHWI 3aBOAd, — OAHa /l0AnHA nopaHeHa (MeTpeHKo, TuueHko 2022).
26 bepes3HAa JlbBiB niggascA cepii pakeTHMX yaapis: HadpTobasm (micuesictb Benuki Kpusuumu,) i
JlbBiBCbKOrO GPOHETAHKOBOrO 3aBOAY, BHAC/ILOK 4YOro MoCTpaXKganwu n'Atepo NoAen, a MicTo
HaKpPUNO TYCTUM AMMOM, CMPUYMHEHOrO MacLITabHOIO MOXKEXOol, AKY BAANOCA JIOKANi3yBaTH
e HactynHoro AHA (PomaHeHko 2022). 18 KBiTHA Big KiIbKOX MPULINbHUMX yaapiB 06’ekTis
BiAICbKOBOI Ta UMBI/NIbHOI iIHPPACTPYKTYPU — CTaHLii TexHiYyHoro obcnyroByBaHHS aBTOMObGINiB,
3aruHyno 7 oci6 11 otpumanu nopaHHeHHA (PouliHa 2022b). 3 TpaBHs BOPOr 3HULLUB paKeTamu
TPU eneKkTponiAcTaHLii micTa, BiANoBiaHO ABOe ntoder noctpaxkgano (Kisinosa 2022). BoctaHHe
NlbBiB aTakyBaBcA 17 TpaBHA, y Pi3HUX JIOKALifX /yHANo 4YMMano MNOTYKHUX BMOYXiB, OAHaK,
cnpautoBana cuUCTema NPOTUMNOBITPAHOI OBOPOHM — MICTO ULBbOro pasy He MNOCTPAXKAANO0
(Cnywenko 2022a).

MOXAMBICTb NPULLINBHOTO YPaXKEHHA KPUAATUMM pPaKeTaMM BOPOra iCTOPUYHOI YaCTUHMU
NlbBOBa, 3aHeceHoi A0 cnucky cBiToBoi crnaawmHu HKHECKO, BMmarana HeramHoi peakuii B
3abe3neyeHHi OXOPOHW Ky/bTYPHOI cnagwmHu. 3asgadytoun ¢yHaauii HauyioHanbHOro iHCTUTYTY
NO/IbCbKOI KY/NbTYPHOI CnaglwmHN 3akopaoHom MonoHika MiHicTepcTBa Ky/lbTypW i HauioHaNbHOI
cnaawmnHm Pecnybnikn Nonbuwa (Narodowy Instytut Polskiego Dziedzictwa Kulturowego za Granicg
Polonika Ministerstwa Kultury i Dziedzictwa Narodowego Rzeczypospolitej Polskiej), komaHaa
pecTaBpaTopiB i BoNOHTepiB, npoTtarom b6epesHsa 2022 p., ybe3neunna aptedaktu [apHi3oHHOro
Xpamy Ta uepksu MapacKkesu.

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2022.1(13) | 14



PRESERVATION OF CULTURAL HERITAGE

Y Uit cTatTi MM NOPYWWAN TPU OCHOBHI NPOBAEMATUKM: KYNbTYPHI LiHHOCTI FapHi3OHHOro
XpaMy Ta uepKsBM [lapackeBu; OXOPOHA CMAAWMHWM B YMOBAX BiMHM; MNPAKTUYHI pilleHHA Y
HEBM3HAYEHUX YMOBaX. BugineHHA UMX TPbOX acCMeKkTiB, Ha Haw nornag, ALO03BONAKTb
AKHAMNOBHiWe BWUCBITIMTM YyBecb MNpouec, noB’A3aHMK i3 3abe3beyeHHAM 3b6eperkeHOoCTi
KyNbTYpHOro HagbaHHA B OKpeCcneHMx cakpanbHUX cnopyaax JlbBosa nig Yac noBHoMacwTabHoro
BIMCbKOBOro BTOPrHeHHA Pociicokoi Pepepauii 4o YKpaiHM. Y nepwomy posgini maetbca npo
MUCTeLbKi 06’eKT 060X LepKoB, AKi 6yno BupiweHo ybesneuyHntu. [pyrui posgin CToCyeTbCA
XapaKTepPUCTUKKN eTaniB nam’ATKO-OXOPOHHOI Aif/IbHOCTI, AKa noJsarana y nigbdopi OXOPOHHUX
maTepianis, 3any4yeHHi KomaHaMm, doTodikcauii, MapKyBaHHi, onuci, iHBeHTapu3aLii 06’eKTiB i
6e3nocepeHii pobOTi HaJ BOrHETPMBKOKO Ta TEPMOTPMBKOLD 6e3neKoto BigibpaHux nam’aTok. Y
TPEeTboOMy PO34ini MM BUCAOBAKOEMO BNACHI peKoMeHAau,ii, AKi Ha Hawy AYMKY, CTaHYTb B HaroAi
My3erHUM, 6ibnioTeYHUM, apXiBHMM MpaLiBHUMKAM i BCiM HebalayKum, XTO MA€E CTOCYHOK A0
06’€KTiB KY/IbTYPHOI CNaLNHMN.

1. KynbTypHi uiHHOCTi FapHi30HHOro xpamy Ta uepksu Mapackesu M’ aTHuL

Mig, KynbTYpHUMU LIHHOCTAMM MM PO3YMIEMO 06’€EKTM MaTepianbHOI KynbTypu, fIKi € HOCiaMmM
iCTOPUYHOI, MUCTELbKOi, AYXOBHOI 1 HayKoBOi CKAagoBux. [o uUuMxX UIHHOCTEN BigAHOCATbCA
npegmeTn LEepKOBHO-60rocnyk60Boro xapakrepy, WO 3HaxoAATbCA B [APHI3OHHOMY Xpami Ta
uepksi [MapackeBn. KyabTypHUMM LIHHOCTAMM 3ragaHuUX KynbTOBMX OyaiBenb € BiBTapi,
CKY/IbNTYPU, ENeEMEHTU AEKOPY, OPraH, MUCTELbKI NONOTHA M iKOHOCTAC.

lapHizoHHUl xpam i tioeo apmegdakmu

lapHi30HHMI Xpam cBATUX anocTonis MeTpa i Masna y /IbBOBI € Nam’ATKOK apXiTEKTypw, icTopii Ta
MOHYMEHTa/IbHOro MUCTELTBA. BiH BigHeceHM [0 06’eKTiB KyAbTYyPHOI CNaAuMHU HaLLiOHA/IbHOrO
3HayeHHA B 2012 p. Uen xpam mictutbcs 3a No 130028-H y [lepKaBHOMY PEECTPi HEPYXOMMUX
nam’aTok YKpaiHu Ak “Kocten e3yiTis” (MocTtaHosa 2012). Moro 3aknanu y nepuwuiti TpetuHi XVII cT.
yeHui ToBapucTea IcycoBoro, AKMX YacTo Ha3MBAKOTb €3YiTaMM 33 NOJIbCbKMMU BiANOBIgAHMKAMUN —
Towarzystwo Jezusowe, jezuici. Xpam nobyaosaHuii y 1610—1630 pp. nig KEpPiBHULITBOM YeHLLiB-
apxitektopis CebactbAHa Jlamxiyca i [Kakomo bBpiaHo. [apHi30HHWI Xxpam 3Benn y dopmi
6a3unikn i BiH HanexuTb g0 cnopys 6apokosoro ctuato (MenbHUK 2011, c. 220-221). Uen xpam y
40 pp. XVl c1. 03a0061€HO dpeckoBUMU into30pHUMKN po3nucammn PpaHumcka Ta CebacTbaHa
EkwTanHiB (PMbumHcbkunia 2008, c. 127-128). Big 1946 p. i ao 2010 p. xpam He BUKOPUCTOBYBABCS
3a cBOim 6e3nocepedHim npusHadeHHAM. Cneplly, Moro NepeTBopuan Ha CKAAACbKe NPUMILLEHHS,
a 3rogomM — Ha KHurocxosuile JIbBiBCbKOI HalioHanbHOI HayKkoBOi 6ibnioTekn YKpaiHu imeHi
B. CredaHunka HAH YkpaiHu. Jinwe 8 keiTHA 2010 p. J/IbBiBCbKa MiCbKa pafa NpuUMHANG pilleHHA
BiAAATN Xpam y KOPUCTYBaHHSA YKPaAiHCbKOT rpeKo-KaTonmubKoi Luepkeu (MenbHuk 2011, c. 222). I3
nepegayeto nam’stkn ana notpeb LleHTpy BilcbkoBoro KanenaHctea Kypii J/IbBiBCbKOi apxmenapxii
YIKL, BiH cTaB AOCTYNHMM He nuwe ana 60rocnyKiHb, a i HAYKOBUX AOCAIAMKEHb i pecTaBpaLinHmX
pobiT nig nposBogom npodecopa Akagemii 06pa3oTBOPUNX MUCTELTB iMeHi AHa MaTeiKa y Kpakosi
(Akademia Sztuk Pieknych im. Jana Matejki w Krakowie) aoktopa Masna BoniHcbkoro (dr Pawet
Bolinski) (dpy3aes 2021, c. 25).

CtaH 36epexeHHs iHTep’epiB xpamy y 2011 p. xapakTepesyBaBCA KaTacTPodiyHUM, LWO
NMOACHIOBANOCA TPMBAZIMM MOro 3aHeabaHHAM y XX CT. — BMKOPUCTAHHA AK CKAAACbKOro
npumilleHHAa Ta ¢oHaocxoBula 6ibniotekn. BHacnigok umx o6CTaBWH 3a3HanAM pPynHYBaHHA
YHiKanbHi po3snucu XVIII cT., CKynAbnTypK, BiBTapi, NO/NOTHA, OpraH Ta iHWi npeametn. Li peanii
3YMOBM/AN MOCTaHHS MiXKHApPOAHOro MOJIbCbKO-YKpPaiHCbKoro npoekty “Wspdlnie dla ratowania
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piekna przesztosci” ana nopsaTyHKy lapHisoHHOro xpamy (Bolinski & Forczek-Sajdak 2013, s. 49-53).
I3 2012 1 OO HWHI TpMBAE MOro rpyHTOBHA OaratoeTanHa KOMMJAEKCHa pecTaBpauia 3a yyacTi
YKPAiHCbKMX | NONbCbKMX @axiBLiB. [pOTArom OKpec/seHoro 4acy pectaBpaTopam BAanocA
MOBHICTIO BPATYBaTU GPECKOBMN Po3nMc EKWTAMHIB, PO3MIlLLEHNIA Ha CKAeniHHi, 3aBBULLIKK 26
MeTpiB Big nignorn cnopyam (Bolinski 2017, s.47-51). Y apyrit nonosuHi 2022 p. naaHyeTbcA
peanisauis pecTtapauiiHUX MNpOLEeciB y ro/0BHOMY BiBTapi Xxpamy, 3 L€l METU MOHTYETbCA
pewTyBaHHA. Came pecTaBpaLif, NOCAYKUAa TOMY, WO BMOIp NOPATYHKY Big, MOXANBUX HACNIAKIB
BilHW BMMNAaB Ha KYyAbTYPHI LWiHHOCTI [apHi3oHHOro xpamy. Ans IHcTUTYyTY MNonoHika 6yno BaXKAnBO
[OKNACTU YCiX MOXKMBOCTEN abun yHe3neunTn nam’aTku upboro o6’ekty, aaxke noHas 10 poKis BOHM
BULINANAN KOWTKM A4NA MOro BigHOBAEHHA. [licna noyaTKy BENWMKOI BiMHW B YKpaiHi Ans iHCTUTYLi
6yno Bkpar Barommum 36epertu apTedakTv Xxpamy A1 CBiTy, a B NOA4a/IbLLUOMY iX BigpecTaBpyBaTH.

Bubip 06’ekTiB ans ybesneyeHHA Big MOXKANBOI pyMHaLii B ymoBax NOBHOMACLITAOHOI BiltHM
BiANOBIAAB KiINbKOM Ba)K/IMBMM KPUTEPIAM: Ky/AbTypHA i MUCTEUbKA LiHHICTb, aBTEHTUYHICTb Ta
MmaTepian CTBOPEHHA. AKWO nepwi Tpu KpuTepii He BUKAMKanM ocobnmBoi npobaemaTuku, TO
OCTaHHI/ NOACHIOBABCA NETKICTIO PYMHYBAHHA MaTepiaibHOi OCHOBM 06’€KTiB. [0 KOXKHOi Nam’aTKM,
AKy 06paHO ANA NepLIoYeproBoro 3axmcry, bys iHAMBIAYaNbHUI NiaXia 3 TOYKKM 30py 36epekeHHs.
BiH AMKTyBaBCA QYHKLiOHANbHUM iX BUKOPUCTAHHAM MPU BOTOCAYKIHHAX.

Kepytounce ummm Kputepiamu, y FapHi3OHHOMY Xpami, BU3HavyeHo AeB’aTb 06’eKTiB:

1) po3n’aTTa Icyca Xpucta 1616 p., aBTopcTea AHa MNoictepa (aepeso, pizbba);

2) nopTan Kanauui ce. beHegukta XVII cT. (aepeBo, NiNHUHA);

3) nonoTHO i3 306paxkeHHaAM cB. beHeaukTa XVIII cT. (TKaHWHa, AepeB’AHMIA NiAPAMHUK);

4) ronosuuin BiBTap 1744-1746 pp., moxamsoro astopctBa dayctmHa [poAa3nLbKoro

(PnbunHcbkmin 2008, c. 128) (ckynbNTYypU, AEPEBO);

5) siBTap MpecsAToi boropoauui (aepeso, metan);

6) TpunTMx Boropoauui YTilwmMTenoku (gepeso, pi3bba);

7) 6iuHi BiBTapi (CKYNbATYPU, AEPEBO, MeTan);

8) opraH (cKy/nbNTYpwH, AepeBo);

9) aBTEHTUYHI AepeB’aHi enemMeHTU ranepen.

Llepkea npenodobHoi Mapackesu M’amHuui ma ii ikoHocmac

M’aTHMUbKa uepkBa Ha lig3amue (ictopuuyHa ainsHka JlbBoBa), NoAibHO MAPHI3OHHOMY XpPamoBi,
BiZIHOCMTbLCA A0 MNam’ATOK HaLiOHaNbHOTO 3Ha4YeHHsA 3a oxopoHHUM Ne 365 (MoctaHoBa 1963). Lis
KyNbTOBA CMNoOpyAa, 3@ matepianamm apxeonoriyHuUxX aocnigxeHb, noxogutb 3 KiHuA Xl — nepwoi
nonosuHm XIV ct. OnAa apxiTeKTYpU UEPKBU NPUTAMaAHHI NMOEAHAHHA POMAHCbKO-TOTMYHOrO Ta
pPEeHeCaHCHOro CTUAIB, WO MOACHIETLCA il PEKOHCTPYKUiAMKU. BoHa niggasanaca noxexi 1623 p.,
BiATaK peKoHcTpyoBanaca o 1644 p., 3aBAAKkM weapin dyHaauii mMongoBCbKOro rocrnogapsa
Bacunsa Jlynyna, npo wo cBig4ymtb nam’atHa Tabaunua Ha ¢acaai. CydyacHoro Burasay xpam Habys
nicna pectaspauii 1908 p. 3a npoekTom apxiTektopa Mixana /lyxeupkoro (Morutmuy 2008, c. 53-
54).

[ONOBHOK KyNbTYpPHOK LiHHICTIO LeEepKBM cB. [lapackeBM € ii aBTEHTUMUYHUI iKOHOCTAC.
MocTaHHA UbOro lieAeBpy BiABOAATb POOOTI NbBIBCbKUX iKOHOMMCLiB no4yatky XVIIcT. BiH
BBAXAETbCA OAHMM i3 K/KOYOBMX e€TaniB CTAHOBAEHHA PEeHEeCAaHCHOro MUCTeuTBa B YKpaiHi
(MoruTtuy 2008, c. 53-54). Bapto Bia3HauntTh, WO MM'ATHULUBKUIA iIKOHOCTAC € MOHYMEHTAa/IbHUM
KOMMJIEKCOM, AKMI Big, 1645 p. nocTinHO nepebyBae y UbOMY X Xpami. IKOHOCTAC TPAKTYETbCA
OOCNIAHMKAMM MUCTELTBA AK PO3KILUWHUA MUCTEUbKUI aHcamb/ib, NO3asK CKAAAAETbCA 3 BEUKOI
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KINbKOCTI nepwopAagHUX iKOH, BMOHTOBaHUX Y MNPOAYMAHY KiNIbKAAPYCHY apXiTEKTOHIYHY
KOHCTPYKLilO M obpamnieHMX MalCTepHOW AeKopaTuBHOW pidbboto (CBeHuiubka, Cuaop 1990,
c. 21). IKoHOCTac 3arasiom CKAagaeTbcA 3 70 iKOH, PO3MILLEHMX Y WICTb pAAis. [0 Moro cknaay,
OKpiM iKOH, HanexaTb FO/IOBHi LApCbKi BpaTa Ta ABOE OiYHMX — AMAKOHCbKMX. OcobnumBoi
[0BEPLUEHOCTI MOMY HaZatoTb Pi3bneHi aepeB’aHi enemeHTM Ta N030/10Ta.

3abe3neyeHHA 36epexkeHocTi ikoHoctacy XVIIcT. uepkeu [Napackesn 6yno peanizoBaHoO
yepes 0cobauBe MNpPOxaHHA 1i HacToATenA, CnNpsamoBaHe A0 [AoOKTopa boniHcbkoro, agrke
pecTaBpauiMHUX 3axoaiB y UboMy O6’eKTi, Ha cyvyacHoMy eTani, He 34iACHIOETbCA. TUM naye
IHCTUTYT MNONIOHIKA HE MAa€E XOAHOrO CTOCYHKY A0 L€l Nam’aTKM, WO MOXKHA BBaXKaTU BUHATKOBUM
ecTom A06poi BoAi NOMbCbKMX Koner y 3abe3nevyeHHi OXOPOHM LbOro BaxKAMBOro ana YKpaiHm
Xpamy.

2. OxopoHa cnaawmHN B YMOBaX BiliHU

Peanizauis nam’ATKO-OXOPOHHUX 3axoAiB O6’eKTiB HaluioHanbHOro HagbaHHA B 0OCTaBMHaX
BOEHHOrO CTaHy BUMarana pily4yocTi B NPUMHATTI pilleHb, WBMAKOMY pearyBaHHi Ta HEYXuibHOMY
OOTPUMaHHI 4yeproBocTi AiK. [MoeTanHicTb Hawoi npaui nondrana y Bigbopi Ta TUnonorisauii
OXOPOHHUX MaTepianiB, B 3aNEXHOCTI A0 XapPaKTepPUCTUK Nam’ATOK, OpMyBaHHI KOMAHAM,
doTodiKCcyBaHHI Ta 4OKYMEHTYBaHHI BU3HaYeHnx 06’ekTiB, be3nocepenHilt poborTi i3 3abe3neyeHHs
BOFHETPUBKOI Ta TEPMOTPUBKOI Oe3nekn npeaMeTiB HaUiOHaNbHOI chagwmnHn. OXOpPOHHa
AianbHicTb po3noyvanacb 10 GepesHa 2022 p. — 15 pgeHb NOBHOMACWTAabHOro BTOPrHEHHA
pOCifCbKMX BiMiCbK B YKpaiHy. Ceme y uel AeHb A0KTOp boniHCbKMIA BnacHOK aBTiBKOK 3
npuyenom goctasuB i3 Kpakosa A0 J/IbBoBa HeobXiAHI MaTepiann Ana ybesneyHeHHA KyNbTypPHUX
LiHHOCTEeN.

Mamepianu

Mpouec 3aKkyniBai Ta AOCTaBAEHHA HeobXiAHMX MmaTepianis gnAa ybesneyHEHHA KyAbTypPHOI
cnagwmnm Bigbynaca 3aBaakm ¢iHaHCyBaHHIO IHCTUTYTY MonoHiKa. 3 Pecnybnikm Monbla npnbyna
Be/IMKA KiNbKiCTb BOrHe- i Tepmo- TPWUBKUX MaTepianis, AKi Bignosigann OCHOBHUM
XapaKTEePMUCTMKAM Ha BUMAA0K MOXKEMNXi:

a) TepmiyHa cTabiNbHiCTb;

6) HM3bKMI KoediLieHT TenaonpoBigHOCTI;

B) HU3bKA aKyMYALIEI TENNa;

r) CTIMKICTb TENNOBUM 3MiHaM;

A) CTIMKICTb TEPMIYHUM yaapam;

€) mexaHi4yHa MiLHiCTb;

€) 36epiraHHA MiLHOCTI Npu Aii BUCOKUX TEMNEepaTyp;

) NerkicTb y MOHTaXi i AEMOHTaMKi.

MepeniyMHMM BNACTMBOCTAM Halnepwe BigNOBIAANAM KepaMiyHi i301AUiMHI  MaTepianu
VITCAS, BWUrotoBAeHi 3 BOIHETPMBKOrO KepamMiyHOro BOJIOKHA. HeopraHiyHWIA NPOAYKT,
nonepeaHbO BignaneHnn y npoueci BUpobHULTBA, 6e3neyYHnit y BUKOPUCTaHHI, N03asaK He MiCTUTb
asbecty. Mu BuKkopuctosyBanu VITCAS Ceramic Fibre Blanket — kepamiuHe BONOKHO B py/noHi 3
TepmocTilikicTio go 1430° C. Moro winbHicTe gopiBHioe 128 kr/m3. TOBLMHA LbOrO BOMOKHA
CcTaHoBMTb 50 MM, a wupuMHa — 610 mm. BOHO BMKOPUCTOBYETbCA ANA TenjoizonAauii Ta
NPOTUMOMKEKHOrO  3axucTy. BosoKHO He mictutb asbecTy, WomMy BAnacTMBi  HM3bKa
TENNONPOBIAHICTb, CTINKICTb BUCOKMM TeMNepaTypam i LWIBUAKE MOHTYBaHHS.
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Apyry rpyny matepianis cknaganu i3onAuinHi matepianm 3 HeTKaHoro Tekctunwo VITCAS —
NMOBHICTIO BUrOTOBJ/IEHI i3 CKAOBOMIOKHA. MU BMKOPUCTOBYBA/NIM ABa OCHOBHWUX MPOAYKTU LbOro
CNPSAMYBAHHA: Meplue — MOBHICTIO CKNAAaETbCA 3 CKAOBOJIOKHA (ToBWwMH 10 mm), apyre —
CKNOBOJIOKHA 1 antomiHito (ToBwmHa 12 mm). LLi i3onAuiiMHi maTh BUrOTOBNEHI i3 CKNOBOIOKHA TUNY
E — BOHWM M’ArKi Ta rHy4YKi. MaTu ineanbHO NiAXo4ATb ANA HApi3aHHA Ta noAanblwoi 06pobku. Lien
BMA i30nauiil mae KoediuieHT TennonposigHocTi A 0,076 W/mK npu 300° C. BOHM He TOKCWUYHI, Lo
003BONAE BMKOPUCTAHHIO B NIOAHUX MmicuaX. OKpim LbOro, BOHW XapaKTepu3yloTbCA BUCOKOKO
TEPMOCTIMKICTIO, CTiMKICTIO A0 KOPO3ii, XiMIYHUX peyoBMH, PO3YMHHUKIB, @ TAKOXK LBIiNi i BaKTepii,
WO € BKpal BaKNMBUM Yy pPecTaBpaUiMHIA NpaKTULi 3 MUCTeUbKMMU 06’ekTamu. [MOKpUTTA
KYNbTYPHUX LiHHOCTEM i3 OAHIEI CTOPOHW antoMiHiEBOO ¢donbroto 3anobirae 3HOLWYBAHOCTI Ta
MOKPaLWYE MexaHiYHy MILHICTb, @ TaKOX BOHa BMKOHYE POJib €KpaHy Aas BigbutTa TennoBux
yaapis. VITCAS HeTKaHMI TEKCTU/Ib 3 CKI0BOJIOKHA Y PY/IOHI, NOKPUTUI antomiHieBOO Ponbroto 3
OAHIEl 3 CTOpPiH — Nerko pixetbcs, 6e3neYyHnin AN HABKOJMLWIHLOIO CEepeaoBULLA, MOKPALLYE
LMPKYNALLIO NOBITPA, 3aXMLIaEe Big Tennosux yaapis. Moro TepmocTilikicTb cTaHoBUTbL 550° C. BiH
Ma€E TOBLWMHY 12 mm i wnpnHy 1000 mm. VITCAS HeTKaHWIM TEKCTUAb — CK/IOBOJIOKHO B PY/IOHI 3
TepMocTinKicTio ao 600° C (KopoTKovacHui Tennosuii yaap) Ta 550° C (mosrotpusanuii). Lei
MaTepian Nerkum, rHydkuii T1a 6e3nevyHnin ONA HaBKONMLWIHBLOIO cepefosula. TepMOCTIMKICTb
CKNoBoJIoKHa 600° C, ToBWMHA A0piHIOE 10 MM, WwnpmHa — 1000 mm.

TpeTio rpyny o6’eAHYIOTb MaTepiain BUCOKOTEMMNEPATYPHOro TexHiyHoro Tekctuato VITCAS —
po3pobaeHoro BUTPUMATM AyKe BMCOKI TemnepaTypu B Adianas3oHi mik 550° C i 1260° C. Ui
TKaHWUHM BUTOTOBJ/IIOIOTb 3 KepaMiyHUX, CKAAHUX abo KpemHieBMX BOJIOKOH 6e3 06pobkn. BoHu
NOKPUTI  antomiHieBOO GONbroto, BepmMUKYANiTy um  rpadity. VITCAS TeKCcTUAb, NOKPUTUIA
NONiYPUTAHOM Y PY/NIOHI — HENpPOHMKHA TKaHWHA ANA rasiB, 3 BMCOKOW cTabinbHicTio. BoHa
noxkerkobesneyHa i BUTpUMye TemnepaTypy Ao 600° C 3a KOpOTKOYACHOI eKkcnayaTauii. MaTtepian
MOXHa BMKOPWUCTOBYBATU Yy MICLAX CXMAbHUX [0 BOTHIO Ta AMMY. MOro TOBLMHA CTaHOBUTb
0,45 mm, a wupuHa — 1000 mm. VITCAS Kapmeni3oBaHW TEKCTUNb 3 CKNOBOJIOKHA B PY/IOHI —
XapaKTepM3YETbCA A04aTKOBOK TepMiYHO 06pobKow, BUTpUMYE Temnnepatypy go 600° C.
MaTepian cTiMKnin 40 CTUPAHHA, XiMiYHUX PEYOBWH, BOAOHEMNPOHMUKHOCTI i norogHix ymos. VITCAS
TEKCTUNb KaNbLiEBO-KPEMHIEBUI — CTiikniA go Temnepatypmn 750° C 3 KOpOTKOYacHot Ajeto. BiH
MAE CTiMKiCTb 10 CTUPAHHSA, XiMIYHUX PEYOBMH i Pi3HMX MOrOAHIX YMOB, a e BOAOHENPOHUKHWUA.
VITCAS TeKCTUNb 3 CK/IOBOJIOKHA Yy pynoHi Loomstate 600 °C — Halbinblu rHy4YyKa TKaHMHA, AKa
BUTPUMYE TemnepaTypy Ao 550° C npu 6e3nepepsHiit poboTi. BoHa Heropto4ya, Mae BUCOKY
MEXaHiIYHY MIUHICTb i BUCOKY TepMocCTinKicTb. VITCAS TeKcTUAb 3i CKNOBOJIOKHA 3 a/IlOMiHIEBUM
NOKPUTTAM Y PYJIOHI — OAHOCTOPOHHA NIAMiHOBaHa CKNOTKaHWHA, BUTOTOB/AEHa 3 BOJIOKOH Tuny E,
AKi MaloTb BMCOKY MeXaHiYHy MIiLHiCTb i antomiHieBoto ¢onbrotd 3 0A4HOI CTOPOHU, TOBLLMHOK
0,45 mm. Bonogie 4yaoBoOHO XiMiYHO CTabinbHICTIO, € CTiMKOW 6iNblIOCTI PO3YMHHMKIB. BoHa He
FHUE, He NigAaeTbea rpubam i baktepiam. MoKpuUTTa GONbIOO A03BOAE 3MEHLLNTM TENOBTPATH i
MeXaHiYHy CTIMKICTb TEeKCTUI. BUKOPUCTOBYETbCA ANA MNOWMUTTA PYKaBULb/3aXUCHOTO OAAry.
VITCAS TeKCTUNb KepamiyHWI Yy PY/IOHI, apmoBaHMN iHKoHenem 1000° C — BWUrOTOB/IEHUN i3
6ioN0riYHO PO3KNAAHUX KEPAMIYHMX BOJIOKOH, apMOBaHMNX APOTOM 3 HEpXKaBito4oi cTani. MaTepian
CTiMKMN Temnepatypam 1100°C npu be3nepepsBHin npaui Ta 1650° C 33 KOPOTKOYACHOro
TeMNepaTypHOro BNAUBY. TeKCTUAb 6e3neyHuin Yy BUMKOPUCTAHHI, OCKINbKM MA€E HU3bKY
Knacuoikauito Hebesnekn. OKpim TOro, BiH €KONOrYHO YNCTUI i CTINKNI BUCOKMM TemnepaTtypam i
6inbWOCTi XiMiYHNX peyoBUH, bBiopo3KknagHWMI Ta 6e3nevyHn NP BUKOPUCTAHHI.

Ona obepiraHHA Ky/NbTYpHUX LIHHOCTEN 3aCTOCOBYBasacCA MNPOTUMNOMKENKHA [BOLIAPOBA
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KOWMa — MNONOTHO, AKE € OAHMM i3 HaWNPOCTiWKMX Ta Hangeweswux 3acobie 6opoTbbu 3
ocepeaKamm 3aropsHHA 06'ekTiB. Ocob1MBO, BOHa aKTyasibHa AAA TUX MOXEXK, fAKi HE MOXKHa
racMT BOAOK YM iHWKMMK pianHaMK. TONOBHOW Ti PYHKLIED € NEpPeKpUTTA JOCTYNY KUCHIO A0
nonym'a. Kowma € wmaTtkom 6peseHTa NpAMOKYTHOI GOpMK 3 BOFHETPMBKMM MPOCOYEHHAM. 3
OAHOro BOKY L€l TKAHMHM NPULLMTO KiNlbKa PYYOK, AKi Aat0Tb 3MOTY 3pY4HO ii AiCTaBaTK 3 YNAaKOBKU
i BMKOPWUCTOBYBATM B 4Yaci NoKexi. [0N0BHI xapaKTepuUCTUKM BUPODY, AKi [A03BONAIOTbL 1Oro
334it0BaTH Nig, 4ac NoXKeXi, HACTYMHi:

1) HeroptouicTb;

2) He € NPOBIAHUKOM €NIEeKTPUKM;

3) He BUAINAE TOKCMYHUX ra3onoAibHnX NpoAyKTiB Nig Yac HarpiBaHHS;

4) BO/IOAi€ BUCOKOK MEXAHIYHOK MiLHICTb;

5) CTiMKiCTb XIMiYHUM peyoBMHAM i MaTepianam.

MpPOTUNOMKENKHA KOoLMa He MiaAaETbCA THUTTIO, Ha ii NOBEPXHI He YTBOPHOETbCA rPMOOK Ta
KONOHIT MiKpoopraHiamis npu 36epiraHHi B ymoBax BUCOKOI BonorocTi. Lli napameTpu 403B0ONAIOTb
BMKOPWCTOBYBATM 3raflaHe MOJIOTHO HA TPAHCMOPTHUX 3acobax, BKAKOYAKOUM MOPCHbKI Ta PiYKOBI
CyAHa. BapTo BiA3HAYUTU 11 TEXHIYHI XapPaKTEPUCTUKN KOLLIMMU:

1) Bara Bupoby cTaHOBUTb 1,5 Kr;

2) ii po3mipun 1,4x1,9 m;

3) makcumanbHa TemmnepaTypa 3acTtocyBaHHA cknagae 1000° C (meHwe 15xB.) i 350°C

(6inbwe 15 xs.).

Kowmy Mo¥KHa 3acTocoByBaTW A5 FAacCiHHA BiAKPUTOro BOrHIO Ta gaA 3anobiraHHA npouecy
$GOpPMYBaHHSA BOTHWLL, 3arOpPAHHS.

IHwy rpyny maTtepianie CTAaHOBAATb TEPMOCTIMKI CKNAOBOMOKOHHI wWwHypu VITCAS - B
OCHOBHOMY BMKOPMUCTOBYIOTLCA AN repMeTU3aLii Ta CTUKIB, 3B’A3yBaHHA TEKCTUO MiXK coboto, a
TaKOXK 068B’A3yBaHHA 06’ekTiB. VITCAS XKapOCTiMKMN LWHYP enacTUYHUiA 6innii — TepmocTiliKa
MoOTy3Ka Soft White, HelwinbHO cnneTeHa 3i cKNOBONOKOH. Moro cTilikicTb Temnepatypi go 550° C.
Mu BUKOPUCTOBYBANM LWHYPWU Lboro Tuny, giametpom y 15 mm. VITCAS KBagpaTHUIN WHYp Ana
YWiNbHEHHA, WWUPUHO 20 MM — CTIMKMIM A0 MOAYM'A Ta XiMIYHUX PeYOBWH, GesneyHui npu
BMKOPUCTaHHI. MaTepianu, 3 AKX BUTOTOBJIEHI MOTY3KWU, HE CTAHOBAATb 3arpo3u AnA 340poB’A
KOPUCTYyBauiB.

OXOpOHHY pobOTYy BaXKKO yABUTM 6e3 BMCOKOTEMMEPATYPHOrO a/tOMIHIEBOrO CKOTYa —
aNtoMiHiEBA CTpivKa, TOBWMHOW B 50 MIKPOH 3 MOTYXHOK MEXaHIYHOK MiuHicTio. [Ona Hboro
B/lacTMBa TepmocTinKictb go 350° C. BiH 3abe3neyye 3axuCT Big BOAOIMM i 3abpyaHEHHA, WO €
nepellkoAolo AnA nepefadi Tenna. Momy xapakTepHa enacTUuHiCTb, 3aBAAKM YoMy pAobpe
NPUNAraE HepiBHUM MNOBEPXHAM, WO ByN0 OAMH 3 rONOBHMX KpeTepiis npu ioro subopi. Moro
aaresiHUIM Wap MICTUTb chneuiafbHUN aKpPUIOBUMA Knel, AKUMA 3abe3nedye Bpany agresiwo i
CTiliKicTb fo cTapiHHA. Moro noctiitHa poboya TemnepaTypa cknagae ao 200° C, a KOPOTKOYacHa
poboya TemnepaTypa — 350°C (mo 30xB.). Moro 3actocoByBanu Ana 3’€fHaHHA MiX co60t0
TEKCTUIO 3 A/IIOMIHIEBUM MOKPUTTAM.

[nAa OxOpoHM BOrHe- i Tepmo- TPUBKOI He3nekn Mnam’ATOK KynbTypu BUKOPMUCTOBYBANU
NOMOMIXHi maTepianun. BoHM NoB’A3aHi 3 MOHTaXeM, LLe KPiNu/bHi efleMeHTM TakKi AK: camoHapisu,
i ckobu. Ix 3akpinntoBann B MicuA, AKi HE HecyTb MMUCTELbKOI i Ky/JbTYpPHOI LiHHOCTI 06’€eKTiB.
3ragaHi [O[ATKOBI MOHTYBaJIbHI MaTepianyM NOKPUBANMCA aNIFOMIHIEBMM CKOTYEM, MO3asAK NpwU
NOKexi BOHM NiaaatoTbca Aii naaBAeHHs.
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KomaHOoa

BarknMBMM acnekTom nam’ATKO-OXOPOHHOI poboTn ByB NtOACBKMIA KOMMNOHEHT. BiH cTocyBaBcA
nigbopy KomaHau, sika mana peasnizoByBaTu 3abe3neyeHHs 36eperKeHOCTi KyAbTYPHUX Nam’ATOK.
Ha ybomy eTani BUHUKAM Nnpobaemu, NO3asK B NepLli AHI BENMKOI BilAHW, YacTMHA pecTaBpaTopiB,
AKi npauytoBanu Ha 6asi MApHI3OHHOro xpamy 6yam BiACYTHI y MICTi, WO 3yMOBAKOBANOCA iIXHbOI
€BaKyal,i€lo, Y4acTio Y BOJIOHTEPCbKOMY PYCi UM A0NYYEHHI A0 TepuTopiasbHOI 06OpPOHU 11 NaB
36poiHnX cnn YKpaiHu.

Cnisatop uiei ctatTi, ApceH Lnak,
nonpu Ui o6CTaBUHU 3yMiB Y HAMKOPOTLLI
TepMiHn chopmyBaTn KomaHay 3 12 ocib.
Jo il cknagy ysiWwnM pectaBpaTopwu, AKi
paHiwe npautoBanm y [apHi3OHHOMY
xpami: Conomia biraHny, AHHa Bapabaly,
KatepuHa TununwmH i Hagia
KntoukoBcbka. OKpim pectaspatopis, 6yan
3a/lyyeHi, Ha 3acagax BONOHTepiB: PomaH
Opobeub (crynbnTOP, BMKNazay
JlbBiBCHKOrO ¢daxosoro Konegxy
OEKOPATMBHOIO i YXKMTKOBOIO MUCTELTBA
imeHi IBaHa Tpywa), lniaH Opobeub
(ckynbnTOp, MaricTtpaHT HauioHanbHoro

In. 1. YYaCHMKM KOMaHAM i3 OXOpoHWM M'ATHMLbKOro yHiBepcuTeTy  “JlbBiBCbKa  MoONiTexHika”),
ikoHoCTacy (3niBa Ha npaBo: AH MxeBoscbkuii, Hagia ~ XPUCTMAH Opobeup (cTyAeHT JlbBiBCbKOrO

Kntoukoscbka, ApceH LLnak, Mapis LLep6ak, CtaHicnas ~ PaxoBOTO KoMKy [AEKOPATUBHOMO i
BosoweHKo). VKUTKOBOrO  MuUCTeuTBa imMeHi IBaHa

© fIH MKebOoBCbKMUi Tpywa), AH [KeboBCbKMI  (KepiBHUK
MPOEKTIB  IHPOPMALIAHUX  TEXHONOTIiM
komnaHii Ciklum y Kuesi), Mapisa LLlepbak (marictpaHKa Kategpwu icTopii MUCTeUTB iCTOPUYHOrO
daKkynbTeTy KMIBCbKOro HauioHanbHOro yHisepcuteTy iMmeHi Tapaca LUeB4yeHKa, cTaplwa HayKkoBa
cniBpobiTHMLA HauioHanbHoro myseto Tapaca LeByeHKa), AHapii NasavwunH (aoktop dinocodii,
ACUCTEHT KaTegpw icTopii, My3e€3HaBCTBA Ta Ky/bTYpPHOI CMagWMHU IHCTUTYTY FyMaHiTapHUX Ta
couianbHUX HayK HauioHanbHoro yHiBepcuTeTy “/IbBiBCbKa NonitexHika”) Ta CtaHicnas BosoweHKo
(mokTOp dinocodii, kogmukonor) (In. 1).
YCi y4aCHUKM NOPATYHKOBOI KOMaHAW CTanu nepen Be/SIMKUM BUK/IMKOM, KM MONAraB y
TOMY, WO HIXTO paHile He 3alMaBCA MPaKTUKOK 3abe3neyeHHA NOXKEeXKo- i TepmMo- TPUBKOI
6e3nekn mucteubknx ob’ekTie B YKpaiHi. O4HaK, 3aBAAKM 3rypTOBAHOCTI, BiA4YyTTi BEAIMKOI Micii ¢
BiANOBIAANbHOCTI, @ TaKoX OaraTtopiyHOMy [OCBifOBI Ta MPaKTUYHWUX HABMKAX pecTaBpaTopa
ApceHa LLInaka Bganoca He rat4m A0Bro Yacy nNpuUcTynutM Ao poboTu. YYacHMKM KomaHau bynm
NPOIHCTPYKTOBAHI, OTPUMANN YiTKO OKpecneHi 060B’A3KM, 3HAN, XTO 33 AKUI acneKT Bignosiaae
Ta, WO MaloTb KOHKPETHO pobuTK. Y nepuwi gHi poboTH, YneHn KomaHau bynu po3noaineHi Ha ABi
rpynu: nepwa npautoBana B lapHi3oHHOMY Xxpami, apyra — uepksi Mapackesn MM’'atHuui. Le
NOACHIOBANIOCA A0LiNIbHOCTI BUKOPUCTAHHA Yacy, afiKe roJIOBHUM 3aBAaHHAM 6yno AkHalweuawe
ybesneuntn icToOpuyHy crnafluMHy, no3asKk TOoAi HIXTO He MaB MEeBHOCTi 4Oro 4ekatu Big, Ain
arpecopa. Micna 3aBepweHHA obepiraHHA ['ATHUUBKOrO iKOHOCTacy, obuasi rpynu KomaHau
NPoOAOBXYyBanM npautoBat y [ApPHI3OHHOMY Xpami, WO 3yMOB/OBANOCA BENMKMM YUCAOM
06’€eKTiB.
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Be3sneka nam’amok

KoxHa MWTb HaB4YaHHA, 3400yTa B MpaKtuuj,
nopoguna HEOUiHEHMA HOBWIA [0CBIA, AKUM
BapTO noAinnUTUCh. MNepwmm eTanom
6e3nocepeaHboro 3abesneyeHHA 36eperkeHOCTI
npeameTiB KyAbTYPHOI CNAALWMHN Big, MOXKANBUX
pyMHYBaHb i 3aropAHHA byna ix ¢oTodikcauyis.
Lle etan 6yB yKpall BaxkAMBMM, NO3aAK Ha
AeAKnXx 06’eKTax HAABHUMM BYIN NOLWIKOANKEHHA
Yy BUTrNA4i TPiWwmMH, BTpaT maTepiasibHOI OCHOBMW,
NyWeHHA, NOTepToCcTer Ta iH., TOMY Ui aedeKTn
6ynn  3340OKYMEHTOBAaHMMW [0  npouecy
y3abesneyHeHHA ixHboi 36eperkeHocTi. KoxkeH
06’ekT 6yno petanbHo cdoTtorpadoBaHo 3
6araTbOX paKypciB, aare neBHi 06’ekTn 6yno
OEeMOTOBaHO,  AONpUKNagy, —  CKyAbNTypwu
aHreniB, AKi MiCTUANCH Ha BiBTapAxX [ApPHiI3OHHOrO
Xpamy.

OpagHoyacHo doTodikcauir, 06’€eKkTn

MapKyBanncA — MNepwovyeproBo AeMOHTOBAHI

In. 2. TonoBHwi4 BiBTap MApHiI30HHOrO Xpamy npegmetu. MapKyBaHHA 3AiMCHIOBANOCA Ha
© ApceH Wnak ManspPCbKin  cTpiyyi  mapkepom. [lo3HayeHHA

Kpinnauca 6esnocepelHbOo Ha O6’ekT — 1oro
YacTMHY,  AKa HEe  Mana  MUCTELbKOro
HABAHTA)KEHHA, NepeBa)KHO 3BOPOTHA CTOPOHaA.
BignoBigHO MapKyBaHHIO KyAbTYPHi LiHHOCTI
OMUCYBaNMCA Ta iIHBEHTAPU3YBAIUCA.

Onicna nigrotoBunx npouecis KomaHaa
npUcTynuaa A0 AeMOHTYBaHHS TUX 00’€eKTiB, AKi
00 Uuboro Hagasanuca. Uumu npeametamm bynm
CKY/NIbATYPWU aHrenis, AKi MIiCTUAMUCA HA BiBTapAX
FapHi30HHOrO Xpamy. Ix 06ropHyTO
BOFHETPUBKOK  $ONbroo,  MNOMilWeHo Ao
b6esneyHoro micuAa. JoniBKy, Ha AKiM ix
PO3KNaAEeHO, NOKPUTO BOFHECTIMKMM MOJIOTHOM,
a TAKOX KOLMOK A0AATKOBO MOKPUTO M YyiKe
06MOTaHi CKynbnTypu. MeXi AinaHKKW, Ha AKiK
BOHW PO3TallOBaHi 0Bropoa)KeHo MiwKamu 3
nickom, AKki matoTb ybesneuntn Big yAapHOI
XBWJIi Ta AOCTYNY BOTHIO.

IHWnn npuKknag, ybe3neyHeHHs
KYNbTYPHUX LiHHOCTeM nos’A3aHumn 3i
CKY/IbNTYpaMu  rOZI0OBHOTO  BiBTapA. YoTupu
BEeNUKi CKynbnTypu cBATMX CTaHicnasa KocTku,
IrHaTia Jlononn, ®paHuucka Kcas’e, Anosia
FoH3ara He gemoHToByBanuca (Ia. 2). Ix 6esneky
peanisoBaHO 33 A0MNOMOror 0H6MOTYBaHHA

In.3. O6ropTaHHA 3axMCHMMM MaTepianamu
BepxXiB'A roNoBHOro BiBTapsA MAPHI30OHHOro Xpamy
(3niea Ha npaBo: ApceH Llnak, CraHicnas
BonolueHKo).

© Mapis Wepbak
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:gi

In. 4. Y6e3neyeHHs OropoXi ApoK
lapHisoHHoro xpamy. © ApceH LLnak

In.5. Bistap [pecsatoi boropoauui Ta TPUATUX
boropoauui YTiwntenokn NapHi3OHHOro xpamy.
© ApceH LLnak

KepamiYyHMM BOJIOKHOM i Moro ¢ikcauieto
cneuiabHUMKM  HEroprUYMMU  MOTY3KaMM.
CKynbnTypu LWinbHO o6ropTanncs, LWo
BMK/IIOYAE AOCTYMy MOBITPA B CepeauHy,
OCKIZIbKW BOHO MOXe OyTU npuyYnHOLO
3aropAHHA. MopiWHi CKYNbATYPU YOTUPBLOX
aHreniB ronOBHOrO BiBTapA, a TaKOX
OEKOPATUBHI enemeHTu, AKi IX OTOYYIOTb,
NMOKPUTO BOTHETPUBKMMMU TKAaHWUHAMM, AKi
3adikcoBaHO 3a [AOMOMOrol  MOTY30K
3ragaHoro tmny (ln. 2, 3).

CxoXXMum metoaom 6yno noKpuTO
OEeKOopaTMBHY peLwiTKy 3i CKyabATypamu
aHreniB apokK ranepei xpamy (ln. 4). BoHu
He nigaaBannca AeMOHTYBaHHIO, TOMy
NPUAHATO  pilleHHA  NOKPUTM iX B
OrHETpMBKUMM  maTepiamu. Lum ke
cnocobom 3ab6e3neyeHO OXOPOHY OpraHy
Ta ioro 6ankoHy.

OKpim UbOro KOMmaHAi BAanocA
ybe3neyHnTn Big HaCNigKiB noxexi Ta
nowkKogXeHb BiBTap boropoguui, AKun
NOKPUTO  MOJIOTHOM 3 KepaMiyHMMMU
BOJIOKHamu (ln. 5). TyT ke i ybeaneyHeHO
Tpuntux boropogmui YTiwuntenoku (ln.5).
Woro 6yno cnepiuy NOKPUTO BOTHECTINKMUM
BOJIOKHOM, a [MOBEPX HbOrMo A043HO
TKAHMHY 3 a/tOMIHIEBMM MOKPUTTAM, MOro
CTUKM OOKNEEHO aNtOMIHIEBUM CKOTYEM.
32  uuMm  npuHumnom  3abesneyeHo
OXopoHy Posn’artra Icyca Xpwucrta (ln. 6),
nopTan Kanauui cB. beHeguKkTa 7
BeJIETEHCbKE MOJIOTHULLE, MNPUCBAYEHE
ubomy csaTomy (ln. 7).

BorHeTpuBKi Ta TEPMOCTINKI
nam’ATKO-OXOPOHHI 3axoau NpPoBeAEeHO 3
ikoHOCTacom LepKBu Mapackesu M'aTHULI
(In. 8, 9). lnueBnit 6iK iKoHocTacy 6yno
nokpmto 15 pynoHamu KepamivyHOro
BOJIOKHA Yy BEPTUKAJIbHOMY PO3TallyBaHHI
(In. 8). Moro 3aKpinneHo Hag, ikoHOCTacom
[0 CTiHM 33 JONOMOrol MeTaneBux cKob i
camopisis. oBepx BoOJIOKHa pgogaHo 10
CMYT TKAHWHM i3 meTaneBot 0b6ropTKoto,
AKI MiX cobOl CKpinseHo MeTaneBMMMU

ckobamu Ta antomiHieBMM ckotyem (ln. 9). 3BOPOTHIO YACTUHY iKOHOCTAcy — BiBTapHY YacTuHY,
NOKPUTO TKAHMHOK i3 METasieBMM MOKPUTTAM cKobamum i antomiHieBUM cKoTyem. [oKpuTTA
iKOHOCTACY i3 ABOX CTOPIH MaJiIo HAa MEeTi NepeLKOAKEHHA NOTPANIAHHA NOBITPA | AOCTYNY BOTHIO.
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3. MpaKTUUHI pilleHHA B HEBU3HAYEHUX YMOBaX

Mam’ATKO-OXOPOHHI 3axoA4u, peanidyBannca 3 ocobaMBOi yBarm Ha 4Yac CTBOpPeHHA o6’eKTa, Moro
bYHKLIOHAN, MUCTEUBKI Ta MaTepianbHi XapaKTepUCTUKN. 3abe3neyeHHs BOrHe- i TepMo- TPUBKOI

In.6. Bisrap i3 Posn'attam Icyca
lapHi3oHHOro xpamy. © ApceH Lnak

Xpucra

In. 7. MNopTtan Kanauui cB. beHeaWKTa Ta MNONOTHMULIE i3
306paxkeHHAM cB. beHeauMKTa FapHiI3OHHOTO Xpamy.
© ApceH Lnak

6e3neKkn KyabTypPHUX LiHHOCTEM He MNOBWMHHA
HeraTMBHO Ha HUX BNAMBATK. Ons ybe3neyHeHHA
KOXHOI nam’aTku Mae BpaxoByBaTuUCcA
iHAMBIAYyanbHUI Niaxia, agxke geski o6’ekTn i nig
Yyac BiHM MNOBWHHI OGynnM BWKOHYBATU CBOI
byHKUii.  JonpuKnagy, iKOHOCTac  UEepKBM
MapackeBn MNOKPUTO MOBHICTIO: Big, ropu Ao
nigHixKKa. Mpu ubomy nepenbayveHo, WO iKOHU
HamicHOro pAaay, LapCbKi Ta AMAKOHCbKI BpaTa
3a/IMWNANCL  BiAKPUTMMK. 3@  AOMNOMOroto
MOTY3KaMM 3rajaHa 4acTuMHa IKOHOCTacy €
MOBiNbHO, OAHAK Yy MOMEHT Hebe3snekn Ha
BKa3aHy AiNnAHKY onyckasca 3axuct (In.8, 9).
Liboro » npuHuuny AoTpUMaHo B MapHi3OHHOMY
Xpami 3 Po3n’satram i Tpuntuxom Boropoauui
YTilWMTENbKM, AKI B pasi HeobxigHOCTI WBMAKO
3aKpMBAOTLCA BOFHECTIMKMM nokputtam (In. 5,
6). Li obctaBMHM 3ymOBANEHI A[0OCTYNnoM A0
06’€KTiB BipsAH i CBALWLEHHOCAYXUTENiB, agxe
KYAbTYpPHI LiHHOCTI, OKpim iCTOPMYHOI,
MUCTELbKOI CKNlagoBUX € BaXX1MBUMMU
penirintHummn  aptedaktamm HeBia EMHMMM
aTpnbytTammn monutem i 6orocnyK60B0oi NPaKTUKK
cakpanbHoro npoctopy (In. 6).

Mpouecn i3 ybe3sneyHeHHA
KYNbTYPHUX  LjiHHOCTEM Biabysanucsa
6e3 cKacyBaHHA  OOrocinyXiHb vy

uepkBax, Tob6To yci 3axoam 3 Hesnekn
peani3oByBanmnCcA MiXK NpoBegeHHAM
MoAiHb. [donpuKknagy, B OyaHi y
l[apHI3OHHOMY Xpami 3BepLUYETbCA, B
cepeagHbOMy, YOTMPKM NITYprii, 40 LbOro
yucna He BpaxoBaHO IHLLIKNX
6orocnyXiHb: MO/IMTOB Ha BepBull,
MonebHiB um naHaxua, BapTo
3ayBaXXUTW, WO Ha Bepe3eHb Npunagas
yac BennkogHboro nocTy, o
3YMOB/IIOBANI0 HAABHICTb wWe 6inbwoi

KiNbKOCTi  LLEePKOBHUX CcnyK6. OKpim
3BMYaAMHUX b6orocnyxiHb 3a
pO3KNaZoMm, Yy  Xpami  WOAEHHO
BiabyBanucs BiAcCniByBaHHA
VKPAiHCbKMX  3aXMCHUKIB — BOIHIB
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36poiHnXx cun YKpaiHW, AKi NOKNAnM CBOE XUTTA, obepiratoumn BOJO, HE3ANEKHICTb | cyBepeHiTeT
BaTbKiBWMHM Ha ¢poHTax. [lig 4Yac BKasaHUX MOJIiHb Mpaus 3 OXOPOHW UIHHOCTEN He
3AiictoBanacb, abu He 3aBagMTU PENiriiHUM NPAKTUKAM i 3HEBAXKUTU UMM MOYyBaHHA BipAH. Ll
06CTaBUHM, XapaKTepHi ANA AYXOBHUX iIHCTUTYLA, PO3TAryBaaW y Yaci ysabesneuyHeHHA 06’eKTiB 40
MmicAauA vacy. FapHi3oHHWI Xxpam i uepkBa MapackeBu mix 6orocnyKiHHAMK Bynu BigKpUTUMUK oNA
notpeb ntogei, Tob6To Hawa npaya He 3aBaawna AOCTYNOBi BipsAH A0 cakpanbHoro. TyT BapTo
A0AaTH, WO BiAKPUTICTb LEPKOB i MPUCYTHICTb ntogen npu ybesnevyHeHHi 06’ekTiB gopasana
NPUCYTHIM Hagito B TOMy, WO CBATMHI ByayTb 36epekeHi. YneHM KomaHAaW Hagasanu iHTepB'to
MiKHapoaHum 3MI, siki macoBo 6a3yBannca B Toi Yac y MapHI3OHHOMY XpaMi, po3noBigarum npo
Haly MICIt0O Ta BaX/AMBICTb CApPaBuM 3 MOPATYHKY Big, MOMAMBUX NOLKOAMEHb YHIKaNbHOI
cnagwuHu YkpaiHu. XypHanicth 3 0cob6amMBOIO LiKaBICTIO AOKYMEHTYBAa/iM Hawy Mam’ATKO-
OXOPOHHY AiANbHICTb ANA icTOpii, @ TaKOXK abu ue nobaymna WMPOKa rPOMAACKICTb B YKpaiHi Ta
3aKOpA0HOM.

MeBHi TpygHOLi BWUHWKaNW i3 AOCTYNOM Y/JEHIB KOMaHAW A0 OKPeMUX YaCTUH Xpamy.
Hanpuknaa, ocobam iHO4Oi cTaTi CBAWEHHMKU uepkBu MapackeBu [M'aTHUUI 3abopoHUAM
3aX04MUTU A0 BIiBTAPHOI YaCTMHWM abu MpaLtoBaATK i3 OXOPOHOK 3BOPOTHLOI CTOPOHWM iKOHOCTACY.
BianosigHo, AocTyn OTpMManuM Auwe NpeacTaBHMYM  Yonosivoi cTati. LA obctaBuHa
“HepgocTaTHOCTI pyK” 3ymoBMIa y4acTb B Npaui MiCLLEBUX CBALLEHHUKIB, NO3adAK YMCNO YOJOBIKiB
KOMaHAM y uepksi MapackeBn 6yno HepoCTaTHIM, BPaxoBYHOUYM BMCOTY iKOHOCTacy (12 m) Ta
BE/IMKY rabapuTHICTb MaTepianis. Y TOM Yac, igeHTUYHMUX npobaem He 6yno B MApHI3OHHOMY Xpami,
af)Ky YCi YNeHM KOMAHOM Manu BiNbHWUM AOCTYN A0 HAMCAKPaNbHIWOI YacTUHW — CBATUAMLLA,
HaBiTb Nponpu Te, LLLO BXiA A0 HbOrO /INLLE Yepes3 YMOBHI LLapcbKi BpaTa (!).

In. 8. IkoHocTac uepkeu Mapackesn MN'aTHML. In.9. Jlnuesa CTOpOHA  iKOHOCTacy  LEPKBU

© ApceH LLnak Mapackesu M'aTHUL,.
© ApceH Lnak
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OKpemuin enisof, CTaHOBM/IO MUTAHHA
yHidopmun, TO6TO 0aAry, y AKOMy npaLtoBani.
Yci maTepianu, AKMMKM 3axuann nam’saTku,
MIiCTUTb Y CBOEMY CKJIafZii CKNOBOJIOKHO, AKe
NPOHMKANO Ha LWKipy 4vepe3 oaar. Ui cknaHi
BOPCUHKM BMKANKANM HenpueMHe
nogpasHeHHA  LWKIpAHOrO  MOKpUBY  TiNna,
3ymosntoBanu cBepbixk. Tomy ana noaibHoi
po60TM Ma€e BUKOPUCTOBYBATUCA CreLianbHUI
O4Ar i3 NNaWoBMX TBEPAUX CEHTETUYHUX
MmaTepianis, NOBEPXHA AKUX HE MPOMYCKAE LUX
CKNonoAibHnx  BOPCUH.  Pykn  noTpibHO
ybesneyyBatM  pyKaBuUAMW, AONA  UbOro
MOXYTb NigiATU rymoBi 04HOPA30Bi pyKaBuLi,
noBepx AKUX OJArTM — TKAHMHHI 3 LWapom
CeNiKOHy,  AKi  BMKOPUCTOBYIOTbCA  MpwU
6yaisenbHux pobotax. [Ana HagitHOro 3axmcTy
o4Yelr 3aCTOCOBYBA/IMCb CMNeLjianbHi OKynaApu 3
NNacTUKy, AKi He AaBann MNPOHUKHEHHIO TUX
e BOPCMHOK, nuay Ta iHworo 6pyay.
HeBig'eMHMm aTpubytom 6ynmM opHopasosi
MeAWYHi  Mackm anAa  6e3nekn  opraHis

In. 10. Y6e3neyHeHHs 06'eKTiB BEPXHbOI YaCTUHMU ANXaHHA. Ijlcnﬂ pobotw He06X|6Ho_ 6y}?0
ro/1I0BHOrO BiBTapA [APHIZOHHOIO Xpamy. oe,pa3y npuiAmaTh ayw, abn oumcTUTY TiNO BiA
© Mapin LLiep6ak AOiil CKNOBONOKHA Ta nwuny. Ogar, y AKomy
npautoBanu, He MNiAAAETbCA NOAANbLIOMY
BMKOPWUCTAHHIO, HaBiTb MiC/AA KiNbKOPA30BOro MNpPaHHA Ta OYMLLEHHA. TOMy, PEKOMEHAYEMO
ocobam, siKi BUSABNATb Oa)kaHHA 3abe3nedyyBaTM BOTHE- i TEPMO- CTiMKy 6e3neky Ky/lbTypHUX
Nam’aTOK BpaxyBaTW L0 NpobnemaTuKy Ta HaNeXHUMM YMHOM niarotysatM ans cebe 6e3neyny
amyHiujto. BapTo nam’aTaTi, WO oAAr Ma€ ByTn 3py4HUM i nerkum, abu Hagasas MobinbHOCTI Npu
pobori.

PoboTa Hag 3abe3neyeHHsM 36eperKeHOCTI Ky/IbTYPHUX LLIHHOCTEN BUMarana Bif, y4acHUKIB
KOMaHau o0cob/MBOi BigBaru, nosasKk, y nepeBaxHih O6inbloCTi BUNaakiB, HeobxiaHo 6yno
NnpaLoBaTh BUCOKO Ha PeLUTYBaHHI Y/ Ha HaWBULMX JIOKaLiax unx uepkos (noHaa 20 m) (In. 3, 10).
He yci ocobn manu Takuii gocBig paHille, oAHaK, 06CTaBUHM i NOYYTTA BaXKAMBOI Micii LUBUAKO
NPUIAYLWYBAAW MOYYTTA CTPaxy BMCOTWU. [OPATYHKOBI MpouLEcH BMUMAraanm TaKOXK Heabuakux
di3nYHNX AKOCTEN, afKe maTepiann 6ynm rabapuTHMMM Ta BaKKMMKU. HeobxigHo Byno npogymaTtu
MEXaHi3M iXHbOro nigHATTA 3HU3Y 40 ropu, Ae BOHO KpinuaocA. He Bosogitoumn cneuiasibHUM
obnagHeHHAM, yci maTepiann nigHimanuca BpydyHy. [lpautoBaTM A0BOAMAOCA Ha PeELUTYBaHHI
HaBiTb Mig, Yac cUrHaniB NOBITPAHOI TPMBOIM, NO3asiKK HE MOMU ANLINTU HE 3aKpinjeHe BONOKHO M
CNyCcTUTUCA A0 YypuUTTA i3 BUCOTM 12 M, agrKe TaKi Aii morim npusBecT A0 MNOLKOAMKEHHA
ikoHocTacy. Tomy, Mponpu yci CTpaxu i PU3MKM ONA KUTTA | 340pOB’A KOMaHAa 3rypToBaHo,
nocnigoBHO Ta pauioHanbHO npautoBana. BignosigHO, nocTaBneHi wuwini 6yno NOBHICTO
peanizoBaHO — HaMUiHHIWI Ta HAaNBa*KNMBILWI Ky/NbTYPHI LiHHOCTI MApHI30HHOro Xpamy Ta LLEepKBuU
MapackeBn 6yno 3abesneyeHO OXOPOHO Ha BUMAAOK YPaXKEHHA CNOPYA PAaKETHUMMU BAYYEHHAMMU,
Y AKUX BOHU 36epiratoTbes.
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BucHoBKwu

NoBHOMacLWTabHe BilCbKOBE BTOPrHEHHA pociaH Ao YKpaiHn 24 nwotoro 2022 p. 3yMOBMW/IO
HarasbHy NoTpeby B OXOPOHi HaLiOHANbHOT cnaawmHun. Cepii pakeTHUX 06CTPINiB MIcT i cin maixke
yciei TepuTopii YKpaiHu, 30Kkpema J1bBOBa, BUKNMKaNa HeobxiaHICTb B 3ab6e3neyeHHi 36epexkeHocCTi
MUCTELbKMX O0O’eKTiB. Y Ui cTaTTi Ham BAanocAa BUCBITAUTM 0cobAMBOCTI NpobaemaTuKu
3abe3neyeHHA 36epeKeHOoCTi Ky/AbTypHMX LiHHOCTEM Big, HaAcNigKiB noxex i pyWHyBaHb,
3YMOB/IEHUX PEKETHUMMU yAapaMu, Ha NpUKNaai ob’ekTiB MapHI3OHHOrO Xxpamy CBATUX anoCTO/IB
Metpa i MaBna, a TaKoOX UepKBM npenogobHoi Mapackeswn M'aTHUui y JlbBOBI. BucnosneHo
KpuTepii, 3a Akamu BiabyBaBca BiAbip NAaM’'ATOK B OKPeCNeHUX Ky/NbTOBUX CNOPyAax: KyAbTypHa i
MMUCTeLbKa CKNaAoBi, iX aBTEHTUYHICTbL Ta maTepian ocHoBa. Kepyruucb UMM npuHUMNOm Byno
ybesneHeHo: po3n’aTTa Icyca Xpucta, noptan Kanauui cB. beHeanKTa, NONOTHO i3 306paKeHHAM
cB. beHeaukTa, ronosHuMi BiBTap, BiBTap [pecsatoi bBoropoaumui, Tpuntux boropoawnui
YTiwnTenbku, 6i4Hi BiBTapi, opraH, aBTEHTUYHI AepeB’sHi enemeHTH ranepen (FapHi3OHHMIA Xpam)
Ta iKoHocTac (uepkBa Mapackesu). BkasaHi 06’ekTn ybe3neyHeHO 3a AONOMOrol BOrHe- i Tpemo-
TPMBKMX MaTepianiB 6putaHcbKoi dipmu VITCAS, aki 3aKkynneHi Ta goctaBneHi 3 KpakoBa Ao
NlbBoBa 10 6Gepe3Ha 2022 p. 3a KowTwn IHcTUTyTy [lONOHIKa Ta 3aBAskM AoKTopy [laBnosi
BoniHcbkomy. OXOpOHHI MaTepianu BigNoOBig4aAM TepPMiYHiA cTabinbHi, BONOAINAN HU3bKUM
KoedilieHTOM Ten/IonpPoBiAHOCTI, HU3bKOK aKyMY/ALIE Tenna, CTIMKICTIO Ten/JoBMM 3MiHam i
TEPMIYHUM yaapam, BOHWM MEXaHIYHO MilHi, 36epiratoTb MiLHICTb NPU Ail BUCOKUX TemnepaTtyp, a
TAKOX NerKki B MOHTaXi i AemoHTaxi. beanocepeaHbomMmy eTanosi 3abe3neyeHHA 36epereHocTi
nepeaysanu NiaroTosyi NpoLecu, Nos’s3aHi 3 geTanbHoto poTodiKcalicto 06’ eKTiB, MapKyBaHHAM,
onucom Ta iHBeHTapu3auieo. 0OcobamnBoi npobnemaTtMku CTOCYBanoCcA MNUTAHHA Nigdopy
PATYBaNbHOI KOMaHAM, WO 3yMOBAEHO 06CTaBMHAMM BOEHHOTO Yacy. OXOPOHA NOXKEXKHOI 6e3neku
peanizoBaHa BMKOPMUCTAHHAM Pi3HOMAHITHUX BOFHe- i TepMO- CTIMKMX maTepianis. HoBo3gobytuit
00CBif, aBTOPiB € YHiKaNbHMM SBULLEM Y BITYM3HAHIA Nam’ATKO-OXOPOHHIN AisNbHOCTI, No3adAkK
CXOXi MPaKTUKM [0cCi He npoBoaManca 3 06’eKTamm HaLioHANbHOro HagbaHHA YKpaiHM B ymoOBax
BE/IMKOI BiliHW. BMCBITNEHHA L€l aKTyanbHOI NpobaemMaTMKM € BKpai BaXKAMBMM A0S NpaLiBHUKIB
apxiBiB, 6ibnioTeK, my3eiB, ranepen Ta iHWMX YCTAHOB UM MPUBATHUX OCIO, SIKi MaloTb AOTUYHICTb A0
npeamMeHiB HalioOHabHOI CNagLWMHM.
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3abe3neyeHHs 36epexceHOCMi KyabmypHUX yiHHocmeli FapHi30HHO20 Xpamy ma yepKeu
Mapackesu y /lbeosi 8 ymosax giliHu

lMpornoHosaHa cmammsa npuceavYeHa npobaemamuuyi 36epexceHoCM| 8i0 MOM/IUBUX MOWKOOHEHb
HayioHanbHo20 HAO0baHHA [apHI30HHO20 Xxpamy ceamux arnocmosnie lempa i lMasna (Kocmen
e3yimie abo Tosapucmea Icycosoeo), a maKkox« uepksu npernodobHoi Mapackesu [M’asmHuyi y
/lbB08i nid yac pocilicbKo-yKpaiHcbKoi giliHu (2014 — 0o HuHi). O6cmasuHU nogHoMmacuwmabHo20
gilicbkoso2zo emopzHeHHA Pocilicbkoi ®edepauii 0o YkpaiHu 24 nwmoeo 2022 p. 3ymosusnu
HezaliHy nompeby 8 OXOPOHi KynbmypHoi cnadujuHu KpaiHu. HegidknadHicmb b6e3nekosozo
KomMnoHeHmy 36epexcteHHA Mmucmeybkux o0b6’ekmis 6yna npoOuUKMOBAHO PAKeMHUMU amaxkamu
malixe ycix obnacmeli YkpaiHu, 8 momy vucsni JlegigcoKoi obaacmi. OXOpOoHHI 3axo0u, y AKUX
bpanu yyacme asmopu cmammi, 6yau 3ymossneHi 8ipo2iOHicmio pakemHux obcmpinie cakpanoHUX
nam’amok /1eeo0sa ma MOMC/IUBICMIO iIXHbO2O NOUWKOOMEHHSA HACMAIOKAMU MOXEXi YU YyUWKOOH(EeHb
MexaHi4oeo xapakmepy. o uux KyabmypHux UuiHHocmeli Hanexcame siemapi, Oepes’aHi
CKynbnmypu, esnemeHmu 0exkopy, opeaH U o06’ekmu Ha nonomdi FapHiI30HHO20 Xpamy, a MAKOHC
wecmupsAdHul 0epes’aHull ikoHocmac 'amHuybkoi yepkseu. Cneyugika mamepiany mucmeubKux
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o0b6’ekmis, ix po3mip, pPO3MAWy8aHHA, no4yacmu pecmaspayiliHi pobomu, ycKkaaOH8aANU
nposedeHHs ix esakyauii ma 36epexceHHs 8 HOBUX 0bcmasuHax. Aemopu xapakmepusyomo
HosoHabymuli doceid y3abesznevyeHHA criadwuHu XVII-XX cm. soecHempusKumu mamepianamu 8
OKpEecneHuUx MbBiBCbKUX Kysibmoasux cropydax. ¥ cmammi tidemscs npo apmegakmu, [Ki 80aa0cs
obepeamu 8i0 HACnNiOKi8 pPaKemMHUX ypaxceHb. Bucgimsaworomsca emanu nam’amKoO-0OXOpPOHHOI
npaui, Aki Halinepwe nonseanu y niobopi ma Kaacugiky8aHHI 802HeMPUBKUX i mepMompusKux
mamepianie, 3any4eHHi KOMaHOU, omodhikcayii, MapkysaHHi, HeeHmMapu3auyii 06’ekmis,
be3nocepedHbomy 3abe3neyeHHO 6e3neKu MucmeubKux rnpeomemis. Aemopu 8UC/08/10HMb
8/10CHI peKomMeHOauii NPaKMuYHUX piuleHb 8 He8U3HAYeHUX YyMOBaX, 03aAK ernepuwe, 3 4acy
giOHoeneHHA He3sanexcHocmi YKpaiHu, nodibHa npakmuKka 6yna 3acmocosaHa 8 nam’amKax
apximekmypu HayioHAAbHO20 3HAYEHHA YKpaiHu.

Knarouosi cnoea: KynemypHi yiHHocmi, 36epexeHHA HAUiOHAAbHOI CcrnaduwjuHu, pPocilicbKo-
YKpaiHcoKa siliHa, FapHi3oHHUU xpam, yepkea cs. llapacKesu, /lveis.
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PROTECTING PORTABLE HERITAGE DURING WAR:
A COMPARATIVE EXAMINATION OF THE APPROACHES IN ITALY DURING WORLD WAR TWO
AND IN UKRAINE DURING THE RUSSIAN INVASION OF 2022
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3axucm pyxomoi cnadwyuHu nio yac eiliHu:
nopisHanvHuli aHani3z nioxodie 8 Imanii nid 4yac Apyeaoi ceimoeoi giliHu
ma e YKpaiHi nio yac pociilicoko2o emopzaHeHHs 2022 poKy

Kemaiu MooHirep

Y 8i0nogidb Ha HazanbHy nompeby 3axucmy KyaemypHOi cnaduwuHu 6 YKpaiHi nicaa pocilicekozo
B8MOP2HEHHA UYsa cmamms 00CAiOxcye Hew,00a8HO npuliHAMi 8 YKpaiHi nioxodu 0o 3axucmy pyxomux
06’ekmis, HadarYU po3WUpPEHE NMOPIBHAHHA 3 MemoOamu, AKi suKopucmosyesanucs 8 Imanii nio yac Apyeaoi
ceimoegoi 8iliHu. [locnidxweHo mpu CcKnadosi npouedypu OXOPOHU pyxomux o6°ekmis: nonepeoHe
MAGHYBAHHA Yepe3 CMBOPEHHS CrUCKi8 My3eliHUX KoneKkuil 015 sU3HaAYeHHsA ripiopumemie oxopoHu; subip i
nidzomosKka cxosuw; 044 ykpumms o6'ekmis; ma pobomu 3 NAKy8aHHA mMa repemilieHHsa YrnaKos8aHUX
npedmemis Ha Oeno3umu. TAKOX 38epMAEMbCA y8aed HA Nepewkoou, AKi sUHUKAU nid vac [pyzof
ceimoeoi giliHu 8 Imanii, AKki nepewKodmanu zaxucmy pyxomoi cnadwuHu. Mema — nepesipumu, 4u
3ycmpivanuca 8 YKpaidi mi cami npobaemu ma 4vu e80anocs ix obilimu, abo Hi. Xoua mpydHouwi 3axucmy
CNaoOWUHU nid 4ac KOH@AIiKmMy 3po3ymini, Hagime y e8unaoky nepeHoCHUX mamepianie cnadwuHu, ye
MOpiBHAHHA OCMAHHIX memodie 8 YKpaiHi 3 pobomoto 8 Imanii Ha noyamky 1940-x pokie nidKpecsnroe
NMPo00BHEHHA BUKOPUCMAHHA mpaduyiliHux memodis, xo4a (i 3 adanmayieto, OCKiNbKU B0HU €
epekmusHUMU. OOHAK 0esKi 3 mux camux nepeuwiKoo makox 36epiearomecs, Ujo c8id4UMb NpPo nomeHyian
0014 NOWYKYy Kpawux piweHs. Haz2o10wyemosca HA YUCAeHHUX KynaemypHUX ¢GoHOax y peniziliHux
YCMaHo8ax, AKi Moxymeo eulimu 3a MeXi 3aXUCH020 KOMAcCy iHiuiamue HauioHanbHoi cnaduwjuHu i, omce,
bymu ocobauso epazausumu nid 4ac eiliHu. Y ybomy 00CAiOHeHHi MAKOX BU3HAOMbCA OesAKi Ho8i
XapakmepucmuKu OXOPOHU PyxXoMoi cnadujuHu 8 YKpaiHi ma 8i03Hauaemoca spaxcaroda 0onomoeaa, AKY
Hadarome iHHo8auiliHi cnocobu azeHuii ma opeaHi3ayii cnadWUHU 30 MEXAMU KPaiHU.

Knrouoei cnoea: pyxoma KyaemypHa cnaduwuHa, HauioHanbHa cnadwuHa eid vac eiliHu, Imanis y Apyeili
cgimoaili 8iliHi, pocilicbKo-yKpaiHcoKa siliHa.

The enormous challenge of protecting cultural heritage during the war has attracted worldwide attention
recently because of the Russian military incursion into Ukraine, which began in late February. Despite the
impressive efforts of numerous individuals and organizations, primarily on the ground but also outside the
country, a list published by UNESCO showed that 120 heritage sites had been heavily compromised in the
first ten weeks of the conflict (UNESCO, 2022). Observers have compared the destruction of monuments
and works of art in Ukraine to the incredible damage in European countries during World War Two.
Moreover, the theft of antiquities and works of art by Russian soldiers in Ukraine awakens memories of the
extensive looting perpetrated under Chancellor Hitler before and during WWII (Gettleman & Chubko,
2022). A comparison of approaches to the protection of moveable heritage in Ukraine and the experience
of Italy in WWII, therefore, may not be out of place. In this article, the comparison will encompass the
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initial planning for the safeguarding of portable objects in the event of war, the specific methods employed,
and the most significant obstacles encountered. As will be shown, some of the approaches from eighty
years ago in Italy resemble those employed in Ukraine, though significant differences also are evident. Yet
rather than suggesting that nothing has been learned about heritage protection since WWII, this study will
highlight the continued use of traditional but effective measures, sometimes in adapted forms, in addition
to the introduction of new techniques. It will also be important to recognize that there are limitations to
how effectively cultural heritage can be preserved, even in the case of portable objects, during a modern,
military conflict.

In the discussion that follows, newspaper journalism and online interviews with heritage
professionals in Ukraine will be the principal sources for information on the recent implementation of
protection for portable objects. For the subject of heritage preservation in Italy during WWII, documentary
evidence from archives in Italy and the United States will provide the primary materials, though some
scholarship will be cited. However, most of the research on cultural heritage during WWII in Italy concerns
destruction and looting, including the role played by the Allied Monuments Fine Arts and Archives
Subcommission (MFAA), not heritage protection (Coccoli, 2017). In relation to safeguarding, the woefully
inadequate protection that was established, and the poor support from the Fascist ministry in Rome to the
Soprintendenti, who managed heritage in the regions, have been acknowledged (Nezzo, 2011; Vitale,
2015). Yet the abundant, primary evidence on heritage protection has not been explored in detail for Italy
as a whole, though there are excellent regional studies, as for Pisa Province (Franchi, 2006; Spinosa, 2011).

The primary documentation will provide the backbone for the Italian component of this comparative
investigation. There are records from the federal and provincial levels of civil administration for cultural
heritage. Although the protection had to be authorized and funded by the Rome ministry, the regional
Soprintendenti put in place the safety measures with the assistance of the local Genio Civile (Public Works

Fig. 1. Panel-Paintings from the Uffizi and Pitti galleries in Florence are stored in the living room of the
Sitwell’s castle in Montegufoni, Tuscany, during WWII. Photograph by Capt. A. S. Pennoyer, 1944,
(Photo: National Archives, RG 239-RC, College Park, Md.)
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Office). Some of the Soprintendenti wrote catalogues of the repairs to damaged sites, and a few left
memoires of their wartime activities (Molajoli, 1948; Maiuri, 1956). At the federal level, the records are
preserved in the Archivio Centrale dello Stato in Rome (ACS Roma) and each Soprintendenza has an archive
(for example, Archivio della Soprintendenza di Pisa e Livorno, A.SBAP.PSAE-pi). Also valuable are the
records of the MFAA Subcommission, held in the National Archives, College Park, Md., U.S.A. (NARA), some
of which are digitized (fold3). Though the MFAA officers focused on emergency rescue of damaged
heritage, they also commented on safeguarding, as when Lieut. Frederick Hartt described the use of private
estates in the countryside as deposits for portable art from Florence (Hartt, 1949, p. 19) (Figure 1).

Both in Italy before WWII and in Ukraine before the Russian invasion, planning was undertaken for
the salvage of precious cultural objects. In Italy, the planning process was inefficient and protracted, and
took time and resources away from the actual work of protection in the first years of the war. The major
reasons for the slow planning in Italy during the 1930s were: the cumbersome structure for heritage
administration in the federal government and civil service; inadequate funding for protective measures to
be distributed by Rome to many regional Soprintendenze; and a lack of impetus for the funding and
implementation of anti-aerial protection (Protezione Antiaeria, PAA) until Italy was engulfed by war. The
planning began by making lists of portable art to be prioritized for PAA funding, which were drafted by the
Soprintendenze for approval by Rome. Discussion of the procedure was broached in a meeting of ministers
in 1924 (Coccoli, 2007, fn. 21), but lists were still being submitted by the provinces in 1943, long after Italy
entered the war in June 1940 (Sanpaolesi, 1943). Once lists were approved, the transfer of funding from
Rome to the Soprintendenze accounts was slow and the paperwork was labour-intensive, and these
complications obstructed the establishment of protection for portable heritage.

In Ukraine, a similar approach to planning for the eventualities of war has been undertaken through
the creation of prioritized lists, but the process has been more efficient. The framework for planning rests
on the legal code of Ukraine, ‘On Protection of Cultural Property’ (Ukraine, 2000). Following the Russian
invasion of the Crimean Peninsula in February and March 2014, national heritage institutions, including
museums, were instructed to prepare lists of portable objects for protection. Valentyna Bochkovska,
Director of the Museum of Book and Printing of Ukraine in Kyiv, described how museum holdings were
analysed in relation to the value of the cultural objects to Ukraine as a nation, and separate lists were
arrived at for items of greatest, medium, and lesser importance. In the case of the manuscripts, books and
works of graphic art in the museum, which comprised about 58,000 objects altogether, only one percent
could be listed as of greatest value (IFAR, 2022). Olesia Ostrovska-Liuta is the Director of the Mystetskyi
Arsenal National Art and Culture Museum Complex in Kyiv, which houses a collection of Ukrainian avant-
garde art, literature, and music. She explained that a secret plan had been agreed upon before the invasion,
and that in the first ten days of the war, all museum directors began to advance the protection of their
holdings (Goodyear, 2022).

It is interesting to note that, similar to the situation described by Dr. Bochkovska for the museum in
Kyiv, in Italy during WWII, prioritized lists were created in which debatable distinctions of value were
embedded. Initially, in 1924, Mussolini’s cabinet discussed in rather vague terms a system of ranking that
would include artistic and religious significance. Eventually, A, B and C lists were created, and the
terminology employed to differentiate the lists was that they represented artistic works of national,
provincial, or only of local significance (Rinaldi, 2011, p. 75). As Dr. Bochkovska explained for the Museum
of Book and Printing, only one percent of the collection was prioritized to be moved off-site to safe storage
(IFAR, 2022). In Italy, a country with an enormously rich complement of cultural heritage, the
Soprintendenze offices during WWII faced a similar dilemma of only being able to transfer to deposits a
small amount of the art and antiquities in galleries and museums. In some instances, after the works on
nationally approved lists had been stored, Soprintendenza staff, museum directors, librarians and archivists
found a way to protect other objects, often in the basements of fortified buildings near by, or simply in the
basement or ground level of museums and libraries. At the archaeological museum in the Villa Giulia in
Rome, for instance, small objects of importance were crated and placed in a subterranean cave beneath
the villa (Mancini, 1944).
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Before the portable art on the national lists could be moved, the locations of the deposits had to be
selected and the spaces renovated, to ensure the sites were secure and could function as suitable
environments for storage. In Italy, for most of the Soprintendenza regions, the deposits were not ready in
advance of the conflict. Minister Giuseppe Bottai (Ministero Educazione Nationale) had announced before
the war that national facilities would be available for the most famous art on the A lists, and the
superintendents in northern Italy were informed that their A-list art would be sent to national shelters in
central Italy. But, on the eve of the war, when the national sites had not yet been organized, the
Soprintendente for the Marche, Pasquale Rotondi, offered to prepare the remote Rocca di Sassocorvaro, a
Renaissance fortress, as a national shelter. Valuable paintings from northern Italy, including Giorgione’s
Tempest, were stored there for the first years of the war (Rotondi, 1945). However, after the German army
began its occupation of Italy in September 1943, numerous cases were transferred to the Vatican for
increased security out of fear that the insufficiently guarded Rocca would be looted (Rinaldi, 2011, pp. 77-
87).

In contrast in Ukraine, where the ominous signs of war were in evidence for many months because of
military build-up along the eastern border, places for storage were organized prior to the invasion to hold
the most valuable objects from national museums. For example, over the course of about three weeks after
the Russian incursion, about 580 works from the Museum of Book and Printing in Kyiv were carefully
packed into metal crates and transported to shelters. It was especially important that these deposits be
situated in the western part of the country, close to the Polish border, and far from the Donbas region of
eastern Ukraine, which was more closely allied with Russia (IFAR, 2022). In other words, the procedure of
transporting the top one percent of portable heritage from national museums to deposits was undertaken
soon after the conflict began.

Some national museums in Ukraine had accumulated crating supplies before the invasion so that
portable objects could be moved, including the Museum of Book and Printing in Kyiv. However, for many
museum curators, appropriate supplies were not readily available. At the Andrey Sheptytsky National
Museum in Lviv, some objects were being wrapped and placed in cardboard boxes without tops,
resembling the boxes used to transport vegetables (Armangué, 2022). In early March, workers at the
Museum of the History of Religion in Lviv were busy building metal containers for works of art, which then
were moved to basement storage (Gallager, 2022). In Melitopol, where a Russian battalion caused havoc
beginning in late February, the Director of the Museum of Local History, Leila Ibrahimova, helped her staff
to pack many objects from the collection of about 50,000 items in cardboard boxes and to hide them in the
cellar. Tragically, the most precious holdings, which were antiquities from the Scythian empire, including a
gold helmet dating from about the 4™ century BCE, were later stolen and taken to Russia (Gettleman &
Chubko, 2022).

But, as Ukrainians struggle to protect their portable heritage, international cooperation is manifest in
the impressive response by many heritage organizations from outside the country. There is full awareness
that the Russian invasion represents a war against the identity of the Ukrainian people, as evidence builds
of the deliberate targeting of cultural heritage to demoralize populations and erase or rewrite their history.
Several international agencies, first and foremost, UNESCO, ICOMOQOS, ICOM, and many other organizations
have rapidly offered assistance, including for the storage of portable cultural objects. Bénédicte de
Montlaur, President of the World Monuments Fund (WMF), stressed the importance of ascertaining the
most urgent needs directly from heritage professionals in Ukraine (IFAR, 2022). Very notable has been the
aid given by Polish museums to facilitate the packing of collections and their transportation to safe deposits
(Armangué, 2022). Among many initiatives, the International Alliance for the Protection of Heritage in
Conflict Areas (ALIPH Foundation), which is based in Geneva, is supporting museums, libraries and archives
by flying into the country substantial donations of supplies for packing and for the improvement of storage
facilities (IFAR News, 2022). Other important approaches involve training for museum staff in Ukraine on
the safe storage of cultural objects. Zoom consultations are being offered by conservators at the
Smithsonian Museum in Washington, D.C. (IFAR, 2022). In Rome, the International Centre for the Study of
the Preservation and Restoration of Cultural Property (ICCROM) initiated a joint project with UNESCO and
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the Maidan Museum in Kyiv to translate into Ukrainian and circulate the manual, Endangered Heritage:
Emergency Evacuation of Heritage (IFAR News, 2022).

History has taught us about the difficulty, amidst the chaos of war, of obtaining adequate packing
materials for cultural objects and vehicles to move cases to storage. Indeed, this was a major obstacle that
stood in the way of the safeguarding during WWII in Italy. Soprintendenza offices and museums typically
did not have supplies on hand, and often wooden crates had to be specially built in specific shapes for
unique works of art. For example, in Viterbo, north of Rome, the city’s librarian, Augusto Gargana, who was
placed in charge of heritage protection, had organized before the onset of war for carpenters to build
crates for a small group of important works of art, which were eight paintings and three sculptures. Only a
few days after Italy entered the war, the crated art was transported to a monastery outside the city
(Rinaldi, 2008, p. 220). But later in the war, when there was the need to store more works of art from
churches and museums, Gargana was not able to have cases made or to obtain a means of transportation
(Rinaldi, 2010, p. 121). In Pisa, a new Soprintendente, Piero Sanpaolesi, was appointed in the middle of the
war and discovered that little had been done to shelter the city’s artistic riches. To remove works of art to
deposits, including the relief panels on the late medieval pulpits by Nicola and Giovanni Pisano in Pisa
Baptistery and Cathedral, the superintendent had to have wooden cases made and hire movers with a van
to transport them to deposits outside the city (Sanpaolesi, 1943). Undertakings of this kind were extremely
difficult at a time when the war was being heavily felt in central Italy. The armies had confiscated most of
the vehicles and supplies such as wooden planks were hard to source.

One of the most serious dilemmas facing heritage staff during military conflicts is the fact that a large
number of cultural materials inevitably fall outside the government’s official protective umbrella. In fact, as
demonstrated both by the recent conflict in Ukraine and during WWII in Italy, typically most of the portable
heritage in a country will be left unprotected. Individual objects, groups of cultural materials, or even entire
collections, which are not listed as having national importance or are in private hands, may be vulnerable to
war damage or complete destruction. As Dr. Bochkovska has said, only one percent of the collection in the
Museum of Book and Printing could be given priority at the national level and transported to storage
deposits in the first weeks after the invasion. The museum director then faced head-on the problem of
safeguarding the rest of the collection. She has adopted a multi-pronged approach, one strategy being to
create a virtual catalogue through digitization (IFAR, 2022). A responsibility of this nature can be
overwhelming for those in charge or assisting on the ground, especially when surrounded by the violence of
war. For example, in early March, Anna Naurobska, Head of the Department of Manuscripts and Rare Books
in the Andrey Sheptytsky National Museum in Lviv, as she oversaw the packing of a collection of more than
12,000 works of literature, spoke of the anxiety of not yet knowing where they would be stored (Armangué,
2022).

In Italy during WWII, some of the Soprintendenti, who experienced the frustrations of inadequate
funding, few supplies, and depleted staff complements, recorded their frantic work to protect materials
that were not on official lists. Typically, the superintendents had to undertake a lot of the work themselves.
Emilio Lavagnino in Lazio and Amedeo Maiuri in Campania recounted some of the challenges and dangers
in their war diaries (Lavagnino, 1946; Maiuri, 1956). The archivist of the Vatican Library, Prof. Giulio Battelli,
documented the trials of moving many boxes of archival documents, manuscripts and rare books from
Viterbo, when the city was under attack, to the safety of Rome (Battelli, 1944). Palma Bucarelli, who was
the Director of the Gallery of Modern Art in Rome, described the fraught journeys to transport art to
shelters as ‘a Sisyphean labour’ (Bucarelli, 1944, p. 148).

In these extremely demanding situations, it can be left to local people, whether trained or not, to
initiate safeguarding for cultural materials that are not covered by national protection programs. For
example, on 14 March, it was reported that a collective of artists in western Ukraine were building a shelter
for contemporary works of art from all over the country. They were transforming a subterranean space,
formerly used as a cafe, into a bunker (Bearak & Khurshudyan, 2022).

A large component of the portable heritage in both Italy and Ukraine is held in religious properties,
many of which fall outside national supervision and funding for preservation. In Italy, the richness of the
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cultural objects belonging to the Catholic church sometimes occasioned problems of responsibility during
WWII. While the religious functions of ecclesiastic entities, including church services, were under the
control of the church, preservation, which encompassed repair, restoration, and protection, was a more
complex issue. Only a few ecclesiastical properties outside the Vatican City pertained to the Vatican for
preservation. Moreover, strictly speaking, the Soprintendenze only had the authority to offer protection for
religious art that had been registered at the state level (Regio Decreto, 1866). Nevertheless, because of
extensive damage to churches, Rome issued directions in December 1942 for the Soprintendenze, under
the exceptional circumstances, to urgently remove the most significant portable art on the A and B lists
from churches in their territories (Bottai, 1942). At the beginning of the war, the ministry had distributed
guidelines on safe storage of art to church offices, and many priests had complied to the best of their
ability. But the clergy, who were the day-to-day custodians of churches, did not always welcome the
intervention of the Soprintendenza for the protection of what they considered to be their property. In
some cases, they wished to keep religious art in churches for the devotional needs of the congregation, and
in others they feared the treasures would be taken permanently to national museums. In one example
from Tuscany, two quattrocento triptychs by Fra Angelico and Sassetta in San Domenico in Cortona were
stored by the parocco in a small space in the campanile, where the high humidity caused extensive damage.
Even the Bishop of Cortona refused to disclose the hiding place to Ugo Procacci from the Soprintendenza of
Florence. Later, the terrible condition meant extensive conservation treatments, involving transfers of the
paint layers to new supports (Firenze Restauro, 1972, pp. 44-45).

But even after the extraordinary directive from Rome, a great quantity of religious art and other
cultural materials in churches, monasteries and convents was not on the A or B lists or subject to
government care. The onus for safeguarding was placed on the local church administration. Church and
civic authorities often sheltered works nearby in their residential buildings, but, for heavy objects, a means
of transportation was necessary, and the impoverished monastic orders rarely owned cars, especially
during the war, when most vehicles were taken for military purposes (DeWald, 1945).

In an analogous way in Ukraine, there are numerous religious properties that contain cultural objects
of note, and this poses a major problem for heritage protection during the Russian incursion. If the Crimea
is included, there are 251 monasteries and convents belonging to the Ukrainian Orthodox Church
(Gettleman & Chubko, 2022). There are also other significant Greek Catholic, Armenian Apostolic and
Jewish religious buildings. Ukrainian officials have lamented the destruction of dozens of Orthodox
churches in the first two months of war. One exceptionally well protected monument, at least on paper, is
the Holy Trinity Church in Zhovkva, since it is part of the UNESCO World Heritage site for sixteen wooden
tserkvas of the Carpathian Region and is nationally recognized on Ukraine’s State Register of Immovable
Historical Monuments (UNESCO, 2013). Nevertheless, the church with its elaborate interior decoration
illustrates the virtual impossibility of safeguarding monuments of this nature and complexity. It is a triple-
naved, wooden church from the early 18" century and, therefore, is vulnerable because of the flammable
nature of the old wooden planks, though it recently has been covered with a special fireproof material. As
the priest, Father Vasyl Batyuk, explained, one of the treasures in the church, the 18™-century iconostasis,
with an elaborately carved frame of linden wood, and about fifty inserted icon paintings, was carefully
removed to storage (Schipani, 2022). But other icons remain in the church.

The custodians of many religious properties, however, may not have the capacity to adequately
protect their art from war damage, particularly if the location is more remote, outside a major urban
centre. For example, in the northwestern part of the country, a wooden village church, dating from the 19
century and dedicated to the Nativity of the Virgin Mary, has been severely damaged from a Russian rocket
attack. Extensively decorated on the interior, the unique religious building is on Ukraine’s list for national
protection (National Review, 2022).

During modern wars, in which powerful, military technology is used, precious cultural objects may be
exposed to damage or destruction unless they are removed to safe shelters. Indeed, there is no full-proof
way of protecting historic architecture, including religious monuments, from direct hits by bombs and other
propelled explosives. For instance, the method employed to protect church windows, which, in the case of
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the stained-glass windows of the Dormition Church and St. George’s Cathedral in Lviv is plywood and
aluminium sheeting, may cushion the glass from shrapnel thrown out when explosions occur nearby, but
probably would not be adequate if the building was struck directly from the air (Frayer & Harbage, 2022).

Furthermore, when countries are completely engulfed by conflict, it may seem as if there is nowhere
within the borders that is absolutely safe for storage of the most valuable works of art and antiquities.
Therefore, the idea of a safe haven outside the nation under threat was considered already before WWILI. In
the 1930s, in reaction to the experiences of World War One, northern Europeans tried to develop a pan-
European approach to the protection of portable art in advance of another conflict. The International
Bureau of Museums (Offices International des Musées), established after WWI as an extension of the
League of Nations, drafted a convention in 1937-38 in which neutral countries in Europe would be
entrusted temporarily with the care of the most precious art of those nations that were belligerents in the
war (International Museum Office, 1939). Some paintings were moved from Madrid to Geneva during the
Spanish Civil War, but, at the beginning of WWII, heritage ministers in Germany and Italy did not have any
desire to move their art to a neutral zone. Indeed, Minister Bottai asserted that Italy would take the
responsibility for safeguarding her own patrimony (Bottai, 1938). Recently, however, the idea of ‘safe
havens’ has been reintroduced. Since 2015, Switzerland, France and the United States have ratified national
legislation to allow safe havens within their countries for threatened cultural objects from other nations
(Paumgartner & Zingg, 2018). In Ukraine, museum directors, such as Ihor Kozhan at the Andrey Sheptytsky
National Museum in Lviv, acknowledge the daily offers of help from cultural institutions in neighbouring
countries (Armangué, 2022). Polish museum directors have reached out to offer safe storage of cultural
objects and to meet other heritage needs in Ukraine.

This investigation has demonstrated that most of the protective work for portable heritage inside
Ukraine since the start of the Russian campaign has been carried out using well established approaches,
such as creating prioritized lists, crating objects, and moving the boxed items to storage. Some of the
shelters were prepared carefully in advance, while others were arranged later as a result of urgent
necessity. By comparing the approaches in Ukraine to the procedures from WWII in Italy, it has become
evident that many traditional methods continue to be utilized because they are effective safeguarding
techniques during the extraordinary circumstances of war.

A few of the serious obstacles that were encountered in the protection of moveable art in Italy
during WWII also have been reviewed. The impression gained from the first months of war in Ukraine is
that some of these problems have been circumvented, at least by national institutions. The preliminary
planning has occurred in a more efficient manner and in some cases adequate crating materials were
accumulated before the invasion. Nevertheless, because of the nature of the cultural heritage in the
country, some significant issues, which Italian heritage staff confronted in the early 1940s, have persisted in
Ukraine. In particular, problems may arise during military conflicts because of the limited compass of
heritage preservation by national governments. Many of the cultural holdings of religious institutions do
not receive government protection, and this creates vulnerability, especially if the property has a remote
location.

Certainly, Italians have gained extensive knowledge of heritage protection because of the
experiences of WWII. Soprintendenti, museum directors, and restorers acquired proficiency in the defence
of art. How much Italy has learned is evidenced by the role Italian heritage professionals play today as
leading advisers on an international level, both in the field and from a distance (Rush & Millington, 2015).
These developments in Italy represent only some of the many innovations in cultural heritage preservation
since the end of WWII. As is well known, particular attention has been given in international humanitarian
legislation and by UNESCO to the vulnerability of monuments and cultural objects during military conflicts
(Odendahl, 2010).

One remarkable change, strongly evident during the war in Ukraine, is the availability of assistance
for heritage preservation from outside the country. In the first years of WWII, Italy was isolated because of
their allegiance to Germany. Minister Bottai had rejected the proposals of the International Museum Office,
and the Soprintendenti did not have help from outside to safeguard heritage. In contrast, some museum
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staff and church custodians in Ukraine, confronted with the need to safeguard their most precious objects
quickly, have received considerable help, whether in the form of packing supplies flown into the country,
one-on-one instructions by conservators about safe storage via video meeting, or the possibility of safe
havens for the protection of art in neighbouring countries. Technological advances in communications and
computing have allowed heritage workers in Ukraine to signal what they need most, thereby facilitating
constructive assistance. The gestures from so many outside institutions also convey the awareness on a
global level of the profound importance of preserving Ukrainian cultural heritage from wartime destruction.
The unique identity of Ukraine, which has arisen over the course of many centuries, and is strongly
imprinted in their monuments and portable cultural objects, is at stake.
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Protecting portable heritage during war:
a comparative examination of the approaches in Italy during World War Two
and in Ukraine during the Russian invasion of 2022

In response to the urgent necessity of protecting cultural heritage in Ukraine in the wake of the Russian
invasion, this article explores the approaches recently adopted in Ukraine to safeguard portable objects by
providing an extended comparison with the methods used in Italy during World War Two. Three
components of the procedure for protecting moveable objects are investigated: preliminary planning
through the creation of lists of museum collections to determine priorities for safeguarding; the selection
and preparation of storage deposits to shelter the objects; and the work of packing and moving boxed items
to the deposits. Attention also is given to the obstacles encountered during WWII in Italy that hampered the
protection of moveable heritage. The purpose is to probe whether the same problems have been met in
Ukraine and if they have been circumvented or not. While the difficulty of protecting heritage during conflict
is understood, even in the case of portable heritage materials, this comparison of recent methods in Ukraine
to the work in Italy in the early 1940s highlights the continued use of traditional methods, albeit with
adaptations, because they are effective. However, some of the same obstacles also have persisted,
suggesting the potential to search for better solutions. Emphasis is placed on the abundant cultural holdings
in religious institutions, which may fall outside the protective compass of national heritage initiatives and,
therefore, be particularly vulnerable during war. This study also acknowledges some of the novel
characteristics of the protection of moveable heritage in Ukraine and notes the impressive help that is being
offered in innovative ways by heritage agencies and organizations outside the country.

Keywords: portable heritage, national heritage during war, Italy during Word War Two, Russian-Ukrainian
War.
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CULTURAL HERITAGE AND THE PROBLEM OF PRIORITIZATION
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KyaemypHa cnadujuHa ma npobnema npiopumemie

lailioen Baccemm, Keiim lappenn, aiimeH KoponeybKuli,
MadneH lNoHmep-baccemm, Binoam Beaw

MoHimopuHe enausy Ha KyabmypHy cnadwjuHy nid 4ac 36poliHo20 KOH@AIKMy 4u cmuxiliHo20
A1UXa Yacmo noKAaodaeca Ha nepesik npiopumemis. Li crnucku paHmcyroms KyaemypHi 06’ekmu 3a
giOHOCHON 8axausicmio. Hessaxcaroyu Ha me, WO MOHIMOPUH2 KyAbMmMypHOIi cnaduwjuHu
HAPOOHYEMBLCA 3 MPAKMUYHUX MOMUBI8, MOHIMOPUH2 KyaAbmypHOi cnadujuUHU HAQ OCHO8I CrUCKig
npiopumemig 4acmo Crnpuse CMPYKMypHUM yrnepeodiceHHAM, 8ubipkosomy 36epexiceHHO ma
npunyweHHAM npo 8axcusicme CcninbHUX YiHHocmel. HedasHi 3ycunna 3 MOHIMOpPUH2Y
KynbmypHOI cnaduwuHu 3acmocyeanu anbmepHamusHuli nioxid, Axkuli euxodumbe 3a PaAMKU
BU3HA4YeHHA npiopumemis. 3amicme MOHIMopuUHay Halisuwux npiopumemis y crnucky caiimis yel
anbmepHaAmMuUBHUl Mioxi0 8UKOPUCMOBYE MEXHO0R2it0 0 MOHIMopuHay 6a2ambeox KyabmypHUX
06’ekmis 00Ho4YacHo. 3 nocmpaxcoanux OinAHOK, BU3HA4YEeHUX 3a O00NoMO20l0 Ub0o20o
anbmepHaAmMuUBHo20 nioxody, aAuwe HeeseauKka KinobKicme ysiliwna 6 y mpaduyiliHi crnucku
npiopumemis. Cro0u 8xo00ameb 06’eKmu Micyeso20 3HAYEeHHS, pernpe3deHmauii pe2ioHasabHO20 Yu
emHiYHo20 pi3HOMaHimms, HedasHi 06’ekmu cnadWUHU Ma CinbCbKa cnadwjuHa. Y ybomy
00cnidxceHHi MU MPONOHYEMO MoOesnb MOHIMopuHay b6e3 npiopumemis, y AKili 8U3SHAYEHHSA
npiopumemis 8i06ysaemosca HaA emarni 8MPYYAHHA, G HE CAYHUMb [0YAMKOBOIO MOYKOIO.
YcyHeHHA nipiopumemis AK M0YAMKOBOI MOYKU MIHIMI3yE MOMeEHYian HecrnocmepexyeaHux
8ru8is i, AK HaCNiOOK, HeABHI pilleHHs, AKi HeobxiOHO npuliHamu 0158 NOM’AKUWEHHA YUX 8rausis.
Mu demoHCMpPYyeEMO NOMOYHY UiHHICMb Ybo20o Mioxody 8 MOHIMOpUHay KyabmypHOI cnadujuHu 8
YKpaiHi.

Knwuyosi cnoea: KynemypHa cnadwuHa, npiopumemHuli nepesnik, MOHIMOPUH2 KynbMmypHOI
CnaduwUuHU, YKPaiHCbKa crnaduwjuHa.

Introduction

Cultural property is a type of physical (or “tangible”) cultural heritage. The task of monitoring is
fundamental to the protection of cultural property during destructive events such as armed
conflict or natural disaster. Monitoring involves the use of cultural property inventories to identify
damage to individual sites. Yet monitoring at the national or multinational level presents fiscal,
technical, and categorical challenges, chief among them, the sheer quantity of sites. Cultural
properties, which include archaeological sites, historic buildings, museums, libraries, archives,
monuments, memorials, cemeteries, and more (Daniels and Golden 2018: 2), often reach tens or
hundreds of thousands of sites at the country scale.
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To overcome these challenges, heritage professionals tasked with monitoring cultural
heritage during conflict and disaster have traditionally relied on priority lists. Priority lists—lists of
cultural sites and objects ranked according to their importance—are used to establish significance
and focus limited resources (Myers 2016). Priority lists are typically built for practical reasons, but
they impose hierarchies that often inadvertently prioritize preservation of sites based on
economic interests, political and ideological values, or research potential. Strict adherence to
priority lists can lead to significant bias, and the selective preservation of certain types of sites
over others.

In this essay, we offer an alternative model to monitoring cultural property. Rather than
focusing monitoring efforts on a small set of “high-priority” sites, this alternative model uses
technology to identify impacts to a wide range of cultural properties in a given region. We argue
that removing prioritization from monitoring avoids implicit biases about which sites should be
saved. We highlight the applicability of this approach through a case study from the Cultural
Heritage Monitoring Lab’s (CHML’s) ongoing work in Ukraine.

A New Model

Priority lists are often built for practical reasons, but are shaped by underlying considerations.
Priority cultural properties are often compiled by a range of individuals and groups, from
government cultural heritage professionals, to inter- and non-governmental organizations,
academic experts, and members of local communities (Stone 2013). Priority lists range in their
content, and sometimes differ markedly in how they rank the same sites and objects (ibid.). As
such, the use of prioritization in cultural heritage monitoring often inadvertently fosters structural
biases, selective preservation, and assumptions of shared values of significance. Producing a
priority list is an articulation of the inherent values of the organizing entity, a value hierarchy
typically imposed from the outside or the top down. Regardless of the choice of selection, the
outcome is the same; priority lists suggest that some cultural properties are more important than
others.

Until recently, attempts to monitor all or the vast majority of cultural properties in a
country were simply too overwhelming to be successful. However, recent advances in technology,
alongside a growing recognition of the vulnerability of all forms of cultural property, have led to
changes in the process of monitoring. When eliminating priority lists from the monitoring phase of
cultural property protection, there are two overarching considerations. The first is a practical
consideration—the fiscal, technical, and administrative capabilities required to monitor thousands
of geographically-dispersed cultural properties simultaneously. The second concerns the process
of cultural heritage monitoring itself—the structural biases of prioritization lists and the legacies of
the decisions made from implementing them. Because the inclusion of priority lists is often a
decision made in the inventorying phase before monitoring begins, this will be discussed in the
context of cultural heritage inventory development.

Practical Considerations

The ability to monitor thousands of cultural heritage sites is a recent development, enabled by
technological advancements. In the past 15 vyears, improved geospatial technologies and
expanded access to high resolution satellite imagery have enabled new solutions for managing
large datasets of cultural properties, as well as for monitoring the status of individual sites. With
respect to managing large cultural heritage datasets, it is now common for government entities to
maintain Geographic Information System (GIS) databases containing the identity, location, and
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status of cultural properties within their administrative boundaries. Alternatively, dedicated
heritage inventory platforms (e.g., Myers et al. 2013; Zerbini 2018), and more general web GIS
tools, provide low-cost, accessible solutions to curating heritage inventories. With respect to
monitoring, satellite technology now allows cultural heritage practitioners to monitor otherwise
remote or inaccessible cultural properties around the world from any location (Parcak 2007, 2015;
Stone 2008, 2015; Hanson 2011; Wolfinbarger et al. 2014, 2015; Casana 2015; Parcak et al. 2015;
Casana and Laugier 2017). Together, these advancements have allowed heritage practitioners to
overcome two obstacles: the sheer quantity of sites and the necessary labor to monitor many sites
simultaneously.

Considerations for the Monitoring Process

Over the past 60 years, legal debates about prioritization have often centered on archaeological
sites (Carman 2013; Myers et al. 2013), though are broadly applicable to cultural property. A
common feature of cultural property laws and governmental policies—particularly in Europe, the
United States, and Australia—is a requirement to identify the impacts to cultural sites before an
evaluation of significance or priority takes place (Carman 2013). A no-priority approach to cultural
property protection follows this legal trend. In contrast to approaches that use priority lists as a
starting place for monitoring, a no-priority approach takes a different, three-step approach. First,
sites within a potential impact area (e.g., conflict zone, natural disaster area, or planned
development project) are identified and inventoried. Second, identified sites are evaluated for
signs of impact. Third, all identified impacts or threats are communicated to appropriate
stakeholders (particularly the local and national cultural institution), so that they may make
determinations about significance and prioritization. Of key importance in this third point is that
decisions about significance should be shaped by the stakeholders of cultural heritage more so
than the heritage practitioners performing technical tasks.

By removing prioritization from monitoring efforts, stakeholder groups can work together
to determine which monuments to prioritize in the intervention phase. Different stakeholder
groups may prioritize different sites based on their own agendas for preservation, recovery, or
legal accountability. One example of this approach is the recent response from the Safeguarding
the Heritage of Syria and Irag (SHOSI) Project. As noted in their report, the SHOSI Project’s
interventions were “prioritized according to immediate need by in-country heritage professionals”
and sites were “assessed according to the present security situation and the degree of likely risk to
the collection or to the heritage site” (Al Quntar et al. 2015, p. 157). As this example
demonstrates, prioritization of certain sites is often necessary, but decisions about prioritization
are most effective when they are made at the intervention phase, and in consultation with
stakeholder groups, rather than serving as a starting place.

Ukraine: Implementing a No-Priority Model for Monitoring

In April 2021, the Cultural Heritage Monitoring Lab (CHML) began monitoring threats, impacts, and
other issues involving cultural heritage in eastern Ukraine (Koropeckyj 2022). In advance of the
February 2022 invasion, and in partnership with the Smithsonian Cultural Rescue Initiative (SCRI),
CHML developed a countrywide inventory of over 28,000 tangible cultural heritage sites. This
included places of worship, cemeteries, monuments, memorials, historic structures, archaeological
sites, museums, cultural centers, libraries, archives, and public art. The rapidly developing threat
required several decisions to implement a monitoring effort. The first decision concerned the
range of objectives for monitoring cultural heritage in Ukraine. The second decision concerned
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what cultural heritage could be feasibly monitored with the resources available. The third
concerned the stakeholders of the monitoring.

Taking these three questions into consideration exposed a contradiction in the normal
approach to cultural heritage monitoring. The issue was, how could a small team: 1) select a
manageable number of cultural properties to monitor; 2) identify the criteria for making that
selection; and 3) account for the range of objectives, stakeholders, and unknown developments in
monitoring cultural heritage during the conflict? The team determined that the only path forward
was to eliminate site selection or prioritization, and to account for all observable impacts to the
entire inventory of cultural heritage. To do so, the Lab went beyond the visual inspection of
satellite imagery alone, and leveraged a number of remote sensing capabilities to guide the
country-wide detection of potential conflict-related impacts, allowing the team to focus its time
on the laborious task of impact confirmations through visual assessments of satellite imagery
(Koropeckyj et al. 2022).

Utilizing remote sensing allowed for the continuous monitoring of the full inventory at
regular intervals. This approach enabled the Lab to generate frequent reports on potential and
confirmed impacts to heritage sites, and in turn allowed for the timely distribution of results to
stakeholders (Bassett et al. 2022a; 2022b; 2022c). Additionally, this model captured the widest
possible dataset, without the limitations inherent to priority-based monitoring. This led to
hundreds of potential and confirmed impacts to cultural heritage, and the identification of impacts
not reported by news or social media, as well as confirming—or, at times—correcting, these
sources. In recording and reporting all detectable impacts, a single monitoring effort became
relevant to multiple stakeholders with different priorities. Such a no-priority framework allowed
government entities, NGO’s, professional organizations, local interest groups, and others to
receive a more complete picture of impacts, which in turn, allowed these groups to focus on their
own priorities. Among other benefits, this approach eliminated much of the external bias in
preservation or response efforts that followed.

In monitoring the spectrum of cultural heritage in Ukraine, regardless of scale or
preconceived notions of significance, a number of key insights have come to light. It has become
apparent that the greatest number of conflict-related impacts has been to sites that would likely
not be included in priority-driven monitoring efforts: sites of community-level significance, such as
small monuments and local museums, rural or remote cultural heritage, as well as sites that may
not typically be listed as “cultural heritage,” such as recently erected memorials to Ukrainian
cultural and military figures of the past decade. Properties of this type and scale often reflect a
country or region’s greatest variation in the expression of identity, beliefs, and shared values. As
such, the loss of these types of tangible heritage, whether incidentally or by design, removes the
physical reflections of cultural or ethnic specificity (Golden 2020). In recording impacts at this
scale, it is possible to observe geographic, temporal, or thematic patterns of impact. In this way,
inclusive monitoring allows heritage practitioners to go beyond questions of what heritage is
impacted, providing opportunities to gain insight into why specific cultural heritage is vulnerable in
modern conflict.

Conclusion

The fundamental question of any monitoring mission is: what heritage is accounted for, preserved,
or potentially ignored in war and disaster? While this question might not be immediately apparent
in monitoring efforts, one need only look to the goals of cultural heritage monitoring to see its
scaffolding. Monitoring is conducted for the identification of impacts, threats, and vulnerabilities.
During conflict or following a natural disaster, the identification of impacts shapes the scope of
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resourcing, interventions, restoration, and safeguards. Decisions made at the inventorying and
impact identification phases therefore determine the sequence of documentation, preservation,
or accountability actions to follow. The fundamental danger in using prioritization lists as a starting
place is not knowing what has been lost, and as a result, not recognizing the series of implicit
decisions that shape what will be triaged and saved, and what will not.
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PRESERVATION OF CULTURAL HERITAGE
Cultural Heritage and the Problem of Prioritization

Monitoring impacts to cultural heritage during armed conflict or natural disaster has often relied
on priority lists. These lists rank cultural properties by relative importance. While born from
practical motivations, cultural heritage monitoring based on priority lists often fosters structural
biases, selective preservation, and assumptions of shared values of significance. Recent cultural
heritage monitoring efforts have taken an alternative approach that moves beyond prioritization.
Rather than monitoring the highest priorities on a list of sites, this alternative approach uses
technology to monitor many cultural properties simultaneously. Of the impacted sites identified
using this alternative approach, only a small number would have been ranked on traditional
priority lists. This includes sites of local significance, representations of regional or ethnic diversity,
recent heritage sites, and rural heritage. In this essay, we advance a no-priority monitoring model,
in which prioritization occurs at the intervention phase, rather than serving as the starting place.
Eliminating prioritization as a starting place minimizes the potential for unobserved impacts, and
as a result, the implicit decisions that must be made toward mitigating those impacts. We
demonstrate the current value of this approach in monitoring cultural heritage in Ukraine.
Keywords: cultural heritage, priority list, monitoring of cultural heritage, Ukrainian heritage.
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OXOPOHA KY/NIbTYPHOI CNAALLMHU B YMOBAX BINHU B YKPATHI:
3AKOHOOABCTBO TA MPAKTUYHI ACNEKTU PEANI3ALIT

MapuHa OxpimeHKoO

Protection of cultural heritage during wartime in Ukraine:
legislation and practical aspects of implementation

Maryna Okhrimenko

The article discusses the legal basis in the field of cultural heritage protection in Ukraine, the
powers of cultural heritage protection bodies and the central executive body - the Ministry of
Culture and Information Policy of Ukraine on cultural heritage protection, general issues regarding
the evacuation of cultural values. The author analyses the international legislation in the field of
cultural heritage protection and international aid and support to Ukraine in wartime, including the
United Nations Educational, Scientific and Cultural Organization (UNESCO). The article determines
the efforts of state authorities, entrepreneurs, the public, and activists to preserve cultural
heritage, in particular regarding the protection of immovable monuments and monuments in the
largest Ukrainian cities (Kyiv, Lviv, Odesa). The author characterises the destruction of objects of
cultural heritage and the documentation of war crimes against humanity and objects of cultural
heritage committed by the Russian occupying forces on the territory of Ukraine. Brief statistics of
episodes of Russian war crimes against Ukrainian cultural heritage (by regions, types of cultural
heritage objects, etc.) are provided. It discloses the aspects of de-Russification, decommunization
in the field of cultural heritage protection in Ukraine since the beginning of the war and the powers
of state authorities regarding the dismantling of monuments that do not have the status of objects
of cultural heritage or are not registered, removal, de-registration and relocation of objects of
cultural heritage. The author raises the need of updating the information on the library collections
in connection with the armed aggression of the Russian Federation against Ukraine. It indicates the
peculiarities of the protection of intangible cultural heritage in Ukraine and its role during armed
conflicts and emergency situations. The author also shows the further measures for the
reconstruction of Ukraine and the preparation of a plan for the restoration of Ukraine.

Keywords: cultural heritage, protection of cultural heritage, an object of cultural heritage,
monuments, immovable monuments.

BiliHa AOKOPIHHO 3MiHWNA Halle KUTTA, Ha3aBXAW MOro po3AinMBLUM Ha «40» Ta «nicna». bonosi
Aii Ha TepuTopii YKpaiHM 3aBAaloTb HemonpaBHOI LWKOAW NOASM, eKOCUCTEMI, iHPpPaCTPYKTYpiI
YKPaiHCbKUX MICT, @ TaKOX NO3Ha4atoTbCs Ha CTaHi 06’eKTiB KyAbTYpPHOI CNaaWMHMU.

3rigHo 3 npeambynoto 3akoHy YKpaiHu «[Tpo OXOPOHY Ky/bTYPHOI CNagluHU» «OXOPOHa
06’€eKTIB Ky/IbTYPHOI CNaALWNHN € OAHUM i3 NPIOPUTETHUX 3aBAaHb BCiX OPraHiB AeprKaBHOI Bnaam
Ta opraHiB MmicueBoro camoBpagyBaHHa» (3Y Ne 1804-111 2022). 3 ornsgy Ha MiXKHapoAHi
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3060B’A3aHHA, B3ATi Ha cebe YKpaiHOolo, Ta NonoXeHHA cTatTi 54 KoHcTuTyuii YKpaiHn «aepkaBa
Mae 3abe3neyyBaTn 36eperkeHHs O06'eKTiB, LLO CTAaHOBAATb Ky/AbTYpHY UiHHICTb» (KOoHCTUTYUiA
YKpaiHu).

PocCiaAHM UMHIYHO NPOAOBXKYIOTb UYMHUTU 310YMHW NPOTM Hapoay VYKpaiHM Ta Hawoi
cnagwmHm — obcTpintoloTb mMysei, 3aKi1aan KynbTypu, cobopu, MOHaAcTUpi Ta Xpamu. Pocincbki
H6oMmb6M Ta paKeTn BxKe 3pyrHyBaan H6araTo 06’eKTiB iIHPPACTPYKTYPM Ta NOWKOAUAM HU3KY 06’€EKTIB
KYAbTYPHOI CNaaWuHW. 3HAYHOT WKOAM 3aBAAHO iICTOPUYHMM apeaniaM TakUX MICT, AK XapKi., I3tom,
Mapiynons.

Mig, yac HacTyny POCiCbKUX BIMCbK Yy CMT IBaHKiB KMiBCbKOi 061acTi 3ropiB AoT/a iCTOPUKO-
Kpae3HaBYM My3el, y AKomy 36epiranncs TBOpM HApPOAHOI TBOPYOCTI, 30Kpema KapTuHuM Mapii
MpumayeHKo. YacTUHY KapTWH 3 nanato4oi byaisni 6yno BpATOBAHO CMAAMU MICLEBUX KUTENIB.
MowKoaxKeHo XapKiBCbKUI XyOO0XKHiM my3el, ae po3buto BikHa 1 nocTpaxaaB dacag byaisni.
BnyyaHHAM aBiabombu Mmailke NOBHICTIO 3pyiHOBaHO 6yAiBato  ApamaTMYHOro TeaTpy B
Mapiynoni. MNowkoarkeHo 6yaisni MapiynonbCbKOro XyAoXHboOro myseto iMmeHi A. KyiHaxi,
a TAKOXX Kpae3HaByoro myseto B OxTupui Ha CymuwmHi. Takux NpuUKNaais, Ha NPeBeNINKUIA XKanb,
MO’KHa HaBeCTu JocuTb baraTo.

In. 1. MNowkoOdxceHi 06’ekmu KynemypHoi cnadwuHu (mym i 0ani pomo 83sami 3 mepexci IHmepHem)

MiHicTepcTBO KynbTypu Ta iHPopMaLinHOT nonitTukn YKpaiiu (MKIM) Ak ronoBHUIA opraH y
CMUCTEMI LIEHTPa/IbHMX OpraHiB BMKOHABYOi B/MaAM, WO 3abe3neuye ¢GopmyBaHHS Ta peasisye
OEepXaBHY MNONITUKY Yy chepax KyabTypu, OXOPOHU KyNbTYPHOI CraflMHK, My3erHOi cnpasu,
BMBE3E€HHSA, BBE3EHHA i NOBEPHEHHA KY/JbTYPHUX LiHHOCTEW, 34iACHIOE MOCTIMHUMA MOHITOPUHT
CcuTyaUil WoA0 PYMHYBAHHA Ta HULWEHHA 06’€KTIB Ky/AbTypHOI cnaAWmnHM Ha TepuTopii YKpaiHu i1
TMMYaACOBO OKYMOBAHIA TepUTOPIi Ta BXMBAE BCiX HEBIAKNAAHWUX 3aX0A4iB 3 METOK NpoTuaii Ta
3anobiraHHO TaKOMy PYMHYBaHHIO.

Hapasi my3eiHi ¢axiByi Ta nam’ATKOOXOPOHLi NO BCiM YKpaiHi 3pobuan i npoaoBKyTb
pobutn BCce MOXKAMBE ANa ybesneyeHHA Ky/bTYPHUX LLIHHOCTEN Ta 3aXMCTy 06’€KTiB Ky/NbTypHOI
cnagLwmHu.
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3aKoHOAaBCTBO YKpaiHM y chepi OXOPOHU KYNbTYPHOI CNagLWmuHu

B YKpaiHi gianbHicTb wopno 36epexkeHHA 06’eKTIB KyNbTYPHOI CNAALWMHN PEryIOETHCA 3aKOHAMM
YKpaiHn «lpo KynbTypy», «[1p0 OXOPOHY Ky/bTYpPHOI cCnagwmuHu», «[1po OXOPOHY apXxeonoriyHol
cnagwmHmy», «lMpo mysei Ta myselHy cnpasy», «[1po BMBE3eHHA, BBE3EHHA Ta MOBEPHEHHSA
KYNbTYPHUX LiHHOCTEM» Ta iHLWMMWN HOPMATUBHO-MPABOBMMM aKTamMm Y chepi OXOPOHU KyNbTypHOI
cnagLwmHu.

BignosigHo Ao ctatTi 3 3aKoHy YKpaiHu «[1po OXOPOHY KyAbTYpPHOI CNaALlWWHMU» OepXKaBHe
ynpaBAiHHA y chepi OXOPOHU KyNbTypHOI CNaALlMHN NOKNaAaEeTbes Ha KabiHeT MiHicTpiB YKpaiHu,
cnewiasbHO YNOBHOBAXeHi OpraHn OXOPOHW KYNbTYPHOI CNaLWwuHW.

[Jo cneujanbHO YNOBHOBAXEHUX OpPraHiB OXOPOHW Ky/AbTYPHOI CRAAWWMHKU HanexaTb:
LeHTPaNbHi OpraHn BUKOHABYOI BagM, Wwo 3abe3nevyioTb GOPMYBaHHA Ta peanisytoTb AepKaBHY
NoniTMKY y cohepi OXOPOHWU KyNbTYpPHOI CMNagWMHM; OpPraH BWKOHABYOi BAagu ABTOHOMHOI
Pecnybnikn Kpum; ob6nacHi, palioHHi, KuiBcbka Ta CeBacTOMo/IbCbKa MIiCbKi AepyKaBHi
agMiHicTpauii; BUKOHABUMNIA OpraH CiZIbCbKOI, CENNLLHOT, MiCbKOT pagu.

Y ctatTi 5 3aKoHy VYKpaiHM «[1po OXOPOHY Ky/AbTYpPHOI ChagWwMHMU» MNOBHOBAXKEHHSA
LEHTPaNbHUX OPraHiB BUKOHABYOi BNagu y chepi OXOPOHU Ky/NbTYPHOI CMAALWMHN PO3AiNEHO Ha
ABi YaCTUHM — «MNOBHOBAXXEHHA LEHTPA/NIbHOTO OpPraHy BWMKOHABYOi BnaaMm, Wo 3abesnedyye
dopMyBaHHA OEpPKaBHOI MONITUKM Yy Chepi OXOPOHU KyAbTYPHOI CNagWMHU» i «NOBHOBAXKEHHSA
LEHTPaANbHOrO OpraHy BMKOHABYOI BNAAM, WO peanisye Aep)KaBHY MNOANITUKY Yy chepi OXOpOHMU
KY/NbTYPHOI cnagwuHmn». Mpo AKi came LeHTpPanbHi OpraHM BUKOHABYOi BAaau MAeTbca y 3aKOHi
KOHKpPETHO He CcKasaHo, ane 3 ornagy Ha [lonoxeHHA npo MiHicTepcTBO KyabTypu Ta
iHbopMmaLinHOT noniTUKKM YKpaiHn, 3ateBepaxeHoro noctaHoBow KabiHety MiHicTpiB YKpaiHu
BiA 16 »oBTHA 2019 poky No 885 (MoctaHoBa KMY Ne 885 2019), MiHicTepcTBO Ky/bTypu Ta
iHpopmauiiHoi nonitMkn Ykpainn (MKIM) HWHI € TONOBHMM OpPraHOM Yy CUCTEMI LLEHTPaNbHUX
OpraHiB BMKOHaBYOI Bnaau, Lo 3abe3nevye popmyBaHHA Ta peanisye Aep:KasBHy MNONITUKY y coepi
OXOPOHU KyNIbTYPHOI CNaLWMHN.

OpHaK He UeHTpPa/ibHUMM OpraHaMn €AMHUMMK. 3HaAYHWI 06CAr NOBHOBAXKEHb MAOTb i
PaMOHHI AeprKaBHi aaMiHICTpaL,ii, BUKOHABYI OpraHu CiNbCbKOT, CENNLLHOT, MiCbKOi paau.

Tak, BiANOBIAHO A0 YaCTUHU Apyroi CTaTTi 6 3akoHy YKpaiHu «[1po OXOPOHY KyAbTYpPHOI
CNagWMHM» A0 IXHIX NMOBHOBAa*KEHb BIAMOBIAHO A0 iX KOMNeTeHuii y chepi OXOPOHU KyabTypHOI
CNAAWMHU HaNexuTb: 3abe3neyeHHA BMKOHAHHA LbOro 3aKOHy, iHWWX HOPMATUBHO-MPABOBMUX
aKTiB NMPO OXOPOHY Ky/AbTYPHOI CNajlWWMHM HA BiANOBIAHIA TepuTopii; 3abe3neyeHHA 3axuUCTy
06’€KTiB Ky/NIbTYPHOI CNajlMHM Bif, 3arpo3n 3HWULLEHHS, PYMHYBAHHA abo NOLWKOAKEHHS;
opraHisauis po3pobJieHHs BiANOBIAHMX MPOrpam OXOPOHU Ky/IbTYPHOI CnallMHKW; OpraHisaLin
BiZINOBIAHMX OXOPOHHWMX 3ax0AiB LOAO0 MamM’ATOK MICLEBOro 3Ha4YeHHS Ta iX TepuTopin y pasi
BMHWKHEHHA 3arpo3n ix NOoWKoAKeHHsA abo pyMHYyBaHHA BHACNigOK Aii NpupogHMX $akTopiB un
nposeaeHHs 6yab-AKMX pobiT; 3abe3neyeHHs B YCTAaHOB/AEHOMY 3aKOHOAABCTBOM MOPAAKY
BUIOTOBJIEHHA, BCTAHOB/IEHHA Ta YTPUMMaHHA OXOPOHHWUX [AOLLOK, OXOPOHHWUX 3HAKIB, iHLINX
iHbOpMaLiMHMX HanWUCiB, MO3HAYOK Ha nam’aTkax abo B MeXKax ix TepuTopii; iHpopmyBaHHA
OpraHiB OXOPOHM KyNbTYPHOI CNAALLNHM BULLOTO PiBHA NPO MOLWKOAMKEHHA, PYMHYBAHHA, 3arposy
ab0 MOX/IMBY 3arpo3y MOLWKOAMKEHHSA, PYNHYBAHHA NMam’ATOK, LLO 3HAaX04ATbCA Ha iX TepuTopii;
34iACHEHHA iHWKWX NOBHOBAXEHb BiANOBIAHO A0 3aKoHY (3Y Ne 1804-I11 2022).

CTOCOBHO eBaKyalii KynbTypHUX LiHHOCTEN, TO noctaHoBot KabiHeTy MiHicTpiB YKpaiHm
Big 30 »koBTHA 2013 p. Ne 841 3aTBeparkeHO [MopAaOK NpoBeAeHHA eBaKyalii y pasi 3arposmu
BUHMKHEHHA abo BMHWKHEHHA HaA3BUYalHUX cuTyauin. Tak, BignoBigHO A0 uboro [Mopagky
obcAarv Ta YeprosicTb NPOBEAEHHA eBaKyaLii MaTepia/ibHUX | KyIbTYPHUX LIHHOCTEN, iX AeTaNbHUN
nepenik  BM3HAYAOTbCA OpPraHamu AepXaBHOI Bnagu, cyb’ekTamu  rocnogaptoBaHHA,
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rpomMaacbkummn ob’eaHaHHAMM Ta/abo rpomagaHamu, B YNpaBAiHHI, BigaHHi abo BNACHOCTI AKMUX
nepebyBatoTb 3a3Ha4yeHi LiHHOCTI, Ta BPaxoBYHTbCA Mig 4Yac NjaHyBaHHS 3axoAiB 3 eBaKyauji
(MoctaHoBa KMY Ne 841 2022).

MKIIM TakoX 3BEpPHY/IOCA KYPHANICTIB Ta aKTUBICTIB YTPMMYBATUCb BiJ, MNOLWMUPEHHA
iHpopMaLii Npo HasBHI cNOCO6M 3axMCTy, BXKUTI My3eamu abo MicLeBMMM MeLWKAHUAMMU, MicLe
nepebyBaHHA abo nepemiweHHA My3eMHUX KONeKuin nig vac BinHW. MNybnikauia abo nepegava
TaKMX AaHUX HenepesBipeHMM ocobam Ta opraHisauiam Haparkae Ha Hebesneky siK noaen, TakK i
mMy3eliHi npeameTtun (MKIM 2022-5).

BapTo TaKoX 3a3HAuYMTW, WO MOBHOLIHHOIMO AOCNIAXEHHA MNUTAaHb OXOPOHWU Ky/IbTYPHOI
CNajlnHM B YMOBAX BiiHM B YKpaiHi Ta NPaKTMYHOI peanisauii BigNOBIAaNbHOCTI 33 NOPYLIEHHA
3aKOHOAABCTBA NPO Ky/AbTYpHY CNAALWMHY Y BITYM3HAHIA HAyui HE NPOBOAMNOCA, @ OKpPeMi CTaTTi,
po3ainn, moHorpadii MatoTb 3araibHUIA ONMCOBUI XapaKTep abo € HUHI HEAKTYaNbHUMM.

Y 38’A3KY 3 UMM, 6€3yMOBHO, icHye NnoTpeba B NOrnnMbaeHOMYy HayKOBOMY AOCAIANKEHHI NUTaHb
Ta YAOCKOHANEHHI HOPMATUBHO-NPABOBMX aKTIB, WO CTOCYOTbCA CHepu OXOPOHWU Ky/NbTypHOI
CNaALMHM Nig, Yac BikHWU B YKpaiHi.

MixKHapopaHe 3aKOHOAaBCTBO Y cpepi OXOPOHU KyNbTYPHOI CNAALWMNHN
i Mi>kHapogHa gonomora YKpaiHi

KyAbTypHi LiHHOCTI Ta KyNbTypHa CNaAlWMHa, WO 3HAaX04ATbCA Ha TepUTopii YKpaAiHM Ta TMMYacoBO
OKYMOBaHMX TEPUTOPIAX, € BNACHICTIO AepKaBKu YKpaiHa, HauioHaNbHMM 6araTcTBOM, HEBIA EMHOKO
CKN3a[0BOK KY/bTYPHOI CNagWwMHN YKPAiHM Ta OXOPOHAKTHCA MiXHAPOAHMM Ta HAUiOHANbHUM
3aKOHOZ,aBCTBOM.

Y 3B’A3KY 3 BiICbKOBO arpecieto pociicbkoi pegepadii npotn YKpaiHu Ta BBeAeHHS YKazom
Mpe3unaeHTa YKpaiuu Big 24 notoro 2022 poky Ne 64/2022 BOeHHOro CtaHy B YKpaiHi BUHUKAA
HarasbHa noTpeba y HafaHHi Ky/JbTYPHUM LIHHOCTAM, PO3TAlLOBAHMX Ha TepuTopil YKpaiHM Ta
ABTOHOMHIM Pecnybniui Kpum Ta micti CeBactonosb, chnewiasbHOro Ta MOCWU/IEHONO 3aXMUCTY
BianosiaHoro ao KoHseHLuii 1954 poky Ta ABOX NPOTOKOAIB A0 Hei (1954 Ta 1999 pokiB).

Ha BMKOHaHHA MNonoXeHb CTaTTi 8 KOHBEHLii Npo 3aXUCT KyAbTYpPHUX LiHHOCTEW y pasi
36poiHoro KoHonikty, crtatti 10 [pyroro npotokony A0 KOHBeHLii Npo 3axucT KyabTYpPHMX
LiHHOCTel y pasi 36poiHOro KOHGNIKTY, a TAaKOX MiXKHapoAHMX 3060B’A3aHb, B3ATUX YKpaiHO 3a
KoHBeHujeto 1954 poky, MKIM niarotosseHo Ta nogaHo Ha po3raaa OpraHisauii O6’egHaHunx Hauin
3 NUTaHb OCBITU, HayKK i KynbTypu (KOHECKO) 3aABKM HA OTPMMAHHA NOCMIEHOrO Ta CneLiasbHOro
3aXUCTYy 06’€KTaM KyNbTYPHOI CNafLnHK, BKAOYEeHUX A0 CnucKy BcecBiTHbOI cnaawmHu KOHECKO
Ta [MonepeaHbOro CNUCKy BcecBiTHLOI cnaawmHm KOHECKO.

MEKIN Takox 3aknnkano FOHECKO nepeHectn 45-Ty cecito 3 pocincbkoi KasaHi B yKpaiHCbKUi
/lbBiB Ta BUMKAIOUYMTU POCIACbKY deaepalilo 3 naB opraHisauii, agke pocia 3 2014 poky
CUCTEMATMYHO MOPYLUYE MiXKHAPOAHE TYMaHiTapHe MpPaBO Ta MiXKHApPOAHiI KOHBeHUji. 46 KpaiH
cBiTY, y4yacHuub HHECKO, BigmoBuancb 6patm ydacte y 45-i1 cecii KomiTeTy BCeCBiTHbOI
CnajlmHM, NOKN MOro o4ontoe pocilicbka dpeaepauia (MKIM, 2022-7, 2022). Komiter KOHECKO
3a,0BO/IbHMB BUMOTY YKPAiHCbKOT CTOPOHM BiAMOBUTUCA Big NpoBeaeHHs cecii B pocii (YkpiHpopm
2022).

YKpaiHa Ma€e CUNbHY NIATPMMKY My3eMHUX KoJier Ta nam’saTKOOXOPOHLiB 3 YyCbOro CBITY.
donomory Hagann 3okpema HOHECKO, MixHapoaHuit KomiteT bnakutHoro wmta, MixHapogHa
paga myseis (IKOM), MixkHapogHa paau nam’aToK Ta BMAATHMX Micub (IKOMOC), MixHapoaHa
paga apxisiB, MikHapogHa papa 6ibniotek, bnaroginHi ¢oHaM, my3ei Towo. La nigTpumka
BMPArKAETbCA B PisHMX popmax — Big iHbopmaLiiHoi A0 ¢iHaHcoBOT abo opraHizauiliHoi gonomoru,
nakyBa/JibHUMW MaTepiafaMu, NPONO3nNLIAMK CTaxKyBaHb abo cTuneHAin ans daxisuis.
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Ba)knnBa ponb HaNEXUTb | YKPAIHCBKMM TPOMAACBKMM iHIiLiaTMBAM, KOTpPi OMiKylOTbCA
3aXUCTOM Ky/NbTYPHOI CNaAWMHN Yy BOEHHWI Yac Ta NiATPMMKOK ¢axiBLiB, AKi ONMHUAMCA B
CKPYTHOMY cTaHOBMLLi Yepe3 6onosi aii abo okynauito (LLUTab nopATyHKy cnagwmHn, MyserHui
Kpusosui LeHTp, Ukrainian Emergency Art Fund Ta iH).

29 yepsHA y JIbBOBI Bigbynacb 3ycTpiy miHicTpiB KpaiH LeHTpanbHo-CxigHoi EBponu Ta KpaiH
banTii. Ha 3anpoweHHA OnekcaHapa TKayeHKa, MiHicTpa KynbTypu Ta iHPopMaLiAHOI NONITUKK
YKpaiHu, A0 Hawoi KpaiHn npubynun npeactasHUKu Monbuti, Yexii, CnoBauyumHn, EctoHii, Jinteuy,
Mongosn, PymyHii, YropwuHu, a npepcrtasHukm JlaTeii npuegHanuce oHnanH. MiHicTepcTBa
KYNbTYypU  KpaiH-y4aCcHMUb 3YyCTpidi nignucann cninbHy Aeknapauito, Ae BigobpaxkeHo
iHTepecu Woa0 PO3BUTKY i CNiBPOGITHMLTBA. BOHW TaKoX 3acygunau Ail pocisiH, WO 3arpoXyloTb
KYNbTYPHil CNaAWmHi 1 KyNbTYPHUM LiHHOCTAM YKpaiHun (MKIMN 2022-8).

3ycunna woao 36epekeHHA KyNbTypPHOI cCnaaLWwmuHu
3 noyaTKkom 6oloBuUX Ai B YKpaiHi 6arato Hepyxomux nNam’saToK y Pi3HUX MicTax 3axuLiatoThb,

06KNaAaouM ix MilLKamMm 3 MiICKOM, AOLWKaMW Ta BCTAHOB/KOKOUM 3aXMCHI KOHCTPYKLT.
Po60T 3 MoOHTaxy y Kuesi

cninbHO i3 Hebaliayxoto
rPOMaACbKICTIO 34iMcHUB i
LdenapTameHT OXOpPOHU

KYAbTYpPHOI cnagwmHn. Cunamm
NiANPUEMLIB Ta BOJIOHTEPIB Y
Kuesi 6yno 3axmuieHo 6m3sbko 30
06’eKrTiB, 30Kpema 3aBAAKK

aKTUBICTam YKpinieHo
UeHTpanbHMin BXxig, TeaTpy Ha
Moponi, 3axMLLEHO BiTpai

BEPXHbOI  CTaHLii  KWIBCbKOro
dYHiKyNepy aBTOpCTBaA BiAOMOro

YKpPaAiHCbKOro XYAO0KHUKa-
T MOHYMEHTaNICcTa IBaHa-
MW o ’ BaneHTMHa 3ag0poHOro. Takox

byno BCTAHOB/IEHO 3aXUCHI
KOHCTPYKLIT  Aana  nam’aTHUKIB
CamcoHy, Bonognmnpy
Bennkomy, Apocnasy Mygpomy,
Mwuxaiiny lpywescbkomy, Tapacy
LLleB4yeHKy, CararigayHomy,
KHATWHI ONb3i, CBATOMY anocTony
AHppito MNepBo3BaHOMY Ta
NpOCBITUTENAM Kupuny i
Medoaito Towwo.

3a MPOEKTOM  APXITEKTYPHOIO

_‘?%'_r":“ﬁ.ﬁ\m‘ 6|‘opo CnaBM Ean6eKa RE
R . S Ukraine. Monuments HanpuKiHui

. , .
In. 3. 3axucHi KOHCMPYKUii 019 nam’asmHuka Muxaliny TpaBHS, 1o NHs Kuesa,

In. 2. 3axucHi KOHCMPYKUii 019 NaM’aMHUKA KHA2UHI Onb3i,
cesmomy anocmosny AHApito [epsoszsaHomy ma
npocgimumenam Kupuny i Megodiro.

IpywescbKomy. AOJATKOBUA  3aXMCT  OTPUMaB
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nepwui nam’atHuk Mwuxa nny
lpywescbkomy. MilKn 3 Mickom
331K HAaBKONO Nam’ATHMKA Ta
[04aNN HOBWMI 3aXMCHUIM KapKac
Ta d¢aHepy, Ha d¢acag 6yno
HaHeceHO o6pucyM nam’ATHMKA Ta
0OAAHO iCTOPMYHY A0BIAKY nNpo
nam’ATHUK YKpaiHCbKOO Ta
aHrnikcbkolo moBamu. [loaibrHy
3aXMCHY KOHCTPYKLiIO BCTaHOBUAU
NoTiM i Ha iHLWMX Nam’ATHMKaX.

Y /lbBOBi YaCcTUHY  06’€eKTiB
iCTOpPMYHOI cnagLwuHu
OEMOHTYBa/IM Ta nNepemictuam B
YKPUTTA, a NaM’aTHUKK, CTaTyi,

e

*Zos S

|

e
Lt

$OHTaHM Ta UEPKOBHI BiTpaxi, AKi
He MO)Ha 6yno [eMOHTyBaTH,
3aXUCTUAN aepes’AHUMU
KOHCTPYKLIAMM Ta 3aropTaHHAM Yy
NNACTUK 4YM iHWI matepiann. 3
BipmeHcbkoro cobopy npubpanu
po3n’atta Icyca Xpucta, sAKke
BOCTAaHHE 3HiManuM nig vac Apyroi

In. 4. JemoHmaxc po3n’amms Icyca Xpucma 3 BipmeHcbKo20
cobopy y /lbeosi.

" 1
ST, rrrerreremrr TR

CBIiTOBOI BiliHM. 3axucty
NbBIBCbKMX  NaM’ATOK  3HAYHO
A0NoMornu €BPONENCHKI

opraHisauii. Tak, i3Monbwi pgo
MiCTa BiANPaBUAM ABa BaroHwu
3aXMCHUX maTepianis
(dailylviv.com 2022).

B Opeci » Ana 3axucty Big
MOM/INBUX PYHHYBaHb OAHOro 3
cumBonis  Ogecn — nam’ATHURY
repuory ae Piwenbe (nam’atHuK [toKy) — ob6Knanm Moro Binblue HiX TUCAYE MIWKIB 3 MiCKOm
(PomaHeHKo 2022).

Hapasi MKIM BXe B AMNHI NnaHye noAaty¥ HOMIHALiMHE [A0CbE iCTOPUYHOIO LEHTPY
nopTtoBoro micrta Ogecr Ha NPUCKOPEHE BK/IKOYEHHA 40 OCHOBHOro CnMCcKy BCECBITHBLOI CNagLlmMHM
FOHECKO. Tlpo nigTpMmKy B LbOMY MNUTaHHI BXe 3aaBMAM NpeaCTaBHUKK ypAAdis Itanii Ta
Himeuyunnun (MosepTainno 2022; 3ybap 2022).

In. 5. 3axucm nam’asmHuka Jroky e Odeci.

PyiiHyBaHHA 06’€KTiB Ky/IbTYPHOI CNAALWMHM | LOKYMEHTYBAHHA BOEHHUX 3/104MHIB

MEKIM cTBOpMANO pecypc ANA HAaNeXHOro AOKYMEHTYBAHHA BOEHHMX 3/104MHIB NPOTU NHOSAHOCTI Ta
06’€eKTiB Ky/IbTYPHOI CNajlWuHN, BUNHEHUX POCIMCBKMMU OKYNaUiMHMMK BilAiCbKaMKW Ha TepuTopii
YKpaiHu: https://culturecrimes.mkip.gov.ua (MKIN 2022-2). MaTepiann MoKyTb 6yTU BUKOPUCTaHi
AK [OKasu ANnA KPUMIHANbHOrO MepecnifyBaHHA MNPUYETHUX A0 3/104MMHIB BiANOBIAHO A0
YKPaiHCbKOro 3akoHoAaBcTBa Yy MiXHapogHOMY KpuMiHanbHOMy cyai B laasi Ta cneuianbHomy
TpubyHani nicnA MOro CTBOPEHHA.
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CtaHOM Ha 24 uepsBHA 2022 poky MiHicTepcTBO KynbTypu Ta iHGOPMALIMHOT NONITUKK
YKpaiHm 3adikcyBano 396 eni3oaiB BOEHHMX 3/104MHIB POCIAH NPOTU YKPAIHCbKOI Ky/NbTypHOI
cnagwunm (Tyt i gani — MKIM 2022-4).

Halbinbwe 3104mMHiB 3adikcoBaHO Ha XapkiBLuHi. Mo obnacTi — ue 97 enizoais, 3 HUX — 80 y
caMoMmy MicTi Ta Moro okoaunuax. Ha JJoHeYunHi 3a40KYMEHTOBAHO — 92 3/10MMHMU, 3 HUX 61 — B M.
Mapiynoni. 70 enisogais 3adikcoBaHo B KuiBcbKilh obnacTti. Hanbinbwe — 44 — B byyaHcbKomy
palioHi. Takox 38 eni3oais — B YepHiriBcbkin, 32 — B J/lyraHcbKil, 28 — B CymcbKilt obnactax. Takox
3adikcoBaHo B 3anopisbkilt obnacti — 13 enizogis, B -Kutommnpcbkin — 6, B M. KneBi Ta XepCoOHCbKIn
obnacti — no 5 enisoais, B MuKonaiscbkin obnacti — 4, B [IHinponeTpoBCcbKi obnacti — 3, B
Opecbkint — 2, B JIbBiBCbKi — 1.

Hapasi BigoMO npo NOBHY pylHaUito 9 06’€KTiB Ky/AbTypHOI cnagwuHM Ha [OoHeyuuHi,
KuiBwmHi, CymLKMHI Ta HepHIriBLWMHI, a CTaH we 25 3aAMWaETbCA HEBIAOMMM. 3 YCiX MOLWKOAKEHUX
byaisenb 58 — 3a3HaNM BaXKKOro CTyNeHA yparkeHHA, 123 — cepeaHboro, 173 — nerkoro.

Hapasi pociaHamn B YKpaiHi nowkoaeHo 123 06’eKTU KynbTypHOI cnagwmMHu. MocTinHi
0o6CTpinn, pakeTHi Ta 6omb60Bi yaapu npussenu A0 pyhiHyBaHb 21 Mam’ATKM HaALiOHANbHOMO
3Ha4YeHHA, 95 — micLLeBOro 3Ha4yeHHA Ta 7 — WOMHO BUABAEHUX 06’ EKTIB KyNbTYPHOT CnagLWwuHN.

3aranom nowkoaxeHo 100 o06’eKkTiB UiHHOI icTopuYyHOi 3abygoBu, Ta Hambinble
nocTparkganun peniriiHi cnopygn. OKynaHTM 3HUWKMAKM Y nowKoamnun 144 peniritHi cnopygu. 3
HuUx 51 — nepebyBae Ha 061Ky AK Nam’aTKa icTopii, apxiTeKTypu Ta mictobyayBaHHs abo UiHHa
icTopuyHa 3abyaosa.

Bopor 3HMwWwmB B YKpaiHi 43 memopianbHUX Nam’aTHUKK, 31 ByAiBAO Ta KOMMIEKCU MY3€iB i
3anoBigHuKiB, 79 cnopyn, 6yauHKiB KyabTypu, TeaTpiB Ta 6ibnioTek, a TakoX AesAKi iHWi 06’ekTn
LiHHOi icTopuyHOi 3abyaoBu. BHacnigok 6o0iMoBMX Ailf 3a3HaAM NOWKOAMKEHb | Mam’ATKK

CTaHOM Ha 24/06/22

3 9 BO€EHHI 3/IOMUHU POCIMCbKUX BIUCbK NMPOTU KYJ/IbTYPHOI
CNAALWMNHU YKPAIHU, 3APIKCOBAHI MKIN

3/104UHU 3AGIKCOBAHI HA TEPUTOPII 13 OBJIACTEN YKPATHU TA B M. KUEBI: OB'EKTU KY/ITYPHOI CMAALWMUHU

97 - B XapkiBcbkiii o6nacri 6 - B XX1TOMUPCHKili o6nacTi 123 OB6'eKTU Ky/IbTYPHOI CNaALLMHM 3a3HaNu pyiHaLin Ta

92 - B [loHeL|bKill o6nacTi 5 - B M. Kviesi NOLUKOAKEHb BHACNIAOK O6CTPINIB OKyNaHTIB.

70 - B KniBcbKiit o6nacTi 5 - B XepcoHcbKili obnacti Lle naM'sTKn apXiTeKTypu Ta MiCTO6yAyBaHHS:

38 - B YepHiriBcbkilt obnacri 4 - B MukonaiBcbkiii o6nacTi @ 21 nam’sTKa HaLoHaNbHOrO 3HaUeHHS!

32 - B JlyraHcbKili obnacri 3 - B [IHinponeTpoBchbKili o6nacTi @ 95 MiCLLeBOro 3HayeHHs

28 - B Cymcbkilt o6nacTi 2 - B Opeckkiii o6nacTi ® 7 WoiiHOBNABNEHNX 06'EKTIB KyNbTYPHOI CNaaWMHI

13 - B 3anopi3bkili obnacTi 1 - B /lbBiBCbKili 06nacTi @ 100 06'exTiB LiHHOI icTOPUYHOI 3a6yA0BY

3A3HA/IU PYMHALLIN TA MOLLKOAIKEHbD: PENITIAHI CMOPYAU HAMBI/NbLLE NOCTPAXKAANU

BIl OKYMAHTIB
® 43 MemopianbHKX NAMATHYKU Ha YeCTb ICTOPUUYHUX 0COBUCTOCTEN Ta nogil XIX - @ 144 cnopyav 3HULLEHI a6O MOLIKOAXEHI

noyatky XXI cT.
@ 51 3 Hux nepebyBatoTb Ha 06AiKy K MaM'ATKY icTopii,
@ 31 6yaiBns Ta KOMMAEKCK My3eiB i 3anoBIAHVIKIB apxiTekTypu Ta MicTobyAyBaHHA

@ 79 cnopya 6yavHkiB KynbTypw, TeaTpis Ta 6i61ioTek, a TaKOX AesiKi iHLLi 06'eKTu
LliHHOT icTopuYHOI 3abya0BuU.

[JlonomaraiiTe ¢ikcyBaTV 3104MHN P Ha HaLiOHaNbHIN NnaTpopmi
https://culturecrimes.mkip.gov.ua/

Lli maTepianu 6yAyTb BUKOPUCTaHI K A0Ka3U AN KPUMIHANBHUX NPOBaAXeHb NPoTu
POCINCHKNX 310UMHLLIB.

m ROm PVIZHYBA'HHﬂ OB'EKTIB KY/IbTYPHOI CNAALWHM -
| BOEHHWU 3/T0O4UH 3A TAA3bKOIO KOHBEHLIEIO 1954 POKY

i

In. 6. IHhomauis U000 BOEHHUX 3/104UHI8 POCIliICbKUX 8iCbK MPOMU KysaAbmypHOI cnadujuHu YKpaiHu 3
oghiuitiHozo catimy MKITI.
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apxeosiorii.Jna Hao4HOi AeMOHCTpa uii macwTtabis pyMHauii YKPAiHCbKUIA KynbTypHUA POHA
3anNycTmB iHTepakTUBHY «Many KynbTypHuUx BTpaTt». Mana pA[ocTtynHa 3a NOCUNAHHAM —
https://uaculture.org/culture-loss (YK®, 2022).Micna niateeparkeHHa iHdopmauii Ha pecypci
MKIM (https://culturecrimes.mkip.gov.ua) aaHi aBTomaTMyHO BigobparkaloTbea Ha mani YKO.

IHTepakTMBHY Many 6yno ctBopeHo i [ep)kaBHow cnyb6ot0 YKpaiHWM 3 eTHOMONITUKM Ta
csoboam cosicti (AECC, 2022). BoHa aae 3mory nobauynty BCi MOWKOAMKEHI cnopyau AyXOBHOroO
3HayeHHA Ta BUOpaTK BidyanisaLito 3a penirinHoto CrinbHOTOH.

Depycndikauin, peKomyHisauia y cpepi OXOpOHU KyAbTYPHOI cnagwuHun B YKpaiHi

MoBHoMaclTabHa BiliHa B YKpaiHi 3 HOBOIO CMN0I0 MOpPYLUMAA NUTAaHHA NonynspusaLii yKpaiHCbKoT
Ky/NbTYpPM Ta 3aMilleHHA POCIMCbKOI | pagAHCbKOI cnagwMHu. 3anuMT Ha 3aMiHy pPOCINCbKIn
CNagWmHi Hag3BMYaAMHO aKTuBidyBaBcA. OAHAK AeAki Nam’ATHMKM Ta CKYAbNTYpPW, fAKI MatoTb
PaAsHCbKY UM POCIMCbKY CKNaaoBy, BOAHOYAC MatOTb CTAaTyC 06’€KTIB KyAbTypPHOI cnaAlwmHun. ona
Takux O6’eKTiB MOBMHHA BMpiWYBaTUCb BiAMOBIAHO A0 YMHHOrO 3aKOHOAABCTBA NPO Micuese
CaMoBpPAAYBaAHHA, a TAKOXK 3aKOHOA4ABCTBA Y cHepi OXOPOHU KyAbTYPHOI CnagLWwmHMN.

MKIM pasom 3 YKpaiHCbKMM iHCTUTYTOM HauioHanbHOi nam’aTti  3ibpanu Kao4voBy
iHbOopMaL,ito Woa0 3aKOHOZABYOI PaMKM  BiAMOBIAHMX MpoueciB, npouegyp Ta posnoainy
NMOBHOBAMKEHb MiXK OpraHamm MicLeBOi Ta LeHTPabHOI BAaan Yy UMX NUTaHHAX (po3’acHeHHAa MKIM
2022). 3a3HaunMmo AeAKi 3 HUX.

TaK, nepeMmeHyBaHHA BY/WLb, NPOBY/KiIB, MPOCNEKTIB, MN/OLL, NapKiB, CKBEPiB, MOCTIB Ta
iHWKMX cnopyq, PO3TalOBaHUX Ha TepuTopii BigNOBIAHOIO HACENEHOro MNYHKTY, HANeXuTb 40
NMOBHOBAMEHD CiJIbCbKUX, CEIULLHUNX, MICbKUX Paa.

JemMoHTaXX MOHYMEHTIB, WO He MaloTb CTaTycy Ob6’eKTa Ky/nbTypHOI cnaguwuHu abo He
06/1iKoBaHi Ha/IeXXHUM YMHOM, BUPILLYIOTbCA BAACHUKOM TaKoro ob’ekTa i 103Bi/1 OpraHiB OXOPOHU
KYNbTYPHOI CNaALWMHN B LLbOMY BUMNAAKY He NoTpibeH.

CTocoBHO 06’€KTIB, AIKi MatoTb BigNOBIAHMI NPaBOBMI CTAaTyC 06’ €KTa Ky/NIbTYPHOI CNaALWMHW,
TO Yy [AaHOMy BMNaAKy AOLUiINbHO po3rnAagaTh BapiaHTUM 3HATTA BignosigHoro cratycy abo
nepemiwteHHA 06’ekTa KyNbTypHOI CNaALWMHW.

PiweHHs nNpo BWAy4YeHHA, 3HATTA 3 06Ky Ta nepemilleHHA NPUMMaE BiANOBIAHWI opraH
3a/1e}KHO Bif, cTaTycy 06’eKTa, KaTeropii nam’ATKK TOLLO, 30Kpema:

® WO0A0 BUAYYEHHA 3 PeecTpy, nepemiweHHA nNam’ATKM HALIOHA/NIbHOrO 3HaYeHHA —
KabiHeT MiHicTpiB YKpaiHu;

® 040 BUNYYEHHA 3 PeecTpy, nepeMilleHHs nam’aTkM micueBoro 3HaveHHa —MKIMT;

® 040 NpoBeAeHHA PobiT Ha Nam’ATKax HalioHa/IbHOro 3HayeHHsA — MKITT;

® WOoA0 3HATTA 3 00iKy WONHO BMABNEHOrO O6’€EKTa — OpraH OXOPOHW KyNAbTYPHOI
cnagwmHu obnacHnx, KMIBCbKOi MiCbKOi iepsKaBHUX aiMiHiCTpaLLii;

® WoA0 npoBefeHHA pPobiT Ha WOWMHO BUABNEHMX OO’eKTax, Mam’ATKax MicueBoro
3HaYeHHA — OpraH OXOPOHM Ky/bTYPHOI claAWMHM o0b6nacHux, KWiBCbKOi MicbKoi
OepXKaBHUX agMiHicTpauii.

MNoTpebyloTb ocobnumsoi yBaru i 6ibnioteuHi doHam YKpaiHn. B ymoBax 36poliHOi arpecii
pocificbKkoi deaepauii npoTn YKpaiHM aKTyanisauia 6i6niote4Hnx ¢oHAiB € HeobxigHO Ta MaE
BifibyBaTMCA BUBAXKEHO, 3 ypaxyBaHHAM BuAay 6ibnioTeku, i 3 3aCTOCyBaHHAM iHAMBIAYaNbHOTO
nigxoAy A0 KOXHOI KHUTU, fiKa 3bepiraeTbea B ii poHA,.

AK cBigyaTb pe3ynbTaTU AOCAIAMKEHHA 3arafbHUi GoHAa nybniyHux 6ibnioTek YKpaiHm
(cinbCbKMX, cenniLHMX | MiCbKMX) cKnagae manxe 154,5 maH oanHuub. Mpu UboMYy KHUXKKK, BUAAHI
0o 1991 poKy, cknagaoTb noHag 50 % doHais 40,8 % micbkux 6ibniotek i 50,4 % CiNbCbKUX Ta
cenvuHux 6ib6niotek (MKIM 2022-1).

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2022.1(13) | 58



PRESERVATION OF CULTURAL HERITAGE

[eTanbHiwe 3 nUTaHHAMKM PO3BUTKY 6iGNiOTEUYHOT cnpaBu Ta WOAO0 OpraHisauiiHO-NpPaBoBMX
MEXaHi3MiB aKTyanisauji 6ibnioteyHnx ¢oHAIB MOXKHa o03HaliomuTMca B PeKomeHpaauinx
MiHicTepcTBa KynbTypu Ta iHGOpPMaLIMHOT NONITUKM YKpaiHWM WoAO0 aKTyanisauii 6ibnioteuHmnx
doHAiB y 3B’A3Ky 3i 36poliHOI arpecielo pocilicbkoi deaepauii npotn YkpaiHu (PekomeHpaauii
MKIM 2022).

OxopoHa HemaTepiaNbHOi Ky/IbTYPHOI cnagwmHu B YKpaiHi

KyxoHHa wadKa Ta NiBHMK BACUNbKIBCbKOI Manoniku 3 bopoasaHKKM CTaB CNpaBXHIM CMMBOIOM
CTiMKOCTIi Nif Yac pocincbKOro BTOprHeHHA B YKpaiHy, iX HaBiTb 6yn10 My3eedikoBaHO Ta nepeaaHo y
¢oHpa, HauioHanbHoro myseto Pesontouii TigHocTi (KpeyeTtoBa 2022). HaBKOAULWHIO MicueBicTb Ta
camy CTiHy i3 WwadkKoto 6yno 3adikcoBaHO 3a LONOMOroH APOHA ANA CTBOPEHHA B nogasbluomy 3D-
mogeni. 3a npunyLeHHAM cneLianictis, NiBHMKA CTBOPUAM Y KiHUi 1950-x yn HanoyaTky 1960-x
MaNcTpM 3aBoay — nNoApyks Banepia Ta Hagii [MpoTtop’eBux. HeouikyBaHa nonynspHicTb
60pOAAHCHKOrO MiBHMKA BUKAMKaNa 36iNblueHHA iHTepecy A0 BacW/IbKIBCbKOI ManofikM Ta Ao
penik NiBHMKA 30Kpema.

HewopnaBHo 4o KociBcbKoi
perioHanbHOI opraHisauii
HauioHanbHoi  CninkM  XyLO0XKHUKIB
YKpaiHn goctaBuan obnagHaHHA ans
KepamiyHOro uexy, LWo JA03BOAUTb
Bi4HOBUTM BUPOOHMLTBO KOCIBCbKOI

Kepamiku, o BHecCeHa 4o
PenpeseHTaTMBHOrO CMUCKY
HemaTtepiaabHOI XYA0KHbOI

cnagwmHu NoAcTBa HOHECKO.
BurotoBneHHA 3ynnMHUAM Yepes Te, Wo
MaNCTpU He MOraM nepepobnsaTm
cmposuHy. Ane  Tenep  BAasocA
BifJHOBUTU MOBHWI LMK BUPOOHMULTBA
Kepamikm (MKIM 2022-3).
HapszBunuyaHoo nogieto B
KY/bTYpHi cdepi ctano Te, wo 1
NMNHA  Ha  5-my  nosayeproBomy
3acigaHHi MixypagoBoro kKomitety 3
OXOPOHM HemaTepianbHOI KyAbTYpPHOI
cnagawmHu HOHECKO eNleMeHT
«KRynbTypa NPUroTyBaHHA
yKpaiHcbKkoro 6opuy» 6yno BHeceHo
00 CnNucKky HemaTepianbHOI KYbTYPHOI
cnagWwmHuy, Wo noTpebye HeranHoi
oxopoHu (MKIM 2022-6). MiHicTp
Ky/bTypu Ta iHpopmaLuinHOi noniTuKkn
OneKkcaHap TKaYeHKO HaBiTb Oron0CUB
npo cnpasxHin #borschtchallenge, go
In. 8. locmaska 065100HAHHA 017 KepamiyHo20 uexy AKOTO  MOXe [AONYYUTUCA KOXKEH —
y m. Kocie IsaHo-®paHKiecbKoi 0611. NoTpibHO TiNbKM npuroTyBaTn bGopuy,
NoAiNNTUCA PeLLeNTOM Y COLMEpPErKaX,
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NOCTaBUTKM XewTer Ta nepeaaTtv ectadeTy iHWKUM (TKayeHKo 2022).

AK 6aumMmo, HemaTepiasibHa Ky/nbTypHa cnaguwuHa AEMOHCTPYE BaX/IMBY pPOJib Mifg 4ac
36pOMHUX KOHONMIKTIB Ta HaA3BMYAMHMX CUTyauin. HMHI BCi yKpaiHUi 3rypTyBasvcA Ta pPasom
A0MoOMaraloTb CBOIM AepyKaBi Ta 3axMCHWKam. barato 6aHAYpwUCTiB Ta My3MKaHTIB cniBaloTb Ta
rpatoTb A4 BiMCbKOBWX, BOJIOHTEPIB, NepeceneHLliB Ta KUTeNiB MICT, opraHi3oByoTb biaroginHi
KOHLepTU Ta BUCTYNM B YKpaiHi Ta 3akopgoHom. |, AK 3a3Hauyuna, yKpalHCbKa XyAOXHUUA,
ikoHonucuua |BaHKa Kpun'akesuuy-Aumug B ogHomy iHTeps'to (TuwieHKo-/lamaHcbkun 2022):
«3apa3 HeMaE€ XyAO0XKHUKIB Ta NMOETiB — 3apa3 yCi CONAATU YKPATHCLKOTO GPPOHTY».

3axoaum wWwoao Biabyaosu YKpaiHu

Hapasi LeHTpa/bHUMKM OpraHn BMKOHABYOI BNaAM Po3pobnATbCA MiAXOAW Ta 34IACHIOTLCA
3axogM wWwopo Biabyaosu VYKpaiHn. KabiHeTom MiHicTpiBe YKpaiHu 3atBeppgikeHo [opagok
BM3HAYeHHA WKoaM Ta 36MTKIB, 3aBAaHMX YKpaiHi BHacnigok 36poiHoi arpecii PociicbKoi
depepauii (noctaHoBa KabiHeTy MiHicTpiB YKpaiHu Big 20 6epesHs 2022 p. N2 326), y skomy,
30KpEeMa, BU3HAYEHO OKPeMUI Hanpam — BTPATU KynbTypHOi cnagwmHu (MoctaHoBa KMY Ne 326
2022).

BepxoBHoto Pagoto YKpaiHM nNpuUMHATO 3aKoHonpoekT Ne 7282, AKMM, NPONOHYETbCA
3anpoBagMTM MicTobyAiBHI NMporpamm BigHOBNEHHA PEriOHIB Ta HACeNeHUX MYHKTIB YKpaiHn —
NPOrpamu KOMMNEKCHOTO BigHOBNEHHA o0b6nacTei, TepuUTOpiA TepUTOPIaNbHUX TPOMAL, uu ix
YyacTMH. Y nporpamax 6yayTb nponucaHi Kpoku 3 BigbyAoBM, WO MNOEAHYIOTb AK MUTAHHA
MicTObyayBaHHA, TaK i COLiaNbHO-€KOHOMIYHOIO pPO3BUTKY, BUPIlIEHHA iHOPACTPYKTYPHMUX,
€KOJIOTYHUX Ta iHWMX 3aBAaHb. [porpama KOMMNNEKCHOrO BiAHOBAEHHA TEPUTOPIi TepUTOpianbHOI
rpomaam (it YaCTMHKU) PO3pPOBAATUMETLCA 33 PilLEHHAM BMKOHABYOrO OPraHy CiZIbCbKOi, CENULLHOI,
MIiCbKOi pagu i Mae BKAWOYATU aHani3 HeraTMBHUX BMMBIB, WO NpuU3BenM A0 HeobxigHocTi
po3pobaeHHA Nporpamu, Ha TPAAMULINHUIA XapaKTep CepefloBulLia, iCTOPUYHI apeann HaceneHux
Micub, 06’€KTU KynbTypHOI chlagwuHK; iHGOopMmaLuito Npo LWKoAy, 3anoaiaHy 60MoBMMUK Aiamu,
TEPOPUCTUYHUMM aKTaMMK, AMBEPCIAMM, HAA3BUYAMHMMMKM CUTYaLiAMM, 30Kpema, o06’ekTam
Ky/IbTYPHOI cnaguwmHn (3Y Ne2254-1X, 2022).

BoaHouac Hapasi icHye HeobXigHiCTb MiAroTOBKU Y3roAKEHOro MO3ULIAHOIO AO0KYMEHTY
WOoA0 NNaHy BiAHOB/EHHA YKPaAiHM, WO OXON/OBAaTUME AK KOOPAMHAL0 PO3N0oYaTUX NPOEKTIB,
TaK i BNPOBaAXEHHA HOBMX AEpPrKaBHWUX iHiLiaTMB, 3ag1A 06’€AHAHHA 3yCUMAb 3 MiKHApPOAHUMM
napTHepamm, 3naroaeHoi poboTn BCix opraHiB Bnaau Ta 3anydyeHux creihkxongepis. Ocobausy
yBary BapTO MNPUAIANTM OXOPOHI KyNbTypHOI CnagluMHK, a came AOCNigKeHHI, KOHcepBauil,
peabiniTauii, pecrtaBpalii, PeMOHTY, NPUCTOCYBaHHIO Ta My3eediKalii OO6’eKTiB Ky/NbTypHOI
CNAALWMHM, WO NOCTPaXKAaNM BHACNiAOK 36poiiHoi arpecii (OxpimeHko 2022).

MacwTtabHa MixHapoaHa KOoHdepeHLia 3 NUTaHb BiAHOBNEHHA YKpaiHM, Yy AKiA NAaHyOTb
B3ATW y4acTb npeactaBHMKM 40 KpaiH Ta 18 opraHisauii, 3annaHoBaHa 4-5 nunHs B
WwBenUapcbkomy MicTi JlyraHo. YKpaiHa Ma€e npeactaBuTM Tam nnaH Biabyaosu «YKpaiHa-24»,
CBOEPiAHMI «nnaH Mapwanna» ans YkpaiHu (fonoc Amepukn 2022).

Kpim TOro, HewoaaBHO CTano BiAOMO, WO MJaH BiAHOBNEHHA YKpPaiHW OLIHIOETbCA Ha
cborogHi B 750 minbAapais nonapiB, OCHOBHUM AKepesiom BiabyaoBW Aep’KaBM MOBWUHHI CTaTu
KOoH®icKoBaHi akTUBM Pocii. Ha po3BUTOK KynbTypu Ta cnopTy mae nitn 20 mapa aonapis (/leoHoBa
2022).
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BucHoBKM

YKpaiHa Ma€ 3HA4YHY KiNbKiCTb apXeOoNOoriYHUX, iCTOPUYHUX, apXITEKTYPHUX O6’€EKTIB Ky/NbTypHOI
cnagwmuu, ane i 6e3niy TpyaHOLLIB y X 36epekeHHi, 0cob6MBO B yMoBax BiHWU. Tomy Hapasi icHye
notpeba B MNOrMMGAEHOMY HAyKOBOMY [AOCAIAMKEHHI MWUTaHb Ta YAOCKOHAaNEHHI HOPMAaTUBHO-
NPaBOBMX aKTiB, WO CTOCYIOTbCA CHEPU OXOPOHM Ky/IbTYPHOI CNAAWMHN Nig Yac BiiHWM B YKpaiHi.
YKpaiHa Hapasi TaKoXX Ma€ CUbHY MIATPUMKY My3eMHMX KOJer Ta nam’ATKOOXOPOHLLB 3 YCbOro
CBiTY, 30KpeMma 3 Monbui, Yexii, CnosauyumHu, EcToHii, JInteu, J1aTeii Ta iH. 3 noyaTKOm 60MOBUX AN
B YKpaiHi 6araTo Hepyxomux Mam’aTOK Yy pi3HMX MicTax, ocobamso B Kuesi, JlbBoBi, Opeci
3axumLLatoTb, 06KNaAA0UM X MilLKaMK 3 MICKOM, AOLWKaMW Ta BCTAHOB/HOKOUM 3aXMUCHI KOHCTPYKLI.
OpHak cTaHOM Ha KiHeub 4YepBHA MKIM 3adikcoBaHo 6amn3bko 400 eni3ofiB BOEHHWUX 3/104MHIB
POCIAH MPOTM YKPAIHCbKOI KyNbTypHOI cnagwuHu. NMoBHOMacwTabHa BiMHA B YKpaiHi 3 HOBOW
CMIOI0 MOpyWMAa NUTAHHA MonynApu3auii YKPAiHCbKOI KynbTypu Ta 3aMillleHHs POCIACBKOI i
pagAHCbKOI CNaALWmMHKM, 3pic NONUT | Ha HemaTepianbHy KynbTypHY cnagwmHy. BogHoyac Hapasi
iCHYE HEeobXigHICTb MiArOTOBKM Y3roAKeHoro nosuuimHOro AOKYMEHTY WOoA0 NAaHy BiAHOBAEHHA
YKpaiHu, y skomy ocobaunBy yBary BapTo NPUAIAUTM OXOPOHI KY/NIbTYPHOI CNagLuHW.
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OXopoHa KynbmypHOi cnaduyuHu 8 ymosax 8iliHu 8 YKpaiHi:
3a0KOHO0ascmeo ma nNpakKmuy4Hi acnekmu peanisayii

Y cmammi po3ensHymo OCHO8U 3aKOHOOAecmea YKpaiHu y cgepi OXOpOoHU KynbmypHoOi
CnaOWuHU, MOBHOBAXKEHHA OP2aHI8 OXOPOHU KyaAbmypHOI cnaduyuHU ma yeHmpasbHo20 OpeaHy
BUKOHaB40i 81adu — MiHicmepcmea Kysaemypu ma iHgpopmauiliHoi noaimuku YKpaiHu 3 numaHe
OXOPOHU KynbmypHoi cnadujuHu, 30a2a7abHi MUMAHHA CMOCOBHO €8AaKyauii KynbmypHUX
uyiHHocmelti. [lpoaHanizo8aHO MIiHCHAPOOHe 30KOHOOAB8CMBO Yy cgpepi OXOPOHU KyAbmypHOI
CnaduwuHU ma MixHapPoOHy 0onomozy ma niOmpumMKy YKpaiHu 6 ymosax 8iliHu, y momy qucni
OpeaHizayii 06’edHaHux Hayili 3 numaHb oceimu, Hayku i Kyaemypu (HOHECKO). BusHa4yeHo
3ycunnsa opaaHie OepuasHoi enadu, nionpuemuyis, epomadcbKocmi ma akmusicmie 051
36epexceHHs KysbmypHOi cnadujuHuU, 30Kpema w000 3axucmy Hepyxomux nam’smok ma
nam’smHukie 6 Halibinbwux ykpaiHcekux micmax (Kuie, /lbsis, Odeca). Oxapakmepu308aHoO
pylUHy8aHHA 06’ekmis KyanbmypHOI cnadujuHuU ma OOKYyMeHMYyB8aHHA B0EHHUX 3/04YUHI8 npomu
nosHocmi ma 06°’ekmis  KynbmypHOi cnadujuHU, B64YUHEHUX PoCilicoKUMU OKynauiliHumu
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gilicokamu Ha mepumopii YkpaiHu. [To0aHO KOpomKy cmamucmuky eni3o0ié 80EHHUX 3/104UHI8
POCIfIH NPOMu YKPAiHCbKOI KyaAbmypHoI cnaduwuHu (3a obaacmamu, suoamu 06’ekmie KysbmypHoi
cnadwuHU mouwjo). Poskpumo acnekmu Oepycugikayil, OeKomyHizayii y cgepi 0XopoHU
Ky/s1bmypHOIi cnaduwyuHuU 8 YKpaiHi 3 noyamky 8iliHuU ma rno8HOBAMEHHA 0p2aHi8 0epHasHOI 81a0u
w000 0eMoHMaxcy MOHyMeHmie, Wo He Mmarome cmamycy o6’ekma KynemypHoi cnaduwuHu abo
He nepebysaromb Ha 006siKy, BUAYYEHHA, 3HAMMSA 3 067iKy ma nepemiuwjeHH 06°ekmie
KynemypHoi cnadwuHu. lopyweHo numaHHA akmyanizauyii 6ibaiomevyHux ¢poHOi8 y 38°A3Ky 3i
36poliHoto aepeciero pocilicbkoi gedepauii npomu YKpaiHu. 3a3Ha4yeHO 0cobsusocmi OXOpoHU
HemamepiasnbHOI KyabmypHOoi cnaduwuHu 8 YKkpaiHi ma ii pone nid Yyac 36poliHux KoHgaikmie ma
Haod3su4aliHux cumyayil. BkazaHo nodanswi 3axo0u w000 8i0bydosu YKpaiHu ma nid2omoeKu
nAaHy 8i0HOBAEHHA YKPAiHU.

Knruosi cnosa: KynbmypHa crnadujuHa, OXOPOHA KyabmypHoi cnadwuHu, o6’ekm KysnemypHoi
CNaduWjuHU, Nam’amku, Hepyxomi nam’amkul.
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MapuHa OxpimeHKo, mazicmp nybniyHoz2o ynpaseniHHA ma admiHicmpysaHHA, MiHicmepcmeo
Kynemypu ma iHgpopmay,iliHoi nonimuku YkpaiHu (YkpaiHa).
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CYYACHUI NIAXIA A0 NPOLIECY OXOPOHWU MATEPIA/IbHOI KY/IbTYPHOI CNAALLMHMU
YKPAIHW B KOHTEKCTI BUBPAHUX NMPUK/NALIB EBPOMEMCbKOro AOCBIAY

Neca NaHynak

Modern Approach to the Process of the Material Cultural Heritage Protection in the
Context of the European Experience’ Specific Cases

Lesia Hanuliak

Cultural property is the heritage that defines and constructs our identity. We share responsibility
for its protection. The important thing is the approach to cultural property and its respective
protection and restoration. This article tries to understand the mechanisms used to prepare
facilities for restoration properly. Trends and examples of countries that have faced similar
challenges in protecting the cultural heritage we face in Ukraine are discussed. The article
describes a new holistic approach to researching and preserving cultural property called
'restoration design.' The role of the art restorer as an interdisciplinary specialist, who can be a link
between representatives of different disciplines of science and art in restoration, has been
determined. This new approach to protecting and preserving cultural property, which has existed
for many years in Western Europe, was also applied and discussed in concrete examples of
restoration projects in Western Ukraine. It has been determined that such a model certainly
improves the overall approach to the preparatory process and the implementation of works
related to the protection of the material heritage. The increasing role of the art restorer is
perfectly consistent with this pattern. The restorer ensures a holistic approach to the cultural
heritage object concerning its historical and artistic values. Proven models from other countries
can be the basis for further discussion of the future of restoration in Ukraine.

Keywords: restoration, cultural property protection, restoration design, conservation
documentation, restoration ethics

Ha pi3HMx eTanax MiArOTOBKM Ta Nif 4Yac NpoBeAEeHHs pecTaBpauiiHUX pob6IT Ha nam’ATKax
MOHYMEHTa/IbHOro MMCTelTBa HeobxigHa cniBnpaua ¢axiBUiB pPi3HUX ranyse Hayku. TaKa
CninbHa AisNbHICTb NOKAMKaHa CnpuATK 30epeXkeHH0 06’EKTIB KY/bTYPHOI CNaAWnHN, a OTXHKE €
OOCATHEHHAM pecTaBpaLiiHMX Ta Nam’ ATKOOXOPOHHUX Linei.

KoxXHa nam’siTKa € opuriHanbHOW, Ma€E cBOi 0COBAMBOCTI Ta PI3HOMAHITHI MPUYUHM i
HacNiAKM YWKOAXKEHD. 3BaKatoumM Ha Le, A0 NpoLecy pectaBpaLii matoTb OyTK 3any4deHi daxisui
Pi3HUX [AINAHOK HAyKM. B KOXHOMY OKpemoMy BMMAAKYy Ue MOXyTb OyTn apxiTekTopw,
KOHCTPYKTOPMU, iHXKEHEepU, reosiorn, reo4esnctu, Ximiku, Gisvkmn, apxeonorm, MMCTeLTBO3HaBLI 1, y
3anexKHocTi Big noTtpeb, daxiBui iHWKMX ranyseir. HesamiHHMM y4yacHMKOM Ujel KOmMaHAM
npodecioHaniB mae 6yTn cneuianict, YMim paxom € pecTaBpaLlia TBOpiB MMUCTeLTBA — PecTaBpaTop.
Y uilt cTaTtTi akueHTyoTbca came YHKLiT pecTaBpaTopa Ta MOro pPosib B yXBaJIEHHI pilleHb Nig yac
NiAroTOBKM Ta BMKOHAHHA KOMMJIEKCHMX pecTaBpauiiHux pobiT Ha nam’sTKax apxitektypu. Mig
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pecTaBpaTopoOM Malo Ha yBa3i He OAHOro cneujanicta, a rpyny npodecioHanis, HeobXigHUX y
KOXKHOMY OKpeMOMY BMUMNAAKY.

MpobnemaTnka nNonArae y TOMy, WO PECcTaBpaTOp-NpPaKTUK, HE3BaXKalouM Ha cneuianbHy
MiXancumnaiHapHy OCBITY Ta BianoBiaHi KBanidikauii, He € piBHONPABHUM YyYaCHMKOM npouecy
CTBOPEHHA HAYKOBO-MPOEKTHOI AOKYMEHTaLLii, NpoBeAeHHA KOMMNAEKCHUX AOCAiAKeHb nam’aTKu
Ta YXBaNE€HHA BaXX/MBUX TEXHIYHUX Ta TEXHIKO-TEXHOMIOTYHUX pilleHb, WO BNAMBAKOTb Ha Xif,
ManbyTHIX pecTaBpauiiHmx pobiT, Ta YacTo He 6epe y4yacTi B NPUMAHATTI pilleHb, WO CTOCYTbCA
KOMMNJIEKCHOI pecTaBpaLii nam’aTku.

B nyHkTi 3.11 [eprkaBHuUX byaiBénbHux HOpm YKpaiHm A.2.2-14-2016 3HaxoAMMO TakKe
BM3HAYeHHA: HayKOBO-MPOEKTHA LOOKYMEHTALiA, Le — «CYKYMHICTb TEKCTOBMX Ta rpadivyHux
maTepianis, AKi Ha Pi3HMX CTAZiAX NPOEKTYBAHHA BM3HA4YalOTb KOHLENTYasbHi Y1 NPUHUMNOBI
apPXIiTEKTYPHi, MicTOOYAiBHI, iHXEHepHi, KOHCTPYKTMBHI, TEXHONOFYHi Ta iHWIi piWeHHs,
CnpAMOBaHi Ha 36epexeHHA nam’aTku» (OBH A.2.2-14-2016. 2017, c.2). TyT B cNoBi «iHWi»
MIiCTATbCA TaKi BarkAuBi gna 30epexeHHA Mam’ATOK «pecTaBpaliiHi pilleHHs» Ta HayKa, Wwo
3aMMa€TbCA pecTaBpauieto. PectaBpaTop 6epe yyacTb /uvwe B TiM YAaCTUHI HAaYKOBO-NMPOEKTHUX
POO6IT, WO BiAHOCMTbLCA A0 AOCNIAXKEHHA OKpeMoro TBopy mucteursa B nam’atui (ABH A.2.2-14-
2016. 2017, n.6.8.1, c.6) BM3Ha4YeHi KoHuenTyanbHux (ABH A.2.2-14-2016. 2017, n.8.4.1, c.8) Ta
npuHumnosmx (ABH A.2.2-14-2016. 2017, n.9.3.1, c.8) piweHb Moro pecrtaBpauii. Monpwu
NO3UTUBHY TEHAEHLiO i 36inblIEHHA ANMNNOMOBAHMX BMMYCKHWUKIB pecTaBpaToOpiB-HAayKOBLIB, iX
WMPOKY MiKAMCUMNNIHAPHY OCBITY YKpaiHCbKa Monoda MmoAenb HayKoBLUA-pecTaBpaTopa
MOHYMEHTa/IbHUX TBOPIB MUCTELTBA, We He Masla MOXIMBOCTI MOBHICTIO peani3ysBaTUCb NOpyY 3
Koneramum — HayKosUAMM, WO GOPMYIOTb rpyny CnewianicTiB NpyM CTBOPEHHI HayKOBO-NPOEKTHOI
AOKYMeHTaLi Ta BU3HaYatoTb Xif, pecTaBpaLuinHux pobir.

Jo KomneTeHuii pecTtaBpaTtopa TBOPIB MMUCTEUTB 4acTO BigHOCATb /MWwe CTiIHONWUC,
CKY/IbNTYPY UM €NeMEHTU BHYTPIWHbOro 03406/NeHHSA, AKi € YAaCTMHOK KOMMAEKCy nam’ATKW.
TakMM YMHOM, NONPU BM3HAYEHI MiXXHAPOAHUMW AOKYMeHTaMK (BeHeuiaHcbKa xapTia 1968, c.1;
KpakiBcbka xapTia 2000, c.1) yiTKi BKasiBKM NPO He BiAfi/fIeHHs OKPeMOro TBOPY Bif, Mam’aTKu,
ponb daxiBua-pecTaBpaTopa OOMENKYETbCA 36epeeHHAM OKpeMoro TBOpY MucTeuTBa, bes
3a/7ly4eHHA MOro A0 KOMMIEKCHOI pecTaBpauii BCiEl nam’aTkn. Taka npakTUKa npu3BoAUTb A0
BiZAMEXKYBaHHSA AeTani Bif, UinicHOCTi 06’eKTy, icTopuyHa maTepiasibHa CybCTaHLis AKOro 4acTo
nosbasneHa pecTaBpauifiHOi onikn. [TOBCAKAEHHOK € nNpaKTMKa pecTaBpaLii CTiHONWUCIB,
CKY/IbMNTYP, OEKOPATUBHUX €/IEMEHTIB B iHTep’epax i «PEeMOHTHOI pecTaBpayii» iXx OTOYEeHHSA:
MOHOXPOMIlM CTiH, CTONSIPKK, MIYOK YM iHWKUX «HE MepLIOYEProBUX» €/IEMEHTIB aBTEHTMYHOro
(ABH A.2.2-14-2016. 2017, n.3.1, c.1) iHTep’epy nam’ATKN. MNMOBCAKYACHOIO € TAKOXK CUTYyaLLiA, KoK
pecTtaBpaTop-npaKTuK, fAKUMA be3nocepeaHbO BMKOHYE pecTaBpaliliHi poboTn Ha 006’eKTi,
3MYyLUEHMA MpaLoBaTM 3rigHO pecTaBpaliMHOro NPOEKTy, po3pobneHoro 6e3 y4yacTi camoro
pecTaBpaTopa, WO YCKAALHIOE NPOLLEC BUKOHAHHA pobiT. HayKOBO-NPOEKTHA AOKYMEHTALLiA YacTo
He BPAx0OBYE TEXHOJIOMNYHUX | TEXHIYHMX HIOAQHCIB, AKi pecTaBpaToOp Mir BHECTU HA MepLIMX eTanax
$GOpMYyBaHHA NPOEKTY, TAaKMM YMHOM MNiABULLYIOYM AKICTb Ta MPULIBUALLIYIOYM YAaC BMKOHAHHA
pecTaBpaLinHMX 3aBAaHb.

Yn TakM nigxin Aae 3mory BUKOPUCTATU MOBHICTIO NOTEHLiaN Ta MOXIMBOCTI XyA0XKHUKA -
pectaBpaTtopa ? Y KopuCHWUI BiH AnA nam’aTkn?

OaHUM i3 HaMBaXKHiWMX 3aBAaHb Ta UYMHHUKIB HanexHoro 3abe3neyeHHAa noTpeb
Nam’ATKOOXOPOHHOrO cepefoBMLLA € BiANOBIAHA nNporpama pecTaBpaLiiHOrO HaB4YaHHA.
BMNycKHMK cneuianisauii «pectaBpauia TBOPIB MWUCTEUTBA» OTPUMYE HeobxigHuii ana
npodeciiHoi AiANbHOCTI KOMMMEKC MIXAUCUMNAIHAPHMX 3HaAHb i3 AOTMYHWUX A0 pecTaBpauii
ranysen. 3i 36iNblUEHHAM CBOro A0CBiAY Ta OTPUMAHHAM KBanidikauiMHMX KaTeropiit BiH cTae
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iHTepaMcumnnaiHapHUm daxisuem, 34aTHUM A0 KOMMNAEKCHOI OUiHKM Nam’aTKM Ta ii OTOYEeHHA Ta
B3aemMoii 3 BCima y4acHMKamMuM pecTaBpaliliHoro npouecy (FaHynak , 2021 c. 9)

AeTanen Ta Ni3HIWnX «HawapyBaHb». KoXHa, Ha NepLwnin Nornag MasioiCToTHA, 3MiHa B Nam’aTu,,
AK-OT 3aCTOCYBaHHA HenepesipeHUx OyaiBenbHUX maTepianis, 3amiHa BIKOH, BCTAHOBJIEHHA
HeBiANOBIAHOI CUCTEMM OMNaNEHHA 4K Trigpoiszonauii i T.iH., AKY MOXe AKICHO BWKOHATU
BiANOBIAHMI cnewianicT, Npu poboTax 3 Nam’ATKOK He NMOBWUHHI 34iMCHIOBaTMCA 6e3 KOHCY/IbTaLil
i3 pecTaBpaTopoOM-NpaKTMKOM. Taki HeobaymaHi Aji 4acTo NpM3BOAATb 40 3MiHM TeMnepaTypu Ta
BOJIOrOCTi, NOPYLEHHA cTabinbHOro cepenosuila B 06’eKTi, a BigTak 6e3nocepesHbO BN/IMBAOTbL
Ha OpUriHa/ZIbHY MaTepito, O MOXKe CNPUYMHUTU HeNonpaBHy WKoay nam’aTui. KBanidpikoBaHUi
pectaBpaTtop Ma€E LWWMPOKY 0a3y TEXHIKO-TEXHOMOTMYHUX Ta @i3NKO-XiMIYHUX 3HAHb, BKpaW
noTpibHMX 3 ornady Ha YacTi BMNAAKM BWUKOPWUCTAHHA OyAiBE/IbHUMM KOMMNAHIAMM, LWO
NPaKTUKYIOTb TaK 3BaHy «PEMOHTHY pecTaBpalilo» Nam’aTOK apXiTEKTYpW, Cy4acHWX, He
nepesipeHnx 4Yacom maTepianis.

PecTopaTtop € TaKOX OXOPOHLEM aBTEHTMYHOCTI MaM’ATKWU. BiH cTeXuTb 3a Tum, wWob
CyyacHi, HeobXifHi BTPy4aHHA He 3aBaKa/sM CNPUIHATTIO ICTOPUYHOI Ta XyA0XHbOI MaTepii. Moro
pPeKomMeHAaLii MOBUHHI BpaxoByBaTUCA Y HaWAPiOHIWMX AeTanax, Wo BM/AMBAalOTb Ha BisyasbHe
CNPUMHATTA 3abyTKy: A0 NpWKNagy, Nig, 4Yac «MacKyBaHHSA» iHCTanAuin cuctem 6e3neku yu
nigbopy BiANOBIAHOTO OCBITNEHHA. ICTOpMYHA Ta AYXOBHA CKNAA0Ba MaM'ATKU € HE MEHL
BAXKNMBOO 3a ii CTPYKTYpY. B 3aneXKHOCTi Big npM3HayYeHHA 06’ekTy (Xpam, NanaLoBUin KOMMEKC,
MeMOpianbHUA My3elt i T.iH.) pecTaBpaTop CTaBUTbCA 3 MMOOKOID LWAHOK A0 HAPATMBY, AKUN
KOXHa OKpema nam’aATKa icTopii Hece AnA MambyTHIX NOKONiHb. ByaiBeNnbHUKM — YyaoBi 3HaABL
CBOEI CNpasu, ase BOHU He 06i3HaHi 3 npobaemaTnKo poboTH 3 TBOPOM MUCTELTBA, TOMY YacTo
TPAKTYIOTb OPUFiHANbHI, HEMNOBTOPHI 06’€KTU, AK YeproBui MPOEKT, AKUA NOTPIOGHO NpmMBecTU A0
«EKCMO3ULINHOro BUrNAAY» LWAAXOM 3BMYAMHOIO PeMOHTY. BHAcnigoK Takux Aid My BTpavyaemMo
He Ti/IbKM OPUTiHANbHY MaTepito Nam’ATKK, a 1 Ti AyXOBY CKNa[0BY.

MigcymoBytoun BuULEHaBeAEHE, PeCcTaBpaTop MA€E BCi BiANOBiAHI 3HAHHA Ta BMiHHA, WO
[03BONAOTb MOMY YBIMTU 0 rPOHa CneLianicTis, WO NpauoTb Haa 36epexeHHAM 06'ekTy, — Bif,
MOMEHTY NEepLLOro ornsAay Ta OUiHKM A0 pecTaBpaLiHOro CTaHy nam’aTKW, Nig, 4yac TpWBanoro
WANAXY  KOMMIEKCHUX HAYKOBUX  OO0CNiAKeHb, HAYKOBO-MPOEKTHUX Ta  KOHCepBaLiMHO-
pectaBpauiMHMX PobIT i A0 OMiKM Hahd NaM’ATKOK NicnA 3aBepLlIeHHA YCiX pecTaBpaLiiHUX
npouecis (npeBeHTMBHa KoHcepBalis). ba 6inblie, 3aBAAKM CBOIM 3HAHHAM Ta BMIHHAM
pecTaBpaTop MOXKe KOOpAMHYBaTU FPOHO CReLianicTiB i3 pi3HUX chep, 3a4iaHNX B pecTaBpaLito Ha
KOXHOMY OKpemomy eTani, 6yt 06’eaHYyBaNbHOK NAHKOK LbOro TPMBAJIOFO Ta BaXK/MBOTO
npotecy.

Ha »Kanb, NpaKkTMKa NOKA3yeE /iMLle YaCTKOBE 3a/lyYeHHs pecTaBpaTopa B pecTaBpaliiHy Ta
Nam’aTKOOXOPOHHY cdepu. YacTo iXx HaBiTb He 3a/yyaloTb [0 MiArOTOBKM Ta BUKOHAHHA
pectaBpauinHux pobit. MNMotpeba B umnx ¢axiBuAX BUHMKAE «CMOHTAHHO», A0 MNPUKNAZY NpU
«panToBOMY» BIiAKPUTTI CTiIHONMCY B NamM’sTui B)e Nig 4ac IHTEHCMBHUX PEMOHTHO-
pecTtaBpauinHMxX pobiT, Wo 4acTto BigbyBatOTbCcA 6€3 Ha/NeKHOro NpPoBeAEeHHA AOCNiIAXKEHb Ta
'PYHTOBHOI NiArOTOBKMN 40 BTPYYAHHA B LiiHHY CTPYKTYpYy 06’eKTy. TaKuMi Xif cnpasB BUAAETbCA HaM
napagoKkcanbHMm, 60, 4epes MpPaBHO-aAMIHICTPATUBHI, MOMITMKO-EKOHOMIYHI Ta couiafbHi
obcTaBMHM, pecTaBpaTopa 4YacTo BiACYBalOTb HA MapriHec, HexTylouuM Koro ¢axoBnmu
KOMMeTEeHLiaMN.

Y cepeposulli pecTtaBpaToOpiB MPOTArOM OCTAHHIX AecATUNITb 06roBoptooTb NoOTpeby
CTBOPEHHA KOMMJIEKCHOIO niaxo4y A0 CUCTEMM OpraHisauii pecTaBpauitHoro npotecy. 30Kpema
uto npobnematmky nopywysanu . lopodieHko Ta /1. BypkoBcbKa (dopodieHko 2010, c. 332-337;
Bypkoscbka 2009, c. 149-155). MoTpeby «MNOLWYKYy HOBMX TEOPETUYHMX NiAXOAIB A0 NUTaHb
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36eperKeHHA Ta pecTaBpalii B KOHTEKCTI rnobanbHUX BUKAMKIB Cyd4acHOCTI» nigHimae O. PiwHAK.
3oKkpema, aBTOp NigKpecntoe NoTpedby BKAOYEHHA pecTaBpaLiiHOi AiANbHOCTI YKpaiHW y CBITOBI
NPOLLeCH TEOPETUYHOTO i NPAKTUYHOro Po3BUTKY (PilwHAK 2020, c. 30). Mpo HeobXiAHICTb PO3BUTKY
pecTtaBpaLinHOl cnpaBy 3 BpaxyBaHHAM MPaKTUKU EBPOMNENCbKMX KpaiH 3raaye i B. LUutosuu:
«Mo36yBLWMCb BNANBY POCIMCbKOI pecTaBpaL,iMHOI WKOM, MM BOAHOYAC HE CMPOMOI/IUCA TBOPYO i
KPUTMYHO 3aCBOITU pecTaBpaLiiHWiA A0CBi4 EBPONEncbKMX KpaiH» (LmTtosuy 2020, ¢.296).

3BarkalouM Ha aKTyasibHICTb MWUTAHHA, BApTO 3BEPHYTWM yBary Ha NPUKAagM pPerioHis, WO
ManuM noaibHmn poceig Ta npobnemu. MicnA npoBeaeHHA aHanidy 36epexeHHA Nam’ATOK B
KpaiHax CxigHoi €Bponu, Ae pecTtaBpaTopu CTUKANUCA 3 aHANIOTIYHMMWU BUKIMKAMM, 30CepesKy
yBary Ha npwuknagi Monbuwi, 60 cepenoBulle pecTaBpaTopiB LiEi KpaiHM BMpobUNo paiesy
TEOpeTMYHY Ta MPaKTUYHY CXeMy Miaxody A0 MaTepianbHOI KyAbTypHOI cnagwuHu. BTim, y uin
KpaiHi ponb pecTaBpaTopa B Nam'ATKOOXOPOHHIN cdepi TpaauuiiHO 6yna BaXK/IMBOK, XO4 i He
3aBX4M BUPILLANbHOLO.

s npobnematnka npoaHanisoaHa B ctaTti M. Cteua (Stec 1994, c. 49-51). ABTop onucye
MiXAUCUMNAIHAPHUIA Nigxig A0 HaBYaHHA XyAOXMHWKa-pecTaBpaTopa, WO B MOEAHAHHI 3
NPaKTUKOI Ta [J0CBIAOM GOPMYE 0COBAMBUIA TUN MUCNEHHA TA NiAXiZ 40 OXOPOHWU (pecTaspaliii)
KY/NbTYPHOI CnagluHK, a TaKoX BMPOBaAXKYE TEPMiH «pecTaBpauinHe mucneHHa». M. Creuy,
nigKpecntoe, WO «34i6HICTb A0 pecTaBpauiMHOrO MWUCAEHHA € OAHMM i3 HaMBaXKAMBILLNX
€1eMEHTIB HaNEXHOro BMKOHAHHA pecTaBpayiiHnx pobiT. BiacyTHICTb LbOro iCTOTHOrO YMHHUKA
HeoAHOPa3oBO 06epTasnacA BTPATOK TBOPIB MUCTELTBA aBO 3HAUYHUM 3HUMKEHHAM iX XYAO0XKHbOI
BAPTOCTI. 3BiACK B NOAANbLIOMY aKTya/lbHOK € aKCioma Ana ocib, AKi yCBiAOMANIOOTb L0 3arposy,
— [onyckatm Ao poboTu Hag TBOPaMM MWUCTELTBA /INLWIE TUX, XTO € MiArOTOBAaHUM A0 Pi3HUX
cTpaTerii, XTo B Npoueci ocBiTM HabyB 34aTHOCTI A0 “pecTaBpauiitHoro mmcneHHa”» (Stec 1994,
¢.50). IHwWe, oKpecneHe aBTOPOM MOHATTA NPO KKOMMNAEKCHE pecTaBpauinHe mucieHHa» (Stec
1994, ¢.50) apTMKyNtOE Ha HEODOXiAHOCTI OMiKM pecTaBpaTopa Hafg BCiEHD NamM’ATKOW, a He suwwe
Hag, BUPBAaHUMM 3 KOHTEKCTY pparmeHTamm.

MuTaHHA NOoTpebwn po3LWMPEHHS KOMMNETEHLi pecTaBpaTopa TBOPIB MUCTELTB y NpoLeci
KOMMJIEKCHOTO MiaxoAy A0 pecTaBpaLii MOHYMEHTaNbHMUX Nam’ATOK KyabTypu 06roBoptoBanoch B
YMCNEHHUX OMUCKYCiAX Ha Kadeppi pecTaBpaliii HaCTIHHOro manapcTea Bigainy pecraspalii TBopis
mucTeuTB AKagemii obpasoTBopyoro mucreuTsa im. AHa Mateliku B KpaKoBi, a 3roaom AuMckycis
NPOAOBXKUMAcA | B iHWMX HAyKOBO-pecTaBpauiMHux ocepeakax [onbuli: B IHCTUTYTI
nam’ATKo3HaBCcTBa i pecTaBpauii YHiBepcutery Mukonm KonepHuka B TopyHi Ta y Bigaini
pectaBpaulji TBOpiB MuUCTeuTB AKazemii obpasoTBopuyoro mucteutTsa y Bapwasi. Cepep
pPecTaBpaTopiB HACTIHHOTO XMBOMUCY OYNO YiTKe PO3yMiHHA: pecTaBpaLlia CTIHOMUCY HEe MOXKe
NPOBOAUTUCL OKPEMO BiZ, MOro OTOYEHHA i YacTo MoB’A3aHa 3 LIIMM KOMMAEKCOM MaM’ATKM.
MowTOBXOM A0 FPYHTOBHOMO TEOPETUMYHOro OnpautoBaHHA Npobaematukm 6yB NpPaKTUYHUI
A0CBiA, y4yacTi npauiBHUKIB Kadeapu pectaBpalii HaCTIHHONO ManAapPCTBa KPaKiBCbKOI akagemii y
BE/IMKMX KOMMJIEKCHMX pecTaBpauiiHux poboTax. Y pesynbTaTi UMX AMCKYCiM B cepenoBuLi
npodecopcbkoro cknagy (M. OctaweBcbKa, E. KocakoBcbkuit, M. CTeu) ycTanmioca MNOHATTA
«pecTaBpalinHe NpoekTyBaHHA» (Szmelter 2000, c.62).

Mepwy cnpoby TeOpeTUYHOro onpaLtoBaHHA MOHATTA «pecTaBpaLiiHe NMPOEKTYBaHHA» Ta
noro dopmyntoBaHHA 3aiicHuna M. Octawescbka (Ostaszewska 2002, c. 49-55). ABTopKa TpaKTye
MPOEKTYBAaHHA AK «BU3HAYEHHA Li/IbOBOro, OCTAaTOMHOrO BUIALY pPeCcTaBpOBaAHOroO TBOPY
MmucTeuTBa, Wo BiabyBaeTbcA y aBa eTtanun. CnoyaTky ue iged, cdopmynboBaHa B opMi
NPUNyLLEHb i BUCHOBKIB, WO GOpMylOTb pecTaBpaLiiHy KOHLENUito, Ha FPYHTI SKOi 3rogom mae
noBcTaTu Bi3yanisauia» (Ostaszewska 2002, c. 50). 3ocepeaAnBLINCH Ha Bi3yaNbHOMY MPOEKTYBAHHI
OYiKYBaHOro pes3ynbTaTy pecTaBpauiMHMX PobIT B iHTep epax- Nam’aTKax aBTOPKa PO3MIiPKOBYE
«Hacamnepes Npo CTIHOMNMC, @ TAKOX MNPO MOEAHAHHA MOro 3 apXiTeKTypok, Kam'AHOK Ta
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AepeB’saHO pi3bb0olo, BCiMa iHWMMKM enemeHTamMu, fKi CTBOPIOIOTb XapaKTep i aTmocdepy
iHTep’epy». B nyb6nikauii «Aranzacja - rekonstrukcja - ekspozycja. Préba uscislenia pojeé»
M.OcTaweBCcbKa PO3LWMPIOE e/IEMEHTU, AKI OXOMJIIOE MPOEKTYBAHHA: «Hacamnepes CTiIHOMMUC, a
HaBiTb LWMWpPWeE — iCTOPUYHUIKA iHTEpP'eEp 3 yciMa MNOro XyAOXKHIMM enemeHTaMM, OpraHiyHo
nos's3aHMMM 3 apxiTekTypoto (Ostaszewska 2000, c. 29). To6To A0 06’eKTiB, BiagaHUX Nif, ONiky
pectaBpatopa TBOPIB MWUCTELTB Mi4, 4Yac pecTaBpaLiMHOIrO MNPOEKTYBAHHA, BK/IHOYEHO YBECH
iHTep’ep 3i BCiMa MOHYMEHTA/IbHUMM Ta CTAHKOBMMWU efleMeHTaMKn. ABTOPKa aKLLEHTYE CaMe Ha
eTani ¢opMyBaHHA «pecTaBpaLiiHOi KOHUEeNUii», Ha eTani po3aymiB XyAOXHWKa-pecTaBpaTopa
HaZ, KOMM/eKCHo poboTo 3 BCciMa enemeHTamu iHTep’epy. BnacHe, «pecTaBpauiiHe
MMUCIEHHAY, Nif, Yac AKOro 3apOAKYETbCA «pecTaBpaliiHa KOHUenuia», € TBOpYMM eTanom. A
came «MpPOEKTYBAHHA €, ab0 NOBUHHO BYTU, TiED YAaCTUHO AiANbHOCTI pecTaBpaTopa, AKa HOCUTb
aBTopcbKe Knenmo» (Ostaszewska 2000, c. 29). Lleit TBoOpuKiA npouec moKe BiabyTUCb AKICHO
NMWe 33 YMOB MiXAMCUMNAIHAPHOI 6a3n 3HAHb Ta A0CBiAy, HEOOXiAHWMX ANA TEXHONOrIYHOro
BMKOHAHHA 3aBAaHb 3i 3b6epeXeHHA aBTEHTUMYHOI CTPYKTYpu 06’eKTy. BnacHe, nepwa cnpoba
YTOYHEHHA MOHATTA pecTaBpaLiMHOro MPOEKTYBAHHA CTOCyBanacb nepeabayeHHA Bi3yasibHOro-
€CTETUYHOrO pPe3yNbTaTy pecTaBpauinHuX pobiT 3a AOMNOMOrot KOMMN' tOTEPHOrO NPOrpamyBaHHA
(Kosakowski 1999, c. 39-45). 3 po3BMTKOM NOHATTA pecTaBpaLiMHOrO NPOEKTYBAHHA i PO3YMIHHSA
poAi pecTtaBpaTopa B MJIaHYBaHHI Ta KypaTOPCTBi BCbOro MPOLECY KOMMIEKCHUX pecTaBpaLiiHuX
pobiT, BisyanbHWIA NPOEKT CTaB HEOOXiAHOI YACTMHOK pPecTaBpaLLiMHOrO MNPOEKTY.

Wnpwe po3ymiHHA pecTaBpaLiMHOro NpoekTyBaHHA nogae E. Kocakoscbkuii (Kosakowski
2000, c. 76-113): «pecTaBpaLiHUM NPOEKTYBAHHAM cig 6yno 6 o6iliHATK BCinAki Aii, ckepoBaHi
Ha OKpec/neHHA Uini, BMOOpYy ONTMManbHWUX pecypciB ana ii peanisauii i npepcraBneHHA
nepeabadyBaHoro edekTty pecTtaBpauiiHux pobit». B MmeXi UbOro pos3noro pPosymiHHA
NMPOEKTYBaHHsA, Ha aymky E. KocakoBscbkoro, Bxoauno 6: (1) onpautoBaHHA pecTaBpaLinHOl
KOHLeNUii, WO rpyHTYETbCA HA rAMBOKOMYy ni3HaHHI 06'ekTy, (2) cniBcTaBneHHA MeToAiB
[OCATHEHHA MOCTaB/IEHOI METWU i NpeJCcTaB/IEHHS HAC/ifAKY iX 3acTocyBaHHA, (3) AemoHcTpauin
3ansaHoBaHOro Burasgy o6'ekTy nicnsa pecTaBpalii Ta MOro B3aemois 3 OTOYEHHAM. 3Biacu
BMMNIMBAOTL TPU ¢a3nM NPOEKTyBaHHA: (1) nNponosuuia NPUHUMNOBUX pilleHb, OKPeCcNeHHA
HanpAMIB AiAanbHOCTI (NMMCbMOBE OMNpPaUOBaHHA Ta CXeMMu, PUCYHKM i doTorpadii), (2)
NPOEKTYBAHHA AETaNbHUX PilleHb, ECTETUYHUX Ta TEXHIYHUX; (3) NPOEKTYBAHHA LiNbOBOro epekTy
pobiT (Bi3yanisauin).

BupileHHA CKNagHUX MiXKranyseBmx npobnaem BMMArae iHTEPAUCUMNNIHAPHUX 3HAHb, A
PO3WMKMPEHHA | PO3BUTOK METOAMK MNPOEKTYBAHHA, Ha AymKy E. KocakoBcbKoro, crteoptoBaso
noTpeby BKAKOYEHHA L€Ei KOHUEeNUii B nporpamy HaB4YaHHA pectaBpaTopiB (Kosakowski 2000, c.
79). Mpo HeobXiAHICTb BKAOYEHHA pecTaBpaLLiMHOrO NPOEKTYBAaHHA B HAaBYa/IbHUIN NPOLEC 3raaye
i M. Crey, (Stec 2000, c.59)

M. Crey, onybnikyBaB HM3Ky cTaTei, NPUCBAYEHUX PeCTaBPaLLiMHOMY MPOEKTYBAHHIO AK
€N1eMEeHTY, WO CnpuaE AKicHiWoMy GYHKLiIOHYBAHHIO pecTaBpaLimHOi AianbHOCTI y chepi OXOPOHMU
nam’aTOK  KynbTypu B  LUMPOKOMY  PO3YMiHHi: 3aKOHOAABYO-NPaABOBOMY, coLiafbHO-
eKoHOoMiYyHOoMy, eTyHOoMmYy (Stec 2000, c. 57-60; Stec 2003, c. 8-9; Stec 2007, s.148-163; Stec 2007,
c. 8-9; Stec 2008. C.14-16). Y umx cTaTTax NigHIMalOTbCA NUTAaHHA NOPO3YMiHHA pecTaBpaTopa 3
BCiMa 3aliKaBfeHMMM B pecTaBpaUiiHMX poboTax cyb6’ekTamu: BAACHUMKOM, iHBECTOPOM,
ynpaBAiHHA OXOPOHM MaM’ATOK. ABTOP BM3HAYAE pPOJIb pecTaBpaTopa B CKAAgHOMY
pecTaBpaLuiiHOMy NpoLEci: pecTaBpaTop CTA€E B LbOMY AiaN03i «peyHMKom nam’sTkn» (Stec 2003,
c. 8) Ta pbae npo fobpo 06’eKTa.

OKpecnorymn NUTaHHA, OXOMNIeHi pecTaBpaLiiHMM NPoeKTyBaHHAM (Stec 2000, ¢.59) i 6inbLu
AEeTasIbHO ONUCYHUN KOoXKeH 1oro etan ( Stec 2007, c.148-163), M. CTeu, nepeKkoHaHUi y noTpebi
onpautoBaHHA METOAIB CUCTEMHOIO Nigxoay Ao Uiei npobnemaTUKK, 30Kpema 3araibHONPURHATOI
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M Yy3rofyKeHoi CTPYKTYpU: «NoAibHO A0 TOro, K iCHye cxema AOKYMeHTauii nam’saToK, MOBUHHA
3'ABUTUCL | cxema nNpoeKTyBaHHA» (Stec 2000, c.60). 3 UbOro BMHUKAE, WO «pecTaBpauiiHui
NPOEKTY i «pecTaBpaLliiHa AOKYMEHTaLIA» TPAKTYHOTbCA aBTOPOM SIK OKPEMi AOKYMEHTH.

CBii nmornag Ha pecTaBpauiiHe NPOEKTyBaHHA nogae | LWmenbTep: Ha i AymKy,
NPOEKTYBAHHIO Nepeaye NeBHA MOAENb KCXEeMU NMPUNHATTA pileHb» cebTo cTpaTeria NPUNHATTA
pecTaBpauiMHUX pilleHb, AKOI AOTPUMYETbCA pecTaBpaTop. ABTOPOM CXeMM, AKYy PO3BMBAE |.
Wmenbtep, € EpHCT BaH BeTepiHr. MMicnAa eTany NPUUAHATTA «pecTaBpaLiMHOIO pilleHHA»
PO3MNOYMHAETLCA HACTYMHUIA eTan NPOEKTYBAHHA — CKNALAHHA NPOrpamu pectaBpaLiiHux pobir,
«AKAQ MA€E aBTOPCbKMUI XapaKTep i BUMarae HamBuLLMX KomneTeHuii i gocsigy» ( I. WmenbTep,
2000, s. 63). ABTOpKa HaunTb Nporpamy pectaBpauiMHMX POBIT AK YaCTMHY pecTaBpauiMHOro
NPOEKTYBAHHA, HE OTOTOXHIOKOUM Ui ABA MOHATTA.

Y 2002 poui 3aranbHONONbLCbKA paga pecrtasBpaTopiB TBOPiB muUcTelTB ChifkKM XyA0XKHUKIB
Monbwi yxsanuna «Kogekc eTUKM KOHcepBaTopa-pectopatopa TBOpPiB mucteuts». Hag,
dbopmyntoBaHHAM KogeKcy Ha TAi Cy4acHMX NPUHUMNIB | pecTaBpauiMHMX Teopi npautoBanu
npeacTaBHUKM LUMPOKOrO Kona pectaBpaTopiB. «Koaekc eTukM» € nepwum  odiliiHUm
AOKYMEHTOM, B AKOMY 3'ABUAMCA MYHKTW, NPUCBAYEHI pecTaBpaLiMHOMY MPOEKTYBaHHIO AK
e/leMeHTY, W0 BMN/IMBAE HA AKICTb BUKOHAHHA pecTaBpaLiiHuX pobiT:

«17. Mepen BWKOHAHHAM pecTaBpPaLMHOIO MNPOEKTY pecTaBpaTop TBOPIB MMUCTEUTB
30608'A3aHMIN 4,0 NOBHOIrO BUBYEHHA TBOPY 3@ AONOMOIO A0CNIAXKEHb.

18. PectaBpatop TBOPiB MUCTELTB CTBOPIOE PeCTaBPaALiMHMA MPOEKT, LLO OXOMIOE HU3KY
iHTEerpoBaHMX A, CNPAMOBAHUX HA OMpaLlOBaHHA eTaniB Npouecy pecTaBpalii, WO MalTb Ha
meTi 6naro TBopy mucteuTsa. MPOEKT MOBUHEH BKAKOYATU: BMBYEHHA, AIarHOCTYBAHHA, METY,
pOo3pobKy KoHUenuii pecTtaBpauii i ekcno3nuii 06'ekTy. EnemeHTOM NPOEKTY Mae byTu aeTasibHa
nporpama i rpadik pecraBpauinHmx poobir.

19. CTBOpEHHS Ta BUKOHAHHA PECcTOpaTopoM TBOPIB MUCTELTB PECTAaBPaLLiiHOIro NPOEKTY €
MOro iHTeNeKTya/IbHOK BAACHICTIO | HAYKOBO-MUCTELbKOW pobOTOD, WO OXOPOHAETLCA
ABTOPCHKMM MPaBoOM».

LLInpoKe BM3HAYEHHS pecTaBpaL,iMHOro NPOEKTYBAHHA, NOPAL 3 iHWMMM pecTaBpaLitHUmm
TepmiHamu, 3HaxoaAMMo B nybikaui b. Posbu:

«PectaBpauiiHe  NPOEKTyBaHHA  —  OMNpaUlOBAHHA  Ha nigcrasi pe3ynbTatis
MiXXANCUMNAIHAPHUX A0CNiAXKeHb, aHasi3y BapTOCTi, pecTaBpaliiHOro aHanisy nporpamuv Ta
pPecTaBpaLiMHOroO MPOEKTY, WO BU3HAYae QyHAAMEHTaNbHI MNPUNYLIEHHSA, MeTy i cdepy
HeobXxiaHMX Ail, rpadik pobiT (pectaBpaliiHa AiANbHICTb), YKAAAEHUX Y HaNeXHOMY MNopAaKy
pa3om i3 Npono3muiaAMM MeTOAIB i maTepianiB TAaKOXK OKPECNEeHOro 3an/JaHOBaHOro KiHUEBOro
pesynbTaTy, BMKOHAHE 3riflHO 3 MPUHLMUNAMW PECTaBPaTOPCbKOi €TUKKU, A06pOi MNPaKTUKK i
nignopsakosaHe 6nary o6'ekta» (Rouba 2003, c. 360; Rouba 2008, c.57).

Y 2008 poui b. Poyba aHaniTMyHO onpaLitoBasa NUTAHHA «PEeCTaBpaLiiHOro NPOEKTYBAHHAY
(Rouba 2008, 57-78). 30Kpema, aBTOpPKA BWM3HAUYMNA «KOMMOHEHTU IHTEPAUCUMMNIHAPHOTIO
pecTtaBpauinHoro npoekty» (Rouba 2008, c.69), cTpyKTypyBana Npouecu Ta eTanu NpPoEKTyBaHHA,
onucana «Mogaenb CTBOpPEHHs pecTaspauiliHoro npoekty» (Rouba 2008, c. 69-72). Moaenb
CTBOPEHHA iHTEPAUCUMNAIHAPHOIO NPOEKTY Nepenbayvae Taki ¢asu: nigrotoBya — nepennpoeKTHI
pob60TH (AOCNiAKEeHHA HEMATEPiaNbHUX XapaKTEPUCTUK; AOCNIAMKEHHA XapaKTEPUCTUK CTPYKTYpH i
maTepii); KoHuenuii; OUiHKM nonepeaHiXx KOHUEeNuin i nNPUAHATTA pilleHb; nNiaroToBKa
cneundiyHOro BUKOHABYOro NPOEKTY; BUKOHAHHSA; OLiHKa | MOHITOpUHr. KoXHa 3 ¢a3 nogineHa Ha
TPW eTanun 3 KOPOTKMUM onuncom Ain. O6oB’A3KOBMM TaKOXK € 3aTBEPAKEHHA BCiX Ba*K/INMBUX PilleHb
3@ YYacTiO 4Y/eHiB pecTaBpaLiMHOI KoMicii, nam’ATKOOXOPOHHOIoO Haraagy BignoBigHUX cAyKo6,
eKcnepTiB, a HeobXiaHUM NiarpyHTAM Ana obroBopeHHA € Bisyanisauisa Burasay nam’aTku nicna
pecTaBpaduii. (Rouba 2008, c. 66)
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[ONnsa CTBOPEHHA KOXHOrO pecTaBpaLiMHOro NPOEKTy NOTPiIBHO dopmyBaTU HOBY OKpemy
rpyny creujanictis, cknag AKoi mae b6yt nNpoAnKTOBaHWI noTpebamu 06°ekTy. ABTOpKa
NiAKPECNtoE: pecTaBpaLiMHi NMPOEKTU CTBOPIOKOTb PIBHOMPABHI rpynu cneuianictis, «wob He
obmerKyBaTK 4YMiCb MOBHOBAXKEHHA Ta KOMMETEHLUil, CTBOPUTU MeXaHi3M, SIKMIA [O03BONUTH...
y3aralbHUTKU 3HaHHA BCiX cneuianictis, HeobXiAHWUX ANA BUPILLEHHA CKAagHUX npobaem
nam’atok» (Rouba 2008, c.69). PectaBpauiiHi poboTn 3rigHO 3 3aTBEPAKEHUMM MPOEKTAMM
MalTb BUKOHYBATU pecTaBpaLinHo-byaisenbHi dipmn, a He nuwe 6yaiBenbHi, HABiTb AKLLO BOHMU
cTocytoTbCa NuLe byaisenbHoi cybcTaHujii 06’ekTy (Rouba 2008, c.72).

Ounckycia npo HeobxigHiCTb CTBOPEHHA pecTaBpaLiiHOrO MPOEKTY A8 KOMMAEKCHOI
pecTaBpaujii Nam’aTOoK 3a y4yacTi Xy[OXHMKa-pecTaBpatopa npu3Bena A0 PO3BUTKY MOHATTA
«pecTaBpaLiMHUIA NPOEKT» B Nybnikauiax. AHani3 gxKepen cBig4YMTb NPo Te, WO Pi3Hi npono3uuii
TPaKTYyBaHHA NOHATTA BiANOBigaAn npobaemaTtuui, Ha AKiN cnewianisyeTbcs aBTOP CTaTTi.

Mpo BWCOKMI piBEHb 3aLiKaB/NeHb MPOEKTYBAHHAM CBiAYMTb BMMYCK pecTaBpaLiiHOro
XypHany «Biuletyn» (Biuletyn 2008), npucBayeHUl upbomy nuTaHHo. Ha kKadeapi pecraspau,i
HacTiHHOro ManapcTBa Bigainy pectaspauii TBOpiB MucTeuTB AKagemii obpasoTBOpHOro
mucteutsa im. fAHa MaTeikn B Kpakosi 3 2006 poKy Ai€e MaMcTepHA pecTaBpaLinHOro
NPOEKTYBAHHA, A€ CTYAEHTM HaBYalOTbCA KOMMNNEKCHOMY Miaxoay A0 NUTAHb pecTaspaLii 3rigHo 3
nocTynaTamm, onpaLboBaHUMM KPAKIBCbKMM OcepeiKOM.

KomaHaa nonbCbKUX pecTaBpaTopiB 3 pPi3HMX OcepeakiB 3apa3 ChNiNbHO Npautoe Hag,
NPONO3MLLEI 3aKOHOAABUYMNX 3MiH, AKi BPaxytoTb NOTPeby CTBOPEHHSA pecTaBpaL,iMHOrO NPOEKTY Ta
HaJaAyTb WMPLWi KOMNETEeHLi XyAOXKHUKY-pecTaBpaTopy B Npoueci pectaspauii nam'aTok Ha Thi
aKTyaNnbHUX pecTaBpaLiiHUX TEOPIN.

YrKe 6inbwe 20 poKiB B paMKax NPOEKTIB NOPATYHKY CMiIbHOT KyNbTypHOI CNaAaWMHN TPUBAE
cnisnpauA NbBiBCbKOTO pecTaBpauiMHOro ocepeaky 3 NOAbCbKMMM pecTaBpaTopamu. B pamkax
UMX MPOEKTIB POAb KypaTopa rpynu cnewianictis, HeobXigHMUX AN KOMMEKCHOI pecTaBpauii
nam’aTKM, HaZaHa 30Kpema pecTaBpaTopy TBOPIB mMuCTeuTB. [pMKAagamu TakKoro niaxoay €
pecTaBpaulinHi poboTn B NapHi3oHHOMY Xpami cBB. Anoctonis MeTpa Ta MaBna (KoAULWHIN KocTen
oTuiB €3yiTiB) y JIbBOBI (Bolinnski 2020, ¢.275-277), xpami cB. CtaHicnasa B c. ['ycakiB MocTUCbKoro
panoHy JlbeiBcbKoi 06. (BoniHcbKi 2021, ¢.43-51). LikaBumu 3pa3kamum KOMMNIEKCHOI pecTaBpallii
BCiX e/IeMeHTiB Nnam’aTKK (BiTpaxi, CTiIHONMCK, Kam’'siHa CKy/NbNTypa, KepamiyHa AaxiBKa Ta uerna,
KOBaHi e/1eMeHTH ) 3 apXiTeKTOHIYHOO Bpnaoto Nia, KepiBHULTBOM pecTaBpaTopa TBOPIB MUCTELTB
€ poboTn npu Kanamui KpukaHoscbkux (2019-2020 pp.) um Kanaumui bapuescbkunx ( 2019-2020
pp.) Ha J/lInyakiBcbKoMy Knagosuuli y JIbBOBi.

MpWKNagom KOMNAEKCHOTO NigxoAy A0 pecTaBpaLii iHTep epy nam’aTKM apXiTeKTypu 3rigHo
3 pecTaBpaLiMHMM NPOEKTOM Mif, KYpaTOPCTBOM XYA0OXKHMKa-pecTaBpaTopa € nposeaeHi B 2018-
2020 poui gocnigrKeHHA Ta pecTaBpaLiliHi poboTK B NPMMILLLEHHAX TaK 3BaHOI «Penpe3eHTauinHol
3anmn» Kam’sHuui KopHsakta (KoponiBcbKoi), Biaainy J/IbBiBCbKOro iCTOpMYHOro myseto.

MpoekT nepenbayaB KOMMNAEKCHY pPecTaBpaLito BCiX eleMeHTiB NPUMILLEHb Ta HaAaHHA im
eKkcnosuuiiHoro surnagy. OcHoBHow NpobaemaTUKo pecTtaBpaLimHUX pobiT byno NoeaHaHHA i
BiANOBiAHA eKcno3uuia GparMeHTiB NoAIXPOMIi 3 pi3HMX ICTOPUYHMX NepioaiB, BiAKPUTUX Nig, Yac
pecTaBpauinHMX AocniarKeHb. PecTaBpauiMHMN NPOEKT TaKOXK Nependayms YKPUTTA B CTiHAX BCiX
KOMYHiKaLii: eNneKkTponpoBOAKM, CUCTEM CUIHani3auii, onaseHHA Ta NPOTUMONXKEXKHOI be3neku.
PectaBpaTop BM3HA4YMB Ta 3anponoHyBaB 6e3neyHi Ans opuriHanbHOI iICTOPUYHOIT MaTepii micuAa
NPOXOAMEHHSA iHCTanAuin. Yci BUMKOHaHI poboTW: AoCniaMKeHHA, CTBOPEHHA pecTaBpauiiHoro
MPOEKTY Ta CaM Mpouec pecTaBpaLinHMX pobiT NpoxoamMB 3a y4yacTi i Mig NOCTIMHUM Harnagom
XYOOXHUKa-pecTaBpaTopa. PectaBpauiitHi pobotn B PenpeseHTauiliHin 3ani my3ew cTanu
Yy4OBMM MPUKNAAOM CRiBMpaLi Pi3HUX cepenoBULl, — HAYKOBOro, XyAOXHbOro, My3enHoOro Ta
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byaisenbHoro, — 06’egHaHMX pecTaBpaTopoM TBOPIB MUCTELTBA, WO 6YB KOOPAMHATOPOM LNOro
NPOEKTY

3 2012 poky Ha Kadepapi pectaspauii TBOpiB MmncTeuTB J1bBiBCbKOI HaLLIOHAaNbHOI akageMmii
MMUCTEUTB BUWKAAAaeTbca AucumniiHa «Komn'toTepHo-pecTaBpaliiHe MPOEKTYBaHHAY», Ae
CTYAEHTW HABYAOTbCA 30KpPEeMa 1 BUKOHYBATW Bi3ya/ibHi pecTaBpaLifiHi MPOEKTU 3a AONOMOroH
rpadiyHUX Nnporpam.

B eBponencbKomy cepefoBMLLi HABKOIO pecTaBpaLiMHOrO MPOEKTYBAaHHA BXKe Bigbdynoca
6araTto AUCKYCil Ha Pi3HUX PIBHAX, i Le NUTaHHA Habupae wopas binbloro 3HadyeHHA. MpoTarom
6araTbOX POKiB Ail0Tb NPABOBi HOPMU LWOAO BMMOT A0 NiArOTOBKM NPOEKTY Ta POJi pecTaBpaTopa
B HbOMY. PecTaBpauiMHMIA NPOEKT Nig Pi3HUMM Ha3BaMM KOMMEKCHO PO3B’A3YE BCi NMUTaHHA,
noB’A3aHi 3 pecTaBpauielo Nam’'ATKM, a B MPOLECi NPOEKTYBaHHA OepyTb y4yacTb chewianictu
OOTUYHMX 00 pecTaBpaLii ranyseit. Cknag, ¢axiBuiB y KOXKHOMY OKPEMOMY BUNALKY 3aNeXUTb Big,
notpeb KOHKpeTHOi nam’ATKN. He3MiHHMM y4aCHMKOM MNiAroTOBKM NaM’sTKM 40 pecTaBpaLiiHUX
pobiT Ta npouecy pecTaBpalii € pecTaBpaTop TBOPiB MUCTELTB 3 BigMNOBIAHOK BMLLOK OCBITOO,
KBanidikaLiaAMK Ta [OCBIAOM. YYAaCHUKM CTBOPEHHA MPOEKTY MOBUHHI OyTM piBHONPaBHMMMK B
CBOiX KOMMNeTeHUiax i 4iatm ana pobpa nam’aTKM 3 ypaxyBaHHAM BaK/MBOCTI MUTAHHSA
36eperKeHHs aBTEHTUYHOI MaTepii He TiNIbKM TBOPY MMCTeLTBa B nMam’saTui, a BCiX ii CKNagoBux
e/1eMeHTIB (LUTYKaTypPKKW, MOXPOMIi CTiH, CTONAPKM, AaxiBKM i T.4.). KoopauHaTopom Takux
NPOEKTIB Mae byTM ocoba 3 pecTaBpaLiiMHOK OCBITOW Ta BEeAMKMM A0CBiAOM. Bci yyacHMKM
MOBWHHI AiATM CKOOPAMHOBAHO, 3 MOCTiMHMM 0bMmiHOM iHdoOpMmaLil nig Yac Xy[oXKHbO-
pecTtaBpauinHMx pag. OCHOBOKW MPUIrOTYBaHHA MNPOEKTY € TPYHTOBHI MiXAUCLUUNAIHAPHI
AOCNIAMEHHA Ta aHani3 ix pesynbrtaTiB. Bci Ail NoBMHHI 6yTM cnpsamoBaHi Ha [o6po 06’eKTy i
BMKOHaHI 3rigHO pecTaBpaLliiHKUX NOCTYNATIB Ta NpaBUIamM pecTaBpaLliiHOl eTUKN.

3BaXkalun Ha 0cob6/MBOCTI NPOLLECY BMIOTOBEHHA HAYyKOBO-MPOEKTHOI AOKyMeHTauji Ta
NnpoBeAeHHs pecTaBpaLiiHMX POBIT Ha KOMMNAEKCHUX MOHYMEHTa/IbHUX 06’eKkTax B YKpaiHi chifg,
3ayBaXXUTW, WO Nig 4Yac AianbHocTi MixobnacHMx cneuiasbHUX HayKoBO-pecTaBpaLiiHUX
BUPOOHNYMX MaNCTepPeHb Ta YKPaAiHCbKOro CreLiaibHOro HayKoBO-pPecTaBpaL,inHOro NPOEKTHOIO
iHCTUTYTY «YKpNpoeKTpecTaspauia» 3 ¢dinieto y /IbBoBi, Taki poboTH BigbyBanucb 31aroAKeHo, a
niJ 4Yac BMKOHaAHHA BCbOrO TMPOEKTYy pecTaBpauii BigbysBanacA crana cnisnpaua Mix
npeacTaBHUKAMM Pi3HMX ranysei. HaTomicTb XyAoOXHMK-pecTaBpaTop pPiAKO MaB BignoBiaHy
OCBiTY, TOMy HabyBaB HeobXifHOro A0CBify ANA BUKOHaHHA PO6IT 3aBAAKM CNiNKYBaHHIO 3
CTapLWMMM KOJIEFaMM Ta Ha YNCNEHHUX Kypcax. Yepes bpak BianoBigHOT ocBiTH | HayKoBOi poboTH
XYO0XHUK-pecTaBpaTop TPAKTYBABCA KOJleraMu Anlle AK BUKOHaBeLb pobiT Ta He 6yB napTHepom
B HAYKOBO-MPOEKTHI pobOoTi. 3MiHM EKOHOMIYHOro i COLiaNbHOrO YCTPOK MNPU3BENU [0
HEXTYBaHHA KOMMJIEKCHOI MiArOTOBKOK MNPOEKTIB AN BWMKOHAHHA pPecTaBpauiMHUX pobiT.
MpPOEKTN YACcTO BUMKOHYIOTb 0CObM 6e3 BiANoBiAHOI pecTaBpaLiiHOT OCBiTU, 6e3 KOHCybTalil 3
HeobXiAHMMM creLjianicTamu, a pilleHHA NPUAMAOTLCA MiJ HATUCKOM 3aMOBHUKIB. Mpali 3rigHo 3
TAaKMM MPOEKTOM YacCTO MNEPETBOPIOOTbCA B PEMOHTHO-OyAiBe/IbHI PO6OTU, fAKI BUKOHYIOTb
byaisenbHi pipmun 6€3 yyacTi pectaBpaTopis.

Mpote € B YKpaiHi i NO3UTUBHI NpuKnagM pectaBpauinHMx pobiT, sSKMM nepeayBanm
PYHTOBHI AOCNiAXeHHA Ta onpautoBaHHA. BoHW peanisytoTbcA, cepen iHWOro nig 4ac
MiXHapoaHMX npoekTiB. Lli npuknagn poBoastTb ePeKTUBHICTb HOBOrO NigxoAy A0 OXOPOHU
cnagWwmMHM Ta 403BOIAOTb 3 HAAIE AMBUTUCA B MalbyTHE YKpaiHCbKOI pecTaBpalii.
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CTPATETIA NPUMAHATTSA PILLEHbL | PECTABPALIMHOIO MPOEKTYBAHHA

MAMBYTHE
BUKOPUCTAHHSA
OYHKLIA*

CTAH
3BEPEXEHHA
[IOKYMEHTALYIS

PECTABPALIIA

(nporpama)

KOHTEKCT
KYNITYPU | ICTPIT
MUCTELTB

TUM OB’EKTY
([IOBPO OB’EKTY)

PECTABPALLIfI -
METOAM

(nporpama)

PECTABPALLIMHE MPOEKTYBAHHS

TEXHIKA

TEXHONOTIA

MPEBEHTUBHA
PECTABPALLIA
(nporpama)

Taba. 1. [Mpono3uyia pecmaspamopcbKo2o NPoEKMy8aHHS, AKili nepedye mooenb npuliHamms piueHHs
wodo KoHcepsauii i pecmaspauii nam’amok Kynemypu ( 1. LLimensmep, 2000, s. 61).

ApXiTEeKTypHa KOHLenNLiiA B pe3ynbraTi
aHa”nizy bopmu Ta oHiKyBaHUX QYHKLi

ApXITEKTYpHUIA NPOEKT 3 BpaxyBaHHsA
ICTOPUYHOTO KOHTEKCTY, LiiHHICTb
nam’saTku, pyHKLiA, popma, dakTypa,
Konip ToLuo.

PecraBpauiiiiHa KOHLenLijis, Wo BUNIMBAE
3 aHani3y iICTOPUYHOTO KOHTEKCTY,
ICTOPUYHOT LiiHHOCTI, cTaHy 06'ekTa,
pecraBpauiiHoro giarHosy

Llini npoeKkTyBaHHA 3 ypaxyBaHHAM
HeobxigHocTi 36epeskeHHs ICTOPUYHMX
LiHHOCTEM, iX eKCMOHYBaHHSA, Ta MOX/IMBO
[0AaBaHHA HOBUX

[any3esi iH}XeHepHi NPOeKTU TEXHIYHMX
pileHb po3pobieHi3 ypaxyBaHHAM
pecraBpauiiHux nocrynaTtis

PECTABPAL|IMHUIA NPOEKT

OuyikyBaHHS BIaCHUKaA LLLOAO
3annaHoBaHoi GyHKuii06'ekTa

PecraBpauiiiHi NpoeKTU TEXHIYHUX
pileHb, 1o 3abe3neyyloTb TPMBANICTL
marepii nam’fTKU Ta eKCMOoHYIOTb ii
ecTeTUYHY BapTicTb

Tabn. 2. KomnoHeHmu iHmepoucyunniHapHo2o pecmaspayitiHoeo npoekmy (Rouba 2008, c.69).
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In.1. ®pecku noy. XVIIl cm., asmopcmea ®paHyucka EkwmaliHa cmaH 0o pecmaspauii.
lapHizoHHuli xpam ces. Anocmosie lNMempa ma lNasna (KoauwHili kocmen omuie €3yimis) y Jlbeosi. Aemop
¢omoepadii 1. boniHcokuli 2013 p.

In.2. ®pecku noy. XVIIl cm., asmopcmea ®paHyucka EkwmaliHa cmaH nicaa pecmaspauii. FapHi3oHHUL
xpam ces. Anocmonis lMempa ma Maena (KoauwHili kKocmen omyie €3yimis) y /leeosi Aemop pomoepadpii
. boniHcokuli 2022 p.
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In. 3. Kanauysa KpuxaHoscbKux cmaH 00
pecmaspauii, /luvakiscekuli ygsuHmap,
m. /lesis https.//polonika.pl/co-noweqo-
/renowacja-kaplicy-krzyzanowskich-na-
cmentarzu-lyczakowskim (0ocmyn
06.06.2022)

}1 In.4 Kannuya KpuxaHo8CbKUX CMaH nicnsa
1 pecmaspauii, /ludakiscoKkuli ysuHmap,

m. Jlegig

https.//polskagada.pl/kaplica-
krzyzanowskich-na-lwowskim-lyczakowie-
wyremontowana/ (docmyn 06.06.2022)
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In.5. PenpezenmauiliHa 3aa1a Kam’aHuyi
KopHakma (Koposiecekoi), 8i00iny /lbsiecbkoz2o
icmopu4Hozo my3zero. CmaH 0o pecmaspayii.
Asmop ¢pomoepadpii E. LLlapnama 2018 p.

In.6. PenpeseHmauiliHa 3ana  Kam’saHuuyi
KopHakma (Koponiscbkoi), 8i00iny JlbsiecbKo2o
icmopu4Ho20 my3zero. CmaH nicaa pecmaspauyii.
Asmop ¢pomoepadii I1. boniHcbkuli 2020 p.
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Cy4acHuli nioxid 0o npoyecy oxopoHU mamepianbHoi KynbmypHOi cnaduyuHu YKpaiHu e
KOHmMekcmi subpaHux npuknadie esponelicbko2o doceidy

Mam’amku Kynemypu — cnadwuHa, Wwo 8usHa4ae ma 6yoye Hawy ideHmu4Hicmos. OXOpPOHA Ub0o20
CrnaoKy € HaWoro cnisnbHo 8idnoesioansbHicmio. Baxausum € cnocib nioxody 0o nam’amok ma ix
8i0nogidHa oxopoHa ma pecmaspayisa. s cmammsa € cnpoboto ocMUcCneHHA MexaHi3mis, Wo
caywame HanexcHili nidecomosuyi o6’ekmie 0o pecmaspauiliHux pobim. 0b6z2o8oprOOMbLCA
meHOeHUiil ma npuxknadu KpaiH, AKi cmukaauca 3 nodibHUMU MpPYOHOWAMU 8 OXOpPOHI
Ky/s1bmypHOI crnaduwjuHu, 3 AKUMU MU CMUKAEMOCA 8 YKpaiHi. [Toka3dye Hosul yinicHul nioxio 0o
docnidxeHHA ma 3b6epexceHHA Nam’samku, Wo MAE HA3sy «pecmaspayiliHe MpPOEKMYBAHHAN.
BuszHaueHo posib XyOOHCHUKA-pecmaspamopa K MixcoOucyunaiHapHo20 creuyiasaicma, SKuli moxe
6ymu crnosny4yHor AAHKOK MIiX NpedCcmasHUKaMu pi3HUX OUCYUNAiH HayKU ma mucmeymea 8
eanys3i pecmaspauii. et Hosuli nioxi0 0o oxopoHU ma 36epexeHHs nNam’smok, AKul exce
bazamo pokKie icHye 8 3axiOHili €sponi, maxkox 3acmocosysascd ma 062080p08ABCA HA
KOHKpemHuUx rpuKknadax rnpoekmie pecmaspauii y 3axiOHili YKpaini. BusHayeHo, WO mMaka
mooesnb 6e3yMo8HO MOKpAWye 3az2aabHuUlli nioxid 0o nid2omosyo20 MNpouecy, a MAaKOM
BUKOHAHHA pobim, Moe’a3aHux 3 OXOPOHOK MamepiansbHOi cnadwuHu. [lidguuwieHHAa poni
pecmaspamopa meopie mucmeymea 0obpe snucyemeca 8 yk cxemy. Pecmaspamop cmae
20PAHMOM HA/AEHHO20 UinicHo20 nidxo0y 00 nam’amku, il iCmopuyHUx ma MucmeuybKux
uiHHocmeti. [lepesipeHi modeni 3 HWUX KPAiH MOXYmb cmamu OCHOB80 078 Mo0dsbWo2o
0b62080peHHA MalibymHbo20 pecmaspauii 8 YKpaiHi.

Knrouosi cnoea: pecmaspayisi, 0OXOpoHA KyanemypHOi cnadwuHu, pecmaspayiliHe npoeEKMy8aHHs,
pecmaspauitiHa 0oKymeHmauisa, pecmaspayiliHa emuKa
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THE IDEAS ABOUT OTTOMANS IN ITALY DURING THE 15™ AND 16™ CENTURIES:
THE STUDY THROUGH TEXTILES

Kateryna Hotsalo

YaeneHHsa npo ocmaHie 8 Imanii e XV-XVI cmoaimmax:
00CnidMCeHHA Kpi3b meKcmuno

KamepuHa lNoyano

Cmammas € cnpoboto 0onosHUMU 3HAHHA NP0 yA8AeHHA imaniliyamu ocmaris npomsazom XV ma
XVI cmonimes, sukopucmosyroyu 36epexceHi MKaHUHU 060X Kysabmyp, 32a0KU NPO MeKCmMusb 8
nuceMHUX ma 8i3yasbHUX Oxcepesax.

Cy4acHi mexHon02iYHi Memoou 00CniOHeHHA 0a8HbO20 MmeKcmualo 0almes 3mMo2y
ymoyHumu oeo ampubymueHi 0aHi, o 8 c8oto Yepay, cripuse binbw nesHUM 8UCHOBKAM U000
MUCMeYbKUX 3arno3u4YeHb 8 UapuHi 03006s1eHHA. B makuli cnocib, Hanpuknaao, 3'acyeanocs, wo 086i
MKAHUHU 3 Kosnekyii My3eto XaHeHKis, AKi esaxcanuca imanilicekumu, € pobomoro OCMAHCbKUX
maticmpis. Akwo 3a 6y0o800 imanilicbKuli ma ocMaHCbKul mexkcmusb 00Cnioxy8aHozo nepiody
docume pi3Hul, 8i3yanbHO — 8iH HABMAKU Yacmo € malixce oOHaKosum. Hessaxcaroyu Ha me, Wo
mopeiena OCMAHCbKUMU MKAHUHAMU He 6yaa 3Ha4yHo nowupeHoro 8 Imanii XV-XVI cmonime,
imaniliceki pucysanbHUKU ma mKa4i yce X aKMUBHO iMimyeanu meKCmusabHy MpooyKUuito
Bnu3bKoeo Cxo0y.

MucemHi Oxcepena, ocobnauso aucmu ma iHBEHMAPHI OOKYMeHMU, MAKOMX( HAMNOBHEHI
3200KAMU OCMQOHCbKUX MKAHUH ma eupobis «8 mypeybKomy cmuni». TaK AK asmeHmMu4YyHo20
meKkcmusno i3 3axioHoi Azii 8 mi yacu 6yno Hebazamo y ceimcbKomy npocmopi imaniticeKux micm,
8ip02iOHO, MiCMSAHU MOo2AU acouito8amu i3 OCMGAHCbLKOI Kysibmypolo MeeHi eudu MKAHUH
micuyesoeo 8UPOBHUUMEBA, W0 8uU2a40aaU AK «mypeybki». Kinbkicme ma ocobaueocmi ixHbo20
onucy y nucemHux Oxepenax HAWMOBXyOMb HA OYMKYy [P0 KOs0CAnAbHY 3aUuiKassaeHicms
imanidiyamu oCMaHCbKOIO Kynbmypoto, «obepexcHy ysacy» 00 3pocmaro4oi OCMAHCbKOI imnepii
ma 8U3HAaHHA ii doMiHy8aHHA HaAd 6azamema Hapodamu Asii. Yce uye gidbysasnocs ycynepey
nepmaHeHmMHum giliHam Mmix BeHeuilicokoro pecnybnikoro ma ocmaHamu. BxooxceHHs y
imaniliceky mMoOy MKaHUH «Ha mypeybkuli a1ad» 6yno 6auckasuyHum. OOHAK y Micyesux
nucemMHux Oxcepesniax 8CinAKO nidKpecnosanacs 0asHicmb mpaduyii 8UKOPUCMAHHA MypeybKux
«MOOHUX npuliomie» imaniliyamu, WO MO2710 MaAMu HA Memi YKOPIHEHHS yA6/neHb [po
CropiOHeHicmb Kyaemyp.

Knruoei cnoea: dasHili mexkcmunes, OcMaHCbKa imnepis, Imanis, opHameHm, KHuea kocmromis.

Introduction

After Russia's open invasion of Ukraine on February 24, 2022, it is difficult even to think of the
possibility of some kind of reconciliation with the aggressor. According to the results of a poll
conducted by the Sociological Group “Rating” on 6 April, 2022, 64% of Ukrainians believe that
restoring friendly relations between Ukrainians and Russians is impossible at all. At the same time,
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22% suppose that it could happen in 20—30 years. Other 10% believe that the reconciliation is
possible in 15 years (Romanenko 2022). For objective reasons, the reality of the early modern
times was completely different. Despite constant military conflicts during the 15™ and 16%™
centuries, Italian trade with the Ottomans, and thus close cultural communication, continued
(Mack 2002, p. 23). Anxiety was in the air. But what else did Italian city dwellers feel about the
foreign threat?

Thanks to diversity of contemporary studies, the classic concept of the Renaissance culture is
gradually complemented with many aspects which demonstrate the richness and versatility of
outlook, typical for the Italian citizens of that time. Not only was an outlook aimed at rethinking
the past, but also at expanding ideas about the world as such, about its inhabitants and the
difference between cultures. Studying perception of Ottomans by lItalians in this context is
particularly intriguing®.

Throughout the 15th and 16th centuries, textiles were an integral part of trade between the
Ottoman Empire and the Italian cities such as Venice and Florence? (Garett & Reeves 2018, p. 157).
Based on this fact, it is textiles, as well as related references in written and visual sources, that
serve as a means of information about the various contexts of interaction between the mentioned
cultures. Fabrics also took part in the processes of forming the ideas of Italians about Ottomans,
and vice versa. Textile as a material has only recently begun to be considered by researchers in
this way. This subject is especially intriguing in the context of contemporary decolonization
processes, which are being undertaken in the museological environment and not only (Weber
2016, p. 5).

A conspicuous effect of West Asian tradition on Italian art during 1300-1600™" studied an
independent scholar — Mack Rosamond. In the book “Bazaar to Piazza: Islamic Trade and Italian
art, 1300-1600” she reveals peculiarities of interconnection between Islamic and Italian arts in
details, putting the accent on the decorative arts, such as luxurious textiles (Mack 2000). The work
includes the look on peculiarities of the trade processes through art as an informative source.

The similar thematic has another publication “Venice and the Islamic World, 828-1797"
(Carboni 2007). The exhibition catalogue explores Venice as the “bazaar” and the way in which it
absorbed ideas, knowledge, cultural and scientific achievements of the Islamic world. Not only
were essays of the book created by the scholars, but also by the conservators which brought an
academic theory closer to interaction with real textile objects.

Talking about researches, concentrated on investigating concrete textile samples, one of
most thorough is the book created by the group of authors — “Ipek: The Crescent & The Rose:
Imperial Ottoman Silks and Velvets” (Raby (Ed.) 2002). It is exclusively devoted to Turkish silks.
However, it also studies mutual borrowings in textile design by manufacturers of the Ottoman
Empire and Italy and analyzes the difference in structure of different silks from both areas. This is
helpful to attribute pieces of preserved textiles.

The purpose of the current research is to answer the main question: how can the
aforementioned role of textile be useful in the researching idea of Italians about “the East”
between the 15™ and the 16™ centuries? By using "traditional" types of sources, we have no other
choice but to focus rather on the perceptions of the elite than on the general population.
However, by looking on textiles, we can examine the spread of certain concepts in society in

11t should be clarified straightaway that because of the expansion of the Ottoman Empire, the word “Turk”
was used in ltaly not for designation of a specific ethnicity, but served as synonymous with Ottoman
Muslims in general perception (Denton, 2015, p. 8-9). Just to avoid frequent repetition, in the article we
will use both words equally (Turks and Ottomans).

2 Florence and Venice were the main players and competitors in the Mediterranean trade, buying mostly
raw silk and selling finished luxurious fabrics (Michienzi 2019, p. 55).
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principle, at least through those elite items that were in the field of view of the average city
dwellers.

At the very beginning, it is important to note that Italian historical sources of various types
have critical differences in the information they provide about Ottoman textiles. These differences
are the subject of my study. In the current research | use namely Venetian and Florentine
historical sources — written and visual.

Italian or Ottoman?
Antique textile pieces from the Khanenko Museum

To gain the purpose of the research, | want to start with the consideration of textiles which reflect
the strong interactions between Ottoman and Italian cultures during the period under the study.
The Khanenko Museum in Kyiv preserves a valuable collection of the world art, which includes
antique textiles. A significant part of them was bought by Bohdan and Varvara Khanenko — the
founders of the museum (The Khanenko Museum Archives. Aids 1. File 2. 14, p. 14).

It is intriguing to look at an interpretation and presentation of the collection by Bogdan and
Varvara Khanenko at the end of the 19th century, when they were still living in their mansion. In
accordance with the European fashion of the second half of the 19th century, they decorated the
rooms in the architectural style of historicism, that means in imitation and combination of various
historical styles (O’Hear 1993, p. 128).

Taking a closer look at one of the largest halls of the Khanenkos’ mansion, one can notice
some similarities of its architectural elements with a medieval castle. However, this «castle» is
filled with a wide range of art objects, including textiles, created in different parts of the world
during the time, which coincide
with the Middle Ages and early
modern period in Europe.

As erudite collectors, the
Khanenkos may have wanted to
demonstrate the coexistence of
different cultural traditions and
their interaction. In fact, Bohdan
and Varvara were probably
aware of the availability of
certain  stereotypes in the
classification of objects according
to place and time. Thus, they
could have emphasized on the
equivalence of different artistic

Fig. 1. The interior of the Khanenko house. Late 19" century. and cultural practices, presenting
quite different artworks in a

single space. Such display may also have had other reasons. It could have imitated a vision of the
world of a medieval person, for whom all kinds of imported objects were one of the main sources
of knowledge about the surrounding world.
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Fig. 2. Velvet fragment Fig. 3. Silk fragment
The Ottoman Empire (?) The Ottoman Empire (?)
15"—-16% centuries Late 16" century
The Khanenko Museum collection The Khanenko Museum collection
Inv. Ne 41 TK. Inv. Ne 257 TK.

While displaying the artworks in such a way, Bogdan and Varvara Khanenko were also driven
by their profound knowledge of intercultural exchanges of previous eras. However, during their
time, this knowledge was formed mainly due to the observation and classification of the visual
characteristics of artworks. Obviously, Bogdan and Varvara Khanenko, as well as other collectors
and art connoisseurs of their time, occasionally had misconceptions about place and time of origin
of collected artworks. This statement is especially true for textiles, which were one of the main
materials of trade during the Middle Ages and early modern times. Fabrics "absorbed" and
transmitted the experience of artists, weavers, and, in general, peoples around the world. Such
circumstances complicate greatly the attribution of ancient textiles.

Nonetheless, over the last century, the scientists have developed different methods of the
technical expertise of textiles®. For instance, a careful study of the structure of the textile samples
can sometimes allow to determine where they were made — in the Ottoman Empire, or in Italy.
The fact is that between the 15" and 16%" centuries Italian silks were highly respected in the
Ottoman Empire and influenced significantly Turkish textile production (Phillips 2021, p. 155). The
characteristic features of Ottoman art in turn were inherited and modified by Italian weavers and
artists. Even if Turkish and Italian textiles of the specific time may be visually similar (regarding
their patterns etc.), their structure usually differs (Peter, 2020, p. 168). This helps to clarify the
attribution of several textile pieces from the Khanenko Museum’s col lection as well.

One of them, as we know from the inventory data, was bought by the Khanenko family as an
18th-century venetian velvet (Inv. Ne 41 TK). However, it has all characteristics of ottoman
textiles, which were woven in a single structure for many years. For instance, the main warp of the
fabric is Z-twisted silk, while the pile warp has no apparent twist. The structure of the fabric is a
4/1 satin weave foundation, with every third warp binding wefts in a % S-twill order (Peter, 2020,
p. 173). The “gold” weft is a metal foil wrapped in S-direction around an S-twist yellow silk core
thread. (Carboni, 2020, p. 195). To conclude, these and other technical characteristics indicate that
the textile was most likely made in one of the Ottoman workshops between the 15th and 16th

! One of the first researcher in the field was Donald King (1920-1998), who was an expert in technical
expertise of both — Asian and European textiles.
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centuries. Such items were the attempt of Turkish weavers to imitate imported Italian silks (Garett
& Reeves, 2018, p. 157).

Another textile fragment was transmitted to the Khanenko Museum in 1955 as an example
of ltalian silk, made between the 17" and 18™ centuries (Inv. Ne 257 TK). Nevertheless, its
peculiarities also indicate that the textile originates from the Ottoman Empire.

The structure of it is known as a lampas, a particular combination of two weaves — in this

case a 4/1 satin weave and 1/3 twill weave. The front of the fabric is characterized by two
contrasting surfaces, one formed by the warp floats of the satin weave and the other by the weft
floats of the twill wave. These and other characteristics
indicate, that this piece of a delicate silk was manufactured
in Bursa or Istanbul at the end of the 16%" century (Raby
(ed.) 2002, p. 217). This example proves once again that no
object in today's museums exists without a migration
process — each embodying transregional links and
exchanges (Weber 2016, p. 5).
Since the middle of the 20™ century the technical expertise
of textiles has been turning into a separate and solid field.
Why are we so desperate to determine accurately the place
and the time in which preserved textile pieces were made?
Because this acquired knowledge gives us not only the
opportunity to look at fabrics as unique artworks, but also
A the opportunity to confirm or refute, develop and s
: upplement theories of broader scientific interest.

Habiti de Torchi Libro Settimo. 295

Rl

Nonfipuodire che l'habito di qscflogrd

Signore non fiaricchiffimo , e piz: che betlo -

il Dolimanoé doro, lafortanadi Veluro,

nfa broccatelli, eporta fempreinrefia va
 turbante belliffimo .

4

Fig. 4.
Cesare Vecellio

Now, thanks to a technic al expertise of the textiles
mentioned above, our assumption is proven - Italian
masters borrowed the visual characteristics of Ottoman
fabrics, in most cases copying them very accurately. In other
cases, they copied the construction of decorative
compositions, transforming their elements in accordance

with local tradition. Interactions in the field of copying and
borrowing decor are obvious. Even leaving the local fabric
structure, a craftsmen copied the "fashionable" foreign
decor — the Italians borrowed the Turkish one, and vice
versa.

(c. 1521 —c. 1601)
“Clothing, Ancient and Modern, of
Various Parts of the World”
The image of the Turk.

Ottoman fabrics in Italian written sources

While Italian written sources are filled with detailed descriptions of Ottoman textiles and
demonstrate the ability of authors to distinguish them from others, visual sources, on the
contrary, most often shows Turks in the Italian fabrics. Firstly, let us look through the abundance
of mentions of Ottoman textiles in written sources. There are two main types of describing fabrics,
connected to an Ottoman tradition by Italians — “Turkish” (turcheschi) and “in Turkish style” (alla
turchesca).

For instance, the letter describing the journey and entrance in Pisa of grand duke Ferdinando
| de’ Medici, mentions different types of textiles, used by the court and its servants. Some of the
court participants were clothed in costly velvets of different colors, others — in Turkish-style
textiles (vestiti del medesimo drappo pagonazzo alla turchesca) (ASF, MP, f. 60, v. 6377, Doc ID
23668). Thus, it can be assumed that fabrics in Turkish style, in opinion of a man who wrote this,
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were visually somewhat different from others. Most likely, as a distinctive feature for
identification of the textile could have served its ornament: other fabrics, according to their
description, were monochromatic.

Both options for describing fabrics ("Turkish" or "in Turkish style") are also presented in
inventory documents. As an example, the inventory of 1553, dedicated to Cosimo | de’Medici’s
housing, located in the Palazzo della Signoria, has the description of items made in Turkish style,
such as a belt (Uno cinto alla turchesca di seta rossa et d' altri colori) (Conti 1893, p. 192). In the
same document, the authors describe Turkish fabrics (6 panni di quoto rosso turcheschi), probably
knowing about their exact place of origin (Conti 1893, p. 123). Otherwise, they could have
determined the place of origin of textiles due to their visual characteristics.

These examples could lead to the conclusion that Italians were able to distinguish textiles of
Ottoman origin from Ottoman-style fabrics: this idea is being followed by some researchers?.
However, despite the frequent references of Ottoman textiles in written sources, according to the
latest research, in fact, such textiles were not common for the daily life of Italian cities, during the
period under study. While Italian silks were considered incredibly valuable in the Ottoman Empire,
Turkish textiles probably had no such value in Italy, where locally produced products dominated.
In the most cases Ottoman textiles were used in Italy in the forms of clerical vestments but not in
secular spaces (Carboni 2007, p. 186). Moreover, many ltalian cities implemented a policy of
protectionism during the researched period (Raby (ed.) 2002, p. 186). Does the absence of such
fabrics in large quantities in Italian cities mean a lack of interest in Turkish culture as such?
Obviously not, quite to the contrary.

If authentic Ottoman fabrics were a rare sight in Italian cities, it is likely that both
designations (“Turkish” and “in Turkish style”) were used to describe fabrics that looked like
Ottomans and evoked ideas about this culture. As | can suppose, even if it was impossible to
observe actual Turkish silks frequently, authors of written documents constantly associated similar
products of any other origin with them. As we have seen before, local manufactures also
fascinated by copying West Asian fabrics.

To further develop the idea outlined above, | suggest referring to the book “Dehgli habiti”
(which contains 420 illustrations of costumes) (Vecellio 1590). Describing dress of different
peoples, Cesare Vecellio — a Venetian publisher of the second half of the 16%" century — periodically
uses the phrase “in Turkish style”. Occasionally, he also focuses attention on Turkish origin of
certain fabrics or fashion trends. Emphasizing the spread of Turkish fashion trends among Asians,
Italian authors, to some extent, separated inhabitants of the Ottoman Empire, demonstrating in
some way the superiority of Turks over other Asians, which in this case embodies in the form of
fashion.

For instance, according to Vecellio’s “Costume book”, Asians are used to wear Turkish-style
clothing (alla turchesca) (Vecellio 1590, p. 371). In addition, in Armenia, as writes Vecellio, people
are accustomed to wear shoes which look like Turkish ones (portano scarpe ferrate come i Turchi)
(Vecellio 1590, p. 377).

Description by the author of the Ottomans themselves, also deserves attention. According
to the “Deghli habiti”, wearing turbans is a distinctive feature of “Turks”, especially wealthy ones
(Vecellio 1590, p. 295). Besides, on the book engravings the wealthy Turks almost always are
depicted in ornamented textiles (Vecellio 1590, p. 297). Such an embodiment of the wealth on the
pictures of a European author could be associated with widespread traditions and customs of

1 In the article of Karellas H. is underlined: “Walking down the street, Italians could distinguish between
basic Italian textiles and Middle Eastern ones, and the latter evoked a sense of respect and admiration of
the wearer” (Karellas 2011, p. 26).
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European cities themselves, formed according to peculiarities of the Sumptuary laws!. Only
Turkish servants, also depicted in turbans, are presented in plain clothes, without embellishment
(Vecellio 1590, p. 305).

This phenomenon lies somewhere in the field of a ) ,
concept of the period eye, proposed by the art historian ' R » s
Michael Baxandall (1933-2008)%. In connection with it, —
Italians could have perceived and contextualized the |
Ottoman fabrics through the lens of their own daily
experience, as also Vecellio was doing. His costume book,
thus, could be the key to understanding perception of Turks
by Italians, as researchers have defined (Semple 2019, p.
16). It seems to me that it demonstrates curiosity and
interest in the culture of the growing Ottoman Empire
rather than fear or a strong rejection of it.

Textiles and perception of Ottomans and the Ottoman

Empire Poffanoi T urchi tener pis: moglima una
élaprincipale, con la guale dormano il Pe-
o nerdigiorno della lor fefta, quefia nellan-
In the opinion of some researchers, after the fall of [Warper la Cittacanalea un canallo forto

Constantinople in 1453 and by the end of the 15 century, w"‘m‘h”mmﬁpvwd"
a negative perception of all Muslims as the «new
barbarians» spread among ltalian intellectuals. The events
of that time, due to this point of view, also marked the
beginning of the formation of the modern division into
“East” and “West”, with a certain negative connotation of
the former (Denton 2015, p. 2).

However, as mentioned previously, during the 15
and 16™ centuries the ideas about Turks were very complex and often indistinct in the eyes of
Italians of various cities. This circumstance often contributes to conflicting conclusions in different
areas and contexts of modern studies, which can only confirm a wide range of interactions
between Turks and ltalians during the researched period. Thus, mentions of Turkish textiles in
different types of written and visual sources enrich the concept, which highlights the prevalence of
interest and attentiveness to Ottoman culture among Italians, and last but not least,
comprehension and inclusion of its features into local cultural tradition.

Quite often Italians could identify the belonging of textiles to the Ottoman-style visual
tradition. The phrase "in Turkish style" in this case embodies the process of spreading among
Italians not only the use of Turkish products exclusively, but interaction and opened dialog with
the concepts of Turkish culture as such.

According to a number of researchers, since the end of the 13th century, Asian influences
began to penetrate especially actively into Italy. In order to protect themselves from alien
cultures, Italians turned to their native past, to the great culture of Latin antiquity. Thus, according
to scientists, this Asian influence became one of the reasons for the formation of those distinctive
features of culture with which we now associate the phenomenon of the Italian Renaissance
(Bitsili 1996, p. 26). It's hard to disagree with this theory. However, in order to determine the

Fig. 5.
Cesare Vecellio
(c. 1521 —c. 1601)
“Clothing, Ancient and Modern, of
Various Parts of the World”
The image of the Turks

! More about sumptuary law in Italy in: Facelle, E. F., 2009, Down to the last stich: sumptuary law and
conspicuous in Renaissance Italy. Bachelor thesis. Wesleyan University.

2 “But each of us has had different experience, and so each of us has slightly different knowledge and skills
of interpretation” (Baxandall 1998, p. 29).
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boundaries and peculiarities of one's own culture, it was probably necessary to find and accept not
only what is different, but also what is common with one's neighbors.

The absence of a clear and formed
Libro Prime 61 stereotype about confrontation between East and
West, Islam and Christianity in the eyes of Italians
during the researched times becomes visible also
in other philosophical doctrines and texts. Thus,
according to practice of the Florentine politician
Niccolo Machiavelli, wearing clothes in Asian style
contributed to his mental activity. For him, it
strengthened the sense of mystical connection
with the past times and epochs. From this
example, it can be assumed that Italian
intellectuals considered the Asian cultural
tradition as a potential heir to a common ancient
heritage (Ruvoldt 2006, p. 643—-644). Moreover,
despite the gradual development of the idea of
Turks as new barbarians, the concept of their
possible origin from the Trojans, not the

agf’;:;g’i!’:f:}?ﬁ‘}{z:,;?zﬂ;fﬁ;’;‘;’;”;‘:‘:} Scythians, remained widespread in the 15th and
g b4 .

urbante molto variato di colors ,con col- 16th centuries (Denton 2015, p. 8).

ne d"oro,€5° cinte di grandiffimo prezz.o, The idea of a certain commonality of

wn Ventaglio col manico d'oromolto bers cultures was traced not only in theoretical

207 A310 .
discourse, but also in practice. During the
Fig. 6. researched period Turkish fabrics and carpets
Cesare Vecellio were used not only in secular but also in religious
(c. 1521 —¢. 1601) spaces throughout Italy. Most likely, Italians were
”Clothing, Ancient and Modern, of Various acquainted with the original purpose of such
Parts of the World” textiles (for instance, carpets): in inventory
The image of Italian women. documets these items were often mentioned as

«Muslim» (Mack 1997, p. 62). However, their
presence in Christian cult buildings could hint not only at territorial origin of Christian religion, but
also at a certain unity in origin of Ottoman and Italian cultures. Of course, the basis of this concept
could have been not so much cultural as commercial interest — the need to maintain adequate
relationships for survival and interaction of the economics of both cultures (Devi 2009, p. 46).

It is interesting to note, that some researches (such as Dr. Robert H. Schwoebe) even have
made the comparison of interconnection between the Ottoman Turks and Renaissance Europeans
with the Cold War. They have observed that in both cases the interaction in the field of culture
was caused by the need for cooperation in economic and politic spheres (Denton 2015, p. 16). The
need for commercial interaction, therefore, to some extent reduced the vision of cultural
differences.

In this context, an intriguing case is the depiction of appearance of a wealthy Italian woman
in the «Costume book» by Cesare Vecellio. According to the author, wearing a turban “in Turkish
style” was considered a fashionable trick among Italians long before the 16th century (portavano
in testa, a modo de Turchi, quell Turbane molto variator di colori) (Vecellio 1590, p. 61). The
description could indicate a desire to demonstrate the antiquity of the connection between the
two cultures as well as between their economics.
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Fig. 7.

Circle of Gentile Bellini (?)
Portrait of Sultan Mehmet Il
with a Young Man (fragment)
A young man, depicted in
ornamented Italian (?) cloth
¢. 1500
Purchased at Christie’s London
by the Municipality of Istanbul.

Fig. 8. Textile fragment
Turkey. Second half of the
16" century. Museum of Fig. 9. Textile fragment
Fine Arts, Boston. Venice, Italy. Second half of
the 15 century. The
Khanenko Museum, Kyiv
Inv. Ne 32 TK.

Ottoman textiles in Italian paintings?

Researching the written and visual sources of this topic, one can notice some dissonance between
them. While Italian written sources are filled with the detailed descriptions of fabrics “in Turkish
style” and “Turkish”, the Italian visual sources, on the contrary, most often shows Ottomans in the
local fabrics. Indeed, the most common exceptions are those cases when an artist personally
observed the real Ottoman textiles: around 1474 the venetian painter Gentile Bellini, invited by
Sultan Mehmed Il to Istanbul, painted a scribe in an elegant Ottoman brocaded-velvet caftan
(Peter 2020, p. 170).

In other cases, Italians most often depicted Turks in very expensive local fabrics — different
types of brocaded velvets and other silk garments. Very often such cloth was embellished with
golden patterns. The “dressing” of Turks in such prestigious fabrics in painting emphasizes the high
status of the neighbors in the eyes of Italians. This trick also indicates the understanding by them
of a single source for the development of similar textile patterns, characteristic of both Ottoman
and Italian art. Probably, it was precisely such fabrics with different variations of rich ornaments
that Italians could occasionally have called "Turkish" or "in the Turkish style".

Transformation of textile patterns as an embodiment of worldview
Even though Italian and Ottoman textiles of the underlined time have much in common, their
details often differ. Interestingly, while the floral elements dominate in the Turkish textile

ornaments, such motifs can often be replaced by the image of fruits in the similar European
fabrics.
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As early as the second half of the nineteenth century, an Austrian aesthetician, Alois Riegl
(1858-1905), made the suggestion that the features of the materials and techniques that
influenced the artistic process throughout the history were not d ecisive. Riegl insisted on the
existence of something superior — an elusive artistic thinking (Riegl 1992, p. 7). According to Riegl,
during a creative act, the symbolic meaning of the ornament usually became secondary for an
artist (Binstock 2004, pp. 14-21).

A little bit later, an art historian Fritz Saxl (1890-1948) suggested that images-constants,
moving between cultures, eras and mediums, constitute the foundation of European culture and
the study of their "trajectories" — a necessary condition for orientation in its space (Honour &
Fleming 1970, pp. 25-26).

Although | believe that “kunstwollen" was a major engine for the developing decorative arts,

images-constants probably were more sensitive to the symbolic meanings that existed in a
particular culture and were often transform ed in connection with them. This process could often
be unconscious from the point of view of a particular artist.
In accordance with the subject of my current investigation and in connection with the previous
theories of this well-known historians, | can only dare to make an assumption and add to the
above. Even if both ornamental traditions of the researched period (Ottoman and Italian), have a
common origin mainly in the form of the ancient patterns, their transformation and adaptation
still took place under the influence of the local peculiarities of worldview.

As most researchers believe, due to the extreme living conditions in the arid areas of
Western Asia, it comes as no surprise that oases and irrigated gardens have a very special status in
the Muslim religion (Roche 2015, p. 1). Increased attention to the garden forms was embodied
mainly in the use of floral elements in patterns, including textile decoration (Ghasemzadeh at al.
2013, p. 73). In the same way, the importance and predominance of fruit symbolism in worldview
of Christianity, could have led to the dominance of their forms in a part of textile ornaments. Of
course, both fruits and flowers are important and symbolic in both cultures, however, here we just
mean only a certain predominance of some forms over others in certain patterns.

A group of ornaments based on combining the shapes of different fruits and other modified
plants, even received a generalized name — "the pomegranate ornament" — created by the 19t-
century researches (Fanelli 1994, p. 193). However, the vast majority of the 15 and 16t"-centuries
Italian written sources content a very general description of embellishments and patterns,
presented on textiles. In the inventories and other types of documents the educated Italians gave
no special attention to the ornaments of fabrics, despite a detailed description of their other
characteristics. The creators of the written documents almost always mention the presence of
patterns on textiles (Hotsalo 2019, p. 31). Notwithstanding, the symbolism of ornament as such,
obviously, did not interest them. At the same time, there are some exceptions to the rule.

The inventory description of the Cosimo | de’Medici’s housing in the Palazzo della Signoria
mentions a costly fabric, decorated with the pattern in the form of golden fruits (Un paramento di
raso...col fregio da capo in pomi d’oro) (Conti 1893, p. 46). Based on this example, it could be
suggested that in case when it was necessary to describe textile in detail, some Italian citizens
could subconsciously see a hint of fruit in elements of its pattern. The words “from gold” (d’oro) in
the mentioned description could relate to the woven technique and used materials as well as to
the symbolic meaning of the image: the “golden fruit” (pomi d’oro) — in such a way Italians also
were used to name the various types of fruits, which were associated with different symbolism (of
beauty, love, pleasure, postulates of faith), during the researched period (Fiorani, 1989, p. 66).
“Pomi d’oro” could also have been a description of the coat of arms of the Medici family or its
elements reproduced on the fabric. The researchers suggest that it is the golden fruit, or rather —
oranges, presented on the Medici’s coat of arms (Tacconi 2005, p. 187).
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In Florentine letters of the 16th century, the word "pomus" is most often used as a
generalized designation for fruits. For example, Johanna of Austria, Grand Duchess of Tuscany
(1547-1578), in the letter from 1578, also admires the variety of fruits sent to her, identifying
them with the word “pomi”: “I like to consider the variety of those fruits” (mio piacere in
riguardare la varieta di quei pomi...) (ASF, MP, f. 170, v. 5926, Doc ID 3627).

We can admit that most often Italians perceived the textile patterns holistically, as a
luxurious embellishment, not splitting them into components, in pursuit to reveal some assumed
symbolic meanings. Nevertheless, the exceptions to this rule indicate that sometimes Italians, in
some written documents (for instance, in inventories), were forced to describe decoration of
fabric. In such cases, in connection with the pecularities of the local sociocultural system, they,
maybe even unconsciously, could have recognized the forms similar to fruits in elements of textile
ornaments. And local designers and weavers depicted exactly them in fancy patterns.

Conclusions

As | have demonstrated, by means of the fabrics from the Khanenko Museum collection, the
simultaneous study of preserved fragile textiles, as well as written and visual sources associated
with them, allows to enrich our knowledge about the perception of some cultures by others.

Of course, the interaction between Turks and Italians in the 15th and 16th centuries was
multifaceted and complex. However, such an important item of trade, daily use and rituals as
textile sheds light on an aspect of a genuine Italian interest in Ottoman culture. "Turkish" or
"Turkish-style" were what Italians called a great variety of textile products. Despite the difference
in the worldview of Italians and Turks, more practical tasks encouraged them to look for common
ground. And this search became not only formal — a deep interest and integration of Ottoman
elements in daily life of Italian cities is evident. It is possible, that some caution can be observed in
the manifestations of this interest, but so far not a negative perception of the Turks. What
rightfully belongs to the Italian tradition (for example, luxurious patterned fabrics) was instead
often interpreted by Italians as something that can also be related to the Ottoman one.

If, however, we take a closer look at these patterned fabrics, we would notice, that among
similar items of Ottoman and Italian production there are some differences, formed in accordance
to peculiarities of their local worldview. In future research, a more thorough study of the
modification in specific elements of textile patterns by the considered cultures, seems to be
promising. Such developments will continue to test and develop the theory, we proposed
(displaying in ornamental elements the features of the worldview through their transformation).
In subsequent studies, it may also be prospective to investigate it vice versa — Turks' idea of
Italians through textile, especially since there were a lot of fabrics of Italian origin in the Ottoman
Empire.
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The ideas about Ottomans in Italy during the 15" and 16 centuries:
the study through textiles

The article is an attempt to supplement the knowledge of Italians' ideas about Ottomans during
the 15th and 16th centuries, using the preserved antique textiles of both cultures, as well as
fabrics’ mentions in written and visual sources.

Modern technological research methods of ancient textiles make it possible to clarify their
attributive data, which in turn contributes to more definite conclusions about artistic exchanges in
the field of decoration of expensive textiles. Thus, for example, it turned out that two fabrics from
the collection of the Khanenko Museum, which were considered Italian, are the work of Ottoman
masters. If the structure of the Italian and Ottoman fabrics of the period under the study are quite
different, visually — they are often almost identical. Despite the fact that the trade in Ottoman
fabrics was not widespread in Italy during the 15th and 16th centuries, Italian painters and
weavers still actively imitated the textile products of Western Asia.

Written sources, especially epistolary and inventory, are also filled with references to Ottoman
fabrics and "turkish-style" textiles. Since there were few authentic silks from West Asia in the
secular space of Italian cities at the time, it is likely that citizens could even associate with Ottoman
culture certain types of local textiles that looked like "Turkish". The number and peculiarities of
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their description in written sources suggest the Italians' enormous interest in Ottoman culture,
“cautious concern" in growing Ottoman Empire, and recognition of its dominance over many Asian
peoples. All this took place in spite of the permanent wars between the Venetian Republic and the
Ottomans. The entry into Italian fashion of fabrics "in the Turkish style" was lightning fast.
However, local authors emphasized the antiquity of this fashion tradition, to some extent rooting
the idea of kinship between the two cultures.

Keywords: antique textiles, the Ottoman Empire, Italy, ornament, Costume book.
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NiBYI NEPEAC/TIABCbKUX EMUCKONIB Y XVIII CTONITTI

Bnagucnas be3nanbKo, IBaH Ky3bMiHCbKUMA

Singers of Pereyaslav bishops in the 18th century
Vladyslav Bezpalko & Ivan Kuzminskyi

The proposed article is based on the corpus of historical sources of the 18th century and is
devoted to the study of the singers of bishops of Pereyaslav. We found documentary evidence of
the singers in 9 of the 14 bishops of Pereyaslav. According to the traditional order at the episcopal
cathedrals of the Hetmanate, during the services, only the monks (kryloshany) sang. This tradition
can be eloquently traced in the Pereyaslav Ascension Cathedral and other monasteries of the
Pereyaslav eparchy during the 1720-1740s. The total number of singers in the cathedral monastery
ranged from 5 to 9 people. At the head of the monks were two ustavnyky, who ruled the right and
left choirs. And only in 1722, by a special decree, the Most Holy Governing Synod unified the rules,
which primarily concerned the Ukrainian eparches. Since then, the order for the service of 10
singers has been established in the bishop's houses. Despite this, even before the decree was
issued, vicar bishop Cyryl Szumlanski was served by his own singers, led by the regent. The
presence of the regent can be traced in the service of the next vicar bishop Joachim Strukov. Both
the church monody and the polyphony sounded in the cathedral. We draw this conclusion from
the available music books. Bishop Joakim Strukov in Pereyaslav owned the Heirmologia with
musical notation, and in the time of Bishop Arseniy Berlo in the cathedral the musical-theoretical
treatise of Mikotaj Dilecki "Musical Grammar" was rewritten. On the cover of this manuscript, it
was stated that one day a solemn partesnyi concert was performed. In connection with the last
musical manuscript, the bishop's intention to introduce and consolidate innovations in the field of
music education can be traced, when the aim of the students was to master the art of partes
singing at a qualitatively better level. In addition to the above, this thesis is confirmed by
information from the life of the singer of one of the previous bishops, when the teaching of partes
singing took place outside Pereyaslav. The bishops' singers were called "pivchi" in authentic
terminology, which we see both in documents from the archives of the Most Holy Governing
Synod in St. Petersburg and in local documents from Pereyaslav. Beginning with the act sources of
1760 and at least until 1782, the group of bishop's singers was called "vocal music". During the
same period, there is another name for this vocal group, which was used for internal use -
"pivcha", which probably meant primarily a separate room where the singers lived. The choir was
financed, first of all, from the bishop's treasury. And the singers received additional income by
collecting money from the parishioners in a "singing mug", a special container for donations.
According to expenditure sources, the funds received went to sewing, repairs, as well as the
purchase of clothing and footwear. Among the information found in the sources about the singers,
the total number of which reaches 29 names, not counting the mentioned singers without names
and monks, we find representatives of various social stratum - children of clergy, Cossacks,
burghers, commoners. For many of them, singing in the cathedral choir was not only an
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opportunity to earn a steady income, but also served as a springboard for career growth, for the
rank of priest, or a place as a singer in one of the imperial capital choirs. In the second half of the
18th century there is a certain pattern, when most singers were disadvantaged, mostly orphans. In
the life of the Pereyaslav bishops there were contacts with secular musicians-instrumentalists. In
the 1720s, a bandura player served to vicar bishop Joachim Strukov. In the early 1780s, Hilarion
Kondratkovskyi used the services of military musicians for solemn greetings during church
holidays.

Keywords: Cathedral singers, singers-monks, musical manuscripts.

Bctyn

Mepwi [OKyMeHTanbHi [O)epena, fAKi cBigyaTb nNpo Hamipu BigHoBUTU! npaBocnaBHy
MepesacnaBcbKy enapxio, AatyoTbca 1695 pokom, Koam KUiBCbKM muTpononut Bapnaam
ACMHCBbKMI KonoTaB nepej pocincbkum uapem leTtpom | npusHaunTK oMy Bikapia, AKMA 6u
imeHyBaBcs MepesacnaBcbknum enuckonom (MapxomeHko 1908, c. 12). 3pewToto, y KBiTHI 1700 poky
LApPCbKMM YKa3oM Ha Ue micue 6yno noctasneHo 3axapis KopHunosuua (/loxa 2006, c. 49). Mo
HbOMy OYNO LEe TPM NepescnaBCcbKMX Bikapia, a 31 cepnHa 1733 poKy BikapiaT 6y/a10 nepeTBoOpeHo
B okpemy [MepeacnaBcbky i bopucninbecbKy enapxito (MapxomeHko 1908, c. 14-15). Takum 4YnHom
6ysi0 yTBOpEHO TpeTio, nicna KMiBcbKoi Ta YepHiriBcbKoi, enapxito Ha TepeHax FeTbMaHLWMWHN.

MuTaHHA icTopii Bragnumx nisumnx? MepeacnaBCbKoi EMNMCKOMNCLKOI KaTeApu }KOAHOro pasy He
BTi/IIOBANOCA y cneuianbHe gocnigxeHHaA. [poTe oKpemi NoBigoMAeHHA NPO il AiANbHICTb Yac Big
yacy noTpanasaaAv A0 HaykoBuX nyb6nikauiii. 3okpema, B KiHui XIX ctonitta 6yno HaapykoBaHoO
aBTobiorpadito Inni TypuUMHOBCBHKOrO, 3a AKOK AOBIAYEMOCH, LLO BiH MEBHMUI Yac CAYXKMB NiBYMM Ta
pereHTom y Mepeacnascbkoro enuckona Kupwuna WymnaHcokoro (Jlykawesuy 1885). Y we Tpbox
nybnikaLiax noyaTKy Ta KiHuA XX cTONiTTA 3rafytoTbCcs KOPOTKi BiorpadivHi BigomocTi npo iHworo
nisyoro enuckona Kupuna LymnaHcbkoro — JleoHTis JliBunHcbKoro (Xapnamnosuy 1914, c. 822;
YyaiHosa 1991, c. 56; YyanHosa 1994, c. 174-175). ObuaBa niBuMx 3ragaHi y poboTax cyvyacHuxX
AOCNiAHUKIB icTopil yKpaiHCcbKOT My3MKK (BapaHiBcbka 2001, c. 268-269, 288; TperybeHko 2017, c.
139). OKpim uyboro, y npaui TeTaHM TperybeHKO B 3arajibHUX pucax HaBeAeHO Onuc ABOX
OOKYMEHTIB Npo Habip cniBakiB B apXxMepencbkuin xop MepeacnaBcbkoro enuckona y 1780 poui
(Tperybenko 2017, c. 139-140).

OueBnaHO, OCHOBHA NPUYMHA iITHOPYBAHHA LbOro ABULLA Y NpauAx AOCAiIAHMKIB — npobiema
3i 3beperkeHicTio gxKepenbHoi 6a3n, agxe nig 4yac [pyroi CBiTOBOiI BiiHM, pPasom 3 iHWMUMMU
doHpamm [MontaBcbKoro apxiy, 6yno BTpavyeHO ¢OHAOBMI KomnneKc [MonTaBCbKOi AyXOBHOI
KOHCUCTOPIi, Y [AaBHIA YacCTMHI AKOro MICTUBCA 3Ha4yHW macuB pgokymeHTiB XVIII cTonitTa
MepeacnascbKoi i bopucninbebKoi enapxii>. OCHOBOI X A1 HALWOrO AOC/AIAMKEHHA CTaB PYHTOBHO
onpauboBaHuii ¢oHg 990 (MepesicnaBcbka AyXOBHA KOHcUCTOpiA) LleHTpanbHOro aepasBHOro
icTopnyHoro apxisy YKpaiHu, m. Kuie. OKpim uboro, 6ynm 3anyyeHi iHwWi apxiBHi Ta onybnikoBaHi
OXKepena, a TaKoXK HelWoAaBHO BigHalAeHa HOTHa Nam’saTKa — MepeacnaBCcbKMii CNMCOK «My3nYHOI
lpamatukn» MuKkonas [Auneupkoro (1734) (Besnanbko Ta Ky3sbmiHcbkuit 2020, c. 34-56).
BigHaaeHi icTopuuHi [xkepena CcnpaAMyBaaW AOCHIAMKEHHA A0 BcebiyHOro OCMUCAEHHA
nepeAcNaBCbKMX KaTegpasbHUX NiBUYMX AK OKPEMOro ABMLLA Y MICLLEBiM LepPKOBHIN KynbTypi. Ha

! NepesacnascbKa enapxia NPUNMHUAA CBOE iICHYBaHHA B OCTaHHIM usepTi XIII cToniTTa.

2 «MiBui» («nbBuMe», «MbBUMIN») — aBTEHTMUYHA Ha3Ba CMiBaKiB NpPU NepeacNnaBCbKMX enuckonax. Y
CUHOHIMIYHOMY pAAi A0 aBTEHTUYHOrO TEPMiHY MM TAKOXK 3aCTOCOBYEMO LUMPLLUIA 33 CEMAHTUKOK TePMIH
«CniBaKu».

3 MonTascbKa enapxia GpakTMuHO Byna cnagroeMHuLero NMepeacnascbKo-boprcninbebKOI.
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Hawy AYMKY, HanJopeyHille AOTPUMYBATUCA XPOHONOFYHOro NPUHLMNY OpraHisauji 3ibpaHoro
AOCNIAHMLBKOrO matepiany. 3 ornagy Ha Te, WO MOYacTU came 3 ENUCKONaMu 6ynu nos’s3aHi
3MIHW Yy BHYTPIWWHbOMY KMWTTi €napxii, TO BMAAETbCA AOPEYHMM NOB’A3aTU XPOHONOTiIYHY
nepioaunsadito i3 ocobamun nepeAacnaBCbKMX BAAAMK.

Apxuepeincbki nisui Kupuna Wymnancokoro (1715-1726) Ta KpunowaHu (niB4i-moHaxm)

Mepwi nosigomneHHA Npo niBuMx y [lepeAcnaBCbKUX BAAAMK 3'ABAAKOTbCA B YacuM ApYyroro
enuckona-sikapia — Knpuna WymnaHcbkoro. MpoTtarom 1717 poKy pereHTom, To6TO KepiBHUKOM
nisunx, 6ys lnna TypuMHOBCbKMUI, CUH Hepe3aHCbKOro COTHUKA: «Bb Oomy masao mnoxcuswiu,
MPUHAM® 8b nbeYie 86 KAMeopy NepeAacno8CKYro Kb rnpeocsauw,eHHomy Kupunnay LLymaaHckomy 3a
peeHma. ! mamo 200b sbixcuswu...» (/lykawesny 1885, c. 328). Ha uewn yac lnns TypUMHOBCbKUIA
B>Ke 6yB 40CBIAYEHUM CMiBaKOM, afiXe noyas CniBody NpakTuKy we y 1710 poui y CuHaABLi?, Konu
BUYMBCS UMTATM | CNiBATU Y MicLEBOro cBALLEHMKa. Bxke 1713 poKy BiH byB niBY4MM N1iBOr0O Kpunaocy y
MwuxanniscbKomy 30/10TOBEpXOMY MOHacTUpi Yy KUEBI: «3a0 KaHapxucmpy nbte8azo Kaupocax»
(NMykawesny 1885, c. 321). MNpoTarom pPoOKy cniBak OMaHOBYBaB MWUCTELTBO MapTECHOro cnisy
(uepkoBHoro 6aratoronocca) y Mormnbosi?, y BOKaibHI Kaneni MiCLLeBOro npasoOC/iaBHOroO
enunckona CunbBecTpa YeTBEPTUMHCBKOro: «uckycmso rnapmecHoe» (/lykawesmny 1885, c. 325). 3
ornAfy Ha Ue MNOBiAOMNEHHA, BUHUKAIOTL MiACTaBM ANA NpunywieHHa, wo i y MNepeacnasi® 1na
TYPYMHOBCLKUI MPaKTUKYBaB napTecHMi cnis. JoaaTkosi BigomocTi npo lnno TypuyMHOBCbKOro
3bepernncs B OKpemin cnpasi apxiBy CeATiliworo npasasyoro cuHody Pociicbkoi npaBocnaBHOI
LEepPKBM MPO Cyrnepedyky HaBKOO MaliHa apXMEPENCbKOro AOMY Mifg 4ac 3mMiHW enmnckonis. Y Hin
NOBIAOMNAETLCA, WO He Ni3Hiwe 1730 poky lnnsa TypunHOBCbKMI ByB HamiCHUKOM y bapuLwiBCbKil
npotononii  [epeAacnaBcbkoi  enapxii: «omb HambEcmH. npomon. bopuwoscKazo Wniu
TypuuHosckazo» (OnucaHie gokymeHToBb 1910, c. 659). lopeyHo NpunNycTUTK, WO LEe micue BiH
Mir OTPMMaTK 3a CBOI 3aC/IyrM Ha CMiBOYilA HMBI.

biorpadiuHi BigomocTi npo iHworo niB4yoro Kupuna LUymnsHcbkoro — JleoHTis J1iBYMHCBKOTO
— Hammu B3ATO 3 ONUCiB cnpas apxiBy CBATIMWOro nNpasaavyoro cuHoay. Y AOKYMeHTI HaeTbcsa npo
Te, Wo JleoHTin JliBUMHCBbKMI ByB cniBakom y Knpuna Lymnancbkoro ao 1721 pokKy, To6To Ao 1oro
yacy, KonM Moro B3s/M y MNiBYi A0 ABOPY POCiMCbKOi imnepaTpuui KatepuHu |, ge BiH Npocny»Kus
6113bKO N’'ATM POKiB, @ 3ro4oM CTaB MiBYMM LLapiBHM AHHU |0aHiBHU: «bblab HBKOMoOpoe spems
nseyumMv y npeocsaweHHaz2o0 [lepesacnaseckazo Kupunna LLymnaaHckazo... ev 1721 2. no
Boicoualiwemy nosentHilo 83ambv 8b nbeyie Ko 08opy Mimnepampuuysl EKamepuHsl AnekcbesHeol, a
K020a 4Yucsno uxv 8b 1726 2. cb 44 coKpauwjeHo 66110 00 24 Yyenosbkb, MOCMynuab Nt84YUMb He KO
dsopy Esa Boicoyecmsa LijapesHbl AHHbI loaHHO8HbI 8B Mumast» (OnucaHie fokymeHToBb 1907, C.
273-274). 3 Mitasu* JleoHTia JliBUMHCbKOrO Bignpasuamn ana Habopy cnisakis B Manopocito, Kyau
BiH, 3 NEBHMX MNPUYMNH, HE A0iXaB N OCiB B yHiiHOMY BineHcbkomy CBATO-TPOILbKOMY MOHACTMPI:
«ommyda nocsaaHv beiab 8 Manopoccito 0aa Habopa nbe4vuxs, HO G0PO20Ko, 10 HEAOCMAMKy
cpedcmedb, 3a0epHanca U Xunb 8b BunbHb. 30bcb, 3alids o0HamObl 8b yHiamcKili Tpouykil
KAAWMOP®, MbAb Cb YHIAMCKUMU Mb8YUMU MWY M0 UXb 3GKOHY U 10 rpeodaoxeHito Hacmosamerns
AHMOHUHG Tomunosu4a, ocmMasacas 8b MOMb MOHACMbIPE peceHMOMb Mbe4uxv» (OnucaHie

! CuHABKa — micTeuko, LeHTp CUHABCBKOI COTHI YepHiriBCcbKoro nosKy, Tenep — ceno KoOpoKUHCLKOro p-Hy
YepHiriscbKoi ob6nacri.

2 Morunbos — micto Biteb6cbkoro BoeBoactBa Peui Mocnonutoi, Tenep — UeHTp MormMaboBcbKoi obnacti
binopyci.

3 Mepesacnas — Mmicto, UeHTp lMepeAacnaBcbKOro NosKy, Ternep — MIcTo o6nacHoro 3HauyeHHA KUiBCbKoi
obnacri.

4 MitaBa — ctonmua lepuorcrtsa KypasaHaii i Cemuranii, Tenep — micto Enrasa y J1aTsil.
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AokymeHToBb 1907, c. 274). [Ins HAWoOro AOCAIAMKEHHA Ba)KNMBO NigkpecnnTtn, wo Ao CaHKT-
MeTtepbypry J1eoHTin J1IBUMHCbKMIA MOTPANMB HE BUNAAKOBO, @ B MeXax PerynfapHux NPakTUK
Habopy NiBYMX 3 YMCNA TOFOYACHUX YKPAiHLiB. HeBigOMMMM 3anMnWaOTbCA 06CTaBMHU, 33 AKMMMU
cniBak MOTpanuB A0 CKAagy iMnepaTtopcbKkux niBumx. Lle morno Biabytmuca AK 3a Hakasom 3
leHepanbHOI BiNCbKOBOI KaHLenApii, Wo AosoAi Yacto Tpanasnoca npotarom XVIII ctonitra, Tak i B
iHWKMM cnocib, aAK, HanpuKnag, ue Biadbynoca y MNepescnasi, NPo WO MU Ai3HAEMOCA 3 AOKYMEHTY
Big, 5 BepecHa 1722 pokKy, Ae MAeTbCA NPO CKapry Ha Aii IBaHa KOHCTaHTMHOBA, AKMI HayebTo
TaEMHO npwuixaB go [lepeacnasa " 3a AONOMOrol CONAAT BWIOBAIOBAB HA MICbKMX BYAULAX
Ma/IONITHIX XJI0NYMKIB, abM HAaCUAbHO BiANPABUTM iX 4O CTONMLI TOFOYAaCHOI POCIMCHKOI AepiKaBu:
«/JoHoweHie nocnaHo o nts4omv leaHy KoHcmaHmuHosy 8b 20podt [lepeAcnoent malHUMb
cnocobomv myda npiexaswomMsv, U MHO2ie HAacunia XxeamaHeMdb M0 yAuuax 3v caand0amamu
X/10M1408b, OM K020 Mde Kyoa ay4a 36 0bmmu He eboaroyu npu4uHu ymskarom» (IP HEYB, ¢. 1,
66720 (/1a3.), apk. 62).

@PparmeHTapHMN xapaKkTep BigomocTer npo niBumMx Kupuna LymnsHCbKOro € Uuisikom
3aKOHOMIpPHUM, agrKe 0o 1722 poKy B NpaBOC/AaBHUX enapxiax MeTbMaHWMHM He nepeabayvanocs
cneuiasbHUX Nocag apXMeEPENCbKUX MiBUMX, AK Ue byno y MocKoBCcbKOMY Li@apcTBi. HaTomicTb, y
FeTbMaHLMHI apXMEPENCBKY CAYXKOY BiANpPaBAsAIN AUAKOHU, a OT CMiBa/IN YEHLUi-KPUAOLLIAHW, SKi
CTOA/IN Ha NiBOMYy Ta npaBomy Kpuaocax. lpo ue mu gisHaemocs i3 Bumoru CeATilWwoOro
nNpaBAA4Yoro cuHoay Big 3 ciyHA 1722 poKy HaaicnaTm 3 apXMEPENCbKMX AOMIB KUIBCbKOI,
YepHiriBcbKoi Ta BeEnropoacbKoi enapxiii PisHUX CBALLEHHOCNYXKUTENIB, B TOMY YMCAI MIBYMX: «KDb
Hadnexcawemy 6b mb enapxiu apxiepeesdb MNOCMAHOB/AEHIO, 8bICAAOMb U3b MAMOWHUXD
apxiepelickuxb 0omosdb (8b Cesmsliwili CuHOOb) 8b Mockey nompebHbixb caywumenel, a
UMAHHO: U3b Kiesa apxudiakoHa, a U3b Opya2uxb 20p0008®H PU3HUYUXD Cb PUIHUUAMU, U Cb
MOObAKOHbI, U Cb ME8YUMU, U MOObAKU U Cb MPO4YUMU OOMOBbLIMU CAyHUMENU, KaKie npu
nocmasneriu u npu npiems apxiepelickomsb b6bisaromv» (OnucaHie gokymeHTosb 1879, c. 4). Y
KBiTHi 1722 poky Ao CBATIMWIOrO NpPaBAAYOro CUHOAY HAAMWLIIO [IOHECEHHA, B AKOMY
3a3HAYAETHCA, O NPU aPXMEPENCBKMX AOMaX NiBYi He 3aTBEPAKEHHI, ane ByBag, WO yTPUMYHOTbCA
33 OKPEMUM apPXUEPENCBKUM A03BOIOM: «M000IGKOHO8b, U NbBYUXD U N00bAKO8b (Mmpebyembixb
CuHoOOMb) HbM®b, noHexce obbikHoseHie 8b Manol Pocciu, Ymo npu cayxceHiu apxiepelickoms
gecb YUHb OIGKOHU OMMPABYIOMb, MAKOXKE KPUAOWAHU-MOHAXU MOKMb, 4 N684UXb
ymeepiOeHHbIXb 8b OOoMaxb apxiepelickuxb He obpbmaemcsa; HO coO0epx(aHie UXb 8b
npouseoneHiu apxiepelickomv 6bieaemv» (OnucaHie AokymeHToBb 1879, c. 5). 3pewToro, 10
cepnHa 1722 poky CBATIAWMNA NpaBAAYNIA CUHOA BPErYAOBAB LLe NUTAHHA | NOCTaHOBMB HOPMY, 3a
AKOIO B AapXMEPENCbKUX AomMax Mano 6 ytpumysatmca 10 nisunx: «Ceamsliwili CUHOOb HA3HAYUAD
HOpMY U 014 UepKOBHUKOB8®L CUHOOAsbHA20 U apXiepelicKuxb O0MO8b, 0103 U8, Ymobbl UXb
6bin0: ... [TbeYUXDb 8B apxiepelicKuxb domaxb 10» (OnucaHie gokymeHToBb 1879, c. 1171).

3aBaaKkn iHdopMmauii 3 HACTYMHUX OOKYMEHTIB MW AeTafbHile Ai3HAaEMOCA NPO MNiBYMX-
KpunowaH MepeAacnaBcbkoro Bo3HeCeHCbKOro MoHacTMpA, Ae i po3TalloByBasnacA EMUCKOMNCbKA
KaTteapa. 21 TpaBHa 1722 poKy CBATiMWMM npaBaaynMm cuHogom Bynun cKnageHi Ta 3aTBeparKeHi
Tabeni, sKi 6ynn posicnaHi no Bcix enapxiax PocilicbKoi NpaBoCNaBHOI LEPKBM i3 BKasiBKoto, abu
HacToATeNli MOHAcTUpPiB BNOPAAKOBAHO BHEC/AM AaHi MNPO HACENbHWKIB: «MO0 CUHOOAsbHOMY
onpeodtneHito omv 21 masa 1722 2o00a, cocmasseHsl bbiau u ymeepioeHbl CUHOOOMb NMPUMbpPHbIA
mabesnu u pasocsaHel o 8CbMb enapxiamy, Cb npednucaHiems, Ymobbl Hacmoamenu, Kaxobll 8
c80eMb MOHAcmMbIpb, cocmasuau no uxsb ¢opmbs mabenu uau peecmpsl MOHAWECMBYIOUUMDb
ceouxb obumeneli» (OnucaHie fokymeHToBb 1879, c. 898-899). [lo Haworo vacy Ainwamn tabeni 3
TPbOX MOHacTUpiB MepeacnaBcbKoi enapxii, NpM YoMy, WOAO0 ABOX MOHACTMPIB CKNa4eHO No ABa
OOKYMEHTH i3 pisHULEO Y ABa POKK — 1725 1a 1727.
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3rigHo umx TabeniB-peecTpiB, y KaTegpanbHomy [lepesacnaBcbkomy Bo3HeceHCbKOMy
MoHacTupi y 1725 poui HaniyyBanocs 9 KpunowaH (Tabamua 1) (OnucaHie gokymeHToBb 1879, C.
907-910). Okpim Lboro, y peecTpi 3adikcoBaHi imeHa TPbOX YCTaBHUKIB, ABOE 3 AKX nomepaun 1725
POKY: 29-piuHnit iepogmakoH Bacunb (Bapnaam) lpuropis, Kosaubkuii cuH 3 lMepeAcnasa; 36-
piyHMI loaHH (loakiB) Ta 40-piyHui 3axapisa (3eHosilt) MpoKoniB, 06buMABa MiWAHCbKI CUHKU 3
Mepeacnasa (OnucaHie gokymeHTOBb 1879, €. 909-912).

Tabnuua 1. MNepenik KpunowaH y MepescnaBcbkoMy BosHeceHCbKOMY MOHacTUpi, 1725 pik

Ne | Im's Im'a Mpissuwe / | Bik | YepHeuwnii CouianbHuit CTaH Ta
n/n | cBiTCbKe | YepHeue npi3aBUCbKO CaH MicueBiCTb NOXOA4KEHHA
1 MNeTpo Monikapn Tpywesuny 45 | iepoMOHax | KO3aUbKWUIM CUH
3 micTeuka Tpaxtemupis?!
2 lnna Ipaknii lpuropis 35 | iEpOMOHax | CeNAHCbKUM CUH
3 micta fipocnas?
3 Credan | CaBBarTiit MwuKonais 30 | iepomoHax | MilL@HCbKUIA CUH

3 micTa lNepenAcnas

4 Bacunin | BapcoHooin | AHoBCbKM | 30 | iEPOANAKOH | CBALWEHULbKUIA CUH
3 micta Jloxsuua3

5 lpuropin | Fepacum AKosnis 18 | iepoAMNAKOH | MilLL@aHCbKM CUH
3 micTa Mepeacnas

6 JOannno | Jocuoeit Cobones 15 | iepoAMAKOH | MilLL@aHCbKMI CUH
3 micrta Mepeacnas

7 lepacum | fegeoH ENbHULUbKUIA | 20 | iIEPOAMAKOH | CBALLLEHULIbKUM CUH
3 micta Kanyw?*

8 €sctadin | EnidaHin Hargosuy 20 | moHax MilLAHCbKMM  CMH 3 MicTa
Nepeacnas

9 CredaH | CodpoHin MAaTUHCbKKUI | 70 | MOHax MIilLAHCbKMM  CMH 3 MicTa
Bpoau®

HanpukiHyi 1726 — Ha no4vaTKy 1727 pPOKY Yy PEECTPi HACeNbHUKIB MOHACTUPA 3a3HAYEHO
WICTbOX KPW/MIOWaAH, A€, OKpim BXe 3ragaHumx [letpa Tpywesunya, lnni Fpuroposuya, Bacunsa
AAHoBCbKOro Ta €BcTadina HangoBmya, 3a3HayYeHi iMeHa ABOX HOBUX KPW/IOLWIAH-IEPOANAKOHIB: 23-
piyHui Peogop (Peopociit) Mepacumos, cBALWEHULLKMIA CUH 3 epescnaBa Ta 33-piyHKMN TUXOH
(TumoH) Ob6nanoBcbkuit (OnucaHie gokymeHToBb 1879, c. 903-904), MilLaHCbKMIA CUMH 3 MicTa
PoMmHM®. [ly’ke BasKAMBMM € YTOYHEHHA LWOAO [ABOX YCTaBHUKIB, agwKe 35-piuHuii Bacunb

1 Tpaxtemupis — MicTeuko, UeHTp TpaxTeMupiscbKoi COTHI [MepeAacnaBcbKOro MoKy, Tenep — ceno
YepKacbKoro panoHy YepkacbKoi ob6iacTi YkpaiHu.

2 fApocnas — micto MMepemucbKoi 3emni PycbKoro BoesogcTBa Peui
MiakapnaTcbkoro BoeBoAcTBa MosbLy,i.

3 NNoxBnua — MicTo, UeHTP JIOXBMLBKOT COTHI JTyBeHCbKOro MoKy, Tenep — MicTo MUMpropoAcbKoro panoHy
MonTaBcbKoi obaacri.

4 Kanyw — micto Fanuupkoi 3emni Pycbkoro BoeBoactsa Peui Mocnonutoi, Tenep — ueHTp Kanycbkoro
paoHy IBaHo-PpaHKiBCbKOT 061aCTi.

> bpoaun — micTto PycbKoro BoeBoacTsa Peui MocnonunToi, Tenep — MicTo 30/104iBCbKOrO paitoHy J1bBiBCbKOT
obnacri.

® POMHM — MiCTO, LLeHTP POMEHCbLKOI COTHI JTyBeHCbKOro NoAKy, Tenep — LeHTP POMEHCbKOro p-Hy CyMCbKOi
obnacri.

MNocnonutoi, Tenep — MicTo
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(Bonogmmup) Tpuroposud, Kosaubkuit cuH 3 [lepeAcnaBa, Ha3BaHWI YCTaBHUMKOM MNepLIOrO
Kpunocy, a 32-piuHnit CtedpaH Mukonaitosuy, AKKIA y nonepesHbOMy PeecTpi 6yB KPUIOLWAHUHOM,
3HAYMTbLCA YCTaBHUKOM apyroro Kpunocy (OnucaHie aokymeHToBb 1879, c. 901-904). Takum
YMHOM, BaYMMO YiTKY cenapaLito KPUNOLWaAH Ha ABa TPAAULiINHI KpUNOCKU — NiBMIA Ta NPaBUN.

Y ABOX aHanoriyHmx peectpax MepeAacnascbkoro MmxamniBCbKOro MOHacTMpPA 3a3HAa4YeHO No
OAHOMY YCTaBHMKY, @ KpUAOLWaAH No N’aTb Ta WicTb BignosiaHo (OnucaHie gokymeHToBb 1879, C.
911-918). NoaibHa KinbKicTb KpunowaH 6yna i y NokpoBcbKomMy KpacHoripcbKoMy MOHacCTUpi micta
3on0ToHoWwa! — N’ATb KpMaowWaH Ta oAnH ycTaBHUK (OnuncaHie AoKymeHToBb 1879, c. 919-922).

Mpo TpbOX NiBYMX-MOHAxXiB 3 MOHacTMpiB [lepeAacnaBcbKoi €enapxii mu AisHAaemoca 3
apxiBHMx cnpas OnekcaHApO-HeBCbKOro MoOHAcTMpA, AKi onpautoBana lpuvHa YyaiHosa. Y 1742-
1746 poKax ronoOBLMKOM, a 3rogom YCTAaBHMKOM niBoro Kpuaocy y OnekcaHapo-Hescbkomy
MoOHacTMpi 6yB CMH MilwaHMHa 3 Mmicta bepecta?, Akui 1724 poky 6yB MOCTPUMKEHUI Y
MouwHoripcbkomy BosHeceHcbKoMy MmoHacTupi® [Mepeacnascbkoi enapxii, a y 1728 poui
«nocaywaHdue umesn 8 MOHacmeipe Kpoiaowickoe» (YyamHoBa 1994, c. 168). Y 1744 pou
iEPOMOHAXOM CTOJIMYHOTO MOHacTUpA 6yB JlaBpeHTin (B mupy JleoHTii) BboroaHoBCbKWUMA, CUH
Ko3aka 3 HiXMHa, AKMI NPUNHAB IEPOAMAKOHCBKMMA CaH Yy KaTegpanbHomy [lepescnaBcbKomy
Bo3HeceHcbKoMy moHacTupi y 1726 poui (YyanHosa 1994, c. 174). Y 1742 poui iepomoHaxom y
imnepcbkin ctonumui 6ys Maxomin (B mupy MaBno) HyKoBCbKKUIA, CUH Mynapa, NOXO4XKEHHAM 3 Peui
Mocnonutoi («nonckoit Haumm ropofa HoBogoOmCKa»), AKMK nocTpurcAa y [lepescnaBcbKkomy
Mwuxanniscbkomy moHactupi y 1731 poui, a y iepomoHaxm 6yB nocsadeHuin y MNepesciaBcbKkomy
Bo3HeceHcbKOoMy moHacTupi y 1733 poui, Ae BMKOHYyBaB MOC/AYLIEHCTBO ycTaBHMKa (YyauHoBa
1994, c. 177).

MiBuwnii, pereHT Ta 6aHAypucT Moakuma Crpykosa (1727-1730)

3rigHo BimomocTen, HaBefeHux y cnpasi 1730 poky 3 apxisy CBATIAWOro NpaBasA4Yoro cuHoay,
cuTyauia i3 BIACYTHICTIO OKpemmx nocafd niBYMX Yy MOHacTupAax [epeAacnascbKoi enapxii He
3MiHWNacA, ag)e, AK i B peectpax 1720-x poOKiB, TYT 3HA4YaTbCA BUKJIKOYHO IEPOMOHAXM,
iepogmakoHn Ta MoHaxm (OnucaHie pokymeHtoBb 1910, c. 1011-1012). do npuknaay, Yy
CMONEeHCbKOMY apXMEPENCBKOMY AOMI Y LleM Yac HapaxoByBanoca 22 NiB4ux, a y KategpasbHOMY
cobopi y micti BopoHex?* — 21 nisunin (OnucaHie gokymeHTosb 1910, c. 1007-1010).

3aBAAKM AOHeceHHIo Yy CBATIMWWIM NpaBaauymMin cuHopg, BiA, [lepeAacnaBCcbKOro €enuckona
Bapniaama J1IeHMUBKOro 3i CKaprow nNpo 3axonjeHHA 4OMOBOrO MalHa Ta KOLWTIB apXMEPENCHKOrO
AoMy nonepeaHim enmckonom Moakumom CTPYKOBUM, MU [i3HAEMOCA, LLLO OCTaHHbOMY CIYXKWUAM
pereHT, MiBuMit i, HaBiTb, baHAypucT. Tak, HOBOMOCTaBAEHMWIA BAafMKa cBiguMB, WO Moakum
CtpyKoB 3annwme y MoCKBi iEpOMOHaxa-pereHTa, TO6TO KepiBHMKA NiBYMX, Ta LLE YOTUPLOX CAYT,
He 3annaTuMBLUM M 3a [Ba POKU CAyXKOU: «iepomoHaxa-pezeHma MumpogaHa» (OnucaHie
AOKYyMeHTOBb 1910, c. 655). Y ntotomy 1731 poKy KonuwwHii MepeacnaBcbkuii ennckon Moakum
CTpyKOB BiAKWHYB 3BMHYBauYeHHA, a TaKOX 3anepeyms, WO iEpomoHax MutpodaH, HauebTo, byB
PEreHTOM: «X(as108aHbE iepomoHaxy MumpogaHy (komopebili peceHMomMb He 6biab) U

! 30n0TOHOWA — MiCTEUYKO, LLeHTP 30/10TOHICbKOI COTHI MepeacnaBcbKoro MoKy, Tenep — MICTo, LEHTP
3o0/10TOHiCbKOro p-Hy Yepkacbkoi obnacrTi.

2 Bepecta — micTo, UeHTp Bepecrtelicbkoro BoesoacTBa Peui MocnonuToi, Tenep — UeHTp BepecTelicbKoi
obnacti Pecnybniku binopyco.

3 MoHactup posTtalosysasca nobansy cena MowHu Kuiscbkoro BoesoacTsa Peui MocnoauToi, Tenep — ceno
y YepKacbkomy paioHi Yepkacbkoi obnacTi.

* BopoHesk — MicTo, LLeHTP BopoHi3bKoi rybepHii PocilicbKoi imnepii, Tenep — ueHTp BopoHesbKoi obnacTi
Pocilicbkoi Pepepadii.
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OCMA/bHLIMb CAYyHUMeENAMb bbi10 8biI0aHO» (OnucaHie AokymeHToBb 1910, c. 656). Cepep
BMLLE3ralaHMX YOTUMPbOX CcAyr O6ynan BKasaHi 6GaHAypuCT Ta niBYMN: «3a6panv cb cobor
cepebpAaHHyto nocydy nokoliHozo [lepesacnasckozo enuckona Kupuana u 4-xb caywumenel —
Kyyepa, ¢popuca, 6oHOypucma u nbeyazo» (OnucaHie gokymeHToBb 1910, €. 656). AKLLO HaABHICTb
EMUCKOMCLKOro cniBaka Hac He AUBYE, 3 OrAA4Y Ha nonepeaHi Bi4OMOCTI, TO HE3BMYHOIO € 3rajka
npo enuckoncbkoro 6aHaypucta. OueBMAHO, NAETbCA NPO  AOMAWHBLOIO  My3MKaHTa-
iHCTPYMEHTaNICTa, AKUIA PO3BaXKaB ENMUCKONA Yy MNOBCAKAEHHOMY UTTi. 27 }KoBTHA 1730 poOKy BXKe
Moakum CTpyKoB, AKWI1 Ha Tol 4yac 6yB envckonom BopoHesbkuMm, 3a)kaaas yepes CeATiMWMMA
NpaBAAYNIN CMHOL MOBEPHYTM BAACHE MAMHO, AKe 3anuwwunoca y lepeacnasi, Ae cepen KHUM
3HauMBCA HOTHMI Ipmonoin: «epmosnoauli HomHelli» (OnucaHie AokymeHToBb 1910, c. 655-656)%.
Lle uM He HaWcTapwa 3ragka npo HoTHi Ipmonoi y MMepescnascbkin enapxii (besnanbko Ta
Ky3sbmiHcbknin 2020, c. 367-370).

CniBoui iHHoBaL,ii ApceHia bepna (1733-1744)

MutTa MNepeAacnaBCcbKol KaTeapu Ta €Napxii CYTTEBO 3MIHMAOCA NiCNA NpUxoay enuMckona ApceHia
Bepna. MNo-nepuwe, 1733 poky Mepescnascbka enapxis oTpumana OKpemMuii cTatyc, a no-gpyre,
1738 poky 6yno 3acHoBaHO [Mepeacnascbkuii Koneriym?. MparHeHHA 3aranbHUX 3MiH Byan He
ocobucToto 3abaraHKo ENMCKONA, a BKIaAa/IMCA Y HamaraHHA PoCiMCbKOro imnepcbKoro ypsaay Ta
CBATIMWOro NpasBiaA4Yoro CMHOAY NiABULLUTU OCBITHIN PiBEHb KNipy B pamKax LEPKOBHUX pedopm,
3anpoBagKeHMX 3a NpaBAiHHA imnepaTpuui AHHKU loaHiBHM (TuTamHoB 1905, c. 382-383).

OCMUCIIOIYN  3HAYEHHS HaCTYNHOI Nam’aTKM, MOMKEMO CTBEPAKYBaATM, WO iHHOBaUl
TOPKHYAUCA i uepKkoBHOro cnisy. 1734 poKy y KaTegpanbHomy cobopi Mepesicnasa Amutpom
IrHaTOBMYEM DiANKOBCbKMM Oyno nepenmcaHo My3MYHO-TEOPETUYHMIA TpaKTaT MuKonas
OvneubKoro, WO 3a3HAYeHO HA TUTY/ILHOMY apKywi pykonucy: «pammamuka loxce usdade
Hukonaili Auneukili 8 upcmeyrowems epadbt mockes, A npenuca cebs Jumumpili MeHamosuYb
@bAnKoBCKbIU 8/1ACHUMU C8OUMU MpPYObl U KOWbMoM 8 2padb [lepesacnasnt, 8 KAMeOPAsTHOMb
MHCmMpuU 803HeceHbiA [cnoHA. 1734 [oda, ¢pespans 21 yucana» (HMIY, doHan, PO-204, TUTYyNbHUM
apkyuw). TpakTaT npM3Ha4YaBCcA A4NA HaBYaHHA AiTel Ta HOHaKiB HOpM Ta npaBun 6aratoronocoro
(napTtecHoro) cniBy, WO TaKOX Oyno 3a3HaYeHO Ha TUTY/IbHOMY apKyli pykonucy: «A
MPUHAAEX UMb CUA UMEHYEeMAs K 0by4YeHU0 OmpoKb coenacull, MyCUKUUCKbIA, U K CMpPOEHbIo
xyodoxcecmea a Ymo 8 Heli nposo3stcmu 0 mom Hixceli cezo secmayemv» (HMIY, doHau, PA-204,
TUTYNbHUI apKyw). JeTanbHiwe npo MepeacnaBCbKUi cNUCOK «My3nYHOI FPamaTUKM» MOXKHa
Ai3HaTUCA 3 oKpemoi nybnikauii (beananbko Ta KyabMiHcbKuin 2020, c. 34-56).

Mpo NpaKkTU4YHe 3aCTOCYyBaHHA TPAKTATy BXKE B NepLli POKM Micaa MOro CTBOPEHHA CBIAUYMTD
MapriHanAbHWI 3annC NONbCbKOK MOBOK Ha ¢op3ali B KiHLUi pykonucy, Ae 3a3HayeHo, wWwo 8
BepecHs 1737 poKy cniBaBcA YpPOUUCTUIN KOHUepPT: «A. 1737 msca 7bra 8 dnia spiewalismy koncert
solennie». Cy4acHi AOCNIAHMKK iTaNiiCbKOro My3an4HOro TepMiHy «KOHUepT» (Big naT. concerto —
3MararcCb) 3a3HavatoThb, WO BiH BUHUK B ITanii y XVI ctonitTi i nosctogHo npotarom XVI-XVIII cTonitb
3aCTOCOBYBABCA B €BPOMi, 30KPEMA, i HA YKPAIHCbKUX TepeHax. TakK, TePMiH «KOHUEPT» LWMPOKO
BMKOPUCTOBYBABCA B Ha3Bax naptecHux Komno3uuin XVIII ctonitra 3 «KWIBCbKOI KonekKuii»,
Hanpuknag, «KoHuepTbl n Cny»kb6bl BxKin Ha 8 ronocos» (FepacumoBa-MNepcmacbka 2006, c. 18, 58,

1 Huye y wil cnpasi B nepeniky maiHa Takox 3rafaHa cpibHa Tpyba [0BKMHOO «5 yeTBepTei» (cT6. 658).
OpgHak po3mipu (3 onucy He3po3ymino, YBepTi SKOI MipU OOBMMHW MAlOTbCA HA YBasi; MOXKHa nuLe
npUNycTUTK, WO MOBA WAe MNpPOo NiKOTb) Ta maTepian BUIOTOBAEHHA NpeamMeTa He AatoTb Ham niacTas
BMEBHEHO CTBEPAKYBATH, WO TYyT MOBa NPO MY3UYHWUIA IHCTPYMEHT.

2y uein camuii yac NaTMHCbKI WKoAu (cemiHapii) Byno 3anposaaeHo y B’atcbkint (1735), HukeropoacbKiit
(1738), KpyTuubkiii (1739) Ta AcTpaxaHcbkili (1739) enapxisax.
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104, 220). Uei daKkT aas niacraBu AOCAiAHWUKAM iHTepNpeTyBaTN «KOHLEPT», AK OKPEMMUIN XKaHp
napTecHoro 6aratoronoccs (FepacumoBa-Mepcuacbka 2006, c. 7). AK i y BUNaaKy i3 MmapriHaibHUM
3anmcom 1737 poky 3 pykonucy 3 lNepeAacnasa, Ha NAPTECHMX KOMNO3ULIAX 3 «KMIBCbKOI KONEKL,ii»
HEeOAHOPA30BO 3YCTPIYAOTbCA MOKPAMHI KOMEHTapi i3 BUKOPUCTAHHAM TEPMiHY «KOHLepT»: «Cui
KOHUepmbl Yemoipb20/10CHbIE 8b Yembipexv KHU2axv», «Cell KOHUepm HA OCM 20/0C08 MpPyYOHU
cnteasn e2o...», «<4mob He Kpu4yasau 8am 8 ywu y4adi cenbmuszaybu uau KoHyepmeol» (FfepacumoBa-
Mepcunacbka 1976, c. 32-40). TakKMM UYMHOM, MW BBAXKAEMO L0 MapriHanilo NepekoH/IMBUM
[0Ka30M TOro, L0 3raflyeTbCA CaMe NapTECHMI KOHLEpPT.

MoOKHa CMIiNMBO MPUMNYCTUTU, WO BMKOHABLAMMW LbOro KOHUEpPTy O6ynn KategpanbHi niBui.
€4MHe NOBIAOMNEHHA, WO 3aCBiAYYE iXHE iICHYBaHHA Yy YacK ennckona ApceHia bepna, faTyeTtbcA
1744 poKkom, KOAM Yy CAUCKaX LUKON PUTOPUKM [epeacnaBCbKOro KoJseriymy 3HaxoguMmo niB4yoro
IBaHa COKO/IOBCbKOro, fKWIM OyB cMHOM cBAweHMKa AdaHacia 3 TpoiubKoi LepKBM cena
Octponyuual: «loaHHb Cokonosckili, 23 200a — nbeyumd npu Kagedps AyxosHoli» (BesomocTb
1890, c. 668). Y cnuckax cnyaeis 3a NonepeaHi POKN TaKOX MAaeEMO BilOMOCTi NPO MOro ycnilWHiCcTb
Ha pi3HUX Wabnax HaB4yaHHA (Beananbko Ta KysbmiHcbKkmin 2020, ¢. 105-106).

Y yacu lMNepeAacnaBCcbKOro BAAAMKM 3a/IMLWLIANACA CTAJIOK CUTYaLLiA AOBKOJIA MOHACTUPCbKUX
nisumx (KpunowaH). MNpo ue cBigyatb Bigomocti 1743-1745 pokiB 3 KaTegpanbHOro
MepeacnaBcbkoro Bo3HeceHCbKOro MoHacTMpA Ta we ABox obutenei: 1) «Bv KagedpasnbHOMb
Bo3HeceHCKOMb M-pb  U-8b Bo3HeceHckas... 5 KpunocHbixb»;, 2) «Bb MuxalinoscKomb
20PHU30HHOMb M-pb Y-8b Apx. Muxauaa ... ycmaswjuKb, OOUHb B8b CBAWEHHOCAYH(EHIU, 3
KAupocHbixby;, 3) «Bb CrnacckomMmb 30/10MOHOWCKOMb KpacHo20pcKomMb M-pb  yepksu
lpeobpaxeHcKas... ycmasuwjuKs, KpusaocHsbll» (OnucaHie gokymeHToBb 1908, c. 606).

Misunit HUKoguma CKpebHuubKoro (1745-1751)

Jo HewopaBHO nocTtaBaeHoro ennckona MepeAacnascbkoro i bopucninbcbkoro loaHHa Kosnosuya
23 yepsHA 1753 poKky 6yno HanucaHo «aoHoueHie» Bia MNpuropia Bacunbosmua bypbaca. Mpoxay
OuYiKyBaB [03BOJIy HaByaTUCA Yy [lepeAacnaBCbKOMY KOANEriymi: «xesnar WKoAb AAUUHCKUX
obyyamcsa» (UAIAK, ¢. 990, on. 1, cnp. 204, apK. 1). Pasom i3 uum, Mpuropit Bypbac nogas
aBTobiorpadiyHi BigomocTi, ae 3a3Haums, wo y 1747 poui npoTtarom niBpoKy BiH 6yB
KaTeapanbHUM MiBYUM: «8 747m 200y y3amo meHe 00 aHmeuecapa Bawezo Bbsicoko
MpeocsaweHcmea Hikoduma 8 maHacmup kamedpanHiti Mepescnosckili 8 nbesyiu, i obpemancs e
nbe8YecKomMdvd 38aHiu nosnzoda». Mo ToMy 3a CMiBaKOM NPUCAANIN COTHUKA, abu pa3om 3 iHWKMMK
cniBakamu AONpaBuMTM A0 MOHapworo asopy Ao CaHkT-MeTtepbypry Ana cnisy y npuaBopHil
Kaneni. Tam BiH i NPOBIB HACTYMNHI N'ATb POKiB, AOMNOKM Yy HALWIOro repon Bigbynaca myTauia rosocy,
a OT)Ke MOoro BianNpaBuaun Hasag, y MNepeAacnaBCcbKy enapxito: «u mamo A obptmasica 20008 NAMe,
e20a e 3 20/0Cy Cragv, MO MeHe Cb Npomyiumu neE84YUMU Oom O0B80pPY BUCOKOMOHAPWO20
omnyweHo 8 oMb 3 amecmamomb». 3 Oornagy Ha NOBIAOMJIEHHA NPO MyTauito rosaocy, Wo
BiAbyBaeTbca y MianiTKie npnbamsHo y 14-17 pokis, TO BipoOrigHO AATO HApPOAKEHHA XaonuAa
MOXHa BBaxkaTu Apyry nonosuHy 1730-x poOKiB, a, OTKe, A0 CKAady MNepesac/iaBCbKuX
KaTteApanbHMX MNiBYMX BiH noTpanus, npubnumsHo, y Biui 10 pokie. 3pewTold, Le MNPOXaHHA
OTPUMANO CXBaJibHY PE30/IOLI0 BAAAMKU: «y4umuca 8 wkKoaaxv bev 6r1a20cno08ume kKoz0a
npuntxcHoe yyeHie sozumsems mo He bydemdv ocmasaeHdv» (UAIAK, ¢. 990, on. 1, cnp. 204, apk.
138B.).

! Octponyuus — ceno BapuwiBcbKoi CcOTHI [epeAacnaBcbkoro nosKy, Tenep — ceno [ocTponyyus

BpoBapcbKoro p-Hy KniscbKoi ob6nacTi.
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«BokanbHa my3uka» FepBacia JiuHuyescbkoro (1757-1769)

OiuiiHNIA aBTEHTUYHUI TEPMIH, AKUIA BUKOPUCTOBYETbCA Yy AOKYMEHTax LbOro nepiogy Ana
NOo3HaueHHs KO/MeKTMBY niBumx npu [epeAcnascbKii KaTegpi — «BOKajsbHa Mysuka»l. 3a
BiACYTHOCTI BiANOBIAHWX CBigYEHb HAM CKNAZHO MOACHUTU CNOCIO BMHUKHEHHA LbOro TEPMiHY,
npoTe 3 Ha3BW CTAaE OYEBUAHWM, LIO KOJEKTMB CheLiani3yBaBCA HA BWKOHaAHHI BWKAKOYHO
BOKaNIbHOI MYy3MKMW. 3ayBaXKMMO, WO HEMAE XOAHWX NiACTaB BBAXKaTW, WO LEN TePMiH BUHUK
BMK/IIOYHO 3 MPUUYMHM 3aNPOBALAKEHHA NPWU KaTeapi napTecHoro, abo Mo-iHWOMY LLepPKOBHOFO
6araTtorosocoro cnisy.

Mepwe NOBIAOMNEHHA MNPO «BOKA/NbHY My3uKy» [epBacia JIMHLEBCbKOro nos’s3aHe 3
BOEHHO-MONITUYHMMMK Nogiamn CeMmnpivHOI BiiHW. Y 3B’A3KY i3 3axonneHHAM KeHircbepra (ctonmui
CxigHoi MMpycii) BilicbKamu PocicbKkoi  imnepii BMHWMKNA noTpeba obnawTyBaTm y  MicTi
NpPaBoOCNaBHUIA Xxpam. A OT niBYMX TyAW IMNepcbKe KepiBHULTBO BUpPIlWMAO Habpatn B
FeTbMaHLWMHI, y 38’A3KY i3 uum 31 6epesHs 1760 poky Big imeHi imnepatpuui EnvsaseTn MNeTpiBHK
A0 retbMaHa Kupuna Po3ymoBCbKOro 6yno HanmmMcaHO BIiAMOBIAHOrO AMUCTA: «1eg8YuUX CAMUXD
aymyus [...] ecesbicoualiwe nosenteaemsv 8amMb 8bI6pAMb OHUXb U3 MAOPOCCIAHD 08eHAdUemMsb
yenosexkvy (LLAIAK, ¢. 269, on. 1, cnp. 3289, apk. 1). Ha BUKOHAHHSA UbOro po3nopsaaXKeHHS NCTU
3 BUMOTamm A1 MOLUYKY ChiBakiB Oy/nn HagicnaHi y NOJIKOBI KaHUENAPIii, a TaKOXK A0 ENUcKonis
YKpaiHCbKMX €napxin, cepen Akux 6ys i Mepacin J/InHueBcbKuin: «lpeocsaweHHblwoIl [crnoHb
enucKkonv nepescnasckili u 6opucnonckuli [...] npowy 3a cusay OHO20 es iMnIepamopcKazo
sesuYecmea 8bicoYaliio2o NosentHia ¢ HAXO0AWUXCA 8 BOKANHOU sawezo rpeocssuleHcmesad
MY3UKe Uu 206 MOMHO 8b Mepesacanosat K momy crnocobHbixv aodeli ocobauso uzobptmasyuxca
8 YYUAUWAXD CKOIKO MOMCHO CAMUXDB /Iy4WbIXb MbB8YUXL 8UBPAMbL 8 MOMB Yucab: bbinb eOUHb
6actkcma meHoOpb edeHb aaMb eOuHd i OUCKAHM eOuHbd U o eubopy npucaame OHbixb [...] 8
nyxoet omkyOy noHadntmawems uUxb rnpubops omnpasneHsv: 6ydymvb 8 CaHKMnbmepbypes»
(LOJAK, ¢. 269, on. 1, cnp. 3289, apK. 2-2 3B.). Y NMCTi Bneple 3ragaHo BOKa/bHy Kaneny
€EMNMUCKOMA, NPU YOMY YKNaZadi INCTa TaKoX NPONMcasn MOXAMBICTb HabpaTu chiBakiB 3 yncna
30i6HMX cTyaeHTiB MepeacnaBCcbKoOro Koneriymy abo iHwux Tyb6inbLiB. 3arasiom ENUCKON NOBUHEH
6yB BigibpaT 4YOTUPLOX MiBYMX, MO-O4HOMY B KOXHY BOKa/nbHYy MapTito. 3pewToto, [epBacii
JINHUEBCbKMIN Bianpasus A0 NyxoBa?, TOAIWHBLOI CTONMLI [e€TbMaHLLMHKU, YOTUPLOX MICLLEBMX
CTYAEHTIB, apryMeHTyBaBLUM, WO i cam He MoXe 3ibpaTM AOCTaTHbOI KifIbKOCTI cniBakiB Ta mMae€
TpyAHoOLW,i i3 BnacHot Kanenot: «Mbi 6bl U U3 Hawel 80KAAHOU My3UKbl MAKosuxb aroell
gubpams u omnpasume K makosomy 0bsy padbl; HO ewe U3b CaMO20 HAWe20 8b enapxito
nepeAcnasckyro npubsimia cobpamca HaA €800 MYy3UKY XOmMA U CmMapanuca He MOMeMdb 3a
Masnocmito enapxuu Hawes u 0714 moe2o eOuHUMbl 6ose MoHaxamu 00807CM808AMCA A 8 C/yYau
u camu nocobaame npuHyroeHol» (UAIAK, ¢. 269, on. 1, cnp. 3289, apk. 7 38., 10). Bignosiap
€nncKkona gaTtyerbca 23 KBiTHA 1760 poky.

HactynHoro poky Biabynacs HoBa cnpoba oTpuMmaTu LepKoBHMX MiBumx 3 lepeacnasa. 12
XOBTHA 1761 poky Ao [lepesicnaBCcbKOro €nWCKomna Hanucas /IMCTa HOBUIM HaMicHMK Tpoiue-
CeprieBoi naBpu JlaBpeHTin XOUATOBCbKUI. Y HbOMY apXMMaHAPUT NOACHIOE, WO Y 3B’A3KY 3i CBOIM

1V Hawomy AocnigyeHHi, nopyd i3 aBTEHTUYHUM TEPMIHOM, MW BONIEMO BMKOPWUCTOBYBATU i CyyacHi
TePMiHW, AKi 36arayytoTb CUHOHIMIYHUI PS4, TaKi AK «BOKa/ibHA Kanena», «BOKaJ/ibHa Kanesa enuMcKkona,
«BOKa/NbHUN  KONEKTUB», «CMIiBOYMUA KONIEKTUBY, «KOJIEKTUB EMWUCKOMCBKUX MiBYMX», KKONEKTUB
APXMEPENCBKUX MiBUMX», KKOJIEKTUB KaTenpasibHUX MIBYMX», KAPXUEPENCBKUI XOp», «KaTedpasbHUIA Xop»
TOLWO.

2 TnyxiB — micTo, cTonmnua Bilicbka 3anoposbkoro (FeTbMaHLLMHK), Tenep — MicTo LLIOCTKMHCBKOro paioHy
CymcbKoi obnacri.
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NPU3HAYEHHAM MNOBMHEH MPUKAACTM MAKCMMANbHI 3ycunna ana 6inblwoi cnaBuM MOHACTUPA.
BiAnoBiAHO HaMICHUK MPOCMB MO3UYUTU MOMY [0 WECTU NiBYUMX, Cepes AKMUX MatoTb byTn Hacu,
aNbTU Ta AUCKAHTU: «MpowWy 000aH UMb MeHA Nbeyumu b6acamu, aamamu U ObIWKAHMAMU Y/18Kb
00 wecmu, 8b Kouxb naspa umsbemdv HyxOy» (LOIAK, ¢. 990, on. 1, cnp. 338, apk. 2). CniBakis
NPOCUAM  AOCTaBUTM KowTom naspu po CaHKT-MeTepbypry, Ae Ha Tol 4ac nepebysas
HOBOMPWU3HAYEHNIN apPXMMAHAPWT.

I3 LOKYMEHTY Npo 06/iK HaceneHHA MeTbMaHLWMHM MU Ai3HAEMOCA, WO NiBYi eENUckona bynu
OpraHi3oBaHi B OKpeMy iHCTUTYLiO NpW KaTegpaibHOMYy MOHAcTUpi. 1765 poKy LWoMHOo
NPU3HAYEeHUI MaNopoCiNCbKUn reHepan-rybepHaTop Ta npe3uaeHT [pyroi ManopocincoKoi
Konerii MeTpo Pym’aHueB-3aayHaWCbKMIA HaKa3aB 34iMCHUTU PeBi3ito BCbOro Kpat, BUK/OYHO i3
MepeAcnaBCbKMM  MOMKOM, KaTeApasibHUM  MOHACTUpEeM Ta  KONeriymom: «8  [0/KYy
nepeacs108CKOMb 0nucs nompebHo 8e0amb 0 HAXOOAUWUXCA 8 KamedpasaHOMb [lepeAacnascKkoms
MHcmpt, u 8 cemuHapiu [lepescnosckoll, Kpomb Oyx08HO2 YUHO, MO e€CMb UEePOMOHOX08Db,
UepoOUAKOHOB8® U OUAKOHOBb, BCAKO20 38aHIA Mt00AXb U yyeHuKaxwv» (LUAIAK, ¢. 990, on. 1, cnp.
539, apk. 2). B peBi3ii BO3HECEHCbKOro MOHACTUPS MICTUTBCA OMKUC KaTedpasbHUX CMiBaKiB nig
OKpemMm 3arosioBkom: «B nbsyeckoli Apxiepelickol» (UAIAK, ¢. 990, on. 1, cnp. 539, apk. 7).
3ayBaxKMmo, WO «niB4a» («nbBYECKaA») Le Apyra, AK BUAAETbCA, He odilinHa, cnpoleHa Ha3Ba
KONeKTMBY, fAKa, AK MW NPUNYCKAaeEMo, cPopmyBanaca Big, HAMMEHYBAHHA cneuiaNbHOro
NPUMILLLEHHA, A€ MeLlKanu nisyi. Lla Ha3Ba BUKOPMUCTOBYBANACA | NPOTArOM HACTYMHUX AECATUNITD.

Y cnucKy 3a3HauYeHo AeB’ATbOX MIBYMX, @ TAKOXK iXHi KOPOTKI biorpadiyHi BigomocTi — noBHe
im’a, micue HapoaKeHHs, BiK, colianbHWUI cTaH Ta nocaga (Tabaunua 2). Cemepo niBYMX HaBYaUCA
PYCbKOi rpamoTu y KaTegpasbHOMY MOHACTUPI. BarKinBo NigKpecanTu, Wwo BOHU He Byaun yuyHAMMK
Koneriymy, NpuHamMmHi ixHiX imeH He Ma€ y CNUCKY CNyAeiB, AKMIA MICTUTBCA Y Lii e cnpasi.

Tabnuua 2. MNepenik apxmepencbKnx NiBumx
npu Nepeacnascbkomy BosHeceHCbKOMy MoOHacTupi, 1765 pik

Ne | Iwm'a Mpissuwe / | Bik | Nocapa CouianbHuh ctTaH Ta  MicuesicTtb
n/n NpPi3sBUCbKO NOXOAKEeHHA

1 CtredaH | JOMOHTOBCbKMI | 27 | niBUM  Ta | CMH nomepnoro nocnonutoro lpuropin
iHcnekTop! | Bakas 3 micTeuka [JoMOHTIB?

2 IBaH NAanka 12 | nisunii CUH nigaaHoro lNMepeacnaBcbKoi Kategpu
depopa Kanabepau 3 cena anmHui’

3 CredaH MaxuHs 12 | niBuni CMH nomepnoro ceAweHWKa Hayma
MaxwuHi 3i cnoboam py3sbkoi*

4 IBaH Hectoposuy 18 | niBuni CMH nomepnoro ceAweHUKka [leTpa

HecTtopoBuua 3 micTeuka KponnsHa

1 33 agHanoriei 3 ujieto  nocagoto y Kneso-MormaaHcbKili akagemii, MOKEMO NPUAYCTUTH, LLO IHCMEKTOp
n6aB AK Nnpo nobyT cniBakis, TaK i Npo ixHi0 npodeciiHy NiAroToBky.

2 IOMOHTIB — MiCTeYKo, LeHTp JJOMOHTOBCLKOI COTHI MepeAacnascbKoro nosky, Tenep — ceno JJomaHtose
3o10TOHicbKOro p-Hy Yepkacbkoi obnacTi.

3 NlannHyi — ceno YurpuH-Ay6poBCbKoi COTHI JlyBeHCbKOro nosky, Tenep — 3atonieHe KpemeHuyLbKum
BOAOCXOBMLLEM.

* Tpysbka — noceneHHs HoBOCNOGIACBKOrO KO3aLbKOro MOJIKy, Tenep — ceno KponmBHULLKOrO p-Hy
KipoBorpaacbKoi obnacri.

> KponuBHa — MICTEYKO, UEHTP KpOMUBHAHCLKOI COTHI [lepeacnaBCcbKOro MoJKy, Tenep — ceno
3o0/10TOHiCbKOro p-HY YepKacbkoi obnacrTi.
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5 lpuropin | NliHUEeBCbKMMA 13 | niBuni CUH NOCAOAUTOro OHuncmma
NiHueBcbKoro 3 cena TepHiBKal

6 Amutpo | KannsboHeHKo 15 | niBunit CMH  nomepsaoro  Kosaka  depopa
KanusboHa 3 micta YepKkacu?

7 CtredaH | OnaHacos 9 nisuni CMH nomepaoro nocnonmtoro OnaHaca 3
cena Fanunua3; Kpyraunin cupoTa

8 Masno OHuncmumosuy 8 niB4Mmn cvH nomepsoro OHucbKa KOpOBHMUKA,

niggaHoro [llepeAcnaBcbKOi KaTegpu 3
cena Augpyui

9 Mwuknta | IBaHOB 25 | niBumn, npubys 3 [lpasobepexka i nnaHysas
MOHax npobytm y nocnyxy niBpoky; 6ys 3
Bag4aMM PO3YMOBOIO PO3BUTKY

3arasiom, NOMITHO, WO BCiX MiBYMX MOXKHA OXapaKTepwusysBaTW O4HMM CIOBOM — 3HEL0/EHi,
afyKe WecTepo 3 AeB’ATM He Manu 6aTbKa, We oAnH ByB KpyriMm CMpOTOlo, @ O4MH — 3 Bagamu
PO3YMOBOIO PO3BUTKY.

MNisui ennckona Mosa basunesuua (1770-1776)

I3 uacis Mosa bBa3svneBMya MaeMO JOKYMeHTaNbHi CBiAYEHHA Mpo AiTei-cniBakKiB, AKUX
Bianpasnanu 3 MNepeacnasa go CaHkT-MeTepbypry. 1772 poKy ManoniTHIA apxiepelcbKnii NiB4min
lpuropin MapkoB, cuH nucaps [JOMOHTOBCbKOI COTHi, 6yB BignpasneHuit po [etepbyp3bKoi
cemiHapii npu OnekcaHapo-HeBcbKOMY MOHACTUPI, Ae HaBYaBcA Ta ByB CNiBAKOM: «83Mb OHb Kb
npeocweHHoMy logy nepesAcnasckomy 8bv nbe4yue, @ omv myoda 8b 772 200y omrnpassieHb 8b
Hbeckyto cemuHapito» (LAIAK, ¢. 990, on. 1, cnp. 1448, apk. 1).

Y ntotomy 1773 poKy Ao pociicbkoi ctonnui 3 MNepesacnasa 6yno BignpasBAeHO Le ABOX He
Ha3BaHMX Ha iM’s «Manmx» nisumx enmckona (LAIAK, ¢. 990, on. 1, cnp. 848, apk. 23-24).

«BoKanbHa my3uka» lnapioHa KoHgpaTtkoscbKoro (1776-1785)

Hainbinblia KinbKicTb AOKYMEHTA/IbHUX 3rafok Npo niBuMx lepeAacnaBcbKoi KaTegpu noxoauTtb 3
yacis BflaguKku lnapioHa KoHapaToBCbKOro.

OpMH 3i WAAxXiB 3ay4eHHs A0 BOKaNbHOI Kaneaun enNMcKona — NpoxaHHA Baxkatoumx, Aki 6yau
agpecoBaHi ocobucto apxuepero. Came y Takmin cnocibé 1778 poky KOxmum CokonoBCbkuii («Esghums
COK07108CKili») NPOCUB NPUMHATI MO0 A0 CKAAAY «MiBYOI»: «[10 MOEMY HesaHilo0 MeHs NPUHAMb 8
nesyeckyro» (LAIAK, ¢. 990, on. 1, cnp. 1310, apk. 1). Y AOKyMEHTi 3a3Ha4yeHO NiacTaBy, Ha AKY
NnocuiaBca npoxady — BiH BMABUBCA 34i0HMM A0 CniBYy: «1o anpobayiu A8uacid K MombuleHito 8
YUCs10 20/10C08 BOKA/HIA 8auwie2o BoicokonpeocsauweHcmsaa my3ukel ciocobHums» (UAIAK, ¢. 990,
on. 1, cnp. 1310, apk. 1). 3pewToo 22 TpaBHA Moro 6yno npuiHATO: «npocumens Esgpuma
COK0/108CK020 NpPUHABY, npuyucaum 6 yucao nsbeyux» (UAIAK, ¢. 990, on. 1, cnp. 1310, apk. 2). |
B)X€e 3 4acom, a came 8 ntotoro 1782 poky, KOxmum otpmmas i3 NepeacnaBCbKoi MONKOBOI KaHUenApii

! TepHiBka — noceneHHs HoBOCNOBIACLKOrO KO3aLbKOro MosKy, Tenep — ceno KponvBHULLKOrO p-Hy
KipoBorpaacbKoi obnacri.

2 Yepkacu — micto KuiBcbkoro BoeBoacTsa Peui Mocnonutoi, Tenep — LeHTp Yepkacbkoi obaacri.

3 Tanuua — ceno MoHaCcTMPUCBKOT COTHI MpuAyLbKOro NosKy, Tenep — ceno HixkMHCLKOro p-Hy YepHiriscbKoi
obnacri.

4 AHapywi — ceno TpaxTeMMPIBCbKOI COTHI MepeacnascbKoro Mosky, Tenep — 3atonneHe KaHiBCbKUM
BOAOCXOBULLEM (MOpPYyY 3 micTom MNepencnas).
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3Bi/IbHEHHSA BiA, KO3a4oi cnyxbu ana nepexoay B ayxoseHctso (LAIAK, ¢. 990, on. 1, cnp. 1310,
apkK. 4), matoun cnogiBaHHA OTPMMATU 33 CAYXKOY B Kaneni cBAWEHULbKe CBAYEHHA. Y LeW Yac BiH
NpPoAo0BKYyBaB BUKOHYBaTM 060B’A3KM ENUCKOMNCHKOro NiB4oro: «Bawez2o BbicokonpeocsaweHcmaa
80KasnHiA My3uku nbeuili Esgpumb Cokonosckili» (ULOIAK, ¢. 990, on. 1, cnp. 1310, apk. 3).
CniBaubka Kap’epa HOxuma TpuBana 1 y 1785 poui, Npo Wo CBiAYMUTb MOro «AOHOLLEHIE» Big 22
TpasHAa (UAIAK, ¢. 990, on. 1, cnp. 1310, apk. 5). Takum umHom, KOxum CoKONOBCbKUI OyB
KaTegpanbHMM NiBYUM LLLOHAMMEHLIE NPOTATOM CEMU POKIB.

28 TpaBHA 1779 pOKy BCTYNUTU A0 KONEKTMBY EMUCKOMCLKMX NiBYMX Npocmeca TeHop Octan
PabokoHb («Ocmanb PabokoHo8b»): «HUHb Menarw nocaymume 6b B0KanHoU Bawezao
BoicokonpeocsaweHcmea My3ukb 2onocom meHoposum» (LAIAK, ¢. 990, on. 1, cnp. 1339, apk. 1).
Mepea, umm OcTan NPaKTUKYBaB LLEPKOBHUW CMiB («MOHBCKOAKO U NMPUMbBHUACHY») Yy KUiBCbKOMY
MycTMHHO-MuKinbcbkomy MoHactupi (UAIAK, ¢. 990, on. 1, cnp. 1339, apk. 1). Y cKknagi
nepeAcsaBCbKMX MNiBYMX BiH Nnepebysas wWoHaimeHwe o 10 ciyHa 1781 poky (LAIAK, ¢. 990, on.
1, cnp. 1339, apk. 3).

Y yepsHi 1780 poKy oTpMmaTu Micle B apxmepericbkomy xopi nparHys CrenaH CtenaHosuy,
CMH BiKapHOro csalleHMKa [lepeacnaBcbkoi [leTponaBniBcbKoi uUepkBu Esctadis CredaHosa
(UAJIAK, ¢. 990, on. 1, cnp. 1453, apk. 2)%. 13 AOKYMEHTIB Ai3HAaEMOCA NPO AeAKi GpaKTU 3 KUTTA
cniBaka (be3snanbko Ta KysbmiHcbkui 2020, c. 111). 3a BeniHHAM 6aTbKa, CTenaH oApy»KMBCA Ha
AHHI, ooHbLi cBAWEHMKA Tpodrma YCOBCbKOro, 3 KO Y HUX HapoamMBca cuH. CTenaH HayebTo He
BOJIOAiIB HANEKHUMMU ANA EMUCKOMNCbKUX MiBYNX YMIHHAMM, NpoTe 06iusB HaBuMTUCA. Pasom i3 Tum
BiH NpeTeHAyBaB Ha Ti CAMi YMOBM YTPUMAHHA, AKI Mann iHWI NiBYi: «HO Ymobb modyito oby4yumcsa
moli my3uKks, a 6bimb »eaaemv Ha MAKOMb COOepPHCaHIU, KaKb U npomdie nmbeyie Haxo0amcsa»
(LAOIAK, &. 990, on. 1, cnp. 1453, apkK. 2). Hesabapom, 8 cepnHA LbOro K POKY, 3rigHO yKasy
Manopociiticbkoi Konerii, TeHopa CtenaHa Bigibpanu niBuMm Ao imnepatopcbKoro ABopy B CaHKT-
MeTepbyp3i, yepes WO MOro Cno4yaTky Hanpasuan A0 CToauui [eTbMaHWUHKU: «docmasums 8
yxoev Ha kazeHHomb Kowms» (UAIAK, ¢. 990, on. 1, cnp. 1452, apk. 1).

Mpo Habip KaTeapanbHMX NiIBYMX LIAXOM 3a/y4YEHHA LLEPKOBHO-aAMiHICTPAaTUBHOI BEPTUKaNI
Ai3Haemocs 3i cnpaBu Big 6 annHa 1780 poky, Konu 3 MNepesacnaBCcbKoi 4YXOBHOT KOHCKCTOPIT Byno
HaZiCNlaHO ENMCKONCBKI YKasn B MunpropoacbKke, XoponbCbke Ta bapuwiBcbKe AyXOBHI NpaBAiHHA,
abu npucnanm skomora binbwe 3[i6HMX [0 chiBy Aited Ta toHakiB. [pu 4Yomy 6yno
KOHKPEeTM30BaHO MOLYKYyBaHi BOKa/NbHi ronocu, a came bHacu, TeHOpu Ta 0COBNMBO OUCKAHTW:
«200AWUXxcA 3b 20n10c08b 6acosb meHOpo8 a 0cobauso OUCKAHMOBb B8b BOKA/HYHO e20
npeocesaweHcmsa my3uky» (UAIAK, ¢. 990, on. 1, cnp. 1310, apk. 7). LlikaBo, Wwo ennckon Hakasas
He 06MeXyBaTMCA BUK/IOYHO AiTbMM NPeACTaBHUKIB KAipy, @ M HabMpaTK NiBYMX 3 IHWKUX CTaHIB:
«U3b CBAWEHHO U yepKosHorpuyemHu4yux otmetl uau u dpyeozo 3eaHia» (UAIAK, ¢. 990, on. 1,
cnp. 1310, apkK. 7). 14 nannHs 1780 poKy AyxoBHe npasaiHHA Mupropoacbkoi npotononii oTpumano
BiANOBIAHMIN YyKa3 i3 KOHcucTopii, a 18 BepecHA TOro X POKy 3BiTyBaso [lepescnaBcbKomy
enuckony npo Habip nisumx (UAIAK, ¢. 990, on. 1, cnp. 1450, apK. 2). byno BigibpaHo n’atepo
cniBakiB — 6ac, TeHop Ta TPOE anbTiB. MMeplwmm y CINCKY 3anMcaHnn HeEOAPYHKEHMIN 26-piuHKniA bac
AKiB, CMH NoOMepnoro CcBAWEHMKA BocKpeceHcbKoi LepkBu Micta Mwupropoa? depopa
BopoBUKOBCBbKOro: «3 6ac08b O0UHB CUHb YyMepuwo20 CB8AWEHHUKA 8bKapHo20 BockpeceHcKol
Mupeopodckoli Llepkebl ®eodopa boposuKkosckozo AKosb nbmb 26 xonocmuv» (UAIAK, ¢. 990, on.
1, cnp. 1450, apk. 2). Takox Maemo iHpopmalL,ito Npo iHWOro My3mMKaHTa 3 MMPropoACbKOro poay —
JNlyry IBaHOBMYa BopoBuKkoBcbKkoro (Poiuapesa 1987, c. 66). OapyskeHuit 21-piuyHnit TeHop Onekciin

1 [lokymeHTV [aloTb BapiaTMBHICTb NaTpoHimiuHoro npissuuia CrenaHa — CrenaHosuy, CTenaHOBCbKMNA,
CtedaHOBCbKUN.

2 Mupropog, — MicTo, LeHTp MupropoacbKoro nosKy, Tenep — LeHTp Mupropoacbkoro p-Hy MonTascbKoi
obnacri.
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FOpKaBEHKO Ha/exaB [0 KO3a4oro CcTaHy i 6yB cMHOM uLepKoBHOCAYXUTeNa 3 MpeobparkeHCbKoi
uepksu y ceni MNertpisuil: «meHoposb 00UH CUHL HAXO00A4Y020Cb 8b O0AHHOCMb NPU UepKeb
lMpeobpaxceHcKoli 8 cent Memposusaxs lMempa MopkaseHKa AneKkcbli [OPKABEHKO MeHAMb 38AHIA
Ko3a4ozo nbmv 21» (UAIAK, ¢. 990, on. 1, cnp. 1450, apk. 2). o anbTiB 6yno BigibpaHo 10-
piuHoro Bacumna, cuHa Mwuxanna YalKOBCbKOro, CcBALWEHWKA BOCKpeceHCbKOi LEepKBU cena
Apmakun?: «aamoss mpu edeHdb CUHb CB8AUEHHUKA 80CKpeceHCKol ApMmaKkoeckoli yepkeb Muxauna
Yalikosckoeo Bacunili nbmv 10» (UAIAK, ¢. 990, on. 1, cnp. 1450, apk. 2). LLle aBoe anbTiB IrHaT
(13 pokis) Ta Oopodint (10 pokis) [dem’sHeHKM byan pigHMMM BpaTamMu-CMPOTamMM KO3aLbKOro
noxomykeHHa 3 cena Micku3: «da dsa podHie bpamsa UzHamv u fopogell [demaHeHKbl podumuyu
JlybeHcKozo nosnky cena [M6coKb a no nepexodt ommosb NPoOXuUsanu npu WKoas npomomnoniu
30ewHel 8 cenb 3yesyax He umMerowili omya u Mamkel 8 cupomcmeb 38aHiA KO3a4020 1tEMB
Wenamy 13 a fopogpero 10» (LAIAK, ¢. 990, on. 1, cnp. 1450, apk. 2)*. 3pewToto, 3a1MILAETLCA
HEeBiAOMMM, Y/ KOTro-Hebyab 3 BiAibpaHMX KaHAMAATIB NPUIMHANM Y CK1a Kanesnu.

3 nOoKyMeHTIB 3a cepneHb 1780 poKy CTa€ 3p0O3yMinmm, WO YacTMHA NiBymMx NepeacnascbKoro
enuckona Bignpasunaca no CaHkT-MeTepbypry y po3nopAgKeHHA MiCLLEeBOro apxvenuckona
laBpwuina Metposa-LLlanowHukosa (LAIAK, ¢. 990, on. 1, cnp. 1451, apk. 2). MNepwuin 3 xnonuis,
11-piyHnit AHAPIA, CMH AMAKoHa loaHHa MaKkcMMoBMYa, AKMI NOXOAMB 3 MicTeuka bacaHb®, a
apyrui, OaHunno, 9-tm pokis, 6y cMHOM noHomapsa [Mepeacnascbkoi MeTponasniBCbKOI LEepPKBU
OHucuma [nopeHka: «HaxodAwuxca npu eokasnHoli Ezo [lpeoceawjeHcmea My3uKu O80UXDb
nbeyuxv rnpomononiu bacaHckoli mécmeyka bacaHb 0iAkoHa loaHHA Makcumosu4a CblHa e2o
AHOpes u epadckia lNepescnasckia [lemponasnasckia yepksu noHomapsa OHucuma [nobeHKa cuHa
ezo AaHuna» (UAIAK, ¢. 990, on. 1, cnp. 1451, apk. 1, 3, 4). Nepwwnin 3 xnonyis, byayum nisumm,
HaB4YaBcA y lepesacnaBcbKomMy Koneriymi: «diakoHa loaHHa Makcumosu4ya cbiHb, 0b6y4asaca 8bv
cemMuHapiu nepesacaasckoli NAAMUHCKOMY A3bIKy o wkoay [pammamuky» (LOIAK, ¢. 990, on. 1,
cnp. 1451, apk. 3).

15 BepecHa 1781 poKky AaTyeTbca npoxaHHA Penopa YepHABCHKOroO WWOAO0 MOro NPUNHATTA
[10 CKNaay apxXMeEPENCbKUX NiBUUX: «MOCAYH UMb 8B YUCAE 20/10C08b BOKAMHOU My3UuKU Ko20a 6yoy
mo cnocobeHb, ubo A HHECKOMKO yice K cemy u npumbHuacs» (LAIAK, ¢. 990, on. 1, cnp. 1587, apk.
1-1 3B.). 23-piuHnin Pepip cnoyaTKy 3acBiaumMB, WO Moro 6aTbKO NOXOAMB 3 KO3aKiB, NpoTe Npoaas
XyTip Ta TpMBanuit yac bys AAKOM, @ CaM OHAK YKMB NPU Pi3HMX LLEPKBAX, NPUCAYroByBaB AAKaMm, Ae
B OAHOTO 3 HMX ABa POKWU «KAKb NUCAMb MAKb U BOKAAHOU My3uKb 0by4unca»®, a srogom i cam
CNYXMB ASYKOM B LiepKBi PizaBa XpucrtoBa y micteuky Wuwakm (WAIAK, ¢. 990, on. 1, cnp. 1587,

! MeTpisui — ceno MupropoacbKoi 1-i coTHi MUPropoacbKoro NosKy, Tenep — ceno MuUpropoacbKoro p-Hy
MonTaBcbKoi ob6acTi.

2 Apmaku — ceno MupropoacbKoi 1-i coTHi MUpropoAcbKoro nosky, Tenep — ceno MupropoacbKoro p-Hy
MonTaBcbKoi obacrTi.

3 Nickun — Ha cepeaunHy XVIII cTonitTa B JIyBEHCbKOMY NOAKY 3HAXOAMNOCA HOTUPM CENa 3 TaKOIO Ha3BOD; TYT
— HanimoBipHiwe ceno Mickun JToxBMLbKOT COTHI, Tenep — ceno Mupropoacbkoro p-Hy MNontascbkoi obaacTi.

4 3yiBui — ceno MupropoacbKoi 1-i coTHi MUpPropoacbKoro nNoaky, Tenep — ceno MupropoacbKoro p-Hy
MonTaBcbKoi obaacTi.

> BacaHb — MicTeuko, UeHTp BacaHcbKoi coTHi lMepeAacnaBcbKOro nosky, Ternep — ceno Hosa bBacaHb
Hi*knHcbKoro p-Hy YepHiriecbkoi obnacri.

® Y Hac Hemae nifacTaB BBaAXKATK, LLLO BUKOPUCTaHHA TyT NMpoxadem TEPMiHY «BOKasJlbHOI My3MKM» O3HAYaE,
WO BiH HAaBYaBCA MWUCTELTBY LLEPKOBHOrO (napTecHoro) baratoronocca. 3a HalWMMKU CNOCTEPEKEHHAMM Y
noAibHMX AOKYMeHTax 3 iHbopMaLlielo Npo No4vyaTKoBYy OCBiTY B napadisnbHUX WKonax [epescnaBcbKoi
enapxii XVIIl ctonitra MaeTbCs BUKAOYHO NPO iPMONOMHWI CiB, WO AA€ HAM Baromy niAcTaBy BBaXKaTw, LLO
Pepip YepHABCbKMI NPOXOAMB HAaBYAHHA came Ha OCHOBI [pmonoto.
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apk. 3-3 38.)L. Y BMHaropogy 3a cay:kby niBUMM Npoxay naexkas Hafito OTPUMATK Bif, ENMCKona
cBALWEHULUbKe Mmicue B ogHomy 3 npuxoais (LUAIAK, ¢. 990, on. 1, cnp. 1587, apk. 9). OaHak,
0o4YeBMAHO, HanepeaoaHi Yeprosoi 3araibHOAEPKAaBHOI PeBi3ii HACeNEHHSA, Y KOHCUCTOPII BUHUKAMU
06r'pyHTOBAHI CYMHIBM WO0A0 NPUHANENKHOCTI MPOXaya 40 AYXOBHOrO CTaHy, TOMY 33 Pe30/HOLiE
apxuepesa, deaip 3anMwaBca KaTeApanbHMM NiBYMM [0 KBITHA 1782 poOKy, AOMOKW TpUBaAU
BignosigHi nepesipku (LAIAK, ¢. 990, on. 1, cnp. 1587, apk. 4-7 3B., 10-16 3B.). 3pewToto Pegopa
YepHascbKoro 6yno sigicnaHo o cena Kouy6eiBka?, MaeTHOCTI nignonkosHuKa Masna Kouybes,
nigaaHMm AKoro iMoro ¢akTM4yHO 6yno BM3HaHO. [lopanbwe moxnuse nepebyBaHHA LbOro
MOJI0OA0r0 YON0BIKA Y CKNagi KaTeapanbHOi Kanenm CTaBMAOCA Y 3a/IeXKHICTb Bif, BOJi NOMiLLMKa
(LAOJIAK, ¢. 990, on. 1, cnp. 1587, apk. 18-18 38B.).

Y BOKanbHOMY KOJIEKTMBI TpanaaaucA | MNOPYLWEHHA BHYTPIWHbLOI MOHACTUPCLKOI
OMCUMNANIHM, WO BigKnanocAa y cnpasax apxisy lNepeAacnaBcbKoi AyXOBHOI KoHcUcTopil. Tak, 3a
CKAProl Hewlo[aBHO BUCBAYEHOTO CBALWEHMKa MaBna BonoceBnya, «Haxo0Aawa20cA npu 80KAAHOU
e2o0 rnpeocsauweHcmsed My3uKb», MPO MOro nobutTs iepoguMaKoHOM PomaHOM, KOHcuUcTOpis
npoBesa po3cAifyBaHHA IHUMAEHTY, WO CTaBCA Y MOHACTUPI Ha cBiTaHKy 11 cepnHA 1781 poky.
Bysnio gonuTaHoO y4acHUKIB Ta CBiAKiB KOHAIKTY 1 3a 3ibpaHoto iHbopMaliieto 3’acoBaHo, WO binu
nepeayBana CniNbHa NUATUKA: «ceAWEHHUKb [lasens Bosnocosuyv He 6e38UHU ecmb, YMO Cb
HbIM® #e POMAHOM®B NAHCMBEHHYIO NMPou3800Uab KOMIIAHIIO, U Ype3b Mo Kb OpaKs rnpusens cebs
u ezo» (UAIAK, ¢. 990, on. 1, cnp. 1557, apk. 20). 3pewwTo0 B KOHCUCTOPIi BUHEC/IN CyBOpe
pilleHHA — iepoguAKoHa PomaHa, AKMK BXe HeoAHOPA30BO MaB AMCLUMMIHAPHI CTATHEHHA,
no36aBuTh caHy, a Masny BonoceBnyy 3a60OPOHUTM CBALWLEHOCNYKIHHA | 3acnatu y borycnaBcbKkui
MOHACTMP HA ABa POKU «Bb 4YepHyto paboTy». MpoTe, enMcKon MOM’AKLWMB MOKApaHHA iepeto
Masny, agxe ue 6yB neplunii NPOCTYNOK 3 HeobepexHoCTi: «ype3b 6 O[H]eli Knacmbs emy no 30
MOK/I0HOBb 003eMHUX a rnocab ypeswv 3 Hedenu excedHesHoe umems cayxceHie» (UAIAK, ¢. 990,
on. 1, cnp. 1557, apk. 20 3B.). [1ns HawwoOro AOCNIAXKEHHS BaXK/INBO, WO Ue €AMHUIA 3adiKCoOBaHUM
BMMAZOK, KONU CBALWEHUK CNYKMB Yy lNepeacnaBCbKit BOKanbHil Kaneni. Ha »Kanb, y gxepeni He
3a3Ha4yeHo, fAKi OYHKLII BiH BMKOHyBaB. He BuKAtoueHo, wo [asno BonoceBuny no4vyaTkosBo 6yB
niB4YMM, a iEpeCcbKe CBAYEHHA OTPMMAB B AKOCTIi BUHAropoau 3a cnyKby B Kaneni.

IcTopia 3 GilKo NpUHariAHO TOPKAETLCA | NOBCAKAEHHMX BUMIPIB XUTTA YY4ACHUKIB Kanenu.
lepogmakoH PomaH y CBOiX MNOACHEHHAX Ta BWMNPABAAHHAX XapaKTepusyBaB AOKOHOIKTHI
B3aEMWMHM 3i CBAWEHMKOM [1aBNOM HACTYNMHUM UYMHOM: «O XPUCMIAHCKOU MpUA3HU, KaA
nMpoo0oMHANACL U3b CamMmaz20 e20 Bosocesuva ecmynneHia 8b caywby 80KasnHOU My3UKU Cb HUMb
mscHo...» (UAIAK, &. 990, on. 1, cnp. 1557, apK. 2). TaKoXK AOKepeno npo/snBaE CBIiTAO Ha
OpraHi3auito XMUTTEBOrO MPOCTOPY CMiBaKiB. Y AOKYMEHTaX KiNbKa pasiB 3ragyerbca NPUMILLEHHA
«niB4a» («nbBYeCcKan»), Ae BOHW MeLLKaN i AKe, B YyMOBax 0OMeXKeHOoi Mol MOHACTUPCbKOro
ABOPY, PO3TaloOBYBanoCcA Henoganik Kenin 6patii. OKpim uboro, AgisHaemocs, wWo B 06os’A3KM
MOHACTUPCbKOrO CTOPOXKa BXOAMNO NpubupaHHA B CiHAX MiBYOi Ta B ABOPi HAaBKONO. Y 3B'A3KYy i3
UMM O0BiAYEMOCS, WO Henodanik NiB4oi po3milllyBaBCcA HEBE/IMKMI ropoa, AKWUiA, BiporiaHo, 6yB y
BiJaHHI CNiBOYOro KONEKTUBY: «X00UsU M0 30020p00KY npu nse4yeckoli cocmoawemsy (LAOIAK, ¢.
990, on. 1, cnp. 1557, apk. 7 38B.).

B pesBisiliHin BigomocTi 1782 poKy Oy/n0 BMABAEHO BWMNAZAOK, KOAWM OAMH 3 Y4YHIB
MepesacnaBCcbKOro Koneriymy ofHOYacHO OyB Lie 1 EMMCKOMCbKUM MiBYNMM: «yMepwa2o ymeuya
ApmemoHa [MawymuHCcKaz2o ceiHo8bA: Bacunili obyyaemca 8b 30ewHell ceMUuHapiu pumMopuKu,
HaxXo0umcA HbIHE MpPuU BOKAAHOU €20 8bICOKOMPEOCBAU,EHCMBA My3UKU 8b nbe4yuxv, 18 [nem]»

! Wunwakm — micteuko, ueHTp LUnwaubKoi coTHi MMpPropoacbKoro Noky, Tenep — Cenuile MiCbKoro Tuny
MontaBcbKoro p-Hy MNontaBcbkoi obaacTi.

2 KouybeiBka — ceno Benmko-Byamcbkoi coTHi MonTaBcbKoro nosky, Tenep — ceno [onTaBcbKOro p-Hy
MonTaBcbKoi obaacri.
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(LAIAK, ¢&. 961, on. 1, cnp. 69, apk. 19 3B.). MoBa npo 18-piyHoro Bacuns, cTygeHTa Knacy
puTOpMKN. Moro 6aTbKo — Ha TOM Yac Be NOKiNHMIA «uTelpb» (TO6TO AAK) ApTeMOH lMallyTUHCbKMIA
3 cena Monoru-Beprynun?. Misumit nepebysas y BOKanbHOMY KO/MIEKTUBI 1 HacTynHoro 1783 poky
(Be3nanbko Ta KysbmiHcbkuin 2020, c. 107).

Y BigomocTi Big 2 ciuHA 1783 poKy, Nig Yac pes.isii gyxisBHULUTBA BopMcnonbCbKOi NpoTononii,
3aHOTOBAHO KaTeApanbHOro MNiBYOro, CMHa MOMEpP/IOro CBALWEHMKA UepKBu ApxaHrena Mwuxaina
MicTeuyka BopoHbKiB?, 22-piuHoro loaHHa BalleHKoBa: «moell e uepKeu ymepuiazo C8AUeHHbIKA
JlyKiaHa BaweHkosa 0tmu: loaHH® npu 0onaxcHocmel nseyeckol 8 llepeAacs108cKOMb HaxooumcsA
KameopanHom mHcmpsb, [nem] 22» (UAIAK, ¢. 990, on. 1, cnp. 1636, apkK. 1 3B.).

YTprMMaHHA NiBuYMX y Yacu InapioHa KoHApaTKOBCbKOro

Mpo matepianbHe 3abe3neyeHHA MiBYMX MOXKEMO Ai3HATMCA 3aBAAKM 36epexeHum npubyTKoBo-
BUAATKOBUM KHUram [lepeAacnaBCcbKOro KarteapanbHOro moHactmpa 3a 1780 ta 1783 poku. Pyx
¢iHaHciB 1780 poky ob6nikyBaB pu3HMumMi iepomoHax AradoHuk (LLAOIAK, ¢. 990, on. 1, cnp. 1589,
apk. 2, 3), a 1783 poKy — iepoMmoHaxmn-kasHayei InapioH ta Xpuctodop Cynmma (OCTaHHIA 3MiHUB
nonepeaHMKa Ha nocagi y cepnHi uporo poky) (LWAIAK, ¢. 990, on. 1, cnp. 1685, apk. 1, 2). Came y
PO3MNOPAANKEHHI LMX IEPOMOHAXiB i nepebyBann MOHACTUPCbKI KOLWTH.

Cepep, 3ragok npo axkepena piHaHCyBaHHSA MiBYNX MAEMO LiiKaBMIA GaKT, AKMIA He Tpanasascsa
B IHWWX AOKYMEHTAX — HaABHICTb «MbBYECKUX KPYMKEKDBY», 3 AKMX, 30Kpema, y 1780 poui 6yno
OTPMMaHO Hemanui NpubyToK: «OcmaswuxsCca om MbeYecKux Kpyiceknv. Pybau 25. Koneliku 60»
(LLOJIAK, . 990, on. 1, cnp. 1589, apk. 3). MoxHa npunyctntu, wo ue byam cneuianbHi 3aneyaTaHi
EMHOCTI, Kyau Oarkatoudi KuOanu rpowoBi MOXEPTBM, LWO Creuia/lbHO MNpusHadYanuca ans
aAPXMEPENCHKMNX NiBYMX. «[TiBYi KPYKKU», O4EBMAHO, CTOANN HAa BUAHOMY MICLi Y KaTeapanbHOMY
cobopi, TAaKOXK He BUKOYEHO, WO NiB4i 6panu ix i3 coboto 3a mexki moHacTMpa. Mpo OCTaHHE MOXKe
CBigunTM «aoHoCc» B CMHOA Ha Bnagmky InapioHa KOHApPaTKOBCHKOTO, 3 AKOroO Ai3HAEMOCA, WO Npu
BiABiAyBaHHI HMM €napxii MmicueBe [AyXOBEHCTBO 3MmylleHe Oyno He /uvwe yTPUMMYBaTU
APXMEPENCbKEe OTOYEHHSA, ane M [aBaTM MOJAYKM CYNPOBOANKYHOUMM WMOro CAyram, BKAKOYHO i3
nisummm (MapxomeHko 1908, c. 51).

LlikaBo, WO TrpoOLWOBi CyMM 3 «KPYXOK», LWOPA3y Pi3Hi, BHOCUAUCA pPO3NOPALKEHHAM
apxuepesn y 6roaxKeT diHaHCYBaHHA BMTPAT Ha NiBYMX CaMe AK 3a/IMWOK NicNA iXHbOro po3noainy
(«pasgbnkny, «noabny»). MpUnyckaemo, WO NPW PO3MNOAiNI KOWTIB MiXK NiBYUMMM, AKACb iX YaCTMHA
BigaBanacA €NMCKONy Ta HEOAMIHHO, BOJEKO BNAAMKM, BUTPaAvasacA Ha OfAar Ta B3yTTA ANA
cnisakiB. TypboTa KaTegpu NPO 30BHIiWHIM BUrNAg, MNiBUMX He BMYEpPnyBanaca avWeE UMMMU
KOWTamMM, 3@ HeOOXiAHOCTI MOran B6yTK cnpAMoBaHi NpAMi AoTaujii 3 apXMEPENCbKOi KasHu. Ak,
Hanpuknag, ue cranoca 1783 poky, koam 30 ciyHa 6yno goaaTkoBo BHeceHo 25 pybnis (LAIAK, .
990, on. 1, cnp. 1685, apk. 31).

OKpiM LbOro, 3aNMcK AeMOHCTPYIOTb HaM, KO came BiabyBannca «pasabiku nbBYECKUXD
AeHerb». 1780 poky ue ctanoca 26 ciyHa Ta 19 tpasHa (UAIAK, ¢. 990, on. 1, cnp. 1589, apk. 21),
1783 poky — 9 ciuHA Ta B nepuwi umcna TpasHa (LAIAK, ¢. 990, on. 1, cnp. 1685, apK. 31). Takum
UMHOM, KKPYKKM» BigKpuBanu Hesabapom nicna Pisasa ta BeankoaHa (TypkectaHos 1868, c. 97)3,
HaMBINbLWIMX penirinHnx cBAT, Nifg, Yac AKUX NiBY4i MOT/IM MaKCMMaIbHO 3apobUTH.

! Nonorn-Bepryun — ceno Mepeacnascbkoi 1-i coTHi [lepeAcnaBcbKOro MoAKy, Tenep — ceno
Bopucninbcbkoro p-Hy KniscbKoi obnacri.
2 BOPOHbKIB — MICTEYKO, LLeHTP BOpPOHKIBCbKOI COTHI [lepeAacnaBcbKOro MNOAKy, Tenep — Cceno

Bopucninbcbkoro p-Hy KniscbKoi obnacTi.
3 BesmkaeHb Nnpunagas Ha 19 keitHA y 1780 poui Ta Ha 16 KBiTHA y 1783 poui.
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®iHaHCOBI KHUIMM MIiCTATb | NepcoHidikoBaHy iHGOpPMaLLito, NOB'A3aHY 3 TPAH3aKLLIAMM KOLUTIB.
Y KHuM3i BUTpaT 36epirca 3anuc 3a 25 GepesHa 1783 poKy npo npuabaHHA ofAry ANA BXKe
3ragyBaHoro Bacuna  MawyTtuHCbKoro: «Y  diaKkoHa  HosopykononoxceHHo2  Muxalina
AHMUMNOBCKO20 KyrnnaeHo 01A lawymuHcKo20 Ha 4YepKecky 6aakumHy CyKoHHy bekewy 3a 08a
py6asa» (ULAOIAK, ¢. 990, on. 1, cnp. 1685, apK. 32). A y npubyTKOBMX YaCTMHAX KHUI 3ragytoTbeca
imeHa MaBna «iepoaiakoHa nbByeckoro» (1780) (LAIAK, ¢. 990, on. 1, cnp. 1589, apk. 21) Ta «b6aca
Esxima» (1783) (LAIAK, ¢. 990, on. 1, cnp. 1685, apk. 31)%, aK ocib, BignoBiganbHUX 3a BHECEHHA B
KasHY 3a/IMLWKY rPoLUel 3 «KPYXKU» nicna posnoginy. HalimosipHiwe, BOHM 6ynun odilitHUMmn un
HedOpPMaNnbHUMK Nigepamu CNiBo4YOro KonektTusy. Cnig, nigkpecanTy, Wo iepogmakoH Masno 6ys
YyeHUEemM MOHACTUPA, a He NiBYMM. Lle cBiAYEHHA HALWITOBXYE HA NMPUNYLLEHHA NPO aKTUBHY y4acTb
6parTii y cnpaBax KONEKTUBY KaTeapaibHUX NiBYMX i 3@ YaciB nonepeaHix ENUCKONIB.

I3 3anuciB NpMBYTKOBO-BUAATKOBUX KHWUI CTAa€ 3PO3YMIZIMM, WO «BOKasbHA My3uKa» byna
noAisieHa Ha «bonWmnx» Ta «Maanx» MiBYNX. Xo4a Yy AOKYMEHTI HEMAE YiTKOro BM3HAYEHHA LUX
ABOX CNiBOYUX FPYM, NPOTE MOXHA CMIZIMBO MPUMNYCTUTH, LLO NAETHCA NPO AOPOCANX Ta MAONITHIX
YYaCHUKIB BOKaNbHOI Kanesn. 3a KiNbKIiCTIO KYNOBAaHOro oJAry Ta B3yTTA MOXHa BMpaxyBaTu
nNpMbAN3HY 04HOYACHY KiNbKICTb KaTeapanbHUX cniBakiB. Mpo gopocaumx niBumx Bigomo, wo y 1780
poui iXx 6yno woHaMmeHlle 4eTBepo: «KyrnsaeHo 048 6oAWUX MesYux 4Yemupu [10SCO8b B8b
bozycnasnt no cbmoecams rnam KonbeKks 2apyCHbIX M0A0CAMUX KPACHO Cb 3eneHoim» (UAIAK, ¢.
990, on. 1, cnp. 1589, apk. 22). A 3 paxyHKiB 3a 1783 piK AisHaemoca Npo Te, WO Yy KaTeapasibHOMy
XO0pi, B OAWMH MOMEHT, CNiBaaM BiCiM ManoniTHIX niBunx: «YepHbEaAbHUYB 30 OKpAQWeEHHA 80CMU
nseyum manum 6puneli daHo mpuduyame konbekv» (UAIAK, ¢. 990, on. 1, cnp. 1685, apkK. 32).
MoegHaBwKM Ui BigoMOCTIi 6auymmo, WO 3arajsbHa KiNbKiCTb KaTeApasibHUX MiBYUX CKaagana
WwoHarmeHwe 12 ocib, 3 AKnx YyeTBepo BYNIM AOPOCINMM, A BiCIM MANOANITHIMW.

3anucuK Npo KyniBato HeobxigHWX TOBapiB 34iMCHIOBANANCA MPOTAFOM YCbOro POKY, O4EBUAHO
pearyioum Ha MOTOYHi abo perynspHi noTpebu cniBo4yoro Konektusy. [eski 3akyniBai rotoBux
npeameTiB oAAry Ta maTepianiB pobuanca nosa mexamu lMepedacnasa — y Kuesi Ta HaBiTb «3a
rpaHunueto» y micteuky borycnas?.

CtaTTi BMAATKIB HA KyNiBAKO YM MOWKTTA OAHAKOBUX MpPeaMeTiB ogAry €sigyartb, WO MiBYi
KOXHOI 3 KaTeropi manu BnacHy yHidikauito B ogasi. Tak, «boawmm» nisumm bynm 3akynneHi
OZHAKOBi cMyracTi (4epBOHi 3 3e/IeHUM) MOACK, a AN1A KMAJUX» NiBYNX BUTOTOBUIM 3 BUDIMYaTOro
MONOTHA «XanaTn», a TaKoX 3amoBuan papbyBaHHA NapTii roNOBHMUX ybopiB, a came «bpunis». Y
AKOCTi BEPXHbOIo 04Ary, Y BXUTKY 6yan «KadpTaHM» Ta «KM3MKMHU». 3 aKcecyapiB MOXKHa 3ragatm
«rafIlTYKM», Ha BUTOTOBNEHHS AKMX BYN0 3aKyNAEHO CiM NiKTiB LLOBKOBOT TKAHUHM TadTU («Tadu»)
yopHoro Konbopy (UAIAK, ¢. 990, on. 1, cnp. 1685, apk. 32 3B.). [AnAa nowutra 4obiT
3aKYyNOBYBA/IMCA OXTa Ta ANOBMYA LWKipa, peMiHHaA WKipa Ha NigOLWBN, a TAaKOXK BUTPATHI maTepianm
(aborotb, cmona, ApaTea, Kymnopoc). Ona 03406M ofary 3aKkyrnoByBanuca ranauvku, 6ini Ta
dapboBaHi HUTKK, 0N10B AHI 'YA3UKM, LUHYPU ANA NAETEHMX I'YA3MKIB, NONOTHO Ha NiAKAAAKM TOLLO.

AKLLO BipUTM 3aNMcam BUTPATHOI YaCTUHM KHUT, TO KOLITU MPU3HAYEHi ANA NiBYMX MLWAW Ha
NOWMUTTA, PEMOHT, a TaKOX 3aKyMiBAlO B)Ke rOTOBOro OAAry Ta B3yTTA. BuTpatm Ha rpowose
YTPUMaHHA, XKy Ta iHWi nobyToBi noTpebu y AOKYMeHTi He 3adiKCOBaHi, TOX HaWneBHiwe
AoaaTtkose ¢iHAaHCYBaHHA MiBYMX BigbyBanoca 3 iHWKUX AXKepen.

! MonuBo, TyT masca Ha yBasi nisumit FOxnum COKONOBCLKMIA, MPO AKOrO MU MUCANU BULLE.
2 Borycnas — micTeyko KuiscbKoro BoesoactBa Peui Mocnonutoi, Tenep — MicTo BinouepKiBcbKoro p-Hy
Kuiscbkoi obnacTi.
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CBiTCbKi My3MKaHTK Ta InapioH KOHApPaTKOBCbKUIA

Y npaBocnaBHMX UepKBax [eTbMaHLWWHM He BUKOPWUCTOBYBANM MY3UYHI iHCTPYMEHTW, npoTe,
O4YeBUAHO, CBITCbKi MY3MKaHTU-IHCTPYMEHTaNICTU HEOA4HOPA30BO 6Pav y4yacTb Y NOBCAKAEHHOMY
XUTTI NnepeacnaBcbKMX ennckonis. Bnepwe Takuit ¢akT 6yno 3adikcoBaHo y 1727-1730 pokax 3a
yacis Moakuma CTpyKoBa, Npo Lo MM Bxe nucanm sule. A y 1782 pouji 3a ypoumncTi NpuBiTaHHA Ha
CBATA 3 APXMEPEICbKOI Ka3Hu InapioHa KoHapaTkoBcbKoro 6yno 3annayeHo 2,5 pybni mysmkaHTam
Ta H6apabaHwmKam KWiBCbKOro NerkoKiHHOro Nosky: «Bo OHU 8bICOKOMOpPH#eCcMeeHHbIA PO30aHO
MOsIKY /1e2KOKOHHO20 Kie8CKo20 My3uKaHmamdvd u bapabaHwukamds 3a nosopasneHie» (LOIAK, ¢.
990, on. 1, cnp. 1684, apk. 4).

Nisui Amdinoxia JleoHToBMYua (1795-1799) Ta CunbeecTtpa Jle6egnHcbKoro (1799-1803)

Ha MNepeAacnascbKo-bopucninbCbKomy  BikapiarTi BiaOunMca  3MiHM  agmiHicTpaTUBHO-
TepPUTOPIaNIbHOrO YCTPOI YKPATHCbKUX 3emenb PocincbKoi imnepii KiHua XVIII ctonitta, i pakTMyHO
y Yacu Amdoinoxis JleoHToBMYa MLWNa NiArOTOBKA A0 CTBOPEHHA oKpemoi enapxii. Lle 6yno BTineHo
1799 poKy BXKe npu nocTtaBneHHi CunbBecTpa JlebegMHCbKOro, AKMIA OTPMMAB TUTYN €NMCKoNa
Manopociiticbkoro Ta lMepeacnascbkoro. Mpo niBYMX ABOX EMNUCKOMIB 3HAXoAMMO iHbopmalilo B
3anucax nNpubyTKoOBO-BMAATKOBOI KHUTM KaTeapasibHOro BosHeceHCbKoro moHactupa 3a 1799 pik.
3oKkpema, cepen BUTpaT 3a 16 KBiTHA, To6TO Bennky CyboTy, 3a3HayeHo, WO YEeHUAM Ta MiBYUM
6yn0 npuabaHo ankorosib, NUBO Ta NUTHUN men: «KynaeHo 08 bpamiu u nMbeYUMDB nuead
npocmozo 860p0o 3a 80CbMOECcAMb KOMbekb, Medy MUMHO20 80CEMb KBAPMDb 10 80CEMb KOMbEKb»
(LOJIAK, ¢. 978, on. 1, cnp. 4, apK. 8). 17 KBiTHA, TOGTO HACTyMHOro AHA, niBdum byno okpemo
BUOAHO KOWTK: «BblOaHO Ha npa3dHuKk® BockpeceHia Xpucmosa no rnpexcHemy O6UKHOBEHIIO
nseyumdv 80 [Kontekv]» (UAIAK, ¢. 978, on. 1, cnp. 4, apk. 8). Mpunyckaemo, WO NpaKTMKa
064apoByBaHHA MiBYMX Ha CBATA Mana TpMBaAy TATAICTb i CNPUIMMANAca Cy4aCHUKAMMK, AK CTana
Tpaguuis.

Mpo ogHoro 3 niBunx, a came CemeHa KnceniscbKoro, Mu gisHaeMocA 3aB4AKM 3anucy 3a 17
FPYAHA TOTO X POKY, Ae NAeTbCA NPo BUNAATY Bi3HWKOBI 32 Nnepese3eHHA 3 Knesa ao MNepeacnasa:
«YnnayeHo 380wuKy u3vb Kiesa HaHAmomy 3a npuso3v 6b [lepeacnosns nte4ozo CemeHa
Kuceniosckozo name pybneii» (LOIAK, ¢. 978, on. 1, cnp. 4, apK. 9). BiporigHo, cnisak nocniwas
npubyTn [0 KaTeapanbHOro MOHACTMPA A0 MOYaTKy CBATKYBaHHA Pi3gBa. TaKOX Npo HbOro
nosigyemocs 3i cnpasu 1791 poky, Konu Biabysasca Habip cniBakiB 40 KONEKTUBY MUTPOMOANYNX
nisunx y Kuesi. 3rigHO AOKYMeHTY, 7-piyHnit anbtnuct CemeH ByB CMHOM MOKIMHOrO CTUXapHOro
Aska JleoHTia Kuceniscbkoro 3 [MepescnaBa (Bopucos 2019, c. 9). 3pewToto, 3a/iMLWIAETbCA
HeBigoMum, un CemeH ByB NPUAHATMI 40 MUTponoanYoi Kanenu. MpoTe y 1799 poui y Biui 15-16
pOKiB BiH cnpaBai 6yB NiBYMM, a 3BaKaloun Ha 0OCTAaBUMHU NPO AKI MAETbCA Y AOKYMEHTI, a came
npoi3g 3a PaxyHOK MNepesacnaBCbKOi KaTegpwu Ta nepebyBaHHA y MiCTi HanepeaoAHi BeAMKOro
LEePKOBHOrO CBATA, MOXEMO CMIMBO NpuUNyCcTUTU, Wo KuceniBcbknii 6yB cniBakom Kanenu
CunbBecTtpa J/lebeAnHCbKOrO.

BucHoBKwu

Y pe3ynbTati AocNiAKEeHHS HAaMK Byn BiAHANAEHI AOKYMEHTabHi CBIAYEHHSA NPO apXUEPENCbKUX
nisumx XVIII ctonitta y 9 3 14 nepeacnaBcbkux BAaguk. CyKYNHUM Yac apXMEPENCbKOro CAYKiHHA
UMX enuckonis Ha lMepescnaBcbKii KaTeapi cknagae 61mM3bKko 63 pokiB. 3 ornAagy Ha 4acosy
TAMNICTb, OY€BUAHO, WO, NOYMHAOYM Big, BRaankn Knpuna LymnaHcbKoro cnykba niBumx npwm
apxuepencbKkomy aomi He obpuBanacs.
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3rigHO TpaAMUIMHUX MopPAAKIB NPU  EMNUCKOMNCbLKMX KaTeapax [eTbMaHLWMHKM, nig 4ac
6orocny)KiHb, CniBaNM MOHAXU-KPUAOWAHKW. LA Tpaaumuia KPacHOMOBHO MPOCTENKYETbCA Y
MNepesacnaBcbkomy Bo3HeceHCbKOMY KaTeAdpasbHOMY Ta iHWWX MoOHacTupax [lepeacnascbKoil
enapxii npotarom 1720-1740-x pokiB. 3arajsbHa KiAbKIiCTb NiBYMX Y KaTegpasibHOMY MOHACTUPI
Konueanaca Big 5 A0 9 oci6. Ha yoni moHaxiB-KpuaoLWaH CTOANM YCTaBHUKM, K KepyBaan Npasmum
Ta NiBMM Kpunocamu. | anwe 1722 poKy chneuianbHMMm ykazom CBATIAWWKA NPaBAAYMA CUHOL,
YHipiKyBaB npaBuna, AKi B nNepwy 4epry CTOCYBa/MCA YKpPaAiHCbKMX €napxii. Biatogi y
APXMEPENCBKNX AOMaxX BCTAHOB/OBANOCA MOPALOK HA CAyXKiHHA 10 niBumx. Hessaatouum Ha ue,
e A0 NOABU LbOro yKasy, BikapHomy enuckony Knpuay LUymnaHCbKOMY CAYXKWUAM BNACHI NiBYi, Ha
YONi AKMX CTOAB pereHT. HaABHICTb pereHTa NPOCTEXKYETbCA | HA CAYXKbi y HAacTynHOro BiKapHOro
enuckona Moaknma CTpykosa.

Y KategpanbHomy cobopi 3By4anum AK MOHOAIA, Tak i naptecHe 6aratoronocca. Takui
BUCHOBOK MM POBMMO 3 HafABHUX HOTHUX KHWr. BnacHicTio Bnagukm Moakuma CtpykoBa B
Mepescnasi byB HOTHMI Ipmonoli, a y yacu enunckona ApceHia bepna B KateapasnbHomy cobopi
6yno nepenncaHo My3nYHO-TEOPETUYHUI TpaKTaT MuKonaa Auneupkoro «My3smyHa pamaTmka,
npu Yyomy Ha ¢dopsaui pykonucy 6yno 3asHayeHo, WO B OAMH i3 AHIB BUKOHYBABCA YPOUNCTUM
KOHUEpT. Y 3B’A3KY i3 OCTaHHbOK HOTHOK NamM’ATKOK NPOC/iIAKOBYETLCA HaMip €nuckona
3anNpoBagMTM M 3aKpinuUTK iHHoBaUii y cdepi My3MYHOI OCBITU, KOMIM METO Y4HIB CTaBaJio
ONaHyBaHHA MUCTELTBA NAPTECHOro CNiBY Ha AKICHO Kpawomy piBHi. OKpim BULLE 3a3HAYEHOrO, UA
Tesa nigTBepArKYETbCA BIiAOMOCTAMM 3 MUTTA NIBYOro OAHOro 3 nonepegHix BAA4MK, KOau
HaBYaHHA NapTecHoro cnisy BiabyBanoca 3a mexkamu MepeAcnasa.

CniBaKM apXMEPENCbKOI Kanenun 3a aBTEHTUYHO TEPMIHONOTIEID HAa3MBAINCA KNIBYMMWNY, L0
CNOCTEpPIraemMo fAK y OKyMeHTax 3 apxiBy CATiMWwoOro npasaayoro cmHoay y CaHkT-MeTepbypsi, Tak
i B micueBux gokymeHTax 3 [lepeAcnasa. B akToBux a)kepenax, noymHatoum 3 1760 poky i,
LLlOHaMMeHWe, A0 1782 pOKy A5 KONEKTUBY apXMEPENCbKMX NiBYNX BUKOPUCTOBYBanacs odiliiHa
Ha3Ba — «BOKa/ibHa My3uKa». Y Uel camuil nepion iCHye i iHWa Ha3Ba A/ MNO3HAYEHHSA L€l
BOKa/IbHOI Kanesnu, Lo BUKOPUCTOBYBANACA AN BHYTPILWHbOIO BXUTKY — «niB4a» («nbBYecKan»),
AKa, HaMMNeBHille, NepLWOoYeproBo 03Ha4ana oOKpeme NPUMILLEHHS, Ae MELLKaAM NiBYi.

®iHaHCcyBaHHA xOpy BigbyBanoca, B neplly Yepry, 3 apXMEPENCbKOI KasHU. A A0AaTKOBUM
3apobiToK niBYi oTpMMyBann Yepes 36MpaHHA rpoweit 3 NnapadiaH y «niBuYy KPYXKKY», cneuianbHy
EMHICTb ANA NOXepPTB. 3rigHO BUAATKOBUX AXKepesn, OTPUMaHI KOLWTK MLWAW HA NOWNTTA, PEMOHT, a
TAKOM 3aKyniBAO 04Ary Ta B3yTTA.

Cepef, BMABNEHUX Y AXKepenax BigoOMOCTEN NPO NiBYMX, CYKYMHA KiNbKiCTb AKMX cArae 29 imeH
i ue He BpaxoBYlOUYM 3ragaHunx criBakis 6e3 iMeHi Ta YeHLiB-KpUAOLWaH, 3HaX0A4MMO NpeacTaBHUKIB
Pi3HUX couiaNbHUX BepCTB (CTpaT) — AiTel CBALWLEHHO- Ta LLEePKOBHOCNYXKMUTENIB, KO3aKiB, MilllaH,
nocnonntux. Ona 6aratbox i3 HUX CNiB Y KaTegpasbHiA Kaneni 6yB He nLIe MOMXKANBICTIO OTPMMATH
cTabinbHMn 3apobiToK, a 1 cnyryBaB TpPamnaiHOM AAs Kap'€PHOro 3pocTy, AN OTPUMAHHA CaHy
CBAILLEHMKA, YM MicLS NiBYOTrO B OAHOMY 3 iMMEPCbKUX CTO/IMYHUX KONEKTUBIB. Y APYrih NONOBUHI
XVIIl cToniTTA npocTeXyeTbcA MNeBHA 3aKOHOMIPHICTb, KOAW bBinblWicTb MiBYMX BMABUAMCA
3He40NEeHMMMN, MePeBaAXKHO CUPOTAMM.

Y nobyti lNepeacnaBCbKMX BAAAMK TPANAAANCA KOHTAKTU 3i CBITCbKMMWU My3MKAHTaMM-
iHcTpymeHTanictamu. Y 1720-x pokax BikapHOMY enuckony Moakumy CTpyKoBY Cny»Kus 6aHaypwCT,
a Ha nouyatky 1780-x pokiB lnapioH KOHAPaTKOBCbKMMA KOPMUCTYBaABCA MOCAYFaMW BiMCbKOBUX
MY3UKaAHTIB 418 YPOUNCTUX NPUBITAHb Mif Yac LLePKOBHUX CBAT.
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Misui lNepeacnascbkux enuckonie y XVIII cmonimmi

lMponoHosaHa cmammsa 6a3yemosca Ha Kopnyci icmopuvHux Oxcepen XVIII cmonimms i
npuceaYeHa BUBYEHHIO [1iBYUX [1epeAcnascbKux €nuckonie. Mu 3Haliwau OOKyMeHManbHi
cgidueHHA npo niguux y 9 3 14 [NepeAacnascoKux enuckonie. 32i0H0 mpaduyiliHux nopAoKie npu
ENMUCKOMCbKUX Kameodpax embMaHWUHU, nid 4ac 6020CayHciHb, Criganu MOHAxXuU-KpuaowaHu. Lia
mpaouyia KpacHOMOBHO npocmexcyemeoca y llepeacnascbkomy Bo3HeceHCbKOMYy KameopanbHOMY
ma iHwux moHacmupax [lepeacnascoKoi enapxii npomazom 1720-1740-x pokis. 3azanbHa
KinbKicme nig4ux y KameopasbHOMYy MOHAcmupi Koaueanacs e8i0 5 0o 9 ocib. Ha 4oni moHaxie-
KpuaowaH cCmoAau yCMaesHUKU, AKi Kepysanu npasum ma aisum kKpusaocamu. | auwe 1722 poky
cneyianeHum yKaszom Ceamiliwul npaensquli cuHOO yHighikyeas npasuna, AKi 8 nepwy vepey
cmocyeanuca yKpaiHcbKux enapxil. Biomodi y apxuepelicbKux 0oMax 8CmMaHo8s1t08010CA MOPAOCOK
Ha cayxiHHAa 10 nisyux. Heseaxcarovyu Ha ye, we 00 MOABU Ub020 YKA3Y, 8IKAPHOMY EMUCKOMY
Kupuny LLlymaaHCbKOMY CAYXUAU 8/1ACHI Mi8Yi, HO Y0Ai AKUX cMoA8 pe2eHm. HadaeHicmes peceHma
npocmexyemsca i Ha caywbi y HacmynHoz2o 8ikapHo2o enuckona MWoakuma Cmpykosa. Y
KameopanbHoMy cobopi 38y4anu AK MOHOOif, mak i napmecHe 6azamozosoccA. Takuli BUCHOBOK
MU pobUMO 3 HAABHUX HOMHUX KHU2. BaacHicmio enaduku Moakuma Cmpykoea 8 lNepescnasi bye
HomHul Ipmonot, a y yacu enuckona ApceHis bepna 8 kKamedpasibHoMy cobopi 6ys10 nepenucaHo
My3u4HO-meopemu4HuUli mpakmam Mukonasa funeybkozo «My3u4yHa Fpamamuka», Npu YoMy Ha
¢op3ayi pykonucy 6yno 3a3Ha4eHO, W0 8 OOUH i3 OHi8 BUKOHyeascs ypoyucmuli KoHyepm. Y
38’A3KYy i3 OCMAHHbLOK HOMHOK NAM’ AMKOI NMPOCAIOKOBYEMbLCA HAMIP €NUCKona 3anposadumu U
3aKkpinumu iHHoeauii y cehepi My3u4yHOi oceimu, Koau Memor Y4Hi8 cmasdso OrnaHy8aHHS
mucmeumaea rnapmecHo20 cnigy Ha AKICHO Kpawyomy pisHi. OKpim suuwie 3a3Ha4YeHo20, YA me3da
niomeepoxcyemosca 8i0OMOCMAMU 3 HUMMA [i64020 O00HO20 3 [0nNepeodHix 87a0UK, Koau
HaBYaHHA rnapmecHozo crnisy 8idbysasnoca 3a mexcamu [lepescnasa. Cnisaku apxuepelicbKoi
Kaneau 30 a8MEHMUYHOK MEPMIHO/02IE0 HA3UBAAUCA «igYUMU», WO CIOCMEPI2AEMO AK Y
dokymeHmax 3 apxigy Ceamiliwoz2o npassaa4ozo cuHoody y CaHkm-llemepbyp3i, mak i 8 micuesux
0oKkymeHmax 3 [lepescnasa. B akmosux Oxcepenax, novyuHarouu 3 1760 poky i, woHalimeHwe, 00
1782 poKy 004 Konekmugy apxuepelicbKux migyux euKkopucmosysanacsa ogiyiliHa Haszea —
«80KAMbHA MYy3UuKa». Y yell camuli nepiod icHye i iHWAa HA38a 015 MNO3HAYEHHA Yi€i 8OKAMNbHOI
Kanesnu, Wo BUKOPUCMO8YB8AAACA 0418 8HYMPIiWHb020 B8HUMKY — «nigya» («mbe4yeckasa»), AKa,
HalinesHiwe, nepuwo4yep2080 03HA4AAA OKpemMe MPUMIiUjeHHA, 0e MewKanau nigyi. QiHaHCYy8aHHSA
Xxopy 8i0bysasiocs, 8 nepwy 4vepey, 3 apxuepeliceKoi KasHu. A dodamkosuli 3apobimoK nisyi
ompumyesanu vepes 36upaHHA epoweli 3 napagiaH y «nig4yy KpymKy», cneyianbHy eMHicme 05
noxcepmsa. 32i0HO0 8UOAMEKOBUX OXepes, OMPUMAHIi Kowmu UwAau HA nowumms, pemMoHm, a
makoxc 3aKkyniesno 00d2y ma e3ymms. Ceped sussneHux y Oxcepenax eidomocmeli npo nis4yux,
CYKYIMHA KinbKicme AKUX cAeae 29 imeH i ye He spaxosyroqu 32a0aHUX criisakie 6e3 imeHi ma
YeHUuis-KpuaowaH, 3HaXo0UMo MnpedCcMmasHUKie pi3HUX couianbHux eepcme (cmpam) — Oimel
CBAUWEHHO- MA UEepKOBHOCAYXHUMesi8, KO3aKie, MiuyaH, nocnoaumux. [na 6a2ameox i3 Hux cnis y
KameopansHili Kaneni bys He auwe Moxausicmiwo ompumamu cmabinsHuli 3apobimokK, a (i
cnyeysas mpamnaiHom 0718 Kap'€pHo20 3pocmy, 04189 OMPUMAHHA CAHY CB8AUWEHUKA, 4Yu Micys
nigyo2o 8 0OHOMY 3 IMIIEPCbKUX CMOAUYHUX Konekmusis. Y Opyeili nonosuHi XVIII cmonimmsa
MPOCMeHYyEMbCA Ne8HA 3AKOHOMIpHICMb, Koau binbwicms nigyux euABUAUCA 3HEeOOseHUMU,
nepesaxcHo cupomamu. Y nobymi [lepeAacnascoekux 671a0UK MPAnAAanuca KoOHMakmu  3i
Cc8iMCbKUMU  My3UKaGHmMamu-iHcmpymeHmanicmamu. Y 1720-x poKax 8iKApHOMY €nuckony
Hoakumy Cmpykosy cayxus 6aHdypucm, a Ha noyamky 1780-x pokie InapioH KoHdpamkoscbKuii
Kopucmyeascs nocay2amu 8ilicbKogUX My3UKaHMI8 0718 ypo4ucmux npusimaHs mid 4ac yepKoBHUX
ceam.
Knrouoei cnosa: nis4i, MOHaxXU-KpunowaHu, My3u4Hi pykonucu.
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APXITEKTYPHI MOTUBU 3AKAPNATTA Y
TBOPYOCTI 30/1TAHA LLONTECA

Biktop LWTteub, OKcaHa MenbHUK

Motives of Transcarpathian architecture
in Zoltan Sholtes creativity

Viktor Shtets, Oksana Melnyk

The article reveals the peculiarities of Zoltan Sholtes' work in the open air. The typological
characteristics of the artist's landscapes by thematic and semantic aspects are determined.
Landscape with architectural motifs is one of the dominant plots, along with a lyrical chamber
sketch, a rural landscape and a panoramic landscape-picture. Some landscapes with motifs of
Transcarpathian architecture, in addition to artistic value, have ethnographic value, as they show
architectural monuments that have not been preserved to this day. Art analysis of landscapes with
motifs of the fortifications of Uzhgorod and Mukachevo, as well as wooden bell towers and
churches showed the peculiarities of the creative method. This is work in the open air, solving
pictorial and figurative tasks, the use of realistic-impressionist means of artistic expression. The
plein air experience contributed to the formation of a recognizable author's handwriting of the
artist. This is a special approach to the interpretation of planning and spatial relationships;
compositional division of the canvas into plans with a high horizon line and a blank foreground; use
of vibrating expressive writing technique a la Prima; combination of active modeling smear with
transparent generalized planes; color experiments, a special ratio of warm and cold shades in
particular. The main means of emotional expression of the works are defined by color means;
means of author's equipment; composite means; figurative means, expressed through the
peculiarities of the interpretation of the planes of the foreground and the sky, which enhance the
emotional component of the landscape. Detailed reproduction of a visible plot with an
architectural object and the search for a unique image inspired by this plot, the formation of the
appropriate mood, the manifestation of philosophical, symbolic subtext determine the peculiarity
of the artist's creative method.

Key words: Z. Sholtes, Transcarpathian school of painting, landscape, architectural motives, means
of expression, creative method.

06’eKTMBHE BMBYEHHSA HalbiNbll 3HAYMMUX SIBULL, YKPAIHCbKOro 06pa3oTBopyoro mucreyrsa XX cr.
CTaHOBWUTb BaK/IMBY TEMATMUUYHY NIaHKY CY4aCHOrO MWCTEUTBO3HABCTBA, @ 3POCTAHHA 3arajibHOro
iHTepecy [0 XyAOXKHbOI Ky/nbTypu 3aKapnaTTa aKTyanidye noranbneHHA HayKoBUX moaenen
po3rasay TBOPYUX AOCBIAIB NPOBIAHUX MUCTELbKMX NEPCOHaNIN 3aKapnaTCbKOi KON }KUBOMUCY.
OpHMM 3 XYA0KHUKIB, YME iM'A NO NpaBy HANEXUTb 40 YMCAA NEPLUMX Ta NPOBIAHMUX MUCTLIB Kpato
€ 3ontaH LWontec (1909-1990). Moro cTaHOBNeHHA BiABynOCH y nepios BUOKPEM/EHHA
3aKaApPNaTCbKOro PErioHy 3 KyAbTYPHO-MUCTELbKOrO KOHTEKCTY CYCigHIX AeprKaB, Y Yac GOpMyBaHHA
B/IACHOT Xy4OKHbOT LLKOAM Ta NapanesbHOro yTBEPAKEHHA Ha NOMITUYHIM Mani EBPoNK AK YacTUHa
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YKpaiHu. Buspislwim Ha nokanbHomy reorpadiyHomy Tai, TBOopYicTb 3onTaHa LlonTteca ysibpana B
cebe MUCTeUBKi KOHLENUii MicLeBOro XyAOXKHbOFO PyXy AK OCHOBHMWW i MOTYXKHWUW KaTanisatop
po3BuTKYy. OauH 3 nepwmx ydyHis Apanbbepta Epgeni Ta Mocuna BoKwas — 3aCHOBHMKIB
3aKapnaTCcbKOoi WKOAM KMBOMUCY — MUCTELb 3aABMB Npo cebe AK Npo XyaorKHuKa y 20-30-Ti pp. XX
CT. Ta MNpPOTATOM YCbOro TBOPYOrO XMUTTA MNOCNIAOBHO AOTPUMYBABCA X METOAMYHUX Ta
CBITOrNAAHUX NOCTyNaTiB Yy mucteuTsi. MpMHUMNOBa yBara 40 MiCLEeBOi TEMAaTUKM — naHAwaodTy,
nobyTy i TpagMmuii AK «OYXOBHOI MATpULi», CUHTE3 peaniamy Ta iMNPecioHi3amy cTanu
byHOaMeHTOM TBOPYOro HaTxHeHHA ana 3. LonTteca Ta 4OBENM aKTya/bHICTb BUKOPUCTAHHA TaKoi
AxepenbHoi 6a3un aAna GopmyBaHHA LIOrO HaNPAMY B YKPAiHCbKOMY 06pa3oTBOpPYOMY MUCTELTBI
XX c1. Mogennto cTabinbHOCTI TBOPYMX MpPIOPUTETIB MUCTUA € MeBHE OOMEXKEHHA MKaHPOBOrO
AianasoHy TBopiB chepoto ner3axky (BiH 3piAKa 3BepTaBCA A0 MOPTPETY, CaKpPasbHOI TEMATUKM,
HaTIOPMOPTY). Baxnanemumu HatypHumm ob’ektamum y neisaxkax 3ontaHa Wonteca 6ynun aepes’saHi
LEPKBN Ta 0OOpPOHHa apxiTeKTypa 3akapnatta. OCKiNbKKW, YaCTMHA LMX Cnopys He Adidwna po
HALLOro Yacy, AOCNiAKEHHA TBOPIB XyA0XKHMKa HabyBae 0cO6MBOT aKTyaibHOCTI.

Y MucTeuTBO3HaBYOMY HayKOBOMY AMUCKYpCi im’'a 3onTaHa LWonteca cnopaanyHo oirypye y
npauax, MPUCBAYEHUX 3aKAPNATCbKiA LWKOANI KMBOMMUCY, OAHAK, LMK KOpMNyc BWMOAHb Ta
nybnikaLih BUCBIT/NIOIOTb TBOPYICTb MUCTUA BUK/OYHO AK penpe3eHTaHTa uiei wKkonu (M3BopuHb,
1943; Wanpop, 1961; OctpoBcbkuin, 1974; HebecHuK, 2005). BiorpadiyHi CTOpPiHKM KUTTA Ta
TBOPYOCTi Ta KOPOTKI KOMEHTapi LWWOAO XMBOMUCHUX TBOPIB XYAOXHWKA MOAAOTb AOCAIAHWML
. Nonoea Ta /1. bikcel (Monosa, 1999; bikcei, 2009). binbwunii macme iHPpopmaLii Mo TBOPUNX
3006yTKax oTpuMyemo 3 nybnikauinn y nepioguui Ta 3 nepeamoB [0 KaTanoris M OyKkneTis, Wwo
CynpoBOAKYBANN NEPCOHaNbHI BUCTAaBKM MUCTLA. He3BarKatoum Ha ornagoBuid xapakrep, ctaTTi HO.
Crawka, O. YepHera-bannn, |. Yyninu, /1. ®inina o¢ikcytoTb nesHi HiorpadiyHi TBOpPYI BixM vy
AiANbHOCTI XyA0XHWKa, AaloTb NObiIXHMI onuc ekcnoHaTiB (KOBineliHa peTpocnekTMBHa BMCTABKa,
1971; YepHera-banna, 1973; MepcoHanbHa BucTaBKa TBopiB, 1989; ®inin, 2003). Takuit niaxig,
NMOSICHIOE BiACYTHICTb FPYHTOBHOI HAyKoBOi KBanidikauii pobit xyaoskHuka. Y XXI cT. HM3Ka npaub
pocnigHnKka B. LUteuAa po3wmnploe po3ymiHHA TBOpYOCTi 3onTaHa Llonteca y pisHMX KOHTEKCTax,
YBMPA3HIOE BaXK/MBI NUTaHHA CNaAKOBOCTI TpaguLii Ta dopmyBaHHA TBopyoro metoay (LTeup, 2016;
2017). BoaHouac, 0cobMBOCTI 3MICTOBUX Ta CTUNICTUMHO-0OPA3HMX acCNeKTIB *KMBOMUCHUX TBOPIB
XYAOXHMKA 3a/IMLLIAI0TLCA HEPO3KPUTUMM Ta NOTPEDBYIOTL PETENbHOro TEOPETUYHOTO OCMUCIEHHA.

MeToto pochnigeHHAa € BuAB 3acobiB BMPA3HOCTI a TaKOX, CTUNICTUYHO-06pPa3HMX
XapaKTEPUCTUK KMBOMUCHUX TBOPiB 3o0nTaHa LWonTteca; ysupasHeHHA ocobauBocTen Koro
TBOPYOro MeTOAy Ha MNpuUKAaAi nensa)kiB 3 MOTMBAMM 3aKapnaTCbKOro CaKpaibHOro Ta
0b60poHHOro 3044ecTBa.

MeM3ax penpe3seHTye HaMbinbw Baromy chepy npodecinHoi gianbHocTi 3onTaHa WonTeca, a
nepeBarkaloyold MUCTELbKOK MPAKTUKOW, A0 AKOI 3BEepTaBCA XYAO0XKHMK OyB TpaguuiiHuin ana
3akapnaTcbKoi WKoAu naeHep. Mueonuc Ha nnaeHepi GOpMye BMIHHA TOHKO BigYyBaTU Ta
nepenaBaTl TOHa/IbHO-KOJIOPUCTUYHI OCOBIMBOCTI HATypu, apTUKYAOE B pobOTi 4O rpu cBiTAa,
Konbopy, pednekcis. MocTiiHi TBOpYi BMi3an 3ontaHa LWonteca y Hanbinbw BigganeHi 4YacTuHM
3aKapnaTtTa 403BOAUAM MOMY OOCKOHANO BUBYMTW Ta BIATBOPUTM He nuwe obpa3 npupogHux Ta
NaHawadTHMx 6GaraTcTB Kpato, ane W  apxXiTeKTYpHMX. BapTo 3a3HaunTh, WO BUPIiLLYyOYM
npobiemaTuKy KoNbopy Ta CBITNA 33 Pi3HMX YMOB (4ac Aobu, noroaa, Nopa pPoKy TOLLO), OAMH i TOM
CaMMI apXiTeKTypHUi moTme 3onTaH LLontec nucas no Kinbka pasis. Lle, 30Kkpema, YKropoacbKkuim
3aMoK (pobotun 1973, 1974, 1976, 1979 pokis), 3amoK y c. HeBuubke (poboTtn 1983, 1986 pokis);
3aMoK ManaHok y Mykauesi (pobotn 1956, 1971, 1971 pokiB); uepksa Bo3HeciHHA FocnogHboro B
c. Acina (1970, 1974, 1982, 1989 poku); B3ili MapmapOCbKOi rOTUKM B cenax OnekcaHApiBKa
(1985,1987 poku), Ypmesieso (Pycbke none) (1986, 1989 poku), bykoseup (1983, 1984 pokwu),
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KoctpuHo (1938, 1989), Anwa (1989, 1990), KpanHukoso (1985, 1987) Towo. MNaeHepHi nemnsaxi
3onTaHa LlWonTeca moxHa gudepeHLitoBaTh 3a HACTYMHUMM CHOXKETHO-TEMATUYHMUMM O3HAKAMMU:

1. NipnyHnin KamepHUi eTrog, (KopoTKoYacHa poboTa 3 MOTMBaMM KapnaTCbKOi MPUPOAN, L0 MA€E

obMmerKeHy KOMMNo3uLto);

2. CinbCbKM ontogHeHu nersaxk (B Komnosuuii naHawadTHa cuTyauisa AONoBHEHA

enemeHTaMu NobyToBOro KaHpy);

3. MaHopaMHMI nen3axk-KapTnHa (y3arasibHeHi MOHYMEHTA/IbHi  KOMMO3WULji MaHOPaMHMUX

nerisaxis);

4. KamepHUit nemnsaxk 3 apxiTeKTYpHUMM MOTMBAMM (apXiTEKTYPHI MOTUBM € CamMoZOCTaTHIMM

eneMeHTaMn KOMMo3uLii).

Ua Tunonoria yBMpasHIOE 3arafbHi TEMATMYHO-3MICTOBI aCMeKTM nensakiB 30NTaHa
LWonTeca, CTBOPEHUX MUTLEM Y Pi3Hi Nepiogm TBOPYOCTI Ta 403BONAE BECTU MOBY NPO Nensax 3
APXITEKTYPHUMU MOTUBAMU AK NPO OAMH 3 AOMIHYIOYMX HAaNpPAMIB TBOPYOro nowyky. Ha BigmiHy
BiZlL CiNbCbKOrO ONIOAHEHOrO Men3arky, B AKOMY HEO3HAYeHi Ci/ibCbKi XaTWu CAyryloTb, paflle,
YHiBEPCAaNbHUM CMMBOJIOM CENAHCbKOro MnobyTy, B Mei3a)kax 3 apXiTEKTYPHUMMU MOTMBAMMU
06’eKTOM iHTEpEeCy XyAOXKHUKaA CTaloThb LWeAEeBPY 3aKapnaTCbKOro 3o44ecTsa — 060pOHHI cnopyau
Yxropoga ta MykauyeBa, a TaKoXK AepeB’sHi A3BiHULI Ta LEepKBU. Taki TBOPU, OKPIM XYAOKHbOI
LiHHOCTI MaloTb, TAKOXK, i eTHorpadiyHy Bary, no3ask QiKCyloTb apXiTEKTYpPHI Nam’sTKU, AKi He
AiMWAn Ao Hawux gHiB.

Cepepn, Takux — roTUYHI aepes’saHi uepksn ce. Mukonu (XVII cT.) Ta cB. IBaHa Xpectutens
(XVIII ct.) y ceni Benuke YmpesieBo (Pycbke Mone) Ha TsauiBwmHi. Li TpuspybHi uepksu 3
BUCOKMMW TOTUYHUMM LUNUIAMMU HanexXanu Ao HangasHiwuMx uepkos lNotucca, ane y 1965 p.
6ynu posibpaHi nig KepiBHMUTBOM AMPEKTOPa MicLeBoi WKoan Ha aposa (Cupoxman, 2008, c.
528). Uepksy cB. Mukonn 3ontaH LWonTtec yctur 3adikcyBaTu B Ki/IbKOX XMBOMUCHMX eTodax Ha
noyaTky 1960-x., ane 3aBeplIMB Ta NignucaB pPoboTU nulie yepe3 HanpukiHui 1980-x pp. 3a
3ragKo CuHa XyaoXKHuKa CtenaHa LUonTteca, Taka npakTMKa byna ans mMUCTUA 3BMYHOK — BiH
pigko nianucysaB poboTy Ha MJIEHEPi, @ MiXK ETIOAOM Ta BXe 3aBEpPLIEHMM nersarkem iHoAi
NeXkano Kinbka pokis. MNen3axi 3 uepksamn y c. Bennke YpmesieBo HanucaHi y pi3Hi Nnopu poky:
Ha poboTi «YMmpesieBo. [lepes’siHa uepKBa», nignucaHin 1986 p. — posnan nita, Ta cyBopa 3Mma
Ha nonoTHi «Mam’aTKa gepes’aHoi apxiTekTypmn» 1989 p. (In. 1, 2).

In. 1. Ympesieeo. [lepes’aHa yepKea. In. 2. flepes’aHa uyepksa. 1989. MonomHo,
1986. [lonomHo, onis, 44X589. onis, 51X70,8. MpusamHa Konekuid. CeimauHa
IpueamHa Konekuia. CeimauHa B.LlImeys

B.UImeua

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2022.1(13) | 125



MODERN AND CONTEMPORARY ART

ObuaBa nensaxi TpaguUiMHO HaAiNeHi NpUTaMaHHMM KamepHMM poboTam HACTPOEM,
npoTe, He XUTTECTBEPAHUM ONTUMI3MOM Ta NiPUKOIO, @ 3aroCTPEHOI TPUBOXKHICTIO, HaNpPyroo.
Lli po60TM AeMOHCTPYIOTb 3ac0bUM, AKMMU MUCTELb A0CAraB BiAMNOBIAHOI eMOLiMHOI BUPA3HOCTI:
NiTHIM eTioh, Ma€e Tenne KONOPUCTUYHE BUPILWEHHA Ta 3aralbHUIM NO3UTUBHUIN Bi3yanbHWI napg
3a4aHWUI rpoK0 COHAYHUX ONiKiB Ha TpaBi 40BKOA LLEPKBM Ta A3BiHWL. XapaKTepHUi aAna 3o1TaHa
LWonTeca rpybuin HaniBnpo3opuii Ma3ok GOpPMYE CyLiibHY TiHbOBY NAAMY Ha NepeaHbOMY MaHi
nigKpecatooym Tenay NacTo3HO HanMcaHy OCBITAEHY COHLLeM FanfBuHY, ane uA CBiTAa naama y
LeHTPi KoMno3uLuii HabyBae TPMBOXKHOCTI Ta APAMATU3MYy 3@ PAXYHOK TEMHUX FOpPU3OHTanel
nepegHboOro naaHy Ta Cipoi xo/noAHOI macu nepearpo3oBoro Heba. Came Hebo, HanucaHe
€ANHOIO TOHANbHO-KO/IbOPOBOKD MJ/IOWMHOI, 3alMMalouM  MaMKe YClo BEPXHIO MOSI0BUHY
KOMNO3ULii A0Aa€ Nen3axKy eMOLiMHOT HanpyrK Ta cymy. YTOYHMMO, LLO A00NpPaLOBaHHA TBOPY
6yno MiHimanbHMM, MUCTELb A0AaB KiNbKa eKCNPecuBHUX AiHil Ta nignucas 1Moro, 3a/MWMBLLK
CBiXKMM, HAaNMCaAHUM Yy OAMH AP KaMepHUM eTiogaoM. AK i B poboTi 3 niTHIM eTogom, y TBOPI
«Mam’aTka pepes’sHOI apxiTeKkTypu» (1989) gna oTpumaHHA NOTpiBHOro emouiiHoro obpasy
3ontaH LlonTtec BupilyBaB Yy nepuy 4Yepry KONOPUCTUYHY npobnemy. CKnagHa 3a
TemnepaTypHUM cniBBiAHOWEHHAM HaraTonsaHoBa NAOWMHA Heba AEMOHCTPYE TaKi K CKNaAHi
NOYYyTTA XYAOXKHWMKA. YBMPA3HIOE Ta MNOCUKOE EMOLINHICTb KONOPUTY KMBOMWUCHA TeEXHiKa
nemsaxy. [3siHMUA, cnopyaa LepKBW, BepTUKani 6e3nncTnx gepes, XpecT Ta N0ACbKa NocTaTb
HanMcaHi MaliXke OAHOTOHHO M CNPUIAMAIOTLCA AK CUCTEMA rpadiYHNX CUNYETIB Ha XKMBOMUCHOMY
Thi. CipyBaTo-6pyaHMA, XONOAHWUI KONIP CHIry Ha NnepeaHbOMY NAaHI KOMNO3WULIT NiAKPECNIOE Ui
cuiyetM Ta e binblie aKUeHTYE Ha poXeBOMY Koabopi Heba, sfKe CnpuiMaEeTbca He
XKUTTEPALICHMM, @ AKMMOCH NPUPEYEHUM Ta XBOPO6AMBUM. MOCKMNIOIOTL 3arafibHUIA ApamaT3mM
KOMNO3WULiT LEPKOBHI XpecTu, WO TOHYTb B CHiry Ha nepegHbOMy MAaHi. XYAOXHWUK TaKUMU
KOMMNO3ULIMHMMW Ta TOHANIbHO-KOJIOPUCTUMHUMM  BUPILLEHHAMW MNEPEKOHANBO  AOCATHYB
6a)kaHOT HacTPoOEBOCTI. BiaTaK, Moxemo 3pobuTM BUCHOBOK, LWO OCHOBHMMU 3acobamu, AKMMMU
XYOOXHUK [0CAraB eMOL,iMHOI BMPA3HOCTI TBOPY €: KOJip; TOHA/NbHUKA Ta TemnepaTypHUi
KOHTPACT; 0COBMBOCTI TEXHIKM, LLLO MOEAHYE NPO30Pi Ta NACTO3HI MA3KM; BUKOPUCTAHHA pUTMY Ta
NOBTOPY B €/1eMEeHTax Neln3axy, KOAbOPOBMX NAAMAX, CUAYEeTaX, Ma3KaXx.

e ogHa nepanHa gepes’sHoro 6yaisHMUTBa 3akapnaTtTa, 40 MOTMBY AKoi 3onTaH WonTtec
nepioAnYHO 3BepTaBCA — LepKBa Bo3HeciHHA MocnoaHboro, Tak 3BaHa CTpyKiBCbKa LepKBa (1824)
Ta A3BiHMUA 6ina Hei (1813) y c. AciHAa. LUei apXiTEKTYpHWUI KOMMNIEKC LEPKBUM Ta A3BiHWULI
BBA)KAETbCA OAHMM 3 HaMbinbll [OCKOHANAMX 3a pPaxyHOK FapMOHIMHOCTI o6’emis, ¢opm,
nNponopLiin Ta TEKTOHIKW. PoboTa Hapg »KmBonucHMM 0Bpa3oM TAKOro CaKpasibHOrO KOMMAEKCY
noTpebye He nuWe YBA)KHOrO CMOCTEPEXKEHHA Ta aHanily Moro nponopuii, bygosn, ane M
ocobnusoro nigxoay, nornaay B ii 4yXOBHY CyTb Ta POJIb Y LWOAEHHOMY XUTTi FOPAH.

Y nipuyHOMYy 3MMOBOMY MeM3axi
«UepkBa B ceni  AciHa»  (1970)
3MaNbOBAHO CYBOPY asie MaJbOBHUYY
BEPXOBUHCbKY 3umy (ln. 3). HacuueHa
nanitpa nonotHa, nobyaoBaHa Ha
KOHTPACTi AOMNOBHIOKOUYMX KONbOPIB, AKi HE
iMwe NoCcUNTb OAMH OZHOro, ane WM
B3aEMOAiIOTb Ta B33aEMHO MNPOHWUKALOTD,
po3citoloTbcA B MPOCTOPi, nepenaroym
MOpO3Hy aTtmocdepy. Y poboTi Hemae -
AICKPABOro OCBIT/IEHHA, M03afAK BiACYTHA Aciax 35T
CBiTNIOTiHb, WO Morna 6 A[04aTKOBO BEL i
MOAenNioBaTn  apXiTeKTypHi  QOPMW. 143 1lepkea & ceni Acita. 1970. MonomHo, ois,

49X79. lNMpusamHa Konekuia. CeimnuHa O.MenbHUK
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HaTomicTb, mmcTeLb BUPILLIYE 3aBAAHHA, PO3irpaBLUM reOMeTPIl0 NOMOTHA — YiTKe Y/eHYBaHHA Ha
TPU TOPU3OHTANbHI YaCTMHM [03BONAMAO MNepegHid Ta 3af4HiM NAaH 3a/UWUTU NOPOXKHIMMU,
aKLEHTYHUM yBary Ha aHcambni camoi LLepKBM B LEHTpasbHiM YacTUHi Komnosuuji. Cnopyau
noAaHi Ha ogHil ropM3oHTaNi, AKAa NOCKMIEHA iIX BNACHUM FOPU3OHTANbHUM Y/IEHYBaHHAM, NiHiEO
CTEXKM Ta AiHieto rip. LLi puTMivHi NOBTOPM KOMNO3MU,iT HAaCTiIbKM MaTepiani3ytoTb cepenoBuLLe,
LLLO CKNAOA€ETbCA BPArKEHHA diKcaLil XyA0XKHUKOM He TaK apXiTEKTYPHOro MOTUBY, AK HE3MIHHMNX
BIYHMX LIIHHOCTEN, HenigBnagHWUX vacy, ctuxiam Towo. Cunyet loBepan Ha 3a4HbOMY MAaHI
NiAKPECNIOE L0 HEMOPYLWHICTb Ta BiYHICTb. TyT NPOYMTYETLCA TMMOBOKUIN CUMBOMIYHWUI 3MICT —
3aCHiXeHa «3eMHa» NoBepxHA NepeaHbOoro naaHy AK NOJOTHO NHOACBKOro byTTa, NpocTip Heba Ak
b6oxecTBeHHa cdepa, a LepKBa Ta A3BIHULA MK HUMM K NPOBIAHUK MiXK XKUTTAM OyAeHHMM Ta
AyxoBHUM. BapTto gopatv, wo 3onTtaH LWontec maB caH CBAWEHMKA, TOMY L0 TeMy Bia4vyBaB
0coba1Bo rNnboKo.

Linkom iHWOro emou,inHo-06pa3HOro TpakTyBaHHA HabyBae nensax «CTpyKiBCbKa LLepKBa»
(1974) (In. 4). Ue TakoX 3MMOBUI CIOXKET, ane XyA0XHMK NULIe ACKPAaBUIA COHAYHWUI AeHb, BiATaK
3MIHIOETbCSA KOJIbOPOBO-TOHA/IbHUIN Nad, KOMMNo3uLinHa nobyaoBa Ta 3arajibHE eMOLiHe T/0
KapTUHWU. |getHnii 3micT Ta BHYTPIWHA dinocodis nonepeaHbOro nemsasky 4atoTb MiCLLE *KUTTEBIN
eHeprii Ta mpinansomy ontumiamy. Y poboTi gewo 3irHopoBaHa NOBITPAHA NEPCNEKTMBA, agKe
Ccama LiepKBa po3milleHa B r/IMObUHI NOI0THA Ta HE NOCTYNAETbCA NO HACUYEHOCTI KOJIbOPY Ta CUAI
TOHY eJleMeHTaM Mepworo naaHy. TakMm YMHOM, MOCWU/IOYM KONOPUT 3agHbOr0 MNAaHy,
XYOOXHUK aKLEHTYE Ha CaKpanbHid cnopyAi, pobutb ii OCHOBHMM MNPUTATA/IBHUM LLEHTPOM
Komnosuuii. BapTto BiAMITUTK, WO KPUTUKM HaWdacTile BiAMIYAlOTb Came 3MMOBI Men3axi
XYAOMHMKA, WO BUrAHO AEMOHCTPYOTb MOro Ak Konopwucta. AocnigHuk . Yynina, 30Kkpema
nMcas, WO «..Man0 XTO i3 3aKapnaTuiB 3PIiBHAETbCA 3 HMM 3a BIATBOPEHHAM 3aACHIKEHUX
KapnaTtcbkux Kpaesugis (...) ae (...) »kmBonuc LWonteca Habupae HalbinblIOi CBITIOHOCHOCTI»
(MepcoHanbHa BUCTaBKa TBOPIB, 1989, c. 8).

NipnyHum Ta Aeulo HeCrnoKiMHUM € OCiHHIM nensak «CTpyKiBcbKa UepKkea» (1982). ObpaHa
XYOO0HMKOM TOYKA CMOrNALAHHA apXiTEKTYPHOrO KOMMAEKCY O03BOAM/A 3MICTUTM aKLEHTM Ta
YPiBHOBaXMTK 3a MacamMu crnopyay UepKBu Ta A3BiHuuto (ln. 5). Takuit cminueuin xig 3anas
LiKOM HOBe TPaKTyBaHHA apXiTEKTYPHOro mMens3a)ky, HecnoaiBaHo 3pobMBLUM LEHTPOM
Komnosnuuii noanHy. TakoxK, nowyk ¢inocodpcbKoro niaTekcTy, nopsg 3 BUPIWLEHHAM CYTO

KOJIOPUCTUYHMUX xy,u,o>+<H|x 3aBAaHb xapaKTepmsye faHy po60Ty
—_— —~ry ,’ o % 53 —’ - W ?>.,-3?"'

= ~Hipi u’%’., .
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In. 4. CmpyKiecoKka uepksa. 1974. llonomHo, In. 5. CmpykiecoKa yepksa. 1982. llonomHo,
onia, 99X125. lNpusamHa Konekyia. CeimauHa 3 onida, 50,5X70. lNpusamHa Konekyja. CeimauHa
apxiey CmenaHa LLlonameca B.Uimeysa

Y uinin Husui pobit 3onTaH Lllontec ¢oKycyeTbca Ha MOTMBaxX ODOPOHHOI apXiTeKkTypu
3akapnatTa. Kinbka XuBOMUCHUX iHTepnpeTaLlin Yskropoacbkoro (1973, 1974, 1976, 1979) Ta
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MykauiBcbkoro (1956, 1971) 3amkiB AEMOHCTPYIOTb PIi3HMLIO TBOPYOrOo MeToay, SAKWUM
BMKOPWUCTOBYBAB MWCTELLb MPALLIOOYM B CEPEdOBULL MICTa Ta Ha npupogi. 3aranbHa cxema
KOMMO3ULT 3 MOTUBOM YKIFOpOACbKOro 3aMKY Ta TOYKA CNOrNA4aHHA NPAaKTUYHO HE3MiHHA Y BCiX
TBOpax. XYAOXHUK Mantoe 3 syauui MNiarpaacbkoi 3 NiBHIYHOI CTOPOHM 3aMKy. LA nokauia pae
AEeTaNbHY NAHOPaMHY KapTUHY, NiAKPECIOE B3AEMO3B’ A30K Ta NPONOpLii apXiTeKTypHUX GOpMm Ha
CTPIMKOMY BEPTUKANbHOMY CXMAi. [loMiHaHTHa cnopyAa nanauy $pAaHKYeETbCA 4BOMA MACUBHUMMU
KBaZpaTHUMKM BeXKaMW, a CcucTema OOOPOHHMX MypiB MOCWUAIOE BiAYYTTA BeAMdi Ta
MOHYMEHTaNbHOCTI. Tpu 3 4YOTUPLOX NensaxiB € 3MmoBi. BogHouyac, nonpu CRINbHICTb
KOMMO3ULIMHOrO niaxo4y Ta MNOPM POKY, XYAOXHWK He MNOBTOPHOETbCA Hi Yy KOJIbOPOBO-
TOHa/IbHOMY Hi B eMOLiiHO-06pa3HOMY BUPILLEHHI.

HalbinbLw yinicHoto Ta fAoseplueHoto poboToto 3 Li€ei cepii € «YKropoacbkuii 3amok» (1974)
(In. 6). ToOHKO BNOBNEHI HIOAHCKM KONbOPY BAANO MepenardTb COHAYHMWA fOeHb, Bibpauito
MOPO3HOro MoOBITPA, MaTepiafibHICTb punydyoro neap nigTanoro cHiry. Komnosuuis pobotu
cbopmoBaHa 3a paxyHOK TpaguuinHoro ana 3. Llonteca ropu3OHTaNIbHONO Y/ieHyBaHHSA
NPOCTOPY, MOHMMKEHOI TOYKM 30pYy, WO PO3KPUBAE BWUCOKMMA TOPU3OHT Ta aKUEHTYE Ha
KOMMO3ULIMHOMY LEHTPi y BEepXHili YacTuHi nonoTtHa. MepeaHin nnaH, cdopmMmoBaHUI NepLLoo
FTOPU3OHTA/INIIO — PO3TaZINA CHIr 3 OXPUCTOK TPABOK Ta JIiHIED, OXUBJIEHOK OACBKMMMU
nocrtaTamu. HacTynHMn NaaH — ropM3oHTa b 3 MiCbKOK KUT/IOBOKO 3abyA0BOI0, reOMETPUYHNIA
Pi3HOGI AKOT POPMYE OCHOBY KOMMO3ULLIMHOIO LLEeHTPY. HacTynHa ropnsoHTab — 3aMKoBa ropa 3
060pPOHHMM MYpPOM 3 AKOTO BMPOCTAE 3aMKOBMI NanaL,. 3aBepllye KOMMNO3MLLO — rOPU30HTaNb
Heba. He3Baxatouu Ha Te, o Hebo y binbliocTi TBopiB 3. LLlonTeca 3aiMmace He 6inbl K YeTBepTy
YaCTUHY 3arasibHOI KOMMO3WLT, MOro BUPILLEHHA YacCTo Bifirpae OCHOBHY Poab Yy GOpMyBaHHiI
3arasibHoro emodujinHoro nagy. OTXKe, A0 BUCHOBKY LLOAO aBTOPCbKMX 3acobiB eMoLiiHOi

In. 7. Yn#zopodcekuli 3amok. 1979.
lNonomHo, onia, 90X102. MpusamHa
Konekuia. CeimauHa 3 apxisy CmenaHa
llonmeca

In. 6. Yr#zopodcekuli 3amok. 1974. MonomHo, onis,
75X105. lNpusamHa Konekyia. CeimauHa 3 apxigy
CmenaHa LWonmeca

BMPA3HOCTI TBOPiB A04aMO TOHA/IbHO-KOJIOPUCTUYHI Ta ¢$OPMaNbHO-NAACTUYHI 0cOBAMBOCTI
TpaKToBaHOro Heba. Y JaHoMy nensaski rpafieHT 61akntHoro Heba — Bif, Tenniworo Ha nepudepii
[0 XONI04HOTO B LEHTPi, NOCUNEHUIA ANHAMIYHUMWN CTPYKTYPOBaHMMM GOpMaMM XMap, LLO A0AAE
3arasibHOrO Ma*KOPHOro EMOLLIMHOMO TOHY.
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In. 8. bina Mykau4iscbko20 3amKy. 1956. In. 9. MykauiecbKuli 3amoK. 1971. lMonomHo,
lMonomHo, onis, 64X94,5. lNpusamHa KoneKuyia. onifa, 70X90. lNpusamHa Konekyja. CaimsauHa 3
CeimnauHa 3 apxisy CmenaHa LLlonmeca apxisy CmenaHa LLlonmeca

Y 3umoBOMY nensaxi «YKropoAcbKkuii 3amoKk» (1979) npu maiixke He3MiHHIN Komno3uuil
CYTTEBO 3MiHIOETbCA KOJIOPUCTUKA TPAKTyBaHHA npoctopy (In. 7). BoHa cTae Tenniwoto i 6inblu
HIOQHCOBAHOI — XYA0KHUK YBaXKHO NMepesac CBiTN0-NOBITPAHY NepcneKkTnay, Naaawosa cnopyaa
TOHKO BUAINAETLCA Ha TAi Tenaoro Heba 3 pedaekcamu Bif, 3axoay COHUA. 3a PaxyHOK LIMX TOHKUX
HIOAHCIB Ta UiNiCHOI rapMOHiIMHOI Komno3uuii neinsaxk HabyBae MpIAIMBOrO HacTpolo Ta
YMUPOTBOPEHHA. XYAOXKHUKY BAANOCHb CYTO KMBOMUCHMMMKM 3acobamu nepegaTv BOJONiCTb Ta
CBiXKiCTb NOBITPA, aTMOChEpPY MOPO3HOro BEYOpa Y cepeamicTi 3amKy.

Linkom iHWY emoUiiHy Hiwy 3aMMaloTb nemsaki 3 motMBamu 3amKy lanaHok. Mucteup
BiATBOPIOE 06pa3 apxiTeKTypHOI Nam’ATKM Yy COHAYHIA aTmocdepi niTHboro AHA («bins
MyKauiBCcbKoro 3amky» (1956), «MykauiBcbkuidi 3amok» (1971) (In. 8, 9). 3acTocyBaBLIN LMPOKY
YUCTY KONIOPUCTUYHY FaMy 3 AOMIHAHTOK NMOMapPaHYEeBO-OXPUCTUX, ONIMBKOBO-KOBTUX, BUBINEHNX
CaNaToOBO-3€/1IeHMX, CPIONACTUX Ta ONAKUTHUX TOHIB, XYAOMHWUK OOCATHYB OPraHiYHOCTI MiX
aApXiTEKTYPOKO Ta HABKONMUIWIHIM cepefoBULLEM 3 MNiAKPECNEHO TENAMM 3aKapnaTCbKUm
KO/IOpUTOM. BUKOpPUCTaBLLM NpUMOM KOHTpPaXKypy, 3. LLlonTec nepenae rpy ACKpaBoro cCoHuUA Ta
rMMOOKY HACMYEHICTb TiHEN. Y UuMX nersarkax Mucteub He POKYCYeTbCA Ha 06’€eMHO-NNACTUYHIN
XapaKTepUCTUL apXiTeKTYPHMX OO’EKTIB, a MOKa3ye iX B3aEMO3B’A30K Ta MPOCTOPOBY EAHICTb 3
nemnsa)kem HaBKono. BogHouac, came apxiTeKTypa — ii MOHyYMeHTani3aM Ta nnacTuka GopmyroTb
OCHOBHWI NOCKMA aBTopa A0 rAagada. B o6ox Komnosunuisx BCi eNeMeHTH — Bif, CTEXOK Ta Aepes
00 NIOACbKUX NOCTaTel Ta 0Ce/lb CKEPOBYIOTb NOrNAL A0 BENMYHOI apXiTeKTYpy MManaHKy.

Ha BigmiHy Big4 UMX nNaHOpPaMHUX pPo6IT,
«BHyTpiWHIM aBip MyKauiBcbKoro 3amky» (1971) mae
obmeKeHWld,  KamepHMA  MpocTip, a  yBara
KOHLLEHTPYETbCA Ha TEKTOHILLi Ta B3aEMOBIAHOLIEHHAX
apXiTEKTYpPHUX GOPM OKpeMmx cnopyg aHcambato (In.
10). Lleit apxiTeKTypHWUA Nei3axk BPAXKAE TOHKOM
KONIOPUCTUKOIDO, WO BAYYHO nepemae atmocdepy
NiTHbOrO AHA 4Yepe3 BiOpaLUil0 COHAYHUX ONiKiB Ha
BMbiNeHMX cTiHax Ta rpi Npo3opux, neab 3a3HaYeHMUX
TOHOM TiHel. lpautoroun HiIBU Ha ogHOMY MOAMXY,
XYOOXHUK PiKCYyE MUTTEBI BpaXKeHHsA Big, nobayeHoro
CTUPAIOUUM MEXKY MiXK CYD EKTUBHMM Ta 06’ EKTUBHUM.

OnekcaHap ApXMMNEHKO, aHa/i3yluum  Taki
30BHilUHI aCNeKTU XyAOXHbOro TBOPY HAK CTU/b,

In. 10. MykayiecbKuli 3amok. 1979.
KapmoH, onia, 50X70. 3akynka 3XM y
1971 p. CeimnuHa 3 apxiey CmenaHa
Wonmeca
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TEeXHiYHi NPUMNOMM, KOMMO3ULLiIO, HAaronoWyBaB Ha 0COH6/MBOMY 3HAYEHHI BHYTPILLHbOTO 3MiCTy
TBOpPY, MOro esotTepuyHomy acnekTi (ApxmneHko, 2012, c. 105). AK BUAHO 3 AocniarKeHHA, 30nTaH
LWonTec yacTo HaginAB CBOi Nen3axi CKNagHUm igeHum 3mictom. BigTak, aHani3 apxiTeKTypHUX
nemnsaiB Xy40OXXHMKa 3 N03MLUin GOpMM, KONbOPY, KOMMO3ULLIT Ta TEXHIKN A03BONAE NPOCTEKUTH
iXx abCcTpaKTHi 03HAKK i Yepe3 0cobAMBOCTI TPaKTyBaHHA MPOCTOPY, BHYTPILWHIA PUTM, KOIbOPOBI
Ta popmasibHi KOMMNO3ULIMHI CNiBBIAHOWEHHA BUABUTMN aBTOPCbKY ¢inocodito Ta nocun rnagady.

BucHoBKK. [ocCnig)KeHHA NOKasano, WO apXiTeKTypHi MOTMBM CTaBaau Ana 30NTaHa
LWonteca 06’eKTOM HAaTXHEHHA AO0CUTb YacTo. [eTanbHUI ornag pobiT 3acBifumMB, WO NPaLOYK
Hag TaKMMK Ner3a)kamu B CiNbCbKilh MICLLEBOCTI, MUCTELb 30CEPeayKyBaBCA HA KMBOMMUCHIN
nepefadi obpasy JepeB’AHMX LEPKOB, a B MicTax 3axon/toBaBCcA apxiTekTypot pobpe
36eperKeHnx 3amKiB. AHanis nemsaxis [0BIB, LLO OCHOBHUMW 3acobamm emoLilAiHOi BUpPA3HOCTI
TBOpPIB €: 1. KONOPUCTUYHI 3acobU, BUPAXKEHi Yepe3 TOHANbHUI Ta TeMnepaTypHUN KOHTAcT; 2.
3aco6M aBTOPCbKOI TEXHIKKN, BUPaXKEHi Yepe3 eKCnpecnuBHy MaHepy nnucbma, poboTy Ha KOHTPACTi
PO3MALLMNCTMX MPO30PMX Ta NACTO3HMX MA3KiB Pi3HOT popmu; 3. KOMNO3ULNHI 3ac0bun, BUpPaXKeHi
yepes BMKOPUCTAHHA PUTMY Ta MOBTOPY B e/1eMeHTax nensaxy, KONbOPOBMX NAAMAX, CUIYeTax,
Maskax; 4. obpasHi 3acobu, BupaKkeHi yepe3 0COOAMBOCTI TPAKTyBaHHA BEJIMKMX MNAOLLMH
nepeaHbOro njaHy Ta Heba, Lo NOCUIOITb EMOLLIMHY CKAaA0BY Nen3axy.

B OCHOBI XY[,0KHbOI MOBU MUCTLA NEXUTb apCeHaN NAEHEPHUX KONIOPUCTUYHO-TOHAJIbHUX
3acobiB, a KOmno3uuiliHa nobyaoBa NOCUAIOE A0 KOJIbOPOBMX KoAyBaHb. Yepes Konip aBTop
BTi/IIOE CMMBOAI3M, Yepe3 TOH — HaCTPii, 4Yepe3 Komnosuuito — igernHuin 3mict. Bce, wo
3HAX04MTbLCA Y MIOWMHI Nen3axKy B3aeEMHO 0O6yMOBOETLCA MPOCTOPOBOKD EAHICTIO, HAANEHO
YHIKa/IbHUM XapaKTEepOM.

Ha npuKknagi nensakiB 3 apXiTEKTYPHUMW MOTMBAMM MOXKEMO 3pOOUTU BUCHOBOK, LLO
TBOpUUI meToa 3onTaHa LlonTteca nepeabayae poboTy Ha NaeHepi 3 BUPILLEHHAM }KNUBOMUCHUX
Ta 06pa3HMX 3aBAaHb; 3BEPHEHHA A0 PeaniCTUYHO-IMNPECIOHICTUYHMX 3acobiB y TEXHIYHOMY
BMKOHAHHIi. OcobAMBICTIO TBOPYOrOo MeToAy XYAOXKHWKA BM3HAYEHO He feTasibHe BiATBOPEHHSA
KOXXHOTO OKPEMOro apxiTeKTypHoro oO6’ekTy, a noOWYyK VYHiKa/JbHOro LUinicHoro ob6pasy,
dopMyBaHHA KOHKPETHOIO HAacTpoto, BMAB PifIocOPCbKOro, CMMBOJIIYHOIO NiATEKCTY.
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ApXiTeKTypHi MOTMBM 3aKapnatTa y
TBOpUOCTi 30nTaHa LonTteca

Y cmammi po3kpumo ocobausocmi pobomu 3onmaHa LLlonmeca Ha naeHepi ma 8uUABAEHO
munosoeiyHi XxapakmepucmuKu nelizaxie mMucmuysa 3a memamu4yHo-3MiCMosUMU ACIIeKmMamu.
lMopAd 3 nipuvyHUM KamepHUM emioO0OM, CinlbCbKUM nelizaxcemMm ma naHopamHum nelizaxcem-
KapmuHot 8udineHo nelizaxc 3 apximekmypHUMU Momueamu AK 0OUH 3 OOMIHYYUX HANPAMI8
meop4yo20 NowyKy XxyO0oxcHUKa. OKpemi neli3axci 3 mMomusamu 3aKAprnamcoKo2o0 3004Yecmeaa,
OKpPIiM XyOOHHbOI MaromMe emHo2pagiuyHy YiHHICMb, No3aaK @ikcyroms nam’smku, He 36epexceHi
00 Hawux OHis. Mucmeumeo3Has4uli aHani3 nelizaxcie 3 momusamu 06OPOHHUX criopyod
Yaceopooa ma MyKa4yesa, a maKkox« O0epes’aHUX 038iHUUb Ma YepKos nokasas, w0 meop4uli
memod mucmuysa nepedbayae pobomy Ha naeHepi 3 SUPIWIEHHAM XUBOMUCHUX mMa 06pa3HUX
30800Hb MA BUKOPUCMAHHAM Peasnicmu4yHo-imnpecioHicmuyHux 3acobis xy0orHboi 8Upa3Hocm.
lneHepHuUli 0ocsid cripuse (hOPMYyBAHHIO YMi3HABAHO20 OABMOPCLKO20 MOYEPKY XYOOHCHUKA —
0cobnusozo nioxody 00 MPAKMYBAHHA [/71GHOBOCMI MA NPOCMOPOBUX Cri6BIOHOWEHb,
KOMIMO3UYiliH020 YaeHYy8AHHA MOA0OMHA 3 BUCOKOK fHIEID 20pU30HMY MaA MOPOHCHIM nepuwum
MAGHOM, BUKOPUCMAHHA 8ib6pYroY0i eKCcrpecusHoi mexHiKu nucemMd a-A8-npumd; MOEOHAHHA
aKMUBHO20 MOOE/IY020 MA3KA 3 MPO30PUMU Y302G71bHEHUMU MAOWUHAMU; KOAOPUCMUYHUX
eKcrepumeHmis, 30Kpema, 0cobauso2o CniseiOHOWEHHA Menaux mda Xoa00HUX Bi0MiHKie.
OcHoB8HUMU 3acobamu emouiliHoi 8Upa3HOCMIi Meopie 8U3ZHAYEHO KOAOPUCMUYHI 3acobu; 3acobu
aBmopcbKoi mexHiku; KomnosuuyitiHi 3acobu; obpasHi 3acobu, supaxeHi Yyepe3 ocobausocmi
MPAaKkmMyeaHHA B8eaAUKUX MAOWUH nepedHbo20 naAaHy ma Heba, Wwo nocunooms emouyiliHy
cKknadogy nel3axy. Ocobnusicmow meopyo2o memody XyOOMHUKA BU3HAYEHO He [pocmo
demasnbHe 8i0MBOPEHHS BUOUMOR20 CloXemy 3 apximekmypHUM 06’ekmom, a NowyK HagisHo2o
UUM  CIOMEemoOM YHIKasbHO20 06pa3y, (opmMyeaHHA 8i0Nogi0HO20 HACMPOl, B8UA8
inocoghcbKko20, CUMBOMIYHO20 NidmeKcmy.

Knwuosi cnoea: 3onmaH LLlonmec, 3akapnamceKa WKoaa xcugonucy, nelizamc, apximekmypHi
momusu, 3acobu supazHocmi, mgopyuli Memoo.
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MOZENIOBAHHA MIKPOICTOPII B HAPATUBHIN EKCNO3ULIT HA NPUKNALI BUCTABKOBOIO
MPOEKTY HALIOHA/IbHOIO MY3EIO TAPACA LLUEBYEHKA «WLEBYEHKO MOBOIO MICTA»

Onia YynpuHa

Modeling of microhistory in a narrative exposition on the example of the exhibition project at
Taras Shevchenko National Museum «Shevchenko in the language of the city»

Yulia Chupryna

The article attempts to analyze the method of historical modelling in a narrative exposition on the
example of an exhibition project at the Taras Shevchenko National Museum "Shevchenko in the
language of the city."

In modern exhibition design, the communicative approach is defined as a way to establish a
dialogue between the exhibit and the visitor. In this case, there are two cornerstones. Firstly, to
provide an important condition for the visitor's ability to understand the “language of things”. And,
secondly, to organize the unique exhibition space.

Today, the museum exposition is one of the main and the most important means of
communication between the visitor and the museum’s stories. The communication system refers to
the top qualities of modern design at the museum exposition.

Therefore, the author defined the main purpose of the study as clarifying the features of the
interaction (spectator-exhibit-exhibition) in terms of a new approach to creating an exhibition
space (using narration, the method of historical modelling). In the postmodern world, this kind of
space is positioned not only as an area of knowledge or aesthetic pleasure but also as a meeting
space, which equalizes social status and removes barriers to communication. Following the set
goal, the exhibition project implemented several tasks. The first one is to form a holistic narrative
of the project, which helped to immerse visitors in the theme of the project, allowing them to be
present in that time and space. The second one is to demonstrate the role of the city in human life
in an accessible way and the opportunities it opens up for career building, multifaceted
implementation, and further chances. The last one is to model two micro-stories of people who
have realized themselves in the urban space, "take" from the city certain benefits, but at the same
time "give", invest in the city. Thanks to the method of historical modelling the exhibition space
turns into a "living picture" of the epoch.

In the Ukrainian-language museum segment, this topic presented quite bland, although in
the western territories such researchers as M. Kagan, K. Mannheim, and E. Rozemblium work with
it more widely.

Key words: microhistory, museum, narrative exposition, modeling.

I3 KiHUA XX cTONiTTA B ICTOPMYHIA  Hayui MOYMHAOTb aAKTMBHO  BWKOPUCTOBYBATHU
MiXANCUMNAIHAPHUIA MEeTOo[, MOAENIOBAHHA, AKWUN, AK NPaBWUIO, CKNaAa€ETbCs 3 ABOX 06’eMHMX
NpPoLLeciB: po3pobku Mmoaeni Ta aHanisy po3pobneHoi moaeni. JaHuin Niaxin A03BONAAE AOCAIANTH
CYTHICTb CK/IagHUX MNPOLECIB 33 AONOMOrOH eKCNEePMMEHTIB He 3 peasibHOK CUCTEMORD, a 3 il
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moaennto. Y ubomMy KOHTEKCTI, CKIagHI NPOLECH MOXHA MOLIANTM Ha OKPEMI YaCTUHU i AOCNiANTH
KOYHY 3 HMX OCiOHO, 3MoAentoBaTH Pi3Hi Bapiauii Ta ix Hacnigkn. MeTogom eKkcTpanonsLii, rotosi
MoZeni MNepeHoCcATbCA Ha YCi MOMXAMBI BapiaHTM BUPpilLeHHA MOCTaBAeHOro 3aBAaHHA abo
NPo6AEMHOrO NUTAHHS.

OZHUM i3 TUNIB iICTOPMYHOrO MOZENOBAHHA € KNIOMETPIA - HAaNPAM B ICTOPUYHIN HayLi, AKMI
XapaKTepPM3YETbCA CUCTEMATUYHUM BUKOPUCTAHHAM MaTEMATUYHMX METOAiB. BOHA BUHUKAE Yy KiHLi
50-x pp. XX ctonitra. Ii 3acHOBHMKaMM BBaXKaloTb aMEPUKaHCbKUX AOCAiAHUKIB P.dorena Ta
[.HopTta (KoBanbueHko 1984, ¢.320). Ynpoaosx 1960—70-x pp. BOHM onybiKyBanmn HU3KY npaup, y
AKMX NEPErNAHYAN YCTANEHI YABNEHHA NPO YNHHUKM EKOHOMIYHUMX Migiomis Ta cnagis y CLUA KiHuA
XIX cTonitta. Noganbwmnit ii po3BMTOK ByB NOB'A3aHMI 3 NpaUAMM TaKMX AOCNigHUKIB, AK J1.[eBica,
C.EHrepmaHa, OxK.Yonnica, E.Pirni, P.lWedinga Ta iH. Ha cborogHi, KniomeTpia — mirkgmucumnnniHapHa
raaysb HayK, 4OCNiAXEHb, AKa A€ 3MOTrYy 33 A0OMNOMOIo0 KOHKPETHUX KiNIbKICHMX OLIHOK MacoBMX
ABMLW, 3adiKCOBAaHUX Yy JA)Kepenax, NO-HOBOMY [OCANiAKYyBaTU iCTOPUYHI Mpouecu, 30Kpema
TeHAEHUiT eBONOLi rocnogapCbKMX CUCTEM | TPAEKTOPIT ANHAMIKM €KOHOMIYHMX NPOLECIB.

JocnigHnKM B ranysi BUKOPUCTAHHA MOAENIOBAHHA B iCTOPIi NEPEKOHYIOTb, WO 3aCTOCYBaHHA
MATEMATUYHMUX METOAiB CnpuAe nNornMbneHomy pOoO3yMiHHIO ABWULL | NpPOLECiB, PO3KPUTTA
BHYTPiWIHbOI, AKicHOi cyTHocTi  (Kopotaes 2007, ¢.360). [o nepwux cnpob icTopuyHOro
MOJAENoBaHHA BigHOCATb Nobyaosy mogeni MenonoHHecbknx BoeH CrtapogaBHboi [peuii, AKi
TpuBanu 27 POKiB, i Axkepesa nvwe 4acTKoBO 3bepernn BiAoMOCTi Npo Ui BiMHW. Ipyna, Ao AKoi
BXOOAMIN MaTeMaTuUKK i nporpamictu Ob6umcnioBanbHOro ueHTpy AKagemii Hayk CPCP Ta
ictropnyHoro ¢akynbteTry MOCKOBCbKOro yHiBepcuteTy, y 1970-x poKax BUpilLUIa PEKOHCTPYHOBATH
Xif, umx BoeH. [lochigHnKM nobyaysanm imiTauinHy maTtemaTUyHy MOAE/b i BiAHOBMAN AMHAMIKY Ta
€eBOJIIoLi0 Uboro npouecy. lpoTe, BAapTO 3ayBa*KUTU, WO TO4i B HAYKOBOMY CepenoBMLL Le
BUK/MKAMIO KBaBYy AWUCKYCilO, psf, BiflOMUX iCTOPUKIB BCTYMUAM B KOPCTKY KOHPPOHTaUiO 3
OYMKOIO NPO MiCLLe MOAENOBAHHA B iCTOPUYHUX JOCNIAXKEHHAX.

Hapasi, Buainaotb pag asumul/o6’eKkTis, AKi MOXKHa 3MOAEN0BATU Y MEXKax iICTOPUYHOI HayKu:

1) icTopuyHi maTtepianbHi 06’€KTM (iCTOPMYHA PEKOHCTPYKLiA) — y XOA4i AaHOro HanpsamKy
BiAOYyBaETbCA PEKOHCTPYKLIA Ha OCHOBI MaTepianbHMUX 3anuLWKiB 06'ekTa abo / Ta Ioro
306parkeHb i CNOBECHMX OMWUCIB;

2) icTOpWYHI fABULLA Ta NPOLECU - Bifg, KOPOTKOYACHUX NOAiIN A0 3aKOHOMIPHMX Ta NOCNIA0BHUX
nepioAiB, NPOTAXMHMX Yy 4aci, Ha OCHOBI AKMUX MPOCTENKYETbCA AMHAMiKa (ocob6amBoOCTi)
PO3BUTKY CYCNiNbCTBA;

3) icTopuuHe O)Kepeno - MoAentoBaHHA MOXKe BUMKOPUCTOBYBATUCA i AK 3acib npeacTaBieHHA
iCTOPUYHOrO 3HAHHA, 3aKNAAEHOT0 Yy AXepeni, i AK aHani3 gxepena abo rpynu Axkepen Ha
OCHOBi KOHKPETHOiI mogeni; OAHMM i3 OCHOBHMX 3aBAaHb AHOrO Nigxoay € BUMABNEHHA i
CMCTEMATM3aLLiA NOHATb Ta TEPMIHIB BCepeanHi CamMoro axkepena;

4) iCTOpUYHE 3HAHHSA - NOHATIMHMI i KaTeropianbHW anapaT, Teopil Ta rinoTesun, Napagurmu.
MNobyaoBa Teopin - igeanizoBaHUX Mogenen, 3aCHOBaHUX Ha MEBHIM KiNbKOCTI NpURHATUX
rinoTes; TaKi moAeni MOKHA BigHECTM OO0 TaK 3BaHOI TEOPETUYHOI iCTopii, MeTa AKOI,
BUAB/IEHHA OCHOBHMX 3aKOHOMIPHOCTEN PO3BUTKY CYCMiNbCTBa.

DocnigHuk /1. bopoakiH (BopogkuH, 2001) cuctemaTusye Ui HanpsamM i B IX Mexax BUAINAe
HaCTynHi moaeni:

1) mopgeni, AKi A03BONAIOTL BUBYUTM POJIb TUX UM iHLLIUX PAKTOPIB Y PO3BUTKY iCTOPUYHOTO
npoLecy, BiacniaKyBaTU pPoab, AKY 3irpasnn Ti YN iHWI YUHHUKM E€KOHOMIYHOI, CoLianbHOI,
NoNITUYHOI NpPMPOAM i AaNN AOCAIAXKYBAHOMY MNPOLLEcy TaKUM Xid, AKUIKA peanisyBaBcA B
icTopii;

2) MoAeni-peKoHCTPYKLii, 33 AKUX iCTOPUYHE [XKEPEesio MICTUTb MPOrajnHKM i mogeni
[,03BONAOTL iX NPaBAoNoAibHO PEKOHCTPYIOBATH;
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3) anbTepHaTUBHI MOAEe/i BUBYEHHS ICTOPUYHUX NpoLeciB (aNbTepHaTUBU B iCTOPIT BUHUKAIOTb
TO4i, KONW 33 PiI3HUMM BapiaHTaMM PO3BUTKY CTOATb NEBHI NOAITUYHI Ta COLiaNnbHi CUAK, AKi
H6oponuca 3a peanisauito TOro YuM iHLWOro BapiaHTy PO3BUTKY NOAIN).

Le ogHMM aKkTyallbHMM HANPAMKOM Y MOZENIOBAHHI € BUBYEHHA HeiHIMHUX Npouecis -
HEeCTiMKMX, HecTabinbHUX npouecis B icTopii. Ha pybexi XX-XXI cTonitb iHTepec A0 HUX pi3Ko
3pOCTaE, 3'ABNAETLCA MIXAUCUMNAIHAPHUI HAaNPAMOK - CUHepreTuKa (HeniHiMHa AMHamika). BiH
BMBYAE TaKi MPOLECU, AKI XapaKTepusyloTbCA MNONYAAPHUMMM HUHI TepmiHamu «bidypKauia»,
«aTpakTop». MoBUTbCA NPO Te, WO B CTAHI CoLiasibHOro Xxaocy nepenbayvyyBaHiCTb XO4Y iCTOPUYHUX
NpoLueciB Pi3KO NMOCNabNOETLCA | 30iNbLIYETLCA KiNbKICTb MOMK/IMBOCTEN HECNoAiBaHMX BapiaHTIB
pPO3BUTKY. Lle ronoBHa Tema CMHEPTreTMKMU - Y AKMX YMOBAX Mai Baxkeni BNAUBY, Mali iMAynbCcu Ha
CKNagHy CUCTEMY MOXKYTb BUKANKATKM TraHTCbKi Hacnigkn. TaKi NpuKaagM MOXKHA CnocTepirati Ha
Bip:Ki, y coLiaNbHMX 3aBOPYLLUEHHAX, KONU Bif 330BHI AyKe HE3HAYHUX NPUYMH MOTN CNaNaxHyTH
KaTacTpodivHi HacnigKu.

Taki npouecn BMBYAIOTBCA HOBMM HANPAMKOM — KAiOOMHAMIKOIO, AKA BMBYAE, 30KPeEMa,
MOZEeNi HEeCTIMKMX ICTOPUYHMX MPOLLECiB, TPAHC/OOYM iX HA CyyacHicTb. Lie 3B'A30K icTOpUYHMX
MPOLLECIB i3 NpoLLecamMmM Cy4acHOCTi. YBara A0 TakMX HEeCTIMKUX NpoLueciB, AKi MOXKYTb BUKIUKATH
HecnoAjiBaHi Hac/ilkM, 3pOCTaE, iCTOpiA 3ilUTOBXYETbCA 3 CYYacCHICTIO (CbOroAHi y CycninbCTBi
obrosoptoeTbca npobnema HectabinbHOCTI, i cnocobu ana noganbworo cTabinbHOro Po3BUTKY).
Mopgeni f03BONAOTb BUBYATU MUTAHHA, AKUM YMHOM GOPMYIOTbCA BAXKAMBI iMNAKTW Big, 330BHi
HeNOMITHMX MpuuuH. Hanpuknag, o6san Ha Hblo-MopKebKilt Bipxki y BepecHi 1929 poky, AKWiA
Biabyscs 6e3 BMAMMUMX MPUYUH, asie came Us noAia cnpuyumHuna coboto Bennky penpecito. Ha
CbOrofiHi, icTopnyHe mogentoBaHHA — Ue crocib B3aemogji icTopii i3 cyyacHicTio, sickpaBui
NpUKNag AOCATHEHHS CydacHOro iHpopMaL,iMHOro cycninbCTaa.

Y My3eiHin npakTuui NpUHUMN MOAENOBaHHA — BiAHOCHO HOBe sABULIE. AKTMBHO MOro
no4Yasn BUKOPUCTOBYBATU i3 MOABOI TPMBUMIPHOI peanbHOCTi. 3D-mogentoBaHHA - Le npouec
CTBOPEHHA BipTyanbHOI 06'emHOi Moaeni 06'ekTa, WO A03BOMAE HaMbinblW TOYHO BiAOOpPa3nUTH
dopmy, po3mip i TeKCTypy 06'eKTa, OLIHUTU MOrO0 epProHOMiYHICTb. 3aBAaHHA AaHOI TEXHOAOTIT -
po3pobuTK Bi3yanbHMN 06'emMHMIN 06pa3 06'ekTa, WO MOAENIOETLCA. AKTyaZlbHUMM HanpAMamMu
BUKOPUCTaHHA MoxnmsocTert 3D- mopentoBaHHA € nobygosa 3D-moaeneit npu peKoHCTPYKU,i
BTPAYEHUX ICTOPUKO-KYNbTYPHUX LIHHOCTEN, OUMPPYBAHHA ICHYHOUMX HA JaHUNA  MOMEHT
APXEO0NOriYHMX i My3elHUX ekcnoHaTiB. 3D-moaeni 403BONAOTL BiATBOPUTM BTpPAYeEHY iCTOPUKO-
KY/NbTYPHY cnagwmHy Ta 36epertn mysenHi 06'ekTn, WO BOSIOAIKOTb iICTOPUYHOI YU KY/IbTYPHOIO
LiHHiCTIO.

OfHUM i3 AitouMX NMPOEKTIB MO BMNPOBaAXKeHHO TexHonorih 3D- mogentoBaHHA B My3eax €
npoekT CmiTcoHiBcbKoro iHcTuTyTy (CLUA), SIKMI BTINKOE B KUTTA Nporpamy TPUBUMIPHOIO
oundpyBaHHA noHag 137 MIiNbHOHIB eKCnoHaTiB aMepMKaHCbKUX My3eiB. KopuctyBadi MoXyTb
nosepTaTn 3D-moaeni eKCnoHaTiB, MiHATK iX OCBITNEHHA, O3HANOMOBATUCA 3 ONUCOM apTedaKTiB.

Yce uvacTiwe mopaentoBaHHA MNOYMHAE 3aCTOCOBYBAaTUCb Y NobyaoBi eKcnosuuiid. BapTo
3ayBa*KUTU, LLO My3eMHa eKCMo3uLiA NOKAMKaHa BigobparkaTu couiafibHi Ta iAe0norivyHi 3MiHKN B
CYCNiNbCTBI, XYAOXHi BiAKPUTTA | HAYKOBO-TEXHIYHI AOCATHEHHSA.

OanH i3 BiAOMMX MPAKTUKIB EKCMO3ULIMHO-BUCTAaBKOBOI AianbHocTi E. Po3eH6stom
(Posenbtom 1997, c. 210), Tak GOPMYNHOE TPU OCHOBHI CKNaA0Bi My3eMHOI eKCno3unLi:

1) cMHTe3 yacy (HasaBHICTb B €KCMO3UL,i «AyXy Yacy»), Yacy CbOrOAHILHbOrO Ta BiATBOPEHHA
Yyacy gobwu, akin npuceaveHa ekcnosuuia. MNMpuKknagom moxke cayryBatu ekcnosuuia mysewo O.
MywkiHa B MockBi. EKCNo3muia Cx0XKa Ha KMBY KAPTUHY, AKa Nepefac BigyyTTa AyXy enoxu
MywkiHa;

2) CWUHTE3 NPOCTOPIB - APXITEKTYPHMUIA MPOCTIP cy4acHOro myseto (Ha BiAMIHY Big, my3eto
KNacuyHoro Tuny) Ta WNOro ekcno3uuis TiCHO B3aEMOAiOTb OAHE 3 OAHMM Ha PiBHiI
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OYHKUIOHANbHUX, CTUJIICTUYHUX Ta eMOLiMHNX 3B'A3KiB. OYHKLiOHaNbHI 3B'A3KM NPOABAAIOTLCA Y
3aranbHii apxiTekTypi Oyaisni myseto Ta npoctopi ekcnosuuii. CTUAICTUYHI - Y AOTPUMAHHI
3aKOHOMIipHOCTE NobyA0BU XyA0KHbOI hopMU;

3) cuHTEe3 eKcnosuuinHux npegmetie. Came BOHM YTBOPHOKOTb «pPeyoBY, Bi3yaslbHO
CNPURHATY, NPOYNUTYBAHY CTPYKTYPY MYy3EMHOI EKCNO3ULIT» Ta CKNaAalTb OCHOBY €KCNO3MLiNHOro
KOMMNEKCY.

MeTol Cy4acHOro eKCno3uuiNnHOro Au3aiiHy € HaNarogKeHHA Ta MoAerweHHA KOMYHiKau,ji
rnagay-ekcnosunuis (came rnagayesi Ta Moro nisHaBanbHMM noTpebam BiALAETbCA Nepesara Npwm
nobyaosi ekcno3uuii, i AOCTYNHOCTI Ta 3pPO3yMiNocTi), a TakKoX (POPMyBaHHA ECTETUYHUX i
dYHKUiOHANbHUX AKOCTEN NPeMETHOrO cepenoBmLLa.

3aBAaHHAMM BUCTYNAOTb HACTYMHi:

- 3abe3neyeHHs €gHOCTI dopmM i 3MicTy eKcnosuuih, 06pa3sHOro BUPAXKEHHA
KOHLENTyaNbHOro 3aaymy;

- GOpMyBaHHA AOCTYMHOIO «MNPOYUTAHHA» EKCMO3MLIMHOIro NPOCTOpYy BiABiAyBayem Ta
nobya0BM iHTYITUBHO 3p0O3yMiN0Oi eKCNO3ULLT;

- CTBOPEHHS YMOB, LLIO CNPUAIOTb 36EepeXKEHHIO eKCMOHAaTIB i 3py4YHOCTI QYHKLIIOHYBAHHSA
eKcrnosunuii;

- 3abe3neyeHHs ii yTUAiTapHO-YHKLIOHANBbHUX AKOCTEN;

- $GopMyBaHHA BUCOKOrO PiBHA KOMYHIKaLiN - «rNAa4a4-eKCNOHAT- eKCNo3umLia».

BignoBiaHO A0 BMLE3a3HAYEHUX 3aBAaHb, BUCTAaBKOBUIM MPOEKT y HauioHanbHomy mysei
Tapaca LWeByeHKa «llleB4eHKO MOBOIO MicTa», WO Biabysca y nepiog avcronaa-noTnii 2021 poky,
6yB NOKNMKAaHMN MaKCMMabHO AOCTYNMHO Ta 3@ AOMNOMOrO 3PY4YHOro HAyKOBOTMO iHCTPYMEHTapito
npeacTaBUTU POJib MICbKOT KynbTypu Yy »uTTi Tapaca LLleByeHKa, B3aeMoBMN/IMBK MicTa Ta ocobu, a
TAKOXK PO3KPUTM CYTHICHE 3HAYEHHA MICbKOrO MpPOCTOPY Ta NPOAEMOHCTPYBATU iCTOPUYHY
OMHaMIKy micTa.

HapatMBHuit Tun onosiai 6yB o0bpaHuiA He BUNAAKOBO, aAKe 3a [AOMNOMOrol HbOro
KOHCTPYIOETbCA CTPYHKa PO3MOBiAb, PO3ropTaETbCcA iCTOpiA MNoB’A3aHa i3 NEeBHUM iCTOPUYHMM
nepiogom, a TaKOX NPeACTaBAAETbCA OKpeme OauyeHHsA, iHTepnpeTauia iCTOPUYHMX MoAii, ge
po3milleHHA O6’eKTIB Yy MEBHOMY iCTOPMYHOMY KOHTEKCTi Ma€ Ha MeTi MONErWnUTU PO3YMIHHA
eKcnosuuihHoro npoctopy. Hapauia € cnpoboto cTBOpeHHs Bi3yanbHoi icTopiorpadii i
KOHCTPYIOETbCA 33 A4ONOMOrot0 NOEAHAHHA PiI3HOMAHITHMX Bi3yasibHUX, ayAio i TEKCTOBMX 3acobiB.

Ona cydacHoro MyseMHOro BiABiAyBaya BaXX/IMBO He JNWE 3aHYPUTUCL Yy MPOMNOHOBAHY
icTopuyHy aTMmocdepy 4Yacy, AKMA € NpeBaalolYMM A4S AaHOrO0 BMCTABKOBOTO MPOEKTY aje i
3pO3yMiTH 1i 32 A4ONOMOroK BAAN0 CMPOEKTOBAHOrO My3eiHOro mapuwpyty. MNMpoekT «LleByeHKo
MOBOIO MicTa» po3KpmBaB 0cobamBocTi Micta XIX cToniTra i HagsaBAaHHAM Oy/l0 MOMICTUTH
rnsagada B L enoxy Ta po3nosictn npo ii ocobamsocti. Ana uiei metn 6yB obpaHuii meTtop,
iCTOPMYHOTO  MOAENOBAHHA,  OCKINbKMK BiH pgaBaB  3MOry  HaMpenpeseHTaTUBHile
NPOAEMOHCTPYBATU €MOoXy, colia/ibHUN AO0CBiA KOHKPETHOIT NHOAMHM, WO KUNa B TOM iCTOPUYHUNA
nepiod. TakKMM YMHOM, 34MTYIOMM OCOBUCTUIA AOCBIA, CydacHa NtoAMHA CTaE banKye 40 3a4aHOro
iCTOpUYHOrO Yacy, Kpalle Po3yMitoumn BIALITYBAHHA TOFOYACHOIO XUTTA Ta XKUTTEBOFO MNPOCTOPY.

OCKinbKk1, 0AHMMU i3 HaMePEKTUBHILWNX IHCTPYMEHTIB € Kopensuia ocobucTux Aocsigis Ta
UTTEBMX iCTOPiN, TO MOAENOBaHHA MnapanenbHUX iCTOpin nepcoHaxkiB XIX cT. y Mmexax
BMCTAaBKOBOIo MPOEKTYy Oyno BMOpaHO He BMNAAKOBO. [0N0BHe 3aBAaHHA My3eMHOI KoMaHAaM
NnonsAraso B penpeseHTauii AOoCTYyNnHUM Cnocobom posii MicTa B KUTTI NHOAUHN Ta MOXK/INBOCTEN,
fIKe BOHO BiZIKpMBae AnsA NobyaoBu Kap’epwn, pisHOBIYHOT peanisalii Ta NoAaNbLUIUX MOMKINUBOCTEN.
Came meTog, iCTOPMYHOTro MOZENOBAHHA MEePCOHANbHUX iCTOPIA AONOMIT MaKCMManbHO 61M3bKO
PO3KPUTK iCTOPUYHY 00y Ta peanii nepcoHakiB. HaykoBi cniBpobiTHMKM 3moaentoBanun Agi ictopii
YCMiXy CenAH y MICTi — KOJIMLWLIHIX KpinakiB 6partiB IBaHa Ta Mukonu Tkadis (In. 1). MNpisBuwa Ta
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imeHa bynun BUBpaHi TeX HEBUNAAKOBO, aZ)Ke 33 MONYNAAPHICTIO Ta PO3NOBCIOAMKEHICTIO iMeH — Ui
6ynn HalbiNbL xapaKTEPHUMK ANA TOFO Yacy. IXHiMM npoToTMnamm 6yamn peanbHi ocobu. Mig vac
LbOro AOCNIAKEHHA LMPOKO BUKOPUCTOBYBAIUCL OCOBUCTI INCTU, NEPENUCKM, CTAaTUCTUYHI AaHi
(BaBmnos 2016, c. 644).

MpoTtoTMnom IBaHa TKaya cTaB IBaH BaBinoB — BiAOMWIA POCIMCbKUIN Bi3HECMEH, AKUI
HapoaMBCA B POAMHI Kpinakis. [lo MocKkBM nepeixaB pa3om i3 Kynuem Bacnnem CanpukiHum, a
nisHile no4yasB MNpautoBaTM Yy BiAOMIN Ha ToM 4ac MMPOXOpPIBCbKIN MaHydaKTypi, WO 3aimanaca
TopriBNeto TeKCTUAbHUMK BUPOB6aMK. 3aBAAKM KOMePLiMHMM 34i6HOCTAM BiH CNOYaTKy 3aBigyBaB
MarasmHom, notim Bigginom y MpoxopiBcbKuii MaHydaKTypi, M BpewTi cTaB ii CNiBBAACHUKOM.
3armatoumcb nNocTaBKamu 3a KopaoH, Basinos ctBopmB BnacHy oipmy i Ay)Ke WBMAKO CTaB
MinblioHepom. He 3Ba)aloum Ha Te, L0 CaM HIiKOAM He MaB OCBiTU, PO3YMiB ii HeobXigHicTb. Moro
cuHK, Ceprit Ta Mukona, 3806yan NepLUOKAACHY OCBITY i CTaNM BCECBITHBO BIJOMUMU BYEHUMMU:
nepwui - y ranysi ¢isnku, opyrum - y reHeTuui.

Mpototnom Mukonu TKaya ctaB Edum YepenaHoB — BiZOMWIA POCINCBKUIN BUHaXigHWUK
NnapoBo3a, Y PagAHCbKi Yacu MOro HasMBa/AW HaBiTb MEPLIMM Y CBIiTi BUHaxiAHMKOM MNapoBO3a
(BupruHckmin 1986, c. 234). YepenaHoB NOXOA4MB i3 POAMHM 3aNEKHUX CENAH, NPUKPINAEHUX [0
O4HOrO i3 3aBOAiIB NPOMUCIOBUX MarHatis emnagosux. Y paHHbOMY Biui nNo4vyas npautoBaTy Ha
MeTanyprintHomy BMpobHUUTBI. 3aBAAKM NPALLbOBUTOCTI M BeAnMYEe3HOMY DarKaHHIO BUMTUCA BXKe Y
20 pokiB cTaB MalcTpom, a y 33 poKM - FONIOBHMM creuianictom Aes’aTn 3aBoAis y HuxHbomy
Tarini. Epum YepenaHos H6yB 0g4HMM i3 HAMBIAOMILIMX iHXKeHepiB imnepii. BiH i341B 33 KOPAOH, Ae
nepenmas nepeaoBuin AOCBIA NPOMMUCIOBLIB AHIIi - TONOBHOI iHAYCTPiabHOI AeprKaBu cBiTy XIX
cTonitra. Paszom i3 cmHOom MupoHOM CTBOPWMB BUHaxigHULUbKe b6wpo, e y 1835 poui 6ys
CKOHCTPYMOBaHUI nepwuin y Pociiicbkin imnepii napoBo3 - MmicueBi rasetm HasBanuM MOro
“cyxonyTHUM naponnaBom” - HaCTI/IbKM HE3BMYHY A5 TOro Yacy MalluHy BOHU nobaunnu.

OTOX, ABa BYOPALWHI KpiNaku NPUIKAMKAOTb Y MICTO | NpUXoaATb Ha APMAPOK LUyKaTu
poboTy. ToniuencbKnii cnpaBHUK BUMUCYE iXHi AaHi, NepeBipAa€, XTO BOHU — TMOXOAMKEHHS,
BipocnoBifaHHA, cTaH. TyT BOHM 6ayaTb oronoweHHs nNpo poboTy, AKi Toai BMUBILLIYBANUCA, | KOXKEH
obupae cBilt BapiaHT.

IBaH MAae npauytoBatM B MarasuH. BiH cTae YopHOpobouYMM Ha cKnagi 1 TArae 340POBEHHI,
KinbKanyaoBi MillKM 3 pisHMMK ToBapamun. PoboTa AyrKe CKAafdHa i ManoonaadyBaHa: y cepeanHi
XIX cTonitta pobiTHUK oTpumMyBaB 40-70 KOMiliOK 3a AeHb (2-4 rPpH Ha CbOrOAHILLHI rpoLwi). Y mexax
uboro 670Ky, BigBigyBa4Yam NPOMNOHYBaNOCh cnpobyBaTh «3apobuTun cobi Ha XKUTTA», NIAHABLUN Ha
NeBHWUI piBEHb i PO3TAlLyBaBLUM MILLKM Ha NOAUUAX Ha CKnaai 1 3apobuswmn 5, 10 um 20 Koniiok
BiAMNOBIAHO (TaKMI BMA «KMBOFO BK/IOYEHHA» Y BUCTAaBKOBWUI NpOCTip nepenbavae iHTepakuito 3
eKCMoHaTaMM Ta NPOXKMBAHHA MEBHOrO A0CBiAY BiABiAyBayamu). IBaH Mpautoe HACTINbKKU [06pe,
WO HeBAOB3i CTae npogasuem y marasuHi «Y ComoBa» (In. 2). Takoro marasmHy HacnpasAai He
6yno, BiH TAKOX 3MOAENbOBaHWIA, Xo4a KyMeub 3i CXOXMM Mpi3Buwem npoxkueae y Kuesi y
cepeanHi XIX ctonitra. IBaH NnoTpanase 3a NPUNABOK i TYT TAaKOXK NpaLIoe Ay*Ke Aobpe, HaBiTb iae
BUMTUCA | BUBYAETbCA rpamoTi. Yepes sKMIACb Yac MOro NigBuLLyoTh A0 YNPaBAAOYOro MarasmHy.
BiH BXxoaMTb Yy CciMl0 BJlaCHMKA — OAPYKYETbCA 3 [AOHbKOKW XasaiHa. [locTynoBo cTae
CNiBBNACHMKOM, Y 3MOAENbOBAaHOMY KabiHeTi po3MilleHi penpeseHTAaTMBHI pPedi B/ACHMKA
MarasuHy — paxiBHUUA, npec-nan’e, a cam marasuH oTpumye Haspy «Y Comosa i Tkaya» (In. 3). B
IBaHa i KaTepuHu TKauiB HapOAXKYETbCA AOHbKa BapBapa, AKy 6aTbKo BigAae HaB4yaTMCA A0
IHCTUTYTY WwWnaxeTHUxX gisyaT. Micna HaBY4aHHA B IHCTUTYTI BapBapa mMae MOXAMUBICTb NPOAOBKYBaTH
HaB4YaHHA B COpbOOHHI, Aani ONiKYeETbCA HaBYAZIbHUMM 3aKNaJaMKU CTONUL, BUNTENOE. MepcoHax
BapBapu Tkau Tak camo Byno cnmMcaHo 3 peanbHOi 0co0bU — XpUCTUHU ANYEBCHKOI, KA PO3BMBana
AOCTYN [0 OCBITU }KiHKaM, a TaKoXX byna 3acHOBHULIEIO XapKiBCbKOI XKiHOYOT HeAiNbHOI KON,
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Opyrin 6pat Mukona nae npautoBatm pPobBITHMKOM Ha uerenbHuit 3aBoa. PoboTta ana
CensiHWHa AO0CUTb CKNagHa — ANA HbOro BCE LE AMBHE: MALIMHMW, Benn4yesHi nedi, HesHanomi
TexHonorii. Ane BiH MOYMHAE NpautoBaTH, NOCTYNOBO OCBOKE pPobOTYy i Npautoe Aeaani Kpaiwe.
HesaoB3i MrKona CTaE MaliCTPOM Ha 3aBOJi 1 3aMMa€ETbCcs 6e3nocepeaHbo BUNANOBAHHAM LLErNN.
CniBKypaTopyM BMCTAaBKOro NPOEKTY NPOAEMOHCTPYBAAN 3aBOACHKI TabAMUKK/OOWKKM, AKi 6y Ha
3aBoax i 3a gonomoroto AKMX GiKcyBaBCA WOAEHHWI BUNYCK NPOAYKLUIl — BMUNiyKa ueraum (In. 4).
MoKHa 3ayBaxKuTH, Wo y MuKkoaun TKkavya HalKpalli NOKa3HUKK, TOXK BiH CTA€E CTapLUMM MANCTPOM i
3aBigye iHWUMKU MalicTpamu, GakTUYHO ByAyunm HauyaJbHUKOM Liexy. Moro HasiTb BignpasaatoTb
HaB4yaTMcA B CaKCOHIitO Ha KOPOAIBCbKi MaHydaKTypu, TOMY WO BiH LiHHMIA cneuianict. Y ubomy
BMCTaBKOBOMY 6/10Li MOXHa 6yno BnacHopy4Y NepeBipuTH, WO Take uerna-cupeub, a WO Take
BMneyeHa uerna. lNMoctynoso MunKona AOPOCTAE A0 PiBHA AMpeKTopa 3asBogy. Lle aemoHcTpyBas
Moro CcTin gns Hapag, 3a AKMM 0BroBOpPHOETLCA 3BIT POOOTU LLEernaHOro 3aBoay, NpMbyTKK, BanaHc,
WO KOMY AiNNTKU, CKiNbKM Komy naatutn (In. 5). MuKona TKay CTA€ HACTIIbKM YCNiWHUM, WO
HaropoAKYETbCA rPAaMOTO BCEPOCIMCbKOT MaHYypaKTYpPHOI BUCTaBKM 3a AKICTb NpoAayKuii. Y Hboro
HapPOAMKYETbCA ABOE Aitert — Onekcin i OnekcaHap. Onekcii HaByaeTbes B YHiBepcuteTi CBATOro
Bonognmunpa, a OnekcaHgp ige Hasyatuca y LUTyarapAT Ta CTA€ apXiTEKTOPOM.

Toxx obuasa H6patu, AKi 3yminu 3BiNbHUTUCA 3 KpinayTea i gobutuca ycnixy B micTi, A6atoTh
Nnpo OCBITY CBOIX AiTen, 60 BBaXKatOTb, L0 CaMe OCBiTa AaCTb iM MOMK/IMBICTb CTaTU MICbKOIO €/iTol
— MOBHOMNPaBHUMM YIEHAMU MICbKOrO COLLiyMYy. IXHi HalWaAKM MaloTb abCONOTHO iHLWI CTapTOBI
MOXIMBOCTI, iM B}Xe He A0BOAUTLCA MPOXOAUTU BECb TOM CKNAAHWUI WAAX, ANA TOro, Wob focartu
ycnixy Ta 3akpinutucb y micti. TaKk BiagigyBadi mornim nobaunTtun, Ak TpaHCHOPMYETHCA AOCBIA
NoanHW B micTi y XIX CTONITTI 1 AIK BOHA CTA€ YaCTMHOK MiCbKOrO MPOCTopy.

TakMM YMHOM, My3eliHa KOMaH4a NPOEKTY «LLleBYeHKO MOBOIO MicTa» Hamaranacb 3aHypuUTH
BiZIBiZlyBauiB y CKOHCTpyMOBaHy peanbHicTb XIX cT., AKa Bnputyn 6asyBasiacb Ha peanbHOMY
icTOpMyHOMY MiArpyHTI.

My3eMHUMKM HayKoBUAMM Oyno BMABNEHO pAA, NepeBar Ta HeAONIKIB MeToay iCTOPUYHOro
MOJAENIOBAHHA, A Came:

- [DaHMN MeToh OA€E 3MOry AKHaMoOLWWpHIiWe penpe3eHTyBaTU KOHKPETHe CToAiTTA, 3a
[0MOMOrol imepcMBHMX 3acobiB A4ONOMOITU BigBiAyBayam MOBHOK MIpO BiAYyTH
«AYX eNoXmn»;

- pO3noBicTM OCOBUCTY iCTOPitO NepcoHarka, WO Kpale CAPUIAMAETbCA Ta 3aCBOETLCS,
HiXX abCTPaKTHi NOHATTA, @ TaKoX € 6inblWl eMoUiiHO NpuB’A3aHOI A0 KOHKPETHOI
ocobu;

- MaKCMMasibHe Habnu»KeHHA (Ha OCHOBI MKUTTEBMX iCTOPI peanbHUX 0Cib) A0 iICTOPUYHUX
nepeaymoB He Aa€ NOBHICTIO NepenTn y chepy anbTepPHATUBHOI iCTOPII.

[0NOBHMM HEOOMIKOM A@HOrO METOAY MOXKe BUCTYNaTU HeAOCTaTHA NPMB’'A3Ka 40 peanbHUX
NoAii, OCKiNbKK, Yy byab-aKoMy BMMNaAKy, NPU MOALENOBaHHI 3a OCHOBY 6epyTbCa «igeanbHi
napameTpu», Ha AKi B peanbHOCTi YNHATb BNAMB OO’€KTUBHI Ta cyb’eKTMBHI daKTopu, ane npwu
NOMIPHOMY BWKOPWUCTAHHI BUragKW Ta FPYHTYIOUMCb HA peanbHMX nepeaymoBax Ta NPOTOTMNAX
MOXKHa He NOTPanuTU B NAacTKy NoOYA0BU «aibTEPHATUBHUXY iCTOPIN.

BUCHOBOK. CbOrofHi My3elHa AiANbHICTb TICHO NOB'A3aHA 3 HAYKOBUMMM i TEXHIYHMMU
OOCATHEHHAMMW, NOBWHHA BiANOBIAATM 3aNUTAM CYy4ACHOrO BMCOKOTEXHOJIOMNYHOro CycninbCcTea, i3
MOro HOBUM CMIPUMNHATTAM pPeanbHOCTI, LUBUAKICTIO Nepeaadi i 3acBOEHHS iHPpopmauii. MpoeKTyoumn
HOBUI E€KNO3ULLIMHMIA NPOCTIP, MYy3€lHi CNiBPOBOITHUKM MOXYTb BUKOPMUCTOBYBATU AMN3aNHEPCbKI
HOBOBBEAEHHS, EKCNEePMMEHTYBATM 3 BUCTaBKOBUM NPOCTOPOM, BYTM CMINMBMMM B NOLLYKY HOBUX
€KCNOo3ULIMHMX MEeTOAiB, 3aCTOCOBYBATU HaACY4YaCHI TEXHOOTIT Ta pilleHHA ANS NiABULLEHHA PiBHA
CNPUMHATTA, @ B OKPEMMX BMMNALKAX HaBiTb 3yMMCHO enaTyBaTW, LWOO CTBOPUTU BUKAUYHWUI
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NpocTip, y AKOMY 6yAyTb NOCTaBNEHI aKTyanbHi NUTAHHA, HAAMXATUCA AK CAMOI TEMOK BUCTABKM,
Tak i 6paTh g0 yBarn 0cobAMBOCTI apxiTeKTypHUX Gopm ByAiBAi, ¥ AKiA BOHA NPOXOANUTD.

3a pgonomorold  meToA4y  iCTOPUYHOrO  MOAENIOBAHHA,  €KCMO3WLiIMHMKA  NpOCTip
NepeTBOPIOETBCA Y «KUBY KApTUHY» €MNOXM 3agaHoro 4acy. Came 3aBAAKM LbOMY METOAY,
BiABiAyBayi MOBHOK MIpPOKD MalOTb MOMK/IMUBICTb 3aHYPUTUCL Y BUP NOTPIOHOro yacy, BigyyTH
XapaKTepHi p1cKu, NpMTaMaHHi MOMy Ta NPUMIPATM Ha cobi ponb/naTepH XKUTTEBOI iCTOPIi NOANHM
Toro yacy. Came 3a uMm nNpuHUMNOM i 6ys nobynoBaHUIN BUCTaBKOBUI NPOEKT «LLIeB4eHKO MOBOIO
micta» y HauioHanbHomy my3ei Tapaca LUeByeHKa, WO itoCTpyBaB icTopii Atogen AKi NoTpanaatoTb
A0 MmicTa i cTaloTb Yy Hbomy “cBoimn”. Y cepeauHi XIX ctonitra minbioHu nogen i3 cin i3
TPAAULIAHUM CBITOrNALOM NEPECENAOTLCA Y AMHAMIYHUIA MOLEPHUIA MICbKMIA NPOCTIP, BiAKPUTUI
ANA HOBUX TEXHONOTINM Ta igein. MicTo aae im MOXNMBOCTI, ane BUMarae BigMOBUTUCA Bij, 3BUYHOIO
cnocoby XWUTTA, CaMOBLOCKOHA/NOBATMUCA i pPO3BMBATUCA, LWOO TBOPUTU MICbKMI CoOLianbHO-
€KOHOMIYHWI npocTip. Ha ocHOBI 3moaenboBaHWUX iCTOpPiM ABOX bOpaTiB NPOAEMOHCTPOBaHO
LiNiCHICTb WAAXY, AKMA NpoxoAnna NoAuHa Ta YHaoOuYHEeHOo eTanu npodecioHanisauii Ta HabyTTAa
cTaTyciB.

OT)Ke, pes3ynbTaTOM BiABiAMH EKCMO3ULIMHOIO MNPOEKTY, HaZi/IEHOrO BWCOKUM pPiBHEM
HAOYHOCTi Ta IMEPCUBHOCTI, CTAE AIKiICHa 3MiHA OCOBMCTOCTI - COLIOKYIbTYPHA camoigeHTUdikau,is,
OTPMMaHHS HOBOIO A0CBiAy, CNPUAHATTA ICTOPUKO-KY/IbTYPHOI CMaALWMHM AK OPraHivyHOi YacTuHU
KUTTA.

In. 1.

Jowka ozonoweHs, cmapmosi 0aHi bpamis — leaHa ma Mukonu Tkauie
®domo — snacHicme asmopa.
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In. 2.

3modenvosaHa kpamHuysa «Y Comosax.
®omo — enacHicme asmopa

In. 3.

3moodenbosaHuli KabiHem lsaHa Tkaya.
®omo — snacHicms asmopa
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In. 4.

3mo0enbosaHa nivy Ha yezeanbHomy 3ae00i.
®omo — enacHicms aemopa

In. 5.

3mooenvosaHuli dopaduuli kabiHem Mukonu Tkaua
®omo — enacHicme asmopa
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MoodenrosaHHA MiKpoicmopii 8 HapamueHili ekcrno3uyii Ha NpuKAadi 8UCMABKOB020 NMPOEKMY
HauyioHanbHo20 my3ero Tapaca LLlesueHKa «LllesyeHko. Moeoro micma»

Y cmammi 3pobneHa cnpoba npoaHasnizysamu memoo icmopuyHO20 MOOes08AHHA 8 HAPAMUBHIU
eKcrnosuuyii Ha npuknadi sucmasKkosoz2o npoekmy y HauioHanbHomy mysei Tapaca LllegueHKa
«Llleg4eHKO Moo Micma».

Mema O0ocnioxceHHA nonfeae y 3’acysaHHi ocobausocmell 83aemo0ii 2na0a4a-eKcrnoHamy-
eKcrno3uyii 8 3pi3i Ho8o20 MiOxody 00 CMBOPeHHA eKCMo3uyiliHo2o npocmopy (8UKOPUCMAHHA
Hapayii, Memoody icmopuyHo20 MOOesB8AHHA), W0 Yy MOCMMOOEPHOMY C8imi No3UyioHyeMsCA He
mineku AK 0610CMb OMPUMAHHA 3HAHb b0 ecmemuyHO20 300080s7€HHA, ane i AK Mmicuye
3ycmpivel, AKe ypiBHKE coyianbHi cmamycu, nodel, AKi 8i08idyroms My3ei, a MAKOXC ycy8ae
6ap’epu KomyHiKayi.

BidnosidoHo 0o nocmasseHoi memu, y PAMKAX 8UCMABKO20 NPOEKMY byau peanizosaHi Oekinbka
3a60aHb, a4 came: COPMOBAHO UYisliCHY HAPAUio MPoekmy, wo 0onomazana SAKHalinosHiwe
3aHypumu 8idgidysaya 8 memy rnpoekmy, donomazaroyu tiomy bymu npucmyHim y momy 4vaci ma
npocmopi; 0ocmynHUM crnocobom npoOemMOHCMPOBAHO POAb Micma 8 Hummi aAOuUHU ma
moxausocmeli, sAKe B0HO 8iOKpusae 0a4 nobydosu Kap’epu, pizHObIYHOI peanizauii ma
nodanswux Moxausocmeli; 3modenbosaHo 08i Mikpoicmopii nrdel, fAki peanizyromecs y
MicbKomy npocmopi, «bepymoe» 8i0 micma nesHi 651020, asne MAKOK H Mipor «8i00aoMb»,
iHeecmyromos y micmo. Came 3a80AKU MemoOdy iCMOpu4YHO20 MOOEsOB8AHHA, eKCrno3uyiliHuli
npocMip NepemeopPOEMBCA Y «HUBY KAPMUHY» ernoxu 3a0aH020 4acy.

B yKpaiHOMOBHOMY My3e€3HaB8YOMY ce2meHmi 0aHa mema npedcmasneHa nobiXHO, xo4a Ha
3axiOHUX mepeHax i3 Hero npayrorome maki 0ocnioHuKku Sk M. KazaH, K. Maxxelim, E. Pozembom.
Knrouosi cnoea: mikpoicmopis, my3eli, HOQpamueHa eKcrno3uuis, MoOesnto8aHHHA.

Yulia Chupryna, senior scientific associate, Taras Shevchenko National Museum
ORCID ID: https://orcid.org/0000-0003-4893-7313

HOnia YynpuHa, cmapwuli Haykosuli cnispobimHuk, HayioHaneHuli my3seli Tapaca LLlesyeHKa
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KUIBCbKWIA NEPIOA, JKUTTA | TBOPYOCTI N1 LLY/bIU (1928-1938)

Tapac CamuyK

Kyiv period of lllia Shulga’s life and work (1928-1938)
Taras Samchuk

Research work devoted to the details of the Kyiv period of life and work of Ukrainian painter Illia
Shulga. This period covers the years 1928-1938, at this time there were rapid changes in the artistic
life of Ukraine, which affected the fate of the artist. Most of his life the painter lived and worked at
a distance from active artistic life, only in the late 1920s he managed to move to Kyiv. Despite the
noticeable influence of avant-garde in artistic life, lllia Shulga consistently followed a realistic
approach to art, it was the influence of his education, obtained at the St. Petersburg Academy of
Arts. He successfully worked in various genres (portrait, landscape, genre paintings). During his
lifetime, the artist has created about 1,000 works (the Kyiv period accounts for about 170 works),
but most of them have not survived to our time. Most of the Shulga's works disappeared during
World War Il. Today, a little more than 20 of his works are preserved in the museums of Ukraine
from the huge creative heritage of the artist. The article introduces a number of documents that
shed light on the details of the artist's biography. In particular, the criminal case of Illia Shulga,
which recorded a number of details of the last period of the artist's life. The documents of the case
shed light on the details of the arrest, the course of the investigation, and the reasons for
sentencing the painter. The publication also was analyzed the most complete currently known list
of Shulga’s works, which includes 564 items. This list was compiled in 1941 by the artist's wife, and
later this list and a number of other documents related to the life and work of the artist were
deposited in the Archive-Museum D. Antonovych of the Ukrainian Free Academy of Sciences in the
United States. The appendices contain a list of the artist's works that are currently stored in
museums of Ukraine and a link to the list of the artist's works.

Key words: lllia Shulga, painter, Kyiv, repressions.

MNepiog 1920-x — noyaTKy 30-X POKIB B iCTOPIi YKPAIHCbKOro MMUCTELTBA — LLe Yac TBOPYOro PO3KBITY,
MMUCTeLbKOi cBoboAM, NPOAYKTMBHOI AMCKYCIi Ta Aianory B Ky/AbTypHilt cdepi. MNpoTe uei nepiog,
BUABMBCSA 30BCIM KOPOTKMM, MOMY Ha 3MiHY MPUIALLOB 4Yac AMKTATYPU Y MWUCTEUTBI 3 OAHUM
npaBuAbHUM cTUIEM i Niaxogom. Llei nepexig cTaB TpariYyHOK CTOPIHKOIO B iCTOPIT TBOPYOro KUTTA
YKpaiHu, uina nnesna TanaHOBUTUX MUTLIB Byna 3aTaBpoBaHa BOPOramMmu Hapoay i 3HULIEHA, iHLWi
MYCUAU NPUCTOCOBYBATUCA A0 HOBWMX YMOB i BYTU NuLlie NOKIPHUMW BUKOHABUAMMU AEPHKABHOMO
3aMOBNEHHA. 3BMYHO Nif4 penpecii NoTpannAanm XyAOXKHUKU-AaBAHrapAUCTU, AKI TBOPUAM CBOHO
pPeBONOLIO Yy Bi3yaJlbHOMY MWUCTELTBI. Ta HaBiTb Yy penpeciax paasHCbKa cuctema 6yna
HEenocNif0BHOK i HenoriyHow. Bci ui cknagHi Nnpouecu BMNAMHYAM HA XKUTTA | TBOPYICTb COTEHb
YKPaiHCbKUX MUTLiB. OAHUM i3 HUX ByB Inna Makcumosuy Lynbra (1878-1938).
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He moxHa cKkasaTu, Wo im’a Ta TBopYicTb |nni Lynbrn 6yna i € 3abyTMMn 4n 3aMmoBYYBaHMMMU.
e 3 cepegmHmn 1950-x poKiB y nepiogmnyHux BUAAHHAX yKpaiHCbKol giacnopu y CLUA Ta KaHagi
noyanwu 3’aenatnca nybnikauii npucsaveHi mutuesi (/leByeHko 1955, Hyk 1956). Mepw 3a BCce Taki
CTaTTi 3’ABNANMCA 3aBAAKU POAMHI XYAOKHUKA, AKA Hamaranucs 3bepertu nam’aTb NPo Y0/OBIKa,
b6atbka Ta aigyca i nonynapusysana Moro TBopdyictb y CLIA (Wynbra 1959, Conosiit 1969,
3aBagoBuy 1988). MoumHatoum 3 KiHuAa 1960-x poKiB, CTaTTi NPO MUTUA 3’ABAANUCA HaBiTb Y
PaAsHCbKUX eHUuMKAoneaiax Ta gosigHunkax (baxkaH 1964, baxkaH 1973, baxkaH 1985). MpoTe Anwe
HewoAaBHO nogpobuui XuTta i TBopyocTi lani Wynbrn onuHMamca y GOKyci yBarm yKpaiHCbKUX
AocnigHukie. MNMonepsBax 3’aABnannca HeBenuki Hapucu (BatomiHa 2000, c. 351-352, Jlawyk 2002,
3aBanbHioK 2002), a 3roaom 6inbL rpyHTOoBHI (Cemumnwmnn-NysHep 2009-2010, /intemHeub 2016) Ta
AeTanizoBaHi nybnikauii (My6oukiH 2012, MN'y6oukiH 2017, Ny6o4kiH 2018).

Monpwu ue, HN3KA apXiBHMX OOKYMEHTIB 3aAMLWKAACA NO3a YBArok AOCAIAHUKIB | BBEAEHHSA iX
Yy HaykoBWI 06ir, gonomoxe Ham binblWl MOBHO i TOYHO BUCBITAUTU MNoApPOOULI OCTaHHBLOrO
KWUIBCbKOro nepioay XuUTTA XyA0xHMKa (1928-1938).

PRl o T TaK CKNanocs, WO 3HAYHY YaCTUHY XuTTA s LWynbra
NpoBiB Ha BiACTaHi Big UEHTPIB aKTUBHOIO Xy4OXHbOro
KuUtta. Slnwe y 1927 poui BiH BCTYNMB A0 Acouiauii
YepBOHMX XYAOXKHWKIB YKpaiHm (AXYY). MNpeactaBHUKM
UbOro TBOpPYOro 06’eAHaHHA  HagasBasM  nepesary
peaniCTUYHOMY KMBOMUCY, Ha iXHIN MOrnsg, XyAOXKHUKK
NOBUHHI Byn 6paTU aKTUBHY y4yacTb Yy cOUjaNiCTU4HOMY
| 6yaiBHuuTBi. MwucteutBo  Maso  6yTM  3po3yminum
«LWMPOKMUM Macam», a TBOpYA OPUTiHANBbHICTb BiAXxoamMna Ha
ApYyrvi nnaH. barato y Yomy peanicTU4HMIA KMUBOMUC Ni3HIX
nepeaBuKHUKIB ByB OpPiEHTUPOM AN1a npeacTaBHUKiIB AXYY.

TBopui no3uLii ToBapuctea bynm 6ansbkummn ans lnni
LWynbru, AKknii maB 3a NaeYnMMa KAacu4Hy Xy[0XHIO OCBITY.
He papemMHO ppyuHa XyAOXHMKA 3ragysana: “lana
Makcumosuy 6y peanictom i nigpobnatuca  nig
KOHCTPYKTUBICTIB He XOTiB, 60 BipMB, WO KOHCTPYKTMBI3M
3HMKHe, a peaniam 3HoBY 3anaHye” (Wynbra 1959, c. 271).

In. 1. ’KiHo4ul nopmpem. 1922 Came 3 KiHua 1920-x pokiB KapTvHu LUynbrn noyanu
Yepkacbkul obnacHul xy0oxuHil  3’asnatnca Ha BucTaBkax AXYY Ta BCeyKpaiHCbKMX XYA0MHIX
mysed. BMCTaBKaXx.

ba)kaHHA [O0NYy4YNTUCA A0 aAKTUBHOIO MWUCTELbKOro

XUTTA He NoKuAaano mutua. Tomy B 6epesHi 1928 poKy BiH

pasom 3 poguHoto nepeixaB Ao Kuesa. CnoyaTKy XYOOXKHUKY A0BENOCA MPaLIOBaTM B Pi3HUX

WwKonax micta. Tam Wynbra BMKNagaB He MantoBaHHA, a TeEXHIYHe KpecneHHs, 60 onnata 3a uen

npeameTt 6yna Buwoto. 3rogom Inns MaKcMmoBMY BUMKNAAaB Kpec/ieHHs Ha pobdaui Ta y

TEXHIKyMi. TaKOX XYAOXHMK He nonuwas TBOPYOi PobOTU | napanenbHo 3 BUKAAZAHHAM

NPOAOB}KYBAaB Ma/it0BaTW. 3apa3 Bigoma TinbKM oaHa agpeca B KuEBi, Ae MelWKaB muTelb 3
poaunHoto — ByA. Jlago Kauxoseni 43 (HMHi — Byn. Onecs MoH4apa).

Yepes aBa poku nicna nepeisgy 4o Kuesa, y 1930 poui, XyA0XKHWKa BNepLle 3aapeLwTyBanm i
3BMHYBATUIMN B MPUYETHOCTI A0 YKPAIHCbKOT HaLioHaniCTUYHOI opraHisauii. [pnynHoto apewTy cTas
KoJsiera MUTUA No poboTi B 30/10TOHICbKOMY negaroriyHomy TexHikymi Muxaiino 3n06iHues. Y 1928
poui 3n06iHLEeBa 3acyaMIN A0 TPbOX POKIB YB'A3HEHHS 33 HALUIOHANICTUYHY AiA/NbHICTb | X04a Ha
AonNuTax BiH He 3ragysaBs iM’a LLynbru, Ta opraHun gepkbe3nekn BUPILLMAN BUKANKATU XYL0XKHUKA
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Ha gonuT. Y MiACYMKY, *KOAHWUX NOpyLUeHb 3aKOoHY 3 60Ky LUynbru He BuaBuan i yepes 27 gHis
apewTty muTusa Bianyctuam (LWAATO, ¢. 263, on.1, cnp. 56894 T.1, apk. 7 38B., 77).

BogHouyac Ha no4yaTKy 1930-x poKax MOYannCA 3MIHWU Y XYOOMHbOMY XKUTTI YKpaiHu. Y
HaBYa/IbHMX 3aKNagax Krnesa novanaca 3a4ncTka «popmanictie». Y KBiTHi 1932 poKy NoCTaHOBOO
LIK BKM «Mpo nepebynoBy niTepaTypHO-XyA0XKHIX OpraHi3auin» 6yno odiuilHO 03HAYeHO eQNHUI
WANAX ANA PAAAHCBKOrO MUCTELTBA — COLiaNiCTUYHNI peaniam.

Toai X noyanaca nepebynoBa XyAoXHboi ocBiTM y Kuesi. [Jo Hei AoNy4yMBCS OOHMH 3
HaMBIgOMIWNX NpencTaBHMKIB coupeaniamy — Icak bpoacbkuii, go pedi Tak ak i Wynera,
BpoacbKkuii HaBuaBca y MeTepbyp3bKilt akagemii mucteuTs y Knaci Inni PeniHa. Y 1932 poui, Konu
pekTopom KMWiBCbKOro XyAoOXKHbOro iHCTUTYTY cTaB ®Peaip KpuyeBcbkuii “B nomouwb emy, no
nyTeBKke AKafemuun Xyao0¥KecTs 13 JleHuHrpaaa npmbbin akagemuk Mcaak Nspannesuny bpoackuii,
aBTop 60/bWMX MONOTEH, MOCBALLEHHbIX 06pa3y JleHWHa, KOTOPOro OH pUCcoBan C HaTypbl”
(Tpuropbes 2010, c. 38). Cam bpoacbKMi 3a3HayYaB, WO “3HAYUTENIbHYIO POJIb MHE MPULLIOCH
CbirpaTb B BbINPABAEHUN AUHUWN Xy[OXKecTBeHHoro obpasosaHua B YCCP, rge ponroe Bpems
MOHOMONMA NpUHagnexana “6onyykmctam”, ceiyac yxke pasrpomsieHHbiM” (Bpoackuin 1940, c.
104). FonoBHoOM ifeeto 3miH 6y10 NOBEPHEHHSA A0 NPOrpamun iMnNepaTopcbKOi akagemii MUcTeuTs i
NOBHOro AOMiHYBAHHA PEaNiCTUYHOrO MUCTELTBA.

3aBAsaKM UMM TpaHchopmauism y XyAoXKHiM ocBiTi YKpainn y 1934 poui Ilnmwo Wynery
3anpocunn B KWIBCbKMIN XYAONHIM IHCTUTYT Ha nocagy AoueHTa. Momy suainuam okpemy
MANCTEPHIO | JaZIN MOXKAMBICTb MOBHOLHHO NPALOBATU AK NeJarory i AK XyAOXKHMKY. 3Ha4yHO
nisHiwe kosnera mutua lnna LWTinbmaH 3rapysaB: “B negarornuyeckor pabote Lynbra tBEpAo
NPOBOAUN PEaNUCTUYECKME MPUHLMMDBI, €r0 YKAa3aHUA CTYAEHTAM OTIMYA/INCb OCTPOTOM, XOPOLLIMM
NPOpEeccCMOHAIM3MOM M HEMPUMUPUMOCTbIO KO BCAKMM  /IeBbiIM  TeHAeHuuaAM... Haw
neparornyeckui Konnektms ysaxan WM. M. Wynbry, oH 6bin 0BWMTENBHBIM M XOPOLIMM
ToBapuwem” (UAArO, ¢. 263, on.1, cnp. 56894 T.1, apkK. 56 3B.-57).

Bxe npautooum B XyaoxkHbomy iHCTUTYTI, vy 1935 poui lana Lynbra nosHaliommsca 3
AHApiem XBuneto, AKMMA Yy TOM Yac BUKOHYBaB OOOB’A3KM MepLIOro 3aCTyMmHWKA HapKoma OCBITU
YCPP i maB CyTTEBMMA BM/AMB Ha XYOOXKHE KWUTTA B YKpaiHi. [li3Hiwe, Ha oaHOMY 3 AOMNWUTIB,
XYOOXHUK 3a3HayaB, Wo XBWUAA BUABMB CBOK MPUXMABHICTb A0 HbOrO Nicaa TOro AK Ai3HaBcA, WO
LWynbra «BbIxodel, U3 CTapoit ByprKyasHOM akageMuu U ... No CBOemy yberKAeHUI0 YKPaUHCKUN

3aBgAkm Xsuni Lynbra otpumas
OeKinbka nobpe onnavyBaHmMx
OEepXaBHUX 3aMOBJIeHb Ha KapPTUHU i
MOM/IMBICTb  BUIXKOMKATM Yy  TBOpMI
BigpamKeHHA.  OgHMM i3 TaKux
S8 3amoBsieHb b6yna KapTMHa Npo nepei3g
pagAHCbKOro ypagy 3 XapKkoBa pno
Knesa y 1934 poui. lWynbra nouyas
poboTty Hag Heto y 1936 poui. Konera
XYOAOXHMKa  Mwuxanno  [mMUTpeHKO
3ragysas, wo LWynbra nposogus
CepMo3Hy niarotoBky Ao pobotw,

OOKNaBWNUCb AECATKAMWU KYpHanis 3
nopTpeTamm napTiiHUX nigepis i
YCMiXHEHUX 06114 pOBITHUKIB i censH,
ane HifaK He Mir 3aBepwmnTK poboTy.

In. 2. Mapad (Mpui3d kepisHuymea). 1936. dpazmeHm.
HauioHansHuli xyooxcHili myzel YkpaiHu.
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XYAOXKHUK AeKiNbKa pasiB nepemanboByBaB NOCTaTi NapTiMHUX KEPIBHUKIB HA KapTHUHI, a Bce
yepes XBU/IKO PenpEeCin, AKa 3a NiYeHi gHi NepeTBOPOBasia KOMMLLHIX BUCOKOMNOCAAO0BLLIB HAa BOPOriB
Hapoay (OmuTpeHko 1956, c.11). OamMH 3 BapiaHTIB Lj€i KapTUHM cborogHi 36epiraeTbcs B
HauioHanbHOMYy XyAoXKHbOMY My3ei YKpaiHu. PoboTa W cnpasai BUrNAAAE KOMMO3MULIMHO
He3aBepLleHoto, BoueBuab Inna Lynbra He pas 3amanboByBaB NOCTaTi i BpeLTi MOKMHYB poboTy.
3apa3 Ha NONOTHi MOXKHA NOB6aUMTU 306paKeHHA NnwWe TPbOX PAAAHCbKMX BMCOKOMOCAAOBLLB:
lpuropia MetpoBcbkoro, KnmmeHta Bopowwunosa i CemeHa bygboHOro, xo4ya 3a no4aTKOBUM
3a4yMoM Tam manu we bytu, npuHanmmHi, MaHac JltobyeHko i CtaHicnas Kociop (3aBagosumy 1988,
c. 25).

Y KuiscbKoMy XyA0XKHbOMY iHCTUTYTI Inns Lynbra BUKNagas Tpoxu 6inblue 3-x pokis, 4ok 1
6epe3Ha 1938 poky 1oro He apewTyBanu. MoYaTKOBO XYAOMKHWKA 3BUHYBATUAN Y LIMUIYHCTBI HA
KOPUCTb iHO3EMHOI AepXKaBu, OAHAK CAig4vi TaK i He HaBenu XogHwux Aokasis. 3rogom LUynbry
3BMHYBaTMBaNAW Yy 3B’A3KaxX 3 pPenpecoBaHMMM BOpOramMm Hapoay AHApPIEM XBWEKD, KONULWHIM
PEKTOPOM XYAOXHbOro iHCTUTYTY ApKagiem beHbkoBuuem Ta npodecopom iHCTUTYTY AbBpamom
YepKacbKknm. Xoua aHi y cnpasi XBuni, aHi y cnpasi beHbKOBMYA UM YepKacbKOro *o4HOI 3ragku
npo LWynbry He 6yno.

MMOBIpHO, WO XYA0MHMKa apeluTyBasn Yyepes AO0HOC. 3Ha4yHO Mi3Hile OAMH 3i CBIAKiB Y
cnpasi Lynbru npn noBTopHOMY AONUTI 3a3Ha4YaB: «CekpeTapb KMEBCKOro o6Koma napTum npsmo
OpPMEHTUPOBAN KOMMYHUCTOB Ha BblifiBNeHWe Bparos. N npamo Tpebosan nogaum opuumanbHbIX
3anaBneHMn B opraHbl HKB[, Ha Auy, noao3puTenbHbiX BO BPArKECKOW AeATeNbHOCTW... B
obcTaHOBKe Bceobulelt nNoao3puTENbHOCTM A MokKasasn, yuto Lynbra 6bin1 cBA3aH no paboTe ¢
BeHbKoBMYEM M YepKacCKMM, UX ABOMX A HA3BaN BParamm TO/IbKO NOTOMY, YTO OHM paHbLle Oblan
apectoBaHbl opraHamu HKBZ. Cam e s IMYHO HU O KaKOW Bparkeckon paboTte bBeHbkoBMYa U
Yepkacckoro He 3Han» (LWAATO, ¢. 263, on.1, cnp. 56894 T.1, apK. 52 38.-53).

Y nigcymky, 5 »koBTHA 1938 poKy LLysabra oTpumas BUPOK. 3a KOHTPPEBOMIOLINHY AiANbHICTb
XyO0XHMKa BucMnanm B KasaxctaH Ha 5 pokis. BoueBnab 300p0B’s muTtua 6yno y noraHoMy CTaHi,
OCKinbku 19 rpygHa 1938 poky BiH nomep y micTi [eTponaBnoBCbK y NiBHIYHOMY KasaxcTaHi. /lnwe
yepes 15 pokiB nicns Moro cmepTi, 3aBASKU 3anuUTy Bif4 YKpaiHCbKOiI paasHCbKOi eHuuMKnoneaii,
cnpasa MuTUA noTpanuna Ha nepernsag. 15 amnHa 1964 poky Iano Wynbry nocmepTtHO
peabinitysann (LOATO, ¢. 263, on.1, cnp. 56894 T.1, apk. 8, 46, 82). JoaaTKOBO 3a3Hauy, WO
AHppia XBuAto, 3@ 3HAMOMCTBO 3 SIKMM apewTyBaTW i YB'A3SHWAW XYAOXKHMUKa, peabinitysanun y
BepecHi 1956 poky.

3a pisHUMM MigpaxyHKamu TBopYa cnagwuHa lani Wynbrn cknagae: 6inbwe 700 yn noHag,
1000 TBOpIB. HalnoBHIWNI BiAOMMIA CMNCOK KapTUH, ETIOAIB, Ma/ltOHKIB, ecKi3iB mutua y 1941 poui
yKnana Moro Apy*KMHa 3 AOMNOMOIOH ABOX My3eMHMX NpauiBHUKIB. Lel cnncok Haniuye 564
nosuu,ii (Ams. nepenik 3a NOCUNAHHAM:
https://docs.google.com/document/d/1RsUdSQJOZhtrLhIHvVAIshYDG21NqiZ902ZTFE 8aGFc/edit ).
3rigHo nepeniky, AKMN yknana Nligia LWynbra, y KWIBCbKMI Nepioa XyA0XHUK CTBOPUB 6aM3bko 170
pobiT i 3aranom uel Yyac 6yB NPOAYKTUBHUM Yy TBOPYOMY NnaHi ana mutua. Cepes TBOPIB LbOro
nepioay MO*Ha 3HalTK BaraTo 3aMaibOBOK KUIBCbKUX NEM3aXKiB YN CLLEH 3 KUTTS MiCTa.

BinbwicTb TBOPIB i3 3aranbHOro cNUcKy bynun BTpadeHi y poku [pyroi ceiToBoi BiltHW. YacTuRY
pobiT (Big 60 Ao 80) BooBa XyA0XKHMKA 3Morna Bueestn Ao CnonydeHux LTaTis. MNpoTe aeski 3 HMX
sannwmnnuca y Kuesi. 3a cnosamu Jligji Lynbru: «pewty K pobiT 3aHecna A 40 OAHOro XyA0XKHUKa-
3emiAKa B Knesa i Tam 3anmwmna. B Hboro 3anaunwmnoca n 6arato iHwux po6it Wynbru...» (LWynbra
1959, c. 275).

3apa3 Bigomo, wWo y 6epesHi 1939 poky Ao cneudoHay [lep>KkaBHOro mMy3ero YKpaiHCbKOro
obpasoTBopyoro mucteutsa y Kuesi (HMHI — HallioHanbHWUI XyA0XKHIM My3ein YKpaiHu) noTpanuio
32 pobotu Lynbru. MpuunHa NOTpanaaHHA TBOPIB A0 3aKpuToro cneudoHAy npocta — BOHM Byaun
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BM3HAHI AK «pobOTN XyAOXKHMKa BUABNEHOIO BOPOroM Hapoay» (A® HXMY, on. 1, oa. 36. 131, cnp.
7/141, apk. 35). UlonpaBaa we B paAAHCbKi Yacu AeKiNbka MNOMOTEH XYAOXHUKa BUBENWU 3i

In. 3. Mopmpem Tapaca LLles4yeHKa.
1924. 30nomoHicekuli KpaesHasyul
mysel.

AopaToK 1.

cneudoHay, ane go 2010-x pokiB iX XKOAHOro pasy He
OEMOHCTPYBAM ANA WUPOKOI Nybniku.

HWHi BigOMO Npo HeBENUKY KiNbKiCTb pobiT MUTLA, AKI
AiMwan o Hawwmx vacie. Tak, y ¢oHgax HauioHanbHoOro
XYOO0XHbOro My3eto YKpaiHu 36epiraetbca 13 }KMBOMUCHMUX,
2 akBapenbHi Ta 1 rpadiyHa poboTn. Y 30/10TOHICbKOMY
Kpae3HaBYOMY My3ei 3HaxoamTbcAa 5 TBOpiB neH3na lani
Wynbrn. We no oAHiM KUBOMUCHIA KapTUHI XYAOMHMKA
MatoTb Y CBOIX KOMEKLiax YepKacbKnin 06nacHUM Xya0XKHiN
my3eir Ta HauioHanbHuiA Mmy3ei y JlbBoBi im. A,
WenTtuubkoro (aue. Joaatok 1). TOYHO He BiAOMO CKi/ibKM
pobiT LWynbru 36epiraerbcs y NPUBATHUX KONEKLiAX Ta y
B/IaCHOCTI poAuHW XydoxKHuKa y CLUA. TMpuHalimHi
HanpuKiHui 1980-x pokis, OHyK lani LWynabrm Oner
3aBafloBMY, AKUIM MewKaB y m. [eHsep (wTtat Konopago)
3a3HauaB, WO 36epirae YacTUHy MONOTEH XYAOMKHWUKA
(3aBamoBuny 1988, c.21). MoXKHa NPUNYCTUTH, LLO 3arasiom
3bepernocs 6/1M3bKO COTHI POBIT MUTUA, afe BCTaBAEHHS
TOYHOrO CNUCKY BUiniAux pobit lnni Wynerm notpebye
J04aTKOBOro AOCAiIAXKEHHHA.

MNepenik pobit lnni LWynbru, aki 36epiralotbca B my3eax YKpaiHu.

HauioHanbHU1 XyA03KHi My3eit YKpaiHu:

TpakTop B Koarocni. 1937. M., 0. 94x132 (AHanoriyHuni TBip «Meplumnin TpakTop»)

1. BeuwopHwuui. 1936. NonoTHo (gani —N.), onia (aani— 0.). 158x197
2. MopTpeT AisunHK. 1936. Manip, 0. 87x62

3.

4. Mepwwuit TpakTop. (Yporkai.) M., o. 103x150

5. MopTpet noeta Mukonau 3eposa. 1929. M., 0. 79x64

6. Ha bypskosomy noni. ., 0. 71,5x84

7. Babyca 3 gitbmu. M., 0. 63x89

8. Y noni. bina kaszaHa. 1924. 1., 0. 67x100

9. Yonosiuuni noptpert. ., 0. 79x62

10. Xarta. Manip, o. 44,5x60

11. Mensask. 1936. Manip, 0. 47x62

12. MopTtpet I'.l. MeTpoBcbkoro. 1935. 1., 0. 132x99

13. Mapagp, (Mpwisa KepiBHmuTtea). 1936. M., 0. 145x273

14. *iHoumi nopTpet. 1909. Manip, Byriana. 54,5x37,5

15. YoBHWM i3 3anopoxuamu. Eckis. Manip, akBapennb. 16,5x26,5
16.

YoBHWM i3 3anopoxuamu. Eckis. Manip, akBapenns. 22,7x33,3

HauioHanbHuit my3sei y JIbBosi im. A. LLenTuuybKoro:
1. Oin i 6abyca. 1910. 1., o. 148x80
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YepKacbKuii 061acHUN XyQ0XKHi my3eid:
1. iHounit nopTpet. 1922. nKT, 0. 56,5x41,5

3010TOHICbKMIA KpaE3HaBYNIA My3eN:

MopTtpeT 3axapa MipowHunyeHka. 1920. 1., o.
MopTtpeT AKMAMHU MipowHunyeHko. 1920. I1., o.
MopTtpeT cenaHmnHa. 1922. 1., o.

MopTtpet Tapaca WesyeHKa. 1924. JuKT, 0. 53x62
Ko3aupbKa uepksa y ¢. KponusHi. I, o.

uhwWwnNE

CnNUCOK gxKepen Ta nitepatypu
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oa. 36. 131, cnp. 7/141, 36 apk.
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KuiecobKuli nepiod »cumms i meop4ocmi Inni LLynvau (1928-1938)

Y cmammi sucsimneHo nodpobuyi Kuiecbkoz2o nepiody xumms i meopyocmi YKpPaiHCbKO20
xy0oxcHUKa Inni LWynseu. Lel nepiod oxonnawe 1928-1938 poku, came Ha ueli yac npunanu
O6ypxausi 3MiHU y MucmeybKoMmy xummi YKpaiHu, AKi enauHyau Ha 00710 XyOOMHUKA. 3HAYHY
YACMUHY ¥UmMms mMumeub »#Us | npaytosas Ha 8i0cMaHi 8i0 AKMUBHO20 XyOOXHHbLO20 HUMMH,
nuwe HanpukiHyi 1920-x pokie liomy sdanoca nepeixamu 0o Kuesa. He 38axcarovu Ha nomimHuli
ernaus asaHaapousMy y xyo0oxKHoomy xummi, Inna Llyaeea nocnidosHo Odompumysascs
peanicmu4yHoz2o nioxody y meop4ocmi, eo4yesudb 0asanaca 63HAKU lio2o oceima, 3006yma 8
Memepbyp3bKili akademii mucmeume. BiH ycniwuHO npauyroeas y pisHUX XaHpax (mopmpem,
neli3axc, #aHPo8i KapmuHu). Ynpodosxc wumms xyOorHUK cmeopus b6au3bko 1000 pobim (Ha
Kuiscbkuli nepiod npunadae npubauszHo 170 meopis), 00HAK binbwicme 3 Hux He Oiliuna 0o
Hawux yacie. OCHOBHA YacmuHa pobim xyO0oXHUKA 3HUKAA nid yac [pyeoi ceimoesoi siliHu. HuHi 3i
3HQYHOI MEopYoi cnadwWuHU XyOOXHUKA y My3esax YKpaiHu 36epieaembca mpoxu 6inswe 20
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meopie LUlyaveu. Y cmammi 68o0umbscad 00 HAyKogo2o o06i2y HU3KA OOKymeHmis, SAKi
sucsimnaorome 0emani bioepaghii xy0orcHUKA. 30Kpema, KpumiHanbHa cnpasa Inni Lyneeu, 8 Akili
3a¢pikcosaHa HU3Ka MoOpobuyb OCMAHHLO20 Mepiody xummsa Mumuysa. [JoKymeHmu cripasu
npoausaromes c8imsao Ha Oemani apewmy, nepebicy cnidcmea i Npu4UHU BUHECEeHHA BUPOKY
XyO0orHUKY. Takox y nybaikauii akmyanizyemeoca HalinosHiwuli HUHi 8idomuli cnucok pobim Inni
LWynoeeu, akulli eknrovae 564 noszuyii. el nepenik y 1941 poui yknana opyxcuHa Mumuys, a nisHiwe
nepedasna (o2o Ma HU3KY iHWUX OOKYMeHMI8, No8’A3aHuUX 3 HUmMmaAmM i meopyicmo Mumus, Ha
36epiecaHHA 0o Apxisy-myseto im. [l. AHmoHosu4a YKpaiHCbKOI 8inbHOI akademii HayKk y CLLUA. Y
dooamkax ModaHo crnucoK pobim xyOoxucHUKa, AKi HUHIi 36epicaromeca y my3eax YKpaiHu ma
MOCU/AHHA HA repenik pobim mumuys.

Knarouoesi cnosa: Innsa Lyneea, xyooxcHuk, Kuis, penpeci.
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OHIPUYHI OBPA3U Y TBOPYOCTI ®PAHLLY3bKUX XYAOXHUKIB XIX CTONITTA

AHacracia boBTyH

Oneiric images in artworks of 19t'-century French artists
Anastasiia Bovtun

The article reviews the artistic activity of representatives of French graphic art — Jean-Jacques
Grandville (1803—-1847), Victor Hugo (1802-1885), and Odilon Redon (1840-1916), who became
founders of new interpretations for dreams in 19th-century art. We analyzed artists’ key works
representing the world of dreams with the help of concrete images and symbols. The article
outlines special features of dream depiction in French graphic art of the second half of the 19th
century.

In the 19th century, the increased interest in the topic of dreams in France related to French
scientist Alfred Maury (1817-1892). His book “Sleep & Dreams” (1861) influenced conceptually the
activity of French artists who researched the unconscious with the help of visual language. The
French art of the 19th century gradually withdrew from traditional European plots of dreams
depiction of previous years that can be encountered in the artworks of Henry Fuseli, Francisco
Goya, and William Blake.

French graphic artists focused their attention on depicting the inner nature of dreams and
oneiric space. They were not interested in plots with a sleeping person — they aimed to delve into
the most hidden part of human subconsciousness during sleep and embody what is happening
there. They approached philosophical and medical tracts devoted to the nature of dreams, inspired
by spiritualism, and studied various oneiric states — insomnia, hallucinations, somnambulism, and
nightmares. Dreams became the source of inspiration and infinite fantasies for 19th-century
French artists. They turned into art researchers of dreams, kept «night» diaries, and wrote down
their observations. Their artworks became exceptional results of these oneiric searches. The
research of the 19th-century French graphic artists and their innovative approaches to the
depiction of dreams also play an important role in understanding the establishment and
development of surrealist art at the beginning of the 20th century.

Key words: sleep, dream, oneiric images, Jean-Jacques Granadville, Victor Hugo, Odilon Redon.

JltoacTBO 34aBHA LiKABUMIOCb TAEMHMUYOKO MPUMPOAOHD CHIB i TIYMAYEHHAM PiSHOMAHITHUX
OHipu4YHKUX obpaszis. Bxke B Il cTONITTI H.e. 3'ABNAETbCA Neplua cnpoba cucTtemaTmsalii 3HaHb Npo
cHOBUAiIHHA. Y poboTi gaBHborpelbkoro ¢inocoda Aptemigopa AdanaiaHcbkoro « OHEMPOKPUTUKAY
3i6paHO YMCNEeHHI iHTepnpeTaLji CHiB, Y AKMX aBTOP HamMaraeTbCA BigHAWTU NPUXOBaHi a/IeropuYHi
3HayeHHA nNeBHUX 06pasiB Ta pedyen (Harris-McCoy 2012, p. 38). OcobnmBa yBara aHTMYHOrO
dinocoda 30cepeaKyeTbCA Ha ONUCI OAHOrO i3 BUAIB CHY — «oneiros». BiH TpaKTye «oneiros» fK
BilLlMM COH, AKMI NPOPOKYE MaMbYTHI Noii, a nicnAa cBOro 3aBeplleHHA BiH 32 CBOEKD MPUPOAOID
CXWUNbHWUI ByaMTU Ta XBUAKOBATU AyLWY CHOBMALUA, CMOHYKAKUM MOro A0 aKTUBHUX AOCNIAMKEHb i
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TNYyMa4yeHb nobayeHux oHipMyHMX obpasis (Kenaan 2016, p. 193). Y cBOil npaui ApTemifop Takox
cnpobyBaB OKPEC/IUTU TiICHUI B3AaEMO3B’A30K 06pasiB CHOBUAiIHHA 3 OCOBUCTICTIO TOTO, XTO LLel COH
6aunTb. BiH yABNAB NCUXIKY NIOAMHU AK WOCb, WO MA€E BAACHY OKpPeMy iAEeHTUYHICTb Ta
Cy6’€EKTHICTb, TOMY KO/IM PO3YM «XO4Ye O3HAYUTU» WOCb, TO BiH «Penpe3eHTyeE» Le CHOBMUALI B
3po3ymini omy cumBonivHin ¢dopmi (Thonemann 2020, p. 44). Came «OHENPOKPUTUKA»
ApTemigopa ctana no4yaTkom ¢opmyBaHHs 6araToBiKOBOI iCTOpPIi CHOBMAiHb Ta TAyMayeHHs ix
06pasiB y EBpONEnCbKin KynbTypi.

Y HOBWIA Yac npayAa aHTMYHOro ¢inocoda HabyBae HeMMoOBIpPHOI NnonyaspHocTi y €Esponi. o
1724 poKky BoHa b6yna nepesBMAaHa aHrNiIMCbKO MOBO 24 pasu, Xo4 i AeAKi HaYKOBLLi CKENTUYHO
CTaBUAUCA A0 3a3HadyeHux Yy poboti Teopih (Crawford 2004, p. 94). MNonynapHictb
«OHEeNpPOKPUTMKMY, NOABA BE/INKOI KiNIbKOCTI MeANYHUX TPAKTATIB, BipLWIiB Ta NiTepaTypHUX TBOPIB,
npucseaveHmx Temam cHy y XVIII cToniTTi cBig4MTL NPO 3pOCTaOUNI iHTEpecC A0 NPUPOAU CHOBUAIHD
Ta ix TiymayeHHs (Ford 1998, p. 14). [locniaKeHHA CHOBUAIHb i Pi3HMX CTaHIB Mif Yac CHY MOXKHa
O6yno 3HaANTU AK Yy MeauuHuX, TaK i y dinocopcbkux Tekctax. dPinocodun, Tak camo AK i nikapi,
obrosoptoBai COMHaMbyni3m, iIHCOMHItO, OHIPUYHI BUAIHHA Ta HiYHi Kowmapwu. Takox y 1753 poui
Bnepwe 6yno nopyweHo npobaemy COHHOro napanidy B OAHOMMEHHINM npaui 6puTaHCbKOro
AO0CNiAHWKA CHOBUAHb — «Ece npo iHKy6a» (Ford 1998, p. 14).

Y uen yac npupoay CHy Ta MOro 3aragkosi obpasu gocnigxkysanun i mutui. BisyanbHa
iHTepnpeTauis CHOBUAIHbL AN1A XYAOXHUKIB — Ue YHIKaNbHUM [0CBig NepeHeceHHs cdepu
HecBigomoro y peasnbHuit npocTip. Ha KiHeup XVIII cTonitrs BXKe chopmyBanacs neBHa CyKYMnHiCTb
OHiIpUYHKUX 0OpasiB i CIOXKETIB, AKI BMKOPMUCTOBYIOTLCA XYAOXHWKaMM AO1s pernpeseHTauii cBiTy
CHOBUAiIHb — IIOAMHA, AKA CNUTb, AP0obMHA AKOBA, COBU Ta PiI3HOMAHITHI FTBUHTOBI cx0AM. 3a3Ha4YeHi
MOTMBM 3yCTPiYatoTbCA Y POBOTI aHMNINCbKOro XyAoXKHMKA FeHpi Pro3eni «HiyHui Kowmap» (1781),
B 0dOopTi icnaHCbKoro xyaoxHuKka ®paHcicko MNoi «CoH po3ymy MOpOoAKye 4yaoBUCbK» (1799) i3
uMkay «Kanpiyoc» Ta y pobOTi aHMNINCbKOro XydoxHwWKa Binbsma bBnelika «pabuHa AKoa»
(1799-1806). Lle Tpu TMNOBI NPUKNAAU TOTO, IK iIHTEPMNPETYBA/IN COH B XKUBONMUCI y KiHUi XVIII — Ha
no4yaTky XIX ctonitta (Heraeus S., 1998, p. 139).

3miHa nornagie y TAymadeHHi cHoBuAiHb BiabyBaeTbca y XIX cToniTTi, ika TOpKHynacs i
dpaHLUy3bKOro cycninbctBa. Y uen Yyac y Ppanuii popmytoTbes ABi TpaauLii BUBYEHHA CHiB. barato
npodeciiHux nikapis, Nncuxonorie Ta pinocodis ctatoTb «scientists of dreaming», Aki, nepw 3a Bce,
aHani3yBann CHWM 33 AOMNOMOTOI HAyKOBWUX METOAIB — IHTPOCNEKLii Ta ekcnepumeHTy (Morgese
2019, p. 5). IHwWa rpyna gocnigHWKIB CHOBMAIHb BKAOYaNa BigOMMX Ha TON Yac KyNbTyPHUX Aiadis,
yacTo 3i BYUeHUMM 3BaHHAM. Lli «dreaming scientists» po3pobasanu nesHi TpeHAM y NCUXONOTii CHIB
Ta cnocTepiranu BAacHi CHOBMAIHHA, 3anucyloun iX A0 HiYHMX woaeHHukis (Carroy 2019, p. 22).
Came AisnbHICTb OCTaHHIX CNpUYMHMAA NoaBy ocobamBoro Buay nybaikauih — COHHUKIB, SIKi oapasy
OTPUMANM CXBajsEHHA Ta 3aLiKaBNEHICTb cepepg 4mTaubKoi ayauTopii. Mpotarom XIX cTonitra y
®paHuii HabyBae NonynApHOCTI CNOBOCMOAYYEHHS «KAOYI [0 CHOBMAiIHb» AN NO3HAYEHHSA
0COBNMBUX KHUT-CNOBHMKIB, 332 AOMOMOrO AKMX CHOBMALI MOrAN po3WMPPOBYBATU 3HAYEHHA
nobayeHnx oHipnUYHMX 0bpasis i CUMBOJIB Y BAacHUX cHax. (Carroy 2019, p. 21).

OaHUM i3 Halbinbwmnx BigKPUTTIB Yy cdepi AOCNiAKEHHA CHOBMAIHb CTana AiAnbHICTb
dpaHLy3bKoro npodecopa i BueHoro Anbdppeaa Mopi (1817-1892). Moro pyHAaMeHTanbHa npaus
«COH Ta cHOBUAiHHA» (1861) NOKNana NOYaTOK Cy4aCHOMY BMBYEHHIO OHipuyHoro ceity (Lusty &
Groth 2013, p. 65). laei Mopi WoA0 NPUPOAN CHIB Ta NCUXONOTIYHUX MEXaHi3MiB iX yTBOpPEHb
BifirpatoTb BaXKAMBY POJib Y PO3YMiHHI OCHOBHMX MOTUBIB ¢paHLy3bKOi BidyanbHOI KyabTypu XIX
CTONITTA. Ha AYyMKY BYEHOrO, y CBIiTi CHY GOpPMyIOTbCA HOBi 3aKOHW MPOCTOPY, Yacy Ta COLiaNbHUX
YMOBHOCTEN — TaM «BCe HOBE, AMBHE, N03a HalUMMM 3BUYHUMM yABAeHHAMKY» (Heraeus S., 1998, p.
141). OHipnyHi 06pasu, fAKIi BMHWKAlOTb YyBi CHi, He € BuNagkoBMmu. BoHum € cneuundiyHolo
BiANOBIAAI0 NCUXIKM NIOAWMHM Ha Ti nogii, wo 3anam’ATanuca i BpaswaM cCHOBMALUA nNig 4ac
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HecnaHHA i 6yan 3abyTti 3 yacom. Mopi cTBepAKYE, WO AMBHE | HOBe B 0bpasax CHOBUAiHb €
pe3ynbTaTOM TOro, AK CEHCOPHI CTUMYAN 36MPatoTbCA, FPYNYHTbCA Ta KOMBIHYOTLCA, @ NaM’ATb €
BMpilLanbHUM reHepaTopOM CTBOPeHHS cHiB (Heraeus S., 1998, p. 141). 3aBASAKK CBiTYy CHOBUAiHb,
AKI NPOAYKYTbCA PaHTAaCTUYHI Bi3yasibHi 06pa3m, y PppaHLy3bKOMY KMBOMUCI 3'ABNAETLCA HOBE
MOKONIHHA XYAOMHWKIB, AIKi OyNM 3aLiKaBNEHHI Yy BUBYEHHI Ta BigobpaKeHHi HecBigomoro.
Benukin xeuni nybnikauin npo emnipMyHe AoCNigXKeHHA CHOBUAiIHb NepeayBana TBOPYICTb
dpaHLy3bKOro XygoxHuKa Ta rpadika MaH-*Kaka lpaHBina (1803-1847), akuin po3pobus HoBe
XyOOXHE bayeHHA Ta penpeseHTalildo CHOBMAIHb Yy XuBonwuci. e ao nybnikauii BakansBumx
HayKOBMX Mpalb 3 TNYMA4YeHHA CHiB BiH 3ocepeamBcAa Ha 300parKeHHi BHYTPIWHLOI npupoamn
CHOBMAiHb Ta ix 0bpasiB. Y 1847 poui, HeBAOB3I NicnA cMmepTi XyAOKHWUKA, GPaHLY3bKUIA KypHan
«Le Magasin pittoresque» onybnikyBaB ABi Moro rpaBopyn — «lepwmnin COH: 3N104UH | Kapa» i
«pyrnin coH: nporynaHKka B Hebi» (Heraeus S., 1998, p. 137). Li aBi octaHHi pobotn paHBiNb
BCTUT HagicaaTM roOBHOMY pefaKkTopy XypHany Egyapay LLapToHy pasom i3 Auctamm, B AKKUX
aBTOpP PO3’ACHIOBAB CBOE HayeHHA CBITY CHOBWUAIHb Ta MEXaHi3MN YTBOPEHHS OHIpUYHUX 0bpasis,
AKi By penpe3eHTOBaHi Ha 3a3HaYeHMX rpaBlopax.
5 1 Y nepwomy nucti go LWapToHa XypoXHUK
ONUCYE CBOK MNepwy HaAicnaHy rpaslopy Ta
PO3MIpKOBYE Hag, | HA3BOK, MNepepaxoByoUn
OeKinbKa BapiaHTiB, BiH 06Mpae «HiyHi BMAIHHA Ta
TpaHcpopmaluii» (Le Magasin pittoresque 1847, p.
210). nMpote, paHa poboTta [paHBiNAa byna
onybnikoBaHa nig iHWOIO Ha3Bow, AKy obpaB Ta
3MiHMB pedakTop XypHany Eayapa LWaptoH -
«Mepwmnin coH: 3/104MH i Kapa» (In. 1). Y cBoemy
3BEPHEHHI 0 peaaKuii XyAoXHUK TAKOX 3a3Hadae
NpPo HaMpAMOK nepernsay rpaslopu, Akui Tpeba
noYMHaTM 3ropuM CTOPIHKM Ta cnigyBatu 33
NaHutorom obpasiB 4o HWM3y kKomnosuuii (Le Men
2017, p. 43). Uen naHutor oHipuyHUx obpasis, AKi
nepexKmMBaloTb NeBHi aedopmauii Ta NnepeTBOpPeHHA
OAMH B iHWWI, GOPMYIOTb CIOXKET HIYHOTO KOLMapy.
JINCT cTae cBOEPiAHMM eKdpPasnCoMm, iIHCTPYKLUiED a0
PO3YMiHHA Ta ONUCYy TOro, WO BiAOyBAETbCA Ha

1. 1 Kan-¥ak [parsins «Mepwudi com: rpaBlopi XyAoXKHWKa. [paHBiNb Aa€e npaBo rasgady
37104UH i Kapax, 1847 p. obupatn, AK iHTepnpeTyBaTU AaHy icTopito: «4Yu ue

© Metropolitan Museum of Art KoWwMap OAUHN, AKY MY4UTb JUE AymKa Mnpo
3104MH? YM ue coH ybuBLi, AKOro nepecnigye

KaaTTa? Obupalite cami» (Le Magasin pittoresque 1847, p. 211). KoxeH 0bpa3 xyA0XKHUKa Hece y
cob6i cMMBONIYHE 3HAYEHHA | NepeXKMBAE NeBHI meTamopdo3un. XpecT, NepeTBOPIOETLCA HA POHTaH,
AKMN HabyBae dopmm Meva npasBocyans, a Basa, WO yBiHYyBasna ¢oHTaH, — HabyBae dopmy
CYAAiBCbKOro KoBMakKa. Mpogosyroun naHutor gebopmauiit, NpaHBiNb ONUCYE, AK 3i COHMY PYK
BMHMKAE pyKa NpaBoCyAAs, AKA o4pasy X TpaHchopMyeTbea y Tepesun (Le Magasin pittoresque
1847, p. 211). OgHa 4awa TepesiB NEepPeTBOPHETbCA HA OKO, SIKE MNOYMHAE NepecnisyBaTu
BMHYBATLA 3/104MHY — BiH 3 YCiX CUA TiKa€, ane CTa€e XKepTBOK Kapu B yocobaeHHi BENNKOT pubu.
Came y UiN cueHi COH AocArae HaMBULLOIO CTYMeHs Xaxy. XyAOXHUK MNiAKPECAOE CUMBOAI3M
Bi3ya/ibHMX 06pa3iB CHy, CTBOPIOOYM 3pO3yMini meTadopu: XpPecT, AK CUMBOJ 3/I04MHY; Tepesn i
Mey, AK 3HAKM NPaBOCYAAA; OKO — KaATTA, AKe NOCTiMHO nepecnigye sbusuto; pnba — Kapa, AKa
HeBiABOPOTHbO HacTae (Renonciat 1985, p. 283). [paHBiNb, AOCNIOXKYOYM CHOBUAIHHS,
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3ocepeamBca Ha BifobparkeHHi MexaHi3miB YyTBOPEHHA CHY Ta OHipUMYHUX 06pasiB, AKi HabyBatoTb
neBHUX TpaHchopmaLin, gedopmalin Ta CTBOPHOOTb EAUMHWUI NAHUIOr NPegMeTiB, CUMBONIB i
acouiauin ysi CHi.

Y pgpyromy aucti [paHBiAb OMNUCYE CBOHO
HacTynHy rpasiopy «Jpyruii COH: MPOryisHKa B
Hebi» (ln. 2). BiH npocuTb rnagava yaABUTM COH
MONOAOI AiBYMHKM, AKA 3a bBnigoto xmapoto 6aunTb
cpibnacTnin niemicaub (Le Magasin pittoresque 1847,
p. 211). | panTom Lel niBmicALb NEePeTBOPIOETLCA Ha
rpu6, a NOTIM y AMBHY NAPaCONbKOMNOAIOHY POCNUHY.
LA pocnmHa gedopmMyeTbca y 3BMHaNHY NapacobKy,
AKa B MNOAANbLIOMY TPAHCHOPMYETbCA Y HIYHOrO
nTaxa — cosy. [Jani XyAOXHWUK NPOAOBXKYE oONucC
[OBroro NaHuUlora OHipn4HMX obpasis, AKi 6auuTb
CHOBUAELb. Y KiHUi CBOIX KOMeHTapiB A0
306parkeHb [paHBifb 3a3HaYaE, WO cnoraau AiB4nMHM
YyBi CHi CTBOPIOIOTb OCOO/MBUIA acoLiaTUBHUA pAg,
npeameTiB, AKi BOHa morna 6aynMtv y peasibHomy
CBiTi: HANpPWKAa4, Ha NPOryaAHUi y Noai BOHa moraa
3yCTPITM OTPYMHWUIM Tpub | YarapHuK y Burnagi
napacosibKu; cpibnacTMin micaup BoHa cnornaagana

BBeYEpi, KoM nopAn 3 Hew npositana cosa; a In. 2 Kan-*Kak pareine «/pyauli coH:
napacosibKa y Len AeHb CAYyXKMAa i ANna 3axmcTy Big npo2ynaHKa e Hebi», 1847 p.
AcKpaBoro coHua (Le Magasin pittoresque 1847, p. © Metropolitan Museum of Art

211). Came y ujK pobOTi  XyAOXKHMKA
NPOCNiAKOBYETbLCA MOro roJioBHa igeA  wopAao
acoUiaTUBHUX NAHLIOXKKIB Ta MexaHiamiB poboTtu
nam’saTi nig, Yac CHOBUAIHHA. [PaHBINb, AK XYAOKHUK
i AK [OCNiIgHUK CHOBWUAiHbL, HAro/OWYBaB Ha TOMY,
WO NOANHI HE MOXKe HAaCHUTUCA NpeagMeT, obpas un
AYMKa, fKi BOHa He 6aumnia uM He NpoayKysana y
CTaHi HecnaHHA, Ui 06pa3n MOoXyTb 3abysaTucsa 3
4acom, a NOTIM BMHMKATM YBi CHaX, YTBOPIOKOYUM
Pi3HOMAHITHI acouiaTMBHi pAgM Ta QaHTaCTUYHI
OHipnyHi cumeonun (Renonciat 1985, p. 282). Csit
CHOBMAiHb [paHBiNA, SAKWKA BiH BIATBOPIOE Ha
rpaBltopax, Ue Bi3yasibHMIM MNOTIK CBiZOMOCTI, Mig Yac
AKOro oAMH 06pa3 PO3YMHAETBCA B iHWOMY, TUM
CaMMM CTBOPHOKOYM HOBI GAHTACTUYHI TpaHCchopMaLii
npeameTis Ta AymoK. [pastopu [paHBina — ue
i4eanbHUIM NPUKNAA, TOro, AK MOCTYNOBO 3HMKAOTb

3ano3nyeHHa moTumeiB Y leHpi Pro3eni Ta PpaHcicko
loi Ha KOpWUCTb cy4acHoOro norasagy Ha cHu (Heraeus
S., 1998, p. 139).

In. 3 Bikmop lozo «Mepexcuso i npusudu,
1855-1856 pp.

© Maison de Victor Hugo — Hauteville
Mpote, MPaHBiNb 6YB HE EANHUM XYO0XKHUKOM, House

TBOPYICTb AKOro Oyna noB’A3aHa 3  HOBO
penpe3eHTaLlield CHIB Yy ¢paHLYy3bKiin BisyanbHin KynbTypi. padiyHe mucteutso PpaHuii XIX
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CTONITTA NEpPeTBOPUIOCA HA NOJIe EeKCNEPUMEHTIB Ta MOLIYKY HOBATOPCbKMX 3acobiB BiATBOPEHHA
CBiTY CHOBWUAiIHb ans baratbox muTuiB. Cepes HUX — NUCbMEHHUK BikTop MNoro Ta rpadik OainoH
PenoH, AKi TakoX 6ynu 3aLiKaBAEeHHI Y AOCNIAMKEHHI CHOBUAiHb 33 A4ONOMOrOK HE3BUYHUX TEXHIK
306parKeHHs.

Bu3HauyHa nitepaTypHa cnagwmHa ¢paHLy3bKoro nMcbMeHHWKa BikTop Moro (1802-1885)
3aTbMapuna ToM ¢aKT, WO BiH TaKoX OyB i TaNaHOBUTUM XYAOXHUKOM. MuTeub aKTUBHO
BiABioyBaB «table-turning» — chipiTUYHI ceaHcM Ta LiKAaBMBCA NPUPOLOID CHOBUAiIHb, NPO WO
CBiAYaTb MOro YMCNEHHi 3anucK CHiB y ocobuctomy woaeHHUKY (Heraeus S., 1998, p. 146). Li
baKTOpM BNAVHYAN HA TEMATUKY MOro pobiT, B AKMI aBTOP HAaMaraeTbcA BiATBOPUTU NOTOMBIYHMI
CBIiT Yepes NUCbMO Ta *KMBONUC. EKCnepMMeHTU XyAOXKHUKA Y rpadivyHOMY MUCTELTBI TOPKHYAUCA
He Anwe npegMmeTy 306paXKeHHA, a 1 TEXHIKK ix BigTBOpeHHA. [0 3BUYHUX maTepianis — Byrinns,
rpadity Ta YOpPHWUA, BiH 404AB LAWK pAL iHWMX PEYOBMH: KaBy, Cifib, CNAJIEHUIA Nanip i caxy,
MaNCTEePHO iMITylOuM CTPYKTYpy 306paxeHux npeametis (Graham 2017, p. 366). Ane
HaMuUiKaBiwo y noro rpadiyHnx poboTax cTana rpa XyAoXKHWKa 3 BiIbHUMUM acouiauiamn, AKi
3MIHUAWN TOAILWHI YABNEHHA NPO NPOLLEC CTBOPEHHA KapTUHU. Mtoro 6pM3KaB YOPHMAOM Ha nanip,

W8 nocunas cinno  cBiXY ¢apby, pobuB BiAOUTKK
Pi3HOMaHITHUX NpeameTis, nonepeaHbO 3aHYPUBLLK
IX Y YOpPHWAA YK ryall, Ta CKNa[aB apKyLLi, MOKM BOHU
6y We BONOrMMU; 3a3BMYal BiH HE 3a/MLIAB Ha
nanepi BiATBOPEHiI Takum cnocobom dopmu, a
BUKOPUCTOBYBaB X A4/a nogasnbluoi pobotn Ak
axepeno HatxHeHHs (Heraeus S., 1998, p. 146).
Hanpuknag, y po6oti 1855-1856 pokis « MeperKunBso i
npusngu» (In. 3) XyOoXKHUK cTBOptOE 06pa3 3a
AOMOMOrol0  BiAOUTKY MEpEeXMBHOI TKaHMHU Ha
nanepi, AKy BiH nonepeaHbO 3aHYPWUB Y YOpPHMAA.
loro, A[o0[aBWM  KilbKa  AKUEHTIB  BYFiNAAM,
NepeTBOPIOE YHOPHU/IbHUIM BiAOUTOK Y XMMEpPHi MacKu
Ta CTpawHi 06/M4ya, WO Haragann XyaoXKHUKY
npueugis. padiyHi  mantoHkM  Toro  cranum
CBOEPIAHOI nNpOEKLUielo ¢aHTasih aBTopa npo
ippeanbHUn CBIT, HaceNeHUn HEBUAMMUMU CUNAMU
Ta JKaxAMBMMW iCTOTaMK, Yy AKi TBepao BipuB
XYOOXHUK. Y cBOiIX memyapax [toro onucysas
HaA3BMYaAMHE 3aXONNEHHA CeaHcamu CnipuTusmy, y

AKMX aKTMBHO 6paB y4yacTb, | TakMM YMHOM
3MiLHIOBaB CBO Bipy y NoTolbiuHi asmMwa (Monroe
2008, p. 196). IHTepec A0 CHOBWUAjiHb, CMiPUTUUYHUX
CeaHciB i Bipa B icCHyBaHHS HEBUANMMUX CUJ, AKi BNAMBAIOTb Ha NH0AMHY, CGOPMYBaIN OCHOBHY iaeto
XYZAO0HbOi TBOpYOCTi MNOro — igeto0 BMNAAKOBOCTI. Y CBOIM TexHili HanucaHHA PoOBIT XYA0MKHUK
MOK/MaAaBCcA Ha €/eMEeHTU BUMALKOBOCTI: BiH He MIir MPOKOHTPONIOBATM, AKMM CaMe YMHOM
YOPHWIO PO3MOAINUTLCA Ha nanepi Ta AKi NpM UbOMY BUHUKHYTb dopmm Ta obpasn. 3siacu
YHIKanbHICTb MAa/IlOHKIB Xy[0XHWKA, AKI penpe3eHTyloTb HOoBe 6GayeHHA npouecy CTBOPEHHSA
mucTeuTBa. Ha gymky Moro, BU3Ha4Hi Xy40XHUKM MatOTb MOKAAAATUCA Ha 4O BUNAAKOBOCTI Y
CBOi TBOPYOCTi, Y UbOMy i nonarae ix tanaHt (Graham 2017, p. 366). EkcnepumeHTn loro 3
«BUMNAAKOBICTIO» Ta CTBOPEHHA HOBOI TEXHIKM 306paxKeHHA NOToMbIYHOro Ta ippeasibHOro NoKAaAun
no4yaToK GOPMYBaHHIO CIOPPEaNiCTUMHUX TEHAEHLUIM Y MUCTELLbKOMY XUTTi PpaHuii BXKe y apyrin
nonosuHi XIX ctonitrA.

In. 4 O0inoH PedoH «bauyeHHA», 1879 p.
© Museum of Modern Art
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dpaHUy3bKU XYAOXKHUK Ta rpadik OpainoH
PegoH (1840-1916) y cBOIM TBOPYOCTI TaKOX
3BEPTAETbCA A0 iHTepnpeTauih CHOBMAIHb 3a
[0NoMOroto BisyanbHOi moBu. lpotarom 1870-x i
1880-x pokKiB PenoH p[oCHigXye YOPHUA Konip,
CTBOPIOOYM  HyapHi  rpadiyHi  ManoHKKM, Ta
eKcnepuMeHTye, AK i Biktop ltoro, 3 Tekctypamu Ta
maTepianamu — BYFiNNAM, YOPHOK Kpenaow Ta
yopHoto nactennto (Daly et al. 2019, p. 1). OHipUyHi
06pasu KaxiB HOYi, TeMHUX $aHTa3iN Ta TAEMHUYUI
CBiT TiHEM CTanu  NenTMOTMBAMM  TBOPYOCTI
XYAOXHMKa. Moro nepwwuit  anbbom  HyapHMX
niTorpagin 6y onybnikoBaHuin y 1879 poui nig
Ha3BOK «Y CHax». BiH cTaB cBOEPiAHMM MaHipecTom
XYAOXHUKA. [lecATb MantoHKiB, AKi BXoJATb A0
30ipKK, paloTb rAagadyam BifYyTM TAEMHUUMIA CBIT
CHOBWMAiHb, AKMI XYA0XHUK CTBOPIOE 332 AONOMOrOH
KOHTPACTy TEMPABU 3 ACKPABUM CBITNIOM, TPMBOXKHOI
6esdopmHOCTi npeametiB, iXx nepebinbleHo
MOHYMEHTaNI3aLiEl0 YM 3MeHleHHAM (Hauptman
2005, p. 36). CUMBO/IIYHOIO A/151 CAMOTO XYA0XHUKA €
oAHa 3 niTorpadin anbbomy «Y cHax», AKka pO3KPMBAE
OCHOBHI igelHi pywii TBopyocTi PegoHa. Y
Moro poboti «baueHHs»  (ln. 4)
LUEeHTpanbHMM 06pa3omM MOCTa€ TiraHTCbKe
OKO, fIKe CMNpPAMOBYE CBili mornag Bropy, y
HeCcKiHYeHHYy TempABy. BoHO cumBoOnizye
HamaraHHA XyAOXHWKA 3a3UPHYTM Aaneko
33 Mexi  BMAMMOrO Ta  OCATHYTU
HalNoTaeEMHiLLi YaCTUHU NH0ACbKOI
niacsigomocti. PefoH HeHaye MOCTiIMHO
3aMUCNIIOETLCA HAA, NapaZloKCOM TOro, fAK
HeocAXHe MoXKe 3Haxo4MTUCA B
obmexeHoMy nNpoOCTOpi, NPOTUCTABAAOYMU
LUbOMY NPUPOAY NOACBKUX AYMOK i BayeHb,

In. 5 O0inoH PedoH «Cnbo3u», 1878 p.
© Museum of Fine Arts in Boston

obmerKeHy NOACbKMM TiIOM, a TOYHiWe
ronosoto (Berman 1970, p. 72).

liraHTCbKi O4Yi Ta ronoBU — LE NOCTINHI
HaB’A31MBI MOTUBM TBOPYOCTI XYAOMHMKA, BOHW 3’'ABNAKOTbCA Ha MOro rpaBlopax y BUrnaAgi
MOHCTPIB, AKi HacensawTb OHiPMYHWI npocTip. Hanpuknag, CBIT HiYHMX KowmapiBe PeaoH
penpeseHTye 3a A40MNOMOrOK 4YyAepHaubKUX icTOT 3 Kpunamu. Lli BennyesHi Kpunati ronosu y
BUINAAI MOHCTPIB, AKi MPUCYTHI Ha GiNbLWIOCTI POBIT XyA0XKHMKA Y MOro HyapHUI nepios TBOPYOCTI,
He TiNbKK BiATBOPIOKOTb TAEMHUYMNIA CBIT CHOBUAiIHb Ta HIYHMX XKaxiB, a i € NPAMMM 3BEPHEHHAM
PepoHa Ao aHTMYHOI midonorii. Ha rpastopi «Cnbo3m» 1878 poky (ln. 5) xynoxHUK 306pakye
BEe/IMYE3HY KPWNaTy rosoBYy, AKa 3aMMa€E MaWKe BCHO KOMMO3WLiO MantoHKa. Llen obpas €
BiACMNIKOIO A0 p[aBHborpeupkoro 6ora cHy — [iNHOca, SKOro B aHTMYHOMY MMCTEUTBI 4YacTo
306parkyBanu 3 Kpunatoto ronosoto (Druick et al. 1994, p. 126) (1. 6).

In. 6 PumcbKa Konia 2ono8u 3i cmamyi FinHoca
© British Museum
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AKwo BikTop ltOro CTBOPIOE CBOIX XYAOXKHIX
«MOHCTpPIB» 33 [0MNOMOro BigOWUTKIB YOPHUA, AKi
XaoTMYHO dopmMyBanu cuayetu 3aragkosux oiryp, To
PenoH nigoae  npamiin  TpaHchopmauii  Ta
meTamopdoszam peanbHUX iCTOT 3 POC/AMHHOrO Ta
TBapuHHOro cBiTy. L 06pa3u, sAKi KaxatloTb
nepeciyHoro rnagava, XyAOXKHWK 3ant0bKM Ha3MBaB
CBOIMM «MOHCTPaMM», AKi BMHWKANM B pe3ynbTari
NoeaHaHHA 6e3amexkHoi ¢aHTasii rpadika 3 1oro
3axOnJeHHAMW Teopieto eBoAntoUii, fAKa HabyBana
nonynapHocTi cepes GpaHLy3bKOro CycninbCrBa vy
XIX cronitti (Larson 2003, p. 24-25). PegoH 6yB
npuxuabHUKOM  Teopii [apsiHa, BiH aKTUBHO
BigBiAyBaB feKUii 3 MNPMPOAHMYMX HAYK Ta
03HAaMOMMBCA 3  KONEKLiAMM Ta eKCnoHaTamw
HauioHanbHOro myseto NpMpPOAO3HABCTBA Y Mapui.
Moro po6ota Byrinnam nig Hassoto «Monin cHy» 1885
poky (ln. 7) € 4yymaoBMM nNpuUKNAAOM MOEAHAHHA
OHipuuHMX daHTa3iit aBTopa 3 MOro 3aLikaBAeHICTIo In. 7 OdinoH PedoH «[lonin cHy», 1885 p.
TeopiaMn eBoNoLIT Ta NPUPOAHUYMMM HayKamun. 3 © Museum of Modern Art
KOLUMApHUX CHIB nepes HaMu MOCTa€E JHOACbKa
ronoBa 3i 3MienogibHMM XBOCTOM, 306pa*KeHHA AKOI € MOLWMPEHUM CHOXKETOM Y TBOPYOCTI aBTopa
0cob611BO B Nepios MOro 3HAMOMCTBA 3i CBITOM MPUPOAHUYMX HayK. Y paai cBoix rpaBtop PepoH
3BEPTAETLCA 0 NOHATTA «MNOAINY», AKUIA 6ionorn BiAHOCMIN A0 OAHOKAITUHHUX OPraHi3MiB Ta AKUI
6yB npeametom 6aratbox HayKoBux gochigxeHb y XIX ctonitti. OgHy 3 Harnepwmnx Gopm KnUTTA
[OBro He MOrM KnacudikyBaTh: He 30BCIM POC/IMHA, HE 30BCIM TBapuMHa — BOHa byna BuaineHa
HaTypanicTaMn AK cMmBON 6e3pOPMHOCTI Ta HE3PO3YMINOCTi, AKUA AKTUBHO BMKOPUCTOBYBAB
PenoH ana 3o6bpaxkeHHA 6esTinecHoro ippeanbHoro cBiTy (Lucy 2009, p. 25). YopHuir Konip Ta
MalXe HenporaagHa 3aTemHeHicTb oirypu HaBiloe rAagady crTaH TPUBOXHOCTI Ta oOcCTpaxy.
ATmocdepHa TempaBa Ha AaHili rpaBlOpPi XyOOXHWKA CTAa€ OCHOBHMM Ta CaMOCTIMHMM HOCIEM
CeHcy, abCTpaKTHMM BMPA30OM CBiTY HECBIAOMOrO Ta OHipUYHOTO.

OmKe, y XIX cronitti BiabyBaeTbcs ¢GOpMyBaHHA HOBOFO XyAOXHbOro 6ayeHHA Ta
penpeseHTaLii CHIB i iX OHipnYyHOro nNpoctopy y GppaHLy3bKOMY *KUBOMUCI. 3pOCTaHHA iHTepecy Ao
BHYTPIWWHbOrO CBIiTY AOAUHW, ii Pi3ioN0OriYHMX Ta NCUXONOrYHUX NPOLECIB NPU3BENO A0 NOABU
BE/IMKOI KiNbKOCTi inocodpcbKnx Ta MeaMYHUX TPAKTaTiB, MPUCBAYEHUX BUBYEHHIO CHIB 3a
AONOMOroH HayKOBMX MeTOAiB. BoaHovac ¢paHuy3bKe CycniNbCTBO NOYMHAE AaKTUBHO LKAaBUTUCA
TAEMHWYOIO NPUPOAOID CHOBUAiHDL, WO MNPU3BOAUTL A0 MOMNYAApPM3aLii COHHUKIB Ta CNiIPUTUYHUX
ceaHciB. CBOEPIAHMMWN AOCAIAHMKAMW CHIB CcTatoTb i dpaHUy3bKi XyaoxKHUKM XIX ctonitra — HaH-
"ak lpaHBinb, Biktop lNoro ta OginoH PenoH. BoHM 3anucytoTb B/IAaCHI CNOCTEPENKEHHA, BeAYTb
HiYHI WOAEHHWNKM Ta penpe3eHTyoTb TAEMHUYNI OHIPUYHKIA CBIT 33 AOMNOMOIOLO Bi3yasibHOI MOBM.
Ona HUX CHOBUAiIHHA NePEeTBOPIOETLCA Ha AXKEPENO HECKIHYEHHOI daHTasil Ta HaTXHEHHS.

dpaHuy3bKi rpadikm XIX ctonitta, MaH-HKakK paHBinb, Biktop lMNoro n OginoH PeaoH, y cBoil
TBOpUOCTi ByAn 30cepeaKeHi Ha BHYTPIWHIX MexaHi3max cHy. IX uikaBuio Te, AK Bifobpasutu
B32EMOi0Tb NpeameTiB i 06pasiB y ippeasibHOMY NPOCTOPI, KON CBiAOMICTb 3aHYPIOETLCA Y COH.
Li XyAOXHUKK BigHAWLWAM HOBe Bi3yasibHe CNPUUHATTA | XYAOMKHIO penpe3eHTauild CHOBUAIHb.
Came ntoacbKa NiacBigomictb NOpoaXKY€e paHTACTUYHI TpaHchopMalii Ta aepopmalii npeameTis Ta
peyen y CHax, AKi AN1A KOXHOro CHOBUALA MALOTb B/IACHE CMMBOJIIYHE 3HAYEHHA Ta TIYMAYeHHA.
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Y TBOpYOCTi dpaHuy3bKoro rpadika MaH-Maka [paHBiNA MOro TanaHT KapuKaTypucTa
NOEAHYETbCA 3 MPUHLMMNOM acoujialiii, 33 A4ONOMOrot AKUX BiH BigoOparKye Ha CBOIX rpaBlopax
HenepepuBHUM NAHLIOT iAeN Ta NIOACBKUX AYMOK, AKi rpynytoTbCa i TPAHCPOPMYIOTLCA B OKpemi
OHipUYHi 06pasu Ta cumeonu. BiH cTBepArKyBaB, WO came Nam’aTb Bifirpae KNOYOBE 3HAYEHHA Y
MexaHi3aMax CHOBUAiHb | NPOAYKYE BXe 3HaloMi CHOBMALO 06pasu, AKi BiH 3ycTpiyaB y peanbHOMY
CBiTi. EKCcnepumeHTH BikTopa MNoro 3 TexHiKor 306paKeHHs npeaMeTiB BiAKPWUAN HOBIi MOXKANBOCTI
ana dpaHuysbKkoro mucteursa XIX cronitra. Moro ines BunaaxkosocTi, Bipa y HaANpUPOAHi cuam Ta
3aHATTA CAIPUTUYHUMU CeaHCaMM BNIMHYAN Ha TEMATUKY ManIOHKIB XyAOXKHUKa. BiH penpeseHTye
ippeanbHUn CBIT METOAOM HaHECEHHS YOPHWUAbHUX BiAOUTKIB 3 PiISHOMaHITHUX NpeaMeTiB, TUM
CamMMMm, 4,03BONAKOYN A0NI BUMAAKY Ta BNAMBY ebeMepHUX CUA, CTBOPIOBATM GAHTACTUYHI COXKETH
noro rpastop. JlentmoTmeom pobit OginoHa PenoHa cTae inea 6e3mexHOCTi NI0ACBKOro po3ymy Ta
daHTasii, AKi Po3LWMPIOITL MeXi Yacy i NPOCTOPY MiXK peanbHMM Ta ippeanbHUM cBiTom. Ob6pasu,
AKi HaCeNATb el OHIPUYHKUIA NPOcCTip, y PeAoHa TicCHO NOB’A3aHi 3 MOro 3aXoNAeHHAMM aHTUYHOO
micdosiorieto Ta eBoNtoUINHOK Teopieto [apBiHa. Y CBOiX rpaBlopax XyAOXKHUK CTBOPIOE OHipUYHUX
«MOHCTPIB», MOEAHYIOUYM BAACHI KOWMAPK Ta CTPAxXM 3 AOCATHEHHAMW NPUPOAHUYMX HayK XIX
CTONITTA.

OianoHicTb PpaHuy3bKkux rpadikis apyroi nonosumHu XIX ctonitra — MaH-Maka lpaHsing,
BikTopa lNoro ta OginoHa PeaoHa, ix HOBAaTOPCbKI Nigxoau A0 306parkeHHA CHOBUAiHbL Ta cdhepwm
HEeCBigOMOro BNAWMHY/N HA NOAANbLUNIA PO3BUTOK CHOPPEANiCTUYHOIO MUCTeLTBa. MowyKn HOBOI
iHTepnpeTayii npupoan cHis y XIX cToniTTA 3aBepllyeTbCA BMXOA4OM GYHAAMEHTANIbHOI NpaLi
aBCTPIACbKOro NCUMXO0AHANITMKA 3urmyHaa Pponpga «TnymayeHHA cHoBuAiHb» (1900), a
NoAasnblUMit PO3BUTOK XYAOXKHbOI penpeseHTalii CBiTY CHY CTAE TiCHO MOB'A3aHMM 3 PyXoM
cloppeannicris.
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OHipunyHi 06pasum y TBOpUOCTi PpaHLy3bKUX XyaorxKHuKis XIX cronirta

Y cmammi po3ensdaemoeca meopvicms npedcmasHUKie (paHUYy3bKo20 2pa@iyHo20 HUBONMuUcy —
HaH-aka MpanHsins (1803—-1847), Bikmopa Moeo (1802—1885) ma OdinoHa PedoHa (1840-1916),
AKI cmMasnu OCHOBOMOMAOHHUKAMU HOB020 MAYMAYeHHA CHOBUOIHb y mucmeymsi XIX cmonimms.
lMpoaHanizosaHo Kaw4osi pobomu OaHUX XYOOMHUKIB, 8 AKUX pernpe3eHmo8aHO C8im CHYy 3a
00MoOMO20K0 KOHKpemHux OHipu4HUx o06paszie ma cumeonis. BuoKkpemsaeHo ocobausocmi
306paxceHHA CHOBUOIHb Yy (hpaHyy3bKomy epaghiyHomy mucmeuymsi Opyz2o0i nonosuHu XIX
cmosimma.

Y XIX cmonimmi nidsuweHull iHmepec 00 memu CcHOBUOiHb y ®paHuyii bys nos’azaHull 3
dianbHicmio  paHyy3bKo2o s4yeHoz2o Anbppeda Mopi (1817-1892). Mozo KHuea «CoH ma
CHOBUOIHHA» (1861) ideliHO 8nAUHYAG HA MBopYicMmb NPedCMaBHUKIE (hPaHUY3bK020 HUBOMUCY,
AKi 30 00ornomozoro 8i3yasnbHOi Mosu 00cnidxcysanu Hecsioome. PpaHyysoke mucmeymso XIX
cmonimmsa nocmynogo 8ioxodume 8i0 mpaduyiliHux esponelicbKux croxemie 306paiceHHA CHY
rnonepedHix pokis, AKi we 3ycmpiyaromecsa y pobomax leHpi ®ro3eni, ®paHcicko Foi ma Bineama
bnelika.

®paHuy3bki 2paghiku 30cepediyroms C80H0 ys8az2y HaA 306paxceHHi sHympiuHboi npupodu
CHOBUOIHb MA OHIPUYHO20 MPOCMOpy. Ix He uikasuau croxemu 3i CrAAYOH AOOUHOK — B0OHU MAsU
Ha memi NPoOHUKHymu y HalnomaemHiwi 4acmuHu s0CcbKoi nidcgidomocmi nid yac cHy ma
g8idobpasumu me, wo mam 8i0bysaemoca. BoHu 38epmaromoecs 00 inocopcbKux ma medudHuUxX
mpakmamis, npuceAYeHUX npupodi CHOBUOIHb, 3AXOMNAIOMbLCA CRIPUMU3MOM, B8UBYAHOMb
PI3HOMAHIMHI OHIPUYHI CMAHU — iIHCOMHIO, 2aaI0UUHayii, COMHambyni3m ma HiuHi kKowmapu. CHU
cmaromo 0xcepessoM HOMXHEeHHA ma HeCcKiHYeHHOI chaHmasii 048 ¢ppaHuy3bKux xyooxHukie XIX
cmonimms. BOHU nepemeopioromsca HA MUcmeubKux 00CAIOHUKI8 CHOBUOIHb, 8edymb Hi4Hi
WOOEHHUKU, 3anucyloyu  6/aCHi  CrOoCMepexeHHs. IX KapmuHu cmalome C80€PIOHUMU
pe3ysabmamu Uux OHIPpUYHUX Nouwykie. [JocnioxceHHs meop4yocmi npedcmasHUKi8 (paHyy3bKoi
epaghiku XIX cmonimmsa ma ix HoeamopcoKi nNioxodu 0o 306paieHHs CHOBUOIHb MAKOMX MArmMb
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8ax(UBe 3HAYEHHA 014 PO3YMIHHA BUHUKHEHHA MA PO38UMKY CHOppeasnicmu4Ho20 mucmeymaea
Ha noyamky XX cmoaimma.

Knruosi cnoea: coH, cHo8UOIHHSA, OHipu4Hi 0bpasu, *aH-*ak paHesineb, Bikmop oz2o, O0inoH
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“HIYOro HOBOr0”: LLE PA3 MPO HEMOX/IUBICTb INMOBA/IbHOI ICTOPIT MUCTELTBA
(komeHTapi A0 “KopoTKOi KHUXKKK Npo mucteuTBo” laHn ApHonbA)

lnna leBYUeHKO

‘Nothing New’: once again about the impossibility of a global history of art
(comments on Dana Arnold's ‘A Short Book About Art’)

lllia Levchenko

| started this text as a review of another ‘short history of art’ that | came across. ‘A Short Book
About Art’, written by the British art historian Dana Arnold, is a great example of the
popularization and practical application of new approaches to art history. Among them are
sociology, psychology of art, political iconology, gender art history and more. The researcher set an
ambitious goal. The work is dedicated to finding common threads that connect the art of different
geographical areas and demonstrate that the art of any period works in a similar way. We are
talking, as we see, about the global history of the arts. This story should cover all regions and give
a balanced representation of the cultures / arts of the different regions. However, the noble goal,
as a careful reading of the work showed, not only did not solve the problem, but also exacerbated
it. Non-European art is almost ignored. In addition, the researcher builds a typical pro-Western
narrative, where, however, the progressive approach is replaced by values. If progressivism was
the ‘dark side of modernity’, the ‘value approach’ involves the consideration of non-European art
exclusively from the perspective of Occidental values. Non-European art enters the narrative of
global art history through hybridization due to glocalization. At the same time, the glocalization of
art occurs in two ways. The first of them is passive. The projective vision of the researcher formed
by Western values simply does not notice and does not anticipate any difference between the
‘other’. Because of this, neither the ‘other nor its differences fall into the field of study. The second
way of glocalization is active. It involves the relocation and recontextualization of culture. It is
about moving culture in a familiar, acceptable to the researcher context (most often it is the
morphology of art, topic or phenomenology). Both options for glocalization involve the
implementation of an exclusion strategy, which makes it impossible to talk about global art history.
Global art history is possible only as a result of non-trivial decolonial optics. However,
decolonization as a postmodern project contradicts the modern idea of ‘short history’ and
centrifugal narrative.

Key words: global history, globalization, glocalization, art history, phenomenology, morphology of
art, ideology, aesthetics, art, work of art.

HeakapemiuHa ictopia mucreyrs
MepLw 3a BCe — YOMY BMHWUKNA HEOOXIAHICTb NMCATM OrNA4 HA HeaKaAeMivyHy, NONyAApPHY NpaLto 3
icTopii MUCTELTBA, AKa HE MAE HABITb TEKCTOBUX NOCMAAHbL?
Mo-nepwe, He cnig 3abyBaTh, WO YacTMHA 3HAKOBUX ANA AUCUUMNAIHM KHUXKOK i Bynu

odbopmM/IeHi B MOBHOLIHHY KHUMKKY NOCTPakTym (nepen TMm ue OyB KypC NEKUiM YU KOPOTKi
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HOTATKM, NUCaHI XaOTUYHO Ta HaBiTb TeNEBI3ilHI Nepeaadi, opopmaeHi 3roaom y TeKkcT). MeHe Tex
3aBXAW ApaTtyBano, wo uymtatoum Makca [soprkaka, [»koHa bepaxxepa um KeHHeTa Knapka He
3aBXAM € NOCUNAHHA, O4HAK Le BMMora ¢opmary.

Mo-agpyre, WBWMAKICTb i KiNbKicTb iHPopmauii, Wo cboroaHi 3'ABAAETbCA Ta LUMPKY/IOE,
YHEMOXMB/IOE afekBaTHe i onpautoBaHHA. OcTaHHIM 4Yacom “KopoTKi” icTtopii cTanm
HaA3BMYaiHO MOMYNAPHUMM. X NPUCBAYYIOTL Pi3HUM HanNpPAMaMM: KOPOTKa iCTOPIA AepKasBu um
CBiTy Hasaran, KopoTKa ictopia mucteutsa (¢doTorpadii, KiHO, KMBOMUCY) YM KOPOTKa icTopis
MUCTELTB i T.iH. Y3HaYeHeHHs icTopii, GOpMyBaHHA KIOYOBUX HAaNPAMIB, CTUANIB, AT, XYAOXKHUKIB,
AK Le He AMBHO, PO3BMBAETbLCA B YMOBAX MEPMAHEHTHOI KPUTUKM MPOCBITHULLBKOIO MPOEKTY Ta
KY/IbTYPU 3HAYEHHSA.

Monpu ue, TaKi KOPOTKI pPO3BiAKM 3aBAAKW AOCTYNMHOCTI MOBW BUKIALEHHA, 3MICTY,
MAKCMManbHO CMPOLLEHOMY MaTepiaibHOMYy [AOCBiAy YMTaHHA BogHoyac GopmyoTb Ta
BiZA3€PKa/IoITb OCHOBHI Napagurmm po3BUTKY AUCUMUM/IIHM HA NOTOYHUIA MOMEHT. [na aHanisy A
0bpaB KHWKKY [aHu ApHoAbA i3 KOMepuiiHO BUrigHOW HasBok “KopoTKa KHUMKKA npo
MUCTeuTBO”, ynepwe HagpykoBaHy Tate Publishsing 2015 poky. fAK i rogutbcs, Tpeba cKasatu
O€KiNlbKa CNiB NPO aBTOPKY.

OaHa ApHonbg, (Hap. 1961 p.) — npodecopKa ictopii mucteuts YHiBepcutety CxigHoi AHrAii
(University of East Anglia), 3anpolueHa neKkTopka AeKinbKox yHiBepcuTeTiB cBiTy. Xou B CV BOHa
nuwe, wo il GOKyc AOCNIAHMLbKOT PobOTM 3MilLEeHWI Ha icTopilo apxiTeKkTypu, ypbaHism Ta
KyNbTypanbHy iCTOpito, BU3HAuYUTM none pobotn JaHu ApHOnba retb Henerko. HayKomeTpuuyHi
6asn [aHWX nepenoBHeHi 1i TEKCTaMWM MPO  apXiTekTypy, icTopiorpadito icTtopii mucreurs,
contemporary art, mucteurso [lpy3ii, 6pUTAHCbKY ecTeTMKy i HaBiTb adpPMKAHCbKE MUCTELTBO.
CnoBom, gns cneuianicta HacTiNbKM “lWMpoKoro npodinto” ysarasbHEHa KHUXKa Npo icTtopito
MUCTEeLTBa € cnpaBai YynoBUM GOPMATOM, Y MEXKaX AKOrO0 MOXKHA 3aCTOCYBaTM TEOPETUYHI 1
$aKTONOrIYHI 3HAHHA.

[na 6inbWw feTaNbHOrO aHaNi3y NPOMNOHY CUHOMCUYHO OKPECINTU, AKY METY CTaBUTb Nepes,
cobor pocnigHuua: “Moa meTa — onmcaTu TyT iHWKNA Nornag, AKMA He NOB’A3YE MUCTEUTBO 3
yacom. MMig umum s po3ymito Te, AK Ham NOKa3aHo ¢i3nMyHi 06'€EKTM | SK MM NoZaemO ix rnagadyam”
(ApHonbg, 2022, c. 15). Ls TekTOHiYHA MmeTa 3yMOBAIE CTPYKTYPY KHUXKKM, 06’egHaHy
TeMaTUYHUMKM Brokamu: “CnornaganHa”, “Matepianun”, “Posym”, “Bigaanicts”, “Bnaaga”, “Crath”.

KpuTuka xpoHonoriyHoro nigxoay nos’a3aHa 3 NPOCBITHULbKMM MPOrPecUBi3MOM, AKUNA Y
CBOIO Yepry TArHe 3a cob60 MaHiNyNATUBHE BUKOPUCTAHHA BAASHUX pPecypciB Ta BUOYAO0BYBAHHA
CTpoOroi iepapxii — »aHpiB, CTMAIB, CTaTi MUTUA. Kpim LbOro, iepapxia CTOCYETbCA Li/IMX PEriOHiB.
BnacHe, yci BOHM, Kpim 3axigHoi EBpoNK, ONUHAIOTLCA NO3a NPOrpecom, a “LiHy”, 3HaYeHHA IXHbOI
KyNbTypy BMMIPIOIOTb 3a/71€KHO Bif, BNAMBY MPUHANEXKHOCTI, BNAMBY, 3B’'A3KY 3 €BPONENCbKUM
MUCTeLTBOM. HeeBponeicbKka Ky/nbTypa 4Yepe3 Ue TPMBA/IMM Yac 3anuwanaca aule
eTHorpadiyHMM maTepiasiom ANsa A0CNIAHUKIB.

Fno6anbHa ictopia mucreyrs: yeprosuii fail

| mean to suggest is just that where writing on art
has become intensive, it has done so under the
diffused influence of Western art history.

James Elkins, Why Are Our Pictures Puzzles? On
the Modern Origins of Pictorial Complexity, p. 22

Te, WO AEKO/OoHI3auia icTopii mMMCTeuTB € OAHMM i3 3aBAaHb, APHO/bA, YiTKO pPO3yMmie Ta

apTUKyntoe: “Moi AYMKKU NigKaXKYTb, AK MOXKHA BOAHOYAC AMBUTUCA HA TBOPWU MUCTELTBA Pi3HUX
YaCTUH CBITY. TaK M1 3MOXKEMO BifiNTK Bif, PISHOMAHITHUX HAPaATMBIB, A€ MUCTELTBO KyAbTyp No3a
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MeXaMW 3axo/ly PO3rNaAacTbca 3a 3axiagHumn ctaHgaptamu” (ApHonbg 2022, c. 11). MpoTe 6inblu
HaxabHOI OKUMAEHTaNbHOI icTopii nig racnamu AeKoNoHi3auji, HiXK 3anponoHoBaHa ApHOAbA,
BAYKKO YABUTH.

MoYyHEeMO 3 KBAHTUTATMBHOIO BMMIPY: B i/IFOCTPALIAX KHUXKM 5 pobiT “cxiaHnx” npotu 50
TBOPIB 3axi4HOro MmncTeuTBa.

KpiMm Luboro, AIKLLO PO3rAAHYTU NiIANUCK A0 UMX iNHOCTPaLii, TO | TYyT 6a4ynMmo TUNONo 3axigHni
nornag. CKaximo, KonM MoBa MAae Npo OCMaHCbKy Kaxato XVI cT., To il nignucaHo: “OcmaHcbKa
6nakutHa Kaxna. bn. 1530-1540”. Konn K Tak camo ifeTbCA Npo rpeubKkui Ba3onuc, TO Kinik
nignucaHo Tak: “Basonuceub. Kinikc. ba. 460-50 pp. go H.e.” HaBiTb Konu 38’A30K TBOPUA | TBOPY
OyB Takol MipOK AafieKUi, WO iMmeHa BiACyTHI, aBTOPKa BKa3y€e Ha Lei 3B’A30K, MOCU/IIOE MOro.
ApHONbA, NOKasye UMM, WO TBip MUCTELTBA Ha 3axo4i — ue He abCTpakTHa NPoOMMUCIOBa pid, a
LiIKOM YHiKanbHUA 06’€KT pydyHOi poboTn. binblue 3a Te, “3axigHnin” aBTop-TBOPELb Y APHO/bA,
36epirae posb Bi3ioHepa. [lesig OKHI HanNWcaB NoApPYKHiM nopTpeT mictepa i micic Knapk i Mepci —
“@irypun, posagineHi BIKHOM, HaTAKAalOTb Ha Te, WO CTOCYHKU TPMBATUMYTb HeZOBro, — i ue
BuABMAOCA npasgoto” (ApHonbg 2022, c. 112).

Tenep po 6inbw cytTeBoro. Bigmosa Big NiHiMHOI icTOpii, XPOHONOFMYHOrO PO3MILLEHHSA
BIAOMOCTEN Y KHUXKLi € NMLIe 3afeKNapoBaHMMK. B ocTaHHbOMY po3aini, Ae ApHONbA, 3aCTOCOBYE
iHCTPpYMeHTapii reHAepHOI icTopil MUCTELTB Ta NparHe NigBaXKMTU KaHOH, € Taki cnoBa: “ABXeX, B
icTopii Hemae Hivoro HoBoro” (ApHonbg 2022, c. 181). Lle KNOYOBUIA MOMEHT CyNepeyYyHoCTi Mix
3aAB/IEHOI0 METOK Ta HAABHMM BUKIAAOM icTopii mucteutsa. Mopdonoria moxe 6yt He nunwe
GOpPMaNbHO-CTUNICTUYHOD, @ M PEHOMEHONOrIYHOK Ta i4eNHOo, TOMy MNOPTPET MNOAPYKKA
ApHonbdiHi fAlHa BaH Elka cToiTh nmopsg i3 “MNopTtpetom Mictepa i Micc EHaptoc” Tomaca
leiHcbopo, a Bipll, HAMMCAHMW Yy YOBHI Ha piyui By, aBTopctBa Mi Py — i3 “/lito: Homep 9A”
[xekcoHa lNMonnoka.

CnpaBa B TOMYy, WO B YCiX TeMaTUYHUX O/N0Kax KHUXKKM aBTOPKa BiALWTOBXYETbCA Bif,
npobaemaTMKM OKLMAEHTANbHOI icTopii. PaKTUYHO, MAEMO NpocTy MopdoNorito MUCTELTBa,
IPYHTOBHMIM MOYaATOK SIKOI 03HAUYMB CBOEI AianbHicTio Abi Bapbypr. MpoTte B Abi Bapbypra ictopia
MWUCTELTBA MAE BUPA3HO AMHAMIYHWUI (MOXKIMBO, aNpPiOPHO ANUCKYPCUBHMIA) NOTEHLAN, Y TOW Yac
AK B JaHn ApHonba, MUCTeuTBO nepebyBaEe B 3aKPUTOMY MPOCTOPI, A€ BXKe BCE HAABHE W MOXKe
nnwe npoasnatuca. e Buxig i3 nporpecmsicTCbKOro nigxoay Ao ictopii mucTeutsa, Ae €
CNPAMOBAHWUI KYAUCb PYX. 3aKPUTUIM NPOCTIP, LiNiCHUM | NOBHWUI, OAHAK NO36aBNEHUIN CTPYKTYPW.
Ha anb, CTPYKTypyBaHHA € We OAHMM MOBEPHEHHAM A0 KOMMO3WLiMHOro ictopionucaHHs. Le
NMOBEPHEHHA [0 HapaTMBy 3 HEOAMIHHMM BiACIKAHHAM YyCboro “HenoTpibHOro” Ta cnpobyto
$opMyBaHHSA yHiBEpCaNbHUX NPABUA, AKi (HE)CBIJOMO € BUHATKOBO KOJIOHI3aTOPCbKUMM.

In. 1. A6i Bapbype. Bilderatlas Mnemosyne. 2020. @omo Silke Briel.
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A ymmncHe He BAaloCcA A0 BCiX NpUKANaais, AKi HaBoAUTb ApHoAnbA. KoXKeH i3 HMX MOXHa
PO3rNAHYTM AK MPUKNAL PUrAHOMO KONOHIaNbHOrO TuNy b6adyeHHA. Moro KsiHTeceHUjelo €
NPUKiHUEBe C/IOBO aBTOPKM, Ae Ta 3a3Hayae: “fl gMBMIacA nepeBarkHO Ha 3axiAHEe MWUCTEULTBO,
AOCNIAXKYIOUM NPU LbOMY TOYKM NEpPeTMHYy M KOHTPACTM 3 iHWKMMKM 06’eKTamm mucteuTsBa no
Bcbomy cBiTy” (ApHonbg 2022, c. 184). TaKMUM YMHOM, HEEBPOMNENCbKE MUCTELITBO OMUHWUAOCA B
“KOpOoTKin KHUXKLI” TiNIbKM Yepes Moro 3B’A30K, AOTUYHICTb, PeanbHy YM NPOEKTUBHY NOAiIOHICTL A0
BMCOKOro EBPOMENCbKOro MMCTELTBA.

deHOMeHO0TiA MUCTeLTBa Ta Halle 6auyeHHA

AK BM nam’ataete, [aHa ApHONbA, NparHe MOKasaTM eMOLiNHMIK 3B’A30K rnsgada i3 TBOPOM
MMUCTeUTBa, TOMY TYyT A 30Cepearkycs came Ha ubomy. B ApHonba “yytTeBe”, AK Ue He AMBHO,
pastoye nos’sA3aHe 3 icTopieto. Mig icTopieto MaeTbcs BogHOYAC NPO AeKiAbKa ii piBHIB.

Mepwuli i3 HUx — emnipnU4HUiA. PeanbHUM OOCBiA A03BOMIAE HAaM He 6ayMTK, a BMNi3HABaTU
06pa3. lgeTbcA Npo BXe 3ragaHe y3HauYeHHA MUCTeLTBa, KOAM KOTHITUBHE MNepeBayKae Haz
ecteTudHMM. Mpo o6aunyus “LiBunHK Ha amBaHi” Beptn Mopiszo ApHonba nuwe: “Masku dapbu
JIMWIEe HATAKaloTb, i MM MYCMMO 3a4iaT yaABYy Ta “noegHaT Kpanku”, wob 3aBepwmnTn KapTuHy”
(ApHonbg 2022, c. 15). MucTeuTBo NOCTAE NAPTUCUNATUBHUM GEHOMEH, AKMI Yy Pi3HMI crocib
3aNy4a€E rnagada 4o cnisgii.

In. 2. Monb CiHbak. Soleil couchant (Les Andelys. Sunset). 1886. ﬂueamHa KOﬂeKui.

JApyauli sumip icmopii TyT NonArae B TOMy, AK BOHa BMOPAAKOBYE Bi3yanbHWUI aocsia. Le
6e3nocepenHbo BMNAMBAE Ha cnocib bauyeHHAa. bepaxep y “Ways of seen” HaBoauTb MpuKnag,
“NMuweHnyHoro nona 3 kpykamn” (“Korenveld met kraaien”) (Bepaxep 2020). BiH nponoHye
nornaHyTM Ha poboty. MoTim Aopae, WO uUe ocTaHHi TBip BaH lora nepen cmepTio. Micns
KOHTEKCcTyanisaujii bepa)kep nponoHye nopiBHATM Ao0cBia 6ayeHHA. ECTeTUYHe i KOrHiTMBHE Yy
ApHonbpa, 3aBXau nepebyBae B onNo3uuii oaHe A0 OAHOrO, agKe neplle FPYHTYETbCA Ha
BepbasibHOMY OBrpyHTYBaHHA (/10rika), Apyre — Ha BiavyTTAX (ecTeTuka).
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In. 3. BiHceHm BaH loe. I'IwquHe rnose 3 Kpykamu. 1890. Myseli BaH o2a, AMcmepoam.

EcTeTn3auia mmcteyTBa BiaOYBa€ETbCA 33 PaxyHOK PO3LWIMPEHHA KaTeropii npekpacHoro. “LLUok
BiZ, HOBOro 3HMKae” (ApHonbg 2022, c. 79), a MUCTELTBO, WO MOF/I0 CAaMOMNO3MLIOHYBATUCA Yepes
PO3pMB i3 €CTEeTUYHMUM, CTAa€E MOro YacTUHOW. APHOAbA 3raAye NpPo NiKKo Tpelici EmiH, akyn
HOam’eHa Tepcra, iHcTanAuii EHToHI Kapo. OaHaK cKaHAa/bHICTb MUTLLIB; LLOK, SIKUA BUKAMKAOTb
iXHi pOBOTK, € YACTUHO KOMEPLiMHOI MalWwnHU. ApHOAbA, AK aHriliKa, HalyacTile anentoe Ao
H6puTaHCbKOI icTOpii MMUCTeuTB, Ta 3ragye BUCTaBKy Monoaux BpuTaHCbKMX XygoxKHMKIB (Young
British Artists). YHacnigok ¢ypopy nicns BuctaBku “Sensation”, saka Bigbysanaca 1995 p. y
KoponiBcbKin akagemii, “MOHeTapHa LiiHHICTb TBOPIB MUCTeLTBa AyKe 3pocna” (ApHonba 2022, c.
84). Hackpi3He po3citoBaHHA, AMdyY3ia Pi3HUX KOHTEKCTIB YHEMOMK/IMBIOE NOLLIYKM KOPAOHIB TBOPY,
YiTKY AeMapKaLilo couiaZibHOro, KyAbTYPHOro YM Oyab-sIKOro iHWOro KOHTEKCTy mucteuTsa. Lle
CTAa€ 3pO3yMiAMM MicnA TOro, AK MM Hamaraemocs nepenTn Big poamoB Maka [eppiga npo
BNACHWUIM, aBTOHOMHMIA “Koa” mucTeuTBa A0 KOHKpeTHuXx Kewncis (Derrida 1987). “30BHiWwHE”
poboTn (pama, NigNUC, NOLKOAMKEHHA, IHBEHTAPHWM HOMep i T.4.) BMABAAETbCA abBCONOTHO
HeBiaAiNbHUM Big, “BHYTPiWHbOro” (pyHAAMEHTANbHOT NPUPOAN, ECTETUKM).

EcteTmsauin BiabyBa€eTbCca 3 TBOPOM MNiCAs TOFO, K MM OTOYYEMO MOr0 PUTOPUKOIO Ta NIOTIKOKO
ictopmyHoro npouecy: “Koanm mn mipkyemMo nNpo MUCTEUTBO, A5 HAC BAaXKNMBO Te, WO Kpaca, AKy
npobyarKye TBip MUCTELTBA, He € 06’EKTOM cama no cobi. HaTomicTb Le npouec ynopsaKyBaHHA —
NPUAHATTSA TBOPY MUCTELTBA AK 06’EKTa, L0 NepeBULLYE Byab-aKe eMnipuUyHe yaBAEHHSA npo cebe”
(ApHonbpg 2022, c. 88).

TaKMM YMHOM, eCTETMKA NEPETBOPHOETLCA HA MALLUMHY “NPUNHATTA” TBOPY. 34AETbCA, LLLO TaKe
NPUNHATTS 3HULLYE CaM TBip AK OPUTiHANbHWUI TpaHCrPecuBHUIM 06’ ekT. EcTeTMYHA BUPOOHKUYA cuna
B Teogopa ALOPHO € ceaMMeHTOM coljianbHux npouecis (AgopHo 2002, 15), Tomy XyAOXKHi TBOpU
€ “6e3BiKOHHMMM MOHaZamMKn”, WO 3aBXKAM 3006paXKyoTb Te, YAM BOHM He €. CouianbHa npupoaa
MMUCTELTBA 3A4iCHIOE BTOPrHEHHA 1 Mepemarae MUCTELLbKY aBTOHOMIO, AKa NPOAOBIKYE KeBPITH Ta
NepPMaHEHTHO NparHe 40 KOHTPHacTyny.

Tpemili sumip icmopii TyT — maTepianbHUI KOHTEKCT, Y AKMA PenioKanisoBaHo TBIp:
HapaTMBHi iKOHOCTAaCM nepeTBOPEHi Ha MNOPTAaTUBHWUM KMBOMNUC, Te, WO KONUCb CAYryBano
YaCTMHOO ujinoro. ®parmeHT BENMKOI YaCTUHWM TBOPY NepeTBOPEHO Ha MOPTATUBHUMN, LiANK TBIp
My3elo, ranepei Ta (abo) npmBaTHOI KoneKuji. A BNeBHEHWUN, WO 3 UMM 3yCTPiYaBCsa KOXEH, XTo byB
3i “CtBopeHHAM Azama” y CUKCTMHCBKIN Kaneni. 3BMKAI A0 TOro, Wo Nigpy4YHUKM Ta couMmepeKi
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nepenoBHeHi “obpizaHMm” GpparmeHTOM, M1 NPOCTO He OYIKYEMO, L0 Lie BCbOro /IMWEHb OAMH i3
BiAHOCHO HeBeNIMKMX GpParMeHTiB po3nucy creni.

MwucTeuTBo — Bnaga 1a igeonoria

ApHONbA, BU3HAYAE OZHIEID 3 YHIBEPCANih MUCTELTBA “NMPUXUBHICTL”, AKa NPOABASAETLCA Y Pi3HUN
cnoci6 Ta anenwe Ao “gyxy Ta cepus nmwoactea” (ApHonba 2022, c. 117). Butokm uiei
“NPUXNNBLHOCTI” CAralTb XPUCTUAHCLKOI KYNIbTYPW, sIKa € HapirKHOW Ans 3axoay. “MNMoaibHicTb”, sika
€ K/IIOYOBMM aCMEeKTOM iKOHOMUCY; AOMiHYBaHHS QirypaTMBHOroO MUCTELITBA MUTLLi NEPEHEecM i Ha
CBITCbKUI MBOMUC, AKUIA € TOTaNIbHO iAeoNoriyHMM. A BNEBHEHWM, WO LUe ABa HeBiaAiNbHi
noHATTA. He OyBae HeigeonoriyHOro MUCTeUTBa: BOHO 3aBXKAWM MaHidecTye, nponarye Ti M Ti
LiHHOCTI (aBTOpa, 406U, rpynu ocib, iIHCTUTYLIT i T.iH). KOXKeH TBip MUCTeLTBa MaE KOMYHiKaLilMHWIA
HenepekIaZHUIA Ha iHWKWIA TUN MOBM NOTeHUian: “Xya0XHi TBOPU KKUBi, 60 NPOMOBAAIOTb A0 HAC, i
TO cnocobom, HeAOoCTYNMHUM AK NPUPOAHUM OO’€eKTam, Tak i cyb’ek-Tam, WO BUrOTOBAAIOTb L
TBOpPU. BOHM npomoBAAOTL 3aBAAKM KOMYHIiKaLii BCbOro, Wo € iHAMBiAyanbHUM y HUX” (AoopHO
2002, c. 14).

KpiMm camoro MUCTELbKOro aKkTy, iaeosiorivHMm € n Oyab-sika penoKanisalia TBOpy, MOro
PEKOHTEKCTyanizauia. Imnepii ctaBann UEHTPOOIXKHUMKU MNOrAMHAYaMM  KyAbTyp NigKOPEHUX
HapoaiB. KoHTposb, peanizauia BnagHux GyHKLUIN y LbOMY BMMNAAKY BiabyBanucsa nepenoBcim 3a
nocepengHULTBA Ky/IbTypHOI reremoHii. [puBAAaCHEHHA MWUCTEUTBa, 3ayBarKye ApHOAbA,
AEMOHCTPYE Ham cnocib BiaobparkeHHs Ta BUparkeHHA cuam (ApHonba 2022, c. 139).

OCTaHHi [eKinbKa POKiB MM BCe 4YacTie YYyeEMO 33aABW €EBPONENCbKUX MONITUKIB Npo
HeobXiaHICTb “noBepHYTM” KONMULWIHIM KONOHIAM HE3aKOHHO BUWJy4YeHi apTedakTn. EmMmaHyenb
MaKpOH NpurofiomMwns CBIT nig vac Bi3uTy Ao Adpuku B 2017 p. Tam Big 3aKNIMKaB NOBEPHYTU
“adbpuKaHCbKy cnagwmnHy” Ha KOHTUMHeHT. [pe3ngeHT @PpaHuii po3rnagae  pecTutyuito Ak
CUMBOJIIYHUI KPOK, AKMM MA€E po3ipBaTh 3B'A30K Mix @PpaHuysbkoto Pecnybnikoo T1a i
KONOHIaIbHUM MWUHYAMM. To3umuia MakpoHa 3anycTuna npouec pectutyuii y Benukin bpuTaHii,
Benbrii, HimeuuunHi Ta CLLUA (Noce 2022). OgHak 3a 5 pokiB ®paHuis noBepHyaa BCbOro AuLLe no
oaHomy aptedakTy B CeHeran i Magarackap 1a 26 — oo beHiHy. Y Tol e yac, y my3eax ®paHnuii
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3HaxoauTbea 90 000 adbpuKaHcbKMx apTedakTis, To6To nosepHyTo 0,031% (Sarr & Savoy 2018)L. B
odiuinHomy 3BiTi, niarotosneHomy ana MaKpoHa, 3a3Ha4YeHO, WO pPecTuTylia “po3pisae yepeso
KOMIOHiaNbHOI MawmnHK” (Sarr & Savoy 2018, p. 12). Pectutyuii nignsaratoTb “He3aKOHHO BWYYEHi
06’ekT”. MpoTe e NOHATTA TArHe 3a cobol MaHinyAaALUil Ta AUCKCIT WoA0 NOHATTA “3aKOHHOCTI”,
MOro aHaxpOHIYHOro 3acTOCyBaHHA. MMUTAHHA pPecTUTyLii, AK Ha MeHe, € BTOPUHHMM. BOHO mae
po3noyatucAa 3 TpaHchopmaLii iHCTUTYLIN Ta BM3HAHHAM My3el0 AK HCTUTYLii €BPONENCbKUX
MEeTPOonoiN.

MpuBNACHEHHSA K peanisalia CMAN He € BUHATKOBO 3axigHUm peHomeHom (ApHonbg 2022,
c. 141). | ue 44 He HaMuUiKaBilla Ta BOAHOYAC, CMpaBAi KPWUTMYHA 3aABa AOCNiAHUUI. BoHa
CTBEPAKYE, WO MUCTELUTBO IiHKIB YiTKO MOMHA MPOCTEXWUTM BMAMB MUCTELTBA, AKUA BOHU
3aBOlOBa/IM (LLe NMOMITHO B A€KOPaTUBHIM Kepamili, Bupobax 3i ckna). MoxK1nBo, came MUCTELTBO
3aBXAM € Pe3yNbTaTOM NMPOHUKHEHHA i 3axonneHHA. Koan AZOpPHO roBopuTb NPo Te, Wo ranblie
PO3YMiHHSA TBOPiB MUCTELTBA, HEOAMIHHO BUK/IMKAE BiApasy Bif, HUX UM HABiITb HEHABUCTb (AAOPHO
2002, c. 25). Y BiltHi, aky oronowye Teomop AgopHo i OnekcaHap PoayeHKo? mucTeuTBy, BOHO
NOCTA€E NPOAYKTOM CUAN i cUNoto, AKY Tpeba 3HULLYBATK.

MwuHynoro poky s Brepwe nobaums pobotu 3aka OBe (Hap. 1966). XyOoXHUK Mae
TPUHiAaACbKe KOpiHHA, a TpUHigaa, Ak BiAoMo, TpuBanuii yac 6yB KonoHieto Bennkoi bpuTaHii. 3ak
OBe nepeocmucAlOE TpaamLii TPUHISAACLKOrO KapHaBany Ta KyabTypu macok. OgHak muteup y
LUUX NEePeoCMUCNEHHAX CAMO3HULLYETLCA WAAXOM “MoAepHi3aLii” maTtepiany: TpaauuiiHi Mmacku,
WO CMMBONI3YIOTb HEMOAEPHI30BAHOrO HOCIA TPAAULINHOIT KyNbTypK, BiH NEePeTBOPIOE HA MACKMK
TEeXHiYHO ocHaleHux esponenyis (in. 5). LLocb nogibHe Axepemi AaenmaH nNucas, KPUTUKYHOUN
iaeto rnobanbHoi icTopii Hasaran: “Yci HapaTUBK € BUHIPKOBMMW; BOHM OAHAKOBO 3a/1€XKHi Big TOro,
LLLO BOHM NOBIAOMAAIOTL | NPO WO BOHWM He 3raaytoTb. [TonpmM mMaHTpu iHTerpaLii Ta iHK1H3MBHOCTI B
nAaHeTapHOMy MacwTabi, rnobanbHa icTopis CTBOpWAA CBOK Cerperawito, AKA MOYMHAETLCA 3
mosu” (AgenmanH 2018).

In. 5. 3ak Ose. 3opsaHuli natiHep. 2018.

! TouyHa umndpa notpebye yTouHeHHA. Y HaraTbox BUAAHHAX igeTbea npo 90 000 o6’eKTiB, oAHaK, AK Ue
BUAHO 3 La restitution du patrimoine culturel africain, versune nouvelle éthique relationnelle, nuwe B Mys3ei
Ha HabepexHii bpaHni 36epiraeTbea 66 980 06’ekTiB (Sarr & Savoy 2018, p. 129).

2 ApHOAbA, LMTYE POCICbKOro MMTUA AnekcaHapa PoayeHKka (1891-1956): “<...> KoHa KynbTypHa cyyacHa
N0ANHA MYCUTb OFrON0CUTU BiiHY MUCTELITBY, AK KOIUCb oroaowyBsanu onito” (ApHonba 2022, c. 149).

Le X y “Teopii ectetTukn” Teomopa ApopHO: “MucTeuTBO — L He Ti/IbKM Npoobpas sKoicb Kpawoi
NPaKTUKKW, HiXK Ta, WO MaHYE A0- HWHI, @ N KPWUTUKA MPAKTUKM AK MaHyBaHHA OpyTanbHOro camo-
36eperkeHHnA cepe, yCcboro CyTHbOro 1 3aans Hboro” (AgopHo 2002, c. 24).
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Ceoimu dirypamm 3ak OBe He AEKONOHI3ye icTopito TpuHiaaay, a NOBTOPHO ii KONOHI3YE,
MOKA3ylouM UMM, WO iHLWOro WAAXY, KPiM MoAepHi3aLii, eBponeicbKoi MoaepHisaLii He iCHYE.
Bugmmictb MOXKHA AOCArTU iMLIe NepemnlloBLIN Ha YHiBEepPCasibHY, rnobanbHy MoBy (y ToMy Ymchi
Bi3yasnbHy). Llieto moBoto € nvwe eBponelicbka MoBa. Ak cTBepaKyBaB [Axkenmc EnkiHe 3a408ro Ao
nonynspHOCTI iaei “rnobanbHoi icTopii”, “3axig NPoAoBKYE NPOEKTYBATU CBOE BigYyTTA 3axigHOro
MWCTELTBA Ta icTOpii Ha HOBWUIA [He 3axigHui — ABT.] maTepian” (Elkins 1999, p. 21).

MepcneKkTUBM rnoKanisauii icropii mucreuyrsa

Yeprosa cnpoba Hanucatu rnobanbHy iCTOPilO MUCTELTBA 3a3Hana LiZIKOBUTOI MOPa3KM, axk A0
BW3HAHHA L€l nopa3ku B NicnAamosi. OgHaK Lie B4eprose CAyrye npMeBoAomM NOroBOPUTHU, YN MOXKHA
B3arani cnoisatvca, WO TaKa ictopia byae Koaucb HanucaHa. lNicna posnosigi npo pobotn 3aka
OBe A x04y 3BEPHYTMCA A0 KOHUenUii rnokanisauii. Pobept PobepTcoH, Akui ii cdopmyntoBas,
3a3HauyasB, WO r/710KaNi3auia nepeabayae “iHTepnpeTauii i 3acTocyBaHHSA igei i npouecis, 3any4eHmx
A0 rnobanisauii, no-pisHoMy, B 3an1€XKHOCTI Big nornaais v ictopii pisHux rpyn” (FfopogHa 2019, c.
68).

3ak OBe YHAO4YHIOE, AK LA T[/10KaNi3aLia MO3HAYAETbCA Ha MMCTELbKOMY npoueci Ta
NO3UTMBHO Has3mBae ii “pagmkanbHoto iHTerpauieto” (Johanson 2019). Lle dakTMyHO Kanitynauia
NOKaNbHUX KynbTyp Ta / abo nnactie mucTeuTsa. LlinicHiICTb MUCTELbKOro npouecy moxke 6yTtu
3abe3neyeHa xiba wWwo 1) anponpiaLi€lo 40 CBOro HapaTUBY TUX KyAbTyp, AKi Nig HbOro NignNaaaoTb;
2) BecTepHi3ali€0 UMX Ta iHWKUX KyAbTyp Yy pPi3HMA cnocib (wnsxom penokanisauii ta (abo)
PeKoHTeKCTyanizau,i). Po3rnaHbMo NoTeHLUiliHi HacnhigKkn o6ox npouecis.

HapaTonoria OCTaTOYHO BM4YepnaHa Ta [AMCKPeaMTOBaAHA 4epe3 HAAMIPHY MOAITUYHY
aHrakoBaHictb. Kpim  uboro, BOHa nepepbavyae  MOCTIMHI  cTpaTerii  BUKIOYEHHA
Hepenpe3eHTaTMBHOrO — TOrO, WO OMMHAETbCA NO3a HapaTMBOM. fAKWO rnobanbHa icTopin
MUCTeLTBA Ta il AEeKONOHiaNbHA OMNTMKA MaloTb Ha MeTi NpeacTaBUTU pAL KyabTyp Yy iXHilk
BUAMMOCTI, TO B YMOBax r/1i06anisauii AK MOHIYHOro npoLecy, Lie HEMOX/MBO. BiamoBmBLIKCH Bif,
XpoHoJiorii, ApHonbA, 0bpana TeMaTtuiHUi niaxia. OCTaHHIN Po34in KHUMKKN MPUCBAYEHUI CTaTi Ta
reHgepHoMy nigxoay A0 MWUCTEUTBA. YNOCNIAMEHICTb KIHOYOI TiNIECHOCTI, CTaTyCcy MiHKM B
CYCninbCTBi Ta MUCTELbKOMY CepeaoBMLLi, 3rBanTyBaHHA ApTemisii [JKeHTinecki AroctiHo Tacci,
“BeHepa” TuuiaHa i “Onimia” MaHe — yce ue, 3p03ymino, nepekas cratti Jlinan HoxniH. OgHakK
ApHonbA, YHiBepCanisye eBPONENChbKi LLIHHOCTI Ha BCHO iCTOpito mucTeuTs. BignosiaHo TpaauLinHi
KyNbTypu 3 BIAMIHHMMM LiHHOCTAMM NOTPANAATb Y L iCTOPit0 BUHATKOBO 3 €BPOMNENCbKOro
H6ayeHHA.

Penokanisauia Ta peKOHTEKCTyani3auia He-eBPOMENCbKOro MucTeuTBa, Ake “notpannse” B
rnobanbHy iCTOPil0 NPOAOBMKYE MPAKTMKY eKcrnponpiauii KyabTypu Ta HacNiAKoBE HapoLlyBaHHA
NoniTMYHMX NoTyr. HaaTto — Konm naetbea npo ¢popmy “KopoTKoi icTopii”.

KopoTKka icTopias — pyaMMEHT MNpPOCBITHULLLKOrO MNPOEKTY, SKUN 3pobMB CTaBKYy Ha
iHCTpyMeHTaNi3aLito 3HAHHA AK 3HAYEeHHA, a He BKAOYeHOoro npouecy. lMopag, i3 umm, ytonidyHa igen
rnobanbHoOi icTopii mMcTeuTBa MNOBMHHA NepeAbdavyaT MHOMKWMHHICTb HAPATMBIB i MHOMWUHHICTb
MmucTteuTs. He “ictopito mucteyrsa”, a “ictopito mucteyts”. FnobanbHa icTopia MUCTEUTB CTaHe
MOX/IMBOIO TOAi, KONM MU NepecTaHeMo HaB'A3yBaTM camMi NOHATTA “mucteutsa” Ta “ictopii”.

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2022.1(13) | 170



ART CRITICISM
CnUCcoK aXepen Ta nitepatypum

AJENMAH, Ox., 2018, LLlo Take rnobanbHa icTopia cborogHi?. Mep. 3 anra. M. WoninH. Historians.
http://www.historians.in.ua/index.php/en/dyskusiya/2387-dzheremi-adelman-shcho-take-
globalna-istoriya-sogodni.

AOOPHO, T., 2002, Teopia ecmemuku. lep. 3 Him. . TapawyK. Kuis : BuagasHuyrso Conomii
MaBaunyko “OcHoBn”.

APHOMbBA, 4., 2022, Kopomka KHuxcka rpo mucmeymeo. Mep. 3 aHrn. C. Opnosa. Xapkis :
BuaasHuuTtBo “PaHok” : dabyna.

BEPOMXEP, [k., 2020, Ak mu 6a4yumo. lMep. 3 aHrA. A. Ctpixu, Xapkis : IST Publishing.

rOPOHA, H., 2019, MobanbHa icTopin, BCcecBiTHA icTopia i rnobanisauis. Esponelicoki icmopu4Hi
cmyoii, 14, 58-72.

DERRIDA, J., 1987, The truth in painting. Transl. by G. Bennington and |I. McLeod. The University of
Chicago Press Chicago and London.

ELKINS, J., 1999, Why Are Our Pictures Puzzles? On the Modern Origins of Pictorial Complexity.
Routledge.

JOHANSON, C., 2019, Zak Ové, artist, curator of Get Up, Stand Up Now. Arena for Contemporary
African, African-American and Caribbean Art. https://africanah.org/zak-ove-artist-curator-of-get-
up-stand-up-now/.

NOCE, V., 2022, Why Macron's radical promise to return African treasures has stalled. The Art
Newspaper.  https://www.theartnewspaper.com/2022/02/03/why-macrons-radical-promise-to-
return-african-treasures-has-stalled.

SARR, F., & SAVQY, B., 2018, Rapport sur la restitution du patrimoine culturel africain [vers une
nouvelle éthique relationnelle]. http://restitutionreport2018.com/sarr_savoy_fr.pdf.

References

ADELMAN, J. (2018). Shcho take globalna istoriya sogodni [What is global history today?] Per. z
anhl. P. Shopin. Historians. http://www.historians.in.ua/index.php/en/dyskusiya/2387-dzheremi-
adelman-shcho-take-globalna-istoriya-sogodni.

ADORNO, T. (2002). Teoriya estetyky [Theory of aesthetics]. Per. z nim. P. Tarashchuk. Kyiv :
Solomiya Pavlychko Publishing House "OSNOVY".

ARNOLD, D., 2022, Korotka knyzhka pro mystecztvo [A short book about art]. Per. z anhl S. Orlova.
Kharkiv: Ranok Publishing House: Fabula.

BERDZHER, Dzh., 2020, Yak my bachymo [Ways of seen]. Per. z anhl. Ya. Strixy, Kharkiv : IST
Publishing.

DERRIDA, J., 1987, The truth in painting. Transl. by G. Bennington and |. McLeod. The University of
Chicago Press Chicago and London.

ELKINS, J., 1999, Why Are Our Pictures Puzzles? On the Modern Origins of Pictorial Complexity.
Routledge.

HORODNYA, N., 2019, Globalna istoriya, vsesvitnya istoriya i globalizaciya. Yevropejski istorychni
studiyi [Global history, world history and globalization], 14, 58-72.

JOHANSON, C., 2019, Zak Ové, artist, curator of Get Up, Stand Up Now. Arena for Contemporary
African, African-American and Caribbean Art. https://africanah.org/zak-ove-artist-curator-of-get-
up-stand-up-now/.

NOCE, V., 2022, Why Macron's radical promise to return African treasures has stalled. The Art
Newspaper.  https://www.theartnewspaper.com/2022/02/03/why-macrons-radical-promise-to-
return-african-treasures-has-stalled.

SARR, F., & SAVOY, B., 2018, Rapport sur la restitution du patrimoine culturel africain [vers une
nouvelle éthique relationnelle]. http://restitutionreport2018.com/sarr_savoy_fr.pdf.

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2022.1(13) | 171


https://africanah.org/zak-ove-artist-curator-of-get-up-stand-up-now/
https://africanah.org/zak-ove-artist-curator-of-get-up-stand-up-now/
https://www.theartnewspaper.com/2022/02/03/why-macrons-radical-promise-to-return-african-treasures-has-stalled
https://www.theartnewspaper.com/2022/02/03/why-macrons-radical-promise-to-return-african-treasures-has-stalled
https://africanah.org/zak-ove-artist-curator-of-get-up-stand-up-now/
https://africanah.org/zak-ove-artist-curator-of-get-up-stand-up-now/
https://www.theartnewspaper.com/2022/02/03/why-macrons-radical-promise-to-return-african-treasures-has-stalled
https://www.theartnewspaper.com/2022/02/03/why-macrons-radical-promise-to-return-african-treasures-has-stalled

ART CRITICISM

“Hiyo2o HOB8020”: We pa3 Npo Hemoxcausicmo 2106aabHOI icmopii mucmeymea
(komeHmapi do “Kopomkoi KHuxKu npo mucmeymeo” [jaHu ApHOb0)

Leli mekcm s po3no4yuHas K 027140 4Yep2080i “KopomKoi icmopii mucmeumea”, aka nompanuna
MeHi 00 pyK. “Kopomka KHUMKG Mpo mucmeymeo”, HanucaHa 6pumaHCbKOK iCMOPUKUHED
mucmeymes [laHoto ApHOALO, cny2ye 4YyOoB8UM MPUKAAOOM MonyaAapu3ayii ma npakmu4yHo20
3acmocysaHHA Hoeux nioxodie 0o icmopii mucmeums. Ceped HuUx — couionoeis, ncuxosoeis
mucmeymea, noaimu4YHa IiKOHos02is, 2eHOepHe MucmeumeosHaecmeo ma iH. JocnioHuys
nocmasuna neped coboro ambimHy memy, a came: 3Halimu crinbHi HUMKU, WO0 M08’a3yromb MiM
coboro mucmeumeo HalpizHOMAHIMHIWUX eeo2pagiyHux 30H i 0eMOHCMPYoMb, W0 MUCMeyMso
8Cix nepiodis npaytoe CXorcum 4YUuHOM. l0emobcda, AK mu b6a4yumo, npo esnobasnbHy icmopito
mucmeyms, fka 6 oxonawsana 8ci pezioHU ma, Hieear4vu OKUudeHmManvHuli noansad Ha
icmopito, 3abe3neyysana 36anaHco8aAHE MpPedCMAsHUUMBO Kysabmyp / mucmeymea pi3HUX
pezioHis. pome 671a20p00HA Mema, AK 0OKA34a10 yB8AXCHE MPOYUMAHHA npauyi, He aAuwe He
supiwuna npobnemy, ane U nocununa ii. Heesponelickkomy mucmeumey malixe HernpuoiseHo
yeaau. Kpim yboeo, docnidHuysa subyoosye murnosuli npo3axiOHuli Hapamus, O0e, Wonpasod,
molepHuli npoepecucmcokuli nioxio 3amiHeHo YiHHICHUM. AKWo npozpecusiam 6ys “memHoro
CmopoHoto modepHocmi”, mo “UiHHicHUl nioxi0” nepedba4yae po3enad HeesponelicbKoz2o
mMucmeymea 8UHAMKOB0 3 ONTMUKU OKYUOeHmasnbHux yiHHocmedl. Y Hapamues 2no6aneHoi icmopii
mucmeyme Heesporielicbke MuUcmeymaeo nomparase 3a80AKU 2ibpudusayii, AKa € HACAIOKOM
enokanisayii. Pazom i3 yum, 2nokanizayia mucmeuymea 8idbysaemocs dsoma wiasxamu. Mepwul i3
Hux — nacusHuli. CcoopmosaHe 3axiOHUMU UiHHOCMAMU NPOEKiliHe bayeHHA 00CniOHUKA npocmo
He rnomiyae ma He nepedbavyae byOb-aKy 8iOMIHHICMb “iHwo20”. Yepes ye Hi “iHwuli”, Hi lioeo
8iOMiHHOCMI He nompanaaomes 00 o718 00cnidxeHHA. Apyaull wnax anokanizayii — akmusHud.
BiH nepedbayae penoKanizauito ma peKoHMeKcmyanizauito  Kyaemypu. [10emosca  npo
nepemiuwjeHHa Kyabmypu 6 38u4Huli, npuliHaAmHuli 018 00CAiOHUKa KOHmMeKkcm (Haluyacmiwe ye
mopghonoeia mucmeuymea, monika abo ¢heHomeHon02ia ma iH.). Obudsa sapiaHMU 2a0KaANI3AUiT
nepedbavyaroms peanizayito cmpameezili BUKAOYEHHA, AKI YHEMOX/AUBAOOMb PO3MO8Y PO
2nobanbHy icmopito mucmeyms. [106aabHA icMopia Mucmeymes MOXAUBA AUWE AK pe3yabmam
HempusianizoeaHoi 0eKkoanoHianbHoi onmuku. OOHAK OeKOs0HI3auis AK nocmmooepHuUll rMpoeKm
cyrnepe4yums MoOepHUM ideam “KopomKoi icmopii” ma ueHmpobixcHo2o Hapamusy.

Knarouosi cnoea: enobanvbHa icmopis, enobanizauis, enokanizauida, icmopia mMucmeyms,
theHomeHono2is, Mopghonozia mucmeumsea, ideosoz2is, ecmemuxka, MUcCmeymeo, masip
mMucmeymeaa.
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