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[pncBAYYETLCA HOBINENHUM faTaMm
2020 p. — 125-piy4ro 3 AHS HapOMKeH-
HA OnekcaHgpa XBOCTeHKa-XBOCTOBa
(4 kBiTHS 1895 p.) Ta AHaTons [1eTpuLb-
koro (37 ciyHs1 1895 p.)

Llei BUNYCK >XypHany — TeMaTU4HWiA. BiH BUCBITIHOE TEMU, SKi
nigHiManucs y BceykpalHCbKin HayKOBO-MPaKTUYHIN KOHMePeHLT
«100-pokiB cyyacHocTi: bayrays Ta ykpaiHCbKuid aBaHrapd». Y noni
30py aBTOPIB CcTaTel — BIAKPUTTS Ta NEPeoCMUCIEHHS iaen | Me-
ToniB AM3aiHY 060X MUCTELIbKUX MapajnrM y KOHTEKCTI Cy4acHOl
Teopil Ta NpaKTUKK. IXHi iIHHOBALIMHICTb Ta BaroMicTb 6e33anepey-
Hi. [1pn LboMy, AKLLO bayrays cTaB BCECBITHbOIO JIETEHA0HO, @ POSb
LUKOMK AK (hyHAATOpaA Cy4acHOro AM3anHy Ta apxiTekTypu anpiop-
HO BM3HaeTbCA yciMa PaxiBLUAMM, TO PeHOMEH YKPAIHCbKOro aBaH-
rapay Bce e noTpebye NMAbHOI yBaru, po3roocy, BiAKpUTTS 10ro
CaMOBYTHOCTI Ta BU3HAHHA CTaTyCy CBITOBOI CNaLLUMHN B AV3aHI.

Apke B YKpaiHi, 30kpemMa y Kuresi Ta XapKoBi, akTUBHO PO3-
BMBa/IMCA OCBITHbO-MUCTELIbKI OCEPenKM, Y AKX OU3alH 3alHAB
YinbHe Micue. TYT He nuLle OnaHoBYBasu LLKOJY EBPONENCHKUX HO-
BaTOPIB, ane i CNPoOMOrancst BUpOOUTK BNACHI NiAXOAW, 3aCHOBaHI
Ha TpaHcdopMallii NepBMHHMX (DOPM HAPOAHOIrO MUCTELTBA Ta Ca-
MOGYTHOCTI YKpalHCbKOT KynbTypu. EKCneprMeHTanbHi MaicTepHi,
B SIKMX IHHOBALINHO MpautoBaan 3 KOTbOPOM i (POPMOLO, TEOPIEHD
Ta iCTOpieto MUCTeUTBa | An3aitHy, BUBOAWUIN YKPAIHCbKY KyNbTypy
Ha HOBWI piBEHb PO3BUTKY, CMOHYKaNN NO30YTUCS apXaidHNX NpUH-
umniB i copMyBaTh CTUSb Cy4aCHOCTI.

Hepioko MOMUIKOBO BBa)aroTb, WO aBaHrapaHe MUCTELTBO
PO3BMBANOCs Ha XBWi 6GiNbLIOBULLKOI peBOMtOLIl, ane BapTo
3a3Ha4nTK, WO aBaHrap 3apOoAMBCA Y JIOHI MOTY>KHOro fAiafo-
ry MpO OHOBMIEHHA CBITY M MUCTELTBa B HbOMY — LLe 3a40Blro A0
1917 poky. | AKLLO roBOPUTK MPO BMIMB PEBOOLIMHUX NOAIN Ha
CUTYyalito B MUCTeUTBI, TO nepeayciM Tpeba po3yMmiTh, IO aBaH-
rap B YKpaiHi 3pocTaB Ha NigHECEHHI, BUKTMKAHOMY YKPaTHCbKOKO
peBostouieto 1917-21pp. Lie 6yB 3BOPOT A0 BNACHOI iJEHTUYHOCTI,
J10 camMux cebe i JyXOBHUX BUTOKIB (KynbTypu, NaHawadTy, Hapod-
HOro MucTelTBa). JJocuTb NuLle 3ragaTu fdisnbHicTe OnexkcaHapa
boromasosa Ta Onekcanapu EKcTep 311 3HaMEHUTOKO MancTepHEer
Ha OyHAayKNeIBChKI. B okynoBaHiit 6inbLIoBULBKOK Pocieto Ykpai-
Hi Bnaji JOBOAWMIOCSH paxyBaTUCS 3 LM HACTPOEM, 3 MIAHECEHHAM,
LLIO HaJani 3HaMLWAo CBOE BiAOGPaXKeHHs!, 30KpemMa, B MONITULL KO-
peHizaLil (ykpaiHisaui).

ABWLLEe yKpaiHCbKOro aBaHrapay 6esnpelefeHTHe. BOHO € TuM
[3epkanom, ske 3adikcyBano npobyayKeHHA CaMOCBIAOMOCTI
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CMifIbHOTK, 3HAMEHYBanNo PO3KBIT YKpalHCbKOro BigpoaxeHHs. TyT
aBaHrapf rpyHTOBHO BipI3HABCS Bif POCINCbKOro. XXypHan naw-
dyTypucTiB «Hoea eHepauis». OpieHTauia Ha €spony. Lle B1pas-
HO iHLLE ABULLE, HE3BaXKalouM Ha Te, WO baraTto MUTLIB, BUXIALIB
3 YKpaiHu, no3uLioHyBann cebe B KOHTEKCTI POCIMCHKOrO MUCTe-
LTBa: BOHM 1 TaM 6YNn iHLIUMMU.

CeiToBa cninbHOTa akTMBHO NpopednekcyBana Ha 100-piyHNiA
tOBISIEW 3 OHA 3aCHYBaHHA bayraysy. MoOX/IMBICTb BMBYaTH LOCBIA
LUKOMN 3HAYHO 36inblunnacsa 3aBAsKM PO3MILLEHHIO Y BiflbHOMY
[OCTYNi apxiBHMX MaTepianiB. CborofHi ony6ikoBaHo YMmano fo-
CnifyKeHb | NpO YKpaiHCbKMIA aBaHrapa, Skuii 6ys HabaraTto 6onic-
HilWMM NpouecoM. [JaeTbCs B3HAKM BIACYTHICTb 6araTbOx TBOPIB,
crnoraflis, 3anuciB MUTLIB; a 36epexkeHi MaTepianu 4acTo-TycTo
nepeHacudeHi goHocamu i canbcndikoBaHNMMK cnpaBamu. [poTe
yCe X Taku NAETbCA MPO TXHIO AOCTYMHICTb.

OcepefoK yKpaiHCbKOro aBaHrapay y caMoMy MOoro posKBITI
6yno 6pyTanbHO 3pyMHOBaHO. CXoxi npolecy Biabynmcs i 3 Himellb-
Koo LKkofoto. OAHak, SKLWO BiNbLIOCTI MUTLIB, WO 6yan HOCIIMHK
ifen bayrayay, Boanocs emMirpyatu 3 HiMe4dnHn y Apyrin nonosu-
Hi 1930-X pp. Ta BTINOBATK CBOI MPUHLMMM NPOEKTYBAHHA B IHLLINX
KpaiHax CBITYy, TO YKPaiHCbKMM HOBaTOpaM «MOLLaCcTUIO» MEHLLE.
IX 6yno 3HULLEHO MOpanbHO | (i3nyHO. TOMY NMPOAOBXKEHHSA KOH-
Lenuin yKpalHCbKoro aBaHrapy — Crpasa i MOK/IMKaHHA Cy4acHO-
rO MOKOMIHHA MUTUIB | An3anHepiB YkpaiHu. OKpiM TOro, BaXk/IMBO,
o6 HapaTWBK «BTPAYEHOr0», «3HULLIEHOrO», «PO3CTPINSHOrO» yce
XK 3aNULWLINAY MICLIE XUTTECTBEPAHOMY PEHECAHCOBOMY 3HAYEHHKO
YKpaIHCbKOro aBaHrapay.

B npoueci poboTn Hag BMMYCKOM JOBENOCS BUPiLLYBaTK Cyne-
PEYSIMBI MUTaAHHA. 30KpeMa, B LOCAIAHWLBKIA Ta NOnynsapHin fite-
paTypi MOXHa 3yCTpiTV ABa BapiaHTu npi3Bulla Bacung EpmMuno-
Ba. | xoua cam AmM3aliHep nignMcyBaB CBOI POBOTU «EPMINOB», MU
BUPILLNAW SOTPUMATUCH KOHLEMLIT Cy4aCcHOro yKpaiHCbKOro MUC-
TeLTBO3HABCTBA Ta MpaBonucy. B cTtaTTax aBTOPIB BMKOPUCTaHI
OopuriHanbHi Ha3BM TUX YaciB Ta UMTaTV OPUrIHANBHUX IHLIOMOBHMX
BMAaHb. TakoX BUHWKaAW MUTAHHA | LWLOAO «MUCTELITBO3HABYOMO
NpaBoMMCYy», 30KPEMAa Ha3B PISHUX MOAEPHICTUYHUX Teyiln, — ap
[IeKo i ap HyBO.

LM BUMYCKOM >KypHay M1 He MPETEHAYEMO Ha BMYEPTHICTb
TeEMWU. HaBnaku, CTBEPAPKYEMO, LLO 3a4enuv NnLLIE Kinbka niac-
TiB BOICTMHY HEOCS>XXHOI FIMONHM aBaHrapay. Lle paalue cnpoba Ha
JOTVK 3HANTK HOBI Miaxoan A0 PO6OTN 3 TEMOID, BUABKTK il CyT-
HicHi acnekTuK. Cepef HaMipiB 3aULLIMBCS ornag 36iris y TBOPYOCTI
i TEOPETUYHMX NiAXoAax MancTpis bayraysy KaHanHcbkoro i Knee
3 boromasoBuM i ManbMOBUM (IKi TakoXK BUKOHYBanu Mopi6Hy
npodecopcbKy dyHKLIKO B aBaHrapgHoMy KUIBCbKOMY XyAO0XKHbO-
MY IHCTUTYTI Nig KepiBHMUTBOM IBaHa BpoHn). Te came CToCyeTb-
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€S iAEHTUYHUX 3 Bayray3LUsaMu 3a iAeaMKn | NOTyramMmu, CBOEPIAHNX
y CBOEMY BUPaXKeHHi, HOBATOPCbKMX ifen i nigxoniB Manesuya.
Ha maibyTHe BigknageHe M OOCNIAXKEHHS AM3aNHEPCbKOro 3pi3y
TBOPYOCTI MUTLIB AHaTond MNeTpulbkoro Ta OnekcaHapa XBOCTeH-
Ka-XBOCTOBa, 125-pivyds GKMX BiBHAYAEMO LIbOrO POKY. Lli MUTL
He Ti/IbKK 3BepTanucs Ao AocBiay bayraysy, ane n akTMBHO KOHKY-
pyBanu 3 oro NpeAcTaBHUKaMW. IxXHi iIMeHa, Ha Xarb, He HaCTiNbKY
nonynapHi B cydacHoMy 06iry, ak Epmunosa a6o Manesuya. IMpo-
Te, 06MABa CTBOPWAN AMBOBWXKHI IHHOBALIiIHI 3pa3kn cleHorpadi
Ta ecKi3iB TeaTpaibHUX KOCTHOMIB. AHaTOMb [eTpulbkunii 6yB Bisy-
anisaTopom igei nereHgapHoro JSlecst Kyp6aca B nepiog Monogo-
ro TeaTpy, a yHikaabHUM NpoekT «100 NOpTPeTiB» BiIOMUX Cyyac-
HWKIB, TOYHILlE, — Ta HEBeUKa IX KiNbKICTb, O NuMaacs nicns
3HWLLEHHS TOTaniTapHOKO BNAZOH0, — IHKOMM 3a/ULLIAETbCH EANHUM
IDKepesioM yABNEHHA MPO TY YK iHLLY MEPCOHY, @ TaKOX PO3YMIHHS
BHYTPILUHBOIO AyXy TUX ntofen. OnexkcaHap XBOCTEHKO-XBOCTOB Ta
AHaTOSMb [EeTPULIbKNUA XXUIK | TBOPWUAK A0 KiHUA 1960-X, ane 1XHin
aBaHrapAHuin ayx 6yno nignopsaKoBaHO BMMOram colpeaniamy.
BoHW e TpariyHuM Npuknagom 3n1amaHol Bipy B i4el Ta NpUHLMNU
HOBaTOPCTBA B [IM3alHi Ta MUCTELTBI.

OTXKe, UMM BUMYCKOM MOXEMO JNLIE KOHCTaTyBaTu MoTpeby
PO3BUTKY TEMW aBaHrapfy, 0Co6MBO LiKaBOro y Moro iHaMBIAyanb-
HWX MPOSABMIEHHSX Ta IHTEPMPETALIAX Cy4aCHUMU An3anHEPaMu.

PepakTopku XypHany

Jiniana Bexx6oBcbka, Hatansa Ygpic-bopogaeko
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MeTta cratTi nonsrae y BUCBIT/IEHHI Ta
cucTematusauil KynbTypHO-MUCTELBKMX, Hay-
KOBWX | AM3ANHEPCHKUX MPOEKTIB, MpUCBAYe-
HUX MEPEeOCMUCIEHHIO Mepiofly YKPaIHCbKOro
KOHCTPYKTMBI3MY 1920-1930-X pp. Y KOHTEKCTI
KynbTypHOI pednekcil yKpaiHCbKOro cycninb-
ctBa. MeToponoria AocnifKeHHA nonsrae
B aHanisi emMnipuyHoro matepiany. HaykoBa
HOBM3Ha. B CTaTTi BMeplle npoaHanisoBaHo
KySIbTYPHO-MWCTELbKI MPOEKTW, WO peanisysa-
JMcs B YKpalHi BNPOAOBX OCTaHHbOMO AECATU-
pivYYa Ta Manu Ha MeTi PO3KPUTTA MOTY>KHOCTI
3a3HayeHoro MUCTELbKO-AN3aNHEPCHKOrO
theHomMeHy abo MEePeoCMUCAEHHST oMo iaen-
HWX 3acag 3 nosuuii cydacHuka. Kpim Toro,
aBTOPOM [OBOAUTHCA, LLO CaMe AN3aiH € TUM
e@eKTUBHUM  IHCTPYMEHTOM, WO [03BOJIAE
[OHECTW pe3ynbTaTu HayKoBOI pedrekcii ao
LUMPOKMX Kil FPOMAaACbKOCTI Ta BMMHYTY Ha
TpaHc@opMaLlito CyCniNbHOI CBIAOMOCTI B Ha-
MPSMKY MOCTaBMIEHOI METU — YCBIAOMIEHHS
YKpalHu K HOCIA YHIKanbHOI KyNbTYpHOI crnaj-
WWHK CBITOBOrO piBHA. BUCHOBKMU. 3HauyHa

aKTMBI3aLif CyCcniNbHOI KynbTypHOI pednekcir

Ha ykpaiHCbkui aBaHrapg 1920-1930-x pp.
CNpUYMHEH], No-nepLue, 0COBUCTUMM pedek-
CiAAMW HayKOBLIB | AM3aiHepiB, AKi MPOEKTY-
FOTb IHTENEeKTYasbHI Ta MaTepiasibHi NPOAYKTY.
Mo-apyre, — 3pOCTaHHAM MPOMECINHOrO piB-
HS HCTUTYUIT KYSIbTYPHOTO MEHeKMEHTY Ta
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Abstract

Research aim is to cover and systematize
cultural, artistic, scientific, and design projects
dedicated to rethinking the period of Ukrainian
constructivism in the 1920s and 1930s in the
context of cultural reflection of Ukrainian soci-
ety. The research methodology is to analyze
the empirical material. Scientific novelty. The
article for the first time organizes and analyzes
cultural and artistic projects implemented in
Ukraine over the past decade and aimed at
revealing the power of this artistic and design
phenomenon or rethinking its ideological foun-
dations from the standpoint of contemporaries.
In addition, the author argues that design is the
most effective tool that allows us to convey
the results of scientific reflection to the general
public and influence the transformation of pub-
lic consciousness in the direction of the goal -
awareness of Ukraine as a carrier of a unique
world cultural heritage. Conclusions. Signifi-
cant intensification of public cultural reflection
on the Ukrainian avant-garde of the 1920s and
1930s was caused, first, by the personal reflec-
tions of scientists and designers who design in-
tellectual and material products. Secondly, the
growth of the professional level of the institu-
tion of cultural management and a systematic
approach to design, thanks to which personal
reflections are transformed into spectacular
content and spread among the public.



CUCTEMHOrO MiAXo4y B AM3aiHi, 3aBASAKN YOMY
ocobucTi pednekcii TpaHCHOPMYIOTLCS Y BU-
LOBULLHMIA KOHTEHT Ta MOLUMPIOIOTHCA cepeq
rPOMaZACbKOCTI.

Knioyosi cnoBa:  Key words:

pednekcia, ykpaiHcbkuii aBaHrapg, ausaiH, reflection, Ukrainian avant-garde, design,
eKkcnosuLis.
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Bctyn 1]

exposition.

BnpoagoBy ocTaHHIX AecsiTu pokiB, 0CO6MBO Mif Yac Ta nicns
PeBontouil rigHOCTI, YKpalHa nepexmBae CTaH 3MillHEHHS CBOEl
iIEHTUYHOCTI Ta NPOLEC NOLLYKIB BaXkeniB, fKi 03BONATb 3aiiMaTK

1 Micue B CTPYKTYPI €BPOMENCHKMX AepXKaB SK HOCIS YHIKabHO!

KYNbTYPHOI CNaLLMHW Ta BIACHOMO iICTOPUYHOIO PO3BUTKY.

JocnigHnky couianbHUX NMPOLECIB 3BaXYHOTb Ha Te, WO Nif
4yac Kpu3 abo nepexigHnx nepiofliB CnocTepiraeTbCs aKkTyanisallis
pednekcil sk MeToay NidHaHHA Ta NEPEOCMUCIEHHS 3MiH KyNbTyp-
HUX MoZenen. INeBHi Nofil, Wo BUKINMKaKTb B CYCMiNbHIN KOMYHi-
Kawuil TPUBOXHI NepPeXXMBaHHS, pyMHYBaHHA 3BUYHUX KOHCTPYKTIB,
O YTBOPKOKTb YCTaNEHy KapTUHY CBITY Ta MOB'A3YHOTb MUHYIIE,
TenepilHe i ManbyTHE, BUHANAEHHSA HOBUX CUCTEMHMX 3aB'3KIB —
BCE Le CNpUSe 3aHYPEHHIO Y AOCHIIKEHHA MEBHUX KYNbTYPHMX
nepiofiB MUHYIOrO 3 METOKD BUABEHHSA Ta aHanidy AeTepMiHauin
CY4aCHOro CTaHy. AKLLO BIAKUHYTU anpiopHy YyCTaHOBKY MPo Hera-
TVB K OCHOBHY MPUYMHY pedneKcii, MOXHa cKasaTw, Lo pednek-
Cifl aKTUBYETHCA B YMOBaAX MEPEXOAY CyCNiNbCTBa 40 HOBOIO CTaHy
Ta BUHANAEHHS B MUHYIOMY MEBHMX KOHCTPYKTIB, WO BU3HAYaTb
BEKTOP LMX 3MiH Ta A03BONSTb NOBYAyBaTN HOBY MOAENb PO3YMiH-
Hs1 CYCniNbCTBOM cebe K L|iIICHOCTI Ta CMCTEMM, LLIO MPOrpecye,
a He HaBnaku.

B yKpaiHCbKii KyabTypi, WO 3a3Hana aKTMBHOro CTpubKa
y MpeseHTauil BacHO! YHIKafbHOCTI Ta MOTY>KHOCTI BMPOLOBXK
nonepeAHbOro AeCATUPIYYS, pednekcia Bifirpae BaroMy ponb Ta
BMAMBae Ha (GOpPMyBaHHA HOBOrO GayeHHst yKpaiHUAMM i CBOro
MWHYJIOrO, i NepCnekTuB ManbyTHboro. OQHUM 3 O6'eKTIB Takol
COUOKY/IbTYPHOI pedeKCil € Nepiof YKPaHCbKOro KOHCTPYKTUBI3-
My 1920-1930-x pp. Lle KynbTypHUIZ deHOMEH, Y paMKax KOro He
NVLLIE CMHTE3YBANUCA PisHi BUAM MUCTELITB, ane 11 Bigdynocsa Le Ha
nnathopMi An3arHy AK CUCTEMHOIO MPOLECY MPOEKTYBaHHS ean-
HOro 06'eKTHO-IHpOPMaLitHOrO npocTopy. baraTto B YoMy came
[IN3aiH CTaB K 06'EKTOM MepeoCcMUCTIEHHS (aHani3y nigaaroTbes
TBOPW rpadiyHOro AnsaiHy, Au3aiiHy oaary, AeKopy iHTep'epy, cue-
Horpadil), Tak i METOAOM Npe3eHTaLlil HOBOro H6adveHHs hyHaaMEH-
TY YKPAIHCbKOI KyNbTYPHO! iAEHTUYHOCTI (PO3PO6Ka BUOOBULLHNX
€KCno3nLil, MPOEKTYBaHHS HOBMX 06'EKTIB A13aiHy).
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Meta
LBOCHI)KeHHS

Metogonoris
Ta aHani3
AXKepenbHoi
0asm

Lis cTaTTa Mae Ha MEeTi BUCBIT/IEHHSA Ta CUCTEMATM3aLLit0 Ky b=
TYPHO-MUCTELbKIMX, HAYKOBUX | AN3aMHEPCHKUX NPOEKTIB, MPUCBS-
YeHWX MePeOCMUCNEHHIO Mepiody YKPAIHCbKOro KOHCTPYKTUBI3MY
1920-1930-X pp. y KOHTEKCTI KyNbTYPHOI pedneKcii yKpalHCbKOro
CYCMINbCTBA, @ TaKoX aHani3 An3arHy K iIHCTPYMEHTY e(heKTUBHOI
KOMYHIKaLiTy MpoLeci Liel pednekxcir.

B gocnigkeHHi M1 npoBeny ornsg HayKoBmx NybaikaLi npo Te-
OpIto pedeKcii B Pi3HMX ranysax HayKu, 30Kpema NCuxonoril, Gino-
codii, negaroriui, KynbTyponoril. 3okpema, NiArPyHTSM Liel poboTK
ctanu cTtatTi O. KonieBcbkoi (2013), sika cMHTE3yBana po3yMiHHsA
pednekcii Ak HaykoBoro Metoay, B. BopoHkoBoi (2018), sika npea-
cTaBuia pedeKcito B COLIOKYNbTYPHOMY 3HayeHHi Ta O. Kptoko-
BOI (2012), yBara sKOi CKOHLEHTPOBaHa Ha couianbHiii pednexcii
ocobucTocTi. KopucHuMKM Ans nofanbliol po36ynoBu AM3aliH-
JisnbHOCTI € MipkyBaHHs T. Fabpens (2013) npo Micue pednekcii
y MPOEKTHI po6oTi AM3aiiHepa, a TaKoXK B CUCTEMI AM3aiH-OCBITH.
B 6inbLIOCTI HayKoBMX MaTepianiB po3rnsfaeTbes pedekcis sk
CKnagoBa iHAMBIAYanbHOI MCUXOMOTIT, KOPeKLUia NOANHOK BNacHO!
NOBeAiIHKM, CTOCYHKIB, MPOMECINHOT AiSNbHOCTI. Bkpai Mano Hamu
BUSABMEHO POBIT, Ae aHanisyeTbes KynbTypHa pednekcis gk heHo-
MeH coLiymy. BiacyTHiMK € po6oTu, MPUCBAYEHI CMHTE3Y NEBHUX
noAii, aKi B CBOEMY MOeAHAaHHI CBigYaTb NPO KyAbTYpHY pednek-
CIt0 CyCniNbCTBa K €AMHOMO CoLianbHOro OpraHiamy, 3okpema Ha
3a3HayeHu B TeMi Mepiof YKPaiHCbKOro aBaHrapay.

OCHOBHOK [PKEpPeNbHOK 63300 LbOro AOCHIIXKEHHS CTanu
0COBUCTI DOTOAPXiBU KyNbTYPHUX MPOEKTIB, MPUCBSAYEHUX 06
yKpalHcbKoro aBaHrapay 1920—1930-x pp., iIHTEpPB'tO 3 KypaTopamu
LIMX MPOEKTIB, aHasli3 BUKIaAeHWX Y LUMPOKUI JOCTYM OMUCIB 3aXO0-
[iB Ta (DOTO3BITH, @ TAKOX aHani3 BMAAHNX XYAOXHiX anbboMiB Ta
HayKOBWX OOCNIXKEHb OCTaHHIX POKIB 33 3a3HAYEHOKO TEMOHO.

HaykoBnM MeTodonoriYyHuM GyHaamMeHToM Uiel cTaTTi € ae-
Ki/lbKka TEOPETUYHUX HACTaHOB, Y AKUX MW MIATPMMYEMO aBTOPIB.
3a3HaunMMo, WO pedneKcisa, 3Ha4YeHHs AKOI MOXOAUTb Bifd NaTWH-
cbkoro reflexio — «noBepTatoca Hasag», OKPIM iHAMBIAYaNbHNX
NPaKTUK IFOAUHW, PO3MAAAETHCH HAYKOBLSAMM K «YCBIAOMMEHHSA
CYCMiNBbHO-ICTOPUYHOT MPaKTUKW, CBITY KyNbTYpW Ta I MOLYCIB — Ha-
yKW, MVCTeLTBa, penirii Towo» (Koniescbka, 2013). JocnigHuus 3a-
3Hayvae, Wo pednekcis € HeobxiAHUM eNeMeHTOM HayKOBOI Aiffb-
HOCTI, i BUKOPUCTaHHSA iT 9K MeTOAy € HeobxiAHUM A5 BUBYEHHS
i BUPILLEHHS CKNaHMX CoLiallbHUX SIBULL i MPOLIECIB, a caMe npoLie-
CiB KynbTypHUX TpaHchopmaliii. Y B. BopoHkosoi (2018) cknagHmit
MUCNEHHEBNIA NpoLiec pedeKcii NoCTae AK IHCTPYMEHT KOMYHiKaLii
MiDK BYEHUMMU, SKUIN «CNPUSIE NOMIMBAEHHIO CYyHaCHUX KYNbTYpPHO-
ICTOPUYHMX Ta OHTOJIOTIYHUX MPOLECIB Y KOpPensuil 3 KynbTypHU-
MW, ECTETUYHUMU, ETUYHUMK, DINOCODCHKMMK, MeTadi3ndHUMMU,
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COLONOTIYHUMU, MONITUHHUMM, MCUXONOTIHHUMU, KaTeropiaMu, Lo
IHTEPMPETYHOTb AINCHICTb». BaxnnMBorO ANA HAWOro AOCHIAMKEHHS
TE3010 € T€, LLO CKNaAHWIM COLIOKYIbTYPHUA MUCIEHHEBO-AiANbHIC-
HUIA (DEHOMEH Yy HayKOBI cepi KOpentoe 0 CycniNbCTBa, KyNbTy-
pu, ntoanHn (Boporkosa, 2018).

MpoBefeHNn HUXKYe aHanis 3ibpaHoro matepiany [A03BO-
NTb NOBaYUTN pe3ynbTaTh IHAMBIAYANbHUX HAYKOBUX | TBOPYMX
pednekcii Ha nepiod ykpaiHCcbkoro aBaHrapay 1920—-1930-x pp.
CyYaCHMX MUCTELTBO3HABLIB Ta AM3alHEPIB, a TaKoX MiACYMKM
KOMaHZIHOI pOo60TW HayKOBLIB Ta AM3aHePIB Y iXHi CINbHINA iH-
TepnpeTauil TeMn 3 MeTOR Ny6NIYHOro NPeACTaBIEHHS Ta HacTyM-
HOI CYCNINbHOI KYNbTYPHOI pedekcii. B aHanisi My 3BepTaemMo 0co-
6MBY yBary Ha Am3aiH aK NPOEKTHY AiANbHICTb 3 METOK NEBHOI
opraHizauil NoBeiHKW NHOAMHM Ta CYCMifIbCTBa, @ TaKOXX Ha IHAMBI-
ZyanbHy Ta KOJIEKTUBHY CBIAOMICTb.

HaykoBy yBary cy4acHMX yKpalHCbKUX MUCTELTBO3HABLIB O
nepiofly ykpaiHcbkoro aBaHrapy 1920-1930-x pp. MOXHa BBaXka-
TV iHAMBIAyanbHOK NpodecinHot pednekcieto B ranysi mucte-
LITBO3HABCTBA | TeOpil An3alHy, pesynibTaTh AKOl TPaHC/THORThCS,
nepenyciM y By3bKuMX LiTbOBUX rpynax. Y poni dyHaaTopa uier fo-
CNigHMLUbKOT NNaThopMM 3aKOHOMIPHO nocTae [. fop6ados, sKuit
nepLumM e y HaniBneranbHin opMi novas 36MpaTh OKpeMmi 3rag-
KW, JOKYMEHTWN Ta 36epexkeHi apTedakTu uiel MUCTeLbKol 006w,
Lo 6yna npuxoBaHa i 3a6opoHeHa NONITUYHOK iCTopieto YKpaiHu.
/10ro aBTOPCTBY HANEXWTb YNCEHHa KiNbKICTb BUAAHb Ta OpraHi-
30BaHMX BUCTaBOK («AMUTPO Top6avuoB», 6.p.), i, MOXHa ckasaTw,
LLIO camMe Moro Hanonernvea npaust i BMeBHEHICTb Y HEOBXiAHOCTI
BiAKPMBATK HayLi Ta WMPOKOMY rnsagady LeaeBpn YKPaiHCbKOro
aBaHrapgy CrpuUYMHWAM HeabusKMIA MOLUTOBX BMPOAOBX OCTaH-
HbOIO AECATUPIYYA. TaKOX, 3HAYYLIMMKN NpaLsaMK € OOKTOPCbKe
JOCNIIKEHHSA Ta 3roAoM intocTpoBaHi anséomu O. JlaryTteHko
(2006), Aka ofiHa 3 MepLMX MPUCBATUIA CBOIO MUCTELITBO3HAB-
4y yBary yKpalHCbKi rpadili nepuwol TpeTnHu XX CT., | 3Ha4YHOK
YaCTMHOK aHanidy cTanu 06KNaAWHKKM Ta intocTpaLii came nepio-
4y aBaHrapay 1920—1930-X pp. BaxknMBuM KPOKOM Y AOCNIAXKEHHI
LibOro nepiofy € HayKoBO-NMPaKTU4HNA NPoeKT T. Kapa-Bacunbesol
3 BIATBOpPEHHS BULLMBOK 3a eckizamu O. EkcTtep Ta K. ManeBuya
Ta Oro NpefcTaBNeHHs Ha BUCTaBKax i B HAyKOBKWX My6nikauisx
(Kapa-Bacunbesa, 2012). 3HauyLWMMM B JOCTIAHWLbKIA pednekcil
e BuZaHHsa T. [aBnoBol, AKa B NPOLEeCi AOKTOPCHKOro AncepraLin-
HOro AOCNIAXKEHHS MPO aBaHrapA B 06pa30TBOPYOMY MUCTELTBI
XapkoBa XX cT. Bunyctuna anbb6omm npo 100-NopTpeHnit NpoexkT
AnaTons Metpuubkoro (Maenosa, 2017), TBopYicTb Bacuna Epmu-
noea (MaBnoea, 2012), wnsx bopuca Kocapesa y 1920-x pp. BiA
ManapcTBa Ao Tea-kiHo-oTo (Maenosa & Yeunk, 2009). AnsaiiH
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YKPAIHCbKOro KiHOMmakaTy FpyHTOBHO MpoaHanisoBaHo y KaHnau-
Jatcbkin po6oTi A. byarwvika (2017). docnigxeHHs J1. Bexx6oBCbKOi
3acBifvyrOTb CBITOMNALHY CYrONOCHICTb YKPalHCbKMX MUTLIB i3 3a-
XIOHOEBPOMENCHKUMU pyXaMM MOLEPHI3MY, BKOPIHEHUMM Y MOMy-
NAPHI B TOM Yac «MOLWYKKN HOBOI AYXOBHOCTI». LIt aBTOpKa BUABNAE
TaKOX Aianor Ha piBHi enemMeHnTiB dopmn K. Manesuya 3 «Habiga-
MW i ToreHom (Bexk6oBcbka, 2019); posib i 3HaYeHH: «MOPOXKHBOMO
npocTopy» B aBaHrapaHiin ckynbntypi O. Apxunerka (Bexk60BCbka,
2015). YkpalHCbKMi1 aBaHrapa CTaB NpeaMeToM AucepTalimHoro
JOCNioYKEHH: HiMeLbKoT gocnigHuui B. Gabep (Faber, 2019).

Takox BMPOAOBX OCTaHHIX 5 POKIB BUAABHMLTBOM «PogoBigy»
BMAAHO 3HAYHY KiNbKICTb iNFOCTPOBAHMX anbOOMIB Pi3HUX aBTOPIB,
30KpemMa npo MucTelbkun Wnax Kasnmupa Manesuya. Cepef, HUX
BaXX/IMBMM HanpaLuroBaHHAM CTano BUOAHHA apxiBHUX MaTepianis
Kasumupa ManeBuda, ynopaakosaHux T. dinescbkoto (Filevska,
2017): ue NoBHa Bepcis NINCTIB, CBITAIMH i NeKLiid, NPOYMTaHUX 3a-
CHOBHWMKOM cymnpemaTtuamy y KUiBCbKOMY XYOOXXHBOMY IHCTUTYTI
1928-29 pp. BaxknuBo, WO LA KHWUra oKpiM yKpaiHCbKOI BUALLMA
aHIMINCbKOK Ta (paHLy3bKoto MOBaMu. TakoX 3a3HayvMo ABO-
MOBHe yKpaiHCbKo-aHricbke BuaaHHa H. Beniroubkol (2011),
fKa BiCTeXye 0COOGMMBOCTI paHHbOI TBOPYOCTI ManeBuya, Bixu
MOro AUTUMHCTBA. BaknMBUM BHECKOM B YKpaAlHCbKYy pednekcito
e npaui Mupocnasu Myapak (2018), ameprKaHCbKOI HayKoBML,
fka CTafla aBTOPKOK KHUIM NP0 NiTepaTypHe 06'eAHaHHA naHdy-
TYpUCTiB «HOBa reHepauifa» Ta MUCTELbKUIA MOAEPHI3M B YKpaiHi,
a TaKOoX CMiBaBTOPKOK KaTasory BUCTABOK YKPAIHCbKOrO aBaH-
rapay B Hbm-VlopKy Ta iHLWWX KHUT Liel TeMu. ANb60MU BUKOHaHI
Ha HaMBWULLOMY pIiBHI AM3aiHy Ta nonirpadiyHoro BiATBOPEHHS.
BaprTicHicTb 3a3HayeHnx BuaaHb (i B IPSIMOMY CeHCI LiiHW, i B nna-
Hi IKOCTI An3aiiHy) 06yMOBIHOE NO3UTUBHUIA BMNAVB Ha YmTada. Lli
KHUM € IHCTPYMEHTOM MepCcoHanbHoI pednekcii YnTada-rnsgaqa,
3a IXHbOI JONOMOru BiGyBaeTbCs IHTUMHWIA flianor ajpecaTa 3 aB-
Topamu Ta 3i ckapboM MUTLIB, MPeACTaBNEHNX Y BUAAHHI.

CBOepigHNM aHanoroM eHUMKIoNeail yKpalHCbKOro aBaHrapay,
[ie 3ibpaHo cTucay iHpopMaLito NPo BCIX MUTLIB LiEl 406U Ta IXHi
POBOTU, MOXXHA BBaXaTW iIHTEPaAKTUBHNIA CalT «YKPaIHCbKMIA aBaH-
rapga».

Cepepn iHCTUTYLIMHWX MPOEKTIB HE MOXKHA He 3rafatu BiAKpUT-
Ta «EpmunoBLieHTpy» y 2012 p. y XapKoBI; 3aCHYBaHHA «IHCTUTYT
Manesuya» y 2016 p. y Knesi.

Ton (haKT, Wo pesynbTaTv HayKOBUX BiAKPUTTIB, AOCNIAXKEHD
i cucTemMaTm3saLil MoLWMPIOKOTHCA HE NULLIE cepell BY3bKOI rpynu Te-
OPETUKIB i NPaKTUKIB XyAOXXHbOI AIANbHOCTI | AW3aliHy, ane 1 MeHe-
[)KepIiB KyNbTYpHOI iHAYCTPIl, 06YyMOBUB HN3KY NOAI, AKi NepeBenm
iHOMBIOyanbHY HaykoBy pednekcito Ha iHWKI piBeHb. MoBa iae
Npo MaclTabHi KOHLENTYabHi PeTPOCNEKTMBHI ekcrnoauuil. Taki
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MPOEKTN PO3PaxoBaHi Ha LWMPOKI Kona rnagadvie, HOCATb MPOCBIT-
HULIbKWI XapaKTep Ta MaroTb 3a MEeTY 3aX0onnTn yABY BiABidyBada
TEMOLO. [ONOBHUI IHCTPYMEHTapIN — Le ePeKTHUA AM3aitH, AKNIA
BIAPISHAETLCA Bif KACUYHOrO eKCMNOHyBaHHA TBOPIB MUCTELTBA
y My3el. EKcnosuuia KynbTypHUX MPOEKTIB nepeabavae iHTepak-
TUBHICTb, CBOEPIAHY MOAOPOX Bifj OAHOITO €KCMoHaTy A0 IHLIOro,
PO3MaITTA BapiaHTIB NpeaCTaBNeHNX TBOPIB.

OHMM 3 MepLUMX 3HaAKOBMX MPOEKTIB CYCMINbHOI KyNbTYpPHO!
pednekcil Ha 406y YKpaiHCbKOro aBaHrapay 6yB MpoekT «Bacuib
Epmunos» 2011 poky, npeactaBneHuin y Mucteubkomy ApceHani.
BuctaBka 6yna yHikanbHa, aike ob'efgHana poboTu, Lo 36epira-
FOTbCA Y TPbOX My3eax YKpaiHW Ta npmBaTHUX Konekuisx Knesa,
XapkoBa, JIoHgoHa, MockBK. B TakoMy CUHTESI yKpalHCbKUI md-
nay nobaunB ix Bneplle. [lnsaitH eKcnosuuii ogpasy HanalToBy-
BaB Ha WASX HOBWUX BIOKPUTTIB. JeMOHCTPALINHI LMTY, KOXEH
3 AKUX NPEeACTaBAAB MiHIMaCTUYHY KOHCTPYKLIFO 3 FOCTPOKYTHUX
dopm, o6'eHyBanucs y ABOGIYHWUIA TyHeNb, SIKUIA BUIMHABCA Ta
HaragyBaB pyX piku abo HaBiTb XXUTTA MUTUS. 3a KOXXHUM HOBUM
NAacTUYHUM MOBOPOTOM MNsiAay BiAKpMBaB HOBI CKapbu 3i cnag-
LWMHKM Bacung Epmunnoa. Cami XX po6oTn NpeACTaBASNN CMYTY YiT-
KO ynopsiAKoBaHOro putMivHoro pagy. OpuriHanbHa opraHisauis
BMCTaABKOBOrO MPOCTOPY, NoByaoBaHa 3a MPUHLIMIOM KOHTPAacTy
(Benvka MacvBHa KOHCTPYKLLA Ta HEBEMKI 33 PO3MIPOM POGOTW)
crnpaBnsna epekT MNOTY>XKHOCTI, MiLi eKCMOHOBAHOMO, FOpPAOLLIB Ta
3ax0MnJIeHHst Bifl AOTUYHOCTI rnaaaYa Ao wenespis ("BUcTaBKoBMiA
npoekT", 2011).

[HWWIA 3pi3 aBaHrapAHOro MUCTelTBa NPeACcTaBUN NMPOEKTOM
«CLeHa yKpaiHCbKOro aBaHrapAy», Lo BiAg6YBCS TAKOX Y MPUMILLIEH-
Hi MucTelbkoro Apcenany y 2014 p. ("CueHa ykpaiHCbKOro aBaHrap-

Puc. 1. Ekcriosuyis
BUCTaBKOBOIO MPOEKTY
«Bacuib €pmunos.
PeTpocnekTunBa».

2071.

Fig. 1. The exposition
of the exhibition project
«Vasyl Yermylov. Retro-
spective». 2011.
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ay', 2014). Ha wvpokuin ornsia 6ynn npeAcTaBeHi yHikanbHi cleHo-
rpadiyHi TBOPW IHHOBALIMHWX YKPaIHCbKUX XYAOXKHWKIB-AN3aHePIB
O. Ekctep, A. MeTpuupbkoro, B. Mennepa, O. XBOCTEHKO-XBOCTOBA,
b. KocapeBa. IMmagadis 3ycTpivaB po3max CTiH KONbOpY «LMKIaMEH»
ab0 «MapKeHTa», LLI0 CTBOPHOBAsIO CTiiKy acoLiaLito 3 TeaTpasibHO
3aBicoto. CTiHM BUCTaBKOBOI 3a1 Oynn BUKOPUCTaHI Haue BHYTPILL-
Hi Kynick cueHn. EQeKTHMM enemMeHTOM Au3aliHy npocTopy 6yno
PO3MILLEHHS LUMPOKOMOPMAaTHNX PeENpPOAYKL ecKi3iB 0(OpMIEHHS
CLIEHW Ha BCKO BMCOTY CTiHW. Lle Hagano raaadam edekT NpucyTHO-
CTi Ha CLIEHI, MOX/MBICTb Bif4yTV cebe akTopamum.

Puc. 2. Ekcriosuuisi BUCTaBKOBOro NpoekTy «ClueHa yKpaiHCbKOro aBaHrapay».
2014.

Fig. 2. Exposition of the exhibition project «Scene of the Ukrainian avantgarde».
20174.

|[CTOTHMM BHECKOM CTaB €KCNEPUMEHT 3 BIATBOPEHHS Cy4aCHM-
MW MancTpammn KOCTHOMIB 3a eckizamu B. Mennepa, kypatopamu
AKOrO CTanu MPOBIAHI HAayKOBI MpauiBHUKK My3eto TeaTpasibHOro,
MY3WYHOMO Ta KIHOMUCTeLTBa YKpaiHu Ana npoekTy «Kypbac y Ku-
eBi» (2017). O6naBa NPOEKTN BeNa KypaTopcbka rpyna (Kypatopu
npoekTy: BipnaHa Tkay, TeTaHa PyaeHko, Banbgemapt Kntosko.

MpoaoBXeHHsT TeMX pedopMaTOPCbKOro MiAXody YKpalHCbKMX
aBaHrapamcTie 1920—1930-x pp. A0 cueHorpadil, ane 3 aKLUeHTOM
Ha KOHKPETHY NepPCOHy Ta Noro nereHfapHui Teatp «bepesinb» cTaB
BMCTaBKOBWIA NPOEKT «Jlecb Kypbac. HOBI CBiTW», IO 6yB Npe3ex-
ToBaHW y MucTteuibkoMy ApceHani HanpukiHui 2018 p. (CninyeHko,
2018). Lle KoMnnekcHUiA NPOEKT, sIKNA BUKOHYBAB He fnlie ecTe-
TUYHY YHKLiO, a 1 MisHaBasbHy, agyke MiCTUB ayaio- Ta BifeoeKc-
MoHaTV 3 BIATBOPEHVMMMW MApPTUTypamu, nepOoMeEHCH, iHCTansuil.
BigyanbHUM LIEHTPOM eKCMo3ULIMHOro MPOCTOPY CTana NpocTopoBa
KOMMO3MLisA 3i CBITOBMX KOHUEHTPUYHMX Kifl, AKa BIATBOPWUIA OHY
3 HaMBIOMILLMX Aekopalin Teatpy. Y CIPUNHATTI Ha BiACTaHi BOHa
3[laBanacs nnackor, Xoda Hacnpaefi Koja pOo3MilllyBanuca Ha
BiACTaHi OAWH BiA OAHOrO, WO 3abe3nevyBano OAHOYaCHMI edeKT
rAnbuHw. Lis cTaTnyHa KOHCTPYKUIS 3aBASKM SCKPaABOMY BHYTPILL-
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HbOMY CBIT/Ty CTBOPrOBana BoAHoYac edeKT nynbcadii, HeBUANMOI
AMHaMikK. BoHa 6yna y pe3oHaHCi 3 apOYHUMM CKAEMIHHSAMM CaMo-
ro MuncTelbKOro apceHany, i AogaBana e@ekT BidyanbHOro BiayH-
HA Yy nNpocTopi BCiel cropyan. KOHUEHTPUYHI Kofla CTann OCHOBOO
KOMMO3KLih 6araTbox iHhopMaLLiiHKX CynpoBofiB Ha CTiHax. 3ara-
JIOM [M3aliH BUCTaBKM MOEAHAB Y eanHe Line penpodykuil cTapmx
doTorpadiv AisnbHOCTI TeaTpy, adilli Ta IHCTaNsLi Ha OCHOBI ECKI3IB
[ekopaui MancTepHi B. Mennepa, MaHeKkeHn 3 BiATBOPEHNUMU KO-
CTHOMaMW, NMaHopaMHe MpefcTaBfeHHs GparMeHTiB BMCTaB. bynu
BVKOPWUCTaHI MiABICHI WMTW, NiACBIYEHI 3 cepeanHi (hOToMaHHO, Be-
JINKi 32 PO3MIPOM BifeoTpaHCA[LUIl 3@ IONOMOrOH NPOEKTOPaA.

Puc. 3. Ekcriosuuis BucTaBkoBOro npoekTy «/leck Kypbac. Hosi cBiTu». 2019.

Fig 3. The exposition of the exhibition project «Les Kurbas. New worlds». 2079.

BaxxnMBUM BHECKOM Y KYNbTYpHY pedneKcito yKpalHCbKOro
CycnifibCTBa cTana AeMOoHCTpaLlia ckynbntyp OnekcaHapa Apxu-
neHKa, YKpalHCbKO-aMepUKaHCbKOro MUTLA, LLO YCaBUBCS CBO-

M1 aBaHrapfHVMmM po6oTaMu Ha BECb CBIT Ta BifirpaB 3HaKOBY

POSb Y PO3YMIHHI 06'€My, KOHCTPYKLIT, CNPOLLEHHA Gopm. Moro
CKYNbNTYPW By YaCTUHOK eKCMOo3WLA BennKmnx CKybnTypHUX
casnoHiB (3okpema, 2008 p., 2013 p., 2015 p.), @ TAKOX TEMATUYHNX
BrcTaBoK. OcobnmBOro edekTy 6yno AOCATHYTO CaMe B OCTaHHIX
BapiaHTax, afyKe CKy/bNTypu 6ynn «BnmcaHi» y KOHTEKCT BUCTABOK
Ta Cnornaganncs He nule Ak CaMOCTIMHI eKCnoHaTK, a AK AoMNOoB-
HEeHHS 4O CTBOPEHHS 06pa3sy TeMu. Hanpuknag, B 060x NPOeKTax 3i
cueHorpadiyHoOro MUCTeLTBa, CKYNbNTYPHI XXIHOYI dirypw acouito-
BanMCs 3 eckizamMu KOCTHOMIB, LLIO OXKWK, aB0 caMUMM aKTOPaMu.
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Puc. 4.1. Ckynbntypu O. ApxuneHka
B €KCo3uLii Be/IMKOro CKy/ibATypPHOro
casoHy. 2016.

Fig. 4.1. Sculptures by O. Archipenko in
the exposition of the exhibition of Great
Sculpture Salon. 2015.

Puc. 4.2. Ckynbntypu O. ApxuneHka
B ekcrnosuyii mpoekTy «CuyeHa
yKpaiHcbkoro aBaHrapgy». 2014.

Fig. 4.2. Sculptures by O. Archipenko in
the exposition of the project «Scene of
the Ukrainian avant-garde». 2074.

LLloao BMCTaBKOBKMX aBaHrap4HWX NMPOEKTIB, LLO NAraroTh B KOH-
TEKCT TEMU CTaTTI, He MOXEMO He 3rafat BucTasky 2019 p. «Onek-
caHap boromasos» y HalioHanbHOMY XyAOXHBOMY My3el YKpalHu;
Ta BUCTaBKY KiH. 2017 — nouy. 2018 p. «bonyykiam. [NpoekT «Benu-
KOro cTumto»» y Muctelipkomy Apcerani (KuiB). 3okpema, y ocTak-
Hil4 BUCTaBLi BMKOpPUCTaHO 3adapbyBaHHA CTiH B eKCMO3ULIRHNX
3anax NakoHiYHUMK KONIPHUMK NAsSIMaMi, WO BiAMNOBIAar0Tb 406
aBaHrapay, a XyLOoXHi TBOPY HEBENMKOIrO PO3MIPY EKCMOHYBaIUCA
Ha KOHCTPYKUiAX 3 AepeBa, AKi anerorTb 40 CTUICTUKKM TOMO Yacy.

LLle opHieto ranyssto, Ae yKpalHCbKi aBaHrapamMcTy 3asBuu
MPO CBOO YHIKaNbHICTb, 6yB KiHemaTorpad. List LLlapnHa Takox cTa-
na 06'ekTOM pednekcii ykpalHCbKoro cycninbcTBa. eplioto nac-
TIBKOKO LIbOro HampsiMy BiAKPUTTIB yKpaiHCbKOI cnadwmHn 6yna
BUCTaBKa «ABaHrapAHuii nnakaT yKpalHCbKOro KiHO», npeAcTaBsrie-
Ha HauioHanbHUM ueHTpoM OnexkcaHapa [JoBxeHka AK CaMOCTil-
HWUI NPOEKT Nif Yac npoBefeHHs KHuxxkoBoro ApceHany 'y 2012 p.
MpuceadeHa 90-pivyto BYDKY (BceykpaiHcbkoro dboTokiHoynpas-
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BUCTABKA
ABAHTAPOHUWA
NNAKAT YKPATHELKOTO
KIHO 4-7 MOBTHA 4«

e

WIALTELLRAR APCEH AR, NPABE KPWAD, NABPCRSA, 12

Puc. 5. EKcriosuuisi BUCTaBKOBOro MpoeKTy «bonyyKiam.
[poekT “Benmkoro ctumo”». 2018.

Fig 5. The exposition of the exhibition project «Boychukism.
The project “Great style”». 2019.

NHHSA), UA YHiKanbHa B1CcTaBka MicTuna 20 NoBHOGOPMAaTHUX pe-
NPOAYKLiM KiHOMNaKaTiB A0 yKpalHCbKmx dinbmiB 1920-x pp. Cepep
npeacTaBneHnx aBTopiB 6inv I6parim JliTuHebkWin, Mnxainno Jny-
ray, 6paTt CTeH6epru.

Puc. 6. PeknamHuii noctep
BUCTaBKU «ABaHrapAHwvi raakat
YKPaiHCbKOro KiHo». 2012.

Fig. 6. Advertising poster of the
exhibition «Avantgarde poster of
Ukrainian cinema». 2012.

Ller ny6naivyHnii NpoekT 6yB 4acTUHOK MiArOTOBKM rpaHfios-
HOrO BMAAHHS «YKpaiHCbKMI KiHomnakaTt 1920-x pokie. BYOKY»,
B koMY 3i6paHo noHaa 150 TBOPIB 3 apxiBHUX IHCTUTYLIM YKpaiHu,
®paHuii, bpuTaHii, Pocii. IBOMOBHUIA intocTpOBaHUA anb6oM BUiA-
woBy 2015 p. (CinaHTbeB Ta iH., 2015). Ane HalieheKTHILWMM | BNW-
BOBMM aKTOM CyCnifibHOI pedneKcily cepi yKpaiHCbKOro KiHO 06U
aBaHrapay BBaxkaemMo npoekT 2019 p. «BYDKY. Lost & Found».
MpefcTaBneHo Noro Ha YeCTb BIAKPUTTA My3eto KiIHO B MPUMILLEH-
HAX BIAHOBNEHOroO [JOBXEHKO-LIEHTPY. | 3HOBY KJTHOHOBUM (DaKTo-
POM 3AINCHEHHS edeKTy BUOYXY MW BBAXKAEMO OpPUriHaNbHWIA An-
3aiH npocTopy (LLlakyH, 2019). [ns niacvneHHs aTMochepHOCTi Ta
BiAUyTTA Yacy eKcrnosuuis MicTuna 06'€eMHO-NPOCTOPOBI enemMeH-
TV — iMiTOBaHy cuUeHy 3 daHepHuMK dirypamMmu akTopis, adillHy
TYM6Y | TpaKTOp TOro Yacy, K1 CMMBONI3yBaB MpUXif HOBOI epw
Ta, Ha HalL mornag, Bigcunae acouiaTMBHO A0 NlereHOapHNX CTPIYOK
O. JoBxeHka. 3HayHa YacTuHa CTiH Ta NIOLIMH 30HYBaHHA BUCTaB-
KOBOI Mo 6ynn YopHUMM abo BiNnMMM B TEMPSABI, @ 06'EKTN UK
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iHbopMaLlist Ha CTiHax BUCBITNIEHA MPOMEHSAMM MPOXKEKTOPIB. 3PO-
3yMINO, WO TaKe BidyanbHe pilleHHSA BUKKKAE Yy rnaaadva acouiauil
3 CeaHCOM Mnepernsay CTPidoK y KiHoTeaTpi. [pocTip 6yB Hamnos-
HEHWI OPUTIHANBHUMUW KOHCTPYKLUISMW, CTBOPEHVMU Mif BMNIMBOM
npoekTiB B. Epmunosa, O. XBoCTeHKO-XBOCTOBa, B. Mennepa. Lle
[03BOMIMNO rNsfavYaM MaHapyBaTv Ta BiAKPMBATK ANS Ccebe HOBI
paKypcK i BXxe nobadveHnx eKCroHaTiB, i acoLiaTUBHUX CEHCIB, AKi
BOHW Hecnn. lNpefcTaBneHnin B eKCnosuuii MaTepian nepecTpyk-
TYPOBaHWI Ta 3aBASKM IHLWOMY BUAY AM3aliHy, rpadiyHoMy, npea-
CTaBJ/IEHO B OAHOMMEHHOMY CalTi.

Puc. 7. Ekcroauuisi BUCTaBKOBOrO MpoekTy «BY®KY. Lost & Found». 20179,

Fig. 7. Exposition of the exhibition project « VUFKU. Lost & Found». 2079.

He MO)Ha He 3ragaty AOCNIOAHWULBbKUIA NMPOEKT «MicTo XA,
npeAcTaBneHnii y 3anax HXMY Ha mexi 2017-2018 pp. ('Buctas-
Ka «MicTo XA»", 2017). Y pamkax OCHOBHOI TeMW aBaHrapaHoro
MUCTeLTBa MiCTa XapKoBa BMpoAoBX XX CT. craflmHa nepiogy
1920-1930-x pp. BUCBITNEHa SK QYyHAAMEHT iHHOBALIMHMX MigXo-
[iB Yy HacTynHWX pokax. CTiHW HaliOHaNbHOMO My3eto 3yMOBUN
BiNbLL KNACKMYHYy eKCro3uLito TBOPIB, X04a AnHaMmiKa npeacTaBieH-
HA cnpaBuWia BiANoBIgHWI eeKT HOBATOPCTBA TUX YaciB.

BaxxnuBMM nigxoaom A0 iHHOopMaLiNHOro HanoBHEHHS Y 6iflb-
LWOCTi PO3MNAHYTUX MPOEKTIB € iIHPOorpadivHniA Nokas Aat i AvHaMi-
KW NMOZiM B YKpaTHCbKOMY CYCMiNIbCTBI BMIPOLOBXK BiAMNOBIAHOMO TEMI
nepioay. IHdorpadika B MiHiManicTU4HOMY AW3aiHi pO3MILLYHOTbCS
YnTabenbHMM PO3MIPOM MPAMO Ha CTiHaX. BaxknBO, L0 XPOHOO-
rig nofin B YKpalHi nokasaHa Ha T/ KJIKOYOBUX MO Yy CBITI, SKi

19



20

MOB'A3aHI He MLLe 3 KYNbTYPOto, ane i 3 MONITUKORD, EKOHOMIKOHO,
couianbHUM pyxoM. Lle nae MOXIMBICTb pednekcyBaT He nnue
CTOCOBHO YKPaiHCbKOI COLOKYIbTYPHOI iCTOPIl, @ 1 6a41TK Bigno-
BIAHICTb Il pO3BUTKY rNo6anbHUM TpaHchopMaLisiM, abo yHiKanb-
HICTb BNIACHOTrO LUASXY, WO 3yMOBMB OCOBAMBICTb 3aranbHOro cTa-
HY B Cy4YacHiil YKpaiHi MOpiBHAHO 3 IHLLIWMMW KpaiHaMK.

Po3rnaHyTi NpOEKTH CBiAYaTb MPO KyNbTYPHY pedeKkcito BXe Ha
PIBHI CyCMiNbCTBA, KA, 3BICHO, MOXJ/IMBA JINLLE Ha I'PYHTI OCOBUCTOI
pednekcil KOXHOro BigsifyBada. B ymoBax npaBuibHOMO MeHeX-
MEHTY, KO/IM B MPOEKTI APYrol 3HAYyLLIOCTI NiCNs KOHTEHTY HabyBae
QM3aiiH NMPOCTOPY, @ TaKoX KOMIMeKe 06'eKTiB-cynpoBoaiB (KHMM,
BYKNeTU, MNCTIBKM, CyBeHIpK, akcecyapw Towlo), pednekcis Bindysa-
€TbCs 6e33anepeyHo. | He NuLLE Nia Yac BiABIAYyBaHHS BUCTaBKW, ane
" nicns, BMIPOOOBX HACTYMHWX AHIB Ta MICALIB, KOMW MPO Lie MacoBO
MULLYTb B IHTEPHET-PECYpCaX, a KON Y MOBCAKAEHHI KOPUCTYHOTHCA
npuadaHNMm ApiGHMLAMK abo NepernsaaatoTb CBITNHM.

LLle oaHieto dbopmMoro cycninbHOI pednekcii, Aka Mae nepco-
HanisoBaHe NiArpyHTs, ane po3paxoBaHa Ha MOLWPEHHS B LLIWPO-
KWX KOMax CroXmBayiB, BBaX>XAEMO NEPEOCMUCTIEHHS CTUITICTUKN
aBaHrapamctis 1920-1930-X pp. cy4aCHUMU YKpalHCbKUMUY On3a-
HepamMu y BnacHux TBopax. [MpoeKToM 3MmilllaHol hopmu pednek-
Cil MOXHa BBa)kaTu BuUcTaBky «CoHsa [lenoHe. PUTM Kombopy»
(MaBntok, 2019), NpucBAYeHy i TBOPYOCTI BiAOMOI AM3aiHepKM
XX cTopivys, i apT-po3pobKaM Cy4acHMX XyAOXKHWKIB Ta An3aliHe-
piB YKkpaiHu. CoHa [enoHe Mana yKpaiHCbKi KOpeHi, caMa 3Bep-
Tana yBary, Wo i fnereHapHe Bi4yTTa KONbopy cHopMyBanocs
B AUTWUHCTBI NiZ Yac NPOXXMBAHHSA B YKpaiHi Ta CnornsaaaHHsa npu-
pPOAW, HAPOAHMX KOCTHOMIB Ta Y)KMTKOBOIro MUCTeLTBa. Biartak, i1
KOJIpHI eKCNeprMeHTU B abCTpaKTHUX KOMMNO3ULisix Ta 0aa3i 00y-
MOBJIEHI 06i3HAHICTIO 3 YKPATHCbKUMMW KYNbTYPHUMW TpaauLisMu.
AKWO neplla BUCTaBKa, WO Bigbynacsa HaBecHi 2019 p. B Ofeci
("CoHsa [lenoHe", 2019), MiCTi HAPOAXKEHHSA MUCTKMHI Ta MPOXMBaH-
HS B AUTMHCTBI, IEMOHCTPYBana nuile Matepianu wopao il 6iorpa-
&il i TBOpYOCTI, TO BUCTaBKa B Knesi o6'efHana nornsg y MuHyne
Ta eKCnepuMEHTW Cy4acHOCTI. BucTaBka HOCWNa KaMepHui xa-
pakTep, TOMYy eKCno3ULiMHWUIA NPOCTIP HE MaB Takoro rpaHzio3Ho-
rO KOMIMJIEKCHOrO MnaHyBaHHA, gK y NpoekTax MucTeubkoro Ap-
ceHany abo [1oBXeHKO-LeHTPY. Xo4a AesKi An3aiHepCbKi pilleHHs
6e3yMOBHO Cnpuanu edeKkTy BMAOBULIHOCTI i MOTY)KHOCTI Temu
("B Kuesi BigkpreTbea', 2019). 3okpema, WUTX 3 HANiBNPO30pOro
N1acTUKy BEIMKOrO PO3MIPY Ta ACKPaBUX KOMbOPIB, 3 HAHECEHN-
MU IHhOPMaUIRHUMK TekcTamMu. EKCMOHYBaHHS Cy4YacHMX TBO-
PiB YKPATHCbKMX XYAOXHMKIB i An3ainHepiB (B3sM y4acTb Malla
PeBa, OkcaHa JleByeHs, Aca Ta Jleca XomMeHKo, OneHa HaymMmeHKo,
apxitekTop ®nopiaH fOp'eB Ta EBa Tosnya) HOCUIIO XxapakTep CroH-
TAHHOCTI, CUTYaTMBHOCTI, Mano eMeKT NepeoCMUCIIEHHS TBOP-
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yocTi [lenoHe B pexxuMi «Haxnso» (MaBntok, 2019). IHTepaKTUBHI
eKCMoHaTW BUCTaBKW, Hanmpukniazg, MarHiTHa gowka Mawi PeBu
3 OKPEMUMMU KOJIbOPOBUMU eNEMEHTaMM, AKi KOXEH MIr yKnacTu
Y BflaCHY KOMMO3WLitO, Cpudaia 3aay4yeHocCTi BiABigyBayiB Ta iXHil
0CO6UCTI penekcii Ha aBaHrapaHi MeToau.

Puc. 8.1. Ekcrnioauuisi BUCTaBKOBOIo NpoeKTy «COoHs [JesioHe. PUTM KO/IbOPY».
Matepianu npo ansanHepky. 2019.

Fig. 8.1. The exposition of the exhibition project «Sonia Delaunay. The rhythm of
color». Materials about the designer. 2079.

Puc. 8.2. Ekcriosuyisi BUCTaBKOBOro npoeKkTy «CoHs [JenoHe. PUTM KOIbOPY».
TBOpw cyqacHi ykpaiHcbkux am3anHepis. 2019.

Fig. 8.2. The exposition of the exhibition project «Sonia Delaunay. The rhythm of
color». Art-works of modern Ukrainian designers. 2019.
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BiAromMiH nepeocMmucneHb Tpaauuii YKpalHCbKOro aBaHrap-
[y criocTepiraeMo y po6oTtax rpadiuHux ausaiHepis (Hanpuknag,
O(OPMIIEHHST KHUI 3 TBOPaAMK MOETIB Ta NMCbMEHHUKIB Po3cTpi-
NIAHOMO BIAPOMKEHHS), AN3aiHI oaary Ta NpeaMeTHOMY AW3aliHi.
HalackpasilummMuy 3HaKOBMMYM NposiBaMu pedekcii B An3aiiHi BBa-
»Kaemo konekuil oaary ®enopa BosiaHoBa, KONEKLiKO iHTEP'EPHOIrO
nexkopy KatepuHu CokonoBol, aBaHrapaHi ekcnepumeHT OKcaHu
JleBYeHs B KONEKLT KUTUMIB.

Fashion-gnsarnHep ®enip BosiaHOB, Ak Npautoe B CTUAI «ec-
TETUYHOrO aBaHrapy» Ta nponarye ifero «Of4Ar Ak apXitekTypar,
CTBOPMB NpoekT-nepdomeHc Suprematism 2.0, kntoyoBa dpasa
AKOro — «Bifl KapTUHW A0 CyKHI». Lle cBoepioHa TpaHchopMmallis
enemMeHTIB fiekopy iHTep'epy (Ha NepLUMid Nornam, Lie KBaapaTHi Tpu
6inMx NaHHO 3 MPOCTOK (irypoto B LIEHTPI, KBaApPaTOM, KO/IOM Ta
XPECTOM) Y MiHIManNICTUYHWI XXiHOUNI oasr. BKopiHeHi B reoMeTpu-
Ky TBOpU Kasumupa Manesuya, AKi CTann IKEPENOM HaTXHEHHS
AN3aiHepa, OXXMBarOTb Ta HabyBarkOTb MIACTUYHOCTI B TKaHMHI Ha
nroacbkoMmy Tini (Conoseit, 2018). [>kepenoM iHLLIOT KonekLii cTanu
cKkynbnTypn Onekcangpa ApxuneHka Ta MOoro yHikanbHWUM «Hera-
TUBHWUIA NpocTip» (Knumenko, 2018).
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Puc. 9. Qegip BosiaHoB. Konekuisi mogenen Suprematism 2.0. 2015.

(|

Fig. 9. Fedir Vozianov. Collection of models Suprematism 2.0. 2015.

KaTepuHa Cokonosa, MOnofa Aun3ariHepKa enemMeHTiB AeKkopy
iHTep'epy Ta MebniB, BUKOPWCTOBYE FEOMETPUYHI MpPOCTi hopmu
OBafliB, Kifl Ta NPAMOKYTHUKIB ANA BapiaTUBHUX CynpemMaTUyHmX
KOHCTPYKLiM CBITWIbHMKIB Ta Ba3. HaTxHeHHa ifjeaMu Ta ecteTu-
Koto Kasnmunpa Manesuya, KateprHa CTBOPHOE NPOCTI Y CAPUAHAT-
Ti NPOAYKTN, AKi MOEAHYIOTb YTUITApHY MYHKLUIO Ta YHIKaNbHY ec-
TETUKY OCYYaCHEHOrO MiHIManiamy. Ha AyMKy An3aHEePKU, KOXKEH
1T TBip No3a hyHKLUiOHaNbHNUM BUKOPUCTaHHSAM HabyBae B iHTEP'EPI
CTaTyCy MasleHbKoro BUTBOPY MUCTelTBa. [1po npaMy BIiACUAKY [0
Tpaauuin asaHrapgy 1920—-1930-x pp. CBIAYUTb i HEAMIHT KOXHOMO
npoaykTy — Exctep, Maneswuy, [lenoHe Ta iHLi.
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Puc. 10. KatepuHa CokosoBa. CBiTuiabHUKN. Basn. 2014-2019 pp.

Fig. 10. Kateryna Sokolova. Lamps. Vases. 2014-2019s.

e ogHUM pes3ynbTatoM MEPEOCMUCIEHHST CyYacHUM [u3a-
MHOM TpaauLii € okpeMi poboTn OkcaHu JleBuyeHs. B pamkax cBo€l
MaWnCTepPHI BOHa CTBOpMAAa TPU KUIMMMU, LLO MarOTb B OCHOBI CTU-
NICTUKY Ta KONOPWUT aBaHrapAHWx MOTKBIB. B 0gHOMY 3 KUNNMIB
nia HasBoro Malevich BMKOpUCTaHI eCKisn XyaoXKHWKA [0 BULLNBKM
1914 p., ane 3 aBTOPCbKOKO TpaHcOpMaLed NPOMNopLii Ta KoM-
NO3UUIMHUM pO3TalLyBaHHAM e/IEMEHTIB.

S Y Y Y Y YYD
SppnnnnnRnRnnneRnnnin®

= * -4
,:‘l’l‘i‘i Y
;"IHIII‘-IIIHIIIHHG
o A A A A A A A

AN

Puc. 11. OkcaHa JleB4eHs. Kunumm 3a MOTUBaMu TBOPIB yKPaIHCbKOro
aBaHrapgy. 2010-Ti pp.

Fig. 11. Oksana Levchenya. Carpets based on works of the Ukrainian avant-gar-
de. 2010s.

BaxknmemM hakToM i 419 cycninbHOI pednekcii Ha TeMy ykpalH-
CbKOro aBaHrapfly B YKpaiHi, i 41 npeseHTalil 3406y TKiB HaLIOro
Cy4acHOro amsaiHy € akT y4acTi Ta npe3eHTallii Ha3BaHNX MPOEK-
TiB 3@ KOPAOHOM. BcCi Tpu OnsaHepN HEOAHOPA30BO AEMOHCTPY-
BanM CBOI TBOPW B MeXax MUCTELIbKMX €BPOMENCHKUX MPOEKTIB:
Micsiupb ykpaiHcbkoro aBaHrapay B Mapwki (2018 p.), Dutch Design
Week (2018 p.), Milan Design Week (2019 p.), @ TaKoX MiXXKHapPOaHI
KOHKYPCHI Mporpamu 3 AnsarHy, e aBTopw, 3okpema K. CokosoBa,
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BucHoBku ‘ﬁ

OTPUMYIOTb HAaropoau. XapakTepHo, Lo iAeHTMIKaLis yKpaiHCbKO-
ro Av3aiHy BiAOYBAETbCH CaMe 4Yepe3 CnafllvMHy aBaHrapaHuX
Tpaanuin 1920-1930-x pp. Lli hakTu cnpustoTb 3MiLIHEHHIO NO3ULIN
i Cy4aCHOro YKpaiHCbKOro AnsanHy, i Micus YkpaiHu B iCTOPIT Mix-
HapOAHOro AN3alHy.
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Puc. 12. YyacTi KOMaHAM YKPaIHCbKUX AN3aliHEPIB Y MIDXHapPOAHOMY MPOEKTI
«Milan Design Week». 2019.

Fig. 12. Participation of a team of Ukrainian designers in an international project
«Milan Design Week». 2019.

B cTaTTi po3KpMTO OCOBGAMBOCTI COLIOKYNLTYPHOI pednekcir
Cy4aCHOro yKpaiHCbKOro cycninbCTBa Ha nepiof aBaHrapay 1920-
1930-x pp. B YkpaiHi. Bneplie ynopssaKoBaHO KyNbTYpPHO-MUCTELbKI
MPOEKTY, WO peanizyBanmca B YKpaiHi BMPOAOBX OCTaHHbOrO fe-
CATUPIYYA Ta Manu Ha METI PO3KPUTTA MOTYXHOCTI 3a3Ha4YeHOro
MUCTeLbKO-AN3alHEPCbKOro  GeHoMeHy abo MepeoCMUCIEHHS
MNoro ifenHnx 3acan 3 No3uLin cydacHuka. Kpim Toro, aBTopom [o-
BOAMTBLCH, LLO CaMe AN3alH € TUM eDEKTUBHUM IHCTPYMEHTOM, LLIO
JI03BONSAE [JOHECTW pe3ynbTaTh HayKoBOI pedeKcil A0 LUMPOKMX
Kin rpOMafCbKOCTI Ta BMAMHYTU Ha TpaHchopmalito cycninbHol
CBIZJOMOCTI B HaMpsMKY NMOCTaBNEHOI METY — YCBIAOMEHHA YKpal-
HW AK HOCIfA YHIKaNbHOI Ky/IbTYPHO! CNafLUyHW CBITOBOMO PIBHA.

BnpoaoB OCTaHHIX AecATW pokiB B YKpaiHi Biadynoca 3HaqHe
3pYLLEHHS B HAyKOBI po6OTi 3 AOCAIAKEHHS YKPaIHCbKOrO aBaH-
rapgy 1920-1930-x pp. Ta JOHECEHHS HOBWX PaKypCiB MUCTELBKOMO
3HaHHS Ao rpoMaacbkocTi. OcobucTa pednekcia MIUCTELTBO3HABLB
i TEOPETUKIB AM3aliHY NOLIMPHOETLCS HE NNLLIE Y BY3bKIMX KOMax dhaxis-
LB, ane 1 cepep NOTEHLIMHWUX MOLIIHOBYBaYIB, iHTENEKTYyanis, naTpio-
TUYHO HaNaLLTOBaHWX rpoMasaH. Buxia YkpaiHu Ha CBITOBWI PiBEHb
B ranysi KynbTypHUX iHAYCTPIN, @ TakoXX MiABULLEHHSA NpodecioHanis-
My B IHCTUTYUIl KyNbTYPHOrO MEHEMKMEHTY cnpusie edeKTUBHOCTI
LMxX npoueciB. BennyesHy posb Bigirpae TakoX MNiABULLEHHS PIiBHSA
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OM3alHy BCIX BWAIB, 30KpemMa eKCro3uLinHOro MpoCTopy, BUAAHb,
BeG-pecypciB, Ta PO3YMIHHSA MOro 3HaAYYLLOCTI Y coLianbHi KOMYHI-
KalLlil, 30KpeMa e(eKTMBHOMY BM/IMBI Ha 3aLlikaB/IEHHS IFOAEN TEMOHO
NPeACTaBEHUX NMPOEKTIB Ta NO3UTUBHE BPaXKeHHHA. BaxknBnum BHe-
CKOM € TaKOX OCOBUCTI pedneKcil AnsanHepiB, siKi NepeocMUCHOOTb
crnafLLUmMHy YKpaiHCbKOro aBaHrapay y CydacHoMy An3ariHi pisHUX Ha-
NPAMIB Ta NPeACTaBNAOTb Pe3ybTaTh y KOMEPLIRHNX NPodyKTax He
JIMLLIE B HaLLiM KpaTHi, ane i Ha MixkHapoAHOMY pUHKY. Bce Lie roBopuTh
MPO IHTEHCUBHICTb CYCMIfIbHOI KyIbTYPHOI pednekcii Ha 3a3HadveHunit
MUCTELbKMUIA Nepiof Ta AO3BOSIAE CMPOrHO3YBaTW 3pOCTaHHA YCBI-
LOMJEHOCTI MPOrPeCUBHOI CMiSIbHOTK YKpalHX YHIKanbHOCTI BIaCHO!
KyNbTypW Ha PiBHI CBITOBOrO MacLuTaby.
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Abstract

Research aim is to find out the features of
the project bauThaus, which explores the ar-
chitectural heritage of the Bauhaus in a global
context through the art of photography; sys-
tematize approaches to the interaction of the
photographer with the aesthetics of the build-
ing; to record the results of the study in terms
of identifying the values of the interaction of the
Bauhaus architectural style with the basic prin-
ciples of architecture of different countries, and
its metamorphosis in the present. Research
methodology is based on the method of de-
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AHoTauis

MerTa cTaTTi — 3'9cyBaTV 0OCOH/MBOCTI NpO-
eKTy bauThaus, AKnii 0OCNIIXKYE apXiTEKTYPHY
cnajumHy bayraysy y CBITOBOMY KOHTEKCTI 3a
[ONMOMOroro MUcTelTBa GoTtorpadil; cuctema-
TM3yBaTX nigxoan OO B3aemogil doTorpada
3 ecTeTuKOr ByiBNi; 3adiKcyBaTV pesynbTaTu
[JOCNIIKEHHS B aCMeKTi BUABNEHHA 3HaYeHb
B3aeMOJil apxiTeKTypHoro ctuito bayrayay i3
3aCafHVYMMK NPUHLUMNAMKU apXiTEKTYpU Pis-
HWUX KpaiH, horo MeTamopdosn B Cy4aCHOCTI.
MeTogonoriyHi 3acagu pocnifkeHHs 0asy-
FOTbCH Ha METOAI AEKOHCTPYKLI, Lo nepeabda-
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construction, which involves the study of visu-
al language in altered conditions with the help
of conceptual photography. Scientific novelty.
The article considers the place of the Bauhaus
in the aspect of the international architectur-
al phenomenon, the style of which is uniquely
incorporated into the urban landscapes of dif-
ferent countries and still creates their modern
face. The scientific novelty lies in a general-
ized review of the point events and phenome-
na during the twentieth century that makes up
the evolution of the Bauhaus. The article also
presents a unique photographic material — Bau-
haus buildings, which were found during the
cultural explorations of the photographer J. Mo-
litor in countries of different continents. Some
buildings are already in disrepair, others have
stopped social time, and others — are restored
and functioning in full force. It is important
for the photographer to accurately reproduce
the image of the building in order to reveal as
much as possible its entire socio-cultural con-
text. The study revealed the peculiarities of the
photographer’'s work: his main task is not only
to capture a building. It is important to rethink
it in preparation for photography and during it
in the aspect of modern life, from the perspec-
tive of the coexistence of Bauhaus architecture
and the man of the globalized digital society.
Conclusions. As a result of scientific and artis-
tic research in the framework of the bauThaus
project, a network of architects was identified,
which becomes clear through the use of similar
methods and approaches, as well as influence
the general trends of the time. An important re-
sult of the bauThaus project is the identification
of the interaction of the former aesthetics of the
building with modernity, its visual significance
in the changed conditions. This was made pos-
sible by conceptual photography, which was
performed using a systematic approach of the
photographer through the understanding of the
built-in structure in space. The work done has
revealed the essential aspects of modernism,
much of which is between the two world wars.
The formation, development, and metamor-
phosis of the forms and methods generated by
Bauhaus are also recorded with the help of pho-
tography. This is important for the transmission
of cultural heritage to future generations and to
stimulate further research.
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4Yae OOCNIAXeHHA Bi3yaslbHOI MOBW Y 3MIHEHUX
yMOBax 3a JOMOMOIOr KOHLENTyanbHol GOoTo-
rpadil. HaykoBa HOBU3Ha. B CTaTTi pO3risHyTO
Micle bayraysy B acnekTi Mi>XHapo4HOro ap-
XITEKTYPHOrO sBULLA, CTUSIb AKOrO YHiKanbHO
iHKOPMOPYEeTbCS B MiCbKi NaHAwadTn pisHMX
KpaiH i JOCi CTBOPHOE TXHE CydacHe 06AMYYs.
HaykoBa HOBM3Ha nonsirae B ysarajibHeHOMY
OMNAAI TOYKOBMX MOAIM Ta ABULLY BMPOAOBXK
XX CT.,, Wo cknafjatoTb eBontouito bayrayasy.
B cTaTTi TakoX npeAcTaBfeHnn YHIKanbHUN
doTorpadivHnii maTepian — cnopyau bayrayay,
AKi 6ynu 3HarAeHi Nig Yac KyabTypPOOrivHNX
po3Bifok Gotorpada X. Monitopa B KpaiHax
PIBHUX KOHTUHEHTIB. [leski 6yaieni BXke 3Haxo-
OATbCA B aBapiMHOMY CTaHi, B IHLUMX 3yMUHUB-
CSl couianbHWIM Yac, TpeTi — BiApecTaBpOBaHi
Ta QYHKUIOHYOTb y noBHY cuny. dotorpady
BaXkIMBO OCTOBIPHO BiATBOPUTY 06pa3 byais-
Ni, Wo6 MakcMManbHO pPO3KPUTK BECh i CoLli-
aNbHO-KYNbTYPHUA KOHTEKCT. Y OOCNIAXEHHI
BUABNEHO OCOGAMBOCTI poboTu (oTorpada:
MOro ronoBHe 3aBAaHHA He nuwwe dikcyBaTu
Ty 4 iHWY 6yaiBNr0. BaxknnBo nepeocMmcin-
TV nig Yac nigrotoBku Ao (OTO3MOMKM Ta nif
4yac Hel B aCMeKTi Cy4aCHOro XNUTTs, Y pakypci
criBiCHyBaHHs apxiTekTypu bayraysy Ta ntoau-
HW rNo6ani3oBaHOro LMGpPoBOro CycninbCTaa.
BucHOBKM. Y pesynbTaTti HayKOBO-MUCTELbKO-
ro JOCNIIKEHHA y pamMKax NpoekTy bauThaus
BUSIBNEHO MeEpEXy apXiTeKTOpPIB, AKi CTatoTb
3pO3YMIIMMU Yepe3 3acTOCyBaHHSA MOLIOHMX
MEeTOIB | MiAXoAiB, a TakoX BMAMBaKOTb Ha
3aranbHi TeHAeHLUiTl Yacy. Baxxnunsum pesynbra-
TOM NMPOEKTY bauThaus € BUABNEHHA B3aEMOIi
KOMWWHBbOI ecTeTnKK OyAiBAi i3 cyyacHicTo, i
Bi3yasnibHOro 3Ha4YeHHs y 3MiHeHWX ymoBax. Lle
CTano MOX/IMBUM 3a LOMOMOMOK KOHLENTY-
anbHoi doTorpadii, Lo BMKOHAHa i3 3acTocy-
BaHHAM CUCTEMHOrO nigxoay doTorpada yepes
PO3YMiHHS BOYyOBaHOCTI Cropyau y MpocCTip.
3AiricHeHa poboTa A03BONMAA BUSBUTM CYTHIC-
Hi aCneKTn MOAEPHI3MY, 3Ha4YHa YaCTMHA IKOrO
3HAXOAMTbCA MiXK ABOMA CBITOBMMU BillHaMMU.
Takoxk 3a gonomoroto doTorpadii 3adikcoBa-
HO CTaHOBJIEHHS, PO3BUTOK | METaMOP(O3y Mo-
pomkeHux bayraysom dopm i metogis. Lle mae
3HaYeHHs ONA nepefadi KynbTypHOro Cnagky
ManbyTHIM MOKOJIHHAM Ta CTUMYJTFOBAHHS MO-
Janbluol AOCiIAHNLBKOT pOBOTU.
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Einfiihrung 1

Key words:  Knioyosi cnosa:
Bayrays, apxiTekTypa, KoOHLenTyanbHa HoTo-
rpadis, bauThaus.

Einhundert Jahre nach seiner Grundung in Weimar ist «<Bauhaus»
noch immer das Schlagwort fir eine bestimmte Art zu bauen,
zu der sich Architekten weltweit bekennen. Ganze Generationen
sind mit der sachlich-niichternen und funktionalen Asthetik der
Moderne konfrontiert und sozialisiert worden. Bauhaus bezeichnet
eine Kunstschule, deren groles Ziel eine neue Architektur,
hervorgegangen aus einer neuartigen Architektenausbildung war.
Das Bauhaus ist nicht der Erfinder der Moderne, aber ein sehr
wichtiger Teil davon. Architekt Walter Gropius schrieb anlasslich der
Grundung im Jahr 1919: «Das Endziel aller bildnerischen Tatigkeit
ist der Bau! Ihn zu schmicken, war einst die vornehmste Aufgabe
der bildenden Kiinste, sie waren unablosliche Bestandteile der
grolRen Baukunst. Heute stehen sie in selbstgentigsamer Eigenheit,
aus der sie erst wieder erlost werden konnen durch bewusstes Mit-
und Ineinanderwirken aller Werkleute untereinander. (...) Architekten,
Bildhauer, Maler, wir alle missen zum Handwerk zurlck!» (Gropius,
1919). Obwoh! Walter Gropius selbst gern das Bauhaus als «Stunde
null» beschwor, sind auch seine ldeen zum modernen Bauen Ergebnis
eines Prozesses. Es gibt zahlreiche Wegbereiter und Wegbegleiter:
Architekten, Kinstler, Kunstschulen, Ingenieure, Firmen — national
und international. Paris, Wien, Zirich, London, Zagreb, Prag, Moskau,
Istanbul oder auch Berlin gehoren zum grofsen Netzwerk der
Moderne. Ebenso New York, Tokio und mit der Bauhausaustellung
1923 auch Kalkutta. In den Niederlanden ist es De Stijl, in Prag die
Architekten des tschechischen Kubismus, in Turin die italienischen
Futuristen, in Mailand die Rationalisten. Selbstverstandlich ist es
wichtig, die bedeutenden identischen Impulse zu erwahnen, die sich
auf dem Gebiet der Sowjetunion entwickelt haben. Es geht nicht
nur um die Werkstatten der WChUTEMAS (3 1927 p. WChUTEIN) in
Moskau, sondern auch um andere weniger untersuchte, aber nicht
weniger wichtige Zentren der Avantgarde, die in der Ukraine (in Kyiv,
Charkiw, Odesa) und in WeiRrussland (in Wizebsk) von 1920 bis 1930
existierten. Man hat hier im Geiste des kiihnen Funktionalismus und
manchmal des utopischen Konstruktivismus gearbeitet, bis Stalin
einen starren Rahmen fir den sozialistischen Realismus schuf.

Die erste Phase des Bauhauses als Zentrum flr innovatives
Design und Stil wurde im Folgenden fortgesetzt — durch die
Auswanderung von Lehrkraften und Schilern und durch die
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Forschung

Resultate

Eingliederung in lokale kulturelle Traditionen Und Materialien auf der
ganzen Welt verbreitet.

Die Feier des 100-jahrigen Jubildums der Schule ist eine
groRartige Gelegenheit fiur die empirische Untersuchung des
weltweit verstreuten Bauhaus-Architekturerbes, sowie fiur die
Synthese und Analyse des vorhandenen Materials im Hinblick auf
interkulturelle Kommunikation und Globalisierung des frilhen 21.
Jahrhunderts.

Die Quellenbasis der Forschung ist zuallererst das einzigartige
Fotomaterial welches die Bauhausgebaude abbildet, die wahrend
der kulturellen Erkundungen des Fotografen und eines der Autoren
des Artikels, Jean Molitor, in Landern verschiedener Kontinente
entdeckt wurde. Die Architekturhistorikerin Kaija Voss, zweite Autorin
des Artikels, hat umfangreiche Recherchen, tber die fotografierten
Bauten hinaus, zu den internationalen Entwicklungslinien und
den einzelnen Architekten vorgenommen. Die Forschung basiert
daneben auf Studien des Architekten W. Gropius (1925) und weiterer
Vertreter der Bauhausschule. Die Archivmaterialen, Fotografien
und Materialen, die wahrend der Bauhausaktivitaten veroffentlicht
wurden, auch der Katalog der ersten Ausstellung 1923, haben eine
bedeutende Rolle in der Forschung gespielt.

Im neuen Stadium der Bauhaus-Evolution (Ende der 1930er —
1940Qer Jahre), ist das Hauptmerkmal durch die neue Konnotationen
des Konzepts und der Asthetik des Gebaudes in Bezug auf
Auswanderung und Exil von Architekten, die die Ideen der Schule
unterstitzen, gekennzeichnet. Renommierte jldische Architekten
wie Erich Mendelsohn, Erwin Gutkind, Marcel Breuer, Bruno Ahrends
oder Fritz Landauer waren gezwungen Deutschland zu verlassen, so
wie viele andere kreative, junge und gut ausgebildete Baufachleute.
Die Weilse Stadt in Tel Aviv, gegrindet 1909 als Siedlung judischer
Einwanderer vor den Toren von Jaffa, wurde zum Zentrum der
Immigration und hatte 1938 bereits 150.000 Einwohner. Viele
der angekommenen, groRtenteils deutschstammigen Juden,
hatten am Bauhaus studiert oder waren auf andere Weise mit den
Ideen der architektonischen Moderne in Kontakt gekommen. Sie
gestalteten als Zeichen des politischen Neuanfangs moderne neue
Stadtviertel. Mit mehr als 4.000 Bauten entstand die weltweit groRte
Ansammlung von Hausern im Bauhausstil.

Die internationale Erfolgsgeschichte des Bauhauses, die
weltweite Verbreitung seiner Ideen und Protagonisten gipfelte in
der Emigration der drei Direktoren, Walter Gropius, Hannes Meyer,
Ludwig Mies van der Rohe und zahlreicher Bauhausmeister und
Studenten. Sie trugen die Ideen der Schule um die Welt. Ebenso
weitere Architekten, die der Moderne eng verbunden waren, wie
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Ernst May, Bruno Taut oder Martin Elsaesser, suchten ihre Auftrage
wahrend der nationalsozialistischen Diktatur im Ausland. In den
1950er Jahren kehrten die Bauhausideen als Nachkriegsmoderne
zurlck nach Deutschland. Unter anderem Hans Scharoun, Arnold
Blauvelt, Hans Schwippert oder Otto Bartning waren es, die
sich um ein modernes Gesicht Deutschlands verdient machten.
Bauausstellungen wie die Berliner Interbau 1956/57 wollten das
moderne offene Deutschland zeigen. International arbeitende
Architekten wie Walter Gropius, Ludwig Mies van der Rohe oder Le
Corbusier halfen beim Neuaufbau in Europa, ebenso Oskar Niemeyer
oder Alvar Aalto und deutsche Architekten wie Sep Ruf, Max Taut,
Gustav Hassenpflug, Robert Vorhoelzer oder Egon Eiermann.

Weille Bauten mit Fensterbandern und flachen Dachern und die
von der Industrie gepréagte Asthetik sind zur Alltaglichkeit geworden.
Fragen nach dem sozialen Wohnungsbau stellen sich bis heute, vor
allem in den grofRen Ballungsraumen von Deutschland in Stadten
wie Minchen, Frankfurt am Main, Stuttgart, Berlin oder Hamburg.
Damit einher ging auch ein Verlust der in den 1920er Jahren
angestrebten Perfektion. Die zunachst konsequente Hinwendung zu
kiihnen Formen aus Schiffsbau, Autoindustrie oder Maschinenbau
war nicht immer umzusetzen. Die Ideen der Architekten wurden
von Notwendigkeiten der Baugesetzgebung und Normierung,
von Finanzierungsfragen sowie der Kritik am zu «kalten» und zu
«nlchternen» Bauhaus hinweggesplilt. Bauhaus-Asthetik kann auch
Disziplin erfordern. Bauherren und Nutzer sind nicht immer dazu
bereit, der Entwurf erfahrt Veranderungen, die Moderne Kritik.

Nach dem 2. Weltkrieg wurde 1953 in UIm die Hochschule fiir
Gestaltung (HfG Ulm) von Inge Aicher-Scholl, Otl Aicher und Max Bill
gegriindet. Walter Gropius hielt die Eroffnungsrede, ein Fortflhren
des praktischen Bauhaus-Modells der Werkstatten war zunachst
geplant. Esgabkeine Architekten — sondern eine Designerausbildung.
Doch setzte sich ein theoretisch-wissenschaftliches Studienmodell
durch. Die Hochschule fiir Gestaltung Ulm bestand bis 1968 und
gilt als die international bedeutendste Design-Hochschule nach
dem Bauhaus. In Weimar entstand ab 1954 die Hochschule fir
Architektur und Bauwesen Weimar, heutige «Bauhaus-Universitat
Weimar», unter anderem Ausbildungsstatte flr Architektur und
Mediendesign.

1960 griindete Hans Maria Wingler in Darmstadt das Bauhaus
Archiv. Unterstltzung erhielt er dabei durch Gropius. 1979 zog das
Archiv nach Berlin. Das Gebaude war 1964-68 von Walter Gropius,
Wils Ebert, Alexander Cvijanovic und Louis McMillen fir einen
Standort in Darmstadt mit Hanglage konzipiert worden. Es wurde an
die topographischen Verhaltnisse von Berlin, den flachen Standort
am Landwehrkanal, angepasst. Gropius verstarb 1969, die formalen
Merkmale seines Baus, wie Rampe und Sheddacher wurden

33



[lnsaiH cepepoBuula

Design of the environment

34

beibehalten — eine Wirdigung seines signifikanten Entwurfes.
Seit 1986 wurden die Bauhaus-Gebaude in Dessau vom «Bauhaus
Dessau — Zentrum fir Gestaltung» genutzt, heute ist es Sitz der
1994 gegriindeten Stiftung Bauhaus Dessau im Land Sachsen-
Anhalt.

Der Zeitgeist der Moderne hatte sich spatestens in den
1940er Jahren auf der ganzen Welt verbreitet, adaptiert an die
klimatischen Verhaltnisse, an Bautechniken und Baumaterialien vor
Ort. Nahezu Uberall gibt es, manchmal sehr Uberraschende Spuren
der Moderne: in Argentinien, Burundi, Chile, Guatemala, Indien,
Indonesien, Israel, Kambodscha, Kenia, Kuba, Rumanien, Russland.
Das Bauhaus als Prozess der Moderne, vertragt sich scheinbar
muhelos mit dem heutigen Zeitgeist und der Architektur weltweit.
Architekten wie Frank O. Gehry, Daniel Libeskind oder das Buro
COOP Himmelb(l)au, die dynamische, sich scheinbar bewegende
Strukturen bauen, dekonstruieren die allgegenwartigen Formen
der Moderne. Architekten wie Richard Meier, Norman Foster,
Murphy Jahn Architects, Stefan Braunfels, das japanische Buro
SANAA oder die Schweizer Herzog & de Meuron sind wie ganze
Architektengenerationen mit dem Bauhaus und dem industriellen
Bauen sozialisiert worden. Bis heute entstehen taglich Gebaude in
den Formen der Moderne. Qualitativ hochwertige Architektur der
Moderne, von ihren Anfangen zu Beginn des 20 Jahrhunderts bis
heuteaufzuspuirenundim Bild festzuhalten, ist Aufgabe des Projektes
bauThaus. «Mein Ziel ist ein weltweites Fotoarchiv dieser Gebaude»,
sagt der Berliner Fotograf Jean Molitor. Verbindungen zwischen den
einzelnen Stromungen einer von vielen Impulsen gekennzeichneten
Zeit und eines bislang kaum dargestellten Netzwerkes kreativer
Architekten sollen aufgezeigt werden. Die «Vergleichende Asthetik
der Moderne» — eine fotografische Gegentberstellung von Bauten
aus unterschiedlichsten Teilen der Welt, (iber Kontinente hinweg,
steht an erster Stelle des Projektes bauThaus.

Das Projekt bau7haus in der Vision von Jean Molitor.

In den zurlckliegenden Jahren der intensiven Recherche und
der Arbeit vor Ort konnte bauThaus seinen Platz im Bereich der
hochwertigen Architekturfotografie finden und gut seinen Ansatz
der vergleichenden Asthetik vertreten, welcher in den ersten
Jahren allgemein eher skeptisch in der Fachwelt gesehen wurde.
In diesem fotografischen Projekt ist es nicht die Hauptsache, sich
auf die Form, architektonische Details oder strukturelle Merkmale
zu konzentrieren. Wenn das Format zunachst Interesse weckte,
dann im Zuge der vorbereitenden Analytik. Bis heute hat sich
jedoch viel getan, der oberflachlich vergleichende Ansatz ist zu
einer wissenschaftlich anerkannten Formstudie gewachsen. Die
Gebaude stehen nicht losgelost, sondern sind textlich eingebettet in
den einstigen Zeitgeist und die sich verandernden Moglichkeiten von
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neuen Werkstoffen und Technologien. Auch wenn sich das Projekt
dem Bauhaus selbst sehr verbunden flhlt, offenbart es in seinem
globalen Ansatz eine bislang eher im Verborgenen gebliebene
Formenvielfalt, eine Art Architektur-Familie. Das Zusammenwirken
unterschiedlichster avantgardistischer Stromungen, ausgehend von
Europa und den USA wird sichtbar. Die Definition «das Patchwork der
klassischen Moderne» kann auf ein solches Phanomen angewendet
werden. Einige Gebaude, welche die [deen und den Stil des Bauhauses
tragen, sind echte Entdeckungen, auf Reisen oder im Archiv. Zum
Beispiel das Gebaude der Kirche Be Maro in Guadeloupe, aufgespdirt
wahrend einer Forschungsreise nach Bass Terre im Jahr 2020. Das
Gebaude erbaute der franzosische Architekt Ali Georges Turim Jahre
1936, der einst von der Regierung in Paris auf die kleinen Antillen
gesandt wurde. Er hat dort nach der verheerenden Naturkatastrophe
im Stile des europaischen Zeitgeistes mit karibischem Einfluss vor
allem betroffene offentliche Gebaude wieder auf- bzw. neugebaut.
So kam es besonders in Guadeloupe zwischen 1929 und 1937 zu
einer fast radikalen Veranderung des Baustils, welcher noch heute
das Stadtbild pragt.

2019, anlallich des hundertjahrigen Bestehens des Bauhaus
und dem sich daraus ergebenden offentlichen Interesse wurden
Teile der Sammlung in 24 Ausstellungen gezeigt, darunter an
Orten wie Havanna, Vancouver oder im Zusammenhang mit einem
Goethe-Stipendium in Ankara.

Da die Fotografie eine wichtige Rolle im Projekt spielt, war es
notwendig, bestimmte Anséatze fir die Arbeit des Fotografen zu
entwickeln, der eine einzigartige Basis architektonischer Aspekte
zusammenflhrt und die Prasenz dieses Erbes in der Neuzeit
Uberdenkt. Zunachst soll ein systematischer Ansatz verfolgt
werden, um die gebaute Struktur als einen Raum zu verstehen,
in dem Kommunikation, nattrliche Elemente, alle Zeichen des
menschlichen Lebens zusammengeflihrt sind. Ein gutes Beispiel
daflr ist das Wohnhaus der Arztekooperative nahe der Metro-
Station Soloti Worota in Kyiv. Das Gebaude wurde zwischen 1928
und 1930 und vom Architekten Pawel Aleshin erbaut. Die Situation
von bebautem Umfeld und Verkehrssituation hat sich seit den
1930er Jahren stark gewandelt.

Die interessantesten Bilddokumente entstehen in der Regel
kurz nach der Erbauung, da sie einen freien Blick auf den Baukdorper
gestatten und Faktoren wie Elektrifizierung mit Kabelleitungen und
Masten, parkende Autos, Uppige Vegetation, umgebaute Balkone,
Abfallcontainer oder unentwegter Passantenverkehr den Blick des
Betrachters nicht ablenken.

Die folgenden Ausgangsbedingungen sind fiir die Durchfiihrung
eines solchen Projekts sehr wichtig:
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1. Sorgféltige Vorbereitung und Vorhersage der fotografischen
Bedingungen

Das Fotografieren heute muss oft in einem begrenzten
Zeitrahmen stattfinden, und wieder wichtig, das Wetter muss
stimmen da Anreise und Aufenthalt aufwendig und kostenintensiv
sind. Sogeschehen2018beider Reisenachlsrael:Eineknappe Woche
fur die Stadte Rehovot, Jerusalem, Haifa und Tel Aviv. Ein gewaltiges
Pensum, begleitet von Dauerregen. Entstanden sind lediglich
Vorarbeiten zu einer detaillierten Recherche vor Ort, in welcher der
genaue Sonnenstand, die konkrete Anfahrt im Land, die GPS-Daten
zur Lokalisierung, mogliche Genehmigungseinschrankungen und
im besten Fall ein Ansprechpartner in einem Datenblatt vermerkt
sind.

2. Umweltintegrierter Ansatz

Oft wird in dem Zusammenhang bei Vortragen oder
Diskussionsrunden gefragt, ob mit einer generellen Aufnahme das
Ziel nicht bereits erreicht sei oder es stellt sich die berechtigte Frage,
ob Architektur nicht von Menschen fir Menschen gebaut ist und
so das belebende Moment unserer eigenen Zeitebene durchaus
berechtigt sei. Dem kann man grundsatzlich zustimmen, wenn
es sich um ein dokumentarisches Projekt handelt. Die Grundlage
bildet das Genre der traditionellen Street Photography. In diesem
Bereich ist es wichtig, das fotografierte Abbild inhaltlich zu gestalten
im Sinne von Brennweite, Scharfe-Unscharfe oder der eigenen
Interpretation vom goldenen Schnitt — aber das Leben, die Situation,
die Landschaft in ihrer Wirklichkeit einzufangen, als Abbild ihrer
Zeit, als moglichst objektiver Beleg fur die Nachwelt. In bauThaus
liegt der selbstgewahlte Schwerpunkt anders. Hier handelt es sich
um konzeptionelle Fotografie mit kiinstlerischer Ausrichtung und
nachgeordnetem dokumentarischen Anteil. Die Architektur steht
im Vordergrund, sie geradezu zeitlos zu prasentieren ist das Ziel.
Von Ablenkungen frei, soll sie den Blick auf das Wesentliche leiten,
die Idee der Linie, das Spiel der Baukorper als Teil einer gesamten
architektonischen Komposition im Sinne ihrer Zeit. In diesem
Arbeitsgedanken wird auf Neuinszenierungen durch extremes Licht,
wo Schatten und Sonnenpartien das Objekt mitunter bravouros in
Szene setzen, jedoch die Vergleichbarkeit als wesentlichen Punkt
dieser Arbeit erschweren, verzichtet.

3. Durchfiihrung von Recherchen zum Thema und die reale
Situation

Im Vorfeld der Fotografie muss unbedingt ein umfangreicheS
Archiv- und Literaturstudium erfolgen. Neben den Recherchen
und Studien der Architekturhistorikerin Kaija Voss, wird die zweite
Ebene durch einin 10 Jahren gewachsenes Netzwerk an freiwilligen
Mitarbeitern, von Architekten in der ganzen Welt, Universitaten und
Instituten oder auch Freunden des Projektes gebildet. Die dritte und



Jemiypr: igei, TexHonorii, nepcnekTuem gu3sanHy 2020 Tom 3 N2 1
Demiurge: ideas, technologies, perspectives of design 2020 Vol. 3No 1

wichtigste Ebene bleibt das Schauen vor Ort. Sich selbst ein Bild
zu machen, dem dber Jahre geschulten Blick zu vertrauen und auf
Entdeckungsreise zu gehen, den direkten Dialog mit den Menschen,
Bewohnern und Behorden nicht zu scheuen, bleibt fir bauThaus
unersetzlich und entspricht somit auch wieder dem Gedanken der
Street Photography.

In Bezug auf die Arbeit im Projekt, so ein Autor des Artikels, Jean
Molitor, geht es nicht um das formale Abarbeiten einer imaginaren
Bildliste, die allerdings gefiihlt bereits unendlich ist. Das Reisen
zu den Menschen und Orten wird nach wie vor als ein Geschenk
angesehen, als etwas Wertvolles fir uns in jeder Zeit. Das Ziel ist
anzukommen, gelebte Architektur im Wandel der Zeit zu erfahren
und im friedvollen Miteinander austauschend zu kommunizieren.
Aus diesem wertvollen Gedanken und der gemachten Erfahrung
speist sich bauThaus. Und genau das soll sich auch nicht andern.
Wenn der Autor des Artikels bislang «nur» fur dieses Projekt in
40 Landern fotografisch tatig war, ist dies im Nachhinein kaum
vorstellbar. Was bedeutet es flr die Zukunft, wenn bislang Geb&aude
der sogenannten Klassischen Moderne in ihrer unterschiedlichsten
Auspragung in 108 Staaten recherchiert sind und das Recherchierte
selbst nur ein geringer Teil des Vorhandenen ist? So finden sich in
der Forschung auch global Gebaude in neuer sozialer Ausrichtung,
technologischem Fortschritt oder mit Freizeittendenzen nach
dem ersten Weltkrieg wie die Feuerwehrstation in Miami, eine
Schule in Berlin, ein Planetarium in Istanbul, eine Fabrik in Dresden,
eine Villa in Gitega, ein Theater in Battambong, eine Tankstelle in
Asmara, eine Radiostation in Guatemala-Stadt, ein Arbeiterklub
in Moskau, ein Krankenhaus in Tel Aviv, eine Fleischfabrik in
Buenos Aires, eine Synagoge in Havanna. Die Liste ist schon heute
mehrere Meter lang und es wird Zeit fir eine Datenbank um einen
konzentrierten Zugriff zu haben, um eines Tages das Projekt der
Offentlichkeit und den Studierenden zur Verfiigung zu stellen. Die
Erforschung der Hintergrunddaten wie Architekten, Baujahre oder
Verwendungszweck steht parallel im Fokus und verbindet die
kiinstlerische Arbeit mit wissenschaftlichen Komponenten. Ein
geradezu unglaubliches Netzwerk von Architekten offenbart sich,
Verbindungslinien wie auch Beeinflussungen bis hin zu allgemeinen
Trends jener Zeit werden deutlich. Ziel wird es sein, die Moderne
mit ihrem Hauptteil zwischen den beiden Weltkriegen in seiner
globalen Ausdehnung zu erfassen und als veranschaulichte Studie
kommenden Generationen zu Uberliefern und zu aufbauenden
Arbeiten anzuregen. Zudem strebt bauThaus auch in enger
Zusammenarbeit mit docomomo den internationalen Diskurs tber
die Moderne als Welterbe an. bauThaus prasentiert sich derzeit rund
um den Globus mit Wanderausstellungen. Uber Webcams kann
die Vernetzung der weltweiten Standorte und somit eine unserem
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Wissenschaftliche

Neuheit

Zeitgeist entsprechende Prasentationen erreicht werden. Begleitet
werden die Ausstellungen durch Vortrage und Bucher, Presseartikel
und Filme. Interviews mit Zeitzeugen und Diskussionen zur aktuellen
Baukultur sind in konsequenter Vorbereitung.

Der Artikel betrachtet den Platz des Bauhauses im Hinblick auf
das internationale Architekturgeschehen, als Institution, dessen
Bautenin einzigartiger Weise in die Stadtlandschaften verschiedener
Lander integriert sind und darUber hinaus ihr modernes Gesicht
pragen. Die wissenschaftliche Neuheit liegt in einer allgemeinen
Ubersicht Gber Punktereignisse und-phanomeneim 20. Jahrhundert,
welche die Entwicklung des Bauhauses ausmachen. Der Artikel
prasentiert auch ein einzigartiges Fotomaterial, die Gebaude, die
wahrend der kulturellen Erkundungen des Fotografen Jean Molitor
in Landern verschiedener Kontinente gefunden wurden. Einige
Gebaude sind bereits in einem schlechten Zustand, in anderen hat
die «soziale Zeit» gestoppt, noch andere Gebaude sind restauriert
und funktionsfahig. Fir den Fotografen ist es wichtig, das Bild des
Gebaudes genau wiederzugeben, um den gesamten soziokulturellen
Kontext so gut wie moglich zu offenbaren. Die Forschung zeigt die
Besonderheiten des Fotografen auf, dessen Hauptaufgabe es ist, ein
Gebaude nicht nur einzufangen, sondern es auch in Vorbereitung auf
die Fotografie und wéahrend des modernen Lebens im Hinblick auf
das Zusammenleben von Bauhaus-Architektur und globalisierter
digitaler Gesellschaft zu Gberdenken.

Schlussfolgerung ﬂ _ Als Ergebnis wissenschaftlicher und kiinstlerischer Forschung
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im Rahmen des Projekts «Das Projekt baulhaus» wurde ein
Netzwerk von Architekten identifiziert, das im Kontext der
Verbindung mit dem Bauhaus und den damaligen Trends deutlich
wurde. Die Arbeit ermaglichte es, das globale Ausmal’ der Moderne
mit ihrem Hauptteil zwischen den beiden Weltkriegen zu verstehen
und es als Studie an zuklinftige Generationen weiterzugeben und
weitere Arbeiten anzuregen. Ein wichtiges Ergebnis von bauThaus
ist die Identifizierung des Zusammenspiels der friheren Asthetik
des Gebaudes mit der Moderne, ihrer visuellen Bedeutung unter den
veranderten Bedingungen. Moglich wurde dies durch die zahllosen
brillianten Fotos, die mit dem systematischen Ansatz des Fotografen
weltweit aufgenommen wurden.
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Bild 1. Unbekannt Architekt. Kino. Barikot.
Kabul. Afghanistan. Um 1930.
Foto: J. Molitor, 2007.

Puc. 1. HeBigomuii apXiTeKTop.
KiHoTeaTp. bapukoT. Kabyn. ApraHicTaH.
Bansbko 1930 p. CaitmHa XK. Monitopa,
2007 p.

Bild 2. Unbekannt Architekt. Telefonge-
sellschaft U-com. Bujumbura. Republik
Burundi. Um 1940-46. Foto: J. Molitor,
2009.

Puc. 2. HeBigomuii apXiTeKTop.
TenegoHHa KomnaHig U—-com.
By>xymbypa. Pecny6rika bypyHai.
Bnsbko 1940-46 pp.

CaitnnHa XX. Monitopa, 2009 p.

Bild 3. Unbekannt Architekt. Wohnhaus
Le Champignon. Gitega. Republik Burun-
di. Um 1940-46. Foto: J. Molitor, 2009.

Puc. 3. HeBigomuit apxiTekTop. byamHok
Le Champignon. litera. Pecry6nika
BypyHai. bansbko 1940-46 pp.
CaitnnHa XK. Monitopa, 2009 p.

Bild 4. Walter Gropius. Meisterhaus.
Dessau. Deutschland. 1926.
Foto: J. Molitor, 2074.

Puc. 4. Banbtep poniyc. byamHok
mavicTpa. [eccay. HimeyynHa. 1926.
CsitnnHa XK. Monitopa, 2014 p.
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Bild 5. Guiseppe Pettazzi. Tankstelle Fiat
Tagliero. Asmara. Eritrea. 1938.
Foto: J. Molitor, 2079.

Puc. 5. [Ixysenne NeTayyi. 3anpaBka
Fiat Tagliero. Acmapa. Eputpesi. 1938.
CsitrimHa XK. Monitopa, 2019 p.

Bild 6. Ali Georges Tur. Kathedrale Baie
Mabhault. Basse Terre. Guadeloupe.
Kathedrale. 1936. Foto: J. Molitor, 2020.

Puc. 6. Ani XXopx Typ. Co6op Baie
Mahault. bac-Tep. Bagenyna. 1936.
CsitrmHa XK. Monitopa, 2020 p.

Bild 7. Unbekannt Architekt. Wohnhaus.
Guatemala-Stadt. Guatemala.
Um 1940-50. Foto: J. Molitor, 2017.

Puc. 7. HeBinomuii apxiTeKTop.
JKutnosuii 6yanHok. MBaTemana-CiTi.
Batemara. brimabko 1940-1950 pp.
CaitnnHa XK. Monitopa, 2017 p.

Bild 8. Unbekannt Architekt. Kino Picture
Palace. Udaipur. Indien. Um 7940.
Foto: J. Molitor, 2017

Puc. 8. HeBigomuii apxiTekTop.
KiHonanay. Yaaunyp. IHgis. bainsbko
1940 p. CeitrimHa XX. Monitopa, 2017 p.
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Bild 9. Unbekannt Architekt. Kino Dian.
Bandung. Indonesien. Um 1935.
Foto: J. Molitor, 2015.

Puc. 9. HeBigomuit apxiTeKTop.
KiHoTeaTp Dian. baHAyHr. IHAOHESIS.
Bmnsbko 1935 p. CaitmHa XK. Mosnitopa,
2015p.

Bild 10. Unbekannt Architekt. Wohnhaus.
Haifa. Israel. Um 1935. Foto: J. Molitor,
2018.

Puc. 10. HeBigomuwi apxiTekTop.
DKutnoBuii 6yanHOK. Xaviga. I3painb.
Bmsbko 1935 p. Cait/imHa XK. Mosnitopa,
2018 p.

Bild 11. Unbekannt Architekt. Residencia
Canteras. Havanna. Kuba.
Um 1936. Foto: J. Molitor, 2079.

Puc. 11. HeBigomuii apXiTekTop.
PesupeHuisi Canteras. laBaHa. Kyb6a.
bansbko 1936. CeitamHa XK. Monitopa,
2019 p.

Bild 12. Erich Mendelsohn. Textilfabrik
«Rotes Banner». St. Petersburg.
Russland. 1925-26. Foto: J. Molitor,
2014.

Puc. 12. Epix MeHAenbCoH. TekcTuibHa
abpyika «YepBoHMI panop». ban3bKo
1925-26 pp. CeitnHa XK. Monitopa,
2014 p.
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Bild 13. Pawlo Aleshin. Wohnhaus der
Aerzte. Kyiv. Ukraine. 1928-30.
Foto: J. Molitor, 2079.

Puc. 13. [NaBno AnbOLUnH.

ByanHok nikaps. Kui. YkpaiHa.
1928-30 pp. CitnvHa XX. Mositopa,
2079 p.

Bild 14. Feuerwache. Miami. USA. 1939.
R. L. Weed, E. T. Reeder.
Foto: J. Molitor, 2013.

Puc. 14. INoxexxHa cTaHuis. Masmi.
CLA. 1939. P /1. Biig, E. T. Pigep.
CeitnmHa XK. Monitopa, 2013 p.
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AHoTauis

Meta crtatTi — 3'AcyBaTM OCOGAMBOCTI
TBOPYOro MeTody, ChOPMOBAHOIO 3aCHOBHW-
Kamu wkonu bayrays Ta OCO6AMBOCTI MOro
3aCTOCYBaHHA B Cy4acHil apxiTekTypi 1 opra-
Hi3aLil cepeoBULLA; BUSIBUTU B3aEMO3B'A30K
y hopMyBaHHI NPUHUMAIB i NiAXOAIB HOBOI ap-
XITeKTypun y cepenoBuLli bayraysy Ta apxitek-
TOpIB OpraHivHol Tpaauuii. MeTogonoria po-
CNif)KEeHHA BM3Ha4eHa 3aranbHOHAYKOBUMM
MeTodaMW aHanidy Ta CUHTE3Y, ICTOPUYHUM,
KOMMapaTVBHUM Ta MWUCTELITBO3HaBYMM aHa-
Ni3oM. PoboTa IpyHTYETbCS Ha BiACTEXEHH
B3aEMO3B'A3KY MiX 3acagHU4YMMU MPUHLK-
namm 3acHOBHWKIB bayraysy Ta opraHivyHol
aApXITEKTYPW, BTIIEHHAM TXHIX iel, a Takox
B aHanisi pisHMX nigxodiB y 3acTocyBaHHiI 4O
apxiTekTypu Ta [Au3aiHy cepefosuiia. Hay-
KOBa HOBU3HA. Y [OCHIIKEHHI CTBEPXKYETb-
CS1 AOUIMBHICTb FOBOPUTU MPO aKTyasbHICTb
He CTiNbkM GopManbHUX NpuHUMNIB bayray-
3y, CKiflbKM BMPOGNEHOrO LLKOMOK TBOPYOro
MeTody | nigxody; yBara MpuBEPTaETbCs A0
opraHizauii XyLOXHbOI OocBiTM bayrayay, LWo
3HOBY CTa€ aKTyaslbHOK B yMOBax MpOLEeCiB
rnotanisauii Ta BUKAKKIB iHDOPMaUIRHOMO Cy-
CNiibCTBa. Y AOCHIIKEHHI TakoX BUABMIEHO
CniNbHI BUTOKM MeTofiB bayrayay 1 apxiTekTo-
piB OpraHiyHol TpauLil, @ TakoX BiAMIHHICTb
MK HMMMW, WO 3akfageHa B CaMOMy MeTofi
AK MOX/MBICTb PIBHOMAHITHOTO TPaKTyBaHHSA
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Abstract

The purpose of the article is to find out the
peculiarities of the creative method formed by
the founders of the Bauhaus school; identify the
specificsofitsapplicationinmodernarchitecture
and organization of the environment; identify the
relationship in the formation of the principles
and approaches of the new architecture in the
Bauhaus environment and the architects of the
organic tradition. The research methodology
is determined by general scientific methods of
analysis and synthesis, historical, comparative
andartanalysis. The workis based ontracingthe
relationship between the basic principles of the
founders of Bauhaus and organic architecture,
the implementation of their ideas, as well as
the analysis of different approaches in the
application of architecture and environmental
design. Scientific novelty. The research argues
that it is appropriate to talk about the relevance
of not so much formal Bauhaus principles, how
much of the creative method and approach
developed by the school; attention is drawn
to the organization of Bauhaus art education,
which again becomes relevant in the context
of globalization and the challenges of the
information society. The research also revealed
the common origins of the methods of Bauhaus
and the architects of the organic tradition, as
well as the difference between them, which is
embedded in the method itself as a possibility
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hopmMun. BUCHOBOK. Y pesynbTaTi AOCIAXKEHHS
[IOXOOMMO BWICHOBKY, LLO HarBaxxuBile Ao-
CArHeHHA bayraysy — CTBOPeHHA 0CO6MBOro
METOAY CBIZAOMOI TBOPYOCTI, AKUIA Mae CbOrof-
Hi HabaraTo yHiBepCasbHille 3HAYeHHSs, aHiX
neperHaATa CTUNICTUKA, BIANOBIAHE TPAKTyBaH-
HS NiHI | KonbopiB. Moro cyTb — oprawisalis
Cy4acHOro cepefoBulla ANA NOAWMHM BigNo-
BiHO [0 IHAVBIAyanbHUX pilleHb, Lo 3400yBa-

rOTbCs y camopedneKcil, y NiABULLEHHI BNaCcHOT

ManCTePHOCTI BOMOAIHHA nponopuisgMmu i nig-
NMOPAAKYBAHHI ileit BUCOKMM ijeanam NoanHNn
MaibyTHboro. MeToa bayrayay chopmMyBaBcs
3aBAAKN CTBOPEHHKO HOBOI OCBITHBOI CUCTE-
MU XYLOXHbOI OCBITW, fka [03BOAMMNA MUT-
UM BUPOBUTU HOBI OPIEHTMPW B CY4aACHOCTI,
BCTAHOBUTW B3aEMO3B'A30K Mi>K MUCTELITBOM
i peMecnom, nignopsiakyBaTu pPisHi MUCTeLTBa
y BIOAMOBIAHOCTI OO BWPILLIEHHA 3aBAaHb Op-
FaHIYHOI €AHOCTI apXiTeKTYpHOI cnopyan. Ton
caMunin MeTof, ideanu i CNpsIMOBaHICTb Y Mait-
OyTHE, NparHeHHss HOBOI OpraHi3aLlii npocTopy,
NpOTe iHLWY CTUICTUKY, CMIOCTEPIraemMo y TBOP-
LiB OpraHiyHol apxitektypu. Mpo ue CBig4nTb
OANbHICTb apxiTekTopiB Pyaonbda LUTaiHepa,
l'yro 'epiHra Ta aHca LWapyHa.

KniouoBi cnosa:
apxiTekTypa, Au3anH cepefoBuula, bayrays,
OpraHiyHa apxiTekTypa, CTUNICTMKA, XYLOXHSA
ocBiTa, BanbTep poniyc.

Bctyn 1]

of different interpretations of form. Conclusion.
As a result of the research we conclude that
the most important achievement of Bauhaus is
the creation of a special method of conscious
creativity, which today has a much more
universal meaning than the adopted stylistics,
the appropriateinterpretation of lines and colors.
Its essence is the organization of the modern
environment for a person in accordance with
individual decisions obtained in self-reflection,
in improving one's own mastery of proportions
and subordinating ideas to the high ideals of the
man of the future. The Bauhaus method was
formed due to the creation of a new educational
system of art education, which allowed artists
to develop new landmarks in modern times, to
establish the relationship between art and craft,
to subordinate different arts in accordance with
the problems of organic unity of architectural
structure. The same method, ideals and future
orientation, the desire for a new organization of
space, but a different style, we seein the creators
of organic architecture. This is evidenced by the
work of architects Rudolf Steiner, Hugo Goering
and Hans Sharun.

Key words:

architecture, environmental design, Bauhaus,
organic architecture, stylistics, art education,
Walter Gropius.

Posrnsgatoun 6yaisni um ixHi NpoekTn, GOTo iHTep'epiB, CTBO-

peHux y Oyci Wwkonu bayrays, AMBYeLLCS TaKOHIYHOCTI Ta MPOCTOTI
pileHb. [TpoTe, KO MU FOBOPUMO MPO TXHIO BidyasibHy YHIBEP-
CallbHICTb, BApTO BCE > TaKM YCBIAOMJIOBATU | TXHIO JOPEYHICTb
LLIOZI0 MEBHOrO MiCLis i1 Yacy, B3aeMO3B'sI3KY 3 MEBHOK KYSIbTYPOHO
i CyYacHicTHo. besnepeyHuM e Te, Lo BUCOKI YHiBEpCalbHi iael Ha-
OVXanv MUTLIB AaHOI LUKOW | caMe BOHMW, Ha Hally AYMKY, MOXYTb
CTaTV OCHOBOK 1 Cy4aCHOrO TBOPYOro MeToAy. |aer rymaHiamy Ta
couianbHOCTI, MPaKTUYHOCTI Ta IHTENEKTYasIbHOCTI, MParHeHHA [0
HOBITHbLOIMO MUCTELTBa Ta BCEOXOMIKOKYOI TBOPYOCTI MPOHN3Y-
FOTb IXHi TBOpU. BogHouac, nodibHi ineanv 6ynm BaxxaMBuMm i ans
apXiTEKTOPIB OpraHivyHOl Tpaauuil, AKi MEBHWI Yac npauwoBanm pa-
30M 3 BanbTepom [poniycomM. Came TOMY 3aBaHHAM [aHol CTaTTi
€ cnpoba BUSIBUTU B CepefoBULL MUTLIB-HOBATOPIB MOTUBALIitO
NeBHWX NiAX0AiB, CAINbHUX PUC | pO3BIXKHOCTEN Y IXHIX nornsaaax Ha

apXxiTekTypy.
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Meta
LBOCHI)KeHHS

MeTtogonoris
Ta aHani3
AKepenbHoi
6asu

PesynbtaTtu
LROCHi1)KeHHS

3'AcyBaTn 0COBAMBOCTI TBOPYOro MeToay, chOpMOBAHOro 3a-
CHOBHMKaMM LIKONN bayrays; BUSBUTM OCOBNMBOCTI MO0 3aCTOCY-
BaHHS y Cy4acHin apxiTekTypi Ta opraHisaLil cepefoBuLLa; BUABUTU
B3aEMO3B'A30K Yy (POPMyBaHHI NPMHLUMMIB i NiAXOAIB HOBOI apXxiTek-
Typuy cepenoBuLi bayraysy Ta apxiTeKTopis opraHiyHol Tpaguuir.

Y JoCniKeHHI 3aCTOCOBAHO 3arasibHOHayKOBi METOAM aHanisy
Ta CMHTE3Y, KOMMNapaTMBHUIA Ta MUCTELTBO3HABYMIA MeTod. Po6o-
Ta IPYHTYETbCA Ha BIACTEXEHHI B3AaEMO3B'A3KY MiX 3acagHnuu-
MW MPUHLMNAMM 3aCHOBHMKIB bayraysy Ta BTINeHHAM IXHIX iaen,
a TakoX B aHanisi nigxoais bayrayay y ixHbOMy 3aCTOCyBaHHI 40 Cy-
YacCHOI apXiTekTypu Ta An3anHy cepegosuLa. JocnigkeHHsa rpyH-
TYETbCA 3HAYHOK MIPOKO Ha aHanisi npaub B. Mponiyca (Gropius,
1919; Mponwuyc, 1971). BaxknmBuMuK [1st CTaTTi € Mpaui icTopuka
apxitekTypu ligeora (1984) Ta ctaTTi FeTe-IHCTUTYTY, NMpUCBAYe-
Hi 100-piuuto Bayraysy (Mynbke, 6.p.; KboHir, 2018). Baxnuoto
[KepenbHo 6a30k0 AOCAIAXKEHHA CTanu po3MilleHi Y BiAKpUTO-
My [OCTYNi BUAaHHA Ta apxiBHi MaTtepianv bayrayay (https:/www.
bauhaus-bookshelf.org/). 3'acyBaTv 0CO6NMBOCTI PO3BUTKY Opra-
HIYHOT apXiTEKTYPW, @ TaKOX BUTOKM CMiJIbHOrO METOAY 1i MpeAcTaB-
HMKIB i3 LiKoNoro bayrays, a Takox po36iKHOCTI fonoMararoTb
3'AcyBaTV OOCNIAYKEHHS 3axigHOEBPONecbKmnx HaykoBLiB (Raab et
al., 1972; Ree, 2001; Blundell Jones, 1999).

HoBa iHbopMmaLinHa enoxa KiHua XX i nodatky XX| cT. BCTa-
HOBJIFOE HOBI BMKMKM Y MiArOTOBLUI MabyTHIx daxisuis. MMigxia ao
Cy4aCHOro HaB4aslbHOroO MpOoLEecy HalyacTille HIBENHOE 3HAYEHHS
0COBMCTOCTI MaiCTpa-BMKIaada Ta 3HELHKE HeOOXIAHICTb rN6o-
KOrO 3aHypeHHs Y BUTOKM Ta GyHAAMeHTasbHI NOrsan MUCIUTENIB
neBHOI rasnysi. Taka TeHZeHLia CNPOBOKYBasa B apXiTekTypi i MUCTe-
UTBI He Halkpalli sBuLla dhopmanizaLii CTUI0, BCTAHOBNEHHS YiT-
KX NpaBus i Nofasblle 3aCTOCYBaHHSA «MOMErLeHol» BepCii MeToay,
4Oro, BNacHe, NparHyB YHWKHYTK ideiHnia nigep bayraysy. Banstep
Mponiyc mucas: «[1na MeHe 6yno 6 30BCIM »Xax/IMBO, KO 6 Mol
HaMipy BUIUIIUCH NULLE Y MPUMHOXEHHS KiNbKOCTI NOCNIAOBHMKIB
«apxitektypu poniyca»» (Mponunyc, 1971, ¢. 78). BiH cnoHykaB Mo-
noanx axisLiB [0 YCBIAOMNEHHS HEBMYEPMHOCTI 3aC06iB TBOPYOC-
Ti, HaaMXaB Ha MOLLYKM BAACHMX pillleHb. CBOIM 3aBAaHHAM 6aqunB
BBECTW CTY[EHTa Yy CYTHICTb METOAY, B OCHOBI KOro nepeyciMm Ho-
BMI CNOCI6 MUCNEHHS, LLIO 3BEpTaE yBary Ha KOHKPETHI O6CTaBMHM
BUHUWKHEHHS1 npobnemMun. Ha ioro aymKy, Le Mano A03BONWTH OpieH-
TyBaTUCb Y ByAb-AKMX OOCTaBMHAX Ta HE3aNeXHO Bifj HMX CTBOPHO-
BaTW OpuriHanbHi, cnpaBxHi pedi, ki 6 BiANOBIAaN1 HOBMM coLjianb-
HUM, TEXHIYHUM Ta EKOHOMIYHUM YMOBaM. [Poniyc nparHys NpUBUTH
YUHSAM LUKOMW BMIHHA 3HAXoOUTU IHAMBIAYaNibHE TBOPYE pilLeHHA
Y KOXKHOMY BUMa/IKy 3aMiCTb HaB'A3yBaHHA 3aBYEHOI (DOPMYJIN.

45



[lnsaiH cepepoBuula

Design of the environment

46

«51 3aBXOW BigYyBaB NMeBHE po34apyBaHHA, KOMM MeHe 3anu-
TyBanv Npo 3acobu i TaEMHULI MOET pO6OTU Y TOW Yac, KON iHTe-
pec Manum BUKIMKATWU Mepefada MOIX OCHOBHMX MEPEeXMBaHb Ta
BMKOPUCTaHWI Npu LibOMY MeTof», — nuca B. Mponiyc (Fponuyc,
1971, c. 78). A meToa lponiyca He BKNagaBca y NpaBuna, 3aKoHN Ta
[JOTMK, @ BUMaraB HeyrnepempKeHoro, eacTM4yHoOro Ta OpuriHaib-
HOro migxoay A0 Mpo6nem. Axke SKLIO OpieHTYBaTMCS TilbKW Ha
pesynbTaT i OCBOKOBATM NEBHE HOBATOPCTBO Yepes MOoro iMiTauiko,
y TakOMy BWUMAAKY, Ha OYMKY apXiTeKTOpa, HEMOXJIMBO YHUKHYTH
LUTY4HOCTI. Hamip poniyca nonsiraB He y cnpobi HaB'3aTn CBITY
reOMETPUYHUI Ta TaKOHIYHUI «CYyHaCHWUIA CTWUIb EBPOMM», @ HaBYM-
TV CNpUAMATK OpraHivyHMiA PO3BUTOK LiNnoro. bo «HaBiTb Harwmp-
LLe Ta BMpaBHe AoAaBaHHA CyHaCHWX MOTUBIB, HaBITb HAMLLMPILLI
HaMipy He JONMOMOXYTb CTYAEHTY AOCArTU TBOPYMX Pe3yibTaTiBy»
(Tponwyc, 1971, . 79).

Mo6otoBaHHA poniyca He 6ynmn 6e3nigcTaBHUMKU. HeBAOBSI
3'aBmnocs 6arato ynomibHeHMx hopMm, AKi 4acTo Oyau pesynbTa-
TOM TeHAeHUiMHOro niaxody imiTatopie — dopmanisalii npaBun Ta
CMPOLLEHOr0 MOBEPXHEBOIO PO3YMIHHA CYTi ABMLLA. Y YOMY XK MO-
narana ua cyTb — cnpobyemo 3'acyBaTy.

[ns TBOpYOro 3'acyBaHHs igeany poniyca BapTo BAATUCL A0
HEBENIMYKOIO eKCMEPUMEHTY-CaMOCIMOCTEPEXKEHHS: SKE MIHO[CbKe
0644 MOXKHA Ha3BaTW KpacuBMM? CocTepeXKeHHS MOXKYTb Mifd-
TBEpPAMTH, WO 6yab-AKa YacThHa 06/1M4YA BiANOBIJAE CBOEMY MPU-
3HadeHH0. [1poTe, Ha NepekoHaHHA [poniyca, HasBaTu KpacuUBUMM
MOXEMO NMLLIE FapMOHIVHI KONbopK Ta abCoMTHI nponopuil. Ha
MOro yMKy, MOMUIIKOBY KapTWHY CTBOPHOKOTb Ti, XTO IHTEPMPETYE
Moro iael Ak BepLUVHY pauioHaniaMy Ta MexaHisauil. BiH 3aBxau
CTBEPPKYBAB, L0 OAHAKOBO BaXX/IMBMM € 3a[J0BONEHHA [IYXOBHMX
i MaTepianbHWX NOTPed NHOANHU. BaXknMBILIMM 3@ TEXHIYHY, QYHK-
LioHaNbHY Ta eKOHOMIYHY JOCKOHaNICTb 06'eKTa € AOCATHEHHS HO-
BOro npocTopoBoro 6adeHHs (Mponwuyc, 1971, ¢. 79).

Ha Halwy aymKy, BaXxiMBMM € (haKT, Lo OCHOBOK ACKpaBol Ta
OpWriHaNbHOI Ha TOW Yac Teuil y Au3arHi NPOCTOPY Ta apXiTeKTypi
e hyHaaMeHTaibHe PO3YMIHHS BaXK/TMBOCTI MUCTELTBA A1 XKUTTS
NOAVHN. LA TeHOeHuis Mae BUTOKM LWe y XIX CT. — i3 3anoyaTtky-
BaHHSM MEPLUMX BCECBITHIX BUCTABOK MPOMMUCIIOBUX | TEXHIYHWX
BWHaxoAiB i 3 PyxoM MUCTeUTB Ta pemMechn Yy AHMIl, Wo 3roaom
MOLUMPUBCS 1 B iHWWX KpaiHax. Came Tofi 3'ABUIOCh YCBIAOMIIEH-
HS HEOOXIAHOCTI HOBOI XyAOXHbBOI (hOPMM 111 MPOMUCIOBOrO BU-
poBHMLTBA Y cdhepi NPeaMETHOMO AM3aliHy 415 LMPOKOrO BXMUTKY.
KoHBeepHWIA miaxia 3MycuBe, 3 O4HOro 6OKy, 3BEPHYTH yBary Ha ec-
TETUYHY Kpacy 3aBOACHKOro BUTBOPY, OCKINbKK Lie Masio CrpuaTu
NpWBYTKY Bif MOro Npodaxy; a 3 iHWOro — BUKAMKAaB CNpOTUB Y ce-
pPefoBULLI MUTLIB NPOTU AeecTeTm3aulil i 3HeUiHeHHSA TBOPYOCTI TW-
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pPaXKyBaHHAM MPOAYKTY. Lle 1 cnpuYnHUNO 3aKIMKN MOBEPHYTUCS
[0 PYy4YHOI Mpaui, BIOHOBUTU LIIHHICTb PEMICHUYMX LIEXIB.

Y 3acHOBHMKIB bayraysy ctoano e cknafHille 3aBAaHHS:
36epertTi LiHHICTb pemecna i MalCTepHOCTI, ane HamoBHUTU iX
BUCOKMM 3MICTOM CY4aCHOCTI Ta XyLOXHOCTI. [poTe HOBI TEXHIY-
Hi MOXXNIMBOCTiI MPOMMCIOBOrO BUPOBHULTBA Y ByiBENbHI chepi
BiAKPWAN HOBI (DOPMOTBOPYI MOX/TMBOCTI i MOCTaBWAN HOBI NMUTaH-
Hsl, AKi NoTpebyBanu BiANOBIA. 3'ABMIacb HEOOXiIAHICTb BUBYMTH,
OnaHyBaTW | HABYUTUCb MANCTEPHO 3aCTOCOBYBATU HOBWUIA IHCTPY-
MeHTapil, Wo i 3pobunu maincTpu bayraysy. Lle Takoy Bignosigano
3anuTaMm cycninbcTea nicna lepuol CBiTOBOI BiHM LLOAO AOCTYM-
HOCTI »MTNa MeHLL 3ab6e3nedyeH M BepCTBaM HaceneHHs. EKoHo-
MiYHICTb, TEXHOMOMYHICTb Ta WBUAKICTb Y BUPILLEHHI COoLialbHMUX
npob6sem cycninbCcTBa CTana akTyanbHO SK HIKOAW paHille.

OTxe, BXe y maHicdecTi Bayrayay BanbTtep Mponiyc (Gropius,
1919) 03HauMB MOEAHaHHS BCiX 3raflaHnx TeHAEHL|in: 3 OfHOro
60Ky, BiH 6yB CNpo60ot0 MOBEPHYTUCH A0 LIEXOBOCTI/MaHydaKTyp-
HOCTI cepefHbOBIYHOI TPaANLIl, 3 IHLWIOro 60Ky — BigOOPaXKEHHAM
LiflicHOro CBITOrNa4y MUTLS-apXiTeKTOPa, LLO AO3BONAB BUHAXOAW-
TU rMOOKI BiAMNOBIAI Ha MOCTaBNEHI YAaCOM NMUTaHHS, i 3 TPETbOMO —
[EMOHCTPAaList XyAJOXKHWUKOM NparHeHHs rpadivHol rapMOoHil.

BaxxnvBoto nmepeBaroko LIKONM apXiTekTypu Ta AnsanHy bay-
raysy 6yna Moro 30pieHTOBAHICTb Ha MiXXANCUMMAIHAPHWIA NiAXiA.
|0ea CTBOPEHHA YTUITAPHUX pedern 3 MUCTELbKMM MiAXOA0M Mae
He33anepeyHnii BNAnB Ha PO3BMTOK ranyai. loeaHaHHA ANCUMNIH
BUIOTOBMIEHHA MPEAMETIB LLMPOKOrO BXUTKY | MUCTELTBA BUSBU-
NOCb MAIAHUM.

[MpoTe BapTO 3BEPHYTW yBary Ha npobnaemy, Lo Yacto bayrays
CMpUIAMatoTb NnLLE KPi3b MPU3MY CTUIbOBMX (DOPManbHNX O3HaK,
B6aYatoum B HUX YHIBEpCanbHICTb i mparHy4n BigTBOPUTH Y 6y ab-sKO-
My KYTOYKY CBITY. Takui migxig, Ha AyMKY aBTopa, He 3aBXXau Jopey-
HWiA. HaToMICTb, MOXKHa po3rnsHyTV GyaiBni wkonm (puc. 1) Ta iHar-
BiZlya/IbHUX YXUTNOBUX KOTEAXKIB K MPOSAB PerioHasibHOI TeHOEHLT,
O BigoOpaykae BaiiMapCbKy CBIAOMICTb, @ came MpPakTUYHICTb,
e(eKTVBHICTb Ta YCBIAOMAEHICTb Aiil, ACHICTb Ta YiTKICTb AyMOK,
cnpary [0 NoLlyKy HOBMX pillieHb Ta ICTWUH, NOH6OB A0 BMCOKOI Ky/lb-
TypW, Bi3yanbHOMO Ta My3MYHOro MUCTELTB, TOGTO A0 NPOMOoPL| Ta
PUTMIB, MEPEXMBAHHA YNCTMX KOIbOPIB, (OPM ToLO. MOXHa noro-
AVTUCH 3 IYMKOKO NMaHa ApHe BiHkenbMaHHa, LWo «bayrays HanexxumTb
PO3YMITW, a He cnaBuTh 6e3 KpuTnki» (KboHir, 2018). Yce cBigunThb
npo Te, Lo CTUnicTMKa bayrayay 3aB’s3aHa Ha rM6UHHIA OCHOBI, 6e3
3aHYPEHHS Y AKY HEMOXJIMBO OCBOITY HANTONOBHILLE — METO[ LUKO-
NN: Te, LLIO AO3BOMINTb He HacniayBaTy 30BHILLHI GOPMU, @ 3HaXOANTM
BfIACHI IHAMBIAYaNbHI PiLLEHHS.

B nepLuunii nepiof XWUTTA WKOAW criocTepiranack €A4HICTb Mo-
S4B MiXK KepiBHUKaMW MalCTepPEHb, IX MOXHa HasBaTu Konera-
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MU-0AHOAYMUAMM. [TpoTe Tak 6yae He 3aBXauW. TpaHcdopmallia
nornaais NPoOBIAHUX iAeoNoriB Ta IX MOCNIAOBHUKIB 6araTto B YoMy
KOpenoBanncs 3 AMHaMIKo NOAITUYHKX Ta colianbHMX 3MiH B Hi-
MeYuuHi. | xo4a lponiyc BCINAKO HamMarasCd BiAMEXYyBaTW MUC-
TEeUTBO | LUKONY Bif MONITUKHK, Lie MOMY He BAanocs. BiH cBigumB
y iHTepB'to y 1955 p., W0 Moro HacTynHUK FaHHec Maliep NpnxoBaB
BiZl HbOrO CBOI MBI MNOMITUYHI NOTASAAW, WO NOTIPLUXIO CTaBEeHHS
cninbHoTK Ao wkonn (Whitford & Cave, 1994, 41'20). 3 Yyacom no-
4YaTKOBMI eKcnpecioHiaM Bce Ginblie novyaB HabyBaTK KOHCTPYK-
TUBICTCbKOro 3abapBfieHHs, | 3rofoM, — 3a KEPIBHULTBA LLKOJIOH
Itoagira Mica BaH fiep Poe, — OCHOBHa 30pIEHTOBAHICTb Ha MUC-
TeLbKO-XyAOXHIM niaxig Iponiyca Bxe Bifinna Ha Apyruin nnan.
MNepecTany BUKOPUCTOBYBATU PISHOMAaHITHI Ta ACKpPaBi KONbOpU
B 03[006J1eHHI iHTEp'EPIB Ta eKCTep'ePIB, TaKi BaX/IMBI Ha no4aTky,
CKPIi3b NnepeBaxanv MOHOXPOMHI PiLLeHHS. PI3HOMaHITTA | rapmo-
His MponopLii (hopM | KONbOPIB 3a3Hana KaTeropnMYHOro CrpoLLEeH-
HS 10 TEOMETPUYHO-NIAKOHIYHOMO CYy4acHOro CTUIKO, LLO MOXXEMO
crocTepirati y nopiBHAHHI cropyav bayraysy y [leccay (puc. 1) Ta
6yAiBNi INNiHONCEKOro TEXHOMONYHOrO IHCTUTYTY (puUC. 2).
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Puc. 1. Banbtep poniyc. bayrays y [leccay. 1926.
Fig. 1. Walter Gropius. Bauhaus in Dessau. 1926.

Puc. 2. JTrogsir Mic BaH aep Poe. byainsi [7171iHONCHKOro TeXHOMOMYHOro
IHCTUTYTY, Ynkaro, CLUA. 1954-1956. ®oTo ApTypa [roapTe MOIOALLIOrO.

Fig. 2. Ludwig Mies van der Rohe. llinois Institute of Technology building, Chikago,
USA. 1954 — 1956. Photo is by Arturo Duarte Jr.

Y MicTobyayBaHHI i AnsaiiHi MicbKoro cepefoBuila poniyc
CTBOPUB TPeHA — MiCTO-CynyTHWK poniycluTtanr y bepnidi (Mynb-
Ke, 6.p.). B>xxe nicns Toro, ik BiH BTPATVB KOHTPOSIb HaJl BTINEHHAM
MPOEKTY, EKOHOMIYHY e(deKTMBHICTb i€l Hamaraancb MiaABULLMTY
33 paxyHOK HiBe/ItOBaHHA YacCTUHWM MpUHUMMIB. Tak, Hanpuknag,
cepeiHbO-MOBEPXOBI BYANHKM cTanu Ginbll BUCOTHUMUK (puc. 3),
3'ABUIach 3abyj0Ba POMAZICbKMX CKBEPIB MiXK XKUTNOBUMY Oy[liB-
JIIMU, PaHiLLe KONbOPOBI PILLEHHS CTann MOHOXPOMHUMN. Hacnig-
KOM LIbOr0O CTano 3MeHLLEeHHSA Qi3MYHOro Ta colianbHO-KYNbTYPHO-
ro KOMMOPTY MeLLKaHLiB, OCKifIbKK BTpaTMIachk nponopuis Gopm
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Puc. 3. Iponiyclutaat (bepsiH).

Fig. 3. Gropiusshtadt (Berlin).

Puc.4. Banbtep poniyc. [MocenenHs y [leccay-TopTeH. 1926 — 28 p.
Fig. 4. Walter Gropius. Dessau-Torten Housing Estate. 1926-28.

Ta KOMbOPIB, 3aMOBHEHWX Ta BIAKPUTMX MPOCTOPIB. APXITEKTYpPHE
CepeaoBuLLE PE3OHYBASO 3 NEPBUHHOK IJEEH0 CBOEHD MOHOTOHHI-
CTHO | HAAMIPHOO LLiNbHICTHO 3abyaoBKW. Y Takuii cnocié HaamipHa
peaykLis hakTM4HoO BUXonoLLlyBana 3agym [poniyca.

[O PO3yMIHHA apXiTEKTYPHOrO CepefoBULLa AK KOMIIEKCY
Crnopyau, HaBKOMMULLHBOT TEPUTOPIT Ta HaBirauii Heto, B. poniyc npu-
ALWoB 6araTo B YOMY Mif BMJIMBOM aMepPUKaHCbKOro apXiTekTopa,
O[HOrO i3 3aCHOBHWKIB OpraHivHol apxitekTypu ®peHka Jlnonga
PalTa. Tpeba ckasaTtu, Wo B KiH. XIX — noy. XX CT. po3yMiHHS po3-
BUTKY apXxiTEKTypu 3BOAMNIOCH [0 MNOTPEOU XYAOXKHBO MPUKPacUTH
nNocki Gacagn Ta BHYTPIWHI NpuUMileHHs 6yaiBens. To6To npo
MPOEKTYBAHHSA MPOCTOPY YW AM3aNHY apXiTeEKTYPHOro cepefoBu-
LLa B CydaCHOMY PO3YMiHHA He MLLNOCH. TOMY HaCTifIbK1 BpasuB
HIMeLbKNX apXxiTekTopiB Jlnona PanT, gknii Nokasae MOXI/IMBOCTI
po6oTW, BNacHe, 3 NPOCTOPOM. BifoMo, L0 amMepuKaHCbKMn apxi-
TekTop y 1910 poui NpMBO3MB BMCTaBKY CBOIX POBGIT A0 EBpOMM
i YMTaB nekuil. 3ragyroum Ui noail, Mic BaH aep Poe nucas: «Mw,
MOSOfi apXiTEKTOPW, BiAYyBanu BHYTPILLHIK po3nag. Po60oTu LibOro
BEIMKOr0 MancTpa BUABUAW LiNWIA apxiTEKTYPHWUIA CBIT HebadeHol
CUIN, AACHOCTI MOBW Ta Bpakatodoro GaratcTBa thopM» (TUAMOH,
1984, c. 323). |ness ®peHka Jnoiaa PaiTa cnpuiiHATTA GyaiBni AK
€MHOro Linoro 6yna HOBOK A5 EBPOMENCHKMX apxiTeKTOPIB Ha
TOW Yac i cTana LeHTpasibHOK TEMOKD 4151 PO3BUTKY IXHIX TBOPHMX
cnpsiMyBaHb. Bxxe HacTynHoro poky poniyc 3anpoeKkTyBaB i noyas
6yayBaTV 3aBof «Paryc», y AKOMy KOHCTPYKLIis 6yaieni 6yna noBHi-
CTHO MepeoCMUCIeHa | ierka y CnpUmMHATTI, WO CBIAYMNIO0 NPO WBKA-
Ky 3MiHy nornaniB Monoaux cneuianicTie (MavoH, 1984, c. 323).

Poarnsgatoun nobynoBaHi [poniycom 6yaMHKM Yy MOCENEHHI
[eccay-TopTeH (1928 p.), nepLioMy MicTeuky, Ae GyaiBni 3B80an-
NNCb 3i 36IPHUX KOHCTPYKLiI, MOXHa MOMITUTK, LLIO XYAOXHI ene-
MEHTW BiACYTHI MOBHICTIO, apXiTeKTYpHI hopMM 3aHaATO CAPOLLEH]
(dbromapa). MpoTe HezanepeyHo 1 Te, Wo nofibHa peaykuia 6yno
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HeobXxifHOK B TOW 4Yac i Bignosigana 3aranbHWM aBaHrapaHuM
TeHAeHuiaM. Hanpuknag, y npeactasHumkis De Stijl nogi6Hwi nigxia
03Ha4yaB OyKBasbHO AyXOBHY (DOPMY/Y OUMLLEHHSA NPOCTOPY Bif
YCbOro 3aiBOro i HallapoBaHOro Tpaauieto. Lie 6yna notpeba no-
4aTW HOBE TBOPEHHS 3 MPOCTUX ENEMEHTIB: Cy4YacHICTb Mana 6yTu
BMOYyyBaHa HaHOBO.

Y NoAibHMX igeanicTyHMx Hamipax poniyca NnepekoHye Takox
i MOr0 3BEPTaHHSA L0 OCHOB €KCMPeCIoHI3My, I criBnpaus 3 Moro
anonoretamu lMaynem Knee ta Bacunem KaHgnMHCbKUM. OCTaHHI
K 3aBXAWM HaronollyBaauM Ha HeobXiAHOCTI BHYTPILLUHbO-3YMOB-
IEHOr0 MUCTELTBa, OPIEHTOBAHOMO Ha [AyXOBHI MOTPe6U NHOANHMN.
[o Toro , Knee i KaHAMHCbKUI Haguxanmncb CBOIO Yacy «MoLuy-
KaMu HOBOI JlyXOBHOCTI» IXHbOrO Cy4acHuka, dinocoda-Mictmka
Pynonbda LLTainHepa (Bexx6oscbka, 2006, ¢. 154), aKMii CboroaHi
TaKoX BBaXXaeTbCA OAHMM i3 3aCHOBHUWKIB OpraHivyHOl apXiTekTy-
pu (Ree, 2001). LLUTaitHepy HanexmuTb NPOEKT criopyaun [eteaHymy
y WwBenuapcbkomy [lopHaxy A9 3aCHOBAHOrO HWM aHTPOMNOCO®d-
Cbkoro pyxy. Nepla cnopyfda, MOBHICTHO AOBepLUEHa, BMKOHaHa
B OCHOBHOMY 3 [iepeBa, 3ropinay 1919 p. ToMmy HacTynHy LLTtanHep
CNpOEKTYBaB 3 6eToHy — BifA6yaoBaHa BoHa Hyna Bxe Micns noro
cMepTiy 1927 p. (puc. 5). ApxiTeKTop po6MB aKLEHT Ha BMUCAHOCTI
6ynisni y naHawadT, Ha BiAMOBI Bif AOMiHYBaHHSA MiHiA HA OCHO-
Bi MPAMMX KYTIiB, HA PO3BUTKY MPOCTOPIB CMOPYAM 3a NPUHLMUMIOM
MeTamopdo3n pocnuH. na WTaliHepa «npuBeCcTn NAacTuky Ao
pyxy O3Ha4asno BiAllyKaTy camMe TOW CTW/b, AKWI BiAMOBIAAB CY-
YacHocTi» (Bexx6oscbka, 2006, ¢. 34). Y pesynbTati criopyaa cra-
Bana 06paM/IEHHSAM BHYTPILHIX MPOCTOPIB 3 1XHIM HecnodiBaHVM
PO3ropTaHHAM. 3Ha4Hy posib Y iHTEp'epax BifirpaBaB Konip, AKWNA,
(haKTMYHO CTaBaB OCHOBHUM cepeioBuLLEeM (puc. 6). Ha aymky cy-
YaCHOroO apxiTekTopa OpraHiYHOl apXiTeKTypKn, OCHOBHOK METORO
LTaiHepa 6yno CTBOPEHHS CNOPYA, «sKi 6 BUpaXkanu BHYTPILLHIO
iHAVBIOyanbHICTb CaMOl NOBYAOBW | CNPUAMAnMCh 61 K XKMBI Op-
raHiamun» (@btomapa, 2019). BiH cTBepakye, Lo «LlITaiHep BipuB,
IO CMOCTEPEXEHHS PO3BUTKY apXiTEKTYpW [OmnomMarae oasm
BMPOBUTH XKMBE MUCMEHHS: pa3 3a pa3oM MPOXoAsdM Taki MeTa-
MopdOo3n, NKOAMHA # caMa NoYMHAE MUCAUTU GiblU MIACTUYHO»
(dbromapa, 2019).

LlikaBO TakoxK i Te, wo WTaiHep i MOro cnifibHWKM HasuBam
MaByTHI AiM «Haw bay», Wo Tak camo sK i B bayraysi BMilLano
iZlet0 BUCOKOro ileasny apXiTekTypHOI Cropyau.

Tak, MOXXHa cka3aTu, aHanoriyHo 40 NOAiN y PO3BUTKY XXMBOMMU-
Cy, Z1e Ha novaTKy XX CT. cnocTepiraemMo (heHoMeH «HOpHOro KBa-
ApaTta» ManeBuya gk imoCcTpaLito peanbHOCTI TOro yacy, sk Kpa-
MKy, WO 3'9BNSETbCA Nepef No4aTKOM HOBOFO peyveHHs, 6a4nmmo,
|0 NOTpeby nMcaTh HOBY CTOPIHKY iICTOpII B apXiTeKTypi i AN3alHI
cepefoBMuLLa Bia4yM 6araTo BUAATHMX apxiTeKTOpIiB Toro Yacy. He
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Puc. 5. Pygonb LUTaiiHep. FeTeaHym. 1927. JopHax, LLseriLapis.
Fig. 5. Rudolf Steiner. Goetheanum. 1927. Dornach, Switzerland.
Puc. 6. InTep'ep [eTeaHyMy: KOHLEPTHMIA 3a7.

Fig. 6. Interior of the Geteanum: performance hall.

BVMHATKOM 6y 1 NOCNIAOBHUKIM OpraHivHOl apxiTekTypn Ta Ansai-
HY, 30Kpema 'yro 'epiHr Ta [aHc LLlapyH. 3peLuToro, noYmHan BOH
3 [poniycom pasowm, i, HeaBaxkatoum Ha NeBHI PO36IXHOCTI, Yac Bif
Yyacy OMMHAAMCH Y CMiNIbHMX NPOEKTAX i CAINIbHUX 06'eAHAHHAX, AK
Hanpuknag «Der Ring», 3acHoBaHOMY y 1926 p.

3a CBIOYEHHSM OOCIOHMKIB, MOYaTKOBMM 3ayMOM MepLuor
BaliMapcbKol BUCTaBkK bayraysy y 1923 p. 6yno npeacTaBneHHs
PI3HMX HaNpPAMIB MOLEPHICTUYHOI apXiTEKTYpW, AKi, 38 BUCIIOBOM
lponiyca, po3BMBAtOTLCH «Yy AMHAMIYHO-(DYHKLOHANBbHOMY Ha-
nNpsAMi 6e3 oOpHaMeHTY Ta AeKopy». 30Kpema, OpraHivHy apxiTekTy-
py Manu npeactaBnaTtu F'yro lepiHr Ta MaHc LWapyH, ane nisHiwe
[poniyc 3MiHNB CBOKO AYMKY | BUKITKOUMB 1X 3 YHaCHUKIB BUCTABKM,
06r'pyHTYBaBLLUM CBOO MO3WLIKO MOTPeBOD MoKasaTu He BCi NiHil
Cy4YaCHOI apXiTeKTypu, a nuiie Ky6iYHO-ANHAMIYHMIA KOHCTPYKTM-
BICTCbKMI HanpsAM. KPUTUKK O3HAYUNN Lie K PO3KOJ Cyd4acHOro
apXITEKTYPHOrO pyxy MK TEHAEHUIAMYW IHTepHALIOHaNbHOro CTU-
nro i opraHiyHol apxitekTypu (Blundell Jones, 1999, p. 38). Anxe,
BNacHe, iaes «avHaMidHo-byHKLIiOHanbHOro» HanpsMy 6yna cnifb-
HoO AK Ans ['poniyca, Tak i 4nsa lepiHra 3 LapyHoMm, sK i nesHa npu-
YeTHICTb [0 EKCMPECIOHI3MY, Han4acTille He 3aaeknapoBaHa. Bia-
MIHHOKO — CTaBfeHHsA [0 3a3aaneriib 3ayMaHnX eCTETUYHUX iOen
4n bopmM. Came ToMy opieHTallis [poniyca Ha iHTepHaLioHaNbHWI
CTWb, 3PELLTOD, OCTAaTOYHO pO3'eAHaNa MUTLIB.

AHani3 nigxodis HIMELbKMX apXxiTEKTOPIB 0 MPOEKTYBaHHH, He
3BaXkatoum Ha po3BIXKHOCTI Y MEBHMX MUTAHHSX, JO3BOJISE FTOBOPU-
TW, WO HaBaXk/IMBIiLLEe AOCATHEHHSA nepioay bayraysy — CTBOpEHHA
0CO6/IMBOIr0 METOAY, AKMIA Mae CbOrofHi HabaraTto yHiBepcanbHille
3Ha4YeHHs, aHDK neperHsaTa CTUNICTUKA, BIAMOBIAHE TPaKTyBaHHSA
NiHiM | Konbopis. Moro cyTb — opraHisaLia Cy4acHOro cepefosu-
la Ana NoAMHM BiANOBIAHO A0 IHAMBIAYaANbHUX PilleHb, WO 340~
ByBatoTbCs y camopedekcii, y NiABULIEHHI BNACHOI MaiCTEPHOCTI
i NignopAAKyBaHHI ife BUCOKMM igeanam JTFoanHn MaibyTHBOrO.
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3oKpeMa, MeTof LWwkonw bayrays copMyBaBCst 3aBAAKM CTBOPEH-
HFKO HOBOI OCBITHbOI CUCTEMW XYLAOXHbOI OCBITH, AKa [03BONMUNA
MUTLSIM BUPOBUTU HOBI OPIEHTMPK B Cy4aCHOCTI, BCTAHOBWTU B3a-
€MO3B'A30K MiXX MUCTELTBOM | peMeCsIoM, NiANOPAAKYBaATH Pi3Hi
MWUCTeLTBa Y BIAMNOBIAHOCTI [0 BUPILLIEHHSA 3aB[aHb OpraHivyHol
€eHOCTI apxiTekTypHOI crnopyamn. Cama > apxiTekTypHa cropyaa
MUCIMIACb HOBaTOPaMu K CTPYKTYPHA OAMHNLSA CYyHaCHOCTI, TOro
CcepefioBULLA, IKe HaMaLITOBYE NKOAMHY Ha OHOBIIEHE CMIPUMHATTS
CBITY i B Takuit cnocié A03BOMSAE 11 TAKOX FapMOHIHO 3aCTOCO-
BYBaTW CBOI 3Ai6HOCTI BiANOBIAHO A0 CBOro NpU3HayeHHs. B Takii
KOHLLenLiT apXiTeKkTypHa crnopyaa ctaBasa neBHUM i4eanom, Npoo-
6pasoM cycninbCTBa ManbyTHLOIO.

Toit camuii MeTog, ifeanu i CNpaAMOoBaHICTb Y MaibyTHe, npar-
HEeHHS 00 HOBOI OpraHisaLil npocTopy, NPOTe iHLY CTUMICTUKY, CMO-
CTepiraeMo y TBOPLiB OpraHivHol apxiTekTypu. Npo ue CBiAYnTb ai-
ANbHICTb apxiTekTopiB Pyaonbda LLTanHepa, IN'yro MepiHra Ta MaHca
LLlapyHa.

BapTo HaragaTw, WO NOHATTA, AKE CbOrOHI YaCTO NPUMMUCYHOTb
Bayrayay, — «bopma cnigye 3a dhyHKUiero», — HanexxuTb CannisaHy
i Wewalle 3a Bce 6yno CNpurHATE y cnifkyBaHHi 3 Jloinagom Pait-
TOM Mig Yac noro npuisay Ao HimewunHn. MMisHiwe y 1925 p. lepi-
HF COOPMYSIHOE BNACHUI «OpPraHivHNn QyHKLIIOHaNI3M», AKWUIA s
HbOrO 03Ha4aB (yHKLIOHaNbHY AOLINbHICTL i BiAMOBY Bi ynepe-
[DKEHNX ecTeTUYHUX hopM. Ha BiaMiHY Big OpeHka J1nonga PanTa,
[epiHr BiAKMAAB NMpaBWUsibHI FEOMETPUYHI (DOPMU; Ha MOrO AyMKY,
KOMMo3uList 6yAiBfi Mae poO3BMBATUCH BifIbHO, MOAIGHO >KMBOMY
opraHiamy ("Hugo Haring", n.d.).

Cepinr i LapyH 6ynu apysamu. IxHi apxitekTypHi GOpMM Takox
no36aBneHi AeKopy i € 3paskoM POBOTU 3 MIACTUKOK MPOCTOPY
(puc. 7, 8). docnigHukn iHoAi MOB'A3YHOTb LIMX ABOX apxiTeKTopiB
3 nposiBaMu, 61M3bknumn ao JSlnoaa Paiita. Ha Haly gymky, y ix-
HIX opMax TakoX MPOYMTYETHCS BMAMB apxiTekTypu LUTaiHepa,
AKY, 38 TBEPAXKEHHAM HIMELbKO-LUBENLaPCbKMX HayKOBLiB, LLlapyH
0COB/MBO MOBaXas a Apyry 6yAisto [eTeaHyMy BBaXkas HalBa-
nuBiwotro cnopyfoto XX cT. BogHovac, LLapyH BBaXkaeTbca Havige-
anbHiwMM y4Hem lepitra (Raab et al,, 1972, p. 18).

Monpn BCe, HEpPO3B'A3aHVUM 3anMLIAETbCA MUTAHHA, YOMY
BanbTtep poniyc, po3yMiroun 3arpo3un OMepPTBIHHS 3anpornoHOBa-
HVX HUM (OPM Yy pasi CNinoro HacnigyBaHHS iHWMMK, yCe > Taku
HaMoNernMBO 3a/MLLAaBCA Ha Uit NO3ULT MPUXUNBHOCTI IHTepHaL|i-
OHaNbHOMY CTUMKO. ADKE 3anovaTKoBaHWIM poniycoM MeTof 03~
BOJIAB PyXaTMCb Yy Pi3HMX (hOPMOTBOPUMX Hanpsimax. Bianosiab, 3a
HalMMKW NPUNYLLEHHSAMM, NOB'A3aHa 3 noTpe6oto poniyca BigmMe-
XKYBaTUCS Bif CTUMKO ap HYBO, AKWUIN TaKOX BUKOPUCTOBYBAB Xapak-
TEepHi N5t OpraHivyHol apxiTekTypu hopMu i BUrHYTI niHii (ogHoro i3
3aCHOBHWKIB OpraHivyHol apxiTekTypy AHTOHIO [ayai AoCi BBaXKatoTb
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HaykoBa
HOBM3Ha Ta
NpaKTUYHa
3HAYUMICTb
BOCHI)KEHHS

BucHoBKM lﬂ

Puc. 7. Tyro lepinr. Gut Garkau (kopisHuk) y LLlap6ovi, HimeuunHa. 1923 — 1928.
Fig. 7. Hugo Héring. Gut Garkau (cowshed)in Scharbeutz, Germany. 1923 — 71928.
Puc. 8. laHc LLlapyH. bepniHcbka (inapmMoHis (KoHUepTHuI 3an). 1963.

Fig. 8. Hans Scharoun. Philharmonie (concert hall) in Berlin. 1963.

NpeACTaBHUKOM LibOro cTuito). OKpiM TOro, Lie 6yno NoB'A3aHo i3
XapakTepHorO Ana Mponiyca «Bofieto 40 hOpMU», afKe BiH crnpaB-
[i 4yJ0BO BOMOAIB NponopuiaMu GopMm i BIPTYO3HO iX KOMMOHYBaB
B apxiTekTypi. be3yMOBHO, 3 0AHOro GOKY, TakWii Niaxia 403BOMB
YTBEPAMTUN MEBHY E€AHICTb CTUMIO, @ 3 IHLWOro — 3aHaATo KpucTa-
nisyBaB caM METOA, CTBOPMBLUM HAAMIPHI PaMKM 1 OOMEXKEHHS.
3pewToro, Takuit Niaxig 6yB BUNpaBAaHUM Yy Yacu MOAEPHI3MY —
Tpeba BigaaTn HanexHe poniycy. CbOrodHi >, Ha Hally AYMKY,
BapTO AaTu Ginble NPOCTOPY ANA OPraHiYHMX iAen, OCKINbKM came
BOHW BPaxOBYHOTb SIFOACHKI AyLLIEBHI NOTpebn y SKOCTi MpOCTOpY,
y PIBHOMaHITTI NPOCTOPOBMX (DOPM | KOSTbOPIB.

Y OOCNIIKEHHI HArofIoLWyeTbCA Ha AOLIIbHOCTI FOBOPUTHK MPO
aKTyasIbHICTb He CTifIbKM CTUNICTUKM bayraysy y 3acToCyBaHHS
[0 Cy4aCHOCTI, CKiflbKM BMPOBIEHOro TBOPYOro MeTody i miaxoay,
a TakoXK 0COGMBOCTEN XYAOXKHbOI OCBITK, L0 3HOBY CTalOTb aK-
TyanbHUMKM B YMOBax mpouecie rnobanisalil Ta BUKAMKIB iHhOp-
MaLiMHOro CycninbCcTBa. Y AOCHIAXEHH! TaKoXX BUABMIEHO CMiMbHI
BUTOKM MeTOAIB bayraysy 1 apxiTekTopiB opraHiyHol Tpazuuii, a
TaKOX BIAAMIHHICTb MiX HUMW, LLIO 3aknafeHa B caMOMy METOAI K
MOXXJ/TMBICTb PIBHOMAaHITHOrO TPaKTyBaHHA (hOpMMU.

Y pesynbraTi JOCNIIKEHHA JOXOAUMO BUCHOBKY, LLIO apXiTeKTy-
pa bayraysy i opraHiyHa MakoTb CMisibHIi BUTOKM | 4aCTO MOCSYroBy-
FOTbCH OHWM METOLOM, META 3aCTOCYBAHHA AKOro — BUHAKAEHHA
IHOMBIZYaIbHOTO PILLEHHS O/1A KOXHOI OKpeMol cutyalii. CninbHe
cepefoBuULLE, CNiNbHI MPOEKTU | KYPC Ha HOBATOPCbKY apXiTeKTypy
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o6'efHyBann apxiTeKTopiB, AKi MisHille NilLAM PISHUMU LUASXaMMU.
CbOrofHi MOXHa KOHCTaTyBaTW BENUYE3HWA BNMB [poniyca Ha CBi-
TOBY apxiTekTypy, NpoTe Lei BrMB NepeBaXkae came y 3pisi hop-
ManbHO-CTUAICTUYHMX 03HAK, TOGTO TaKMM YMHOM, AKMM HalMeHLLe
XOTiB apxiTekTop. CaMmi >X po36iKHOCTI METOfiB MoNAratoTb Y pis-
HOMY TpaKTyBaHHI (OpMK BIANOBIAHO 4O YMOB | CTUIbOBKUX CMNps-
MyBaHb. Ha Hally AyMKy, opraHiyHa TpaauLis He 6yna BuyepnaHa
B Yacu MOAEpHi3My i CborofHi HabyBae OCOBMAMBOI aKTyanbHOCTI,
OCKiNbKM BPaxoBYye MHOACHKI AyLLEBHI MOTPedn y SKOCTi MPOCTOPY.

Cnucok 6ibniorpachiyHNUX NocUNaHb

Bexx6oBcbka, 1. P. (2006). AHTponocogckbKi TeHAeHwil B ykpaiHCbkoMy MucTelTBi 20-x pp. XX CT.
(OncepTauia kaHaMgaTa MUCTELTBO3HABCTBA). KWIBCbKMI HaLiOHaNbHWUIA yHiBEPCUTET
KynbTypu i MucTeuTs, K1iB.

MnovoH, 3. (1984). lNpocTpaHcTBO, Bpems, apxutekTypa (M. B. JleoHeHe, & M. J1. YepHs, Mep.,
3-e nsp.). CtTpoimagar.

Monuyce, B. (1971). IpaHuubl apxutekTypbl (J1. C. MuHckep, B. P. ApoHoBa, & B. I Kanuwa, Mep.).
MckyccTBo.

KboHir, P. (2018). "Bayrays HanexuTb po3yMiT, a He cnaBUTK 6e3 KpUTUKK'. IHTepB'to 3 ApHe
BiHkenbMaHHOM, ekcnepToM y cdepi apxitekTypu 3 ®paHkdypTy-Ha-MaiiHi. Goethe-Institut.
https://www.goethe.de/ins/ua/uk/kul/dos/bau/21343958.html.

Myrbke, B. (6.p.). Big 3paskoBoro MicTa Ao rapadol Touku — i Hasan. Goethe-Institut. https:/www.
goethe.de/ins/ua/uk/kul/dos/bau/21319032.html.

®bromapa, J1. (2019). YTo Takoe opraHnyeckast apxmMTeKTypa W Kak oHa pasBuBanacbo? [1pocTip.
https://www.prostranstvo.media/chto-takoe-organicheskaja-arhitektura-i-kak-ona-
razvivalas-konspekt-lekcii-luidzhi-fjumara/.

Blundell Jones, P. (1999). Hugo Héring: The Organic Versus the Geometric. Edition Axel Menges.

Gropius, W. (1919). Bauhaus Manifest. Bauhausbookshelf. https://www.bauhaus-bookshelf.org/.

Gropius, W. (1925). Internationale Architektur (Bauhausbuch 01). Albert Langen Verlag.

Hugo Héaring. (n.d.). Oxford Reference. https://www.oxfordreference.com/view/10.1093/0i/
authority.20110803095921181.

Raab, R., Klingborg, A., & Fant, A. (1972). Sprechender Beton. Wie Rudolf Steiner den Stahlbeton
verwendete. Philosophisch-anthroposophischer Verlag am Goetheanum.

Ree, P. van der. (2001). Organische Architektur. Der Bauimpuls Rudolf Steiners und die organische
Architektur im 20 Jahrhundert. Verlag Freies Geistesleben.

Whitford, F. (Writer), & Cave, J. (Producer). (1994). Bauhaus: The Face of the 20th Century [Film].
BBC / RM Arts.

References

Blundell Jones, P. (1999). Hugo Héring: The Organic Versus the Geometric. Edition Axel Menges [in
English].

Fiumara, L. (2019). Chto takoe organicheskaia arkhitektura i kak ona razvivalas? [What is organic
architecture and how did it evolve?]. Prostir. https://www.prostranstvo.media/chto-
takoe-organicheskaja-arhitektura-i-kak-ona-razvivalas-konspekt-lekcii-luidzhi-fjumara/
[in Russian].

54



Jemiypr: igei, TexHonorii, nepcnekTuem gu3sanHy 2020 Tom 3 N2 1
Demiurge: ideas, technologies, perspectives of design 2020 Vol. 3No 1

Giedion, S. (1984). Prostranstvo, vremia, arkhitektura [Space, time, architecture] (M. V. Leonene,
& |. L. Chernia, Trans., 3rd ed.). Stroiizdat [in Russian].

Gropius, W. (1919). Bauhaus Manifest. Bauhausbookshelf. https://www.bauhaus-bookshelf.org/
[in German)].

Gropius, W. (1925). Internationale Architektur [International architecture] (Bauhausbuch 01). Albert
Langen Verlag [in German].

Gropius, W. (1971). Granitcy arkhitektury [Scope of Total Architecture] (L. S. Pinsker, V. R. Aronova,
& V. G. Kalisha, Trans.). Iskusstvo [in Russian].

Hugo Héring. (n.d.). Oxford Reference. https://www.oxfordreference.com/view/10.1093/0i/
authority.20110803095921181 [in English].

Konig, R. (2018). "Bauhauz nalezhyt rozumity, a ne slavyty bez krytyky". Interviu z Arne Vinkelmannom
['The Bauhaus should be understood, not glorified without criticism." Interview with Arne
Winkelmann]. Goethe-Institut. https://www.goethe.de/ins/ua/uk/kul/dos/bau/21343958.
html [in Ukrainian).

Muhlke, W. (n.d.). Vid zrazkovoho mista do hariachoi tochky — i nazad [From the exemplary city
to the hot spot — and back]. Goethe-Institut. https://www.goethe.de/ins/ua/uk/kul/dos/
bau/21319032.html [in Ukrainian).

Raab, R., Klingborg, A., & Fant, A. (1972). Sprechender Beton. Wie Rudolf Steiner den Stahlbeton
verwendete [Talking concrete. How Rudolf Steiner used reinforced concrete]. Philosophisch-
anthroposophischer Verlag am Goetheanum [in German).

Ree, P van der. (2001). Organische Architektur. Der Bauimpuls Rudolf Steiners und die organische
Architektur im 20 Jahrhundert [Organic architecture. Rudolf Steiner’s building impulse and
organic architecture in the 20th century]. Verlag Freies Geistesleben [in German).

Vezhbovska, L. R. (2006). Antroposofski tendentsii v ukrainskomu mystetstvi 20-kh rr. XX st
[Anthroposophical tendencies in the Ukrainian art of the 1920s.]. (PhD Dissertation). Kyiv
National University of Culture and Arts, Kyiv [in Ukrainian].

Whitford, F. (Writer), & Cave, J. (Producer). (1994). Bauhaus: The Face of the 20th Century [Film].
BBC / RM Arts [in English].

Ixepena intocTpauin

Puc.1. https://www.flickr.com/photos/96dpi/3761260566/lightbox/

Puc.2. https://www.dezeen.com/2018/11/19/mies-van-der-rohe-modernist-architect-third-
director-bauhaus

Puc.3. https://www.goethe.de/ins/ua/uk/kul/dos/bau/21319032.html

Puc.4. https://en.wikiarquitectura.com/building/torten-estate/#torten-1

Puc.5. https://commons.wikimedia.org/wiki/File:Goetheanum_von_S%C3%BCden.jpg

Puc.6. https://mecm-arch.livejournal.com/6673.html

Puc.7. https://commons.wikimedia.org/wiki/File:Hugo_H%C3%A4ring_Garkau.jpg

Puc.8. https://commons.wikimedia.org/wiki/File:Berlin_Philharmonie_asv2018-05_img1.jpg

55



NPEAMETHWI ON3AVH

DProduct ﬁ/eyiﬂn

UDC 738.1:7.038(477)"19"
DOI: 10.31866/2617-7951.3.1.2020.207539

INTRODUCTION OF AVANT-GARDE
CONCEPTS IN THE DESIGN

OF HOUSEHOLD GOODS IN THE FIELD
OF CERAMICS AND PORCELAIN

Olha Shkolna,
https://orcid.org/0000-0002-7245-6010
Doctor of Art Studies,

Professor,

Department of Fine Arts,

Kyiv Borys Grinchenko University,
Kyiv, Ukraine

dushaorchidei@ukr.net

Abstract

The purpose of the study is to identify
the features of the introduction of avant-
garde concepts in the design of household
items, in particular, utensils in Mezhyhirya
Art and Ceramics College and to track the
use of modern techniques and materials by
boychukists, suprematists, constructivists and
art deco in domestic art and design culture. The
methodology of the research is based on the
principles of comprehensiveness, methods of
general scientific comparative studies, formal-
stylistic and art analyzes. The scientific novelty
lies in the identification of artistic features of
the work of avant-garde artists in the pursuit
of blurring the boundaries between art and life.
The specifics of the appeal to ceramics and
porcelain of avant-garde artists of Mykhailo
Boychuk’s circle in Mezhyhirya Art and Ceramic
Technical School-Institute (V. Sedlyar, I. Padalka,
P. Ivanchenko, P. Musijenko, D. Golovko), groups
of suprematist artists at Leningrad porcelain
factory are described (K. Malevich, I. Chashnyk,
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AHoTauis

MeTa pocnifpkeHHa — BWABUTM 0OCOG-
JIMBOCTI BMNPOBAXKEHHA aBaHrapAHUX KOH-
Lenuin y aMsaiH nobyTOBUX pedel, 30Kpema,
nocyay y MexuripCbkoMy MUCTELbKO-Kepamiy-
HOMY TEXHIKYMI Ta BIACTEXUTWU 3aCTOCYBaHHS
CyYacHMX TexHiK i maTepianis GondyKicTamu,
cynpemaTncTamu, NpeacTaBHUKaMM KOHCTPYK-
TUBI3MY 7 ap-AeKO Yy BITYM3HSHIN XyOOXHIN
i MPOEKTHIN KyMnbTypi B ranysi kepamiku Ta
hapdopy. MeToponoria pgocnigxeHHa 6a3y-
€TbCsl Ha BCeGIYHOMY PO3rnsafi, Ha MeToaax
3araflbHOHayKOBOI KOMMapaTuBICTUKK, hop-
MasibHO-CTUMIICTUYHOMY Ta MUCTELTBO3HaB-
YoMy aHanisi. Haykoea HoBU3Ha nosisrae y Bu-
ABMNEHHI XYAOXHIX OCOBMBOCTER TBOPYOCTI
MUTLIB aBaHrapAHoOro Hanpamy B MparHeHHi
[10 CTUPaHHSA MEX MiX MUCTELITBOM | MOGYTOM.
OxapakTepn3oBaHO crelndiky 3BepHeHHS A0
Kepamiku i hapdopy XyAoXKHWKiB-aBaHrapam-
cTiB Kona Muxanna borndyka y Mexuripcbko-
MY  MUCTELbKO-KEPAMIYHOMY  TEXHIKYMIi-iH-
ctutyTi (B. Cemnsp, I. Mananka, M. IBaHYeHKO,
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M. Suietin), as well as J. Dindo, who balanced
between constructivism, suprematism and art
deco. Conclusions. The results of the study
show a certain phenomenon of avant-garde
artists from different schools developing in
different countries, which consisted in the
implementation of often very similar ideas in
the design of household items. It was found
that this phenomenon was caused not so
much by the influence of artists on each other,
as by the source of common worldviews. Both
the representatives of the Bauhaus and the
Ukrainian avant-garde proceeded primarily
from the need to modernize life, the rejection of
the dominance of historical styles in the design
of things. Thus, the details of everyday life,
like utensils, get the maximum simplification
of forms, the use of new, sometimes unusual
materials to the embodiment of graphic decor,
inherent in a certain avant-garde direction.

Key words:
boychukism, avant-garde, suprematism, Bau-
haus, Mezhyhirya Art and Ceramic Technical
School-Institute.

Introduction 1

M. MycieHko, . TonoBKo), rpynv MUTLB-Cynpe-
MaTUCTIB Ha JleHiHrpaacbkoMy daphopoBoMy
saBogi (K. Maneeuy, |. YawHuk, M. CyeTiH),
aTakox — XK. [liHao, Aka 6anaHcyBana Mi>k KOH-
CTPYKTUBIZMOM, CynpemMaTu3MoM I ap-AeKo.
BucHoBKM. Pe3ynbTaTi AOCNIIKEHHS 3acBil-
YUIN NEBHMI (DEHOMEH MUTLIB-aBaHrapAnCTIB
PIHMX LWKIN Ha TepuTopIil €BpOnK, WO nonsras
y BTiIEHHI YacoM Ay>ke NOAiIOHMX iaen y ansa-
NHI NOByTOBWX peyveir. 3'9COBaHO, WO BUKIN-
KaHe Le fABuLle He CTilbKM BMMBOM MUTLIB
OAHWX Ha OAHMX, CKINbKM BUTOKOM i3 CMifIbHMX
CBITOMNSAAHUX HACTaHOB. AK NpeAcTaBHUKM ba-
yrayasy, Tak i yKpalHCbKi aBaHrapancTy BUXOAN-
M NepeayciMm 3 NOTpebu OCy4aCHEHHS MOBYTY,
BIZIMOBM Bifj OMIHYBaHHSA ICTOPUYHUX CTUNIB
y OV3aiHi peyein. TakMM YMHOM, AeTani noby-
Ty, B JaHOMYy pasi nocya, 3406yBat0Tb MaKCcu-
MasibHe CrpoLLleHHst GopM, 3aCTOCYBaHHS HO-
BWX, 4HaCOM HE3BUYHNX MaTepianiB [0 BTIIEHHS
rpadiyHOro Aekopy, MpUTaMaHHOro MeBHOMY
aBaHrapAHOMYy HanpsaMmy.

Kniouogi cnosa:

6oiyyKisMm, aBaHrapa, bayrays, cynpema-
TU3M, MEXHUripCbKnii MUCTELIbKO-KepaMiYHIN
TEXHIKYM-IHCTUTYT.

The beginning of twentieth century throughout Europe marked

the change of artistic models and forms of artistic creativity.
Ukrainian artists also did not stay away from these significant
historical processes. Among other notable phenomena of the avant-
garde movements of the early 1920-1930’s, Ukrainian boychukism
stood out. It was connected both with the legacy of classical art
(Byzantium, the Italian Renaissance, the lines of the neo-Russian
version of modernism) and with the expressive impulses of neo-
primitivism, derived, on the one hand, from folk art and, on the other,
from the aesthetics of the new proletarianism. which exploded with
an «explosive mixture» of folk art and social art simultaneously on
several continents (a striking example were the parallels in Mexican
art of the same period).

For European modernism, the period of the 1920s is a time
of reminiscences of rationalist and neo-folk modernism, which
organically grew into art deco (in Germany, Austria, Belgium, these
historical styles in the exhibition of authentic works of decorative
and applied art and individual easel paintings are not divided into
periods); reflections on post-impressionism and fauvism (France),
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propaganda graphics (Russia, partly Ukraine), posters (Czech
Republic, Austria, Russia), cubism (Spain, France), cubo-futurism
(Italy, France), expressionism (Germany, Poland, France, [taly),
constructivism (Ukraine), boychukism (Ukraine), muralism (Mexico,
Russia) (Campbell, 2003), Bauhaus (Germany, Austria), etc.

The names of artists who laid the foundations of European
modernism, some of whom come from Austria and its former
territories (Czech Republic, Western Ukraine, Hungary, Poland), are
known all over the world today. Outstanding artists Gustav Klimt,
Alphonse Mucha, Amedeo Modigliani, Josephine Dindo, Alexander
Arkhipenko, Kazimir Malevich, Vasily Yermylov, Marianna Brandt
are still not completely exhausted by the European consumer, and
their works are like real classic masterpieces. remain relevant in
souvenirs, interior decorations, modern design gifts, etc.

The aim of resears is to identify the features of the introduction
of avant-garde concepts in the design of household items, in this
case, utensils; track the use of new techniques and materials
by representatives of various avant-garde schools; identify the
participation of representatives of Ukrainian culture in this process.

Th The research uses methods of general scientific comparative

e . e .

studies, formal-stylistic and art analysis. The source base of the

meth°d°|°qy study consists of publications in some areas of avant-garde art.

and analysis Thus, in his fundamental work on the Bauhaus, M. Droste (2011)

of sources reveals the peculiarities of the formation of German design, which

further influenced the development of design in Austria, Russia,
Israel and the United States. In the monograph of the scientist
B. Campbell (2003) reveals the essence of the significance of
Latin American murals with obvious mutual enrichment of avant-
garde concepts in socio-cultural, political and artistic life during the
twentieth century.

The works of K. Malevich, V. Yermylov, O. Exter, O. Bohomazov
and a number of other prominent artists of the Ukrainian avant-
garde without exaggeration are devoted to the works of D. Hor-
bachov (2006; 2017). In the latter, Professor Dmytro Horbachov
touched upon the creative pursuits of the author of «Black Square»
K. Malevich, who, together with I. Chashnyk and M. Suietin, worked
on the creation of suprematist Soviet porcelain.

Domestic features of the development of artistic ceramics and
porcelain-faience are covered in several publications of O. Shkolna.
In one of them, the author revealed the typical Soviet visions of the
avant-garde in porcelain and ceramics of the representative of the
Ukrainian nobility of Poltava region E. Trypilska, who worked for some
time at the Lomonosov porcelain factory in Russia. Her colleagues
at the mentioned enterprise were sculptors and artists from Ukraine
A. Bruschetti-Mitrokhina and legendary sisters Olena and Natalia
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Results
of the
research

Danko. In the works of these four «caryatids» sculptures of Soviet
porcelain, in fact, embodied the best avant-garde experiments, as
well as — the search for art deco of Soviet society in the 1920's —
1930's (Shkolna, 2017).

Works by |. Padalka, V. Sedlyar, P. Ivanchenko, I. Zaika,
D. Golovko, P. Musijenko, J. Dindo, luminaries of boychukism and
suprematism in professional ceramics and samples of avant-garde
post-revolutionary porcelain for enterprises of the domestic industry
«Ukrfarforfayans (Glass) trust» are dedicated to the monograph of
0. Shkolna (20114a; 2011b). The topic is supplemented by the same
author's research on the Mezhyhirya Art and Ceramic Technical
School-Institute (Shkolna, 2014) and a scientific article covering the
sculptures of Josephine Dindo (Shkolna, 2016).

Since the late 1910s, artistic and design changes have taken
place synchronously in Europe and North America, turning people’s
notions of the realm of craft and industry upside down. Since then,
after a creative search in the German school Bauhaus (1919-1933),
a new view of design as a form of «culture of things», «things-
machines», which is characterized by aesthetic expressiveness,
expediency, utilitarian beauty, ergonomics, compositional perfection
and ideological content was formed.

Representatives of the Bauhaus influenced the new experience
of those who wanted to fill everyday life with art around the world —
from Russia to Mexico and the United States. One of the new
directions in the «spiritualization of matter» was the work of the
Bauhaus representative, sculptor and graphic artist Gerhard Marx,
who began working at the invitation of Walter Gropius in 1919.

Astheartistwasappointedmasterofformsofceramicsworkshop,
under his personal influence and supervision experimental ceramic
and glass products were designed and embodied in the material, in
particular, teapots with flasks and coffee makers with evaporators.
Thus, as a result of technological research and changes, the first
samples of works for mass production appeared, for example, the
famous coffee maker «Sintrax», 1924. Unfortunately, in the same
year G. Marx left the Bauhaus (Berghausen, 2019).

It is noteworthy that of all the things created by the Bauhaus,
the most successful and popular were the metal utensils created
by Marianne Brandt (fig. 1). According to the researcher Nadine
Berghausen, the strict and original language of design was felt in the
finished products of her authorship, especially in household items.
Theresearcher draws attention to the fact that, for example, in coffee
and tea sets made by Brandt in a metalworking workshop, «the need
to mutually adapt objects to a single artistic design» is neglected:
that they are from different sets, because the decisive factor in their
design was the function, not the general appearance of the service»
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Puc. 1. MapiaHHa bpaHAT. KaBoBapka,
MoniIbHMYKa | CepBI3 4J151 KaBU U Yaro.
1924-1926, 1928—-1929 pp. bayrays.

Fig. 1. Marianne Brandt. Coffee maker,
ashtray and set for coffee and tea.
1924-1926, 1928-1929. Bauhaus.

(Berghausen, 2019). The researcher concludes that Marianne
Brandt's teapot is «one of many examples of abandonment of arts
and crafts» and, consequently, the legitimacy of the Bauhaus-style
principle of «form follows function», which emerged long before the
school (Berghausen, 2019).

The work of this artist brought to the design of Bauhaus
a culture of art form, which then, multiplied by the decoration
of simple geometric shapes — such as a circle, square, triangle
and a favorite art deco zigzag — German experts «fertilized» the
imagination of many cells.

The success of M. Brandt's metal sets, which came to the
Bauhaus after Gerhard Marx, was essentially a combination of
several ideological components of the new art, perceived by
G. Marx. Namely — a new theory of combining design with high art,
thanks to which in one thing it was possible to find both artistic
value and utilitarian expediency (Markiv-Bukovska, 2018).

In fact, these were the beginnings of a real industrial design with
styling elements, in which kettles, coffee pots, ashtrays began to look
like something like dishwashers or aircraft. So Weimar and Dessau
in a new elegance, multiplied by functionalism, revolutionized the
seemingly familiar world of tableware.

Later, forty years later, Walter Gropius returned to the avant-
garde search for the style of «constructive-functional» utensils of
the 1920s, when he was able to embody the long-cherished Bauhaus
designs in porcelain. Thus appeared his tea set for mass production
in the noble replicated material of the Rosenthal firm, in which
he sought to achieve the impeccable perfection that K. Malevich,
|. Chashnyk, and M. Suietin were able to embody at the beginning of
the century in the Soviet Union; Boychuk artists and J. Dindo.
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Soviet artists of the new formation focused on designing
in the field of tableware not as a tribute to the need for food, but
as a conscious act of creating a new aesthetic reality, in a period
parallel to the early Bauhaus. In the USSR at that time they did
not call themselves designers, but professed «the love of things»,
«agitation art», «avant-garde art», «industrial art» and «industrial
art». Moreover, the last two terms were not considered identical,
although their translation, in fact, means synonymous concepts.
Industrial art was mostly manifested in the decor — especially in the
genre of the so-called «industrial landscape»; instead, «industrial
art» meant replicated art, in fact, close to the concept of design
as the implementation of certain operations to create a product,
mostly related to light industry (design, construction, modeling, art
technology).

The design of everyday objects in the Soviet Union has been
raised to a high level of relevance as the most popular art that can
become the property of every home, and therefore should become
propaganda and replace the visions of the poster. From now on,
social housing could not be separated from the new «social» utensils,
which brought to the masses the aesthetics of «revolutionary
design», designed to bring about radical changes in the minds of
people within the new ideology.

In the wake of the rise of power and industrial renewal of the
Soviet country, several Ukrainian artists who worked for the needs
of the USSR began to gain new creative experience. Among them,
in particular, are K. Malevich, P. Musijenko, P. Ivanchenko Sr. and
J. Dindo.

Thus, the first of these artists, Kazimir Malevich, a Kyivan, art
theorist, from 1916 followed the path of «cubism — futurism -
suprematism» Eventually, he put his theoretical ideas into practice.
Thus, in 1922 K. Malevich, together with his avant-garde students
|. Chashnyk (1902-1929, a native of Belarus, now the territory of
Lithuania) and M. Suietin (1897-1954, a native of Russia) was invited
to cooperate with the Leningrad porcelain factory. The three of them
began to develop unique examples of Soviet suprematian ware,
where form and decor were subject to the ideas of geometrization
(higher objectification of matter).

Noting that it was during this period that Malevich became
interested in three-dimensional forms, modern researchers
sometimes ironically characterize the achievements of the creator
of the «Black Square» in the field of tableware design: «He founded
a forms laboratory at the plant, where he created the famous «half-
cups» and a kettle — an outstanding example of design’s victory over
functionality and convenience» (Zymoglyadov, n.d.). K. Malevich
himself noted about the designed works: «This is not a kettle — this
is the idea of a kettle». And in 1927 in Germany Malevich told how
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once, «for artistic fun» he halved a cup: «At first the wife swore,
but soon got used to scooping up half a cup of flour from a bag»
(Zimoglyadov, n.d.).

Thus, in 1923, this triad of artists — K. Malevich, I. Chashnyk and
M. Suietin — made dishes (fig. 2), which fit perfectly into the new
suprematic understanding of form (extremely close to Bauhaus),
which prepared new search for boychukists and associate of the
latter, sculptor of a unique creative range — Josephine Dindo.

Puc. 2. CynpemaTnyHui hapgoposuii
cepBiz Kasnmupa Manesunya.
CynpematunyHi posnvcu |. YaluHuka
(niBopyy) Ta M. CyeTiHa (npaBopyy).
JI®3. 1923.

Fig. 2. K. Malevich Suprematist Tea
set, Porcelain.

Suprematist paintings by I. Chashnyk
(left) and M. Suietin (right).

Made by Lomonosov Manufacture,
St. Petersburg. 1923.

Josephine Dindo (a Polish by birth who spent her childhood
in Warsaw and Riga and found herself in Kharkiv as a teenager)
belongs to a cohort of prominent Ukrainian artists of the avant-
garde era. She was an associate of the constructivist Vasyl
Yermylov and Mykhailo Boychuk, an outstanding sculptor who
worked on the border of constructivism and art deco. The artist also
designed tableware. In addition, she collaborated with associates of
Mykhailo Boychuk, who created a ceramics center with new plastic
canons in Mezhyhirya near Kyiv. These were Lev Kramarenko, Pavlo
Ivanchenko, Panteleimon Musijenko, Ivan Padalka, Dmytro Golovko,
Oksana Pavlenko and Vasyl Sedlyar (Horbachov, 2017).

For example, Josephine Dindo's husband, Bernard Kratko, was
a professor of sculpture and later rector of the Kyiv Art Institute,
where Mykhailo Boychuk, Lev Kramarenko, and Vasyl Sedlyar taught.
During 1926-1927, the director of the Mezhyhirya Art and Ceramic
Technical School, Vasyl Sedlyar, traveled with Mykhailo Boychuk on
a business trip abroad to Germany, Italy, as well as Germany and
France, after which the most talented Ukrainian female sculptor
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was able to visit Germany to gain creative experience. of that time -
Josephine Dindo.

Some artists filled the center of Mezhyhirya ceramics with the
ideas of their teacher Mykhailo Boychuk about a qualitative semantic
and stylistic renewal of art. Artists Vasyl Sedlyar and Oksana
Pavlenko, a couple who took over the leadership of the Mezhyhirya
Technical School from Lev Kramarenko, a professor at the Kyiv Art
Institute (a former teacher at the only school in the Russian Empire,
the Hlynsk School of Ceramic Instructors), saw the clay as s a new
material for plastic experiments.

Since they did not potter themselves, they tried to convey to their
pupils the very concept of the new art of Mykhailo Boichuk’s school.
And this was manifested, first of all, in the innovative understanding
of design as such and the organization of the educational and
creative process. V. Sedlyar sought to model the new school on
the basis of the equivalent interaction of lecturer and student as a
«productive production teamp», the focus of which was the utilitarian
nature of the object of design, and its place in everyday life, among
other things, and the effect of this object. project on the viewer-user
(Voron, 2020).

Such a systematic approach, as well as the desire to erase the
boundaries between the concepts of «artist» and «artisan» now
allow us to draw a parallel educational system in this Ukrainian
institution with the famous Bauhaus school (fig. 3). In Mezhyhirya
Art and Ceramic Technical School, similarly to the structure of the
German school of design, there were workshops of stone masses,
refractory and fine ceramics, a model workshop and a ceramic
laboratory (fig. 4).

Puc. 3. [oHYapHa ManiCTepHS Ta CXxema BUKIa[aHHS KOMIIEKCY AUCUUIIIH
Ko an3anHy bayraysa. 1920-Ti pp.

Fig. 3. Pottery workshop and scheme of teaching a set of disciplines
of the Bauhaus design school. 1920s.
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Puc. 4. 3aHATTS B KepaMiYHivi ManCTepHI
Ta BUBYEHHSI rpagpiku
¥ MexxuripcbKomy TexHikymi. 1920-Ti pp.

Fig. 4. Classes in the ceramic workshop and
the study of graphics
at the Mezhyhirya technical school. 1920s.

V. Sedlyar and O. Pavlenko believed that the student should
develop comprehensively and master both artistic disciplines
and technological skills. In addition to drawing and composition,
students studied chemistry and mathematics. Considerable
attention was paid to the development of personal qualities and
the formation of a broad worldview as a necessary component of
a professional artist, along with the ability to live in a team. «The
student’s study day consisted of four hours of lectures, four hours
of production, independent classes and extracurricular reading. In
the evening, students had club classes: they discussed, sang, and
did theater» (Voron, 2020).

The experiments of the creative couple with graphics on
ceramics tried to rethink in narrative works such as panels on plates
and bowls talented artist Easel lvan Padalka (came with 15 students
from Myrhorod Art and Ceramic College named after M. Gogol),
where he taught (fig. 5), master of the universal creative range

Puc. 5. I. lMNaganka. [JekopaTuBHa Tapisika
«[ponetapii-Mamari». Mexurip’a. 1924.

Fig. 5. I. Padalka. Decorative plate
«Proletarian-Mamay». Mezhyhirya. 1924.
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Panteleimon Musijenko and potters-ceramists Dmytro Golovko and
Pavlo Ivanchenko, who came to Mezhyhirya from Hlynsk with Lev
Kramarenko.

The ideas of the boychukists developed especially after the
European studies of Vasyl Sedlyar and lvan Padalka in the museum
collections of Germany, France, Italy, and Austria, which became
possible with the support of the then rector of the Kyiv Art Institute
Ivan Vrona.

A series of works «Europe», which became the creative result of
these trips, was published in 1928 at the exhibition of artists of the
Association of Revolutionary Art of Ukraine in Kyiv, and in 1929 at
the exhibition of Ukrainian engraving and drawing in Moscow. And
although the consequences of success for the galaxy of boychukists
were deplorable (most of them were repressed and shot in the
1930s), as an artistic phenomenon boychukism continued to develop
in the ceramics of Mezhyhirya, agitation faience of Bud, Baranivka,
centers of art education throughout Ukraine, corresponding to the
modernist trends of contemporary art in Austria, Germany, France,
[taly, Spain and Mexico.

It is important to note that the search of Mezhyhirya masters
forming was related mainly to folk ceramics and sculpture, in the
dishes they implemented only designer paintings in the style of boy-
chukism (fig. 6).

Puc. 6. boidykiam. Tapeni 3 posnvcom I1. MycierHka. ®apgop. 1920-Ti —
roy. 1930-x pp. 36. HMYH/IM.

Fig. 6. Boychukism. Plates painted by P Musijenko. Porcelain. 1920 —
beginning 1930s. The National Folk Decorative Art Museum.

Close at the same time to M. Boychuk and V. Yermylov in his
Kharkiv creativity period Josephine Dindo made a several unique
products at the Gorodnytsia Porcelain and Earthenware Facto-
ry during the late 1920s and early 1930s, the style of which was
on the verge of constructivism, suprematism and art deco.These
were, first of all, vessel designs of teapots, and, to a greater extent,
coffee pots of elongated geometrized proportions. Thus, in the

65



MpenMeTHWI au3aiiH
Product design

materials of the Central State Archive-Museum of Literature and Art
of Ukraine preserved photographs of design projects and embodied
in porcelain (stone mass?) Works of the sculptor (fig. 7).
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Puc. 7. [poekTu i BTineHi y pappopi reomeTpn3aoBaHi YariHo-kaBoBi (hopmu
KiHYs 1920-x — noy. 1930-x pp. ®oTokonii 3 poHay XK. AiHao LLAAMIIMY.

Fig. 7. Projects and implemented porcelain geometrized forms for tea and coffee
of the late 1920 — beginning 1930s. Photocopies from the fund
of J. Dindo. Central State Archive-Museum of Literature and Art of Ukraine

Given her business trip to Germany in the late 1920s, where
Bauhaus continued to work at the time, and in particular M. Brandt, as
well as close collaboration with leading artists of the Headquarters
of the Porcelain Trust in Russia, where the creative achievements of
K. Malevich and I. Chashnyk and M. Suietin were heard, the vectors
of the artist’s creative search and the interconnectedness of all the
mentioned artistic processes seem clear.

lies in the identification of artistic features of the work of avant-
garde artists in the pursuit of blurring the boundaries between art
and life. The specifics of the appeal to ceramics and porcelain of
avant-garde artists of M. Boychuk's circle in the Mezhyhirya Art
and Ceramic Technical School-Institute (V. Sedlyar, |I. Padalka,
P.lvanchenko, P. Musijenko, D. Golovko) and the group of Suprematist
artists in Leningradsky are described. porcelain factory (K. Malevich,
|. Chashnyk, M. Suietin) and J. Dindo, which balanced between
constructivism, suprematism and art deco.

Thus, the introduction of avant-garde concepts in the design of
household items in the field of ceramics and porcelain in the first
third of the twentieth century. relied on the achievements of Gerhard
Marx and Marianne Brandt at the Bauhaus; parallel searches of
K. Malevich, I. Chashnyk and M. Suietin, which took place in the
creative laboratory of the Leningrad Porcelain Factory; the search
for another reality (mostly in paintings) in the followers of Mykhailo
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Boychuk in Ukraine — V. Sedlyar, P. Musijenko and P. lvanchenko, as
well as in the plasticity of new proletarian forms of tableware on the
verge of constructivism, suprematism and art deco in the work of
J. Dindo, who, in turn, had the opportunity, like K. Malevich, in 1927,
to get acquainted with the achievements of the Bauhaus and the
Verkbund in Germany under time of creative business trip.

Therefore, it can be noted that the clear creative shifts in the
design of tableware in the 1920s and early 1930s on the map
of Europe (Germany — Russia — Ukraine) are inseparable and
interconnected.

In turn, a certain enrichment of experience and a «Eurocentric»
mixture of avant-garde, art deco and modernism of the boychukists
with elements of neo-folk proletarian-peasant Ukrainians in painting,
graphics and monumental-decorative art became a pretext in Soviet
times for accusations of nationalism and nationalism.

However, in terms of time, it is clear that the French Fauvists,
[talian Expressionists and Futurists and their Ukrainian and Russian
counterparts (Olexandra Exter, Olexandr Bohomazov, Kazimir
Malevich, Volodymyr Tatlin and others), Hungarian-Austrian artist
Bela Witz, Mychailo Boychuk and his the school and the Mexican
muralists worked entirely in the spirit of the development of
European art of the 1910s / 1920s-1930s, fluid-enhanced by the
German Bauhaus and the Austrian Vienna Workshop within the
Arts and Crafts movement, whose work further fertilized Soviet art,,

America and Israel.
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Abstract

Research aim. To analyze the activities of
the model workshop of the Berezil Artistic As-
sociation under the leadership of V. Meller, to es-
tablish the influence on modern graphic design.
Research methods. Historical-comparative,
study of art analysis. Scientific novelty. For the
first time, attention is focused on the activities
of the model workshop in the field of design of
printed products with the provision of relevant
visual evidence. The analysis revealed features
that relate the design activities of the work-
shop with the modern advertising paradigm.
An attempt is made to determine the educa-
tional achievements of the formation and their
agreement with other art schools of the time.
Conclusions. Undeservedly little-studied activi-
ty of the model workshop in the field of printed
products is one of the highest achievements of
Ukrainian graphic design of the twentieth cen-
tury and corresponds with similar experiments
in other countries. The commonality of program
principles, the identity of the applied artistic
techniques and technical means with the cor-
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AHoTallis

MeTa pocnif)XeHHs - npoaHanisyBaTu
LOIANbHICTE MaKeTHOI MalncTepHi MucTtelbko-
ro o6'egHaHHs «bepesinb» Nia KepiBHULTBOM
B. Mennepa, BCTaHOBUTW il BMJIMB Ha Cy4acHUN
rpadiyHuin ansaitH. MeToaun gocnipyXeHHs. Ic-
TOPUYHO-TIOPIBHSANIbHWI Ta MUCTELTBO3HABYNIA
MeToAn aHanizy. HaykoBa HoBM3Ha. Brepulue
3p0o6eHo akLeHT Ha AiANbHOCTI MaKeTHOI Mali-
CTepHi y cdepi oopMIEHHS ApyKOBaHOI Npo-
OYKUIT i3 HaBeAeHHAM BIAMNOBIAHWX BidyasbHNX
0OKasiB. Y Mpoueci aHanidy BUABAEHO pucw,
WO CMOPIAHIOKTL AM3aHEPCbKY AifAfIbHICTb
MaWCTEpPHI i3 Cy4aCHOK PeKTaMHOLO napaaur-
MOtO. 3p0o6sieHO cnpoby BU3HAYUTU OCBITSH-
CbKi 3406yTKM (hopMaLlil Ta IXHFO CYrofoCHICTb
3 IHWKMW MUCTELIbKMMU LLIKOMaMK TOro 4acy.
BucHoBKU. ManoBuBYeHa AiS/IbHICTb MakeT-
HOI MaNCTepHI Yy LapuHi ApyKoBaHOI NpOAyKLil
HanNeXmnTb A0 OAHOMO 3 HaMBULIMX AOCATHEHD
YKpaiHCbKOro rpadiyHoro AmMsaiHy nodaTky
XX CT. i FiiHO KOpecnoHAYEeTbCS i3 NOAIGHUMM
eKCrneprMeHTaMu B IHLUMX KpaiHax. Bigctexy-
ETbCS CMINIbHICTb NPOrpaMHMX 3acaf, iAeHTNY-

69



[n3aiiH BidyanbHUX KOMYHiKaLin
Visual communication design

rection towards the specifics of the theatrical
process on the part of the model workshop and
the branches of Bauhaus, De Stijl, Vkhutemas
artistic practice are traced.

Keywords:
Berezil, model workshop, Vadym Meller, design
of printed products, Ukrainian constructivism,
magazine, theatrical poster.

Introduction ]

HICTb BXWUTUX XYLOXHIX MPUAOMIB | TEXHIYHNX
3acobiB MakeTHOI MaiCTepHi Ta ocepefakis
XYAOXHbOI NpakTukn bayrayay, De Stijl, BXYTE-
MACy. BogHouyac, crneumdiky MakeTHoI maii-
cTepHi Mennepa BM3Hayae 11 CNPSIMOBAHICTb
y 6iK TeaTpasibHOro NpoLiecy.

Kniouosi cnoga:

MucTeubke o6'efHaHHs «bepesinb», MakeTHa
MancTepHa, Bagum Mennep, yKpaiHCbKUI KOH-
CTPYKTMBI3M, OM3alH APYKOBAHOI MPOAyKLUil,
XXypHan, TeaTpasibHa adilua.

The 1920s and 1930s brought Ukrainian art to the world lev-

el. Fortunately, formal and substantive innovation in art coincided
with the state policy of «indigenization», which was reflected in the
Ukrainization of content. Romantic and sincere expectations of so-
cial post-revolutionary progress in the future coincided with a high
concentration of world-class artists in a certain area, who were
aware of their «superiority» and enthusiastically worked on the idea
of communist construction. However, they realized the fallacy of

this path much later.

Things that were performed as purely functional (posters, pro-
grams, magazine design) have outgrown the utilitarian nature and
over the centuries have acquired the status of priceless treasures
of national design. His achievements can be considered on a par
with the achievements of such formations as Bauhaus, De Stijl, and

Vkhutemas.

The scenography of those times became no less important than
directing or acting, the artist in the theater became a co-creator of
the action. Different styles of the European avant-garde were used in
the stage design: expressionism, constructivism, cubofuturism, and
suprematism. This happened at a time when Ukrainian innovators
were mostly constructivist in the advertising and printing spheres.
In the design of printed publications, functionality comes to the fore,
the unnecessary secession decor, characteristic of the theatrical
poster of private enterprises of the early twentieth century, disap-
pears. Changing the function of the creator in the theatrical process
required the education of their artistic staff.

Research aim. Identify the activities of the model workshop of
the Art Association «Berezil», which relate to graphic design; to es-
tablish connections, both formal and programmatic, in the field of
education between Ukrainian constructivism and Bauhaus; to trace
the significance of the pedagogical experience of the model work-
shop for modern design education.
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The
methodology
and analysis
of sources

Results
of the
research

The research is based on the application of historical, compar-
ative, and art methods of analysis. The empirical source base of
the research is the photographic material taken by the author of the
article at thematic exhibitions, library, and museum funds.

The work of both Vadym Meller himself and the model workshop
he heads is increasingly coming to the attention of the general public
and scientists. These are gift monographs, albums (Horbachov, 1996;
Mudrak & Rudenko, 2015), and numerous articles in specialized mag-
azines. However, the group’s design activities in the publishing field
have not been studied in details yet: attention has been paid, for the
most part, to the purely theatrical specifics of creating stage layouts
or costume sketches (Dmytrenko, 2014; Yermakova, 2017; Chechyk,
2016; 2017). However, in the typography of the model workshop, we
are dealing with the embryos of Ukrainian-language graphic construc-
tivism — a direction that significantly influenced the domestic graphic
design of the twentieth century. and remains relevant today. Besides,
the pedagogical methodology that has matured within the workshop
deserves attention, because the value of its achievements is import-
ant for modern design education.

In 1923, a year after Les Kurbas founded the Berezil Theater,
a «model workshop» was organized under the direction of Vadym
Meller, which specialized in the design of performances. Unfortu-
nately, we do not have an exact picture even of the signed theatrical
sketches: «As a result of opposite information, we cannot claim that
the design was invented by M. Simashkevych, invented by V. Shkly-
ajev or designed by V. Meller. All of them worked on the play togeth-
er, which was reported in the newspapers, and the press called the
more experienced V. Meller an artist-designer» (Veselovska, 2010,
p. 175). It is even more difficult to establish the authorship of un-
signed typographic works, so it is worth trying to at least outline the
design genres that the workshop was engaged in.

As there is no author’s signature on the products of «model work-
shop», it is necessary to establish authorship on indirect grounds.

From the article «Berezil Model Workshop» published in the
magazine «Theater Barricades», we learn that Meller is recognized
as a senior master in the model workshop, and it includes 3rd year
students of the Meller Institute of Art class, as well as other stu-
dents: «During its existence, the workshop performed in corpore the
tasks of the director’s laboratory «Berezil» models for the scenogra-
phy «Kings» by Shevchenko, directed by laboratory assistant P. Doly-
na. The works were reviewed and discussed by the entire director’s
laboratory led by Les Kurbas and were mostly considered worthy
of use on stage. Models for the «Captivity of Babylon» directed by
G. Ignatovych will be completed this week» ("Maketna maisternia’,
1924, p. 19). The author of the quoted article also gives us an idea
of the specifics of the workshop: «In addition to work on the tasks
of the Director’s Laboratory, the workshop conducts internships on
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stage. The model workshop members was commissioned to sketch
actors in different roles to create an album of productions of Berez-
il's workshops ("Maketna maisternia’, 1924, p. 19).

Indirectly, we can assume that Meller's wife, Nina Genke-Meller,
was also involved in the case, as it is known that she is the author of
the cover of the magazine «Theater Barricades».

If we trace the activities of the community in all types of graphic
design, we will see that the model workshop was engaged in creat-
ing what in the modern language of advertising is called logos, bill-
board design, editing of multi-page publications, three-dimensional
objects, corporate clothing or fashion illustration, souvenir products,
branding, etc. Next, we will consider in detail each type of activity.

Creation of logos. The Berezil logo, which can be considered the
main domestic theatrical symbol of the 1920s, was developed per-
sonally by Vadym Meller (fig. 1.1). In addition to the modern geomet-
ric approach in the decision of the sign in the model provided for a
change of year, which performed then innovative function of fixing the
period of the show. This design is of paramount value for researchers
of the theatrical process in general and design in particular, because
the assembly posters did not put the years and the date of printing
can be set only on indirect grounds. The typographic reproduction of
the sign differs slightly from the original sketch with a greater empha-
sis on the composition of the letters M (artistic) and O (association)
(figs. 1.3, 1.4), as opposed to the dominance of B (Berezil) in the man-
made version (fig. 1.1). Of course, the practical application of such a
construction required close author’s supervision, as sometimes the
pragmatic scheme included numbers with serifs from fonts of a his-
torical nature (fig. 3.1). In addition, the scope of use of the logo was
quite wide: from souvenirs (fig. 1.2) to outdoor advertising (fig. 5). The
use of the sign was stopped after May 1926 due to the reorganization
of the Berezil into the Central Theater of the Republic with a perma-
nent location in Kharkiv. To understand how avant-garde Meller's logo
was, it is worth looking at theatrical stamps of the time, which were
made by artists of not the last row: Mykhailo Zhuk, Solomon Mandel,
Ohrim Sudomora (figs. 2.1-2.4.).

To Meller's constructivist work can be added his monogram
on theatrical sketches, which uses the Latin letters W and M. In its
construction it is much closer to the modern logo than to the estab-
lished author’s signature (figs. 3.1, 3.2). In our opinion, such a mono-
gram could be created only by a person aware of European cultural
life — not to mention the sign of the «Vienna Workshops» ("Wiener
Werkstétte", 2020), founded in 1903 by Koloman Moser and Josef
Hoffmann (fig. 3.3). And if you dive into the monograms of Vien-
nese Art Nouveau artists, you can find something in common in the
Berezil logo with a personal brand, such as Ernst Stohr, which in no
way indicates plagiarism, but, on the contrary, proves the artist's ac-
quaintance with the best European.
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Fig. 1.1. Vadym Meller. Sketch of the logo of AA «Berezil». 1923. Paper, gouache. Collection of the
Museum of Theater, Music and Cinematography of Ukraine. Photo by the author.

Puc. 1.1. Bagum Mennep. Eckid norotuny MO «bepesinb». 1923 p. Manip, ryaw. 36ipka My3seto
TeaTpasibHOro, My3nm4yHoro Ta KiHomucteyTea YkpaiHu. ®oto aBTopa.

Fig. 1.2. Use of the logo on souvenirs. Berezil sign. 1926. Collection of the Museum of Theater,
Music and Cinematography of Ukraine. Photo by the author.

Puc. 1.2. BukopucTaHHsSI IOroTuy Ha CyBeHIpHIv npoayKuil. 3Ha4qok «bepeaosnto». 1926 p. 36ipka
Myseto TeaTpasibHOro, My3n4Horo Ta kiHomucTelTa YkpaiHu. ®oTo aBTopa.

Fig. 1.3, 1.4. Typographic reproduction of the logo. 1924, 1926. Collection of the Museum of The-
ater, Music and Cinematography of Ukraine. Photo by the author with the year-posters.

Puc. 1.3, 1.4. TunorpaidyHe BiATBOPEHHS norotumny. 1924, 1926 p. ®oTo aBTOpa 3 apiLl
BiAnoBigHMX pokis (36ipka MTMKY).

Fig. 2.1. Mykhailo Zhuk. The sign of the Maria Zankovetska Theater. Paper, woodcut. 1923.Collec-
tion of the Museum of Theater, Music and Cinematography of Ukraine. Photo by the author.

Puc. 2.7. Muxa#ino XXyk. 3Hak TeaTpy imeHi Mapii 3aHbkoBeLbKol. Manip, kewnorpagis. 1923 p.
(MTMKY). ®oTo aBTOpA.

Fig. 2.2. SM (Solomon Mandel?). Sign of the State Theater for Children. Kyiv. Photo by the author from
the poster «Ho» in 1929. Collection of the Museum of Theater, Music and Cinematography of Ukraine.

Puc. 2.2. C. M. (ConomoH Marpaesnb?). 3Hak [lepxxaBHOro Teatpy Ans Aiteii. Kuis. ®oTo asTopa
3 agiwi «Xo» 1929 p. (MTMKY).

Fig. 2.3. Unknown author. Donbass State Drama Theater (from Stalino region) «<Donderzhdrama.
Season 1929 - 1930. Photo by the author from the poster «Give a party ticket». Collection of the
Museum of Theater, Music and Cinematography of Ukraine.

Puc. 2.3. Hesigomuii aBTop. [epxxaBHuii apamatudnuii Teatp [JoH6acy (3i CTaniHLmHm)
«/JoHaepxxapama». Ce3oH 1929 — 1930 pp. doTo aBTOpa 3 adiLui «Bigaas napTkButok». (MTMKY).

Fig. 2.4. Ohrim Sudomora (?). Sign of the 1st Taras Shevchenko Drama Theater in the Ukrainian
Soviet Republic. Photo by the author from the poster «Kolnarviz». 1924 . Collection of the Museum
of Theater, Music and Cinematography of Ukraine.

Puc. 2.4. Oxpim Cygomopa (?). 3Hak 1-ro gpamaTinyHoro Teaty iMeHi T. LLieByeHka YkpaiHCbKOI
passHcbKol pecry6niku. ®oTo asTopa 3 ailli «<KonHapsua». 1924 p. (MTMKY).

73



[n3aiiH BidyanbHUX KOMYHiKaLin
Visual communication design

74

OWIENERDO

Y

. Add
WERKSTAITE

“ .

Fig. 3.1, 3.2. Vadym Meller's personal monogram on the sketch of the billionaire’s
daughter’s costume for the play «Gas». 1923. Paper, gouache, pencil, ink. Collec-
tion of the Museum of Theater, Music and Cinematography of Ukraine.

Puc. 3.1, 3.2. Ocobucta moHorpama Bagvma Mennepa Ha ecKisi KOCTHOMY [04YKU
Minbsipaepa Ao BucTasu «[as». 1923. Manip, ryaLw, onigeys, Tyi. 36ipka MTMKY.

Fig. 3.3. Sign «Vienna workshop» (Wiener Werkstétte). 1903.

Puc. 3.3. 3Hak «BineHcbkux MavicTepeHb» (Wiener Werkstétte). 1903.

The design of the posters was an integral part of the whole
action, the significance of which is difficult to overestimate today,
as most of the performances have not preserved audio or video, so
tohe posters and photos remain almost the only visual markers of
events. Compounds on the technology of letterpress, constructivist
on the principles of organization of sheet space, posters of «Bere-
zil» were never signed by their authors. But the already mentioned
description from the article in the magazine «Theater Barricades»
gives us reason to consider them the result of the collective work
of «workshop members” ("Maketna maisternia“, 1924, p. 19). It is a
significant fact that the posters not only performed the functions
of outdoor advertising on billboards, but were also used in the de-
sign of performances just on stage during the action (figs. 4.1-4.2).
This is a rather responsible element of the artistic design of the play
and we have every reason to consider the authors of the posters of
the participants of the workshop, as they are unlikely to resort to

Puc. 4.1. A scenes from the play «Jimmy Giggins».1926.

Puc. 4.1. CuyeHa 3 BuctaBu «[Kummi [irriHc». 1926.
Puc. 4.2. A scene from the play «Jimmy Giggins».1923.

Puc. 4.2. CuyeHa 3 BuctaBu «kummi [CirriHe». 1923,
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the design of posters in someone else’s performance. Exceptions
may be individual posters performed by other authors. For example,
in fig. 4.1. you can see a fragment of A. Finogenov's movie poster
«Spartacus» (VUFKU, 1926) and parts of other unidentified posters.

Prints were printed mostly using one or two inks. Features of
the workshop were: the use of large fonts (sometimes vertical or at
an angle), diagonal dynamic composition, printing in different for-
mats, articulation of space with rulers, playing with different pins
and fonts, bold compositional treatment of free space. The last
feature significantly distinguishes the innovative design of Berezil's
advertising media from the eclectic overload of pre-revolutionary
posters of Ukrainian private theaters. However, they are related by
a penchant for the «poster-sensation» invented by Phineas Taylor
Barnum, a mid-19th-century American circus producer whose goal
was to «stop» the audience and drag it into the performance (Mark-
schiess-van Trix & Nowak, 1986).

Conditionally, the posters can be divided into two large groups —
the chronology of the «Kyiv» and «Kharkiv» period (before a nd after
May 1926). There is no striking difference between them, however,
the first (Kyiv) period demonstrates a tendency to diagonal dynamic
solutions, no fear of free space, inconsistency with the basic color
scheme «black and red» (fig. 5). Instead, it is possible to state a larger
number of horizontal formats in the Kharkiv period, noticeable com-
positional tightness, the appearance of two additional colors — green
and purple (fig. 6). As for the authorship of the posters, it is known that
at the time of moving to Kharkiv with V. Meller there were only M. Si-
mashkevych and V. Shklyajev, and E. Tovbin and D. Vlasyuk joined later.

S— 4
BEFE3Nb
T —

Fig. 5. Posters of the Berezil Artistic Association of the Kyiv period. Until May 1926.
Collection of MTMKU.

Puc. 5. Agiwwi MO «bepesinb» kuiscbkoro nepiody. o TpasHs 1926 p.
36ipka MTMKY.
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Fig. 6. Posters of the Kharkiv period. After May 1926. Collection of MTMKU.
Puc. 6. Agiwi xapkiBcbkoro riepiogy. icns TpasHs1 1926 p. 36ipka MTMKY.

Design of multi-page printing products. The workshop typed
(in the terminology of the time — «mounted») the magazine «Theater
Barricades», the cover of which is too similar to the logo of «Berezil»
and gives grounds to talk about the practice of conscious corporate
style and branding for the customer’s design products, in this case,
AA «Berezil». The wrapper was created by V. Meller's wife Nina Hen-
ke-Meller, who is the author of another cult setting of Ukrainian con-
structivism — the book «October Collection of Panfuturists» in 1923,
published by the Kyiv publishing house Golfstrom, whose main art-
ist is considered to be Henke-Meller (Library of Ukraine) (fig. 7.1).

Let's focus on the advertisements placed in the magazine: in the
very fact of the presence of advertising, there is nothing fundamen-
tally new because commercial blocks on the pages of periodicals
have always been a desirable content since pre-revolutionary times.
As for the technical and compositional presentation, similar typog-
raphy can be found in many magazines of the time. And the very
fact of the existence of a commercial component in the activities of
a progressive art center is reminiscent, for example, of the execution
of advertising orders by the Bauhaus printing house in Dessau. New
was the proposal to advertise during the show (they really sounded
from the stage). That is, we are talking about a certain technology
when advertising texts are skillfully intertwined in action as an «in-
tegral part of the play» (fig. 7.3). There is evidence that interns have
joined other advertising media: programs (fig. 7.2), booklets, etc.,
which are not inferior to the printing house of Bauhaus.

Workshops with three-dimensional models of theatrical per-
formances. A certain body of scientific literature is devoted to their
technical implementation, so we will not touch on it extensively in the
format of this article. However, it should be noted that the findings in
this area reached the world level. Conceptualism with font names of
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Fig. 7.1. Nina Genke-Meller. Cover of the magazine «Theater Barricades».
1923. Collection of MTMKU.

Puc. 7.1. HiHa leHke-Mennep. O6knaanHka Yacormcy «bapukaau Teatpy».
1923 p. 36ipka MTMKY.

Fig. 7.2. The program «Hello on Wave 477». Season 1928-1929. Collection of MTMKU.
Puc. 7.2. lNporpama «Anno Ha xBusi 477».Ce3oH 1928—1929 pp. 36ipka MTMKY,

Fig. 7.3. «<A new way of advertising». Advertisement in the magazine «Theater
Barricades». 1924. N° 4/5. P 12. Collection of MTMKU.

Puc. 7.3. «Hosuii crioci6 pexknamu». PeknamHe OronoLLeHHS y Yaconuci

«bapukagu Teatpy». 1924. N° 4/5. C. 12. 36ipka MTMKY.
mise-en-scene in the design of the play «<Macbeth» («Abyss», «Cas-
tle Gate», «Field under the Birnam Grove», «Second Roomy, etc.), the
role of «light» electrical design, specific movement of actors, use of
cinema in performances («Jimmy Higgins») - all these findings were
designed in conjunction with the director's workshops and realized
in the depths of model workshop. From the modern point of view of
content branding, it is interesting to use the same font in the design
of the «<Macbeth» stage, which we see on the theater logo, on the
cover of the «Theater Barricades», some posters, etc. (figs. 8.1, 8.2).

Fig. 8.1. A scene from «Macbeth» with the use of font decorations. 1924. Collection
of MTMKU.

Puc. 8.1. CueHa 3 «Mak6eTa» i3 BUKOPUCTaHHSM LpUTOBUX fekopaLi. 1924.
36ipka MTMKY,

Fig. 8.2. Modern reconstruction of «<Macbeth» scenery. Exhibition «New Worlds.
Kurbas». Mystetskyi Arsenal. 17.10-02.12.2018. Photo by the author.

Puc. 8.2. CyyacHa pekOHCTPYKUisi Aekopadit «Mak6eTa». BuctaBka «Hosi CBITH.
Kyp6ac». MucteLbkunit ApceHasn. 17.10-02.12.2018 p. ®oTo aBTOpa.
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Fig. 9.1. V. Shklyajev, M. Simashkevych. Sketch of a scribe’s suit. «<Made a Fool»
by M. Kropyvnytsky. AA «Berezil». 1924. Paper, application. 58x35 cm. Collection
of MTMKU. Photo by the author.

Puc. 9.1. B. LLiknsieB, M. CumalukeBud. Ecki3 kocToma nvcaps. «[lowmmmce
Y AypHi» 3a M. KporimsHuLbkum. MO «bepesinb». 1924. Manip, annikayis. 58x35
cm. 36ipka MTMKY, ®oTo aBTOpa.

Fig. 9.2. M. Simashkevych. Sketch of the billionaire’s daughter’s costume in the
play «Gas». AA «Berezil». 1923. Collection of MTMKU. Photo by the author.

Puc. 9.2. M. CumalukeBud. 3amaboBKa KOCTHOMa JOYKU MinbsspAepa y BUCTaBi
«[a3». MO «bepesinb». 1923. 36ipka MTMKY. ®oTo aBTOpA.

Fig. 9.3. V. Meller. Sketch of a soldier’s suit. 1923. Collection of MTMKU.

Puc. 9.3. B. Mennep. Eckis kocTroma Bosiku. 1923. 36ipka MTMKY.

Puc. 9.4. M. Cumalukesud. 3amasnboBka KocTioMma. 1923. 36ipka MTMKY.
Fig. 9.4. M. Simashkevych. Sketch of a costume. 1923. Collection of MTMKU.

The design of the theatrical costume was based on the study
of the specifics of actors’ movements, sketches from nature with
subsequent graphic geometric stylization, which brings these works
closer to graphic design (figs. 9.1-9.4). In the technical execution
of sketches, an application (Valentin Shklyajev) was often used
(fig. 9.1), which is related to the use of patterns in the posters of
Soviet avant-garde films. From the point of view of the modern ad-
vertising market it is possible to consider similar exercises as the
forerunner of a fashion illustration or as development of the corpo-
rate clothes practiced in modern design bureaus.

Educational factor. Undoubtedly, the workshop was decisively
influenced by Vadym Meller, an artist with a European education,
who during his 4-year study in Munich (1908-1912) communicated
with future members of the Bauhaus Paul Klee and Vasyl Kandin-
sky. It included Meller's students from the Kyiv Art Institute: Valen-
tyn Shklyajev, Yevhen Tovbin, Maya Simashkevych, Dmytro Vlasyuk,
Moisey Ashkinazi, Mirra Panadiadi, A. Protsenko, as their surnames
are most often mentioned in literary sources (Yermakova, 2017,
pp. 190-1917). Names are also found on printed posters: I. Kryha,
Z. Eremiyiva (figs. 10.1-10.2). It is not known for sure who designed
the printed publications. It can be assumed that the students edit-
ed posters according to Meller’s previous conditional compositional
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Fig. 10.1. Poster of the 4th workshop (fragment). 1923. Collection of MTMKU.
Photo by the author.

Puc. 10.1. Adita 4- mavicTepHi (pparmeHT). 1923 p. 36ipka MTMKY, ®oTo aBTOpAa.

Fig. 10.2. Poster of the 4th workshop. 1923. Collection of MTMKU.
Photo by the author.

Puc. 10.2. Aila 4-i masicTepHi. 1923 p. 36ipka MTMKY. ®oTo aBToOpa.

sketch because it is unlikely that such a busy teacher had time to
select small iron letters in the assembly font compositions.

Based on the analysis of visual materials, it can be assumed that
a student of an art school in the 1920s becomes a full participant
in the creative and production process. The names of the workshop
members appear on the posters, first as «laboratory technicians»,
«interns» or assistants (fig. 10.1), and then as independent artists.
The bottega model is followed when the teacher and students work
side by side, which is an important experience for a modern pedagog-
ical system, which sometimes sins against purely theoretical teach-
ing, when the teacher «reads» the material, communicates remotely,
but cannot demonstrate skills that require students (fig. 11.1). By no
means underestimating the value of the theory, we note that Meller
(fig. 11.2), no doubt, could visualize theoretical lectures at the highest
practical level, having behind him Munich education, regular visits to
Europe during 1905-1917 and joint exhibitions with the best masters
of the European avant-garde in world art capitals (Paris, New York).

We can attest to the similarity of the practical experience of
Ukrainian creative youth in Meller's studio with the Bauhaus educa-
tional system, where a lot of time was spent on industrial exercises
in metalworking, textiles, ceramics, and printing experiments. As for
the latter, model workshop students also participated in the forma-
tion of the assembly form, and in the process of letterpress. Such a
practice was characteristic of Laszlo Moholy-Nagy in the Bauhaus.
In fairess, we note the lack of photography in the practice of model
workshop, which distinguishes it from both periods of the Bauhaus.
However, in «Berezil» V. Vasylko was conditionally considered to be
a full-time photographer.
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Fig. 11.1. Group photo. Vadym Meller with artists and stage workers
of the Berezil Art Association.

Puc. 11.1. [pynoBe ¢oTo. Bagum Mennep 3 XyAoxXHUKaMu
i npayisHWKamu cueHn MucTeybkoro o6'eHaHHS «bepesinb».

Fig. 11.2. Vadym Meller.

Puc. 11.2. Bagum Mennep.

Fig. 11.3. Maya Simashkevych.
Puc. 11.3. Mavia Cumatuxkesuy.
Fig. 11.4. Valentyn Shklyajev.

Puc. 11.4. BaneHTuH LLIKIsIEB.

How avant-garde was Meller's educational method? An example
of the revolution in art education is Ivan Vrona's work at the Kyiv Art
Institute, but he became rector in 1924, so Meller began his prac-
tical work a year earlier at the same institution, which was twice
reorganized (in 1923 — from the Ukrainian Academy of Arts in the
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Institute of Plastic Arts; in 1924 — as a result of the merger of the
latter with the Ukrainian Institute of Architecture). And the famous
Fortech was founded by Vrona even later — in 1929 (Kovalchuk,
2003; 2010). Another powerful player and customer on the design
front — VUFKU - did not create such a formation — as Meller — but
also turned to the services of students of the Art Institute in creating
film posters. Therefore, we can assume that the direct counterpart
of Meller's practices is abroad: the acquisition of knowledge directly
through practical activities (printing posters, building construction,
tailoring) corresponded to the activities of printing, woodworking,
metalworking, ceramic and textile workshops Bauhaus.

The youth of the Berezil Theater (the cast was mostly under the
age of 30) also caused the least surprise among the bourgeois au-
dience of Kharkiv, Kyiv, and Odessa with their creative fanaticism
and conscious refusal to give birth to children, just as Bauhaus stu-
dents shocked Weimar and Dessau Cup burghers by bathing naked,
smoking cigarettes, short hairstyles for girls, and long hair for boys.

Thus, in Meller's studio a special system of art education was
formed, the powerful «three whales» of which were:

1) acharismatic leader who, however, does not put pressure on
students;

2) practical scope related to the implementation of innovative
ideas, strengthened by a team of technical staff;

3) gifted young people, ready to give up their own comfort for
the sake of creative perspective.

Such a model has proved its ability and prospects, because in a
few years of practice, the workshop members have already carried
out works that have become, if not a gold fund, then notable events
in Ukrainian art and design.

The subsequent fate of the workshop members turned out
differently. The brightest representatives in scenography were
the Shklyajev-Simashkevych couple. Their names appear on both
costume sketches and posters as self-designers. Maya (Militsa)
Symashkevych (fig. 11.3) designed the following performances:
M. Kropyvnytskyi «Made a Fool»; «For two hares» by M. Starytskyi;
«Commune in the steppes» by M. Kulish, «Sava Chalyi» by I. Karpen-
ko-Karyi. After graduation, she remained to work in the theater. Si-
mashkevych is the only female surname that can be found on the
posters of that period in the sections «artist» or «designer». The
educational foundation, laid in collaboration with Meller, allows her
to be realized both in theater and cinema. From 1929 to 1935, the
artist designed about 20 feature films and 10 documentaries at the
Odessa Film Studio, as well as performances at the Odessa Opera
House and the Theater of the Revolution. After returning to Kyiv, she
made films «Natalka Poltavka», «Rich Bride», «Riders», «Kubany,
«May Night» and others. After the Second World War, she joined
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more than 20 performances at the lvano-Frankivsk Regional Drama
Theater (Bondarenko, 2018).

Valentyn Shklyajev (fig. 11.4), a husband of M. Simashkevych,
collaborated with children’s and Jewish theaters, designed produc-
tions of plays «Ho», «Black Ghetto», «Schleck», as stated on the
posters, the development of which he joined. (figs. 12.1-12.3). It is
noticeable that these sheets bear certain signs of constructivism,
which was practiced in the «model workshop». Later, Shklyajev
worked for some time in Leningrad, where, according to inaccurate
data, he died during the blockade in 1942.

Fig. 12. 1. Poster for the play «Ho». Artist

E E‘_ F..E.Il.l j‘.!! ™ mli.. 2.. 3.. E‘!‘ V. Shklyajev. 1929. Collection of MTMKU.
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Puc. 12. 1. Aila Buctasm «Xo». XyAOXKHNK

SIS NLERRERL e o knses. 1929 p. 36ipka MTMKY.

Fig. 12.2. Poster for the play «Black ghetto».
Art design V. Shklyajev and D. Crein. 1928-29.
Collection of MTMKU.

Puc. 12.2. Agila BnctaBu «HopHe reTTox.
XynoxHe opopmnerHsi B. LLIknseBa i

. KpeviHa. Ce3oH 1928-29 pp.

36ipka MTMKY.

Fig. 12.3. Poster for the play «Shleck». Design
V. Shklyajev. End of 1920s. Collection of
MTMKU.

Puc. 12.3. Apiwa Buctasu «LLinek».
OgopmneHHs B. LLiknsesa. KiHeyb 1920-x pp.
36ipka MTMKY.

The activity of Moses Ashkinazi was noticeable, who as a part
of the workshop created sketches of costumes of Jimmy (actor
J. Girnyak) and the daughter of a billionaire (actress V. Chistyakova)
in the performance of Berezil Theater «Jimmy Higgins» by E. Sin-
clair. Participation in the design of the Ukrainian pavilion at the World
Press Exhibition in Cologne in 1928 (Ashkinazi) can be included in
the artist's design work. The fate of the other participants in the
workshop requires further research.

The scientific novelty is an attempt to consider the origins of
the creative method and European influences on the activities of the
model workshop. An attempt was made to evaluate the activities
of the workshop participants in terms of modern advertising and
design practice, especially in the field of printed products. This view
allows us to state the stable relationship of the domestic culture of
graphic design with the then European trends and, at the same time,
distinguishes national specifics in the visual work of pioneering de-
signers.
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Prospects for further research on the topic involve movement
in several directions. The first, practical, is the reconstruction of
lost posters, which have been preserved exclusively in photographs
from the exposition of the V. Vasylko Museum or in other stage pho-
tographs. This can be implemented as a project with the involve-
ment of students of «graphic design» and the application of modern
knowledge and skills acquired in classes in computer science.

The second direction is studying the further fate of the work-
shop participants, their influence on Ukrainian design. It is import-
ant to study the analogs of the creation of similar design bureaus,
including «Atelier Levenstein» in Russia, which worked in the 1920s.
It is also necessary to carefully study the connection of the par-
ticipants of the workshop with the Kyiv Art Institute, to track their
achievements in the context of other disciplines.

Conclusions [|IE Thus, the Berezil model workshop under the leadership of
Vadym Meller is a unique experiment of the design system, the ac-
tivity of which is marked, on the one hand, by the contribution to
the development of various branches of design, on the other, is an
example of a comprehensive approach to education in design. In
the field of graphic design, it performed all the usual work for the
modern advertising market. Besides, it can be considered the legis-
lator of fashion of that time layout of theatrical posters, because its
achievements influenced the formation of artistic and constructive
design in remote parts of Ukraine. In the field of theatrical art, the
workshop has developed an innovative approach to scenography
and created iconic examples of stage design. The educational sys-
tem proposed by V. Meller proved its ability and prolonged effec-
tiveness, as it was based on pedagogical principles similar to those
used in the leading design schools of contemporary Europe — Bau-
haus, De Stijl, Vkhutemas, etc.
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AHoTauis

Merta focnifyKeHHs1 — BiJOOpaXKeHHs B3a-
EMO3B'A3KIB MK MWCTELIbKOIO MPOrpamoto
MUTLIB-KOHCTPYKTUBICTIB 20-x pp. XX CT. Ta
3acaflaMmu hopMyBaHHS iHhorpadiyHmx No.i-
[IOMJIEHb; aHani3 BUTOKIB NONICTUNIZMY B iHDO-
rpadili Ta NepeoCMUCNEHHSA TEPMiHY «CyYacHa
rpadiyHa MOBa», BBEJlEHOMY aBaHrapaucTamu
1920-x pp. Metoam pocnipyxeHHs. Bukopu-
CTaHO MeToAM aHaniTUYHWiA i noriyHnii (cnis-
cTaBfeHHsA HaKTiB i NoAii, NOPIBHAHHA Teope-
TUKO-METOANYHUX MOrNALIB KOHCTPYKTUBICTIB
1920-x pp). CUCTeMHMIA Miaxia BNpoBagKeHO
OO BMBYEHHA BUMOT A0 iHborpadiki. Ha-
yKOBa HOBM3Ha MOJIsirae y TOMy, WO y CTaTTi
Brepule po3rnaHyTo iHdorpadiky sK couianb-
HO-OPIEHTOBAHMI Pi3HOBKL rpadiyHOl MPOAYK-
Uil i AK MUcTeLbKY hopMy, HaGinbLL BigNOBIA-
HY 10 MPOrpaMHMX 3aKMKIB KOHCTPYKTUBICTIB.
B cTtaTTi goBeAeHo, WO nonicTuniaMm B iHMO-
rpadili € aBTEHTUYHUM PE3yNbTaTOM TEOPETU-
KO-METOLOMNOMYHOI NiArOTOBKN CTYAEHTIB Y ba-
yraya Ta 3Ha4HOro nowmpeHHst hoTorpadivyHol
i KOMM'HOTEPHOI TexHikM Ha noyatky XXI CT.
BucHoBku. Came bayrays onocepeakoBaHO
BNAVHYB Ha MOEAHAHHS CYCMiNbHWMX MNOTPed
y NpefAcTaB/ieHHi CTaTWCTUYHOI iHhopMmaLil
i MUCTELIbKIX NOrNaAiB WoAo eCTETUKM BIATBO-
PEHHSA Takux NoTped 3aBASKM aKTUBHOMY MO-
LUMPEHHIO AEMOKPATUYHUX Y LUIMPOKOMY CEHCI
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Abstract

The aim of the research is to reflect the
correlation between art programme of Con-
structivist artists in the 20's of XX century and
the foundations of formation of infographic
messages, the analysis of origins of polystyl-
ism in infographics and reinterpretation of the
term “modern graphic language”, introduced by
avant-gardists of the 20's. Research methods.
Analytical and logical methods (comparison of
events and facts, comparison of theoretical and
methodological views of Constructivist artists
of the 20s), alongside with system approach to
examine infographic requirements have been
used. Scientific novelty lies in the fact that info-
graphics as a socially-oriented variety of graphic
products and as the artistic form most relevant
to the programmatic calls of Constructivist art-
ists has been carefully studied for the first time
ever. The article also proves that polystylism in
infographics is an authentic result of theoretical
and methodological preparation of students in
Bauhaus and considerable spread of photo and
computer technologies in the beginning of the
XXI century. Conclusions. It was Bauhaus that
indirectly influenced the combination of pub-
lic needs in presenting statistical information
and artistic views as for the aesthetics of re-
production these needs due to the vast spread
of democratic views, in their broad sense, on
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cnoBa NornsagiB Ha 3acobu NobynoBw TBOPIB
aBaHrapAHoro MucTeuTBa B rpadilli. Moxméku
y KOMMO3MUIAHOMY BWMpilLeHH iHborpadiku
i enemeHTax il 306paxxyBanbHOI MOBW, JOMOKM
HadABHI y Cy4acHWX 3paskax, He 3MeHLUYIOTb
3HaYyYLLIOCTI TEOPETUYHUX BUKNAAIB aBaHrap-
ancTiB 1920-x pp. Ta BCTaHOBNEHNX HUMM KPU-
TepiiB  (YHKUIOHaNbHOCTI i NOFYHOCTI WoAo
3acobiB Nobyaosu iHborpadikn. HaToMmicTb,
BCE LLe HaABHI NMOMWIKK Y T NpeACTaBMEHHI
B MeXax MOOAMHOKKX MOBIAOMMAEHb HafakoThb
niacTaBuW CTBEPAXKYBATU HEOOXIAHICTb NoAaNb-
LUOT po36yAoBK HayKoBOT 6a3m Ta il MoLWMpPeHHs
y npoueci NiAroToBKM An3aiHepiB-rpadikis.

Knioyosi cnosa:
KOHCTPYKTUBI3M, bayrays, ctatnctuyHa iHop-
Mauis, iHborpadika, 3acobu Nobyaosun iHHO-
rpadiku.

means of constructing avant-garde works in
graphics. Errors in composition in infographics
and elements of its descriptive language, still
depicted in modern patterns, do not downplay
the importance of theoretical presentations of
avant-gardists in the 20's of the XX century, and
functional criteria and logic nature of means of
constructing infographics. Meanwhile, some er-
rors in its presentation in the context of a single
message still give reasonable grounds to claim
the necessity of further development of the sci-
entific grounds and its spread in the process of
preparing future graphic designers.

Key words:

constructivism, Bauhaus, statistic information,
infographics, means of constructing infogra-
phics.
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Bctyn 1

CTOpivYs CTaHOBJIEHHS BCECBITHbO BIAOMOI [AM3alHEPCbKO!
KoM bayrays cynpoBOAXKYETLCA MOCTIMHUM MOLIYKOM MUTaHb,
NOB'A3aHMX 3 MPUYNHAMU NOLWNPEHHNA 3406YTKIB LbOr0 MUCTELb-
KOro ocepefiKy Ha pisHi HanpaMu An3anHepChKOol AifbHOCTI.

Hocnipkyroun bayrays Ak deHOMeH HiMeUbKOl XyOOXHbOI
KynbTypy nepLuol TpeTuHn XX cT., B. KoanoBcbkuit (Kosznosckui,
2074) cnywHo 3ayBaxkye, WO B HbOMY 3HaWLLIM BigoOGpaXkeH-
HS ioel aBaHrapAuCTiB, KOHCTPYKTUBICTIB Ta ypOaHICTiB noyvaTky
1920-x pp. Npo NEPETBOPEHHS CBITY Yepe3 MUCTELTBO (C. 86).

AcnekTv BRAMBY bayraydy Ha cydacHui rpadivHuin amsaiiH
3a3BMYail OBMEXYHOTLCH BU3HAHHSAM CTAHOBMEHHST Ta MOLUMPEH-
HS CTWIBbOBMX XapaKTEPUCTUK MOAEPHI3MY, MEPEBaXKHO Yy (hopmax
rpaiyHoro KOHCTPYKTUBI3MY (MOBYA0BM KOMMO3MLIMA 3 KOMYHIKa-
TUBHMWX €N1eMEHTIB Ha OCHOBI MPOCTUX FrEOMETPUYHMX (DOPM Ta 06-
MeXXeHOI KiNlbKOCTi KonbopiB). CTub, copMoBaHuii y bayraysi nig
BM/IMBOM iZJeN KOHCTPYKTMBI3MY, 3 HYaCOM OTpMMaB Ha3BY iHTEpHaLli-
OHafIbHOro Ta CTaB yni3HaBaHNUM 1 MOLUMPEHWUM Yy BCbOMY CBITI. Ane
HaA3BMYarHa NONyAsapHICTb LUbOro 3akfagy i Moro BnavB Ha TBOP-
YiCTb 3HAYHOI KiNbKOCTI MUTLIB Y CBITI CMIOHYKatOTh MPUMYCTUTH, LLO
Lielt BMIMB HE 06MEXYETLCS BUKTFOYHO MUCTELIbKUMU XapakTepuc-
TVKaMK1 MPOLYyKOBaHOro i peknamoBaHoro bayraysom CTunio.

HasABHICTb Pi3HOACNEKTHUX MiAXOAIB, MPONOHOBaHUX bayray-
30M Y PisHi nepioan MOro AisfbHOCTI, CNOHYKakTb A0 3arnnéne-
HOro BMBYEHHHA CYTHOCTI HaBYaHHS Ta OCMUCIIEHHA PIBHA BMIUBY



[Nemiypr: igei, TexHonorii, nepcnekTusm gu3aiHy 2020 Tom 3 N9 1
Demiurge: ideas, technologies, perspectives of design 2020 Vol. 3 No 1

MeTta
BOCII)KEHHS

MeToponoris
Ta aHani3
JoKepenbHoI
0a3u

TEOpPeTUYHUX BUKNadiB nefaroris bayraysy Ta nigroToBNeHUX HAM
CTYZIEHTIB Ha Cy4acHy KynbTypy hOpMyBaHHS NpUKAaAHOI rpadiky,
ofHieto 3 hopM aKOT € iHPorpadiyHi NoBiAOMMAEHHS.

MeTa pocniokeHHs nonarae y Bigo6pakeHHi B3aeM0O3B'A3KiB
MiX MUCTELIbKOK MPOrpamord MUTLIB-KOHCTPYKTUBICTIB 1920-X pp.
Ta 3acagamm hopmMyBaHHS iHOOPMaLiMHO-KOMYHIKaTUBHMX ene-
MEHTIB | KOMNO3ULIAHMX CTPYKTYP iHDorpadikn. B pesynbraTi Ao-
CNifPKEHHST Mae 6yTN A0BeeHO, Lo CyYacHi nornsam Ha 3abesne-
YEHHS 3PYYHOCTI 1 e(heKTUBHOCTI CAPUMHATTS 3MICTY iHborpadiku
3Ha4yHOK Mipoto dhopMyBanUChb MiA BMIMBOM iAei MoAepHi3My
i KOHCTPYKTUBI3MY, LLO Habynm NOTY>KHOI iA€0A0MIYHOI NiATPUMKN
Ta po36yA0BKU caMe cepefl BUKIafadiB i cTyaeHTiB bayrayay. [le-
KnapoBaHa KOHCTPYKTMBICTaMM NaKOHIYHICTb 306parkyBanbHMX
(hopM i XyA0XKHBO-06pa3HOI MOBM CMiBNana 3a 4acoM 3 HOBUMMU CO-
Lia/lbHO OPIEHTOBAHNMM BUMIpaMu 19 NPOMMUCNIOBOI rpadiky, sKi
6yNn aKTMBHO TPaHCbOBaHI y CycniNbCTBO came 3aBAsKM bayra-
y3. JoCnimKeHH:A TakoXX Mae OOBECTU aKTyaslbHICTb OrOMOLWEHNX
KOHCTPYKTMBICTaMu BUMIpIB i ANns iHdorpadikun cborogeHHs. OKpim
TOrO, KPUTUYHOMY aHanidy NigfaeTbCs caMe PO3yMIHHA TEPMIHY
«Cy4acHa rpadidHa MOBa NOCTMOAEPHI3MY», BUTOKN CTAaHOB/IEHHS
AKOI, Ha IYMKY aBTOpa, NOTPebYoTb MePe0CMMICIEHHST Ha MOYaTKy
HOBOIO CTOPIYYSA.

MeTogonoriyHy 0CHOBY [OCIXXEHHSA CK1aAaroTb CYKYMHICTb
NiAXOAIB | METOAIB HAYKOBOro Mi3HAHHA: aHamiTUYHWI | NOTIYHUIA
(cniBcTaBneHHs GakTiB i Nogii, NOPIBHAHHSA TEOPETUKO-METOANY-
HUX NOrNA4IB KOHCTPYKTUBICTIB 1920-X pp., K OrO/IOLLEHNX Y MaHi-
(ecTi, TaK | TpaHC/IbOBaHMX Ta nepeocMucieHnx daxisusamu bay-
raysy). Tako) BMpOBapKeHO CUCTEMHMIA Niaxia (cuctemaTtmaalis
NOrNAAIB HAYKOBLIB 3 Pi3HMUX ranysei Woao BUMOr A0 KOMMO3W-
LiiHOT opraHisauii iHhorpadikn), MeToa aHanoriin (NopiBHAHHS 3a-
co6iB BNAVBY B AAM3alHi iHDorpadiku, AeknapoBaHNX KOHCTYKTUBI-
CTaMU Ta reliTanbT NCUxXonoramu).

[ocnimpkytoun B3aeMoBMMB bayrayay i KOHCTPYKTUBI3MY, Oy-
JEMO CMMpaTUCb Ha MaHiPecT KOHCTPYKTMBICTIB Mg peaakuiero
0. Mana (faH, 1922), BuaaHHsa B. KanauHeekoro (1999), ny6nikauyil
[. AkmmoBoi (2019) Ta €. tOkedeBa (2017), knury B. Edimosa (Edu-
MoB, 2006) Ta ny6nikauito B. Koznoscbkoro (Kosnoeckuia, 2014).
Y noBefeHHi 3aB'A3KIB MiXK iHDOrpadikoro i MUCTELbKMMI Tpaam-
LiaMm bayraysy OCHOBOMONOXHUMUW CTanu rpyHTOBHI JOCHIAXEH-
Ha B. Mantesa (Jlantes, 2012; 2014; 2018), BTineHi y Uiniin H13Ui
ny6nikaLin Ta kHura O. HelipaTa (Neurath, 1936) nig HazBoro «Mix-
HapoaHa 306paxkyBanbHa MoBa» (International picture Language),
Lo BUIMLLNA ApyKoM Y JToHAOHI y 1936 poui. L npaus nponoHy-
Basia ABOXTUCAYHUIA «CNTOBHUK» Bi3yanbHNUX CUMBOJIIB Ta MiCTUNa
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npaBuia IXHbOro NpefcTaBNeHHA Y BUrMIAAI creLianidoBaHol «rpa-
MaTUKm».

BnanB KOHCTPYKTUBI3MY Ha (OPMYBaHHS MOBW 306paX<yBaib-
HOI CTATUCTUKM CTBEPIKYETbCA Yy nybnikauiax F. Stadler (1984),
. IBaHMUbKOro (MBaHuukniA, 1932), B. KprdeBcbkoro (KpuuyeBcKkumi,
2019). CydacHi nornaam Ha BU3HadeHHs iHdorpadikn i BUMOrn go
Hel BUKNaaeHi y byHaameHTanbHux npausax E. TadTi (Tufte, 1997) Ta
XK. Beptera (Bertin, 2011). Takox AonydeHi ny6nikauii aMepukaHch-
Koro paocnigHnka Po6epta Kocapa (Kosara, 2010) Ta yKpaiHCbKMX
HaykoBUiB [. Ky6aii Ta A. Top6anb (2016), B. JlorsiHeHko (2018).

Y cyyacHoro pocnifHuka iHdorpadiku B. Jlantesa (JlanTes,
2012; 2014; 2018) 3Hax0AMMO I'PYHTOBHWIA BUKNa[ iCTOPIl CTaHOB-
NEHHS IHPorpadikn gk cneumdivHol hopMK CyCribHUX KOMYHIKa-
L. BuByatoum nepiog 3 nodatky i 4O APYroi nosoBuHWM XX CT.,
JOCNIAHVK HaroMoLye, WO ABMULLE NpeACcTaBNeHHs COLI0AONYHMUX
JaHWX 015 LWMPOKOro 3arany HaceneHHA HOCWUMIO Has3By He «iH-
dorpadika», a «306parkyBasibHa cTaTUCTUKa». OTXKe, Ha Mo4vaTky
XX CT. aKTMBHO OBCTOHOBATM HEOOXiAHICTb MpeacTaBfeHHs cTa-
TUCTUYHMX AaHMX 3@ AOMNOMOIOK NOEAHAHHA 306paXKeHb, TEKCTIB
i uMdp, NoYann amMepuKaHCbKUIA iHXeHep | HaykoBelpb Yinnapa
BpiHToH (Willard Copi Brinton) Ta aBcTpilicbknii dinocod, exo-
HoMicT i couionor OTTo Heipat (Jlantes, 2018, ¢. 151-159).

Ob6inmMatoun nocagy AavpekTopa ColialbHO-eKOHOMIYHOIo
My3eto y BigHi, OTTo HeipaT 3iTKHYyBCS 3 HeOOXiaHICTO peanisa-
LT Ky/TbTYPHO-OCBITHIX MPOEKTIB, AN ePEKTUBHOCTI BMIMBY SKMX
HeobXigHO 6yno 3abe3nednTn 3B'A3KM «MEepTBOI» CTaTUCTUKM
3 XKUTTSM Ta NEepPeTBOPUTU eKCno3uLil Ha 06'EKTK, O rapHo 3a-
nam'atoBytoTbca (Neurath, 1936, p. 5). 3HAaYHMI BNAMB Ha MNOLLY-
KW Halbinbll AOCSXKHUX 3acobiB MpeacTaBfeHHa CTaTUCTUYHOI
iHbopMaLil 34icHMB ToW (aKT, WO BiABiAyBa4aMu My3€eto Ha ToW
Yyac 6ynn nepeBaXkHO HOAM 3 HU3bKUM PIBHEM OCBITY, ane came
BOHM CKNaZanu LifboBY ayaMTOPItO MpeacTaBNeHHs CoLianbHMX
3MiH y aepykaBi. Myseit 6yno Bigkputoy 1925 p., i ogHo4acHo 3 no-
4YaTKOM MO0 po60TH KEPIBHULTBO My3eto Ha Yoni 3 O. HelpaTom
no4ano nepenmaTtucsa NpodneMamm NoLLyky 3acobis, 3aaTHUX Ha-
6iNbLLI HAOYHO 1 MEPEKOHNBO IOHOCUTY CTATUCTUYHY iIHDOpMaLito
Npo couianbHy OPIEHTOBAHICTb MOMITUKK ypaay BioHsa 40 LWMPOKMX
BepCTB HaceneHHs. dinocodcbkmini cknag posymy O. Helpata
MpVBIB MOro A0 AYMKMW NPO HEOBXIAHICTb CTBOPEHHA YHIBEpCasb-
HUX rpad@iyHmx cumBonis. OaHak, Ans NoBHOMACLUTaGHOro BTiNeH-
Hs Uiel inel HelpaTy 3Hagobunock 6inblie 10-TO pokiB, BIPOAOBX
AKMX Ha MOro CBITOMNAL 3HAYHO BMIVHYNIN i€l KOHCTPYKTUBI3MY,
nolmpeHi B bayraysi, 1o sikoro O. HeipaT 6yB 3anpoLLeHnin YntaTn
neKujii i3 «306paxkyBanbHOI cTaTUCTUkM» y 1929-30 pp. (JlanTes,
2012, c. 40-49,c. 71).
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TakoX MaemMo 3ayBakuUTW, WO 4Yac akTyanisauil npeacras-
NEHHS CTATUCTUYHOT H(MOPMAaLl LUIMPOKOMY 3arasly HaceneHHs
B PiBHMX KpaiHax CBIiTy 36ircq i3 MaclwTabHUMK CBITOBMMMK Nepe-
OCMUCAIEHHAMM PONi MUCTELTBA | MUTUA Y CyCniNnbCTBI. HanbinbLu
paLlioHaniCTUYHI (hOpMM TaKOro NEPEOCMUCIIEHHST AEMOHCTPYBana
nporpamMa KOHCTPYKTUBICTIB, LLIO FPYHTYyBanachb Ha iAeax peBoso-
LiMHO HanalwTOBaHUX MUTLIB. TaK y BUKaAi iiein KOHCTPYKTUBICTIB
0. MaH (1922) neknapyBaB: «Hac knacv4Horo MUCTELITBa 3aBeplue-
Ho! Mlomy Hemae Micus B IF0ACbKOMY TpyAoBoMy anaparti! Mpaug,
TexHika Ta opraHisauis! MNepeouiHka QYHKLUIM OACLKOI [isb-
HOCTI, 3B'A30K KOXHOrO 3yCHAs 3 3araibHUM PiBHEM CYCMiNbHNX
3aBAaHb — OCb iAeonoris Haworo AHsA» (c. 60). «He cTBoproBaTH ab-
CTPaKTHi MPOEKTW, @ BUXOAUTU B POGOTI 3 KOHKPETHWUX 3aB/aHb, AKi
CTaBWUTb Nepe HaMu HoBa KynbTypa» (MaH, 1922, ¢. 65). MpupoaHo,
O MpeAcTaBAeHHNA colianbHO 3HauyLlol iHhopMalil po3rnsaa-
NOCb Ha TOW Yac K ofHa 3 HanbiNbLl AOLINBHUX GOPM MUCTELIbKOT
LiANbHOCTI.

Y3arasnbHOO4YM BUCHOBKU YMCAEHHOI KiIbKOCTI AOCNIAHUKIB,
cepeql SKMX MOXHa HaBecTu imeHa F. Stadler (1984), I. IBaHuMLb-
koro (MBaHuukmi, 1932), B. KpndeBcbkoro (Kpuuesckuii, 2019),
OTPUMYEMO NIACTaBM CTBEPAXKYBATH, LLIO CBITOBA HayKoBa CMifb-
HOTa NOAINAE AYMKY MPO HAaABHICTb MOTYXXHOMO BM/IMBY KOHCTPYK-
TMBIZMY Ha POPMyBaHHA MOBW 306paxyBabHOI CTaTUCTUKK. Ane
XK 3riIHO 3 LiEt0 XK HaYKOBOK AYMKOH, KOHCTPYKTMBI3M He ByB iH-
AMBIAyanbHOK CTUAICTUYHOKD 3HAXiAKOM abo iAeoNoriYHNM BMHA-
xoaom bayrayay. [10 Moro igeonoriyHoro GopmyBaHHA AONYHNINCH
Hacamnepea MUTL 6araTbox KpaiH €sponn (AkmnmoBsa, 2019).

MOpIBHIOKOYM LUAAXM MOLLYKIB YHIBEpCanbHOI rpadivyHol MOBWM
0N MFOCTPYBaAHHA CTATUCTUYHUX AaHuX, BNpoBakeHi OTTo Hen-
patoMm Ta Yinnapaom BpiHtoHom (Willard Copi Brinton), maemo
BM3HaTW, WO noganblunii yenix OTTo HelipaTta 6yB 3HA4YHOKO MipOHO
3YMOBJIEHNA caMe 3anyyYeHHs M A0 ChiBnpaui XyOooXKHWKIB-KOH-
CTPYKTMBICTIB. | Lie cTanock nonpu Te, Wo Y. BpiHToH novas nepei-
MaTuUCb Npobnemotro HabaraTo paHiwe. LLe B 1908 p., BUknagaroum
CTaTUCTUKY B [apBapAi, BiH po3noyaB CaMOCTINHI NOLYKW LLUSAXIB
NiABWLLIEHHS AOCTYMHOCTI CTaTUCTM4YHOI iHhopmauil. B 1914 p.
Y. BpiHTOH BMAaB KHUMY Mif Ha3Bo «[padidyHi MeTOAM NpeacTas-
nenHs dakTie» (Graphic methods for Presenting Facts), B sikii1 ce-
pel YMCNEeHHO! KinbKOCTi rpadikis, giarpam i rictorpam MpucyTHI
i rpaiyHi 306pakeHHs. 3aCTOCOBYHOUYM 306parkeHHs, Y. BpIHTOH Ya-
CTO 6yB HE3aA0BONEHNI IXHBOD CKMNAAHICTIO M 6araToBUMIPHICTHO.
ToMmy ANa AedKnx BUKNaZeHb BiH po6MB 306paykeHHsT CaMOCTIHO,
3aMIiHIOO4YM CKNaaHI GOPMM CMPOLLEHNMM CUITyETaMVM Ta CynpOBOL-
XKYHOUM X YUCNIOBUMW YTOUHEHHAMM. Afle pO3Nornin Ta AeTanisoBa-
HWIA BMKMNAA BNACHUX MipKyBaHb LLOAO BNACTUBOCTEN 306paykeHb
75 CYynpoBOAY CTaTUCTUYHMX JaHWX Y. BpiHTOHY BAanocs suaaTtu
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mmwe y 1939 p., y Takuii cnoci6é NOCTYMMBLUMCE MiCLieM MePLUOCTI
BuaaHHo O. Heipata, Wwo nobaunno ceit y 1936 p. (Jlantes, 2012,
C. 71). TaKnM YMHOM, 6A4NMO, LLIO CIPSAMYBaHHS MOLLYKIB YCiX paLiio-
HaNbHO-HANALITOBAHMX HajaBadiB cTaTUCTUYHOI iHhopmMalLil 36ira-
10Cs | TOBMHHO 6Y/10 OTPMMaTV AOCUTb MOAIGHI hopMu.

Hapasi BBaxkaeMo 3a NoTpiGHe 3p06UTH pemMapKy Ta 3BEPHYTU-
ca Ao cBigYeHb npodecopa lepaa nsniMaHa, Wo BMBYaB apXiBHI
[OKyMeHTW bayraysy. 3rigHo 3 Moro BMCHOBKaMM, 3Ha4eHHA ba-
yraysy nonsirano He CTiflbkW y GOpMYyBaHHI HOBOFO CTUIO Y MU-
CTeUTBI, SKWA 3rofoM [OCNIAHUKM Ha3BYTb iHTEpHALOHANbHUM,
CKiNlbK/ B MPUHLMMNOBO HOBOMY MiAXOAi A0 HaBYaHHS: CTYAEHTU
Mann caMOCTIHO BiAKpVBaTK Ana cebe BCi baratoacnekTHi Npos-
BV LbOro CBITY Ta Ha OCHOBI IX IHANBIAYaNIbHOrO OCMUCTEHHS (hOp-
MyBaTV HOBWIA NOrNAJ Ha CBIT i BapTocTi B HboMy (Okeues, 2017).

Y UbOMY CBIT/Ti BaXK/IMBMM BUAAETLCA TON MaKT, L0 HaBYaHHSA
y bayraysi 3 nepLumx e eTaniB noefHyBaso MUCTELbKI HaBNYKM
3 dinocoPCbKMMMU MOrAsAamMn, A0 TOrO XK A0BOJ PIBHOMAHITHU-
Mun. Ak BigoMo, M. ITTeH crosigysas 3opoacTpiicky dinocodito,
a B. KaHamHcbkuin (KaHamHekuia, 1999) aeknapysaB boxecTBeHHyY
JaHICTb NMepLIOeHeprin eneMeHTapHnx rpadiyHmx opMm i YMCTUX
konbopiB. Y lepaa ®naitwumana (HOkeues, 2017) Ta B. Kosnoscb-
koro (Kosnosckuit, 2014, ¢. 83) 3HaX0AMMO CBiAYEHHS, L0 BliacHe
KOHCTPYKTMBI3M 3'aBuBCA y bayrayai nuwe y 1923 p., 3 Npuxoaom
[0 3aknagy JlTacno Moron Hagg, Wo cnosifyBas paLioHanicTUYHy
®dinocodiro i 3aknNmMKas Ao NOLyKiB HOPM, BIAMOBIAHWUX BUKIIMKAM
Yacy. BinomMo Takox, WO y notlyKax Takmx hopM KOHCTPYKTIBICTU
1920-x—30-x pp. y pi3HMX KpalHax BAaBani1Cb A0 LUMPOKOro Crek-
TPy AOBONI PiBHOMAHITHMX MPUIOMIB | 3aco6iB. 3 ooHOrO BOKY, Lie
6yna BiAMOBa Bif akaeMidHMX 306paXkeHb, y3aranbHeHHs | reome-
TpM3aLis 06'eKTiB HABKOIMLLHBOMO CBITY Ta aKTMBHE BMKOPUCTaH-
HS Yy KOMMO3ULisAX NOTeHLiany Nnacknux reoMeTpuyHmx diryp, nia-
NopaAKYBaHHS KOMMO3ULT IXHIM pUTMaM. 3 iHLLIOro 60Ky, Y 3HAYHI
KinbKocCTi rpadiyHol npoaykuil (ocobnmBo y nnakatax i adiluax)
KOHCTPYKTMBICTM 3aMiCTb peanicCTMYHMX 306paykeHb 3acTOCOBY-
Banu doTokonax, e 6iNbliCTb CBITANH AEMOHCTPYBann 306pa-
YKEHHS B HecrnofiBaHWx abo [0BOSI MPOBOKATMBHMX pakypcax.
Xo4ya KOHCTPYKTUBI3M i BIAMOBASBCS Bifl KNACUYHOTO MUCTELTBA,
BMKOPUCTaHHS hOTO306paXKeHb He Cynepednsio X noLuykam HOBOI
rpadiyHol MoBu. Tak y BuaaHHi O. MaHa (1922) sHaxoanmo: «Halua
enoxa — ernoxa iHaycTpianbHa. OTXe CKyNbnTypa Mae NocTynUTUCH
MiCLIEM MPOCTOPOBOMY BUPILLEHHIO PeYer. A XXMBOMUC HE MOXe
3MaraTuceb i3 CBIiTONMcoMm, To6To 3 hoTorpadieto»..» (c. 51). Mapa-
[OKCasIbHO, ane 3a cBigveHHAM . dnanwmMana, B camomy bayraysi
He 6yno 3aHaTb dhoTorpadieto axk Ao 1929 p., konm Tam 6yso Bia-
KpUTO cneuianbHe BiaaineHHa (lOkeves, 2017).
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Y ny6nikaujii B. Kosnoscbkoro (Kosnosckuii, 2014) 3HaxoanmMo
cBig4eHHqA, Wwo B. 'poniyc HasnBae bayrays CTpyKTypoOto, LLO CaMo-
OpraHisoBYeTbCS, i YMi DYHKLIT 3a6e3neyyroTbCs 3a paxyHOK MOBHOI
cBo60aM, B3aeMonoBar i cnisnpadi (c. 84). HaBeaeHe TBepaXeH-
HA WO4O Npu3HaveHHs bayraysy BBaXaeMo KIHOHOBUM Y OCNIA-
YKEHHI MPUYNH MOLUMPEHHS MOro MOMyASpHOCTI B Cy4acHOCTI Ta
BMIMBOBOCTI MOro CnafKky Ha BCi MKW AN3anHEpPCbKOl TBOPYOCTI.
AHanizytoun HaBefeHi TBepKeHHs nNpo bayrays, 4OXOAMMO BUC-
HOBKY, LLO CTYAEHTIB MpMBYany A0 KPUTUYHOTO M OCMMUCIIEHOMO
CMPUIHATTA Byab-AKMX iAei, BiAMOBM Bif HacNigyBaHHS LA6AOHIB.
CamMe B LUbOMYy B6a4aeMO OfHY 3 HaMbiNbll ICTOTHWX CKIaA0BUX
BnAMBY bayraysy Ha MOBY rpa®iyHOro AusanHy B LiNoMy Ta iH(po-
rpadikn 30kpemMa. A HaBefleHi Nepes UMM raciia KOHCTPYKTUBICTIB
BXE MICTUAN Y COBI MEBHMI NAOPaNiaM LWOAO TEXHIYHMX NiAXOAIB,
OCKIiNbKM 4151 KPUTUHHOMO pO3yMy nepeadadan He NpoayKyBaHHS
NOCTIAHMX (DOPM, @ NOCTIAHWIA TXHI TBOPYUIA NOLLIYK Ta BHECEHHS
3MiH, Lo NiANopsAKOBYOTLCA TEXHIYHMM 306yTKaM CYyCninbCTBa.
MMioTBEPAXKEHHAM 30IMCHEHWX Yy3arasibHEHb CNYrye 3HOB-TaKM LW-
TaTta 3 ny6nikauii 0. TaHa (1922): «B Hawmx o4yax pas i HasaBXAau
Mae BTPATUTU BYAb-AKWIA CEHC MOMUT Ha OCTATOYHI BMPILLEHHSA
i BiYHi icTUHW» (C. 58).

[ligTBEPAYKEHHAM BIPOriAHOCTI HaBedeHWX BWCHOBKIB Mae
cTaTu TOM hakT, WO HaB4YaHHA Yy bayraysi He o6mexxyBanocb
BUKIIFOYHO PEMICHUYMMUK  AucumniiHamMmu. KepiBHUUTBO 3akfagy
Hamaranocb BceGiYHO PO3BMBATM CBITOMSAA ManbyTHIX MUTLIB,
B6aYatouM y HbOMy OCHOBY MarbyTHIX iHHOBaLinHWMX NepeTBOPEHb
yCix 06'€KTIB MaTepianbHOro CBITY, SKi, 3rigHO 3 MaHiheCTOM KOH-
CTPYKTUMBICTIB, Ma/v BUCTYNAaTU TOTOXKHUMW O paHillle CTBOPEHMX
06'eKTiB MUCTelTBa. TOMy 10 BUKNaAaHHA y bayraysi 3anyyanuco
He TINbKW MUTLI, a n hinocodu Ta ekoHOMICTK. Cepef Taknx BMKIa-
JadiB onnHMBCA i OTTO HelpaT, AKWUI Ha TOW HYac CaM BXKE MOTYX-
HO MepenMaBCcst MUTAHHAMM PO3POOKK yHIBEpCanbHOI rpadivHol
MOBW, i, KPIM TOrO, CNOBIAyBaB paLioHanicTnyHy dinocodito.

Y Takuih cnocib KepiBHWLUTBO bayraysy BupillyBano ogpa-
3y Kifbka npobnem. Buknagadi AeMOHCTpyBanu CTyAeHTaM Ha-
ABHICTb KPUTUYHMX NOMNSALIB | HABYanu He NpUiMaTK Ha BIpY BCI
TEOPETUYHI BUKNAAM Ta MipKyBaHHS, @ CaMOCTINHO LLYyKaTW iICTUHY
Ta NiAnopaAAKOBYBATH 11 BNACHI TBOPHI LWNAXM Ta BUPILLEHHA. A i
BMIMBOM CTYAEHTCbKMX MOLUYKIB Ta MipKyBaHb BWKIaZadi cami
BCe rnublle nepeimanuchb igesmu bayraysy, 3mMiHIOBaAM BRacHI
CUCTEMU LIIHHOCTEN | reHepyBanu iHHOBaLiHI ifel, aKi MUTTEBO
nigxonntoBanunc i 36aradyBanucb y CTYAEHTCbKOMY CepeaoBMLL.
A pO3ronoc npo OXepeno reHepyBaHHA Takux ifgen 3aBXau [0-
MOBHIOBABCA 3raflyBaHHAM npo bayrays. Takum 4uHOM, bayrays
BUCTYMaB MOTY>KHUM PYMNOPOM MPOrPeECUBHUX NIBUX iAel, WO No-
CUNIOBanNo oro NpnBabnmBICTb i NpMBepTano yeary Bce 6ifbLUoi
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KINIbKOCTI CBITOBOI CMiSIbHOTU SIK Cepef] MONOI, TaK i cepefl BU3Ha-
HUX MUTLLIB.

Molwykn 3acobiB  BIATBOPEHHS TEXHOKPATUYHOI  KyNbTypK
y rpadiyHii MOBI Ta iIHHOBALiMHI NigX0aM 0 HaBYaHHA BNIMBaIM He
TiNnbkM Ha (axoBi 3006YTKU CTYAEHTIB. B1UcTaBka TBOpPYMX AOCST-
HeHb, NpoBefieHa y Belimapi B 1923 p., 3Mycuna neperisHyTv cBol
nornaay 6aratbox MUTLIB TOro Yacy. HabinbL BaroMvmm ans Ha-
LLIOrO AOCNIAXEHHA BUABUINCD 3MIHW OPIEHTUPIB Y AHa Ynxonbaa.
Bigomo, Wo BiAgBigasLwn neply Beimapcbky BUcTaBky bayraysy
B 1923 p., Ynxonb 3aXONNOETLCS ieAMN KOHCTPYKTUBI3MY Ta Mo-
LLYKaMW1 HOBWX BUpa3HMX hOpM WPKUOTIB i 3aranbHOl KOMMO3KLin-
HOI MoBYA0BM ApyKOBaHO! NpoaykLii. Y B. Edimosa (Edhumos, 2006)
3HaxoaMMO iHbopmMaLiro, Wwo Yuxonsd y 1925 p. y BNAMBOBOMY
»KypHani cninku apykapis «Typographische Mitteilungen» ny6nikye
Matepian, B SKOMYy aKTVMBHO Nponarye HOBY eCTETUKY LWPUDTIB, ane
MOKM L0 — NepeBaXkHO pyoreHunx, a B 1928 p. caMOCTIHO CTBOPOE
€CKi3M KOHCTPYKTMBHOIO LUPUMTY, Ha3BaBLUM NOM0 «yHIBEPCASbHUN
andasit (c. 123-143). MapanenbHo 3 YMX0NbAOM MOLLYKM HOBUX
hopmM NiTep Befe BMNYCKHMK, a 3rofoM i Buknagay bayrayay lep-
6epT baep. Bxxe 'y 1924-25 pp. BiH CTBOPHOE €CKi3WN NPOMUCHNUX i-
Tep Ha OCHOBI NMpaBWbHUX reomMeTpudHx dopm (KOkeves, 2017).
Ae cnaBa NepLioro aBTopa KOHCTPYKTUBHOMO LUPUMTY HanexxmTb
Maynto PeHHepy, Ak Xod i He 6yB 6e3nocepeaHbO MOB'A3aHNIA
3 bayraysom, ane TakoXx HaZuxaBCs NPonaroBaHNMMM HAUM iLesimu,
i B 1925 p. 3anponoHyBaB nepLlini BapiaHT KOHCTPYKTUBHOIO rpo-
TECKy 3 3arofIoBHVMW 1 MPOMUCHUMU JlITepamMi, O OTPUMaB Ha-
3By Futura. Bapto foaatu, LWo 3aXOmnieHHs i4eAMKU KOHCTPYKTUBIS-
My MpPW3BENO A0 HAAMIPHOI reoMeTpu3auil eneMeHTIB Y NepLumnx
BapiaHTax Futura i BNPOLOBX HaCTYMHWUX 5-TW POKIB BOHa 3a3Ha-
Bana iCTOTHMX 3MiH, TECTYIOUM i BNPOBAAKYtOUM HanbiNbLl YnTa-
6enbHi Gopmu.

Pazom 3 Tum, lepa GnsaiiMaH CBiaYnTb, Lo nepes nybnikalieto
CTaTTi B XXypHani Yuxonbj BBaXkaB camMe bayrays AxxepenomM HoBMX
ifel i HOBOT eCTETMKM. Ane BIPOAOBXK KifIbKOX HACTYMHMUX POKIB, 361-
paroyn MaTepian Ans BacHOro BuAaHHsA, YMxonb nepekoHascH,
LLIO NoLwMpeHi bayraysom ifel € iHTepHaLuioHanbHUMM Ta 3MiHUB MOo-
4aTKOBY Ha3BY BUAaHHS 3 «Bauhaus Typographie» Ha «Elementare
Typographie» (IOke4yes, 2017). Y B. JlanteBa (JlanteB, 2014) 3Ha-
XOAMMO CBifYeHHd, Wo camMe A. Ynxonbg 3rogom nopaame O. Hel-
paTy 3aCTOCOBYBaTW Y 306pakyBasibHi cTaTUCTMLi wpndT Futura,
AKMWIA Tofli HabyB MonynsipHocTi (c. 49).

MponoHoBaHa i TeopeTnyHO obrpyHToBaHa O. HelpaTom Lie
B 30-Ti pp. MMHYNOrO CTOPiYYA CTaHAapTM30BaHa rpadiyHa MoBa
yoco6/toBana KOHUENUito  yHIBepcanbHOro CAoBHMKA rpadiy-
HUX CUMBOJIB, 3PO3YMINUX LNA PELUMMNIEHTIB 3 PI3HUX MOBHMX
cepefoBuLL. 3HaKy Takoro CMOBHMKa 6YNn iKOHIYHMMK Ta YyTBO-
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ptoBanu niktorpadiyHi (CNpolleHi Ta ABOBUMIPHI) 306pakeHHs
06'eKTIB HABKOMMLLIHLOIO CBITY. BOHW HaaBanv MOXMBICTb KOM-
6iHyBaHHA Ta NeBHOI TpaHChOPMaLl KOXKHOMO 3 HUX A5 BUABIIEH-
Hs AT, Taki nikTorpadivHi 306pa)keHHsA OTPMManu Ha3By «i30Tannm»
(Isotype) (JlanTes, 2018, c. 157).

MpupoaHo, wo poboTa O. HellpaTa He Habyna 6 aHi 3HaYyLLIOCTI,
aHi OCKOHaNoCTi 6e3 3any4eHHs [0 CTBOPEHHS OMPISHUX HUM
yHiBepcanbHux 306pakeHb NPOMECINHUX XyOAOXHWKIB. MPUMITHO
TaKOX, WO Halbinbll BMIMBOBMM PO3POGHMKOM YHIBEPCANbHUX
cumBonie cTaB lepg ApHu (Gerd Arntz), SKuil Takox He MaB Mpsi-
MUX 3aB'A3KiB 3 bayray3om, ane 3axonmBcs TPaHCIbOBaHUMM HUM
ineamun. TBopyicTb Mepfa ApHua BiAHOCATb A0 CTUAICTUKM dirypa-
TUBHOIO KOHCTPYKTVBI3MY (JlanTes, 2012, c. 70). Ane kpim lepaa
ApHLa [0 CTBOPEHHS CMOBHMKa i30TainiB 6yno 3asy4yeHo Takmx
XynoxHuKiB: EpeiHa BepHata (Erwin Bernath), laHca Tomaca (Hans
Thomas) (1926-30), a 3rogoMm i MMitepa Anbmy (Peter Alma), ABry-
cTuHa YuHkens (Augustin Tschinkel) Ta Pyaonbda Moani (Rudolf
Modley). KoxkeH 3 HUX TakoX npauroBaB y CTUST KOHCTPYKTUBI3MY.
KpiM XyAOXKHMKIB Ha[ npaBuiammn «rpamMaTtrkn» npauroBanu: cta-
TncTUK Anoi3 diwep (Alois Fisher), kaptorpad Kapn Merikep (Karl
Peucker), gocnigHukin Mapisa Paitgemarictep (Marie Reidemeister)
i Opigpix bayepmaiictep (Friedrich Bauermeister). PagHukom 3 nu-
TaHb TWnorpadiku 6yB yxe 3ragaHuin Bulle AH Ymxonbn (Jan
Tschichold) (Jlantes, 2012, c. 49; lanTes, 2018, c. 161).

Bigaatoum HanexxHe TeopeTndHm nornsaam O. Heipata (Neur-
ath, 1936), 3ayBaxknMo, LLIO BiH Nepeab6advaB MOX/IMBICTb BapiaT1B-
HOCTI 3HaKoBMX (hOPM Y 306parKyBasbHili CTaTUCTULL, ae BBaXas,
LLO YHiKanbHi 3HakK NOTPI6HI ANns 6i3Hecy, a couiasbHi Ta OCBITHI
CUMBOMM MOBWHHI ByTW CTaHAapPTM30BaHUMM Ta MaTUW CMiNbHI CNo-
COBY BUKOHAHHS 3@ BCiMa MOX/IMBUMMW TEMATUYHUMM CIIPAMYBaH-
Hamu (p. 58).

OfHak, Nonpu 3axOMieHHs iAeAMMN KOHCTPYKTUBISMY MUTLIIB,
LLIO NpauroBanu pasom 3 0. HelpaToMm, MponoHOBaHa HUM CUCTEMA
npeseHTaLil cTaTUCTUYHOI iIHpopMaLil Nnepeabadana NpeacTaBneH-
HS A@HMX BMKJIFOYHO 3@ AOMOMOroH DIrypHMX KiflbKiCHWX Aiarpam
i3 BMKOPWCTAHHAM FEOMETPUYHO y3arasibHeHUX 3006paxkeHb. Ha-
TOMICTb BCI iHWI B1AK rpadikis, Aiarpam i rictorpam, nostaBneHi
306paxkyBasnbHOI CKNaoBol, BM3HaYanncek K Hegonyri (Jlantes,
2018, c. 168).

s npuHumnoBa nosuuig O. Helpata HeO4HOPA30BO 3a3Ha-
Bana KPUTWUKM KOHCTPYKTMBICTIB, AKi MpaLroBainM pasoM 3 HUM
(NanTte., 2018, c. 169). BoHa » BUABMMIACh KAMEHEM CMOTUKAHHS
i ANA peanin CbOrofeHHA, OCKiNbKN AyMKN HayKOBLIB LLOAO BU3Ha-
YeHHS IHhorpadikM 3HAYHO PO3XOASATHCH Y TBEPAXKEHHSX. Tak Ea-
Bapa Tadti (Tafte, 1997), 0O AYMKM AKOro AONy4YaeTbCsA 3HAYHA
KINbKICTb AOCNIOHNKIB, HANoNArae Ha caMOAOCTaTHIN BapTOCTI Ta
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€CTETUYHI BMPa3HOCTI abCTPaKTHO-TEOMETPUYHMX 3aCOBIB Npef-
CTaBMeHHs AaHuX. HaToMicTb amepuKaHCbKuiA AocnigHnK PobepT
Kocapa (Kosara, 2010) NpoBoAnTb YiTKy MeXy Mix iHporpadikoro
AK cneundivyHo HoPMOKo KOMYHIKaLL 3a JOMOMOrok 306paeH,
Ta Bi3yanisallieto JaHnx. Y3araabHeHW BUKIah po36i>KHOCTENR Mix
UYMW TepMiHaMKM Ta MOro cucTemMaTusauia y BUraaai Tabnuui sa-
NPONOHyBanu ykpaiHcbKi HaykoBLi [1. Ky6ait i A. Fop6anb (2016).

Tabnmysa 1. BigMiHHOCTI MixX Bidyanidaljieto JaHux Ta iHporpagikoro.

Bisyanisauis gaHux IHborpadika

PyuHa po6oTa i3 3any-
YEHHAM XYLA0XHUKA Yu
aunsaitHepa

ABTOMaTU4YHa reHepadis

Cnoci6 CTBOpeHHS
3 Habopy AaHUX

MiHiManbHa, Ty camy Bidya-

o MoBHa, iHWWIA Habip AaHMX
nizalito Mo)KHa BUKOPUCTO-

3anexHicTb Bif

KOHKPETHOrO . MOXe BUKIMKATN JOKOPIHHY
BYBATM 3 Pi3HMMM Habopamu i )
Habopy AaHnX nepepobKy Yu iHLLIe pilleHHs
[aHnx
[atun 3mory cnpuimMadesi MpointocTpyBaTht BUCHO-
MeTa Bu1Kopw- 3pO6UTY CaMOCTINHI BUCHO- BKW, 3p06/IeHi aBTopamu,
CTaHHA BKM Y¥ MEpeKoHaT1Cs y CNyLl- | po3KasaTu 3afjaHy Hanepes
HOCTI BUCHOBKIB aBTOpa icTopito

[ONa BUPILLEHHA L€l CynepeyYyHOCTi 3HOBY MaeMO po3rnaaat
KOHCTPYKTUMBI3M, Hacammnepes, AK MUCTeLbKy nporpamy. 3rigHo
3 Lieto NporpamMoro, BUKOPUCTaHHS MoTeHLiany abCTpakTHOI reo-
MEeTPUYHOI rpadikn aK GopMU NpedCTaBAeHHNA JaHMX He cynepe-
YWTb MOLLUYKaM KOHCTPYKTUBICTIB, OCOBMMBO, 3BaXkatoum Ha Haga-
He 06rpyHTyBaHHS CaMOAOCTATHOCTI i BNIMBOBOCTI Takux (HopM
AK relTanbT-cuMBONY, 3ailicHeHe E. TadTi (Tufte, 1997, pp. 49-53).
BHacnigok po36ixkHOCTeN y nornsaax HayKoBLiB CbOrofHi rpadidHe
NpefcTaBAeHHsA AaHuX B IHPOPMaLLIMHOMY An3aiHi KnacuikyeTb-
cs. 3 mornsay Xy[AOXKHbOI AeKOpaTMBHOCTI 306parkeHb Movasnu
NofiNsTV eMOLIiHY Ta palioHanbHy rpadiky (Jlantes, 2014, c. 298).

Mosiey B iHdorpadiLi 306pa)keHb, BiAMIHHMX Bifj MaKkCManbHO
y3arafbHeHVX 3a reOMeTPUYHUMM XapaKTePUCTUKaMU OPM MiK-
TorpadiyHMX CMMBOJIB, MPONOHOBaHMX OTTO HelnpaToMm i KonekTw-
BOM MO0 CniBaBTOPIB.

MopiBHIOKOYM 3pasKK cydacHO! IHPorpadikm i3 CTaTUCTUHHUMM
fdiarpamamiy, BNpoBaKeHNMN HelnpaTtoM, MOXEMO CMocTepirath
K NOAi6HICTb BMKOPUCTaHHS 3aco6iB No6YyA0BM 306pakyBabHNX
€NeMEHTIB, TaK i HaABHICTb 3HAYHOI KiflbKOCTi 3aCO6iB YPi3HOMaHIT-
HEeHHS Y NpefcTaBNeHHI 306paykyBanibHOI CKNafoBol. TakK, MiKTo-
rpamMu 13o0Tanny, BUKOHaHI lepaomM ApHUEM 3rifHO 3 BUMOramu
OTTO Helpata, Ta CTAaTUCTUYHI AiarpamMu, BUKOHaHI KOMaHOor Ha
4O#i 3 HUM, NodaHi Ha puc. T i puc. 2. Po3malTTs cy4acHol Bidyasib-
HOI MOBM iHPOrpadiYHNX NOBIAOMAEHb NpeACcTaBeHi Ha puc. 3—6.
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Fig. 3. Modern
infographics similar
to isotypes.

KOnopuUcTUYHI  BUPILLEHHA PO3MNAHYTUX MPUKNAAiB TakoxX
MICTSTb K HacnifyBaHHS, TakK i 3Ha4Hy KiNbKIiCTb BiAXWIEHb Bifl
ecTeTukn MiHiManiamy. OfHaK, 3rafjaemMo MporpamHi 3aksvKu
KOHCTPYKTUBICTIB 1920-x p., TpaHCcnboBaHi y bayraysi, woao no-
CTIMHOrO MOLLYKY MOBW, BiAMNOBIAHOI BUK/IMKAM Yacy. Bpaxosyoun
nosasy 3 1980-x p. 064MCNtOBaNbHOI TEXHIKKM, MoAanblie NOoLMPeH-
HS MaKeTiB MpUKIaaHmx rpadivyHmMxX Nporpam Ta BIAHOCHY NErkicTb
OTPUMAHHS 33 IXHbOK [OMNOMOror BCiX 3ragaHux Tunie 3o06pa-
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I

Puc. 4. CyyacHa
iHporpapika

3 BUKOPUCTaHHAM
peasnicTuyHor
poTorpadir.

Fig. 4. Modern
infographics using
realistic photography.

Puc. 5. CyyacHa
crpoLleHa rpagika.

Fig. 5. Modern
simplified graphics.

Puc. 6. IHporpagika
3 BUKOPUCTaHHAM
[JTO30PHO-
TPUBUMIDHMX
306pakeHb.

Fig. 6. Infographics
using illusory
three-dimensional
images.
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»XEHb, TO CKOpillle BapTO pOo3risaaaTh HOBY eCTETMKY iHorpadiku
AK MPOAOBXEHHSA Ta MPUPOLAHNA PO3BUTOK Y Yaci MOLLYKIB MOBW
MUTLUSAMM HOBOrO MOKOJSIIHHA. BKOTpe 3BEpHEMOCH A0 3aK/MKIB
KOHCTPYKTUBICTIB 1922 p.. «HacTaB 4ac couianbHO-A0UiINbHOMO!
Hivoro BMnagkoBoro, 6e306MiKoBOro, HIiYOro Bif CIMOro cMaky
i eCTeTUYHOro cBaBinas. Bce NOBUHHO 6YyTWM OCMUCAEHUM TEXHIY-
HO i dyHKLioHanbHo (FaH, 1922, ¢. 67).

3 UbOro Mornsay BIAMIHHOCTI Yy rpadiyvHii MOBI PISHMX IH-
dorpadidyHmx MNOBIAOMMAEHb € CcouianbHO-AOLINBHUMM, OCKibKM
B iHporpadiui aK Hige came NNacTUYHO-06pa3Hi XapakTePUCTUKM
306pakeHb JoNOMaratoTb Kpalle po3KpUTH TemMy Ta CnpusitoTh i
BMOKPEMJIEHHIO Cepefl 3arasibHOro Macuey iHQOpMaLil. BnacHe,
camMa MOBa KOXHOrO i3 cydacHux iHborpadidHmx nosigoMAeHb
PO3PO6GNAETLCS 3a NapaMeTpamMmn QYHKLIOHaNbHOCTI CIPUAHATTA
Ta WBMWAKOCTI CTBOPEHHA. 3HAYHO po3LUMpWIach nanitpa 3acobiB
CTUNEYTBOPEHHSA rpadivyHMX KOMYHIKaTUBHUX €IEMEHTIB. Y3arasb-
HeHi, ane He TOTOXHI, MnackKi rpadivHi 306paXkeHHss aKTUBHO 3aCTO-
COBYIOTbCS | B COLia/IbHUX MPOEKTAX, i B PEKNaMHil iHborpadiuj,
JonomMararoun amdepeHLiitoBaTh KOXXHE 3 MOBIAOMIEHb.

MosiBa KOMM'HOTEPHOI rpadiky NpuaBena A0 KOPUryBaHHS ca-
MO0 KPUTEPIHO TEXHIYHOCTI CTOCOBHO XapaKTepUCTUK 306paXKeHHs.
[HhorpadiyHi NOBIAOMIEHHS aKTUBHO BUKOPUCTOBYHOTb peanicTmy-
Hi (DOTO306PaXKEHHS, OCKINbKM 3HAYHO CNPOCTUBCA NMPOLEC X OTPU-
MaHHS 1 06pobkuM. CydacHi rpadiyHi pegakTopy OO3BONSOTL Ha-
NpoYya Nerko HaflaBaTu 300PaKEHHSIM MOAIGHOCTI akBapebHOro,
OfiHOro abo akpUIOBOrO XMBOMMUCY, Tak CaMo K i IMITyBaTW iHLL
rpadiyHi TEXHIKKM, AKi Ha NOYaTKy Ta B cepeanHi XX CT. LLe BuMaramm
BY3bKOCMeLianisoBaHOI TEXHIYHOI MaMCTEPHOCTI BUKOHABLS.

Kpim TOro, aBTop BBaXae, Lo KPUTEPItO AOLINBHOCTI Mae 6yTu
nignopsaaKkoBaHe i KONOPUCTUYHE BUPILLEHHSA. [leknapoBaHuii KOH-
CTPYKTUBICTaMM MiHIManiamM KOIIpHOrO BUPILLEHHS B iHhorpadil
He 3aBXau nokpatlye 1i 4OCTYMHICTb. 3BEPHEMOCH [0 NMPUKIIAAIB
iHborpadiky 3a CNopigHEHOD TEMaTUKOK, MOAAHWX Y PIBHNX AXKe-
penax. Puc. 7 BucBiTntoe npouec BuGopy npesuaeHTa CLUA (k-
dorpadiky posmilleHo Ha iHpopMaLitHOMy mopTani NocoNbCTBa
i KoHcynbeTBa CLUA B TainaHmi). 306paXkeHHst MtoAein TyT CyBOpPO
CXemMaTn30BaHi i 3a 3acO60M yrpynyBaHb HachigyroTb i30Talnu
O. HenpaTta. KonopucTuyHa ramMa TakoXX MiHiManicTuyHa: KpimM
BiATIHKIB CIpOro 3aCTOCOBaHO Le 2 KoNbopu — 60pAoBuUiA Ta dio-
NETOBUI, KOXHUIA 3 AKMUX, Y CBOKO YepPry, MICTUTb BIATIHKW NoCna-
61eHHA TOHY. KpiM TOro, Y BEPXHIA YaCTWHI HaBeAeHOro Npukiagy
MICTATbCS INFO30PHO-TPUBKUMIPHI 306pakeHHs NepeBar npe3naeH-
Ta, WO ICTOTHO 36aradytoTb iHDOpMaLiiHMIA KOHTEHT. HaToMicTb
Ha pu1c. 8 NogaHo iHpopMaLlito LLOAO BAPTOCTi 3aC06iB, BUTPAYeHX
Ha BMBOpW Mpe3naeHTa YkpaiHu y 2019 p. lNopiBHIOOUM 06naBa
BapiaHTW Ta aHani3yroun BNACHi BPaXKEHHA Bif CMPUMHATTA, MY-
CMMO BM3HATK, WO BidyasibHe 30aradeHHs 3a paxyHoK iNt30pHO-
TPMBMMIPHOT OpieHTaLil 06'eKTiB y NPOCTOPI Ta PO3LUMPEHHST KO-
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JIOPUCTMYHOI NaniTpy CRpUAno MiABULLEHHIO 3amnam'aTOBYBaHHS
Ta MOCUEHHO 1T 06pa3Horo BNAMBY iHdorpadiku 3 puc. 8. B Toi
e vac, MaemMo 06yMOBWTHU, LLO B MpoLieci Bidyanisallii Ha puc. 8
BiNblly YaCTUHY 300pPaXKEHHST 3aiMatoTb y3aranbHeHi MIOLLMHMY,
KOXHa 3 AKMX BIATBOPHOE MEBHMI BUA BUTPAT. KonipHe KodyBaH-
HS TaKWUX NAOLUMH MICTUTb NOCNabAEHi 3@ TOHOM OCHOBHI KONbOPU.
OfHieto 3 MOXIMBOCTe NpeACTaBNeHHS Takol iHhbopMmallii Morna 6
6yTW NPOCTO Bidyanisalis AaHVX 3 BUAINEHHSM KOMbOPOM KOXHOI
NAOLWMHM Ta CYNPOBOMKEHHA 1T BUKIAAOM YMCNOBUX AaHuX. Ane

l‘ % @ fifiifiife 5"

*._-"

UIHA BUBOPIB NPE3UOEHTA 2019

Tomparirais

Paglooritawls

Puc. 7. Bubopu
nipesugeHTa CLUA.
IHporpapika.

Fig. 7. The President
elections process in
USA. Infographics.

Puc. 8. Buopu
npesuaeHTa Ykpainu.
IHporpapika.

Fig. 8. The President
elections process in
Ukraine. Infographics.
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B TakoMy BUNazaKy iHborpadika BTpatuna 6 38'A30K 3 peanbH1UMM
NOAbMU, WO 6pann yuacTb Y BMO6Opax i 3Ha4HOK Mipoto No3bynach
61 cBOro o6pa3Horo BMAMBY. HaTOMICTb BBeAEHHS MaKcumarb-
HO y3aranbHeHUX CUNYeTIB NOAeN Ta BidyanbHa YiTKICTb paHXu-
PYBaHHS KOXHOro 3 BUAIB BUTPAT 3a AOMOMOrOK KOMOPUCTUYHO
PO3/iNeHNX NAOLLMH NOCKIIOE 0BPa3HNIA BNAMB iHDopMaLlil i cnpu-
de 1l 3anamM'ATOBYBaHHIO. Y TaKMWii CMoci6 AOXOAMMO BWCHOBKY,
L0 33 YMOBM AOTPUMAHHA 3arafibHOl KOJIOPUCTUYHOT ramu (Mach
nepeBaHOro Kosbopy) iHborpadika Moye MICTUTU 3HAYHY Kifb-
KICTb PISHOMAaHITHMX BIATIHKIB, O CNPUAIOTb BUOISTEHHIO KOXHOIO
3 306parkyBasibHMX O6'EKTIB.

AKTYyanbHICTb e KOHCTPYKTMBICTIB Ta IXHbOrO BMIMBY Ha
cydacHy iHporpadiky B6a4aeM0o TakoX Yy HE3MIHHUX BUMOrax [0
KOMMO3WLIAHOI opraHizauii Bcix iH@orpadiyHnx MnoBiAOMMIEHb
y CborofieHHi. Y KanitanbHin npaui «Cemionoria rpadikm» X. bep-
TeH (Bertin, 2011) cTBEpAXKYE, LLIO EANHUM KPUTEPIEM OLIIHKM iH-
dorpadiky cnig BBaxaTu BUKIFOYHO e(heKTUBHICTb iI CIPUNHATTS:
«AKUIO A5 OTPUMaHHSA NMpaBWsIbHOI | MOBHOI BIANOBIAI HA Orosno-
LLeHe NUTaHHS oAHa rpadivHa KOHCTPYKLUIA NOTpedye 3HAYHO MeH-
LLIOrO Yacy, HiXX iHLa, TO MOXXHa CTBEpyKyBaTW, L0 BOHa € 6ifbL
ecdekTmBHOO» (p. 139). Lle cTocyeTbcA K BMOOPY BiAMOBIAHOIO
CMOCOBY YHAOYHEHHsI AaHWX (BMpOBa[yKeHHs, Aiarpamu, Cxemu
abo KapTw), TaK i BUGOPY CKNAA0BKX 306paXKyBasibHOI MOBY, SIKLLO
BOHa NpUCyTHSA B iHhorpadili.

[exnapoBaHa KOHCTPYKTUBICTaMu coLjianbHa AOLUIMbHICTb TBOPIB
MUCTELTBA SIKHaWKpallle 3Hallna BigobpaxkeHHs B iHdorpadiui.
BoHa 3aBXx/au CTBOPHOETHLCS ANA AOHECEHHST iHopMaLlil 4O MEBHOMO
npoLlapKy HaceneHHs abo [0 MOoro WMpoKoro 3arany. Hapasi Maemo
HaBiTb crnocTepiraT cnpoby nogaTv 3a AO0MOMOror iHporpadikm
BCHO iCTOpItO p03BUTKY NtoacTBa. OCo6MBOI 3HAYYLLIOCTI B Halll Yac
HabyBae HaB4abHa iHborpadika, WO fonoMarae y4HsM LBmaLle
CrpuiMaT Ta KPUTUYHO OCMUCIFOBATH 3MICT HaraTbox HaBYanbHMX
AMcuMnniH. Tak, HaBOAAYM BMMOMM A0 Cy4YacHOl HaBYanbHOI iH(O-
rpadiku, B. JloreiHeHko (2018) BU3HaYae Takuin nepenik: «06pootKa, iH-
Terpauis, yLibHeHHs, reHepalia iHhopmalll, T nepefava, MOTUBALLA
J10 HaBYaHHs, hOKyC yBaru Ha KHo4oBil iHhopMmaLlil, Mokas3 noBepx-
HEBWX Ta MMMBUHHMX 3B'A3KIB MK 06'eKTaMu, CpusaHHA dikcallii Ta
30CepeyKeHHI0 Ha 3MICTi iHhopmali» (c. 83).

Y Takui cnocib B iHGorpadiui CTBepAXKYETLCS AeKNapoBaHUi
aBaHrapamMcTamMu 3B'A30K MiXK MUCTELTBOM Ta HayKoto, Lo 6yB
NMOCTaBNEHUN Mi4 CYMHIB CaMOK ECTETUKOK MOCTMOAEPHI3MY.
BoyeBuAb, yBara HayKoBLIB Pi3HWX rany3eit 30Cepel>KyeTbes Ha
KOMMO3ULIAHMX 3B'A3KaxX MiX efleMeHTaMn iHhopMaLlitHOro NoBi-
JOMJIEHHS | 3acobax BUAINEHHS HEOOXIAHWX 3MICTOBUX aCmnekTiB.
B. NanTtes (JlanTes, 2018) Big3Hauae, O KOMMNO3ULiiHa opraHisa-
uig iHdorpadikn 3aBxXan nepefdadyae 3abe3nedeHHs AOrYHOCTI
NpeACTaBNEHHST BCiX CKIafoBMx (3a GOpPMOD, PO3Mipamu, 3aco-
6aMKn aKkLEeHTYBaHHA TOLLO) i CIMPAETLCSA K Ha 3aranbHi 3aKOHM
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i NpaBwIa KOMMO3WLi, BCTAHOBJIEHI Y MUCTELTBI, Tak i Ha cneuudiy-
Hi, BIAMIHHI ONA KOXHOro 3 BUAIB IHPOrpadivyHNX NoBigOMIEHD.
MpenctaBneHHs iHGopMalil B iHdorpadiui noTpebye ynopsiaky-
BaHHA AaHWX 3@ PIBHAMM 4 3MICTOBUMM HIOKaMV Ta BiAOKpEMEeH-
HSA FOTOBHOIO Bifl ApYropsaHoro (c. 27-28).

BHeceHHd ansaiiHepoM 3MiH Y xapakTep MnpeAcTaBfieHHs ha-
HWX, 3reHepOBaHWX TEXHIKOKO, Ta MOCUNEHHST ECTETUYHWX XapaKTe-
pUCTUK iHdorpadikn, 3a ceigdeHHam E. TadTi (Tufte, 1997), Takox
€ MOLUMPEHOID MPaKTUKOD, WO CMPUAE MOCWUIEHHIO OOCTYMHOCTI
" e@eKTUBHOCTI CnpuiHATTS iHbopmadil (p. 124). HeobxiaHicTb
[ONy4eHHS AM3aHepiB NpU CTBOPEHHI iHhorpadikm Takox MOoXKe
6yTW MPOINKOCTPOBaHa MPUKNAA0M, Ha SKOMY [aHi, 3reHepoBaHi
Nporpamoto, acoLiaTUBHO JOMOBHEHI rpadivyHMMK enemMeHTamMmn Ta
OoTpUManu HoBWIA BUMIp B1pasHocTi (puc. 9).

Puc. 9. IHorpagika
3 JOMOBHEHHAM
JaHuX,
3reHepoBaHux
rporpamoro.

Fig. 9. Infographics
with addition of data
generated by the
program.

MoxkeMO CTBepKyBaTH, LLO iHdorpadika sk coljianbHO-0pieH-
TOBaHW pPi3HOBMA rpadiyHOl NMPOAYKUIT BUABMIACH MUCTELbKOR
hopMoto, HarbiNbLL BIAMOBIAHOK A0 MPOrPaMHUX 3aK/MKIB KOH-
CTPYKTMBICTIB. [i CTBOpeHHA 3aBxau nepeadadac OCMUCTIEHHS
MUTLIEM CYKYMHOCTI 3aco6iB NMpeAcTaBeHHs Ta IXHbOI KOMMO3K-
LiHOI opraHisaLii, HaBiTb SKLIO BOHA BTIMOETHCS Y hopmMu ab-
CTpaKTHO-MaTeMaTUYHO! rpadiky, eCTETUKA SKMX TAKOX MOXKe KO-
pUryBaTUCb OCOO0K-BUKOHABLEM.

3aBaskKM aisnbHoOCTi bayrayady 6yno 3ano4aTkoBaHO i 3abes-
neyeHo i4E€ONOriYHYy CTIMKICTb OOMIHYBaHHA paLlioHanicTUYHMX
ile KOHCTPYKTMBI3MY B TakOMy MparMaTU4YHO-30PiEHTOBAHOMY
BMAI NpuknagHol rpadiku Ak iHdorpadika. Kputepii ecTeTUYHOCTI
TYT BUMIPIOKOTHCS BUKFOYHO PIBHEM OCSXXHOCTI Ta e(DEKTUBHOCTI
CAPUIAHATTS iHopMaUil, WO NPU3BOANTL A0 CTINKOI aKTyanbHOCTI
3A006YTKIB KOHCTPYKTMBI3MY. CyyacHi TpakTyBaHHS iHDorpadikuy,
Lo NepefbavatoTb AK OnepyBaHHSA NOTEHLiaNoM 306paxyBanbHNX
(hopM, TaK | 3BEPHEHHS A0 ECTETHKM BUKIFOYHO abCTaKTHO-TeoMe-
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BucHoBKM .ﬂ

TPUYHUX rpadikiB, Aiarpam Ta rictorpam, BUSBUANCH CYrONOCHUMM
3 MPOrpamMHMMK 3aKIMKaMu KOHCTPYKTUBI3MY CTOCOBHO 3abesne-
YEHHS HOBUMX BUMIPIB E0HAHHSA HayKW | MUCTELTBA.

3Baxkatoun Ha mparMaTmyHy CApPSMOBAHICTb iHMOrpadivHmnX
NOBIAOMJIEHb Ta 3HAYHE MOLUMPEHH:A doTorpadidHol i KOMN'toTEp-
HOI TEXHIKM Ha no4aTky XXI CT., MAEMO NEPEOCMUCTIUTI CaM TEPMIH
«Ccy4acHa rpadidyHa MoBa», BBeleHWI aBaHrapanmcTamm 1920-x pp.
Ha agymKy aBToOpa, 3acobv npefdcTaBfieHH:A iHQopMaLil B cydac-
Hil1 iHcorpadili anpiopi € TeXHONOMYHUMK. HasiBHa CTUNICTMYHA
PO3BIXKHICTb 306paXKyBafibHVX €NEMEHTIB i 36aradyeHHsa Konopu-
CTUYHOI ManiTpy OEMOHCTPYE HE CTiNbKW iHAMBIAYyalbHI CMaKu
AvsaiHepa-rpadika, CKiNbKM paLioHaniCTUYHi NoLLyKK 3acobiB BU-
AineHHs iHborpadivHOro NoBiAOMIAEHHSA y NOTOKaXx iHbopmaLil, LWo
MOCTIHO 3pocTatoTb. TO6TO AnA nodaTky XXI CT. cy4acHoto i Tex-
HOJIOTIYHO-AOLINIBHOKD € He TiNIbKM MOBa reOMeTpUYHO-y3arasib-
HEeHWX NNackmx rpadivyHnx GopMm, NOLMPEHa KOHCTPYKTMBICTaMM
1920-X pp., @ TAKOX LUMPOKMI CNEKTP IHLWNX CTUTICTUYHO-BIAMIH-
HVX (DOPM, LLO Mae TEHAEHLIO A0 HAKOMUYEHHS Y BUrMAaI AOCTYM-
HOrO y BCbOMY CBITi «6aHKy rpadidyHnx 306pasxkeHb».

MigcymMoBYyHOUM KITHOHOBI MOMEHTW OOCNIIXKEHHSA, BiA3HAYNMO
HaMBa>kIMBILLI:

1) cyyacHe MWUCTELTBO3HABCTBO BW3HAE KOHCTPYKTUBI3M
Hacamnepes sk Nporpamy, Wo He CTifbKK1 B6yna 30pieHTOBaHa Ha
CTBOPEHHS CTUMHO, CKIiNlbKM Ha MOLLYK 3aco6iB, BiANOBIAHNX BUMO-
ram vacy;

2) HenepeciyHe 3Ha4eHHs bayrayay nonsrae B TOMy, WO B HbO-
My 6yno 3abesneyeHo MOLMPEHHA AEMOKPATUYHMX B LUMPOKOMY
CeHcI cnoBa nornaagie Ha 3acobu NobyaoBM TBOPIB aBaHrapAHOro
MUCTeUTBa B rpadilj;

3) KepiBHMUTBO Bayraysy 3abesnednno akTMBHY nponaraHmy
PIBHOMaHITHUX dinocodCbkuX NOMNSAIB HA POb MUCTELITBA Y CY-
CMiNbCTBI, cepel AKWUX NPOBIAHI No3uLii Ha noyaTky 1920-x pp. 3ait-
HSAIM NOrASAN KOHCTPYKTUBICTIB.

3Baxkatouu Ha Ui CKNaZoBi, AOXOAMMO BWCHOBKY, LLIO Came
Bayrays onocepeakoBaHO BMMHYB Ha MOEAHAHHA CYCMiNbHMX
noTpeb y npeacTaBieHHi CTaTUCTMYHO! iHopMaLil i MUCTELbKIX
NornAAiB WOAO0 eCTETMKM BIATBOPEHHS Takmx notped. Bpaxyemo,
LLO A€l KOHCTPYKTUBICTIB OTpuManu Yepes bayrays Hanbinobwmin
PO3rosioc, a BMMYLLeHa eMirpalia 6inbLIOCTi Moro BUKIagaviB Ta
CTYOEHTIB HanepeaodHi Ta y poku [pyrol CBITOBOI BiHW NMpUHeC-
na UMM igesimM CBITOBe BM3HaHHS Ta 3abeanednna IXHe NoLIMPeHHS
y WKOMAax An3arnHy 6araTbox KpaiH CBITY.

MpVpoAHO, WO 36iNbLIEHHST KibKOCTI IHPOPMaLIAHNX MOTOKIB
y CBITi Ta 3Ha4Hi OOMEXXeHHsT B Yaci Ha CTBOPEHHS iHdorpadiduHmMX
MOBIAOM/IEHb MOAEKYAM NMPU3BOAATL A0 PE3YNbTaTIB i3 3HAYHO 3aHW-
YKEHVMU PIBHAMMW BUBAXKEHOCTI 51K 3arafibHOrO KOMMO3ULIIMHOMO BUPI-
LLEHHST iIHporpadiky, Tak i enemMeHTIB il 306paxyBanbHoOI MoBUW. OAHaK,
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HaABHICTb TakMX MPUKNAZAIB HE MOXe BMNIMBATU Ha 3MEHLLEHHS 3Ha-
YYLLIOCTI TEOPETUYHMX BUKNAZIB KOHCTPYKTMBICTIB Ta BCTAHOBIIEHMX
3arasibHUX KpUTepiiB MyHKLIOHANbHOCTI, BUBAXXEHOCTI M NOMYHOCTI
Yy BUWKOPWUCTaHHI BCix 3acobiB nobyaoBu iHporpadikvi. HaTomicTb,
BCE e HafABHI MOMWIIKK Y 1T NPeACTaBNeHHI | hparMeHTapH1iA noni-
CTWUNI3M 300parkeHb Y Mexax OKPeMMX MOBIAOMEHb HadatoTb Mia-
CTaBM CTBEPAKYBATM HEOOXiAHICTb MoaanbLIOi po36yaoBM HayKoBOI
6a3n Ta Ii NoLMPEHHS B MPOLIECT NiArOTOBKN AN3anHepiB-rpadikis.
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AHoTauisa

MeTa ny6nikalil nonsrae y A0OCAIAXKEHHI
CYYacHWX TPeHAIB | cTuniB, AKi GopMyroTbCS
y rpadivyHOMY AM3aliHi Ha OCHOBI NPUIMOMIB Ta
3aco6iB LIBENLAPCbKOro CTUKD, @ TaKoX Yy BU-
ABJMIEHHI OCHOBHMX aCMeKTIB LWBenLapcbkoro
CTWHO, aKTyanbHUX Ans Beb-npoayKuii. Me-
ToAM AocnipyKeHHsA. HaykoBa poboTa nepes-
6a4yae BMKOPUCTAHHA TEOPETMYHOro, nopis-
HANBHOrO, 3iICTABHO-TUMOMNONYHOrO METOLIB, a
TaKOX MWCTELITBO3HABYOrO aHanisy. HaykoBa
HOBM3HA. Y MpOoUECi AOCNIIKEHHA Cy4YacHMX
TpeHAiB Be6G-AM3alHy Ha MNpukaadi TBOpPUMX
KOHLENUi BifOMWUX AM3aiH-CTyAin (WBelhiuap-
cbKol «Station», amepuKaHCcbKol «Fantasy» Ta
BiTUM3HAHOI «Vintage») 6yno npoBefeHo na-
panenb Woao NposiBiB BIANOBIAHWX TeHAEHLiN
Y CMIBBIAHOLUEHHI 3 XYLOXHIMW NpUHLMNaMn
LWBEMLAPCLKOrO CTUIHO, SKUMMU, SIK BUSIBUITOCS,
3HaYHOO MIPOtO 1 ByNa 3yMOBJIEHA YCMILLHICTb
KoMnaHin. OKpiM TOro, AK BUAHO 3 MPaKTUYHMX
npvKNagis ycnilwHOro BefleHHs An3anH-aianb-
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Abstract

The aim of the research is to study the
contemporary trends and styles being formed
in graphic design on the basis of means and
methods of Swiss style, and to discover basic
aspects of Swiss style in web-products.

Research methods. Theoretical, compara-
tive, comparative-typological methods as well
as method of art criticism have been used in
the research.

Scientific novelty. In the process of studying
contemporary trends of web-design by the ex-
ample of creative concepts of such well-known
design studios as «Station» (Switzerland), «<Fan-
tasy» (the USA), «Vintage» (Ukraine) there has
been discovered the tendency to apply art ap-
proach of Swiss style in their works, which to
a certain extent contributed to the success of
the studios. Moreover, analyzing the practical
examples of conducting successful design ac-
tivity, it has become clear that studying trends
and principles of their formation helps to fore-
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HOCTI, BUBYEHHA TPEHAIB Ta 3aKOHOMIPHOCTEN
X BUHUWKHEHHSI Aornomarae Yy MpOrHo3yBaHHI
MamByTHIX XYyLOXHIX HaNPsSIMKIB, ajyke npu-
poda TpeHAy — UMKiYHa. A ANA CTBOPEHHS
aKTyaflbHOro Ta AKICHOro Am3aiHy HeobxiaHa
o6i3HaHiCTb cepeal BIiANOBIAHWX TeHAEHUIN,
PO3YMIHHS TPUBASIOCTI IXHbOIO MaHyBaHHS.
BucHoeku. O3HakKM LUBEMLAPCHKOrO CTUMHO
CbOrOAHI SICKPaBO MNpeAcTaBfieHi y poboTax
NPOBIAHNX AN3aNHEPCbKNX CTYAIN, L0 POBUTL
X 3paskamMu Ofs HacnigyBaHHS, TUM CaMUM
MPOAOBXYIOYM  MONYNAPU3yBaTn Taky CTU-
nicTuky Beb-npoayKuil. BiaTtak, Mu npochnia-
KOBYEMO MPOSAB CTWKO HE JIMLLE B Cy4aCHUX
TpeHAax, a i cepes KNnacu4Hnx Npuknagis, y>xke
cHopMOBaHMX Y BUrNALI NpaBul NPOEKTYBaH-
HS iHTepdenciB. Ha OCHOBI BWMBYEHHS MOPT-
(onio MPOBIAHUX CBITOBMX Ta BITYM3IHSAHUX
OV3aNH-CTyAil, OpPIEHTOBAHMX MepPeBaXHO Ha
Be6-NPOAAKLLH, MOXHa 3pO6UTM BUCHOBOK, LLO
XYLOXHI MpUioMmn Ta 3acobu, NonynapHi cepeq
AnsaiiHepie XX CT. (@ BiANOBIAHO — MPUYETHI
[0 (hopMyBaHHS LWBeNLapCbKoro CTUo), 3a-
NMLWIAFOTBCA aKTyanbHUMM | CbOTOAHI.

Kntoyosi cnosa:
LUBENLAPCbKUIA CTUb, BEO-AMN3aIH, iHTepdelic,
Bayrays, «nnackuin» gusaiiH, Be6-calT, TpeHa,
F03ab6iNiTi.

Bctyn 1]

cast future art movements since trend origin is
always cyclical.

Conclusions. Features of Swiss style now-
adays are being vividly demonstrated in the
works of leading design studios that set the
models to follow and facilitate the promotion of
such type of stylistics in web-design. Hence, we
are able to trace the emergence of style both in
contemporary trends and in classic examples,
represented by rules of designing interfaces.
Having studied the portfolios of world and do-
mestic design studios targeted at web-produc-
tion, we have come to the conclusion that art
means and methods popular among designers
in the 20™ century, and thus involved into for-
mation of Swiss style, continue to be relevant
as of today.

Key words:
Swiss style, web-design, interface, Bauhaus, flat
design, website, trend, usability.

IT-iHOyCTpiA pO3BMBAETHCA LWIBUAKUMU TEMMAMMK, TOMY MOMUT

Ha AKICHWIA OM3aliH cailTiB 3pocTae. Big o6paHoro cTmato po3pot-
KW Ta 1Moro @yHKUioHanbHOI BiAMNOBIAHOCTI NOTpebaM 3aMOBHMKaA
3anexkatb NPOAYKTUBHICTb | PENTUHT CaMTy.

B ocTaHHi poku B 0hopMAEeHHI iHTepdeiciB AOMiIHYE TEHAEHLLiS
iHTepHaLioHanbHOCTI, WO Bigo6pa)kaeTbCsl, B NepLly Yepry, y Ao-
CTYMHOCTI Takux Be6-CTOPIHOK A5 PiSHOMaHITHOI KOpUCTYBaL|b-
Kol aBaMTOpIl. Tak, HabinbLl NONYAAPHUMMK Ta BAAMMM CTatOTb
BeG-pecypcu 3 yHiBepcanbHUM [AM3aiHOM (EBPOMNENCHKUIA TN
0(DOPM/IEHHA MeHtO, nMepeBara rpadiyHol nogadvi Hag TEKCTOBORO
B OpraHisaLii CTpyKTypu canTy ToLo). Came TOMYy LBeRLapCbKuii
CTUAb (iHWa Ha3Ba — iHTepHaLUioHaNbHNI), KOTPWIA Halikpallle Bif-
noBifae NapaMeTpaM yHiBepcanbHOCTI, € aKTyanbHOK TEMOIO A
[OCNIAKEHHS. 30KpeMa, NoTpebye PO3'ACHEHHS POsb LWBeNLapCh-
KOro CTUMO Y hOPMYBaHHI TPEHAIB Cy4acHOro BeG-An3aiHy.

Meta H
LBOCHI1)KEeHHS

CtaTTa nepefbadae aHania NpoayKLil Be6-ansaitHy Ha npeameT
BMMBY LLBENLIAPCHKOrO CTUIIO Ta HAABHICTb BIAMOBIAHMX XYOOXHIX
03Hak. ToMy MeTa faHol po6oTK Nonsrae y AOCAIAKEHHI Cy4aCHMX
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Ta aHani3

6a3u

TpeHAIB i CTUNIB, AKi GOPMYHOTLCS Y rpadivHOMY AM3alHI Ha OCHOBI
NpUAOMIB Ta 3acobiB LLIBEALIAPCLKOrO CTUHO, @ TakKOX Y BUABMEHHI
I0Or0 OCHOBHWX acnekTiB, aKTyanbHUX A9 BEG-MPOAYKLIT.

Locnif>KeHHA FPYHTYETbCA Ha aHaniTUYHUX BUCHOBKAX, OTpU-
MaHVX LUNAXOM PO3MISAAY Ta MOPIBHAHHA BW3HAHWX 3paskiB Cy-
YyacHoro Be6-Am3aliHy. KpiM Toro, npu hopMyBaHHiI pesynbTaTiB
[OCNIAXKEHHS A0 yBaru 6epeTbcsi TEOPEeTUYHWIA MaTepian Woao
NposiBY O3HaK LIBENLAPCHKOro CTUAD Y rpadidyHOMY AM3aliHi 3a-
ranom. To6To 3aCTOCOBaHI METOAM — TEOPETUYHMI, MOPIBHANBHWNA,
3iCTaBHO-TUMONOTIYHWI, METOL MUCTELITBO3HABYOIO aHasisy.

[kepenbHoto 6a30r0 CTaTTi € AK hyHAaMeHTanbHi npaLi oc-
HOBOMOJIOXKHUKIB LIBENLIAPCbKOTO CTUMIO, 30Kpema M. Mionne-
pa-bpokmMaHHa Ta f. Ymxonbaa, Tak i HaykoBi poboTtun . [eBiwBini,
®. Merrca, J1. bxackapaHa, O. Bawyk, I Jlem6, K. Cyrak, aki fo-
CnifykyBanu TeMy B KOHTEKCTi 3arafibHoi Teopil Be6-An3alHy, Tn-
norpadil, «N1ackoro AmaaiHy» Ta Moro 3B'A3Ky i3 LBENLapCbKUM
CTUNEM, MPOSBIB PUC OCTaHHbOrO Yy nofirpadivyHin Ta LUnMdpoBin
NPOAYKLI TOLO. Ane nNpu LibOMY ManofoCiAXeHUMU BCe LLe 3anu-
LIaTbCA NPOBGAEMM BMANBY LUBEALIAPCHKOIO CTUITHO Ha KOHKPETHI
ranysi rpadiyHoOro AmsaiHy Ta 3acTOCyBaHHS BiAMOBIAHMX MPWiA-
OMIB Y KOHTEKCTI (DOPMYBaHHS CyHacCHUX TPEHAIB, @ TaKOX BUCBIT-
NIEHHS MeTOAIB ONTUMI3aLil iHTepdeiiciB.

Y cBOiit 6a3o8in npaui V. Mionnep-6pokmant (2014) Brknas
TEOPI0 MOAYNBbHUX CITOK §IK OAHOMO 3 METOAIB PO3PO6KM Moni-
rpadivyHOl MPOAYKLUIT y WBENLAPCbKOMY CTUAI. ABTOP OOKNAaAHO
PO3INIAHYB MOX/IMBOCTI 3aCTOCYBaHHSA MOAY/BbHOI CITKN Y rpadiy-
HOMY OM3aiHi Yepes napasneni 3 apxiTeKTypoto, NpUKaam X BUKO-
PUCTaHHA B KHUrax, QipMOBKX CTUSX, MPU CTBOPEHHI apT-NMpOCTO-
py (Mlller-Brockmann, 2008).

KHura ogHOro i3 HamBuAaTHIWUMX TEOPETUKIB Ta Tunorpadis
XX CT., AKuit CTosB 6inst BUTOKIB GOPMYBaHHS LLIBEALIAPCHLKOrO CTW-
o, 9. Ymnxonbaa (2011) cTana cBoOro poay MaHihecTom cydacHo!
BepcTkU. DyHAaMeHTanbHa npaus, NpUCBAYeHa CTAHOBEHHIO HO-
BOI TMNorpadil, OXOM/HOE LUMPOKE KOO NUTaHb — Bif Teopil Ta icTopil
MUCTeLTBa A0 peanicTnyHol oTorpadil y rpadidyHOMy An3anHi.

LoCniiKeHHA CTaHOBNEHHA Ta PO3BUTKY  LUBENLIAPCLKOro
CTUMtO NpeacTasneHi B poboTax O. Bauwyk (2013) Ta [. Aesiwsini
(OeBuwBmnm, 2003). Y poboTax 6yno BUABIEHO XY[JOXHI acrekTu
HOBOI Tvnorpadil, WO BMAIVHYAM Ha eTan CTaHOBJ/EHHS LWBeLap-
CbKOI KOS, 1T XapaKTepHi pyck (MPakTUYHICTb i yHIBepCanbHiCTb),
a TakoX BUAINEHO HaMBINbLL 3HaYyLL 015 GOPMYyBaHHSA CTUIO XY-
JIOXXHI mporpamu @yHKLioHaniaMmy, HeonaacTUUM3My, CynpemMaTma-
MY, KOHCTPYKTUBI3MY | KOHKPETHOrO MUCTELTBA.

B eHumknoneamyHin ctatti ®. Merrca (Meggs, 2005) si6paHi
(hakTonoriyHi Ta 06pa3oTBOPUI MaTepianu NPo AOCHIAXKEHI XyAOXHI
Hanpsimu — bayrays, HoBy Tunorpadito, cy4acHuin pyx B AMepuLyj, iH-
TepHaLioOHanbHWUIA CTWUb TUNorpadii, NTOCTMOAEPHICTCbKNIA AN3aiH.
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Pesynbtatn
BOCHI1)KEeHHS

TyT TakoyK nofilaHi KOMeHTapi Ta aBTOpCbKa afjanTtallisi Y KOHTEKCTI
ICTOPUYHOI Ta KySIbTYPHOI CraALLmHW Yacy. [locnigHnK nposiB napa-
neni Mixx rpadivyHMM AU3atHOM Ta abCTPaKTHUM MUCTELITBOM.

LLIBeruapcbknii cTnnb Tunorpadil 3apoamecs y 50-x pp. XX CT.
(LWBeluapia, HiMe4unHa), npuBepHyBLIM [0 cebe yBary BCbOro
CBITY, | 4O HalIMX [HIB BM/JVMBAE Ha PO3BUTOK AM3anHY. [NpuynHa
TOMYy — MpuUTaMaHHi CTUto NpocTi Gopmu, OYHKLIOHANBHICTD,
CTPUMaHICTb, NAKOHIYHICTb Ta YMTabeNbHICTb, L0 € OCOBNNBO aK-
TyasbHUM CbOrOAHI MPW LANeHOMY PUTMI XXUTTH CyHaCHOI TFOOUHW.

OyHAaTopaMn I MalCTpamm LUBENL@PCbKOro CTUKO crpa-
Be/IMBO BBakaloTb EpHcTa Kennepa (1891-1968), Teo ban-
nvepa (1902-1965), Ana Yuxonbpa (1902-1974), BanbTepa
Fepaera (1908 p.H.), Maxca Miginrepa (1910-1980), Vloseda Mion-
nep-bpokmanHa (1914-1996) Ta AapiaHa @pyTirepa (1928 p.H.).
Ak nuwe J1. BxackapaH (2006) y CBOI KHK3I, «A19 LbOro CTUO
6y xapakTepHi BidyasbHa eAHICTb B AM3alHi, Aka gocsaranacs
ACUMETPUYHOIO OpraHi3allieto OKPEMMX EJIEMEHTIB BCEpeanHi
PeLiTKK, BUGYayBaHO! 3 MaTeMaTUYHOR TOYHICTHO, BUKOPUCTAHHS
peanicTnyHol hoTorpadii Ta BidyanbHOI i Bep6anbHOI iHhopMmallil
Yy MPOCTIiiA, Ni3HaBanbHin MaHepi. [JoCArHeHHs ACHOCTI i MOpPSAAKY
6YyN10 FONOBHOKD METO MPUXMABHUKIB LUBEALIAPCHKOT LIKOANY.

Y neplomMy AecatunitTi XX CT. eKCNEPUMEHTHU 3 «HUCTO Gop-
MOO», po3snodaTi B 1890-x pp., TpmBanu i po3BmBanncs. Ha cBoix
nfakarax, MakeTax Ta iIIFoCTpaLiax 40 XXypHaniB «Secessiony, «Ver
Sacrum» OusanHepu Npe3eHTyBanu HEBIAOMUI AOCI rpadiyHuin an-
3aliH, CTMNI3YIOYM 306parKeHHs! 40 eNleMeHTapHNX MPOCTMX MIacKMX
(OPM Ta YMCTMX KOMbOPIB, EKCNEPUMEHTYHOUM 3 KOMMO3MLIEHD Ta
LWPMBTOBMMM FapHiTypamu. [dnsaiHepy nodany BUKOPUCTOBYBATH
LWPUPTK 6e3 cepudiB Ta XKMPHUX HAKPECNEHb [/151 3arONOBKIB.

TPYHTYIOUUCH Ha (GOpMabHUX AM3aHEPCHKUX eKCrIepUMEHTax
novaTky XX CT., eBPONeNChbKi rpadivHi AM3anHepy BUKOPUCTOBYBASN
HOBI hopMM, OpraHi3allito BidyasibHOro NPOCTOPY i BMPa3Hi miaxoan
[0 KOMbOPY TaKMxX aBaHrapAHMX pyxiB sK Ky6iaM, KOHCTPYKTUBI3M,
de Stijl, byTypuram, cynpematinam i ctoppeaniam (Meggs, 2005). Hat-
XHEHHI LMK pyxamu, rpadivHi AM3arHepn Bce YacTille BUKOPUCTO-
BYBau HarenemMeHTapHiLi popmu AnsaiiHy. Taka yBara Ao iCTOTHUX
(hopMarnbHNX eNEMEHTIB CEPeOBULLA XapaKTePN3Ye MOAEPHICTCHKI
EKCMNEPVMEHTMH, LLIO NepPeBaXkaroTb Y BCIX MUCTELITBAX LIbOro nepioy.
Ha MaKeT CTOPIHKM TOro Yacy BrIMHYM Taki XyOOXKHI Hanpsamu, aK
KOHCTPYKTWBI3M Ta rpyna De Stijl y HinepnaHnaax.

MpoTe, Habinblle Ha PO3BUTOK AM3aiHy BRIMHYB bayrays —
HiMeLbKa LIKoMa Au3aiiHy, fka Oyfna 3acHoBaHa apxiTeKTOPOM
Banbtepom poniycom y 1919 p. Yepes ekcnepuMeHTH 3 hopmMamm
Ta MaTepianamu NpeacTaBHYKYM LiEl LUKOAN GOpMyBanv HOBWIA NO-
rNAaf Ha pedi. A 4OCHioXKEeHHSA Ta CMHTES CTUMIB, po3noyari B bayra-
y3i, MOKJ1anM NoYaToK HOBUM XYAOXKHIM HanpaMKam.

107



[n3aiiH BidyanbHUX KOMYHiKaLin
Visual communication design

108

Y nepuli poku CBOro iCHyBaHHs bayrays OOTpUMYyBaBCA ek-
CMPECIOHICTUYHMX MOrNAaiB Ha AW3aiH, ane nisHile nepenLoB
110 (DYHKLiOHaNbHOro niaxody. XyAoXHVKK | an3aiiHepu bayrayay
nparHynM OCATTU HOBOI €AHOCTI MiXX MUCTELITBOM | TEXHOMOTIED,
CTBOPOKOYM DYHKLIOHANbHI NPOEKTK. MNpeAcTaBHMKM L€l WKOAM
4acTO BMKOPMCTOBYBaIN MyTYPUCTUYHI GOPMY, LLIO AEMOHCTPYBA-
NV MexaHi3aLito «MallMHHOTroO» CTONITTS.

Cnig BiA3HAYNTK YropCbKOro KOHCTPYKTMBICTa Jlacno Moroi-
Haas, aknin npuedHasca fo bayraysy y 1923 p. loro BHECOK LiHHWIA
LLOAO hOPMYBaHHSI TEOPETUHHOIO NIAXOAY A0 Bi3yaslbHUX KOMYHiKa-
Lil1, 0O Teopil Mpo 0COBMMBOCTI BUKOPUCTaHHA (DOTOMOHTaXy (KOM-
no3uTHe GoTorpadiyHe 306paXKEHHS], BUKOHAHE LUMSXOM BCTaBKM
ab0 HakNadaHHs PiSHUX eNeMeHTIB OfWH Ha iHLWWIA) B AKOCTI ito-
CTpaTMBHOIO cepefoBuLLa. BiH Takoy cnpusas iHTerpauii cnis i 06-
pasiB y eAMHE LiNne i BUKOPUCTaHHKO MYHKLIOHANbHOI APYyKapHiI.

lepbepT baiep viTko BTiNtOe dinocodito AvsaitHy bayrayay:
enemMeHTapHi GopMU NpUKpaLleHi opHaMeHTOM, a GopMK 0OpaHi
i pO3TallOBaHi ANS TOro, LWO6 CAYXXWUTU DYHKLIOHANbHUM NpU3Ha-
YeHHsIM («siICHOCTI iHpopMaLlii»). EneMeHTV mMaicTepHo 36anaHco-
BaHi i BUPIBHAHI 419 CTBOPEHHSA 3rypToBaHOI KOMMO3ULl, @ Haxun
nig aiaroHanbHUM KyTOM akTuBye npocTip (Boporickuii, 2004).

LBenyapcbki  AnMsanHepu Hadanu BeNUYEe3HOI >XUTTEBOCTI
rpadiyHOMY AM3ariHy LbOro nepiofy. Ilicna HaB4YaHHA B [Mapwi
3 @epHaHoM Jlexxe MepbepT MaTTep NoBepHyBCS A0 piagHol LLBein-
uapii, ae 3 1932 no 1936 pp. po3pobue nnakatu ans Llsenuapch-
KOI pagn 3 Typ13Mmy, BUKOPUCTOBYHOUM BRacHi hoTorpadii'y skocTi
BUXIAHOro Matepiany. Y CBOIX niakaTax BiH 3aCTOCOBYBaB METOAM
(DOTOMOHTAXY i KOMaXKy, a TakoXK — 3MiHM AMHaMIYHOro MacLuTaby,
BENVIKI 306paXkeHHs KPYMHOro niaHy, eKCTpeManbHO BUCOKI | HU3b-
Ki TOUKM Ornsay i Ay>ke LWinbHy 06pisKy 306paXkeHb.

MporpamMHa OAHOPIAHICTb 3a3HayeHoro pyxy 6yna akTUBHO
NpUMHATA AM3aHepamu, aKi npauroBann B rafysi CUCTEM Bi3y-
anbHOI ineHTUdIKaLily Apyrii nonoBuHI XX cT. baraToHalioHanbHi
Kopropauil He3abapoM MNPUIAHSANN APUHLMNAN MiDKHApOAHOro Tw-
norpa®iyHoOro CTUK, a came: CTaHOapTU30BaHe BUKOPUCTaHHSA
3HaKiB, KOMbOPIB i LWpU(TIB; BUKOPUCTAHHSA Y3roAKeHNX popmaTiB
CITKM ANs 3HaKiB i ny6nikalii; nepesara WpndTiB 6e3 3apy6bokK; Bif-
MOBa Bif AekopyBaHHA (Bopoicknia, 2004).

EpHcT Kennep (1891-1968), akoMy Lieit CTUAb 6araTo B YoMy
3060B's13aHMIA CBOEHO MOMYASPHICTHO, BBaXaB, IO AM3aiHepChKi
PiLIEHHA NOBWHHI BIALITOBXYBATUCS Bif 3MIcTy. Y 1950 p. novascs
BUNyckK »ypHany «New Graphic Designe» («HoBwi rpaciuHmnii au-
3aliH»), o NponaryBas ifel WBenLapcbKol LWKoAN. TyT po3milllyBa-
JINCb CTaTi MPO TBOPU XYAOXHWKIB — MOCIAOBHUKIB LIbOro CTUJIHO,
Lo 6ynn npeacTaBneHi Ha LLIBeluapcbkiin HalioHanbHi BUCTaBL
y 1939 p. (Batuyk, 2013).

Micna Opyroi cBiToBOI BiHW An3aitHepu LLBenuapil Ta Himeuy-
YWUHM 3aKPINUIN MOAEPHICTCHKUIA rpadivyHnii AM3aiH y pyci nig Ha-
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3Boto Swiss Design a6o International Typographic Style. BoHwu wy-
Kanu HelTpanbHW i 06'EKTUBHUIA NigXid, SKUA NigKpecntoBas 6u
pallioHanbHe MiaHyBaHHS i Cy6'eKTUBHE BUpaXkeHHA. [nsaiHepu
nobyayBani MoaybHi CITKM FOPU3OHTANBbHNX | BEPTUKATbHUX MiHIi
i BUKOPUCTOBYBANN IX Y AAKOCTI CTPYKTYpW AN perynsapusadil Ta
BUPIBHIOBaHHSA €1eMEHTIB CBOIX KOHCTPYKLi. doTorpadis BBaXka-
nacs HankpaLmMM Axxepenom Ansa 306pa)keHb — Yyepes il 3aaTHICTb
3pO6UTH TOYHWIA 3annc 06'ekTa. Byn CTBOPEHi aCMMETPUYHI Make-
TV i BU3HaHa nepeara wpndTiB 6€3 3apy6oK. [apMOHIT Ta ACHOCTI
MPOEKTY Hamaraaucs JOCArTM 3a JOMOMOro eneMeHTapHUX ap-
XETWMIB, BBaXKaroun Ui GopMM BAANNM NPOABOM MIC/IABOEHHOIO
HayKoBOro i TexHonoriyHoro nporpecy (Boporckuii, 2004).

HenepeBepLueHi rpadivHi KOHCTPYKLII, CTBOPEHI y Liei nepiog,
6y NPOKOMEHTOBAHI i NPOAEMOHCTPOBaHI Tunorpadom i An3an-
HepoM AHoM Yuxonbaom (Johannes Tschichold, 1902-1974) — mo-
NIOAMM HIMELbKMM An3aiHepoM. baraTo Koser y EBponi i B yCboOMy
CBITi MPUIAHSAAM MOro HOBWIA Miaxia Ao rpadivyHoOro AnsarnHy. AH Yu-
XOJb[] TAKOXX € OZIHUM i3 MOMNYNAPHUX TEOPETUKIB TATUHCHKOI TUMO-
padikn XX CT. i BBaXXaeTbCA MaNCTPOM TpaaMLIHOI ApyKapCbKOl
NPaKTUKK, OCOBITMBO KHMXKKOBOI TUNorpadil.

[MoyaTok XX CT. 03HAMEHYBABCA 3apPOXKEHHAM Ta PO3BUTKOM
HOBOTO XYAOXHBbOIO HaNPAMKY bayrays, Lo Aek1apyBaB KOHCTPYK-
TVBI3M i yHKLIOHANBHICTb, @ TAKOX BIiZIPiSHABCA HOBATOPCTBOM.
Came B HOBOMY CTUAI 6yNin BUKOHaHI Toro4acHi po6oTun Ymxonbaa.
Mig BnAnBoM HoBOI TMNorpadil bayraysy maicTep nodYaB BMKOPU-
CTOBYBaTM MPOTECKHI WPMATK | pPO3pO6MB CAPOLLEHI MaKETM.

MpoTe, BnacHe, (GyHOATOPOM LUBEMLIAPCBKOrO CTUAKD BBa-
xaeTbes Vosed Mionnep-bEpokmant. Y cBoilt kHnsi «Grid Systems
in Graphic Design» («MoaynbHi CiTKM B rpad@iyHOMY AM3aiiHi») BiH
BMK/1aB TEOPit0 MPO OAWH 3 HaWbINbLL NOMYASPHUX METOAIB KOH-
CTPYtOBaHHS nonirpadiyHol NpoayKLUil — MOAYbHY CITKY.

3 PO3BUTKOM KOMMFOTEPHUX TEXHOSOTIN NOYaB 3pocTaTh No-
MUT Ha BebB-MpPOfAaKLUH i BAOCKOHANEHHs AM3aiiHy iHTepdeiicis
30Kpema. Y BiANOBIAHOCTI A0 KOPWUCTYBaLbKMX MOTpeb mnoetan-
HO 3MiHIOBaNMCS Niaxoau BeG-An3aliHy. |, He3Baxkatoumn Ha Te, Lo
LWBENLAPCbKMIA CTUMb MalKe Lifie CTONITTA BMKOPUCTOBYETHCSH
B AM3alHepCbKild NpakTuLi, came npu po3pobli iHTepdeliciB BiH
CMpaBMB HaBINbLUMIA BNAVB Ha NNAcKW An3aliH, SKuii Habys no-
nynapHocTi avwe 3 2010 p., a 3 2014 — cTaB HOBMM CTaHAAPTOM
y OV3aNHEPCbKOMY KOMM'FOTEPHOMY HampsaMKy. TUM HE MEeHLLE,
NpakTUYHE 3aCTOCYBaHHA LWBENLAPCHKOro CTUIIIO BUSABUMIO HU3KY
npo6nem i nepeBar, ki BUMaratoTb HayKOBOMO aHani3y, knacudika-
Uil Ta BUBYEHHS NCUXONOTIYHOro BM/MBY Ha KOPUCTYBaYa.

CyyacHi gocnigkeHHs iHTepdelciB NiaTBepaAnaIM HeOoOXioHICTb
BpaxyBaHHS Npv NPOEKTYBaHHI HE NULLIE TEXHIYHNX MUTaHb, @ M NCUXO0-
NOTMYHMX acneKTiB BM/IMBY rOTOBOIO NPOAYKTY Ha NoAMHY. 30KpPEMa,
B po6oTi K. Cyrak (2005) BU3HAYaOTbCA EPrOHOMIYHI aCneKTH iHTep-
elicy, AKi BNAnBatoTb Ha YCMiLLIHICTb BUKOHAHHS 3aBAaHb Ha KOMM'+o-
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Tepi, Ta GopMYNOKTLCS BIANOBIAHI MPOEKTYBaNbHI MPUHLMNN. Tak,
NPUHLUMN €OHOCTI MPOSABASETLCA, HA AYMKY AOCNIAHWLI, B TOMY, LLIO
«MpV BUPILLEHHI CYO'EKTOM TpYAOBOrO 3aBAaHHSI Ha KOMMOTEpI
KOTHITUBHI | OiANIbHI KOMMOHEHTW BUKOHAHHS OMepaLiii BU3Ha4atoThb
i DOPMYIOTb EAMHUIA KOMIMIEKC EPrOHOMIYHMX XapaKTepUCTUK iHTep-
teicy» (Cyrak, 2005, c. 58). MNMpuHUMN BiANOBIOHOCTI Monsarae y «sig-
MOBIAHOCTI rpadiyHoro iHTepdercy iepapxil, TOCAIAOBHOCTI i 3MICTY
BMKOHYBaHWX KOPUCTyBaveM 3aBaaHb» (Cyrak, 2005, ¢. 59).

BcebiyHi TecTyBaHHS MporpaMHoro 3abe3neyveHHss Ta PisHOl
Be6-NPOAYKLII Np3Benn A0 GOPMYNHOBaHHSA OCHOBHUX PEKOMEH-
Jlauii 3 NpoekTyBaHHA iHTepdeiciB Beb-canTiB. Tak, iHTepdeiic
NOBUHEH 6YyTK, y NepLly Yepry, MakCcMManbHO yHiBepcanbHNUM Ans
6yAb-9KOI KOPUCTYBaL|bKOI aBAMTOPIl, KOTPa MOXe Pi3HUTUCA 3a
BIKOM, CTaTTHO, iHTENeKTyabHUM piBHEM, KOMM'IOTEPHOKO FPamMoT-
HICTHO TOLLO. Y UbOMY MONSArae MOro IHTYITUBHICTb — FOMIOBHUI KPW-
Tepiin ouiHOBaHHA roTOBOI BeG-npoayKLil. KpiM Toro, 0CHOBHUMM
pucamm AKiICHOro An3arHy iHTepdeNnciB € eproHOMIYHICTb, NaKOHIY-
HICTb Ta MYHKUIOHANBHICTb. IHWMMK CNOBaMU, KOXKEH PO3POBHUK
Be6-NPOAYKLIT MOBMHEH MparHyTV AOCSATTU BUCOKOMO «t03abiniTi»
(Tak 3BaHOI KOMYyHiKaTVBHOI KOMMOPTHOCTI) (Jlem6, 2007).

Ha CbOoroAHilLIHIN AeHb pO3MaITTH raKETIB Y HALLOMY MOBCHK-
[EeHHI Bpaxkae. ToMy BaXKIMBO PO3YMITU OCOHBAMBOCTI BUKOPUCTaH-
HS1 KOXKHOIO 3 HUX, 06 MaTh MOX/IMBICTb 3 MakCMMasbHO OnTH-
MasbHICTHO 3aCTOCYBaTW NOTPIOHI METOAM | NPUIOMUM BEG-AM3aNHY.

[ocnioHKy NPOrHO3yOTh, WO, 3aBAAKN ECTETUYHOMY 30BHILL-
HbOMY BUINALY, HEBEIMKOMY 3arasibHOMY PO3Mipy CTOPIHOK CaiTy,
a TakoX — 6e3MeXXHUM afanTUBHUM MOXXIMBOCTSM, «MacKuin»
CTuNb 6yae AOBrO 3anuLIaTUCS aKTyaflbHUM i, MMOBIPHO, TpaHc-
hOpMYyBaTUMETLCA B IHLWI HANPSIMKN Be6-AM3aliHY, 3anOBHIOKOUN
co60to cydacHUin IHTepHeT-npocTip (Onanes & Bakynexko, 2016, c.
223). TakoxK HayKOBLLi 3BEPHY/M yBary 11 Ha iHLLE aKTyasibHe NuTaH-
HSI Cy4aCHOCTI — PO3BUTOK BUKOPUCTAHHSA MOBINbHUX TenedOoHIB.
BuaBmnocs, WO Ha CbOrOAHIWHIA AeHb KOPWUCTYBaui NMpPoOBOASATb
MOPIBHSIHO GifbLUe Yacy B iHTEPHETI 3a AONOMOrok cMapTdoHa abo
iHLLIOrO MOGINIBHOIO I'afPKeTY, HiX 3a CTaLiOHaPHMM KOMM'FOTEPOM. |
came Le BMAMHYNO Ha PO3BUTOK MPOCTMX, DYHKLIOHANBbHUX Xy O0X-
HIX NPUHLMNIB B AN3alHi iHTepdelcis.

Mnackuii gmsaiiH no4yaB MPOTUCTaBASATMCA CKeBOMOPDi3My
(peanicTMyHOMy 306pakeHH!0), AKMIA [0 UbOro 6yB MOMyAApHUM
y rpadidyHoMy Am3ainHi Ta digital-cepenoBuiLl. 3HOBY 3BEPHYNNCSH
[0 nnackux popm Google i Windows 8, siki BigMoBMAMcs Bif opHa-
MEHTIB, rpafieHTIiB Ta TiHel, BiaJarouun nepesary NpocTuM apxeTu-
nam Ta YNCTUM KomnbopaM. Iphone 7 Takox nepeiiloB Ha HOBUIA
An3ariH nicna ckesoMopdiamy. MpocTi GOpMK, NAaKOHIYHICTb Ta
nepeBara (yHKLioHany, 6e33anepeyHo, NepemMorin y cy4acHoOMy
rpadiyHoMy ansaiiHi (Onanes & BakyneHko, 2016, ¢. 218).

Ak BMAHO, AN3aHEPU BUKOHYKOTb POJib He fMLle O(OPMIIHO-
Ba4iB NPOrpamMHOl CUCTEMMU, asle i CTarOTb AOCIAHMKAMMK, aHaNiTN-
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KaMu, MCUXonoraMu 3aaa AKICHOrO KiHLEBOroO pe3ynbTaTy. Ampxe
NpIOpUTET — caMe B eproHOMIYHOCTI Ta 3p03yMINOCTi IHTEPdENCY.
[n3anH NoB1HEH flonoMaraTi NKOAAM Ta MONerwyBaTu IXHE XXUTTS.
ToMy Ha CbOrOAHILLHIA AeHb pO3AiNA0Tb ABa CKIaaHWKK BeG-an-
3aliHy: UX (User Experience Design, WO y nepeknafi o3Havae «0-
cBif B3aemopii») Ta Ul (User Interface Design, — «aAn3aiiH iHTepdeit-
Cy KOpUCTyBa4a», — Lie 6ifbLL BY3bKe NOHATTS, Sike BKIIOYaE B cebe
NeBHWIA HaBip rpadiuHO 0hOPMIEHUX TEXHIYHMX ENEMEHTIB).

Cepefl apceHany AvsaiiHepCbKux 3acobiB i NMPUAOMIB LIBEI-
LIapCbKOro CTUMNKO — aCUMETPIA KOMMO3WLiT, MOAY/bHI CITKK, TUMO-
rpadisi, Bigeorpadika, aHiMmalif, ciHemarpad, nnaleyHi KonbopK
i rpafieHTu, 6innii NPOCTip, HaniBNnackuin anaaiH, 3D-306paxkeH-
Hs. CamMe Ui NposiBM MOXHa cnocTepiratv B AM3aiHi iHTepdelicis
Cy4acHNX MNPOBIAHNX AN3aNHEPCHKMX KOMMAHIN.

Hanpwvknag, npoaHanisyeMo TBOPYY KOHLEMLO LWBENLapCbKOl
AnsainH-cTynil «Station» (calT — station.ch). AreHuis dyHKUioHye 3a
MPVHLMMaMK HOBWX TEXHONOTi Ta LndpoBOro crinkysaHHs (puc.1).
«Station» GopMytoTb Cy4dacHMA Am3alH 3 web-gogaTkamu, GpeH-
OVHTOM Ta AKICHUM KOHTEHTOM, MPO4YMYHOUM CBOI KPOKW Hanepes.
KoMaHaa OvsanH-CcTyail WwaHye 3Buyal Litoprxa, HasmBakouu noro
ManLaH4YMKOM ONA HAaTXHEHHS, ale, B TOW XKe Yac, TICHO CriBnpaLutoe
3 PIBHUMU MIDKHAPOAHMMM MapTHEPaMN Ta KlieEHTaMu. Y CBOIX Hait-
BiOMILLMX po6oTax (caiT 13photo AN OAHOVMEHHOIO LIBeMLiapCh-
KOro (hOTOareHTCTBa, CanT ikea-blog ANS HigepnaHACLKOI TOProBol
Mepexi 3 npofaxky Mebnis i ToBapiB ana aomy IKEA, caiiT digitaltag.
swiss ana Digital Day Switzerland, caT ans apxitekTypHol dipmu
Herbert Bruhin) amsaiiHepn «Station» Bukopuctanu doTorpadil Ta
6iNMin NPOCTIP, MOAYNbHY CITKY, IMITaLitO YXYPHANbHOI BEPCTKM, FPO-
TECKHi WpM®dTU Ta MaCVBHI 3arofioBKK, FpafdieHTHE POXEBO-CUHE
TNo, MoToKoNaxi, iKoHorpadiky. MNMpogymaHa CTpyKTypa, Haeirauis
Ta aHiMaisg NiACUIVAN 1 ONTUMI3YBann KOHLENLT cCanTiB.

OnzanH-ctynia «Fantasy», odicn akol poaTawoBaHi B CLUA
(Hbto-Mopky Ta CaH-®OpaHumMcKo), noegHye y CBOIM AiANbHOCTI
umcposy cTparterito, UX Ta Ul ansaiiH (punc.2). 3a yac cBoel pobo-
TV Ue NignpveMcTBO OTPMMano 6araTo BiA3HaK Ta Haropoa, cepesa
Akmx — Industry Awards, Cannes Lions, One show. OcHOBHWI Ao-

|Hetlu. We're ,
Station. - Puc. 1. CTopiHkM
- E 1 caifTy auaaiH-cTyail
«Station».

Fig. 1. Site pages of
design-studio «Sta-
tion».
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Puc. 2. CTOpiHKK
CcauTy aAn3aviH-CTyail
«Fantasy».

Fig. 2. Site pages of
design-studio
«Fantasy».

-

=R

POBOK CTAHOBAATL CalnTW ANA aMepUKaHCbKOro po3pobHmMKa npo-
rpaMHoro 3abeanedeHHa Adobe, KynbTOBOro 6peHay B CBIiTi Moan
Balenciaga, ameprkaHCcbKoro Myseto MmucTelTB «The Metropolitan
Museum of Art». Ynto6neHi NpoekTyBanbHi NpvitoMu AnsaitHepis
CTYAil — MPOCTI, 3aNMOBHEHI KONTbOPOM MAaLlKu, WpudTh 6e3 3apy-
60K 3 XXMPHUM Ta HaniBXMPHUM HaKpecneHHAM, OriYHO nojaHa
iHbopMaLlis, npocta KoMMo3wuuis, ikoHorpadika, doTorpadia, a
TaKOX BMKOPWCTAHHA MOAYNbHOI CiTKM Ta pisHOMaclUTabHUX 3a-
FONOBKIB. EneraHTHICTb, IHTYITUBHICTb | CBiXICTb — dipmMoBe Ao0-
MOBHEHHS MPOEKTIB.

lle omHa BigOMa 1 ycnilHa AM3anHepcbka opraHisauia —
ansainH-ctynis «Vintage» (callT vintage.com.ua) — 3HaXOAWUTHLCS
B YKpalHi, B KueBi. Boani npoektn amsanH-ctydil — cantu MiHi-
cTepcTBa iHaHCIB YKpaiHW, TeNeBi3iMHOro «HOBOro KaHany» Ta
BiJIOMOro BMPOBHMKA MOPO3UIbHO-XONOANIBHOIO YCTaTKyBaHHSA
«Vestfrost», coumepexi ana Jonson & Jonson, noptan ans Tetra
Pak Towo. ¥ 2012 p. ua TBOpYa KOMaHAa oTpvmana Haropogy
CBITOBOro piBHA «Kpallnin canT AHA» 3a Bepcieto CSS Winner. | Ha
CbOFOAHILLHIN AeHb «Vintage» 3anuaeTbCs HakpalmMm Be6-BU-
POGHNKOM YKpaiHu.

[n3zaiiHepn KoMnaHii NoeAHyOTb CTPaTEriYHNA BEO-MaPKETUHT
Ta KpeaTuB, MPOTAroM TPMBAsIOro Yacy CTBOPHOIOUM €TaTIOHHY Mpo-
OYKUHO. Ix po60TU AicKpaBi Ta CMINMBI, 3 NOrYHO NpoOAYyMaHOH KOH-
Lenuieto (puc.3). A e Be6-canTu Liel AM3aliH-CTyail BiapisHATbCS

Puc. 3. CTopiHKu
cauTy aAn3aviH-CcTyail
«Vintage».

Fig. 3. Site pages of
design-studio «Vin-
tage».
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HaykoBa
HOBM3Ha Ta
npakTHYHa
3HaYUMICTb
BOCHI1)KEHHS

BucHoBku .5

4iTKOO 6Y0BOKD 32 MOAYTBHOK CITKOH), TAKOHIYHICTHO, FPOTECKHM-
MU WpUOTaMK, BUCOKMM (DYHKLIOHAMIBMOM Ta LUMPOKUM BUKOPU-
CTaHHSAM poTorpadiky Ta aHimMauil.

CTWIbOBI 03HaKM 3a3Ha4YeHMx BULLE MPUAOMIB OPraHivHO
(DYHKLIOHYIOTb Ha caiTax odiliiHOro xapakTepy. 30Kkpema, canT
MiHicTepcTBa OCBITW YKPaiHW BUKOHAHWI Yy MOBHIM BiANOBIAHOCTI
LUBENLAPCbKOMY CTWJ, WO (OKYCye yBary BiABiAyBadiB Ha Bax-
nmBin iHdbopmauii (puc. 4).

Puc. 4. CTOpIHKu
canTy MiHicTepcTBa
OCBITY | HAYKM
YKkpaiHn.

Fig. 4. Site pages
of Ministry

of Education and
Science of Ukraine.

Y npoueci OOCHIAXKEHHS Cy4acHUX TpeHaiB BebG-An3aliHy Ha
npuKnagi TBOPYMX KOHUENUin BiAOMUX AU3alH-CTyAin 6yno npo-
Be/leHO napanesb WOoA0 BiANOBIAHMX TEHAEHLIN Y CMiBBIAHOWEHHI
3 XYAOXKHIMM NPUHLMNaMK LBENL@PCbKOro CTuto. Ak 6yno 3'sco-
BaHO, CbOroAHI An3aHeP MOBUHEH He NWLLEe BAasIO BidyanisyBaTtu
CBI MPOEKT, a 1 nonepefHbOo NpoaHanisyBaTi PUHOK, BU3HAYMBLLN
BUMOHY PISHULIKO MK MPOAYKLUIEHD KOHKYPYHOUMX KOMMaHin. Tak,
Ha NpuUKnagi 4iANbHOCTI TPbOX MPOBIAHWX AN3ANH-CTYAIA — LUBEW-
Lapcbkol «Station», amepukaHcbkol «Fantasy» Ta BiTYMBHAHOI
«Vintage» — BOanocs NigTBEPAUTH Tesy, Lo NuLle Pi3HOCTOPOHHIN
niaxin, 6axkaHHs An3aiHepa 3po3yMiTn dinocodito i MeTy KoMMaHil
3[1aTHi 3a6e3Me4nTH CNPaBXKHIO AKICTb AM3aiH-NpoLiecy. |, SK BUS-
BWIOCH, Xy[OXHbO-BMPA3Hi 3ac06M Ta MPUINOMM CaMe LIBENLIapCh-
KOro CTWU/IHO JO3BONAOTL AKHAMKpaLLle peanisyBaTu Take nparHeH-
HS. LM i aprymeHTyeTbesl cTabiflbHa NoNyNspHICTb 3a3Ha4YeHoro
CTUIIO Y NIOLLMHI rpadivyHOro Ansanny.

KpiM TOro, AK BMAHO 3 MPaKTUYHWUX MPUKIaLIB YCMilLHOro Be-
JEHHST AN3aH-AiSNbHOCTI, BUBYEHHS TPEHAIB Ta 3aKOHOMIPHOCTEN
X BUHMKHEHHS AoMoMararoTb Y MPOrHO3yBaHHI ManByTHIX XyAOXKHIX
HanNpPAMKIB, afpKe NMpUpoAa TPeHAy — UMKIYHA. A AN CTBOPEHHS
aKTyanbHOro Ta sKICHOro Au3aiiHy HeobxifHa 06i3HaHICTb cepef
BIAMOBIAHWX TeHAEHUIN, PO3YMiIHHA TPMBAIOCTI IXHBOIO NaHyBaHHS.

OT>Ke, LUBENLAPCBKUIA CTWUSIb — IHTEPHALLIOHANBHWIA | YHIBEpCab-
HWIA 33 CBOIM XapaKTepoM, XyAOXKHbO-BMPa3Hi 3aCO6M KOO MOMIT-
HO BM/IMBaOTb He NKLLEe Ha AM3aiH iHTepdeliciB Beb-calTiB, a i 3ara-
JIOM Ha CBITOBWI CydacHU An3ainH. O3HaKM LWBENLIAPCbKOro CTUMHO
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CbOrofiHi ickpaBo NpeAcTaB/eH y poboTax NPOBIAHMX AM3aliHepChb-
KUX CTYAIi, LLO POBUTH iX 3paskamu ANa HacnidyBaHHS, TUM CaMyM
MPOAOBXKYIOUM MOMyNApM3yBaTV Taky CTUAICTMKY BeG-MPOAYKLI.
TexHiYHI MOXIMBOCTI 3pOCTarOTb, ane 6a30Bi NPUHLIMMK, «CKENeT»
LUBENL@PCHKOro CTUKO 3aULLIAETbCA CTanMM Ta afanTyeTbes A0
Cy4YacHMX yMOB. BigTak, My NpoCcnigKoOBYEMO MOro MPosiB He NnLle
B Cy4YaCHMX TpeHAaax, a i cepef] KnacuyHux Npuknaais, Bxe copmo-
BaHWUX Yy BUMNSAI NpaBWi NPOEKTYBaHHS iHTEPhENCIB.

Ha ocHoBi BMBYEHHS MOPTHOSIO NPOBIAHUX CBITOBMX Ta BIiT-
YUBHAHMX OM3aMH-CTYAi, OPIEHTOBAHNX MEPEBaXXHO Ha BeH-Npo-
JAKLWH, AOXOOMMO BUCHOBKY, WO XYAOXHI MpuiioMu Ta 3acobw,
nonynapHi cepef AnsariHepie XX cT. (a BiANOBIAHO — NPUYETHI A0
hOpMyBaHHS LLIBENLIAPCBKOrO CTUIID), 3aMULLIAOTbCA aKTyarb-
HUMUK | cborofHi. Mpu UuboMy Tpaauuil bayraysy y mMexax ogHoro
MPOEKTY rapMOHINHO NOEAHYHOTHCA 3 6iNbLU CKAaAHUMU hopMamu
LumndpoBol rpadiku: aHiMauieto, Biaeorpadikoro, 3D-mMomensmu.
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AHoTauis

MeTolo cTaTTi € BCebiYHU aHanis au-
3alHepCbKOol  AifNbHOCTI  MPOBIAHOMO  yKpa-
THCbKOro aBaHrapamMcta Baguma Mennepa
3 0CO6MMBOKO yBaro [0 MOoro cueHorpadii
Ta CueHiyHoro kocTioMy. Metoponoria po-
CNifPKeHHsl BW3HAYeHa 3aCTOCYBaHHSM iC-
TOPUYHOIrO Ta MUCTELTBO3HABYOro, 30KpemMa
hopmanbHo-cTunicTMYHoro aHanisy. Hoeus-
Ha AOChigKeHHA. Y OOCAiIIKEeHHI NpoBeAeHO
BCEBIYHMI aHani3 Am3aiHepCbKol AisNIbHOCTI
B. Mennepa, BiACTEXYETHCA NOrO iAeNHNN B3a-
EMO3B'A30K 3 LKoot bayrays. Bnepuie pos-
rNaAaroTbes NPOBAEMM | OCBIA PEKOHCTPYKLT
TeaTpasibHOro KOCTIOMY 3a eckizamu B. Men-
nepa, nposefeHol Ha 6a3i Myseto TeaTpanb-
HOro, My3M4HOro Ta KiHOMUCTeLTBa YKpaiHu.
B ny6nikauil BBOAUTLCS TEPMIH KOHCTPYKLis
KOCTHOMY, LLIO 3aCBiYYye KOHCTPYKTUBICTCHKNIA
nigxia MancTpa A0 BUPIWEHHA MNOCTaHOBKM
BUCTaBW 9K €AMHOIO UiIoro. TeatpasbHUI KO-
CTHOM MUCTIUTLCA IHTEMPOBAHUM Y CLEHIYHNIA
MPOCTIP | B3AEMOZAIE 3 HMM 3a AOMOMOI OO PyXy
i YepryBaHHs KObOPIB; rM60oKa NPoAyMaHiCTb
fJeTanen JO3BONAE 3MiHY CLIEHIYHOrO MaJsltoH-
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Abstract

The aim of the article is to conduct in-depth
analysis of design activity of a leading Ukrainian
avant-gardist Vadym Meller with the focus on
his stage design and stage costume. Method-
ology of the research is determined by applica-
tion of historical method and method of art crit-
icism, namely formal stylistic analysis. Novelty
of the research. The research includes detailed
analysis of design activity of Vadym Meller and
his ideological relationship with the Bauhaus. It
is for the first time when problems and recon-
struction experience of stage costume based
on sketches by V. Meller, conducted by the Mu-
seum of Theater, Music and Cinema of Ukraine,
have been studied. The article introduces the
term costume construction which shows con-
structive approach of the artist to staging a play
as a whole. Stage costume is seen being inte-
grated into the stage setting; it interacts with
the setting by movements and recurrence of co-
lours. Thorough choice of details let the stage
picture change, reinforcing the content of the
play. Conclusion. Avant-garde design of Vadym
Meller proves the fact that high quality of his
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Ky, @ BiATaK MOCWIHOE 3MICTOBE HaMoOBHEHHSA
BUCTaB/. BUCHOBOK. ABaHrapaHwi amsainH
Mennepa 3acBifuye, WO BUCOKA SAKICTb MOro
MUCTELTBA € pPe3ybTaToOM OCOBANBOrO MOLLY-
KY BHYTPILUHbO-3YMOBJIEHOI CTWUbOBOI BIAMO-
BiZLHOCTI JyxOBi CBOro yacy. Takuin nornsag gae
NiACTaBW Cy4aCHUM n3anHepam nepernaHyTm
niaxig 4O B3aeMOAIl 3 aBaHrapAHUMK Hanpsi-
MaMu: He MPOCTO 3anosmyat Gopmu i Konip
aBaHrapAMCTiB, Yepes Lo 3a3Har0Tb BUXOO-
LLIeHHs IXHI ifel, a BpaxoByBaTW Hacammnepes
XYAOXKHi MOLUYKN | TEXHOMOTiS PO3B'A3aHHS eC-
TETUYHYMX NPOBEMm.

KniouoBi cnoea:
aBaHrapAHWin an3aitH, TeaTpasibHUA KOCTIOM,
KOHCTPYKLIst KOCTHOMY, cueHorpadis, Bagum
Mennep.

BeTyn 1]

art is the result of special search of inner-driven
stylistic compliance with the spirit of the time.
This idea provides basis for contemporary de-
signers to reconsider the approach to interac-
tion with avant-garde trends: not only to borrow
avant-gardists forms and colours, but also to
consider artistic searches and techniques to
resolve ethical issues.

Key words:
avant-garde design, stage costume, costume
construction, stage design, Vadym Meller.

[An3ainH AK HanpsM NpUKIagHOI MUCTELIbKO! OiANbHOCTI CBOE
HaTXHEHHA Yepnae 3 BUCOKOro MUCTELITBA, B paMKax sKoro MocTil-

HO 3[MiMCHIOETHCH eKCNepUMEHT. ACKpaBMM MNpuKIagomM Takoro
nowlyKky 6yB aBaHrapamnam. B 3axigHin €Bponi NnpuknagHum BTiNeH-
HSAM aBaHrapy ctana wkona bayrays. [eBHi iIHCTUTYLiHI aHanory,
Hanpuknag, BXYYTEMAC i TTHXYK MU MOXeMO 3HalnTu | Ha TepeHax
CxigHol €Bponu. Ane B YKpalHi aBaHrapj iHCTUTYrHOBaBCS, HacaMm-
nepef, B MucTteLibkoMy o6'eHaHHI/TeaTpi «bepesinb». [nsa anza-
HepiB OCBIA pO60TH B TeaTpi MOXeE 6YTU LiiKaBMM, TOMY LLIO TeaTp
CTBOPHOE CBOEPIAHI MIKPOMOAENI XXUTTHA, OKPEMI CBITU, a AeKkopallil
€ AN3anHePCbKM OOPMIAEHHSIM LIbOrO YXUTTS.

Ba)kninBo 3a3Ha4mTy, LLO cepen XyOOXKHNUKIB «bepe3onsa» Yinb-
He Micue nocigae Bagum Mennep, KOTpui HaB4YaBCA B MIOHXEHI
i MapwKi, BCOTyBaB TOro4acHi nollykn Ta 6yB nponaraHAnCTOM
HOBOrO €BPOMENCHKOro MUCTeLTBa. ig Yac HaBYaHHA 6yB 0CO-
6UCTO 3HaromMuit 3 Backnem KaHanmHebkm Ta Maynem Knee, aKi
6ynn 3anpoLleHi A0 BMKNaAaUbKol AianbHOCTI y bayrays. TanaHT
Mennepa 6yB BiA3HayeHWn came B E€BponNi. 3HAKOBOK MOfiEt0
cTana nepemMora Mennepa (30/10Ta Mefasb) 3a KOHCTPYKTUBICT-
CbKWiA MakeT 0 B1UcTaBK «CekpeTap npodcninkun» Jleposa CKoTTa
y 1925 poui B lMapwxi Ha Mi>xHapoAHin BUCTaBLi 4eKOPATUBHOIO

mMucTeuTBa (puc.1).

Meta H
LBOCHI1)KEeHHSA

MeTolo cTaTTi € BCeHIUYHMI aHani3 AM3anHePCbKOl AiNbHOCTI
NPOBIAHOrO yKpaiHCbKOro aBaHrapaucTa Baguma Mennepa 3 oco-
6MBOO YBaAroto A0 Moro cueHorpadii Ta CLEHIYHOrO KOCTIOMY.
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Puc. 1. Bagum Mesnnep 3 MakeTom
[0 BucTaBu «Cekpetap npogcinku».
MucTelbke 06'eiHaHHS «bepesinby.
1924.

Fig. 1. Vadym Meller with a model for
the play «Secretary of the Trade Union».
Berezil Artistic Association. 1924.

Y [OCNioXXeHHI BUKOPUCTAHO iICTOPUYHWI Ta MUCTELITBO3HAB-
4yuii, 3oKpema (hopmManbHO-CTUAICTUYHKUIA aHanis.

[>xepenbHoto 6a30t0 AOCNIAKEHHSA € ecKi3n TeaTpanbHMX
KOCTHOMIB, TeaTpasbHi adilli, CBITAMHK, SKi 36epiratoTbes y hOoH-
Jax MTMKY, a Takox 36epexxeHi TeaTpaibHi KOCTIOMW Ta PeKoH-
CTPYKLIA BTpa4YeHnx. Y cTaTTi BUKOPUCTOBYOTLCHA MaTepianu ABOX
MacLUTabHWX NPOEKTIB 3a y4acTi y KypaTOPCbKil rpyni aBTopa Ljiel
CTaTTi, NPUCBAYEHNX TeaTpasbHil AiANbHOCTI pexuncepa Jlecs Kyp-
6aca. [Mepwunin NpoekT — BMcTaBKa «Kypbac y Knesiy, Lo npoxoau-
na B Mysel TeaTpalibHOro, My3n4HOro Ta KiHoMmucTeLTBa YKpaiHu
3 25 ntoToro no 25 »oBTHs 2017 p. (KypaTopcbKka rpyna npoexTy —
BipnsHa Tkay, TeTaHa PyaeHko, BansaemapT Kntosko).

Opyrun, — BuctaBka «Kypbac: HoBi CBiTW», WO npoxognna
317 »O0BTHA MO 2 rpyaHa 2018 p. B MucTeLlbkoMy apceHani i 6yna
CMiNbHUM MPOEKTOM MwucTeubkoro apceHany, MTMKY, Yara Arts
Group (Hbro-Mopk) (KypaTopu npoekTy: BipnaHa Tkau, TeTaHa
PyneHko, BanbaemapT Knosko).

BaxxnmBUM IpKepenom AOCIAXKEHHS CTanu CTaTTi | Te3u BUCTY-
nis B. Mennepa 3 apxiBiB LleHTpanbHOro Aep>KaBHOro apxiBy-My-
3€r0 MUCTeLTBA i NniTepaTypn YKpaiHu, Moro nnuctu o bpoHicnasu
Hi>kHCbKOT, aKi 36epiratoTbes y doHaax bibnioTekn KoHrpecy
(CLLA), a Takoxk ony6nikoBaHi cTaTTi MUTLA, AKi 36epernucsa (Men-
nep, 1927). [JonoBHIOKOTb [yKepenbHy 6asy AOCHiAXKEHHA crora-
an aktopa Teatpy «bepesinb» PomaHa YepkalumHa (YepkalunH
& GomiHa, 2008).

Cepen BMAaHb NpoO YKpaiHCbKMIA aBaHrapg 6a30BMM 3anuila-
€TbCS KaTanor BUCTaBKM YKPAIHCLKOrO aBaHrapay, ynopsaaxkosa-
HMX 3a ydacTto aBTopa (Myapak & PyaeHko, 2015). A Takox, niTe-
paTypa npo bayrays (Ifponuyc, 1971).

Cepen 6araTbOX MWUCTELbKMX HanpsaMiB, MNpeacTaBieHnx
y bayrayai, ocobnmee Micle nocigaB TeaTp. BiH 06'eaHyBaB Gara-
TO XyAOXHiX MOPM B 0fHe BMpasHe Line, 3aBAsKM YOMY YTBOPHO-
Banucs Uikasi ManfaHYMKN AN XYA0XKHBOrO CaMOBUPAXKEHHS Ta
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eKkcrnepuMeHTy. foBopsun Npo ifel Ta CTpykTypy bayrayay, noro 3a-
CHOBHUWK B. Iponiyc y 1924 poui 3a3Havae: «CUeHiYHe MUCTeLTBO
3a CBOIM OPKECTPOBWM XapakKTepOM € CMiB3BYYHMM OyAiBeIbHOMY
MUWCTELTBY, BOHM 6araTo AatoTb OANH OHOMY. AK B apXiTeKTypi Bce
Mae 3abyTu CBOE «s» 33415 NiANOPAAKYBAHHSA EAWHIN BULLIA METI
CTBOPEHHSA CUHTETMYHOIO MUCTELTBA, Tak i Ha CLeHi icHye 6araTo
XYAOXKHIX Npobnem, AKi BUPILLEHI 3a 3aranbHUMM A5 HUX 3aKOHa-
MM | YTBOPIOIOTb HOBY BENWKY eHICTb» (Tponunyc, 1971, c. 244).

Bayrays nporonocme apxitTekTypy, >XUBOMUC i CKYNbNTYPY ean-
HAM LiNnUM. Taknin caMmnini IpuHLUMNI 4O CTBOPEHHS cLeHorpadil BK-
KopucToByBaB i Mennep. HesBaxatoun Ha Te, Lo OCHOBHOK METOO
JlaHol CcTaTTi € 3'AcyBaHHA cneumdiky TeaTpanbHOro KocTomMy Ba-
a1MMa Mennepa, Ha Hally AyMKy, nodaTv Tpeba came i3 cleHorpadii
MUTLSI, OCKifTIbKM 1 caM KOCTHOM 6YB 3HAYHORD MIpOHO 1i YaCTUHOLO.
Moro cleHiYHuiA MpocTip, crodaTky 3adikcoBaHUI y BUFMALI NPo-
EKTY-MaKeTYy, 4aCcTo He 6yB 0OMEXXEHWI NiAMaKETHNUKOM, — KOPO6-
KOO, KA IMITye CLEeHyY, 3aKpuTy Kyficamu. MuTelb CBOI AekopaLil
npeacTaBnaB Y BUMAAAI iHCTanALii, WO noeaHyBanu B Cobi BUpa3Hy
XYAOXKHIO hopMy i 3MICT. MNOSCHIOKYM MONOAMM XYAOXKHUKAM Tex-
HOJIOTIYHI Ta I4€0OMIYHI acneKTn MUCTELbKOI TBOPYOCTI, Mennep
3BepTaB yBary Ha HeOOXiAHICTb CUHTETMYHOMO MiAXomdy A0 CLEHO-
rpadil, CMINMBOMY MNOEAHAHHI BUpPaXKanbHNX 3acObiB Pi3HMX BUAIB
MucTeuTBa. «[CydacHuin TeaTpanbHNU XyAOXKHUK] — Le Bifblie Hix
BOJIOAIHHS MPOMECINHOKD TEXHIKOK B OAHOMY »aHpi MUCTELTBA ...
Lie He CTaHKOBICT, He CKY/bMNTOpP, HE apXiTeKTOP, MPOTE BCI Pi3HO-
BUOV UMX MUCTELTB (DOPMYKOTb CBITOMNSA, MUCIEHHS XyOOXHMKa
TeaTpy» (Mennep, 1940).

OcobauBICTb CTUO cueHorpadil Mennepa — Le BMpasHICTb
Ta 6araTodyHKLioHaNbHICTb Aekopalii-iHcTanauin. MuTelb 3BiNb-
HSIE CLIEHY Bif KyJiC Ta 3aAHVKIB, O4MLLIaH0YM NPOCTIP, MO36YBLLNCH
JEKOPATUBHOMO Ta HaTypaniCTUYHOro. Y BuUCTaBax «[as», «pKiMMmi
[irriH3», «MakbeT» Ta «MalunmHobopLi» AekopaLi-iHcTansauil «3By-
4YaTb» y MPOCTOPI CLEHW, @ MO3ay BIAKPUBAETLCSA LIEMIAHA CTiHA —
TaKWil 3apas akTyanbHWii CTAb NodT (puc. 2—4). Mennep npadoe
AK CKYSIbNTOP, @ TAKOX K KOHCTPYKTOP, apXiTeKTOP Ta iHXeHep. 1o
peui, yacTo B adiwax MOBby Bagum Mennep 3a3HadaBcs came §K
KOHCTPYKTOP CLiEHM Ta KOCTHOMIB.

Tako) Tpeba Big3HAUYMTU OPUriHaNbHICTb KOCTHOMIB: Ha Cipiit
MOHOXPOMHI KOHCTPYKLIT «[a3y» BOHW BUrNsA4anu CTPOro Hakpec-
NEHUMMU Ta KOHTPACTHUMMN — YOPHO-6IAMMU Y KaniTanicTiB i BPyYHY
nochapboBaHNMK AN POBITHUKIB. Pyx KONbOpY CTBOPHOBABR iNt03it0
PYXy BCI€l KOHCTPYKLII — Ha CUEHI «MpaLkoBaB» 3aBoA. Yce 3'eAHy-
Banocs B 0fHe Line: cueHorpadis, KOCTHOMM, FPUM, aKTOPCbKI PyXu
i HOBaTOPCbKa My3uKa.

Jocnimkytoun aBaHrapAHi TeatpalibHi KOCTHOMY, HayKOBL
4aCTO aHani3ylTb aBTOPCbKI ecKisdu, ki € nuule NpoekTaMmn mai-
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Puc. 2. «[as». MucTelibke 06'egHaHHs «bepeainb». 1923. CyeHorpadisi.

Fig. 2. Gas. Berezil Artistic Association. 1923. Scenography.

Puc. 3 «kummi [CirriHg». MucTelbke 06'egHaHHS «bepesinb». 1924.
CueHorpadgis.

Fig. 3. «Jimmy Giggins». Berezil Artistic Association. 1924. Scenography.

Puc. 4. CuyeHa 3 BuctaBu «MatumHo6opLi». MucTelbke 06'eiHaHHS
«bepesinb». 1924.

Fig. 4. Scene from the play «Machine Drivers». Berezil Artistic Association. 1924.

OyTHIX BMPOGIB. Habarato MeHLle AaHWX Npo peani3auito Xyaox-
HbOIro 3ayMy. MaeMo BKpai Mano KOCTHoMIB 3 BUcTaB 1920-x pp.,
Y 3B'A3KY 3 UMM IXHS HAyKOBa LiHHICTb € Ha[l3BMYallHO BUCOKOLO,
OCKIfIbKM NnLIEe 3aBASAKN M MOXHa PEKOHCTPYHOBATU XYOOXKHI
iMmnnemMeHTaLlji. Y doHaax TeaTpanbHOro My3eto 36epiratoTbcs ABa
KOCTHOMMU 3a eckizamu Bagnma Mennepa 3 BucTaBu «[as» [ Karze-
pa 1923 poky, Lo HanexaTb NepcoHaXkam pobiTHMKaA | cuHa. OTXKe,
CMIBCTaBJ/IEHHS 1X 3 aBTOPCbKNUMM €CKi3aMU JO3BOMISIE BIATBOPUTH
€BOJTIOLI0 3a7lyMiB MUTLIA, 3aNPOMOHYBaTH MinoTe3n LoAo0 Cnoco-
6iB Ta OCOBMMBOCTEN X BTINEHHS.

OKpiM TOro, O KOCTIOM POBITHWUKA € LjiHHWM eKCMoHaTOM Ta
peanbHUM y4acHUKOM BUCTaBK 1923 p., BiH IEMOHCTPYE, IK BUTTIS-
[lana Ha4McleHHila rpyna akTopiB Ha CLEeHI. Y BUCTaBi akTopu
306paxkanv 6ing TpUAUATY POBITHULDL Ta POBITHKKIB. Kypbac ne-
pepobuB TBip Kaisepa, 3p06uBLLN POb Macu poBITHMKIB GinbLu
BMPasHOtO i 3HauyLLIoro. CaMa Maca € OCHOBHOO AiN0BOHD 0COOO0HD
crneKkTakto. [1acTnyHO NePEBTINFOKOYNCH, Maca CUHTe3yBanacy i3
3aBOAOM — 3aCO60M BUPOBHMLTBA, Ta ra3oM — MOro NPOAYKTOM.
OT>XXe, CLEHIYHe AINCTBO AEMOHCTPYBAo NPUHN3IVBE CTAHOBULLE
THOONHN SK IHCTPYMEHTY 3a6e3neyeHHss MeTaboniaMy BUPOOHUYO-
ro riraHTa.

KocTioM pobiTHWKa CNPOEKTOBaHUA Mennepom sK HaniBKOM-
BIHE30H i3 COPOYKOIO 3 acUMETpUYHNMK pyKaBamu (puc. 5). Mpa-
BUIN pyKaB COPOYKM OyB KOPOTLUMIA 3a NiBWIA, LLO CTBOPOBAO 3i
CLIeHM 30pOoBMIA edeKT 3aka4yaHoro pykaBa fK aTpubyTy o6pasy
npaui. Lle cumBonisyBano Te, Wo 3aBoay 6yna He NoTpibHa ntoa-
CbKa 0COBUCTICTb 3 il MepexxmBaHHAMK. [IPOMMUCIOBOro MOHCTPA
LikaBmAM nuwe 1i pyku. HYopHi napanenbHi CMyri Ha pykaBax pobiT-
HVKIB Manv CTBOPUTM i3I0 MALLMHHOI YiTKOCTI PyXiB POBITHUKIB.
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Puc. 5. ECKiz KOCTHOMa Ta KOCTHOM
Po6iTHuKa. «[as» [ Karsepa. MucTteLibke
06'egHaHHS «bepesinby. 1923.

Konekuis MTMKY.

Fig. 5. Sketch of the costume

of the worker and the costume of the
worker. Gas by G. Kaiser. Berezil Artistic
Association. 1923. Collection of MTMKU.

TakuM 4nHoM, y Mennepa poboumnin KOCTHOM He 6yB HaHanbHUM Bi-
3yasibHMM BIJOOPaXXeHHAM peanbHOCTI. Ane BiH 6yB MPOCAKHYTUN
CMMBOMaMU, WO AO3BONSAN He NuLLe iaeHTUdIKYBaTN POBITHUKIB,
a I 34nTaTn IXHE collianbHe cTaHoBuLle. Lle 6yno HabaraTo peasb-
HilLle 3a TMCAYI peanbHMX apTedaKTiB, WO acouitoBanmcs i3 pobiT-
HUYM NIFOLOM.

Oco6NMBICTHO BTIfIEHHSI LibOrO KOCTIOMY € Te, Lo BiH nodap6o-
BaHWi Bpy4HY. Lle, KpiM iHLWIOro, CBIAYMTb MPO Te, WO An3ailH Mae
6yTH QyHKLiIOHaNbHUM. ToMy AM3aiHep Mae 6yTW roTOBUIA BHOCK-
TW 3MiHW Y CBOI 3ayMK1, @ HE JOrMaTU3yBaTW MPOEKT. IMOBIPHO,
Lo ob6paHuiA Ha novaTky Mennepom 6pyAHO-KOPWMYHEBMIA KONIp
eNeMEHTIB OAAry POBITHWKIB MIr BidyanbHO BUrAAAaTU K OYHT
Biomacu, fika BXe nosbaBfieHa 6yAb-AKMX 03HAK XUTTA. AK akT
BiAgYato, Lo He Mae nepcnekTuBK. Ane BUCTaBa Mana 6yt GinbLy
ONTUMICTUYHO. BoHa Mana Bigobpakatu akT MePeMOru XuTTa
Haj cMepTto | Jobpa Haj 3n1oM. KpiM Toro, Tak cnisnano, Wo cum-
BOJ1 XXWTTS, — YePBOHMI Konip, — 6yB OAHOYACHO i PEBOMKOLIIAHMM
CTAromM. ToMy B eleMeHTax Oasry 3'aBnstoTbCA YEPBOHI eNTEMEHTY.
[lo Toro X, 415 MacoBWX CLEH BMOYXY, NpaLli, MiTUHTY KpMBaBO-Yep-
BOHWIA KONIp NpautoBas BinbLl eMeKTHO.

TaKoX PO3rNAHEMO CLEHIYHNI KOCTHOM POBiTHMLI (puc. 6).
KiHKa He nuLwe npautoe Ha 3aBofi Ha PiBHI i3 YONOBIKOM, ane
" 6opeTbcs 3a CBOHOAY POBITHMKIB pasoM i3 Yo/oBiKaMu. IMOBIp-
HO, 60pOTb6Ha 3a PIBHICTb YCix Ntofel TArHe 3a COOOO | reHAepHY
PIBHICTb, L0 3HAaX0AWTb CBOE BiJOOPaXKEHHA Y BidyallbHOMY BUPI-
LLIEHHI KOCTHOMY. BiH 3alyMaHMin AK CUHTE3 COPOYKM Ta MPOMUCIIO-
BOro po6040ro xanaty 3 aCUMeTPUYHIUM HM3OM. [1o KOCTIOMY Liie
BXOAMB FONOBHWUI y6ip — 6iNa XycTKa, Ha Horax — LWinbHi 4060TH,
LLIO pobuaM o6pa3s 3aBepLUEHNM, IEMOHCTPYHOUM XKIHOYHICTb | Ma-
CKYMIHHICTb BogHOYac. AK 6yno peanisoBaHO B KObOPI KOCTHOM
POBITHULI, YN BYB 3MIHEHUI OPYAHO-KOPUYHEBMNIA 3 BIATIHKaMW
KONip Ha 60pOBO-YEPBOHMUI 3@ aHaSOrieto 3 MapHUM KOCTHOMOM
POBITHMKA, 3aNNWLAETLCA BIAKPUTUM MUTAHHSM, OCKINIbKMU CaM KO-
CTIOM He 36epircs.
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Puc. 6. Eckis kocTroma Po6iTHuui. «[a3» [T Karsepa.
MucTelbke 06'efHaHHs «bepesinby. 1923. Konekyis MTMKY.

Fig. 6. Sketch of the suit of the worker women. GAS by G. Kaiser.
Berezil Artistic Association. 1923.

Mg 4ac cTBOpeHHA BUcCTaBKkM «Kypbac y Kuesi» B Mysel
2017 poKy Bax/IMBO 6yN0 AaTV NEBHUIA KOMMNNEKC NaM'aTOK 3 BU-
CcTaBW Ans BiNbll NOBHOI penpeseHTaLlii MOCTaHOBOK, CTBOPEHMX
Kyp6acom i Mennepom. OCKiNbKi KOCTHOM € aTPaKTUBHUM EKCMO-
HaTOM, /1A NpeACcTaB/eHHA BUCTaBW «[@a3» 6y/10 PEKOHCTPYMOBaHO
BECIfNIbHY CYKHIO NMepcoHaxy AOHbKM (puc. 7.1, 7.2). PeKOHCTPYKLA
6yna BiATBOPEHa 3a CBITIMHAMMU, cepist SkMx ikcye KOCTHOM Y pYCi,
LEMOHCTPYHOUM KOHCTPYKLIIO, Tak-Tak, caMe KOHCTPYKLiHO KOCTHO-
My. M1 HanonaraTMMeMo caMe Ha TakoMYy TEPMIiHIi, OCKINbKK BiH
HalKpalle BiAnoBigae Hanpsamy An3anHy, AKWUIA Yy TOW Yac npeTeH-
AyBaB 6yT¥ OKPEMVM MUCTELIbKUM HanpsiMOM.

Puc. 7.1. [JoHbka y BUKOHaHHI akTpucy MO
«bepesinb» BaneHTnHM YncTsakoBol. «[as». 1923.

Fig. 7.1. The Daughter performed by Berezil
actress Valentina Chistyakova. Gas by G. Kaiser.
1923.

Puc. 7.2. PeKOHCTPYKLisi KOCTHOMa JOHbKM 47151
BucTaBku «Kyp6ac y Kuesi». 2017 p. MTMKY.

Fig. 7.2. Reconstruction of the daughter’s
costume for the exhibition «Kurbas in Kyiv». 2017.
MTMKU.

Tolt haKT, o CyKHst 6yna BUKOHaHa i3 6inol TKaHUHK, He BUKIIK-
KaB CYMHIBIB, ane HeBiioMMM ByB KOMip eMbnemMun Ta 03400NeHHS.
YopHO-6ini CBITANHW Ta 3aManboBKa TYLULLIIO akTPWCK B PO, BUKO-
HaHa ydeHuueto Bagnuma Mennepa Mavero CvMaLLKeBMY, ACHOCTI
3 KONMbOPOM He aofasanu. CniBCTaBMIEHHS KOCTIHOMIB MEPCOHAXIB,
LLO Aisnn Ha cueHi 3 [IOHbKOK, BKa3ye Ha MOXX/TMBE 3aCTOCYBaHHS
4epBOHOro abo CUMHbLOrO KOMbOpPY. XYAOXHWK BUCTaBKM «Kypbac
y Kunesi» B. Knrosko, JOCiAXKyroun BIATIHKM CIpOro i Konip Ha eckisi
Ta YOPHO-6INNX CBITAMHAX, 3YNMHUBCA Ha YepBOHOMY. KOCTIOM BUiA-
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LLIOB HaA3BMYaNHO FaPMOHIHNM, Nerknm, Tak, Hibu i chigy He NuLLIn-
nocs Bif 6araTorognHHMX PO3MIPKOBYBaHb MPO MOro ONTUMasnbHy
PEKOHCTPYKLKD. 3BICHO, PEKOHCTPYKLIA Mae TNOTETUYHUI Xapak-
Tep, ane € XOPOoLUVMM TPaMMiHOM A5 MOAANbLLUOT KPUTUKMN | MOLLIYKO-
Bi BapiaHTy, 6ibLU HaBAMKEHOMO A0 ICTOPUYHOI peanbHOCTI.

Ockap Wnemmep y bayraysi B kocTioMmax ans «TpiaanyHoro ta-
NETY» BUKOPUCTOBYBAB Pi3Hi 06'eMu, Ki Maityke MOBHICTHO MOrau-
HanM NocTaTb aKTopa, NEPETBOPHOOYM 1I HA FEOMETPUYHI dirypu.
XYOOXKHWUK CrpsiMyBaB CBOI 3yCW/A, HacamMmnepen, Ha BidyalbHi
eKCnepuMeHTK OBKOa B3aEMOSIT NFOAUHM | MPOCTOPY. HAaTOMICTb
y Bagnma Mesnnepa KOXeH BisyanbHUIM eNeMeHT Mae YiTky CMUC-
NOBY MPUB'A3KY, O AEMOHCTPYE BIAMIHHICTb Y XYZIOXHIX Migxoaax
LMX ABOX MUTLIB.

TeaTpanbHi KOCTIOMM Mennepa akymysoTb Y CO6i | NeBHi
NPpUB'A3KM [0 aKkTyanbHOI MOAW, | BUpaykanbHi 0COBMBOCTI nep-
COHaXy, a FONIOBHE, MatOTb KOHLENTYaNIbHO 3apsaKeHi Bidyasb-
Hi BUpILLEHHA. Hanpuknag, KocTiom YopHoro naHa (kanitanicTa)
(pyc. 8.1) — dpak (060B'A3KOBUIN aTPUOYT ToroYacHoro GaraTist)
3 efleMeHTaMu «CKeneTa» Hece AOAATKOBI CEHCK, a caMe — CMep-
TenbHy Hebesneky He nuLle Ans pobiTHMYOro Knacy, a i Ans nnaHe-
TW B UiNnoMy (BrCTaBa «[as» Mae BUpasHUii eKONOTriYHMN Meceax).
HekpoTunyHoro dnepy B o6pasax HopHuWx naHiB Mennep gocsr 3a
[IOMOMOT OO TOHKMX XYAOXKHIX AeTanei — 6invx BepT1MkanbHMX BCTa-
BOYOK, AIKi 3i CLIEHN CKMAAKOTLCS Ha KOHTYpW ckeneTiB (puc. 8.2).
LlikaBo TakoX 306pakeHO Ha eckisi n1cy ronosy KaniTanicTa, sKy
MW, 3aBASKMW YepryBaHHIO KONbopy, 6a4MMO Kpidb LumniHap. MogdibHi

Puc. 8.1. Eckiz kocTroma Kanitanicta (YopHoro nawHa). «[as». 1923.
Konekuyis MTMKY.

Fig. 8.1. Sketch of the costume of the Capitalist (Black Lord). Gas. 1923.
Collection of MTMKU.

Puc. 8.2. CleHa 3 BucTasu «[a3». MucTeljbke 06'ejHaHHS «bepesinb». 1923.

Fig. 8.2. Scene from the «Gas». Berezil Artistic Association. 1923.
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KOHTPAaCTHI HaniBkona Mennep po3MiCTVB MO BCbOMY Tifly Nepco-
HaxkiB. Lle yepryBaHHsl YOpHO-6inrx Diryp Ha MantoHKy, IMOBIPHO,
JIEMOHCTPYE MexaHiCTUYHe HyTpo 6araTiiB, Lo, HacnpaBAi He BOo-
[liIt0Tb CBOIMM CTaTKaMW, @ HaBMaKu: BOHW, sIK | POBITHUKM, € HEBINb-
HUMM PBUHTUKAMMN MaLUMHW — XKPELSMU KYNbTY FPOLLEN.

Y 3B'A3KY 3 UMM, OCOB/IMBOIO € CEMAHTMKa KOCTHOMY CMHA Mi-
nbApAepa — Kanitanicta-inaHtpona (puc. 9). Momy nputamanHi
PUCK K KOCTHOMIB YOPHMX MaHiB, Tak i pOBITHUKIB, LLIO BKa3ye Ha
60pOTbBY Cynepe"HoCTel, SKi pO3pMBatOTb MOro ECTBO: BiH Hane-
XXUTb [IO CBITY KamniTasniCTiB 3a MOXOMYKEHHSIM i O CBITY MPOCTUX
fto4en 3a nornsgamu.

Puc. 9. Ecki3 kocTroMa crHa Minbspaepa 3 BuctaBu «[as». 1923.
Konekuyis MTMKY.

Fig. 9. Sketch of the costume of the billionaire’s son from the play Gas. 1923.
Collection of MTMKU.

Mig 4yac ekcnoHyBaHHA BUCTaBKM «Kypbac: HOBI CBiTU» y 2018 p.
Bin6ynacs npem'epa onepu-nepdopmatcy «a3» (nocTaHoBKa TBOP-
yoro o6'egHaHHs NOVA OPERA, komnoasutopn — P puropiB Ta
|. Posymeiiko, pexxucepka — B. Tkau, ansaitHep — B. Knrosko, xy-
AoXHUUS KocTioMiB — T. LlepcTiok). Lle He 6yna pekoHCTPYyKLis,
OCKINIbKM A5 HEl HEMAE OCHOBHOMO Marepiany — PeXmncepcbKoro
TEKCTY Ta MY3MYHOI MapTUTypK, a CKopille cyvacHa iHTeprpeTalis
nocTaHoBkK Kyp6aca-Mennepa maike Yepes CTo pokiB. YBaru 3a-
CNYrOBYHOTb KOCTIOMMW, sIKi CTBOpUAA ANna nepdopmMaHcy av3anHep-

Puc. 10. CyeHa 3 onepu-rneppopmaHcy
«[as». 2018.

Fig. 10. A scene from the opera-
performance «Gas». 2018.
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ka TeTsiHa LLepcTiok (puc. 10). POGITHUKM 6y BASITHEHI Y CPIGNACTI
KOMOGIHE3O0HMW, LLIO CKOpilLle HarafyBanu ckad®aHapK, a He MPOMOAST,
a >KIHKM-POBITHUL TaKOXK Manu XyCTKMN. 3B'A30K i3 aBaHrapAHVM Mu-
HYNIMM NOCTaHOBKM 6YB NepeaaHuii NTaKOHIYHO Yepes cynpeMaTuydHi
eMbnemu Ha KocTromax. Cy4acHo i onTUManbHO BUpilLeHO Npobie-
My i3 B3YTTAM: BCi y4aCHWKM onepu 6ynu BOAMHeHi y 6axinn. Y Ta-
KWiA cnoci6 y KocTroMax onepu-nepdopmMaHcy BiapehnekcoBaHo igel
Mennepa y cy4acHOMY BUKOHaHHI.

[MoBepTaroumch [0 3arafibHOro ornsay MUCTELbKO! AigNIbHOCTI
Baguma Mennepa, yBarn 3acnyroBye i cama oprasisaLlis TBOp4O-
ro npoLiecy, cneumdika noro B3aeMOIl 3 YYHAMM, O BUKIMKAKOTb
neBHI aHanorii 3i Wwkonoto bayrays. MNpuHuMnu Ta MofepHi iael ba-
yraysy Hecnv B CBIT YYHi LWKOAW. BoHW 11 caMi cTaBann BYnTens-
MK — ak Mapcenb bpeep, MapiaHHa bpaHaT, lepbepT bainep. bes-
nepepBHMIA 3B'A30K MOKONIHb | NOCTINHWIA OOMIH iAessMM | AOCBIAOM
MK BUYUTENAMM Ta YYHAMKU — caMe TaK YABSAB iAeanbHy WKONy 1i
3aCHOBHMK BanbTep poniyc. Y bayraysi 3aMiCTb BUBYEHHA iCTO-
pil MMCTeuTBa ofApa3y AaBanv y4HsAM pobuTK abCTpaKTHI hopmu,
LLO6W BUABUTHW TXHi iIHAMBIAYyanbHi 3[4i6HOCTI.

Takui »e nigxig BMKOpPUCTOBYBaB i Mennep, Habuparoun yuy-
HIB, «HE3IMCOBaHMX» K/ACUYHUM MWUCTELTBOM, A/ CBOEl Tea-
TpanbHOI MatCTepHi B KUIBCbKOMY XYAOXHbOMY IHCTUTYTI. A KON
B 1923 poui B «bepesoni» Mennepom 6yno 3aCHOBaHO MakeTHY
ManCTEPHIO, BiH MPUBIB TyaW CBOIX CTYLAEHTIB BXE TPETbOro KypCy:
B. Wknaesa, M. Cumalukesuy, [. Bnactoka, €. ToB6iHa, M. ALKi-
Hasi, M. MaHagiagi, A. MNMpoueHka. Lie 6yna neplua B YkpaiHi LWkona
TeaTpanbHUX XyAOXHMKIB, e BOHW Masin 3MOry HaB4aTucs daxy Ta
NpPaKTUKYyBaTUCS MOPYY 3 HaKpaLLmM CLEEHOrPadOM y NPOBIAHOMY
TeaTpi KpaiHW. TanaHT MooaMx MUTLIB (OPMYBaBCS Mif BNIMBOM
HOBaATOPCbKMX iaei B. Mennepa, WO Mano BenKe 3HaYeHHA /15
PO3BUTKY CLieHOrpadivHoOl KynbTypu B YKpaiHi.

Y 1922 poui Mennep y nucTi bpoHicnasi HiXMHCbKI 3a3Ha4MB:
« TNMGOKO MEepPEKOHaHWN, WO MU ByAeMO BYUTENAMU B MUCTe-
utei...» (Meller, Library of Congress). MNMenarorika 6yna Bax<nMBoro
4yacTuMHOKO MNPOdECiMHOI AisnbHOCTI MUTUA. B. Mennep maitxe
BECb Yac BWMKNagas: y CTydil bpoHicnaBu HixnHCbKOI, y LieHTpo-
cTynii M. TepelueHka, B XyOOXHbOMY IHCTUTYTI, B MakMancTepHi
«bepesonsa». PomaH YepkallunH, akTop i pexxucep, y TeaTpanbHmx
crnoragax 3asHadas, LLO CyBOpa yBara o HanMeHLLKX AeTanem npu
BMOOPI BMpaXkanbHMx 3acobiB, xapakTepHa ans Mennepa, Bigirpa-
Bana 4Ynmany posb y CTBOPEHHI 0COBNMNBOI «iHTeNeKTyanisoBaHo»
atMocdepn, y AKiin HapomKyBanaca KoxHa BucTaBa (YepkallvH
& ®domiHa, 2008, c. 38).

[nszaiHepcbke MucneHHs Mennepa 6yno cyronocHum i3 ba-
yraysoMm i B iHWMKX acnekTax. Te, WO CbOroAHi 3BETbCA anfeHTH-
Koto 6peHay, 6yno 3ano4aTKoBaHO Ha mocTepax bayrayaa, i came
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B wpudTax, po3pobneHunx epbeptom baitepom. Adiwa nepuuor
BUCTaBKM LKonu bayrays 1923 poky, cTBopeHa KOcTom LUMiaTOM,
6yna BidyanbHUM MaHiGecToM HanpsMy, a caMa BWCTaBKa Jana
MOX/IMBICTb LLKOMI 3aABUTM NPo cebe LUMpoKin aBanTopii. Tpeba
3ayBaXWTK, LLIO B LUKOAI GYHKLIOHYBasO Liine BiaAiNeHHA peknamu.

CTBOpPEHHSA alAaeHTUKN MOYMHAETBCS 3 PO3POOKM NOroTuUMy.
Came 3 UbOoro, 3 eckigy norotmny Mucteubkoro o6'egHaHHs «be-
pesinb», i No4nHae Bagmum Mennep. Takox nig Moro KepiBHULUTBOM
pPO3pobNsAeTbCcA An3aiH adiw A0 BUCTaB «bepesonsa». Adili 3i
CTUNBHOK TPadikor WPUETIB Ta reOMETPUYHUX (HOPM, YiTKOH
KOMOPUCTMKOKD — YepryBaHHAM YepPBOHOMO Ta YOPHOTO KOJIbOPIB,
nepefaBanu aBaHrapaHnii CTuib TeaTpy «bepesinb». KoxHy adily
MOXHa PO3LIHIOBATU AK KOHCTPYKTUBICTCbKUIA MUCTELbKNIA TBIp.
Takui iMiI>K TeaTpy MOMITHO BUAINSAB MO0 Ha TNi TOrOYacHO! pe-
Knamu Ta pobmB KONEKTMB ynidHaBaHMM. [opiBHABLUM adilli nep-
Lol BUCTaBKyM bayrayay Ta nepui adiwwi Mucteubkoro O6'egHaHHA
«bepesinb», HEMOXNNBO HE MOMITUTI CXOXKi MPUHLMMN CTBOPEHHS
KoMno3uuin. Adili Mennepa, MoXKHa ckasaTi, Texx 6ynn MaHide-
cToM «bepesonst». Malike KOXHa eKcrnoauLis BKA4Yae B cebe
konaxk adiw MOBY, BOHM AKHaliKpalle 3asBNsA0Tb NPO AibHICTb
KONEKTUBY.

Y 1927 poui, Maibke nicna N'aTHaaUATUNITHBO! nepepsun, Men-
nep 3HOBY BiABIAaB HiMeU4MHyY, e 3aHYPUBCA Y KYJIbTYPHE XUTTS,
BifBiJaB TeaTpu, BMUCTaBKW, CMOCTEPIraB 3a apxiTeKTYPOrO MICT.
Tox, Oy>Ke LikaBO MpoaHanisyBaTh peakLito BxXe chhOpMOBaHOro
YKPAaIHCbKOro MUTLS Ha Xy[OXHI MpoLecy B Ui kpaiHi. CBOI Bpa-
SKEHHA BIH BUKIAB Y OKpeMiin cTaTTi. Ha nodatky TekcTy Baaum
Mennep Big3Havae posnb An3aiHy cepefoBuLLa SK MePLIOOCHOBU
NS NPOAYKTUBHOI MUCTELbKOI PO60TH i MOBCAKAEHHOIO XUTTA.
XYAOXKHUK i3 3aXOMEHHSIM OMUCYE CTPIYKM YyaoBKUX achanbToBa-
HVX OOPIr, YKBITYaHi 6yaAnHKKW, ByAULUi i naouli. [ToMivae Ha uinomy
nnaHyBaHHI | B AeTansx NpoayMaHuii AekopaTMBHUIA GiK Ta LiNKo-
BUTY eMaHCUNaLito apXiTeKTypW Bifl KAHOHI30BaHMX QOPM. Takox
npuainsge tarato yBarn >KWBOMMUCY, TeaTpalibHUM MOCTAHOBKaM
i XXaHpaM, KIHOBMPOBHMLTBY, MOAI, peknami. Cepell NiBoro Gnax-
ry mutuie Buainsge bayrays y [eccay. Nuiwe, 3okpema: «3'egHaHi
3arajibHUMN NPUHUMNAMU | 3aXOMJIeHI OAHIEND iAeet0, YNeHn Liel
rpynu NPOBOASTb POBOTY BUKAKOYHOIO 3HaYeHHS: eMaHcunadil Big
BMNaAKOBUX BMMBIB, 3MiL|HEHHSI HayKOBO-O6rpYHTOBaHMX 3acaf
Yy MUCTELTBI, BUPOOHULITBI | MeToAax XyAOXHbOI OCBITY. MNpavtoroun
He NOOAMHLI B CBOIX aTesnbe, a KOIEKTUBHO Y LIKONI, L0 BOHW caMmi
opraHisyBanu i nobyayBanu, BOHM 3MiLIHOKOTb CBOI JOCATHEHHS He
fVLIe TEOPETMYHO, ane i B HM3Li pobiT, NPaKTUUYHO LIiHHMX pedei,
O AatoTb BiNblie HixXX GosiaHTX TEOPEeTUYHNX po3MoB» (Mennep,
1927,¢.187).
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HaykoBa
HOBM3Ha Ta
NpaKTHYHa
3HaAYUMICTb
BOCHI1)KEHHSA

BucHoBku .ﬂ

MuTelb Bil3HAUYMB BMCOKY AKICTb AM3alNHYBaHHS HIMELbKOro
XUTTA. LignbHicTb bayxaysy OUIHWB CMOKIMHO i yTUMiTapHO.

Y pocnigkeHHi npoBeAeHO BCeBIYHMIA aHani3 An3aliHepcbKol
aisnbHOCTI B. Mennepa, BiACTeXXyETbCS MOro iAeNHNA B3aEMO3B's-
30K 3 WwKosoto bayrays. Bneplie posrnagatoTbes NpodnemMu i goc-
BiZl PEKOHCTPYKLII TeaTpasibHOrO KOCTHOMY 3a eckizamn B. Menne-
pa Ha 6a3i MTMKY. B ny6nikaLii BBOAUTLCS TEPMIH KOHCTPYKLIis
KOCTIOMY, LLIO 3aCBIif4Y€e KOHCTPYKTUBICTCbKNIA Niaxi4 MancTpa Ao
BMPILLEHHA NOCTaHOBKM BUCTaBW K eAMHOMO LiNoro. TeaTpasibHUN
KOCTIOM MUCIINTBCSH IHTErPOBAHWUM Y CLIEHIYHWI NPOCTIP | B3AEMO-
[lie 3 HMM 3a [0MOMOror PyXy i YepryBaHHs KOMbopiB; rmnéoka
NPOAYMaHICTb AeTaneit JO3BOJSE 3MiHY CLEHIYHOTO MaJsltoHKy, a
BiZITaK NMOCWJIHOE 3MICTOBE HANMOBHEHHS BUCTABU.

HesBaxkaroum Ha Taky BenvKy crafLinHy, B YKpalHi aBaHrapaHi
TpaauUil 6yno nepepBaHo TpUBaNVMM NMaHyBaHHSM AOrMaTUYHOrO
coupeaniamy, 60poTbHO0 3 «i3NilLeCTBaMi», MilLlaHCTBOM, «BypKy-
asHMMW» BNIMBaMK. Hamararoumncb ansarHysaTyv Bei chepu noa-
CbKOTIO XUTTH padsHCbKa Blafa oTpuMana npoTUAeKHi Hacigkuy,
MOro pyrHyBaHHS. 30Kpema, AyXKe CUAbHO MOCTpaxAaB MobyT.
KpiM KinbKOX ACKpaBMX NaM’'aTOK BUCOKONO MUCTELTBA KOHCTPYK-
TUBI3MY, colpeaniaMy, HOHKOH(MOPMI3MY, MOAEPHIZMY, MU OTpu-
Manun y CnafioK CipiCTb, HEBUPA3HICTb, LIABGMNOHHICTb, HEXTYBaHHSA
KpPacor y OOBKOMMLLHBOMY XUTTEBOMY MPOCTOpi. B 4acn Hesa-
NEXHOCTI HOBI YKpaiHCbKi Av3aiiHepy Hamaranucs yBibpatu Haii-
KpaLlli JOCSATHEHHSA 3axXiAHO-EBPONENCHKOro An3anHy, LWoao sKoro,
HaTOMICTb, YKPAIHCbKUI [WU3alH MOKW WO BUTMSAae BTOPUHHO.
ToMy HeobXifHO LyKaTW AOAATKOBI Axepena HaTxHeHHs. OgHUM
i3 TaKUX IpKepesl € YKpaiHCbKNA TeaTpasibHWUA aBaHrapa. | 3anosu-
4YaTu BapToO He POPMMU, KOJTIP, @ CamMe XyAOXHI NMOLLUYKK | TEXHOSOT IO
PO3B'A3aHHSA eCTETUYHMX NPOBAEM. AKICTb aBaHrapAHOro An3aiiHy
Banvma Mennepa nepenycimM 3acBifdye notpedy 3HaT CTUNBOBY
BHYTPILUHBO-3YMOBJIEHY BiZNOBIAHICTb Cy4aCHOCTI.
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AHoTauisa

MeTa pocnigkeHHa — 3'AcyBaTu 0CO6MM-
BOCTI TBOPYOCTI HIMELIbKOIO XYAOXHMKA LLUKON
bayrays Ockapa LLnemmepa Ta 03HaunTH MOro
BMMB Ha Cy4YacHWIA AW3aiiH OAsAry; BUSBUTU
MOX/IMBOCTI 3aCTOCYBaHHSI XyAOXHiX 3acobiB
i npuioMiB «TpiagHoro 6aneTy» B MPOEKTHIN
JiANbHOCTI An3arHepis oasry. Metogu gocni-
IKeHHA. MeToaonorivyHi 3acagm A0CHIIKEHHS
6a3ytoTbCsi Ha KOMIMIEKCHOMY MUCTELITBO3HAB-
YoMy aHanisi TBop4oro aopo6bky Ockapa LLnem-
Mepa, iCTOpMKO-biorpadiyHOMY BVMBYEHHI TBOP-
YMX POBIT CTYAEHTIB BaMapPCbKOI LWKOMW, LLIO
Oynv Npe3eHTOBaHi B aBaHrapHii MoCTaHOBLi
«TpiagHoro 6aneTy». HaykoBa HoBM3Ha. B po-
60Ti MPOCTEXXEHO MOMOBHI KOHLENTU TBOPYOro
3406yTKy Ockapa lnemmepa Ta BWABNEHO
BNAMB «TpiagHOro 6aneTy» Ha Cy4dacHWi an3aiiH
opdary. [MpakTnyHa peanizauyia  LOCHiIKEHHA
3HaiiLLIa CBOE BIANYHHS B aBaHrapAHWUX pillleH-
HSIX, 3aCTOCOBAHMX Y HaBYaIbHO-MUCTELIbKOMY
NpoekTi, npucesdeHomMy 100-pivyto 3aCHYBaHHS
wkonn bayrays. BucHoeku. Ockap LUnemmep
CBOEIO AIANBHICTIO BMSABMB MOTPeBY rMGUH-
HOro miaxody A0 MUCTeUTBa, WO Mae cTatu
PE3YNbTaTOM MOEAHAHHS XYLOXHIX iAeanis, HO-
BYVX TEXHOMOTIN | MalicTepHoCTi. Mloro TpiagHuii
nigxiZ y NPOEKTHIN AiANbHOCTI NPOSABAAETHCA
y TICHIN B3aemMofil BaXMBUX KOHUEMTIB, sKi
BM3HAYarOTb  XYLOXHbO-ECTETUYHY  LiNICHICTb
AnsanHy. «TpiagHuii Ganet» cTaB TUM peBO-
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Annotation

Research aim - to find out the peculiarities
of the work of the German artist of the Bauhaus
school Oscar Schlemmer and to determine his
influence on modern clothing design; identify
opportunities for the use of artistic means and
techniques of the «Triadic Ballet» in the project
activities of clothing designers. Research meth-
ods. The methodological principles of the study
are based on a comprehensive art analysis of
Oscar Schlemmer creative work, historical and
biographical study of the creative works of Wei-
mar school students, which were presented in
the avant-garde performance of the «Triadic
Ballet». Scientific novelty. The main concepts
of Oscar Schlemmer's creative achievement
are traced in the work and the influence of «Tri-
adic Ballet» on modern clothing design was
revealed. The practical implementation of the
study was echoed in the avant-garde solutions
used in the educational and artistic project ded-
icated to the 100th anniversary of the Bauhaus
school. Conclusions. The peculiarities of Oscar
Schlemmer’s work are determined by his deep
view of art, which should be the result of a com-
bination of artistic ideals, new technologies,
and craftsmanship. His approach to design
activities is based on the close interaction of
important concepts that determine the artistic
and aesthetic integrity of the design. «Triadic
Ballet» became a revolutionary phenomenon in
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JIOUIRHUM ABULLEM Y NMOBOEHHOMY MUCTELTBI,
AIKe 3acBIA4YNUSI0 3M1aM Y CBIAOMOCTI, MparHeHHs
[0 BigHOBAEHHS XUTTS MICAS BiIHWU, BHECEHHS
B HbOI'O 3/1aro>KEHOCTI | HITKOCTI. Y TakoMy it-
CTBi KOXXEH Mae CBOH «(hOpMY», AKOK 06YMOB-
JIEHWI MOrO PyX Y CLEHIYHOMY NMPOCTOPI, KOXEH
BVKOHYE CBOK POSib i Lit POJb € BaXK/IMBOK SIK
0719 HbOTO, TaK | ANg iHWOro. Bnamne Ta aktyasnb-
HiCTb «TpiagHoro 6anety» Ockapa Llnemmepa
Ha Cy4YacHWi AvsaiiH oaary nonaarae y rmmbuH-
HOMY PO3YMiHHI CYyTHOCTI FOANHW | POPMMU, 1T+~
OVIHW | MPOCTOPY, NMFOAWHM | 1T CBITOCMPUAHATTS.

Kniouosi cnoea:
bayrays, Ockap LUnemmep, TpiagHuin Ganer,

postwar art, which testified to the break in the
minds of individuals, the desire to restore life
after the war, bringing into its coherence and
clarity. The influence and relevance of Oscar
Schlemmer’s «Triadic Ballet» on modern cloth-
ing design lie in a deep understanding of the es-
sence of man and form, man and space, man,
and his worldview.
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JlereHpapHa BanMapcbka wkona bayrays Ha nodaTtky XX CT.
ob'egHana TanaHOBUTUX XYyOOXHWKIB, CKYMbNTOPIB, apXiTEKTOPIB
i AnsaiHepis. OgHieto 3 BaroMumx i 3HauyLLmx ocobuctocTelt ba-
yraysy 6yB CKynbnTop, AM3alHEP, CUEHIYHWA XyaoxkHUK Ockap
Lnemmep, akuin 3 ciuyHsa 1921 p. 6yB 3anydeHuin Ao cniBnpadi
3 Banbtepom lponiycom. Came nif Moro KepisHMUTBOM y 1922 p.
y WWTyTtrapti Bigbynacb npemepa «TpiagHoro Ganety» (Stonard,
2009). Lia nopis cTana 3Ha4vyLIor He nulle Ans TeaTpy, 6anety
N An3alrHy, BOHa BMMHYMA Ha HOBUI MiAXiag A0 PO3YMIHHA MWC-
TeuTBa, MHOAMHK, NPOCTOPY i Yacy. bayrays dhakTM4HO cTaB OHOB-
fIEHHSIM caMol ifel akagemii 06pa30TBOPYOro MMUCTELTBA, 3 BUHE-
CeHHAM Y 1i nepLli psam noTpebu po3BUTKY AM3aitHy. [pUCYTHICTb
TaM CUEHIYHOI MalCTePHOCTI, Ha NePLUNA NOrNa, 34aeTbCA ApY-
FOPSAHMM, XO4a TeaTpasibHi KOCTHOMOBaAHI BeYipku i decTuBani
3anManu BaromMe Micle B LWKOJI i BNAMHYNN Ha NoAanbluy A0
ansaitHy i nepdopmancy (Birringer, 2013). BNpoaoBX AecaTn pokis
Ockap Lnemmep ractpontoBaB MiCTaMu, AEMOHCTPYHOUM CBOKO
aBaHrapZHy BucTaBy. ClLeHa 1 akTopy 3MIHKOBaN1Ch Yac Bif Yacy,
a KOCTHOMW 3a/Manmnchb HE3MIHHMMN yYaCHUKaMK BUAOBMLIA. Ha
AyMKy aocnigHukie, Lnemmep 6a4ne nogmHy Ak TpUeAHICTb 6io-
JIOMIYHOI, couianbHOT i KOCMIYHOT ICTOTW i, PO3KIaAakoun 1i XXUTTH
«Ha KPOKW, CUAIHHS, TeXaHHA, MOBOPOTH FOMOBW i XXECTW», NparHyB
BiZlLLyKaTN B HUX MPOSIBM KOXHOI i3 3rafaHux inoctacei. Came Ha
Lie 6yna cnpsAMoBaHa ycs AisNbHICTb XYAOXKHMKA — Y XXMBOMWUCI, Te-
aTpi, cKynbnTypi i TBopUKX ece (CMaeNbHUKOBA, 6.1.).

Bnnve aBaHrapgHol LWkonn bayrays Ha TBOPHICTb An3aHepiB
OOSATY CbOrOfHI BaXKO MepPeouiHUTU. 3Ha4YHa KifbKiCTb Cy4YaCHMX
[IM3aliHepiB y CBOIN TBOPYOCTI HaamxatoTbes 1i 3406yTKaMM i ine-
ONOTIYHUMUK KOHLenTaMu. MoaHa iHOYCTPis Ha CydacHMX Mokasax
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PENpe3eHTYE aKTYyasbHICTb | HECTPUMHY MOMNYNApPHICTb Hanps-
My, LLIO 3apOAMBCH CTO POKIB TOMY B HiMeLbKOMY MICTi Barmap.
MposABK CTUNICTUYHMX MOTUBIB bayraysy 3HaxoAMMO y TBOPYOCTI
BCECBITHbO BigOMUX GpeHAiB i An3ainHepie moau: Christian Dior,
Givenchy, Miu Miu, Bottega Veneta, Fausto Puglisi, Marni, Givenchy
ToWo. B aHMnifchKil Bepcil xxypHany Vogue ony6ikoBaHi iHTEPB'to
Emini YaH 3 gmsaHepamm [>koHataHOM CaHAepcoMm, PokcaHaor
[nbIHYiYeM Ta Mepi KaTpaHuy, Ana skux TBOpYICTb MUTLIB bayraysy
HVHI € iAeHNM NPoAYLEHTOM IXHbOI POBOTU Y cepi An3alHy oasary
(Chan, 2019).

ABaHrapAHuii TeaTp, iHLe 6a4eHHA MoAMHK | 1T hopMun oasry,
3MiHa M1aCTUKN | pUTMIB Pyxy Tisla MPOLOBXYE BUKIIMKATM XXBaBUN
iHTepec y HayKkoBOMY cepefoBuLLi. XynoxHiigel Ockapa LLnemmepa
CbOroAHi € NpeagMeToM 6araTboX MUCTELTBO3HABYMX AOCNIAKEHD
(Gage, 1982; Koss, 2003; Stonard, 2009; Birringer, 2013). BaxnuBi
PO3BIAKW 3'ABNAOTHCA 'Y BITYN3HAHOMY MUCTELITBO3HABCTBI, SIKI
3acBigYyrOTb 3alikaBfeHHs TBOpYMMU MeTofgamu Ockapa LLnem-
Mepa y cepefoBULLI YKPATHCbKNX MUTLLIB | AN3aHEPIB LU 3a XKUTTS
MarcTpa: 40 Moro LOCBIAY, 30KpemMa, 3BepTaBcs Yy CBOIM cLeHorpa-
tiyHin TBOPYOCTI AHaTONb MeTpuLibkmin (MeneukiHa, 2019).

AKTyanbHNUM 3aBLaHHAM HALLOI CTaTTi € BUSABIEHHA XYAOXHIX
APUHUMNIB «TpiaAHOro 6aneTy» i BIACTEXEHHNA TXHbOrO BNAMBY Ha
CyYacHuI An3anH ofary.

3'AcyBaT OCOBAMBOCTI TBOPYOCTI HIMELIbKOro aAM3aiHepa,
MarcTpa bayraysy Ockapa LLUnemmepa Ta poskpuTn MOro BMvB
Ha Cy4YaCHWIA AM3alH OAArY; BUSBMTU MOXX/MBOCTI 3aCTOCYBaHHS
XYAOXKHiX 3aco6iB i npuitomiB «TpiagHoro 6aneTy» B MPOEKTHIN Ai-
ANBHOCTI AM3anHepiB OAAry.

[>xepenbHoto 6a30t0  AochimpkeHH € nocTaHoBka Ockapa
LLinemmepa «TpiagHoro GaneTy» y Bigeosanwuci (Boittiaux, 2019), a
TaKoX — TBOPYi 3000y TKM MaiicTpa bayraysy. MeTogonoriyHi 3acagu
JOCNIIKEHHS 6a3ytOTbCA HA KOMMIEKCHOMY MUCTELITBOSHABYOMY
aHanisi TBopyoro fopobky Ockapa LLnemmepa, ictoprko-6iorpadiy-
HOMY BUWBYEHHI TBOPYMX POBIT CTYAEHTIB BaiMapCbKOI LLKOAW, LLO
6yn1 Npe3eHTOBaHi B aBaHrapHi NnocTaHoBLi «TpiaAHOro 6anetys».

ExcnepuMeHTanbHi  KOCTIOMOBAHI  TeaTpasibHi  MOCTAHOBKM
LwKonu bayrays npoBOAUIUCH K Y MPUMILLEHHI LLKONK, Tak i nosa
I MexxaMu. Taki MoCTaHOBKW Masn 3a METY PO3BMBATY MUCTELTBO
AK Crnoci6 XyAOXHbOro MUCEHHS, WO MOEAHYE PisHi BUAN MWUC-
TeUbKWX MPaKTUK, CNPAMOBAHMX Ha CTBOPEHHSA «HOBOI CTPYKTYpU
ManbyTHbOro». OAHUM 3 TaKMX CUHTETUYHMX AINCTB CTaB CTyAEHT-
CbKWIA MPOEKT «TpiagHOro 6anety».

3aBasKM LMdpoBOMY apxiBy LLITyTrapTCbKoro Myseto, e MOXK-
Ha 03HANOMWUTUCb 3 MCTaMK, 3anMcamMm Ta MUCTELIbKUMK PoBo-
Tamu Ockapa Llinemmepa, 3HaxoAMMo iHpopMaLito, L0 Y BEPECHI
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1922 p. B Aep>kaBHOMYy TeaTpi BropTembepra B LLTyTrapti 6anet Bu-
KoHyBann Anbbept byprep, Enb3a leTTuens i cam Ockap LLnemmep
nif nceBaoHiMom BanbTep LWonne (Das Archiv Oskar Schlemmer).
OkpeMi fii 6aneTy 6ynu noctasneHi Wwe B 1916 p. y pamkax 6naro-
AinHol akuil. JocnigHuus LLnemmepa Tak onncye Aincteo: «KOpCTKi
KOCTHOMM, AKi 3MYyLLIyBanM TiNo 34iMCHIOBATY pPyXu MOAIGHO A0 Ma-
PIOHETOK, MPUBEM A0 KOHUENLIT aBaHrapAHOro TaHUo, 3BiSIbHEHO-
ro Bif ICTOPUYHOrO H6anacty. Y nporpamui, aka Buaaeanacb nepes
Npem’epoto, MiAKPECHOBANOCh «LUTYYHE» 3 BiATIHKOM «TEXHOOr Y-
HOro» € IXKEPenoM ICTUHN Ta KpacK i po3riafgaeTbCa B MUCTELTBI
K NMPOTUCTaBNEHHS NParHeHHIO 0 «peanbHOCTi» — TOO6TO IHAMBI-
ayanisamy. [eoMeTpuyHO-MaTeMaTNUYHa Opradisauis e Bupillasb-
HOM A7 UbOro MeTadisnyHOro PO3yMiHHS LIET «LUTYYHOCTI». Tino
NHOOVHNU 3aBASKM KOCTHOMaM MepeTBOPIOETLCA Ha abCTpaKTHY
dirypy, ctae, srigHo 3 LUneMmepoMm, «MpOCTOPOBOKD MAACTUKOLO,
OCKIfIbKW Ll KOSIbOPOBI Ta METaneBi CKyNbMTYpK, MOXHA CKasaTw,
pPyXatoTbCsl y MPOCTOPI, HeceHi TaHutopucTamm» (Conzen, 2014).
Br3HayanbHUM NPUHLMMNOM «Tpiafn» € Te, O AINCTBO BUKOHYETb-
CH TPpbOMa akTopamu y BICIMHAALATY KOCTHOMax, AKi BigirpatoTb
CBOI POJIi Ha PI3HOMY TOHOBaHOMY T/i».

YXBaBuin iHTEpec [0 Takoro [AiiNcTBa BUKMKAE CaM Crocit
BIATBOPEHHA PyXiB OACHKOrO TiNa, WO BTINOETLCA OYKBaNbHO
i CMMBONIYHO. HiMelbka focnignuus TeaTpy bayraysy posrnsjae
AANHY y GOpMI NNbKK SK ICTOTY, ika NoeAHYEe B cOBi CRIBYYTTA
i Biguy>keHHs (Koss, 2003). BoHa 3BepTae yBary Ha MMOMHHICTb
NMOBIOOMIEHHS, LLO 4Yepe3 BBedeHHS aHOHIMHWMX | aHApPOreHHMX
NSAbOK CTUPAE BIAMIHHOCTI MK rsiladeM i akTOPOM, MidXK YOmo-
BIKOM i >KiHKOFO, MixXX iHAMBIAYanbHUM i MacoBMM. OcobnmBicTb 6a-
neTty 3a LLnemmepom, 3ayBaxye [Ix. Kocc, — ue Konboposui Tpu-
BMMIPHUI OW3aiH, Y SKOMY JItoAcbka dirypa CTae cepefoBULLEM
[N OCHOBHMX FeOMETPUYHUX Diryp i 1i BiANOBIAHMX NepeMilleHb
y NpocTopi. «TpiafHe» MUCMEHHSA BUABNAETLCA Y 3UTTI TaHLLO,
KOCTHOMIB | My3MKW; MepcoHai 6aneTy 3'aBNStOTbCA GPOHTaNbHO
a60 B Npodinb, 3 PiBHUMM 3@ BUCOTO XXOBTUMM, BIIVIMK Y HOPHU-
MMV NPSMOKYTHWKaMM BiANOBIAHO 40 OCHOBHOIO KOTbOPY KOXHOMO
aKkTy. BullykaHi Ta OMBHI KOCTHOMW ACKPABOro KOJIbOPY, OAATHYTI
Ha Tina aKTopis, MOAIBGHI A0 HaAyBHWX, 34AOTbCA MPUMXIMBUMM
i HE3r'pabHMMM, HaraaytoTb MapiOHETOK, K/TOYHIB LMPKY Y1 MalUWH-
HKX icTOT. AnbbepT byprep i Enbsa leTuens, napTHepu B 6aneTi i B
XUTTI, BUKOHYBaM ronosHi poniy LTytraptiy 1922 p.: «IxHi Horu —
B K/JAaCWYHIN BGaneTHin no3uuil, MiMika B1pasHa, K y NaHTOMIMI,
XKECTW — Malxe aepeB'sHi; byprep i leTuenb dopmanbHO NoB'a-
3aHi, ane, 34aeTbCs, He B3aeMOfitoTb MiXK CO60t0. Y KyneBuaHuX,
LUMGYNMHONOAIBHMX | LMNIHAPUYHNX KOCTHOMAax BOHW HEMPUPOAHI,
ane nNpuBabnuMBi, NFOACHKI, ane MexaHiuHi; BOHW € NsifibkamMu, nepe-
TBOPEHVUMM Ha MIOAEN, i, BOAHOYAC, NKOAbMY, NEPETBOPEHUMU Ha
nanbok» (Koss, 2003). Llikao, o ¢irypn nos6aeneHi reHaepHMx
XapaKTePUCTUK | BUrNAAatoTh, WBUALLE, aHAPOMHHUMN.
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MpOAOBXKYHOUN FreHAEPHY TeEMaTUKY TeaTpy bayraysy, focaioHW-
ust K. Pein 3BepTae yBary Ha npobnemMy My>KHOCTI, MOB'a3ytoun i i3
3arasibHOK KPU30HO, LLO BUMHKMKIA nicas Nepulol CBITOBOI BiMHW. Ha
I OyMKY, camMe TeaTpasibHi ekcrnepuMeHTu bayraysy akueHTyBanu
yBary Ha BiICbKOBI TpaBMi, AKa, 3pEeLLUTOLo, Mpr3Bena 40 Neperng-
Ay YonoBivoi ineHTn4HocTi y XX cT. (Ray, 2001). BidyanbHuii nposis
reHOepHOro MUTaHHA NICASBOEHHOMO Yacy K. Pel BUsIBNAE, BNacHe,
Yyepes LOCNIIKEHHS TeaTpasibHOro KOCTHOMa | MOCTaHOBKM BUCTaBW.

Ockap Unemmep 3anporoHyBaB iHHOBaLiMHWIA BUA LiACTBAa,
BMAOBMLLA, TeaTpy 3 BIACYTHIM CIOXKETOM, 3 aKTOPaMU, O4ATHYTUMU
y MPOCTOPOBi reOMEeTPUYHI (hOPMMK, CTBOPEHI 3 Pi3HNX HETPaAMLLi-
HVX MaTepianis (puc.1-3).

Y (opMOTBOPEHHI KOCTHOMIB BMKOPUCTAHO Nanip, AepeBo, Apo-
TV i Tpy6yacTi bopmu. MacuBHI KOCTHOMY NEPeTBOPOBANY AN~
HY Ha TWMaX; KOCTHOM CTMpaB Mexi cTaTi, dirypu, iHANBIAYyaTbHNUX
pUC 06MY4S, @ PEXMCEPCHKMIA 3a4yM aKLeHTYBaB TpiaZy KONbopy
(>KOBTWIA, CUMHII, YepBOHUIA), MPOCTOpY (BUCOTA, LUMPWUHA, TIMBU-
Ha); OCHOBHMX reoMeTpuyHMx hopm (KBaopaT, TPMKYTHMK, KOJo)
(CupenbHukoBa, 6.1.). [lpyra Bepcis 6aneTy cknajanacb 3 TPbOX

o
z
=

I.“.“.‘III.'

Puc. 1. Ockap LLinemmep. TpiagHwii 6aneT: [JpoToBa ¢irypa, 1922.
HikeneBwii Apit, meTan. 36ipka LLITYyTrapTChKOI MiCbKOI ranepei.

Fig. 1. Oscar Schlemmer. Triadic ballet: Wire figure. 1922. Nickel wire,
metal. Collection of the Stuttgart City Gallery.

Puc. 2. Ockap LLinemmep. TpiaaHwii 6anet: Bogonas, 1922. [an'e-malle,
TKaHWWHa, enynoifa. 36ipka LLITyTrapTcbkoi MicbKol rasepel.

Fig. 2. Oscar Schlemmer. Triadic ballet: Diver. 1922. Papier-maché, fabric,
celluloid. Collection of the Stuttgart City Gallery.

Puc. 3. Ockap Linemmep. TpiagHwi 6anet: Cnipanb, 1922. OkcamuT,
LKipa, antomiHieBa (onbra, yenynoig. 36ipka LUTyTrapTcbKoi MicbKol
rasnepei.

Fig. 3. Oscar Schlemmer. Triadic ballet: Spiral, 1922. Velvet, leather, alumi-
num foil, celluloid. Collection of the Stuttgart City Gallery.
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YyacTwH i 6yna BMpilleHa B iHLWI KONIpHi rami i3 3aCTOCyBaHHAM
YKOBTOrO, POXKEBOIO i YopHOro konbopis (Boittiaux, 2019).

Bigeozanuc 6anety [o3Bonsie 3'AcyBaTi, WO (OPMM KOCTHO-
MiB OTOTOXHHOIOTBCS 3 AMHAMIKOIO PYXiB aKTOPIB Ha CLeHi. Hanpwu-
Knaf, KOCTHOM Y BUIAAAI OKpYriol hopmMu, ka 06MOTyBana Tifo no
cnipani, BKasye Ha Te, L0 aKTop Mae pyxaTucst CnipasibHOK NiHIEtD,
HamManbOBaHOK Ha CLEHI. TaknM YMHOM, popMa KOCTIOMa AWKTYBa-
fla akTopaM MeBHI pyxu Tifa. Take 3aBOpOXytode OiNCTBO «TpiafHO-
ro 6aneTy» MarHeTu3ye i aMyLLye Big4yBaTu KOXeH pyx hopmu, Lo
3MINCHIOETBCH B YHICOH 3 TiIOM. Takuii KOCTHOM He iCHYye cam no
CO6i, — BiH € PO3LUMPEHHAM, MPOAOBXEHHAM Tina. Baxkko ckasaTti, Lo
PYXaeTbCA NEPLUMM — NKOAMHA UM KOCTHOM. [eBHY MOAIOHICTb MOXHa
crocTepiratv i B Nigxogax 40 MOAWM i Cy4acHOro AM3aHy OAAry, Lo
MPOCTEXYETHCA SIK TiNNeCHa KOMYHIiKaLLif, Ika Mae CBill HeBepOanbHWN
apTUKyNALiiHWiA MexaHism (LaHaperko, 2013). Cam ansaiiH i bopma
KOCTHOMa MOZESIFOE NFOANHY | BU3HAYAE 1T MOXJIIMBOCTI pyxy. g yYac
«TpiagHOro 6aneTy» YaCTUHM Tina NANHK, it PyXW, OPraHiaM B LiNomMy
CTar0Tb MPOABOM MUCTELIBKOTO XYAOXKHLOrO MUCNEHHS. BiacyTHICTb
ctoxeTy B «TpiagHOMy 6aneTi» MOXHa pO3yMITH i SIK MOro BiACYTHICTb
B KUTTI NOANHW. AHanNIi3yroumn XyAoXKHI 3acobu, BUKOPUCTaHI y MocTa-
HOBLi LLIneMmepoMm, MOXHa MoroanTUCh 3 yMKOKO k. Kocc: «TiHbo-
Bi NSMIbKM MALLUMHHOI EMOXM BTINFOKOTb EK3UCTEHLiAHY APIO'A3KOBICTb
LIeNyoIAHOI CyHaCHOCTI. Y TOWM e Yac, BOHW BUABASKOTLCA MPUHLIM-
MOBO He3daTHMMM BigYyBaTh cebe «BAOMAa», HATOMICTb BUMPOMIHHO-
FOUM MPUXOBaHe BiAYYTTA «MOTOPOLUHOMO», iK MOro chopMynoBas
3. ®poina y 1919 p. 3axonamBo-aHIMICTUYHI | He3rpabHo-HeNHOACHKI,
BalMapCbKi TaHLiBHWKM LLIneMmepa 0aHOHYaCcHO MOTOPOLLHI | YapiBHI,
HagiNeHi AK 3HaNOMOO MPaMBICTHO NANbKM, Tak | 3/TOBICHOK MOPOXK-
Heuero MexaHiuHKx icToT» (Koss, 2003).

Takniz nigxia 0O CTBOPEHHS AM3aliHy oasary, e HocieM hopmu
CTae ntoavHa, No3basneHa iMeHi, 06114y, cTaTi i coLianbHOI pori,
AKa XKVBE | PyXaeTbCs fIMLUE 3a YiTKO BWM3HAYEHOKD TPAEKTOPIEHO,
3acBigyvye aKTyallbHICTb NereHgapHoOl NOCTaHOBKKU. B cydacHomy
CBITI XXUTTEBUIN LUAAX IFOOAUHU MEPEBAXKHO PErNaMeHTYETbCS KyJlb-
TYPHO-COLiaNIbHUMM HOpMaMmu | HacTaHoBaMu. KyfibTypa MacoBOro
CMOXMBAHHA Ta KONEKTUBHOIO PO3yMy HIBEMIOE NMOTPetU iHAMBIAY-
anbHOCTI. LIiHHICHI opieHTMpW 6araTbox MOMOANX HOAEN Ha NoYaTKy
XXI| cT. HabyBatOTb IHLLOMO BUMIpY. [piOpUTET CNOXMBAHHSA Bidyasb-
HOI IHOPMaLl CTaBUTb Mepes Cy4aCcHO MOMOAAK HOBI BUKIIMKMY,
KOS FOMOBHUMM MOAPa3HMKaMM BUSIBASOTLCS BidyasbHi 0b6pasw,
AKWX HEe ICHYE B AINCHOCTI. TaKMM YMHOM, CMIPaBXHS CYTHICTb JTHOaM-
HI, 11 XKUTTS BXKE HE BU3HAKOTBCA BULLMMM LIHHOCTAMMU. IXHE MicLe
3aliMae KapTWHKa B CoLianbHIn Mepexi, 3a AKy MOXXHa ofep>kaTu
«BNoAo6tanky». TakMM YMHOM, LiiHa XXUTTS BU3HAYaETbCA KiNIbKICTHO
«Bnofobalnok». binbLUiCTb MHOAEN KUBE B «MacLi» i nparHe Bigno-
BigaTV TOMY Bi3yanbHOMY 06pasy, KW BU3HAYEHWI K TPAEKTOPIA
«YCMILLHOrO »XXUTTA». «TpiagHwuii 6aneT» Ockapa LLinemmepa HuHI Ha-



Jemiypr: igei, TexHonorii, nepcnekTuem gu3anHy 2020 Tom 3 N2 1
Demiurge: ideas, technologies, perspectives of design 2020 Vol. 3 No 1

ByBae pPO3LIMPEHOrO PO3YMIHHS | 6aYeHHS, L0 AEMOHCTPYE 6E3MNKY
eMOLIHO-HaMpPy>XeHy MANHY CYy4aCHOCTI.

BaxkivBMM OCBIAOM Y Mi3HaHHI TBOPYMX METOAIB i MiAXoaiB
MancTpiB bayraysy cTaB CTYy[IEHTCbKMI MPOEKT Ha (MaKynbTeTi An-
3anHy i peknamu KMiBCbKOro HauioHanbHOMO YHIBEPCUTETY KyNbTy-
py i MUCTeUTB. 3axia 34IMCHIOBABCS Y paMKax HayKOBO-MUCTELb-
KOro npoekTy yHiBepcuTteTy «100 pokiB cydyacHocTi: bayrays Ta
yKpalHcbkuin aBaHrapg» (2020). Y NpoekTi, Kl BUKOHYBaBCA Ha
Kadeapi AnsarHy oasary nia KepiBHULTBOM aBTOpa CTaTTi, B3ANM
y4acCTb CTYAEHTU NepLUOoro Kypey. Ha niacTasi peTenbHOro BUBYEH-
HS JOPO6KY MancTpie bayraysy 6yno po3po6ieHo i BUrOTOBIEHO
aBaHrapHi KOCTIOMU 3 HeTpaauuiiHuX mMaTtepianis. [peseHTalis
CTYAEHTCbKOI KonekLii oasary Biadynach Ha BUCTAaBKOBOMY MaidaH-
YKKy YHiBepcuTeTy B CidHi 2020 p.

BUKOPUCTaHHSA HeTpaauuiiHUX MaTepianiB 'y BUTOTOBJIEHHI
aBaHrapAHux KOCTIOMIB [JO3BOMMIO He 0OMeXyBaTUCh 3400yTKa-
MW Cy4acCHOI TEKCTWJIbHOI MPOMUCNOBOCTI. KONbOpoBe pilleHHA
6yno 06yMOB/IEHE FONOBHUMUW KONMbOpaMu CTUICTUKKN Bayrayay,
a OCHOBOI (POPMOTBOPEHHS CTaIM OCHOBHI FeOMETPUYHI hOpMU.

Ha nepLuomy eTani NpoeKTy CTYAEHTU 30CepeinIUCh Ha LOCi-
IPKEeHHI TBopYoCTi MuTLiB bayrayay, Ocobnnea yBara 3sepranacs
Ha BMBYEHHA MaHI(ECTY LIKOW, Ha iAe0NoriYHe OCBOEHHSA MOHATL
hOpMU, KOMTbOPY | MPOCTOPY Y PO3YMIHHI MPeACTaBHUKAMM LLKOSIN,
Ha BMBYEHHS CTU/IbOBUX O3HaK.

HacTynHuiz eTan poboTu nepefdadyaB rpadivyHe BiATBOPEHHS
acouiaTMBHOMO CAPUAHATTS CTUAICTUYHUX ocobnmBocTelt bayra-
Y3y 3 BUKOPUCTaHHAM PIi3HWUX XyAOXHIX 3ac06iB i CNOcobiB CTBO-
PEHHSA XYA0XHIX KOMN03ULii (pyc. 4). B LUbOMY 3aBAaHHi Le HeMae
MOOMHK, a € NuLle hopma, KOMIp | MPOCTIip, SKi NOTPIGHO NoeaHaTW.
Opyruin eTan po60oTn AONOMIT BU3HAYUTKU KOHLENTW i BidyanbHy
iHTeprpeTauito ifel KOCTIOMY. 30KpeMa, BaXJIMBY pOSib Bifirpano
3arnvGNeHHs CTYAEHTIB Yy KoHUeNUito «Tpiaan» Lnemmepa. Takox
caMe Ha LibOMy eTani CTyAeHT1 Mann BUbpaTu MaTepianu BianoBia-
HO A0 3aAyMy, BPaxoBytoUM iXHIO GakTypy i TekcTypy. Ocobnmsol
yBarv 3ac/lyroByBasia He fi1LLIe acoLiaTUBHA XYA0XHSA KOMMO3uLiS,
a N HeTpaauUinHi MaTepiany, AKi 3a NEBHUX YMOB MOXYTb 6yTN BU-
KOPUWCTaHi y BUrOTOB/EHHI oaary. [pn CTBOpPEHHI rpadivyHmx pobiT
6ynv BUKOPUCTaHI TpaauLinHi Konbopw bayrayay: YepBOHWUIA, CUHIN,
YKOBTWI | YOPHUI, @ TakoX — HeoOMexeHa KiNbKiCTb MaTepianis
(MakapoHW, cyxi GpyKTW, NNacTUK, MOHETW, MiHOMOMiypeTaH, ryma,
nonieTunex, Aepeso, BaTa ToLLO). [ToLlyK HOBMX MaTepianiB Ta aco-
LiaTUBHUX NOeAHaHb 3 HUMW OO3BONNNO AOCATHYTU iIHHOBALIMHWX
pileHb. Mpy LbOMY TBOPYI MOLIYKN HE OOMEXYBAINCA BUKOPUC-
TaHHAM Nye ogHoro Matepiany. CTyaeHTn NoeaHyBanm, KOMGiHy-
BasM, NNaBUAW, pBanu, CKiaganym Matepian y neBHi KoHbirypaui,
CTBOPHOIOYM MPU LibOMY HOBI ABULLA, OpUriHasbHI He TifIbKW 3a BU-
rNANOM, ane I Ha OTUK, | HaBiTb Ha 3anax (puc. 4).
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Puc. 4. [pagiyHi acoyiaTBHI po60TH CTyAEHTIB 1
Kypcy KHYKIM. 2020 p.

Fig. 4. Graphic associative works
of KNUCA 1st year students. 2020.

TperTiit eTan poboTV Hag NPOEKTOM MONSraB y PO3BUTKY KOHLEM-
TyanbHWX pilleHb 3 HabNVMXXEHHAM KOCTHOMIB [0 a@HTPOMOMOPMhHMX
dopm. Llein etan nepen6adas nepexif 3 NAOLLMHHOIO ECKI3HOMo pi-
LUEHHST y NMPOCTOPOBE. BaXk/IMBO 6y0 BU3HAUMTW, Y AKWIA CNOCIH No-
LUMHHe rpadiyHe 306paXkeHHsT Mae cTaTi 06'€EMHOIO (POPMOLO, SIKY
MOXXHa OASMHYTW Ha Tino noanHK. [Mpy uboMy Tpeba 6yno BpaxoByBa-
TW Ti KOHCTPYKTMBHI OMOPHI MOSACK, Ha AKX Mae TPUMATUCh KOCTHOM.
CKnagHiCTb BMKOHaHHA [aHOro etany nonsranay notpedi rapMOHilt-
HOro NoeAHaHHA (hOPMU OASTY 3 TiINOM NHOAMHK. [pK LibOMy O0cobnMBa
yBara 3BepTanach Ha 36EPEXKEHHST XYAOXKHbO-ECTETUHHOIO PILLIEHHS,
Ha rapMOHiliHE PO3YMIHHSA KOMMO3MLIIHOT LinicHOCTi (puc. 5).

Puc. 5. Po6otu cTygeHTiB 1 kypcy KHYKIM.
2020 p. pacpiyHa ekcriikaljisi eCKi3HOro pilLieHHs
An3aviHy ogsry.

Fig. 5. Works of KNUCA 1st year students.
2020. Graphic explication of the sketch solution
of clothing design.
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YeTBepTUIn eTan poboTK, SKMUIA NOASraB y BiATBOPEHHI MPOEK-
THOrO pilleHHs B MaTepiani, 6yB HanbinbLL ekcnepyMeHTanbH1M
i HaMBINbLLU LiKaBMM 3 MOrNsay KpeaTMBHOCTI. 36epiraroum KoH-
LenTyasbHi JOMIHaHTX BaMapCbKOI LWKOMN Y NMOEAHAHHI 3 aBTop-
CbKWM PiLLEHHSIM, OY/10 CTBOPEHO KONEKLit0 0asry. Y Takui cnoci6
CTy[leHTaM BJanocs CTBOPUTU AM3alH, AKWIN y CyHacHUX yMOBax
CTae aKTyalbHWUM BIOJIYHHAM NereHgapHol enoxm 3MiH | aBaHrapa-
HOro MUCReHHst (puc. 6, 7).

Puc. 6. Po6oTu CTyaeHTIB
T kypcy KHYKIM.

2020 p. ABaHrapgHwi
OfAr 3 HETPaAMNLIVIHUX
marepiasniB 3a MOTUBaMM
TBOpYOCT bayrayasy.

Fig. 6. Works of KNUCA
1st year students 2020.
Avant-garde clothing
made of non-traditional
materials based on the
work of Bauhaus.

Puc. 7. Po6oTu CTyAeHTIB
T kypcy KHYKIM.

2020 p. ABaHrapaHwi
OfAr 3 HETPaANLIVIHUX
martepianiB 3a MOTUBaMu
TBOpYOCTI bayrayasy.

Fig. 7. Works of KNUCA
st year students 2020.
Avant-garde clothing
made of non-traditional
materials based on the
work of Bauhaus.

B po6OTi MPOCTEXEHO FOSIOBHI KOHLENTX TBOPYOro 3406yT-

HaykoBa i
Ky Ockapa Llinemmepa Ta BUSBNEHO BMAMB «TpiafHOro 6aneTy»

HOBU3Ha Ta o o . : .
Ha cyYacHu amsanH ogary. MNpakTuyHa peanisauis SOCHIIKEHHS
"paKT".qHa 3HallLIa CBOE BiAlYHHS B aBaHrapAHUX PilleHHAX, 3aCTOCOBAHMX
SHaYUMICTD Y HaBYanbHO-MUCTELbKOMY MPOEKTI, npucesadeHoMy 100-pivyto 3a-
AOCNIRKEHHSA CHyBaHHA WKonv bayrays.
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BUCHOBKHM ﬂ Oc&_<ap LLIneMmep CBOEO AiANbHICTIO BUSIBUB NOTPEOY MMUBUH-
HOro nigxody A0 MWUCTEUTBA, WO Mae CTaTu pe3ybTaToM MNOed-
HaHHA XYOOXHIX i4eanis, HOBUX TEXHONONI | MaNCTEPHOCTI. Noro
TpiaAHWA Migxig y NPOEKTHIN AiANbHOCTI NPOSABNAETLCA Y TICHIN
B3aeMOZII BaXXJIMBUX KOHLIEMTIB, SIKi BU3HAYatOTh XYOOXXHbO-€C-
TETUYHY LiNiCHICTb An3aitHy. «TpiagHWii 6aneT» CTaB TUM PEBOSIIO-
LiHUM SBULLEM Yy MOBOEHHOMY MWUCTELTBI, iIKE 3aCBIAYMN0 3M1aM
Y CBIAOMOCTI, MparHeHHs [0 BIAHOBEHHSA XXUTTS MiCNA BINHN, BHE-
CEHHS B HbOIO 3M1aropKeHOCTI | YITKOCTI. Y TakoMy LiNCTBI KOXXeH
Mae CBOH «hOpMy», AKOKO 0OYMOBIEHWMIA MO0 PyX Y CLIEHIYHOMY
MPOCTOPI, KOXXEH BUKOHYE CBOKO POJib i LA POSib € BaXXJ/IMBOIO AK
NS HbOro, TaK | ANnsg iHWoro. Bnane Ta akTyanbHICTb «TpiadHOro
6anety» Ockapa LLnemMmepa Ha cydacHWA Ou3ailH oasry nons-
rae y rmmbnHHOMY pO3YyMiHHI CYyTHOCTI NFOANHM i hopMK, NHOAMHN
i MpoCTOPY, NKOAMHM | 11 CBITOCMPUMHATTA. HUHILLHE TpakTyBaHHSA
«TpiagHOro 6aneTy» MOXMBE K PO3YMIHHS CYTHOCTI, fKa iCHye
y BUMAAI «POPMIM», «MPOCTOPY» i «<KOTbOPY», cepen aKmx «hopmMar
€ Qi3NYHMM (MaTepianbHNM) NMPOSIBOM, «KOAIP» — eMOLINHM i Ncu-
XIYHUM, @ «MPOCTIp» — MICLIEM | HaCOM ICHYBaHHSA NFOANHW.
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Abstract

The purpose of the research is to reveal the
specifics of the visual language of the artist and
designer Vasyl Yermylov, in particular, through
the study of his diptych «On the Beach» in in-
terconnection with the artistic and theoretical
achievements of Bauhaus artists-innovators.
Research methodology. The method of de-
construction, structural, formal-stylistic and
comparative analysis is applied in the article.
Scientific novelty of the research. The results
of the study revealed tendencies for Yermylov
to create avant-garde compositions based on
a subtle creative dialogue with the theoretical
approaches of the Bauhaus representatives,
which testifies not only to programmatic and
ideological unity, but also to the identity of vi-
sual thinking. The method of deconstruction
and structural analysis allowed to identify the
elements of form as certain structures, deliber-
ately introduced into the work by the master in
order to rethink it, create another combination
and, thus, the assertion of new content. This is
the first time such analysis of Yermylov's works
has been conducted. Conclusions. The results
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AHoTallis

MeTa pocnig)XeHHsl — BUSBUTU cneumndiky
Bi3ya/lbHOI MOBW XYLOXHMKa | An3anHepa
Bacuna E€pmunoBa, 30kpema, 4epes [ochni-
IDKEHHS I0ro AMnTuxy «Ha naski» y B3aeMo-
3B'A3KY 3 MUCTELbKMMW | TEOPETUYHMMN Ha-
npauroBaHHAMM MUTLIIB-HOBATOPIB bayrayay.
MeToponoria gocnig)XeHHa. Y cTaTTi 3acTo-
COBaAHO MeTOA AEKOHCTPYKLIl, CTPYKTYPHOrO,
(hopManbHO-CTUAICTUYHOIO Ta KOMMNapaTUBHO-
ro aHanisy. HaykoBa HoBU3Ha [AOCNiAXKEHHS.
PeaynbTat AOCNIIKEHHS BUSBUNN TEHAEHLUIT
[0 TBOPEHHS EPMUIOBUM aBaHrapAHUX KOM-
No3uLi Ha OCHOBI TOHKOrO TBOPYOro Aianory
3 TEOpeTUYHUMMK NigxoAamMu NpeacTaBHUKIB
Bayrayay, WO 3acBigyye He fve nporpamHy
M CBITOMNAAHY €AHICTb, ane N IAeHTUYHICTb Bi-
3yafibHOro MUCNEeHHs. MeToa AeKOHCTPYKLIT Ta
CTPYKTYPHOrO aHanisy A03BOJIMB BUSABUTH efle-
MEeHTU (hOpPMM AK CTPYKTYpW, CBIIOMO BBeAEHI
y TBIp MaCTpPOM 3 METOK MOro NepeocMmnc-
NEHHS, CTBOPEHHS iHLWOI KOMBIHALT i, TaKnM
YMHOM, CTBEPIKEHHS HOBOrO 3MICTY. Takui
aHani3 woao TBOpiB €pmunoBa MPOBOANTL-
CA Breplle. BUcHoBKKU. Pesynbtati aHanisy

141



MwucTeuTBO3HABCTBO
Art studies

of the analysis of Yermylov's diptych «On the
Beach» testify to the universality of the new vi-
sual language, Kwhich has developed in Ukraine
despite the attempts to adapt it to the service
of the totalitarian regime. Today it is important
to testify that Ukrainian artists developed in har-
mony with their Western counterparts. Ermy-
lov's work, built on rethinking of different, some-
times opposite approaches to the development
of form, which existed at different stages in the
Bauhaus, is an example of exceptional design
skill of the Kharkiv artist in composing virtuo-
so compositions from elements of art form. At
the same time, the diptych with its laconic ex-
pression of the theoretical avant-garde heritage
under the «<mask» of Dadaism is a tribute to the
New Art in the conditions of its prohibition and
destruction.

Key words:
Vasyl Yermylov, Laszlo Moholy-Nagy, Vasyl
Kandinsky, Paul Klee, Ukrainian avant-garde,
Bauhaus, new visuality, picturesque elements,
structures, picture plane, nude.

Introduction ]

aMnTuxy EpmMunoBa «Ha nnsxki» 3acBigvyroTb
YHIBEPCAbHICTb HOBOI BIi3yanbHOI MOBMU, LLO
B YKpalHi ckJjlanacb BCyMnepey HamaraHHsM
npuctocyBaTu 1i 4O OBCNYroByBaHHS TOTasi-
TapHOro pexxumy. CbOrogHi BaX/MBO 3acBif-
YUTW, LLIO YKPAIHCbKI MUTLI PO3BUBANNCS CYro-
JIOCHO 3i CBOIMM 3axiaHNUMK Koneramu. PoboTa
€pmMunoBa, BMOyayBaHa Ha MEPEOCMUCEHHI
PI3HUX, YaCOM MPOTUNEXHUX MIAXOAIB 4O PO3-
BUTKY (DOPMMU, AKi iCHYBaaM Ha Pi3HUX eTanax
y bayraysi, e 3pa3koM BUMHATKOBOI AN3aNHEP-
CbKOI  MaMCTEPHOCTI  XapKiBCbKOrO  MWUTLS
y CKJlaZiaHHi BIpTYO3HMX KOMMO3WLLY 3 efleMeH-
TiB MUCTeLbKOI GopMu. Pasom 3 TUM, ANNTUX
3 MOro NakoHIYHVMM BMPA30M TEOPETUYHOIO
aBaHrapAHOro cnaKy nif «<Mackow» aafaiamy
€ JaHVHOK HOBOMY MUCTELTBY B YMOBaX MOro
3a00POHM | BHULLLEHHS.

Kniouosi cnoega:

Bacunb €Epmunos, Jlacno Moron-Haab, Bacunb
KananHcbkun, MNaynb Knee, ykpalHCbKnii aBaH-
rapf, bayrays, HoBa Bi3yasnbHICTb, YXVWBOMUCHI
€1eMEHTU, CTPYKTYPW, KapTMHHA MIIOLLMHA, HHO.

Today, scholars are particularly interested in the similarity of

The
methodology
and analysis
of sources

142

the creative methods of the artists who represented the Bauhaus
school and the Ukrainian avant-garde. It is enough to compare sev-
eral samples of avant-garde art — sketches, posters, graphics and
paintings — to see their similarity. However, immersion in the world
of elements of this art, identifying patterns of development of form
can give us an answer to more substantive questions. Their solution
really lies in the field of art criticism and depends on the context of
the interaction of a particular artist with other groups. And in any
case, at the end of the creation of a particular work of art, we receive
a new message, which by establishing the relationship between the
various structures brings closer to the artist's idea, to its significance
in the context of his era.

The methodological basis of the study are structural analysis,
deconstruction, formal-stylistic and comparative analysis. Structural
analysis in this case is to identify and distinguish certain structures
in works of art, comparing them in use by different artists and iden-
tifying the relationship between them. The method of deconstruc-
tion is used to identify the hidden content embedded in the work
of the author, to study the nature of the dialogue between different
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Results
of the
research

avant-garde texts in order to identify the deep content embedded by
the author.

The research is based on the analysis of works of art and their
correlation with the theoretical works of Bauhaus representatives.
And also — on the facts and rethinking of art studies about the
Ukrainian avant-garde T. Pavlova (2012; 2013; 2018), D. Horbachov
(2017), V. Faber (2019a; 2019b).

Modernism artists drew attention to the artistic elements, mak-
ing them the initial coordinates of the New Art. Kazimir Malevich
spoke about the main role of color and texture — those entities that
have always been killed by the plot. Bauhaus teachers Paul Klee and
Vasyl Kandinsky, starting from a point and a line on the picture plane,
endowed them with a mission of creating «new substance» and new
meanings through the artist’s self-reflection and its inclusion in the
context of the world and modernity. The same elements of a point,
a line and a picture plane were investigated theoretically and prac-
tically by the Kyiv painter Olexandr Bohomazov: the results of his
research, presented in 1914, were significantly ahead of Kandinsky
and Klee (Bohomazov, 1996). It is also significant that Bohomazov
and Viktor Palmov worked on the development of color theory at the
Kyiv Art Institute, and, despite similar studies by Klee, Kandinsky,
and Itten at the Bauhaus, came to phenomenally similar results. In
addition, artists-innovators often argued among themselves about
the question of form, which is evidenced not only in numerous the-
oretical articles and treatises, but also in their own works of art.
Therefore, often in their work we recognize reminiscences and allu-
sions to each other, or the development of a certain creative meth-
od in their own direction. The obvious intertextual dialogue of most
artists of that time prompts us to consider the elements of form as
separate structures, which, according to our hypothesis, form the
phenomenon of new visual thinking. Tracking these structures in the
texts and between the texts will confirm or refute the hypothesis.

For the founders of the Bauhaus, the new visuality could not
grow simply from the abandonment of naturalistic thinking and
academic norms. It was to be awakened in the layers of the inner
world, on the one hand, through immersion in the origins of art, on
the other hand, in self-knowledge. The result of such work was the
theoretical work of V. Kandinsky and P. Klee, which were organized
by artists during their teaching in the Bauhaus courses. The knowl-
edge acquired in this way allowed to systematize the elements of
form, to help them become recognizable structures with formative
properties.

The transition from the expressionist to the constructivist pe-
riod is significant in the Bauhaus. It is associated with the arrival
of Laszlo Moholy-Nagy, an avant-garde of Hungarian descent, who
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replaced Itten as master of the «basics» course (Gomperts, 2017,
p. 251). Experiments with new forms become especially interesting
for him. Suprematism and abstractionism, which can also be recog-
nized in Moholy-Nagy, suddenly fit into the system of spatial coordi-
nates and allow to reveal the figures in their unfolding in space. And
this, in fact, can be called a constructivist interpretation of Suprema-
tism and abstractionism. Undoubtedly, the passion for photography
played a significant role in this approach of Moholy-Nagy, and the
use of abstraction and photomontage created new opportunities for
graphic design.

In parallel with the Bauhaus in Germany and with other
avant-garde trends in Western Europe in Ukraine, the avant-garde
movement developed rapidly. One of its brightest representatives
was the Kharkiv artist and designer Vasyl Yermylov. An interesting
interpretation of Bauhaus’s innovative ideas can also be observed
in his creative methods, which is a well-known fact today (Pavlova,
2013). Yermylov's dialogue with the art of Oscar Schlemmer is es-
pecially noticeable (it is enough to compare several counter-reliefs
of each of them to recognize the kinship of these masters). But the
task of this article is to highlight the results of a somewhat unex-
pected discovery of the presence of other representatives of the
Bauhaus in Yermylov's work and worldview — Moholy-Nagy, Kandin-
sky and Klee.

It is known that when Ermylov's works appeared at European
exhibitions, they were a brilliant success: a gold medal for works
at an exhibition in Leipzig (1922); success of works in Paris (1925),
high marks and awards at the International Press Exhibition in Co-
logne, Germany (1928). Regarding the latter, Yermylov made ex-
hibits for the Ukrainian department of the USSR pavilion decorated
by V. Meller (Pavlova, 1913, pp. 60-61). But was the artist himself
abroad? According to researchers, Yermylov was not allowed to go
to Cologne (Tsymbal, 2018). It is likely that victories in 1922 were
also won without the presence of the author. Instead, it is known
about the artist's keen interest in everything that took place in the
Western European avant-garde, and especially in the Bauhaus. This
is evidenced by Bauaguz's books in Yermylov's archive: the archive's
expert Dmitro Horbachov explains their origins by trips to Germany
by Yakiv Rudensky, who dealt with printing issues and brought such
valuable publications for artists (Pavlova, 2013, p. 64). We must say
that the interest in the European avant-garde was generally inherent
in the artistic environment, as evidenced by publications in the most
popular pan-futurist magazine «New Generation». In the absence of
personal contact with Bauhaus, reviews of them were often based
on the French publication «Cahiers d’Art» (Faber, 20194, p. 10). This
was not enough for Yermylovs’ desires, but that is why the grasp of
ideas in their essence and their inclusion in the dialogical context of
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his own works really testified to the spiritual kinship of the master
with the innovation of Western European artists. What Schlemmer
and Bayer designed in Weimar and Dessau, Yermylov did in Kharkiv.
He combined in his work everything that was at hand: plywood,
metal, wood and more. His design includes all types of graphic de-
sign — from books, avant-garde magazines to the development of
trademarks, packaging design, fabric design and the creation of new
fonts. Yermylov is also associated with the use of a prototype of a
modular grid, which has become a business card of the Swiss style.

Let's turn to Yermylov's collage diptych «On the beach» (figs. 1.1,
1.2). It was completed as early as 1935, but contains obvious traces
of internal dialogue with the fundamental principles of avant-garde,
as they were formed in the Bauhaus.

Fig. 1.1. Vasyl Yermylov. On the beach. Morning. The left part of the diptych
(relief). 7935. Wood, oil, photo collage. 55x60.5 cm. Collection of K. Grigorishin
(Moscow).

Puc. 1.1. Bacunb Epmunos. Ha nnasxi. PaHok. JliBa YacTuHa AunTuxa (penbed).
1935. [lepeso, onisi, poTokonax. 55x60,5 cM. 36ipka K. lpuropuiumHa (MockBsa).

Fig. 1.2. Vasyl Yermylov. On the beach. Evening. The right part of the diptych
(relief). 1935. Wood, oil, photo collage. 55x60.5 cm. Collection of K. Grigorishin
(Moscow).

Puc. 1.2. Bacuib Epmunos. Ha nasxi. Bedip. [MpaBa YacTuHa guntuxa (pesibed).
1935. [lepeso, onis, poTokonax. 55x60,5 cM. 36ipka K. [puropuiumHa (MockBa).

Yermylov marked the diptych as a relief. Each of its parts consists
of several planes superimposed on each other. One of the fragments
is composed of a photo with four naked female figures in beach pos-
es looking from the back. And although Yermylov did not refer to pho-
tography often (Pavlova, 2012, p. 66), but in the diptych its application
is truly virtuoso. The researcher of the Kharkiv avant-garde views the
work in a Dadaist context noting that Yermylov's diptych «completely
fit into the context of the ideas of sports and the cult of a healthy
body», typical of the 1930s (Pavlova, 2012, p. 65). Indeed, it remained
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only with hidden humor to skillfully conceal the absurdity of cultivated
«values» at a time when the real — spiritual, aesthetic, human — was
given a place only among the «hostile bourgeois».

The photograph itself belongs to the Odessa photo shoot and,
according to T. Pavlova, «illustrates the laws of film editing here: one
frame in different contexts reveals different semantic and emotional
qualities» (Pavlova, 2012, p. 66). In addition, in our opinion, photog-
raphy in this case is an innovative way of introducing naked nature
into the work, which may be part of the artists’ discussion of nature
in art, a paradigm shift in its perception, 1923), and, of course, a new
visual (Moholy-Nagy, 1925; 1947). Analyzing Ermylov’s nude as a
structure, we can state its unusual interpretation: first, the view from
the back depersonalizes (this is not a portrait); secondly, deprives
the face (devalues the need to identify individual traits); and, thirdly,
multiplies the nu by four, revealing their common features, and thus
brings them closer to the usual elements of form placed on the can-
vas in a certain rhythm. In addition, interpreted through an unusual
angle, the four nudes are reduced in such a way as to create an
optical illusion of the third dimension, which consists, in particular,
in the relief separation of the perpendicular plane from the main,
interpreted plane. There is a visual impression that the relief in the
work occurs precisely because of the ratio of the photocell and the
main plane.

In this case, it is also important that Yermylov collages a black-
and-white photograph with color-geometrized flat elements. In each
of the parts there is an amazing sense of balance and equality of
the elements: it is interesting that in the composition there is no
subordination of one element to another. Photography also has its
«weight». This equality, in fact, looks so programmatic that it forces
us to turn our attention to the recognition of the message that cap-
tures the results of solving the problem of the art plan.

It is not for nothing that Yermylov creates two collages, the dif-
ference of which is revealed in three ways: due to color saturation,
due to change of textures or rhythmization of color planes and due
to change of photo position in the collage (the latter can also be
associated with moving the sundial). Color — its heat, intensity, volt-
age — serves to identify the degree of increase and decrease of this
temperature.

The photograph with lying figures in a sharp perspective reduc-
tion resembles the avant-garde work «City Lights» (fig. 2.1), what
prompted us to the thought that Yermylov borrowed this method
with the use of photo from Moholy-Nagy. It is not difficult to note
that the segmented space of Yermylov's collage could refer to the
geometrically complicated space of Moholy-Nagy, where the seg-
ments create the effect of searchlight rays, in the projection of which
there are two female figures in swimsuits. Interestingly, the «project-
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ed» image does not reach the plane and visualizes the figures in a
specific perspective reduction. Experiments with perspective were
characteristic of Moholy-Nagy — in order to distract the viewer from
her usual interpretation. On the other hand, the formed planes be-
have as typical «picturesque entities» actualized by abstractionists.
Intersecting with each other, they create a self-sufficient harmony
of elements. It seems that in the work Moholy-Nagy uses reminis-
cence of his earlier abstract work (fig. 2.2). The introduction of a
photographic image placed in the «field of view» of another figure,
turns the work into a constructivist and shifts the focus to the spa-
tial aspect.

Fig. 2.1. Laszlo Moholy-Nagy. City Lights. Photomontage. 1926. Collage with ink
and watercolor on paper. 61x48 cm. Bauhaus-Archiv, Berlin.

Puc. 2.1. Jlacno Moroi-Hazab. Micbke cBiTno. @oTtomoHTax. 1926. Konax
YOPHUIIOM Ta akBapesn/ito Ha nanepi. 61x48 cm. Apxis bayraysy, bepiiH.

Fig. 2.2. Laszlo Moholy-Nagy. Construction. 1922. Oil on panel. Harvard Art
Museums / Busch-Reisinger Museum collection. .

Puc. 2.2. Jlacio Moron-Hazgb. KoHeTpykuyis. 1922. Onis, gowka. [apBapACbKi
XyAOXHI My3sel/ Mysei bylua-PensiHrepa.

Naked nature in Yermylov's photography is presented in a more
frank interpretation, and it is quite possible that it argues with the
half-naked nature of Moholy-Nagy: after all, if we are talking about
the theme of nature in art, then it must necessarily appear naked.
According to our observations, the appearance of nude in an un-
expected context has always been used by artists not by chance -
in order to sharpen attention to the state of painting, or to capture
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a purely artistic problem that seeks a radical change of form (just
mention «Artist's Studio» by Gustave Courbet or «Olympia» and
«Breakfast on the Grass» by Edward Manet).

Could Yermylov really refer to Moholy-Nagy's work in the dip-
tych? According to T. Pavlova (2013, p. 64), among the books of the
Bauhaus Yermylov definitely had the eighth edition with the work
of Moholy-Nagy (1925). However, this reproduction was not in the
mentioned book. In any case, the photo collage, created in 1926 or
1928 (dating differs in different sources), had every chance to be
seen by Yermylov by 1935. Other photo collages by Moholy-Nagy,
included in both the book and and in other editions of the Bauhaus
(figs. 3).

&L

Fig. 3. Laszlo Moholy-Nagy. Photomontage examples: Human Mechanics, 1925;
Leda and the Swan, 1925; Between Heaven and Earth, 1925, Jealousy, 1924 — 27.

Puc. 3. Jlacno Morowi-Hagb. Spasku potomoHTaxy 1925 — 1927 pp.: Human
Mechanics, 1925; /lega i ne6igb, 1925; Mix He6ecamu i 3emnero, 1925; PeBHOLL,
1924 - 27.

In addition, thematically Yermylov's diptych echoes the «beach»
series of photographs of Moholy-Nagy in 1926 and 1930 in Ascona,
Switzerland (figs. 4.1-4.3). The most famous of this series is the
photo masterpiece «Oscar Schlemer in Ascona» (fig. 4.2). However,
more interesting in our case is the photo «Siesta» (fig. 4.1), taken in
the same entourage using a sharp reduction, similar to that used in
the photocell from the «City Light» (fig. 2.1). The photo from Asco-
na Beach in 1930 (fig. 4.3) is composed of two different textured
planes, which can be considered facing each other with the same
geometric shapes. However, optically they differ due to the wide
bands of the lower plane and the small pattern of the water sur-
face — the upper. Bare legs here become a vertical motif. So, in this
photo, at least three structural elements could have inspired Ermy-
lov to create his own «beach».
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Fig, 4.1. Laszlo Moholy-Nagy. Siesta (Schlemmer's girls on balcony). 1926.
39,8x29,9. Galerie Berinson, Berlin; Ubu Gallery, New York.

Puc. 4.1. Jlacno Moroi-Hagb. Ciecta ([JoHbku LLinemmepa Ha 6ankoHi). 1926.
39,8x29,9. Galerie Berinson, bepiH; Ubu Gallery, Hbio-Mopk.

Fig, 4.2. Laszlo Moholy-Nagy. Oskar Schlemmer in Ascona. 1926. 16,8x12,4.
Galerie Berinson, Berlin;, Ubu Gallery, New York.

Puc. 4.2. Jlacno Morovi-Hazb. Ockap LLnemmep B AckoHi. 1926. 16,8x12,4.
Galerie Berinson, Gepnin; Ubu Gallery, Hbro-Mopk.

Fig, 4.3. Laszlo Moholy-Nagy. Lago Maggiore, Ascona, Switzerland. ca. 1930.
Gelatine silver print. 20,8 x 28,4 cm. Collection Spaarnestad Photo: Nationaal
Archief.

Puc. 4.3. Jlacno Morovi-Hazgb. Lago Maggiore, AckoHa, LLisevijapisi. ban3bko
1930. Konekuyisi Spaarnestad Photo: HavioHa/ibHWiA apXiB.

The photo used in Yermylov's photo collage was not the only
one from the Odessa photo shoot (Pavlova, 2012, p. 66). And her
other photos also testify to Yermylov’s high skill with the use of tech-
nigues close to those used by Moholy-Nagy.

However, the presence of Moholy-Nagy in Yermylov's work still
does not allow us to penetrate into the non-Dadaist context of Yer-
mylov's diptych. Vasyl Kandinsky’'s theoretical work Point and Line
to Plane opens up new facets of his idea. Considering the elements
of form and features of their interaction on the pictorial plane, «For
the concept» movement, «which is used almost everywhere», Kan-
dinsky proposes to use the term «tension». «Tension is the force liv-
ing within the element and represents only one part of the creative
«movement». The second part is the «direction», which is also deter-
mined by the «<movement» . And by the elements of painting Kandin-
sky understood the material results of movement in the form: 1 — of
the tension, and 2 — of the direction (Kandinsky, 1947, pp. 57-58).

In our opinion, both parts of the diptych «On the Beach» act as
a similar system of tensions. You could even say that each of the
parts is a kind of mathematical coordinate system, in which the bal-
ancing and solving of tensions is carried out depending on the fixed
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direction. Differences in the two parts of the diptych — in the location
of colors, their combinations and the relief plane with the photo col-
lage, superimposed on another plane.

In the analysis of the elements of form, Kandinsky also intro-
duces a seemingly unusual category of «temperature». It is fixed
primarily on a certain type of lines. Thus, the horizontal is a «cold
bearing base», and the plane formed by it is endowed with «cold»
and «it can be designed as the most concise form of the potential
for endless cold movement». The vertical, «which stands at right
angles to it, and in which flatness is supplanted by height, and cold-
ness by warmthy, is defined as «the most concise form of the poten-
tial for endless warm movement» (Kandinsky, 1947, pp. 58-59). The
third type of straight line is the diagonal «which, in schematic form,
diverges from both of the above at the same angle and, therefore,
has the same inclination to both of them; a circumstance which de-
termines its inner sound — equal union of coldness and warmth.
Therefore, the diagonal line is the most concise form of the potential
for endless cold-warm movement». All other lines are certain devia-
tions from the diagonals and their sound determines the differences
in a greater or lesser tendency to cold ness or to warmth determine
their inner sounds» (Kandinsky, 1947, p. 59).

All three types of lines are formative in Yermylov and build an
interesting constellation of «thermal tension», which we feel in or-
dinary contemplation: the collage evokes a range of associations,
among which the feeling of temperature contrasts plays almost the
most important role. Thus, due to the reception of the gradient im-
age there is a feeling of gradual increase and decrease of tempera-
ture; there is a suggestive association with a summer beach with
the shining sun and the coolness of the sea.

Of course, to see this effect, the viewer does not have to dive
into Kandinsky's theoretical search, but such analysis of structures
reveals interesting process of Yermylov's visual thinking, the desire
to participate in the development of universal visual language in art.
In addition, such an approach, even under the close supervision of
the system for the artist, allowed a covert escape into the realm of
avant-garde art, which was already banned at the time. Since such
language was incomprehensible to the system, it became a kind of
«slang» for artists to express their true thoughts.

In Yermylov's diptych, all the elements are brought into balance
in such a way that they actually become «the inner significance of
the tension of the Basic Plane» (Kandinsky, 1947, p. 136).

And if we analyze in the work the categories that Kandinsky de-
fines as a kind of markers in determining the interaction of «ten-
sions» (top, bellow, left and right), we get important results.

In the left part of the diptych «Morning» (fig. 1.1) a striped rect-
angle with a photo collage is located in the upper left part of the
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main plane. According to Kandinsky, «the «above» gives the impres-
sion of a great looseness, a feeling of light ness, of emancipation
and, finally, of freedom». He also notes that «this» looseness «is
a negation of density. The nearer to the upper border of the Basic
Plane the smallest individual areas seem to be, the more disintegrat-
ed they appear) (Kandinsky, 1947, p. 115). Such a loss of density can
be felt in the mentioned fragment of «Morning». Despite the fact that
the color with upward movement here becomes more intense, and
the distance between the stripes decreases — the amazing effect of
«thinning», «breathing» remains. However, the photograph itself as
a «heavy» part of the fragment remains outside the upper case and
thus somewhat balances the «dissolution» of the upper plane.

Kandinsky experimentally determined the features of the inter-
action of elements on the plane in different contexts. Considering
the degree of tension on a square plane divided into four, the artist
concludes that the most free is the combination in the upper left
segment (Kandinsky, 2011, p. 187). This thesis, again, corresponds
to the placement of a plane with a photo collage in «<Morning», where
Yermylov chose the best constellation of «freedom» on the main
plane, in which «east» becomes intense, and «restraint is reduced to
a minimum») (Kandinsky, 1947, p. 117).

It is also possible to apply the category of «below» of Kandinsky
to the description of a similar fragment in the right part of Yermy-
lov's collage («Evening») (fig. 1.2). «The effect of «below» is com-
pletely contrary: condensation, heaviness, constraint. The closer
one approaches the lower border of the Basic Plane, the denser the
atmosphere becomes; the smallest individual areas lie nearer and
nearer together and thereby sustain the larger and heavier forms
with ever in creasing ease», — says Kandinsky (Kandinsky, 1947,
p. 117). But «Climbing» becomes more difficult — the forms seem
to tear themselves loose by main force». Kandinsky even describes
the «sound experience» of lower case forms: «the grating noise of
friction is audible» (Kandinsky, 1947, p. 117).

In «Evening» the placement of the plane with the photo collage
also fully corresponds to Kandinsky's statement about the maxi-
mum resistance, which is given to the placement in the lower right
segment (fig. 1.2). Here it signifies «The one to the «right» —cen-
tered inwardly — is a movement toward home. This movement is
combined with a certain fatigue, and its goal is rest» (Kandinsky,
1947, p. 1217). The stroke slows down, the voltage weakens.

In his work, Kandinsky explained that «ldeas like movement,
climbing, falling, etc. are derived from the material world. On the pic-
torial Basic Plane they are to be understood as the tensions living
within the elements, which are modified by the tensions of the BP
(Basic Plane)» (Kandinsky, 1947, p. 117). And Yermylov, apparently,
also arranges a «battlefield» on his pictorial plane, overcoming «ten-

151



MwucTeuTBO3HABCTBO
Art studies

152

sions», overcoming the material within the plane itself, while leaving
a certain message to the viewer in this new visual language. In our
opinion, this is the key point: Yermylov teaches his viewer to «weigh»
the picturesque elements on the basis of expansion — compression,
heat — cold, lightness — heaviness, freedom — tightness, and so on.

As for the color, Yermylov's diptych is done in the tonal range of
the main colors — yellow and blue. According to Kandinsky's theory,
these two colors «carry within them different tensions — tensions of
advancing and retreating». Colors give shape to its «sound» (Kan-
dinsky, 1947, p. 62). Accordingly, in Yermylov's «morning beach»
one quarter of the circle (upper right) is divided into segments of
yellow and orange, which can really be felt as the highest degree of
heat. They form acute angles, which, according to Kandinsky, are
endowed with the greatest tension, and they are the warmest (Kan-
dinsky, 1947, p. 62).

Instead, in the «evening» sample there are no sharp corners.
There is a certain constellation of right angles, the skillful weighing
of which resembles the reception of Mondrian. Kandinsky (1947)
alls the right angle the most objective and the coldest (p. 62). Com-
pared to the «<morning», this work indicates the attenuation of heat,
right angles still suggest coolness.

At first glance, it is not entirely clear how blue corresponds to
this scheme in Yermylov's work (after all, red is fixed at right an-
gles in Kandinsky's theory). However, a somewhat more complex
metamorphosis occurs here: «The obtuse angle increasingly loses
its aggression, its piercing quality, its warmth, and is, thereby, dis-
tantly related to a line without angles which, as will be shown below,
constitutes the third primary, typical form of the plane — the circle.
The passiveness in the obtuse angle, the almost missing forward
tension, gives this angle a light blue tone» (Kandinsky, 1947, p. 73).

Interestingly, in «Evening Beach» Yermylov's plane above the
photo, painted in warm blue, is in dissonant proximity to the low-
er left segment of the circle, which is painted in cold blue (while in
«Morning» this segment is much warmer). Each of the planes of
«Evening» noticeably «fades» relative to the same in «<Morning». And
most importantly, Yermylov conveyed this relative «fading» not only
with color, but also with complex balances of top and bellow, left
and right, sharp and right angles, the ratio of lines and planes, giving
the elements a certain direction.

Visual association with a fragment reminiscent of a persistent
guote hidden «recognizable»: namely, with the embossed part of the
photo collage — a square with blue stripes with a gradual gradation
of color, leads us to Paul Klee.

On the basis of such «striped forms» Paul Klee created several
watercolors (fig. 5.1 — 5.3), and they are found in different variations
in the theoretical records of the artist (fig. 6.1 = 6.3). In one place
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after such forms there is a blank page with the inscription: «Streif-
enfldchen nach der Progression de ganzen Zahlen geteit (123456)»,
which translated from German means: «Striped surfaces after the
progression of integers (123456)» (Center of Paul Klee http://www.
kleegestaltungslehre.zpk.org/ee/ZPK/Archiv/2011/01/25/00001/).

AT T T

Fig. 5.1. Paul Klee. Separation in the evening. 1922. Watercolor and pencil on
paper on cardboard. 33.5 x 23.2 cm. Center of Paul Klee, Bern.

Puc. 5.1. lMNaynb Knee. PossnydeHHs yBedepi. 1922. AkBapesib, oniBelb, nanip,
KapToH. 33.5 x 23.2 cm. LleHTp [aynsa Knee, bepH.

Fig. 5.2. Paul Klee. Greetings of life (Begriissung). 1922. Watercolor, pen and ink
on paper, 22.5 x 31 cm. Wadsworth Atheneum Museum of Art, Hartfort, USA.

Puc. 5.2. Maynb Knee. [puBiTaHHS XnTTs. 1922. AKBapesb, nepo, YOpHWUIIO,
nanip. 22.5 x 31 cm. XyaoxHiv myseit Yoacsopa AteHym, [aptgops, CLUA.

Fig. 6. «Striped surfaces» by Paul Klee in various recordings. Pencil and paints on
paper. 33x21 cm. Center of Paul Klee. Bern.

Puc. 6. «CmyracTi noBepxHi» Maynsi Knee y piaHux 3anvcax. Onielb Ta apom
Ha nanepi. 33x21 cm. LeHTp Nayna Knee. bepH.

It is quite possible that V. Yermylov could have been inspired by
the content of P. Klee's work «Ways of Studying Nature» from the
catalog of the first Weimar exhibition of the Bauhaus (Klee, 1923).
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The obvious syncretism of the diptych presupposes the solution of
such artistic tasks: «By meeting nature alone, the artist cannot go
beyond unity with it. The artist is a man, he himself is nature and a
part of natural space» (Klee, 1923, p. 24). Klee explained his vision
of the artist's modern interaction with nature, and thus the origins
of the new visual, with a schematic drawing (fig. 7.1), in which he
pushed artists to self-reflection — to understand the place and task
of the artist in the universe. This is expressed by the relationship be-
tween the eye of the artist, placed in the diagram on the left, and the
nature that focuses in this eye — on the right; streams of impulses
from the Earth (below) and the world, space (above) pass through
them. It is between these streams that a new visuality is formed in
Klee. And it is in this perspective that the master’s course at the Bau-
haus was aimed at mastering a new form of visual thinking.

In addition, Klee explained the influence of the corresponding
flows on the nature of the forms that appear in the work in the
above-mentioned conceptual scheme: «The lower path passes
the sphere of the static and generates static forms, and the upper
path — through the sphere of the dynamic. On the lower path, which
gravitationally goes to the center of the earth, the problems of static
equilibrium are being solved (...). At the top there is a desire to over-
come gravity and move in free motion» (Klee, 1923, pp. 24-25).
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Fig. 7.1. Conceptual scheme for the article «Ways to study nature».
Puc. 7.1. KoHyenTyanbHa cxema [0 CTaTTi «LLngxv BUBYEHHS HaTypu».
Fig. 7.2. Earth, water, air: in search of equilibrium.

Puc. 7.2. lNaynb Knee. 3emiis, Boga MoBITPA: y NOLLYKY BCTaHOBJIEHHS PIBHOBArM.

Interestingly, in his another work (Klee, 1925) the artist de-
scribes the origin «the purest mobile form, the cosmic one», mostly
«through the liquidation of gravity (through elimination of material
ties)». He comes to the conclusion that «This moment is imagined



Jemiypr: igei, TexHonorii, nepcnekTuem gu3anHy 2020 Tom 3 N2 1
Demiurge: ideas, technologies, perspectives of design 2020 Vol. 3 No 1

as occurring while the pendulum is in full swing. It, will circumscribe
a circle which is the purest of mobile form» (Klee, 1953, p. 53). In
connection with Yermyloy, this circle transfers us into a two-dimen-
sional plane, in which the relief element, assembled from a pictur-
esque square element and a photograph, plays the role of a «wan-
dering point» of the pendulum.

Ermylov’s diptych resonates with another scheme by Paul Klee,
which is aimed at overcoming the disturbed balance «between land,
water and air» (fig. 7.2).

Of course, no scheme is cited in Yermylov's work: in our opinion,
itis present in the worldview as a marker of the artist's goal and mis-
sion. Didn't it become the basis for accusations of cosmopolitanism
(Horbachov, 2011) and the expulsion of Yermylov from the Union of
Artists, the controlling authority of the Stalinist regime, which decid-
ed who of the artists could eat that days and who had to be hungry?

At the same time, the work hides an artistic «slap» to the total-
itarian regime and proclaimed social realism with its substitution
of the essence of art, in the conditions of which it reveals the true
state of affairs through Dadaist context, lack of perspective, cycli-
cality and isolation within «allowed». The vicious circle is noticeable
despite all the brightness of the diptych and the possibility of find-
ing various meanings in it. It contains a similar premonition of the
inevitable, as in the writings of Paul Klee: «The contrast between
man's ideological capacity to move at random through material and
metaphysical spaces and his physical limitations, is the origin of all
human tragedy. It is this contrast between power and prostration
that implies the duality of human existence. Half winged — half im-
prisoned, this is man! Thought is the mediary between earth and
world. The broader the magnitude of this reach, the more painful
man's tragic limitation. Motion becomes necessary, but already im-
possible» (Kleg, 1925, p. 44).

Finally, it should be noted that the master’s ability to analyze the
form reveals the presence of visual language, which can be studied
and read, to distinguish its units. This is especially important given
that the legacy of the avant-garde has been largely destroyed and
their practice has long been banned.

Thus, Yermylov's diptych can be called a brilliantly played part of
the «bead game» (so called at the time the popular work of the Ger-
man writer-innovator Hermann Hesse about a mysterious artistic
game with a spiritual connotation). Such a game seems to have be-
come the defining avant-garde method, which captures the real pre-
requisites for innovation. After all, artists need for the revolution in
art form, the desire to get rid of remnants and gain more freedom for
creativity tragically coincided with the political trend of Bolshevism
in Russia and occupied Ukraine and National Socialism in Germany.
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Scientific The scientific novelty of the research is to identify the origins
and relationships of Vasyl Yermylov's collage «On the Beach» with

novelty and .
. the works and theoretical developments of Bauhaus representa-
. p_ractlcal tives, which testifies not only to the programmatic and ideological
significance unity, but also to the identity of visual thinking. The results of the
of the study revealed tendencies for Yermylov to create avant-garde com-
research positions based on a subtle creative dialogue with the theoretical

approaches of the Bauhaus representatives. Methods of structural
analysis and deconstruction have revealed elements of form that
actually become structures, deliberately introduced by the master
into the work in order to rethink it, create another combination and,
thus, the assertion of new content. This is the first time such an
analysis of Yermylov's works has been conducted.

Yermylov's diptych, disguised as Dadaism, testified to the uni-
versality of the new visual language, which had developed in spite
of attempts to adapt it to the service of the regime with subsequent
ban and destruction. Today it is important to testify that Ukrainian
artists developed in harmony with their Western counterparts. How-
ever, in our opinion, to explain the identity of their visual thinking
and creative approaches solely by influences would be a mistake
(because they have repeatedly testified to their own superiority).
Rather, the exchange of ideas, complementarity, thanks to which the
intercultural relations have become a universal visual language still
relevant today, are worth emphasizing. In the end, if we can study
the theoretical approaches of the Bauhaus masters — Kandinsky,
Klee, Moholy-Nagy and others — through Yermylov's work, then the
master achieved his goal: he stated the effectiveness of the new
visuality and did it in an ingeniously simple universal way.

Conclusions lE
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AHoTallis

MeTa gocnig>keHHs1 — PO3KPUTU CYTHICTb
MOHATTA «AM3alH BNaaW», Nokasatu NpUHLKN
opmyBaHHSE 06pady BAaAM Ha nNpuknagi
TBOpYOCTi P. PabuHoBun4y. MeToam gocnigeH-
H. BnpoaoBX AOCNIIKEHHS BUKOPUCTOBY-
Ba/IMCs METOAM BidyaslbHOI OUiHKM 11 aHanisy
TBOpIB P. PabnHOBMY, KOHLENTYyanbHWUIA Ta MUC-
TelUTBO3HaBYMA MeToau. HaykoBa HOBMU3Ha
pocnigXeHHsa. BeefeHo B 06ir NOHATTA «au-
3aiiH Bnafmn», 06r'pyHTOBaHO AOLNBbHICTb MOro
BUKOPUCTaHHA caMe B TaKiln pepakuil. Beege-
HO B 06Ir TBOPYICTb MasIOBIAOMOI XYLOXHMLI
Po3zanii PabnHoBKMY, BrepLle NpoaHanisoBaHo
cepito 1 aritauyiHmx nnakatis. BucHoBku. Pe-
3yNbTaTh OOCAIAXEHHA 3aCBIAYNNN XapaKTep-
Hi MpUIOMK CTBOPEHHST 06pasy BNaam B PisHi
nepioan Po3BWTKY JIHOACTBA, B3aEMO3B'S30K
MiX couianbHUM YCTPOEM | XYLAOXHIMWU 3a-
cobamu npeseHTalil BNagn. 3okpema, cepef
NPUHLMMNIB CTBOPEHHA AM3aiHy pafAHCbKOl
BaZiv 3a3Ha4eHO apxalyHi TeHAeHUl B i1eos1o-
FiYHii Mogeni npeseHTauil GyHAaMEHTaNbHNX
LiHHOCTEeN yCTporo. B KOHTEKCTi mnponaraH-
ancTebkoro mucteltsa 1930-x pp. y TBOPYOCTI
MasoBifOMOI XyAoXHUUI Pozanii PabuHoBuY
KOHCTATOBaAHO OpUriHaNbHUIA HOBATOPCbKMI
Niaxig XyooXKHWLI A0 CTBOPEHHS aritauiiHux
nnakaris. 3oKkpemMa, NpoBeAeHO napaseb Mix
aBTOPCbKOKO MaHepoto P PabuHoBmMY i cTunic-
TUKOK 3abOPOHEHOr0 Ha TOW 4Yac cynpema-
TraMy. CTBOPHOHOYM Pa3oM 3 iHWWMMU MUTLS-
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Abstract

The aim of the research is to reveal the
meaning of the concept «design of power»,
and to show the principles of forming the im-
age of power, using creative works by Rozaliia
Rabynovych. Research methods. Method of
visual assessment, method of analysis of the
works by R. Rabynovych as well as method of
concept and art analysis have been used during
the research. Scientific novelty and practi-
cal significance of the research. The concept
«design of power» has been coined, its appli-
cability in this very meaning has been justified.
Creative works by a little-known artist Rozaliia
Rabynovych have been introduced to the broad
public, the series of her agitation placards has
been analyzed for the first time ever. Conclu-
sions. The results of the research showed the
characteristic methods of creating the image
of power in different periods of human develop-
ment and interrelation between social structure
and artistic means to present power. Namely,
archaic trends in the ideological model of pre-
sentation the fundamental values of the soci-
ety have been emphasized. In the context of
propaganda creativity in 1930s a truly original
approach of a little-known artist Rozaliia Raby-
novych to create agitation placards has been
discovered. In particular, a correlation between
her artistic manner and stylistics of a then-for-
bidden suprematism. Creating the design of
soviet power in collaboration with other artists
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MU AM3aiiH paastHebkol Bnaaun, P. PabuHoBmy
Hamaranacs BiginT1 Big NPUMITUBHOI OMOBIA-

HOCTI couianicTu4Horo peanisamy. BekTtop 1T
MOLWYKiB nepebyBaB y Hanpami dbopmanisadii

06pasHO-XyA0XHbOro pPsiAy PaAsHCbKOro ari-
TauiMHOro MMCTeLUTBa B [IyCi aBaHrapansmy.

Kniouosi cnoea:
AM3alH BNaan, cynpemMaTtiam, abCcTpakLioHi3M,
hopManbHi NpUtOMK, XKMBOMKC, rpadika, KoM-
no3uLiisg, CMMBOJ, 3HaK.

Beryn il

R. Rabynovych made an attempt to shift away
from primitive narration of social realism. Her
searches were directed at formalizing the figu-
rative and artistic series of soviet agitation artin
the spirit of avant-garde.

Key words:

design of power, suprematism, abstractionism,
formal methods, pictural art, graphics, compo-
sition, symbol, sign.

Ha cborofHi BXxe Hemae Takol cdhepu >UTTS, Ae 6 Y Tilt Ym iHLLii

hopmi He ByB 3adigHMI An3aiiH. Bce anHaMiIYHiLLE po3rany>KyroTbes
TpaauLiINHI HaNPSMK AM3alHy, yTBOPHOKOYM YUCIEHHI BY3bKOCTeLiani-
30BaHi CErMeHTU. BTIM, € OAWH, Yn He HadaBHILLWUI HanpPsM Y AV3aiiHI,
LLie 1 MO CbOroAHI He B13HaYeHM No cyTi. CNOKOHBIKY 6yAb-ska Bnaga
3aMoBJIAIa nocyrn npodecioHaniB A CTBOPEHHS BIAMOBIAHOIO i
Linam imMigxy. Cyma 3ycunb apXiTekTopiB, 4EKOPATOPIB, CKY/bMTOPIB,
YKMBOMUCLIB, KPaBLiB 3peLLTo HapomykyBana heHoMeH OM3aiHy
Bnaan. 3Baykatoun Ha 6e3MeXXHI MOXXIMBOCTI BNVBY NPeACTaBHWKIB
Badu Ha BMKOHaBLSA, (hopMasibHi acnekTw AnsaiiHy 3a3BK4ait NocTy-
nanncsa i4eONOrYHUM MIpKYBaHHAM. Y CTaTTi pO3rnsigaeTbCs npo-
61ema B3aeEMVH MiXK B1aZio0 | AM3aiHEPOM Ha MpUKIafi TBOPYOCTI
MaJsIoBiAOMOI XyAOXKHMLI Po3anil PabrHoBwW.

Meta PO3KPUTN CYTHICTb MOHATTA «A1M3aiiH BNaaW», NokasaTu NPUHLKN
ROCHifKeHHs (hopMyBaHHs 06pasy Bnaamn Ha Npuknagi TBopyocTi P. PabuHosnu.

MeTtoponoris
Ta aHani3
AKepenbHol
0a3u

BrnpoooBx OOCNIAKEHHA BUKOPUCTOBYBANUCA METOAM BI3y-
anbHOI OLIHKM 11 aHanisy TBopiB P PabvHOBMY, KOHLIENTYaNbHWA Ta
MUCTEUTBO3HaBYMI MeToan. BiACYTHICTb chelianbHUX AOCIIKEHD
3 An3alHy BRaZun OKpecnuaa Koo Kepes, NpUcBAYeHnx MMCcTeLb-
Kin npo6nemaTtumui 1930-x pp. B uinomy. Lle, nepeBaykHo, BUAAHHS

3 icTOPIl yKpalHCbKOro M1cTelTBa nep. nos. XX cT. Takox 6yno Bu-
KOpPWCTaHO MaTepianuy AMcepTauinHOro 4OCIAXKEeHHS aBTopa CTaTTi
B YaCTWHI KMIBCbKOrO nepiofly TBopYocTi P PabuHoBMY. biorpadiyHi
BIJOMOCTI NPO XyAOXKHULIKO OTPUMAHO LLISIXOM OCOBMCTOrO ChisKy-
BaHHS 3 NNeMiHHULE P PabuHoBMY, iNtOCTpaTUBHNIA MaTepian ¢o-
TorpadoBaHnii aBTOPOM CTaTTi y NpUBaTHIN 36ipLi |. NMoHoMapuyka.

Pesynbraty B npoueci BCe6IYHOro BMBYEHHA [13aliHy BNPOAOBX TpUBa-
[OCHifIKEHHS NIOro Yacy s3anuLIaeTbCa NakyHa, Kyau He CnpaMoBaHO BEKTOP A0-
CNifyKeHb CyYaCHMX HayKOBLIB. 3a BMBYEHHAM CyTO (hOpManbHMX
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acnekTiB (heHOMeHy An3aiiHy HeAOOLIHEHOK 3a/MILIAeTbCs MOro
ileonoriyHa QyHKUis. MOXIMBO TOMY, LLIO FONIOBHUM 3aMOBHMKOM
y Ui cepi CnokoHBIKY BMCTyNae Bnafa. Ak yHiBepcanoHuii 3acié
JleMOHCTpaLjil 06pasy Bnaan, An3aitH 6yB | 3anNuULIaeTbCsA OAHUM
3 HaVBaXxIMBILLKX 1T IHCTPYMEHTIB. IMiIXXMelkepam OaBHUHM Bid-
MOBIAHO 0 CMakKiB NEBHOI 4O6W ANsi CTBOPEHHST 06pasy npaBns-
YOI BEPXIBKM LOBOAMNOCA BUKOPWUCTOBYBATWU CTPOKATI TKaHWHW,
6AMCKYYi MeTanNn, CAYE KaMiHHS, NULIHE Nip'a. Mix TUM, pesynb-
TaT IXHIX 3yCuU/b 3 NOMNsAAy eCTETUKM AOPIBHIOE €BOMOLINHO chop-
MOBaHIlN SIKOCTi OTPYMHMX KOMax 4u MNasyHiB, — 3abapBeHH!o,
O CurHaniaye Npo cMepTenbHy Hebesneky. Burnsag puryansHo-
rO CTPOK BOMOAAPSs HE TaK BpaXaB KpPacoto, CKiNlbKK 3MillHKOBaB
CTpax, HaraZlykoum npo HaCUMbHWLIbKY CYTHICTb Baau.

lcTopuYHi Npouecn MoaepHisaLil hopM coLianbHOro rHobNeH-
HSA pasoM 3i CTUIbOBOKD EBOSIOLIEID B MUCTELTBI 1 MO HEYXWS1b-
HO yJIOCKOHaNtoBanu 3acobu npeseHTaLii Bnaau. Kinbka BigTaTnx
KOPOJIIBCbKMX TOMIB HAOYHO MPOLEMOHCTPYBaNu BNaji, LWo naTpi-
apxaflbHe HacWIbCTBO AK 3aci6 ynpaBiHHS NigBAagHUMM BXXe
HeedeKTUBHE, HaBiTb Hebe3neuHe. BigMOBUBLLWCH Bif NOMMNE3HO-
rO CTWUJIKO CTapuX MOHapXIi, cydacHi AeMoKpaTil BAanmcs [0 opra-
HIYHOrO 3/IUTTS 3 cepefoBuLLEM. HenokasHa YapiBHICTb CydacHUX
MO>XHOBJaZILLIB BMOHTOBYE Yy CBIJOMICTb €1eKTopaTy CMOKYCBY
AYMKY: «BiH Takuii, 9K i 9». [ns kpallol dikcauil uboro nepekoHaH-
HS CyYacHi IMIIXXKMeNKepy 3aCTOCOBYOTh «AEMOKPATUYHUIA KPilt»
BNafHO! MePCOHN: HEMOKA3HWI, Malixe 6yaeHHMIn obpas, No36aB-
JIEHWIA 30BHILLIHIX O3HaK PO3KOLLII.

XXnUTTS repoini Haworo gocnigxeHHs Posanii PabruHoBuY npu-
nasio Ha Yacu CTaHOBJIEHHS | PO3KBITY KOMYHICTUYHOI BNaau Ha
TepuTopil Pocincbkol iMMepil, nepeiMeHoBaHOl Ha PaAaHCbKUiA
Cotos. [ TBOpya fong, 9K i TMCAY AOMb NOLIBHWX A0 HEl MUTLIB,
AKi BWXKWAK Y NeKNi penpecii, 6yna >XopcTKo pernaMmeHToBaHa. Ha
MUWTLIB MOKNaganocs 3aBAaHHA CTBOPEHHA o6pasy napTil Hapo-
[l0BNaaas, 3a kMM 61 He nNposmpana AecnoTuyHa CyTHICTb ifeo-
noril 6inbloBKKiB. [13aliH HOBOI BNnagy MaB GyTun efleMeHTapHo
NPOCTUM i OAHO3HAYHMM, a NOAIl | NepcoHanii 6iNbLIOBMLIbKOT 406U
Mio1ori3oBaHi 4O NOBHOI BTPATK 3B'A3KY 3 PEasbHICTHO.

Came uinecnpsMoBaHa Midonorizalia 6inbloBKLBKOT icTopIl
CNpUYMHMNAEcS A0 HECTPUMHOI eKNEeKTUKN Y BMOOPI 06pasHO-xy-
JIOXKHIX 3ac06iB MUTUSMM Tiel 4obu. B noesil, nitepaTypi, 06pa3oT-
BOPYOMY MWCTELTBI HECMOAIBAHO aKTyanidyBaaucsa FnOUHHI ap-
XalyHi Wapwu NiaCBIAOMOCTI, Lo, 3aaBanocs 6, Ha3aBX AN 3HUKM
3 peaniv UMBINi30BaAHOMO CyCninbCTBa.

LleHTpanbHa dirypa 6inbLUOBULBKONO MaHTEOHY, — 06pas «Bid-
HO >XMBOrO» BOXAS, — JleHiHa, MyMidikoBaHOro i BUCTABAEHOMO
Ha ornan y cnopyai, nofibHin Ao cTyniHYaTUX nipamia Mexupivua
i ErvnTy. | WO XapakTepHO, cakpanbHa dpa3sa: «J1eHiH »uB, J1eHiH
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XUBWIA, JleHiH 6yne »utuly He 6eHTexxumna 6inbLIOBKKIB-aTeICTIB
CBOIM BIABEPTO PENIriAHNM NiATEKCTOM. CaMe MOHATTA «BOX/b»,
peaHiMOBaHe B i1€0NOriYHI NeKkcuLi pagsHCbKol 406U, CBIAYUTD
Npo apxalyHy noTpeby CAYXKIHHS MWAIOCTMBOMY | Kaparo4omy
aecrnoty. Llein BUCHOBOK TakoX MiATBEPXKYE BCEHAPOAHA icTepmKa
3 Haroam cMepTi «6aTbka Hapoaie» CTaniHa (Le oanH apxaiam un-
CTOI BoAM). TOXOPOH «BOXASA» BYB OCBSUYEHMIA MAaCOBOK XKEPTBOO
Y BUMNAAI KiNTbKOX COTEHb 3alaBNEeHNX Y TPayPHIi MPOLECIT «ATHAT».
AK i Mae 6yTh, cMepTb BOX/A CynpOBOAXKYBanacs MOBCHOAHWM
naadeM OCUPOTININX «LiTeM» MO LiNin KpaiHi pag,.

[nsi cTBOPEHHSI BNACHO! «CBSALLEHHO!» icTopil Ta il ikoHorpadil
OiNbLUOBKLIbKI i1€0/10TM 3aN03UYNIN MOAENb CBSILLEHHOI icTopIl
XPUCTUSH OAMH A0 OAHOrO. TyT i GOXecTBeHHa Tpiiua — Mapkc,
EHrenbc, JleHiH; | anocTtonm — copaTHWKN BOXAIB; | MpaBeaHNKN,
CBATI BOIHW, MYYEHUKN — TepOl peBOtoLil, i YyaoTBOpLi — reporl
npaui... PagsHcbke CycninbCTBO, HasBaHe MpU MOro HapoOXKeH-
Hi «6e3k1acoBMMy», HacnpaB/i NOBEepPHYNoCsa A0 CepeAHbOBIYHNX
(DOPM >KOPCTKOI IEpapXiYHOCTI B AyCi apuCTOKPaTUYHMX OJlirapxa-
TiB. Pi3Hi BepCTBM paastHCbKOro CycninbcTBa 6ynu po3aineHi Linoto
CVCTEMOIO MiNbl | 0BMEXEHD, L0 Y4iTKO (ikcyBann Micle MoanHU
B coliymi. [Tpoo6pasmn N1MUapChKUX i YepHeYnX OpAEHIB, CepeiHbo-
BIYHUX PEMICHUYMX LIEXIB 3 BMIACHUMW CTaTyTaMu, repasbiuKkoro,
puTyanamu, ceAtamMun BIATYKHYIUCA B KpaiHi PO3BUHEHOrO collia-
nismy y hopMi MONOADKHUX OpraHi3alii MioHepiB i KOMCOMOSb-
LiB, NpOdECiNHMX CMINOK, WO CAPUSIO PO3BUTKY BY3bKOrany3esol
TBOpYOCTI. ColjianbHy nipamifly 3aMmnKanu «Cnyr Hapomy» (BOHM X
BOX[i) — rapaHTun couianicTniHoi aeMokpaTil. B uiit inocTaci BoHK
conifapusyBanumcs 3i CTUNICTUKOO CBOIX 3axiAHWX KoNer-aeMoKpa-
TiB — KaLLUKeTW, BINCbKOBI peHui, ByAeHHI KOCTHOMU.

[OnsaiH PaasHcbKol Braan (OpMyBaBCS Y PeKOpAHi CTPOKMU.
CnoyaTky cnpaBa pyxanaca XaoTU4HO, AOMIHYBano ifeonorivyHe
amMaTopCTBO. PisHOLLEPCTa fIeHIHCbKa rBapAisi NpocyBasniacs HaBmno-
MaLlKW, [ieKNnapyroun TYMaHHy KOHLEMNL|IFKO MPOMNETapChKOl KYNbTYpH.
BTim, npucTocyBaHLi Bif MUCTELITBA LUBUAKO 30PIEHTYBANNCA B HO-
BMX YMOBaX. YMCNeHHi XyaoxHi 06'eaHaHHs HaBnepebili NponoHyBa-
nn cebe pagsHCbKi BNagi, agyke HUHI BoHa 6yfa MOHOMObHUM 3a-
MOBHWKOM MUCTELIbKOIO Kpamy. 3aKOHWU PUHKY 3aBXAW OOHI 11 Ti X,
TOoMy 3anekna 60poTbba Mixk NpeACTaBHNKaMM Pi3HUX YrpynoBaHb
TOYMNACS HE 3 MPUHLIMMOBUX MUTaHb MUCTELTBAE, @ 3 METOHO 3alHs-
TV NaHiBHE CTAHOBWLLE NPU OTPUMAHHI AEPXK3aMOBIIEHD.

3axonneHHs Bnaam B pagsHCbKOMY MWUCTEUTBI Bigdynocsa 3a
cueHapieM 1917 p. — HacunbHo. MocTaHoBa 1932 p. «[1po nepedy-
[IOBY NiTEPaTYypPHO-XYAOXHIX opraHizalii» (JlobaHoBCbKMiA & ToBAS,
1989) ogHOYaCHO 3HMLLWMMA MOPaniaM i BCTaHOBMA NaHyBaHHS
eOMHOro OoMILiMHO [03BOMEHOrO CTUKD — COULIaNiCTUYHOrO pea-
nisMy. TuM camum cdepa KynbTypu hakTUYHO NepeTBoOpuUiaca Ha
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OfHY 3 ranysei NNaHoBOro HapOLHOro rocrnof4apcTBa, rofIOBHOK
METOH FKOI CTano MGOpMyBaHHA B CBIAOMOCTI PafsHCLKOI NHOAMN-
HW CTIRKMX iAe0NOoriYHNX CTepeoTuniB. Y603TBO XYAOXKHIX 3ac0biB
HOBOIO CTW/IKO KOMMEHCYBaNOCsH TOTaNlbHUM PO3MOBCIOAXKEHHAM
aritalimHO-MacoBOro MUCTeLTBAa. BiNbLLOBWKM PACHO MITUNN TepU-
TOPIKO Bi3yanbHUMK CUMBONAMK CBOET BNaan. ETanoHHI TBOPIHHSA
Tiel Mopy NPUrONOMLYIOTb MPUMITUBHICTHO 3MICTY, MpPe3eHToBa-
HOro B CIOXETax arpeCcuBHO-CEHTUMEHTANBHOIO XapakTepy. s
BMKOHAHHS LLIMPOKOMACLLTabHOrO 3aMOBEHHS NapTil 6ynn Mobi-
Ni30BaHi BCI XyJOXHI CUNN KPaIHN.

Came Ha Uuin mexxi 1932 p. B pafAsaHCbKOMY aritauiiHoMy Muc-
TeUTBi 3'ABNAETLCA dirypa Posanil PabuHoBmY. Ha Tol yac 3a Heto
BXE YMCMNIOCS AOCUTb MOAEPHICTChKOI epeci, abu 3aMUCInTUCA
Npo nofanbluy AoMto. [1onpu Te, WO rofIOBHUM CBOIM MOKJIMKAHHAM
MUCTKMHS, 6E3CYMHIBHO, BBaXkasa >MBOMMUC, HakopUriHanbHiLLKM
I AOPOBKOM BUsABMNACS cepis «aritok» 1932—37 pp. Ha cborogHi
Bigomo noHap 60 ryatler: nnakatu, NPOEKTN ODOPMAEHHS TPUBYH,
CLeH, 06knagmHoK. B ocobi Posanii PabuHoBnY pagsHcbka Bnaga
oTpMMana Am3arHepky, faka BUMHaiWNa edekTHy dopmMy nogadi i
NPUMITUBHOI ifeonorivyHol putopukn. LLlonpasda, camoro Bnaforo
Lie TaK i He 6y0 HaNeXHO OLiHEHO.

MapafoKcanbHO, WO CXUbHa A0 CHKOXETHOIO «HAaCTPOEBOrO»
»msonucy Pozanis PabuHOBKUY, y NponaraHaCTCbKOMY »XaHpi 3a-
ABWMNA NPO cebe K NePEeKOHaAHWUM XyOOXHUK-(DOpManicT. |aenHui
3MICT 6iAbLLIOCTI il «ariToK» PO3YMHSBCSH Y 3aXOMNBIN rpi MalicTep-
HO dhopmanisoBaHux GiNbLIOBULBKIMX NO3YHIIB | CUMBONIB. Y OKpe-
MUX TBOPaxX XyLOXXHWLA Tak rpansiMBo >XXOHIIKOBana CBALLEHHUMMU
Ana 6yab-9KOro 6iNbLLUOBMKa 06pasamu, Lo BOHW HabyBanu Bif-
BEPTO capKacTU4YHOro 3MmicTy. Ha il wacTs, 6inblicTb 3 HKX, IMOBIP-
HO, TaK i He Milwia B TMpax.

[ons Pozanil PabuHoBMY 6araTo B YOMY MoAi6Ha 0 TUX MUTLIB,
LLIO MOroAMMcs Ha KOMMPOMIC i3 PaasHCbKO Bafor), abn BUXKUTY.
BoHa Hapoamnacs B Knesiy 1895 p. baTbko 6araToaiTHOI, Hy>KAeHHO!
poanHn Moiiceit PabnHoBnY 3apo61sB po3MasiboByBaHHAM BMBICOK.
CTiHW BNacHoi oceni (4acTUHM KONMLLIHBOT CTaiiHi) BiH 034061B 306pa-
YKEHHAMM YyAOBMX CafliB, LMraHOK, YKOAeHNMU croXkeTamn 3 LLlek-
cnipa. Ha 311aeHHrX xapyax, NpunpaBieHnx HECTPUMHOK (haHTasi-
€10 | MPISIMK MPO KPaLLIE XXWUTTSA, 3pOCTanu AiTW: YETBEPO 3 AEB'ATbOX
ycnaKyBanm CXMAbHICTb A0 MUCTeLTBa. ABpaMm, WO NigiTKoM npo-
naB 6e3BiCTH, 3 PaHHIX POKIB MaB Aiap YyA0BOro p1ucyBansbHvKa (yuini-
110 ABa oro MantoHka), dipa ctana 6anepuHoto (TaHLoBana Ha CleHi
XapKiBCbKOro TeaTpy), Icak, ropAicTb POAMHM, XyAOXKHMUK-CLieHorpad
CBITOBOrO MacluTady i Posanis. Ocb kinbka paakie 3 i aBTobiorpadir:
«[JUTUHCTBO, FOHICTb, Mpa B TeaTtp, A€ BeNuKy pofib BidirpaBas Ml
6paT x-K |.M. PabuHoBWY. BiH cTaBMB, posnvcyBas adilui. [1Bip, BenuKi
apKW, a Haropi caj. Buntuca nodana Bxe Aopocoto». Ackpase o6aa-
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pyBaHHs 6paTa 0/y4M0 TUXY, AELLIO «He Bifl CBITY CbOroy, AiBUMHY [0
KOMa 3yXBa/nx XyOAOXKHWUKIB-aBaHrapANCTIB.

HasuaHHSA novanoca y pucysanbHin wkoni Mukoan Mypaluka,
aKy B cepeanHi 1910-x pp. BoHa BiaBigyBana pasom 3 6patom (Ma-
neta, 2012). MoTim y 1918-19-My 3aiimanacs B cTyail O. EkcTep.
OfHOYacHO BOHa BXOAWMa A0 YrpynoBaHHA pajmKanbHO Hanmall-
TOBaHWX NiTepaTopis i XyaoxxHukiB XJIAM. HanpukiHui 1919-ro Po-
3ania nepebpanacsa go Mockeu. Tam 3 1920 no 1925 pp. HaB4a-
nacqa y BXYTEMACI B mancTepHi P. ®anbka. lNisHiwe npauyroBana,
BMKOHYHOUM PIi3HI XyAOXHI pO6OTU AK XyAOXHUK Ky6y XXOBTHEBOI
PEeBONOLI, po3nNUcyBana TKaHWHW Ha dabpuLi, Brknagana B Lien-
TpanbHOMY OOMI XyAOXXHbOrO BWXOBaHHA AiTelt, odopmitoBana
cnekTakni THOI Towo. OcobanMBO NakoHiYHO P. PabuHOBKMY xapak-
Tepuaye B aBTObGiOrpadil «ocTaHHi» 40 poKiB TPYAOBOI AiABHOCTI:
«50—60-Ti pp. — NeaaroriyHa poboTa B byanHKy nioHepiB i B byanH-
Ky apxiTekTopa. 60—70—80 pp. — po60Ta N0 MUCTELTBY>».

Y KHM3i «[BaguaTe ctonitTa» B. [NoneBon cnpaBedIMBO 3a3Ha-
Yae, WO B pagsHCbKOMY aritauinmHo-MacoBoMy MucTeuTsi 1920—
30-X pp. He npwKnnncs abeTpakTHi rpadidHi cumeonu (Monesoi,
1989). PO3MipKOBYHOUM LLIOAO NPUHLUMMIB, sIKi NISITAV B OCHOBY CTBO-
PEHH$ TOrOYaCHWX MaKaTiB, BiH BUOKPEMIIFOE MParHeHHs BUpasuTu
3MICT y 3p03yMinii Ansa 3arany, cebto, HaB'A3IMBO-HA0YHIN (HOPMI.
[ns uboro BUKOPUCTOBYBABCS BUPA3HWIA CUYET, KOHTPaCcTW BEW-
KMX 30H KOMbOpy, rpadiyHa ekcnpecis Cy4acHOl TeXHIKK, byaiseb-
HUX KOHCTPYKUiA, py6aHuii wpudT. Y cepil aritauiiHnx niakaTtis
Pozania PabuHOBWY B KpaLLWX TPaamLLisx BXe 3aKpUTOro Ha ToW Yac
BXYTEMACY peTenbHO GOopMye NakoHIYHI MIOLLMHHI KOMMO3WLUT 3a
ZIOMOMOIOK MiHIMYMY HaNMpPOCTILIMX FreOMETPUYHMX iryp. HasiTb
HabiNbLL NepeBaHTaXeHi 3 HMX, [le BCA MOBEPXHS apKyLLa MO3aiYHO
MEPEXTUTb MEPEXMBOM JiHIl | MAOLMH, HacnpaBai, CKiadeHi 3 Ba-
piaLin kofa i TPUKYTHMKA. BHacaigok LUboro iAeooriyHe racno npo-
YUTYETBCA K YPUBKM CNiB @60 HECMOAiIBaHI IXHi CMOMYYeHHS, Lo iHO-
[i Hafjae TekcTy Migospinoro BiATIHKY. CkaxkiMo, B nnakati 1937 p.
P PabuHoBny ob'edHye ABa MONyAspHMX racna — «Haw napoBos3
Brnepes netu» 1 «Haw naposos «ocud CTanut»» (puc.1.1). MabyTs,
3 (hopManbHMX MipKyBaHb cnoBo «Mocud» 6yno BiAkuMHyTe. Taknm

Puc.1. Posanis PabuHosumY. Halu napotsr
Brnepes netu. lNnaxkar.1937.

Fig. 1. Rozaliia Rabynovych. Our locomotive
let's fly forward. Poster. 1937.

163



MwucTeuTBO3HABCTBO
Art studies

YMHOM, HaOINbLL YMTabeNbHi BapiaHTX LbOro KOMGIHOBAHOMO Tek-
CTY BUALLNAN Taki: «CTanunH netu», «Maposos CTanunH netu». AKLOo X
3i6paTh AOKYNM YBECH TEKCT, BUMNAAae He HabaraTo Kpalle — «Hatlw
napoBo3 Brepes CTasanH Netu».

AK He AMBHO, ane CBOEPIAHNM CTUNBOBUM BYHAAMEHTOM 414
«aritok» Po3anii PabHoOBWY CTaB 3allbKOBaHW PaAsiHCbKOK Kpu-
TUKOIO cynpemaTnam (CKpunHuk, 2007). XyAoXKHWULS He pobUTb
NPVHLMMOBOI Pi3HULI MiDXXK MpeAMETHO | LPU(MTOBOK YaCTUHOMD
nnakary, 311MBaroyn iX B ofHe uine. 3aBAskM LibOMY BOHa TpaH-
chopMye aKTyanbHWIN 3MICT «ariTkv» B MIOWMHHY NpeaMeT-
HO-LUPUMTOBY KOMMO3MLIitO, BUPILLEHY B aBCTPaKTHO->KMBOMMWCHI
MaHepi. Habip cTaHAapTHUX eNeMeHTIB KOMMO3MLT XYAOXHULIS
obpana i3 CBOEPIAHOMO NponaraHANCTCbKOro «KOHCTPYKTOPa». BiH
JIOCNTb OBMEXEHWI, HATOMICTb, 3pYYHWIA AT FEOMETPUYHOI CTUI-
3aLil, ax 10 NepeTBOPEHHA Byb-IKOro efleMeHTY Ha abCTpaKTHUI
cumBon. Cepep TakMX eNeMEeHTIB: 3ipKa, Cepr, MOSOT, LECTEPHS,
JlaHutor, NiTak, napawyT. BTiM, opraHisytody posfb y nepeBaxHiin
6inbLIOCTi POBIT BidirpatoTb abCTPaKTHI 3HAKM KONa i TPUKYTHMKA.

LleHTprYHI KOMMNO3WL XyA0XHWLS 3a3BMYalt 6yaye Ha TAi, HaBKO-
N0 abo BcepeauHi [OMiHyto4oro kKona. CKaykiMo, YepBOHMIA OUCK —
HanbINbLLl aKTUBHWA enemeHT adilli «bpoHeHocelb [10TbOMKIH»
(puc. 2). YopHWiA XPECT LWOMM Ha MOro TAi, YOpHI KifbLA CTBONIB
rapmat He CTiNlbKM 3ManbOoBYtOTb NOfi MaTPOCLKOro GYHTY, CKiNlbKM
3axOMnJoTb ApaMaTUYHUM CNOoTyYeHHAM MOPM i KOMbOopIB. 3a TUM
Ke NMPUHLMMNOM CKOMIMOHOBaHO nnakaT 1937-ro p. «BosayLHbI hnoT
CCCP» (puc. 3). HopHe Koo 3 BNMCAHOK Y HbOro YEPBOHOD 3iPKOHD
MalCcTepHO 36anaHCcOoBaHO 3 HOPMAaTOM apkylla i PO3MIPOM LLPUDTY.

ﬂﬂql

OTENKH

Puc. 2. PabuHoud P bpoHeHoceLlb [ToTboMKIH. [Tnakart.

Fig. 2. Rozaliia Rabynovych. Battleship Potiomkin. Poster.
Puc. 3. PabuHosud P [oBiTpsiHuii ot CPCP [Mnakat. 1937.
Fig. 3. Rozaliia Rabynovych. USSR Air Fleet. Poster. 1937.
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Posanis PabMHOBUY HEBTOMHO LyKae hopManbHi mpuiiomu,
AKi 6 36aradyyBanu rpadidyHe TpakTyBaHHS OB6MeXXeHOro apceHa-
ny 6iNbLLOBULBKNX CUMBONIB. Tak, 3BEPTAOYUCh A0 300PaKEHHS
N'ATUKYTHOI 3ipKK, BOHA namae ycTaneHy Tpaauuito. XyaoXKHULSA
«OrOJTFOE» KOHCTPYKLHO 3IpKK, MEPETBOPHOIOYN 1T Ha MeHTarpamy —
3HaK MmariB. lpadidHMiA KapKac 3HaKy TaKOoX acoLitoeTbes 3 Tpa-
ANUINHUM 306paXkeHHSAM LLIECTUKYTHOI 3ipkn [JaBmaa. BKitoueHHs
WpndTYy A0 BKpai dhopmanizoBaHOl KOMMNO3ULT 6a4nMo Ha eckisi
naHHO 1932 p. Tpeba AoKaacTu neBHe 3ycunns, abu npountaTut
racno — «Ctpoum». [lehbopMoBaHi NiTepy Malixxe BTpadatoTb CTPYK-
TYpy WpUdTY, YTBOPIOKOUM MPOAOBXEHHS MALLWH | KOHCTPYKLIN.
[nyTaHWHa 3 NPOYUTAHHAM Hamucy iHOAI MOCUNFOETHCHA XapaKTe-
POM 306paykeHHs, Lo HaBitoE HeOAHO3HAaYHI acouiaLii. Hanpuknag,
y nnakati 1937-ro p. «lpueT OKTAGPIO» 3 YCbOro TEKCTY YuTa-
6eNbHNUMM € TINbKU «MPUBET» i «OK». TMMYaCOM Y 3arafibHy KOMipHY
rpy MAOLWMH BKAOYEHO Dirypyn TpbOX MiOHepiB, B6GpaHuX y YepBo-
HO-YOPHO-30/10TaBi KOCTHOMUMKM Ha KLITANT apnekiHis (puc. 4).

Puc. 4. PabuHoswd P, [pusiTaHHs XKoBTHIO. [nakat.1937

Fig. 4. Rozaliia Rabynovych. Greetings of October. Poster. 1937.
Puc. 5. PabuHosu4 P Kommnoauuig. 1935.

Fig. 5. Rozaliia Rabynovych. Composition. 1935.

Y poboTax, Ae AOMiHytouo dirypoto € TpUKYTHUMK, Posanis
PabWHOBNY CTBOPHOE aLEHTPUYHI, BUNMOBHEHI ANHAMIKM KOMMO3K-
Lil. Y yeprosomy nnakari «[1puBeT OKTS6ptO» OCHOBY KOMMO3MLI
CKJ1a4atoTb TPU ONIMBKOBUWX TPUKYTHUKM, PO3TALLOBAHI BEPLUMHAMM
no AiaroHani KapTUHHOI NAOWWHW. MOMEHT AnHami3My Miacuio-
FOTb APIOHILLI BiNi i YOPHI TPUKYTHUKM Ha IXHbOMY T/i. HaknHyTi Ha
Len cynpemMaTU4Hnn «hyHAaMeHT» AOCUTb YMOBHI iHAyCTpiasibHi
3HaKM y GOpMI HEPBOHO-HYOPHWX KOJIC | TPOCIB 3arafsioM He pATy-
FOTb BTPa4eHOro B npoueci GopMOTBOPYOCTI iAe0N0rYHOMO 3MICTY.

165



MwucTeuTBO3HABCTBO
Art studies

HaykoBa

HOBU3Ha Ta

paKTHYHa

3HaAYUMICTb
LOCHI)KeHHS

166

BucHoBkM ﬂ

Y HabinbLll YUCTiN dopMi CTUAICTMKY cynpemaTuamy Posa-
nia PabnHOBMY IEMOHCTPYE B KOMMO3ULIiSX 3 aBCTPaKTHUX Qiryp
i FPAaHNYHO CMPOLLUEHNX NpeaMeTHUX GopM. s NOBHOTU CRpUiA-
HATTA abCTPAKTHO! TEKTOHIKM (DOPM XYAOXKHMULS BiAMOBAAETHCA
Bi OyAb-AKOro HapaTmBy. O4eBMAHUM € CyTO (DopManbHUiA Niaxia
[10 KOMGIHYBaHHS Pi3HOPIAHMX 3006paXkanbHNX eNeMeHTIB, siKi no3a
iJEONOTYHMM KOHTEKCTOM BTPaTWU/IM CBOE 3MICTOBE HaMOBHEHHA.
Y komMnosuuil 1935-ro p. npeAMeTHe cepeloBuLle NpefcTaBse-
He ceprnoMm i TpbOMa napatlyTtamu, a 6e3npeaMeTHe — KilbKoMa
TPUKYTHUKaMu i TpaneuiamMu. Mpruyomy npeaMeTHOMY nesy cepna
BTOpUTb 6e3npeaMeTHa ceprnoBuaHa GopmMa, L0 CKMAAETHCS Ha
aHanorivyHuit enemMeHT 3 TBOpY K. Manesuya «Komnosanuia N255»,
a po3MillieHi 6e3 Byab-AKOol NOriku NapallyTu, Hacnpaegi, Taki X ab-
CTPaKTHI, K i NOAiIBHI 10 HWUX TPUKYTHKUKM (prc.1.5).

BBegeHo B 06ir NOHATTS «AM3aiH BNaam», 06rpyHToBaHo Ao-
LIi/TbHICTb MOro BMKOPUCTaHHS caMe B Takii pefakLil. BeegeHo
B 06ir TBOpYICTb ManoBifoMOIl XyaoxHMUi Po3zanii PabuHoBny,
BrepLUe npoaHanizoBaHo CEpito 1i ariTalinH1X nnakarTis.

Y pesynbTaTi AOCAiAKEHHSA BUSABNEHO Be3nepedHe J0MiHyBaH-
Hsa B po6oTax P. PabuHoBmY cyTo (hopManbHMX acneKTiB 306parkeH-
HS, TaKKX, K KOMMO3WLif, AMHAMiKa, YMOBHWI KONip, KOMBIHYBaH-
HS aBCTPaKTHUX (opM. TaKoXX BUMOKPEMAEHO OpUriHanbHWIA Niaxia
MaCTPWHI 10 CTUAI3aLl, CMPOLLEHHS | aBCTparyBaHHs MonynspHoI
PafdsHCbKOI CUMBONIKK 11 MponaraHanCTCbKUX racen.

OTxe, hopManbHi ekcnepumeHTn P PabuHoBWY NpoaemMOoH-
CTpYyBaIv BENNYE3HUI NOTEeHLia aBaHrapAHoro MucTelTea. BiTiH-
TepnpeTadil ybora igeonoriyHa putopuka i 0bMexxeHnit BidyanbHMiA
pan Habynu HempuTaMaHHO! 1M eHepril 1 3HauYyLoCTi. MoHyMeH-
TafbHa NPOCTOTa | eKCnpecisa 306paKeHHs 3yNUHANK yBary, 3aau-
lann y nam’aTi sckpaBuii 06pas, TMM CaMiUM BUKOHYHOUM TONIOBHY
(byHKUiO NponaraHan. BTiM, NpeacTaBHYKM BaaW Tak i He CNpo-
MOIINCA HaNeXHO OLIHWUTK MepcrneKkTuBy chiBnpali 3 MUTLAMY,
nodiéHumMu o P. PabuHoBumd. Bee, WO Xo4 AKOCb BiArOHWIO aBaH-
rapoMm, nianazano nig cTepeoTUn BOPOXOro CBITOrNsaay n BiaKu-
fanocs. TakuM YMHOM, OU3aiH pafsiHCbKOI BNaau MiloB yyKe Bi-
JOMUM, XO4a i HeeeKTUBHMM LWAxoM. Lie 6yB MofepHi3oBaHui
BapiaHT BIIXKWUIOTO PyxXy «NepeiBuKHULTBEY, TiNbKM WO 3 IHLLMMU
racnamu v iLeosIoriYHUMmn Mapkepamu.
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AHoTauis

Meta pocnig)KeHHA —  OKpecauTu
TeHAeHLT PO3BUTKY YPOaHICTUYHOIO neisay
y TBOPYOCTI XYAOXHWKIB CTaHUCNaBIBLLMHN
1920-30-x pp. (Tenep — IBaHO-PpaHKIBLLIMHW)
Yy PaKypCi OCMUCNEHHA MUTUSMW aBaHrapg-
HUX TeYil Yy perioHanbHOMY MUCTELbKOMY
npoueci. Y crtaTTi NpoaHanisoBaHO TeHAeHLl
PO3BUTKY YPOaHICTUYHOIrO Kpaesuay 3 aKLeH-
TOM Ha ManapcbKMX MoWyKax HOBUX MPUHLIM-
niB GOPMOTBOPEHHS Y Nen3arkax XyAOXKHUKIB
CtaHucnaBiBwmHKM 1920-30-x pp. Metoau
AocnipyXeHHa. Metoavka AOCNIAXKEHHS TPyH-
TYeTbCS Ha OPManbHO-CTUNICTUHHOMY METOAI
MWUCTELTBO3HABYOro aHanisy TBOPIB XyAOXKHW-
KiB, @ TaKOXX Ha KOMMapaTUBHOMY i CTPYKTYyp-
HOMY aHasli3i MUCTELIbKNX KOHLEMLIM | ABULL XY-
[OXHbOrO MpoLecy AOCIAKYBaHOrO nepioay.
HaykoBa HOBM3Ha MosArae y BUABAEHHI MPoO-
BiJHVX TEHOEHUIN Y Nen3aXKHin TBOPYOCTI MUT-
Ui CTaHWCnaBiBLUMHKM, BU3HAYeHHI 0CO6U-
BOCTEW CTUMICTUKN TX XXUBOMMUCHUX i rpadivHmx
nen3ax)is, 06r'pyHTYBaHHI fAianasoHy AifanbHO-
CTi XyOOXHiX o6'eiHaHb i IX NpeACTaBHUKIB Ha
npuknaai perioHanbHoi Moaeni ypbaHicTUIHO-
ro Kpaeswuay B AianekTuui TpaguuinHOCTI Ta
HoBaTOPCTBA. BUCHOBKM. TeHAeHLI 306paXeH-
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Abstract

The aim of the research is to outline the
trends of urban landscape in the works of art-
ists of Stanislaviv region (lvano-Frankivsk re-
gion since 1962) in 1920s and 1930s as a view
of the representation of Avant-Garde styles in
the regional art. The tendencies of urban land-
scape development with the emphasis on the
searches for new principles of shape and form
in the landscapes of Stanislaviv region artists
of 1920s and 1930s are analyzed. Research
methods. The research methods are based on
the formal and stylistic method of art analysis
of artists’ works, as well as on the comparative
and structural analysis of concepts and phe-
nomena of the artistic process of the studied
period. The scientific novelty of the research
is to identify the leading tendencies in the land-
scape creativity of Stanislaviv region artists and
to determine the peculiarities of their painting
and graphic landscapes stylistics. The range of
artistic associations and their representatives’
activitity is based on the example of the urban
landscape regional art model in the dialectics
of traditionalism and innovation. Conclusions.
Tendencies of city depiction of 1920s and
1930s, due to its multivariety of imaginative,
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Hs MicTa 1920-30-x pp., 3BaXKatouun Ha nosisa-
piaHTHICTb 06PasHMX, CTUAICTUYHKUX | KOMMO-
3ULIAHMX OCOB/IMBOCTEN, XapaKTepU3yroTbCs
peMiHiCUeHUISMIN  3axiQHOEBPOMENCHKUX MO~
[OEPHICTCbKUX Teuii, BTINEHMX HOBATOPCbKU-
MK 3acobamu (HOPMOTBOPEHHSA | Miaxohamu
LOAO KOMMO3ULIMHOI CTPYKTYpW TBOPIB, 1X
ManapcbKol iHTeprpeTalil, y CuHTesi 3 Haui-
OHanbHUMK CaMOOBYTHIMM O3Hakamu. Y peri-
OHanbHIM MWUCTEUBKIN Tpaauuil BIATBOPEHHA
MicTa novaTky XX CT. MaHIiBHOKO BM3HAHO TeH-
[eHLio, WO nepefbavae peaniCTuyHy MaHepy
3 03HaKamMu IMMPECIOHICTUYHOIO CIPUMHATTS
HaBKONMMLIHBOT AINCHOCTI. HaToMicTb HOBa-
TOPCbKI TeHAEHLT, IpUHUMNN HDOPMOTBOPEHHS
Ta XyOOXHbO-CTUIbOBI OCOBAMBOCTI MiCbKOrO
KpaeBunay B XXMBOMNUCI MUTLIIB CTaHUCaBIBLLW-
HW NepLlol TPETUHU XX CT. 3yMOBJIEH] yTBep-
[DKEHHAM HOBITHBOI ECTETUKM MICTa, MOXBaB-
NIEHHAM XYOOXHIX IHILiaTUB Y €BPOMNENCHKOMY
KYNbTYPHOMY MPOCTOPI Ta iHTerpalieto Moaep-
HICTCbKMX TeHOEHUIN Y BITYMBHAHE MUCTELITBO
nepLor TPETUHN XX CT.

Kntouogi cnoga:
YPOAHICTUYHWIA KpaeBUA, XYAOXHi npuiiomuy,
TeHAeHUil, cTunicTuka, mmucteytso CtaHucna-
BIBLLMHN.

Bctyn 1

stylistic, and compositional features, are char-
acterized by reminiscences of European Mod-
ernism trends. They are depicted by innovative
spatial forms and approaches to the composi-
tion arrangement of art works, colour interpre-
tation, and synthesized with regional artistic
representation. In the art tradition of the city
image in the early 20™ century, the tendency of
a realistic manner with Impressionism percep-
tion of the surrounding reality is considered to
be dominant. Instead, innovative tendencies,
principles of shape, and stylistic features of
the urban landscape in the Stanislaviv region
painting of the first third of the 20" century are
conditioned by the newest city aesthetics, the
revival of artistic initiatives in the European cul-
tural space and the integration of Modernism
tendencies into the national art of the first third
of the 20" century.

Key words:
urban landscape, artistic techniques, trends,
stylistics, art of Stanislaviv region.

AKTyanbHICTb AaHol Ny6nikaLii NoB's13aHa 3 BU3HaYeHHsM 0Co-
6nmBocTel cneundiki MICbKOro KpaeBmay 3arasaomM i npo6aemoro

aHaniay XMBOMUCHWX i rpadivyHMX TBOPIB MPUKAPNATCbKMX XyA0XK-
HWMKIB 30KPEMa, OCKISIbKM BUBYEHHS CTUNICTUYHUX O3HAK aBaH-
rapaHuX XyJOXHiX Tedih B ypOaHICTUYHUX KpaeBMAax MUTLIB Ha
TepeHax CTaHUCNaBIBLUMHN NMEPLLOT TPETUHM XX CT. 3a/IMLLIAETbCS
NaKYHOK Y KOHTEKCTI CYy4aCHOro YKpaiHCbKOro MUCTELTBO3HAB-
cTBa. [oyaTok XX CT. MO3HAYMBCH aKTUBHUMM MpoLecamu Halli-
OHa/IbHOIMO CaMOCTBEPPKEHHA, MOXBABNEHHAM KYNbTYPHO-MUC-
TeLbKMX B3aEMUH i3 3axiAHOEBPOMNENCHKMMI KpalHaMK, a BifTak
A OHOBNEHHAM (MOPManbHO-MAACTUYHOI MOBW, MPUBHECEHHSIM
HOBITHIX TEHAEHLIN, NOLLYKaMW HOBMX MPUHLMMIB GOPMOTBOPEHHS
y NensaxHin cnagwmHi mutuiB CtaHucnasiBlmHmM 1920-30-x pp.
Y PyCni MOOEPHI3MY, OPIEHTOBAHOMO Ha BiAMOBY Bifj akaAeMidHNX
NPUHLUMNIB penpeseHTaTalil 06pasy, 3MiHM B MUCTELIbKMX NPaKTK-
Kax i TpaHcdopMaLlito XyA0XKHbOro CBITOrNAAY. Pakypc nponoHoBa-
HOro AOCNIAXEHHA 3YMOB/EHWI TBOPHICTIO OKPEMUX XYAOXKHUKIB,
3006YTKM AKMX Y XaHPi MICbKOro neisaxy onmpannce Ha HoBaLil
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3axiAHOEBPOMENCHKUX MUCTELbKUX MPaKTUK MOCTIMMIPECIOHI3MY,
CVYMBONI3MY, EKCMPECIOHI3MY, abCTpaKLiOHI3MY.

OKpecnuTh TeHAeHLiT po3BUTKY YpPOaHICTUYHOrO nen3axy
y TBOPYOCTI XyAoxHWKiB CTaHucnasiBumHn 1920-30-x pp. (Te-
nep — IBaHO-PPaHKIBLLUMHM) Y paKypCi OCMUCTEHHA MUTLAMMN aBaH-
rapAHUX TeYiin y perioHanbHOMY MUCTELbKOMY MPOLIECI.

MeToavka AOCNIAXKEHHA FPYHTYETbCA Ha (hOPManbHO-CTUIIC-
TUYHOMY METO[I MUCTELITBO3HABYOMO aHasi3y TBOPIB XYAOXHUKIB,
a TakoXX Ha KOMMapaTUBHOMY i CTPYKTYPHOMY aHanisi KoHUerLin
i ABULL XYOOXKHBOIO MPOLECY AOCTIAXKYBaHOro nepioay.

PO3BMTOK NPOBIAHWX aBaHrapAHUX CTUNIB Y AWUCKYPCI AK HaLyi-
OHaNbHOro, TaK i 3apy6iX>KHOrO MUCTELIbKOrO MpOLECy NepLUol Tpe-
TUHKM XX CT. FPYHTOBHO MpoaHanisoBaHo B npausax [. fopbadoBa
Ta C. Manetn (2007), O. ®enopyka (2006), O. JlaryteHko (2006),
0. MeTpoBoi (1999), B. Cugoperka (2008), M. tOp (2018), Lo akTuBi-
3yBasio Nofanblui AOCHiAXKeHHS Npo6eM yKpaiHCbKOro aBaHrapa-
HOro MmUcTeUTBa. TemaTurka ypbaHiCTUYHOro Nesaxy B ManspCTBi
Ta rpadiui CTaHvcnaBiBLUMHW NepLUOl TPETUHM XX CT. 3aNuLLIAETb-
Cs1'y MPOCTOPI YaCTKOBOrO aHanidy Nen3axHol cnalHu OKpeEMMUX
MUTLIB Y TeOpeTUYHMX HanpaLtoBaHHaAx O. Fony6bua (2012), 6. Muc-
torn (2009), B. Tunuyk (2013), 10. BabyHny (2015).

Mepioa nepLioi TpeTnHKM XX CT., KONK BiAGYNOCh BXOMXKEHHS
NpyKapnaTcbKUX 3emenb A0 Ckagy ABCTPO-YropCbKol iMnepil
(1867-1918) Ta MonbLi (1919-1939), s3HamMeHyeTbCsA MOOANHOKM-
MW MWUCTELITBO3HABYMMM Ny6AIKaLAMM Y MiCLEBUX NEPIOANYHNX
BUAAHHAX KiHUA 1930-x pp. [PYHTOBHUM MEPLIOAYKEPENIOM B ac-
NEKTI BUCBIT/IEHHA XYLOXHBLOIO MPOLECy AOCHIAXKYBAHOMO Mepio-
Ay € peueHsis J1. Tuposuua «Malarze Stanistawowscy» (1938) Ha
BMCTaBKY, NPOBeAEHY MUCTELbKUM 06'eAHaHHAM «OpioH». BapTic-
HICTb JocniIKeHHs J1. TupoBuya nosarae y BUYEPrHi XxapakTe-
PUCTULI BIANBHOCTI MUCTELLKOTO YyrpynyBaHHA «OpioH» Ta aHanisi
TBOPYMX MaHep MOro NpefcTaBHUKIB, SKi NpoxuBanu y CtaHucna-
BOBI Ta TBOPWAN MOro po3maiTe eTHOHallioHanbHe 3a6apBeHHS
(Tyrowicz, b.r).

Mg NOHATTAM aBaHrapy §K 3arafibHol XapakTepUCTUKN €B-
POMENCBHKNX HOBATOPCbKMX TeYid Y MUCTELTBI NepLUOl NOSOBUHU
XX CT. yKpalHCbKi MUCTELTBO3HaBLi PO3rfisfatoTb CMNEKTP Takmx
HanpsMIB AK GOBI3M, Ky6odyTypr3M, HEONPUMITKBI3M, CynpemMa-
TW3M, EKCMPECIOHI3M, ctoppeaniaM, KOHCTPYKTMBI3M Ta iH. (Jlary-
TeHko, 2006; Mopbavos & Maneta, 2007; CupgopeHko, 2008). Tep-
MiHoM aBaHrapg O. lony6eub (2012) BU3Ha4ae CTagito HaBULLOI
aKTUBHOCTI TBOPYMX EKCMEPUMEHTIB Yy MexXax 3Ha4YHO LUMPLIOTO
Yy 4acOBOMY KOHTWHYYMI siBMll@ — MofepHiaMy (c. 182). BigTak



Jemiypr: igei, TexHonorii, nepcnekTuem gu3anHy 2020 Tom 3 N2 1
Demiurge: ideas, technologies, perspectives of design 2020 Vol. 3 No 1

MOLEPHI3M PO3IIAHYTO aBTOPOM K 3arafibHy HasBYy YUCIIEHHMX
HOBaTOPCbKMX TEHAEHLN, HanpsMiB PO3BUTKY MUCTeUTBa KiHUSA
XIX — nepuwoi nonosuHu XX cT. (Fony6eup, 2012, c. 185). Mouat-
KOM €enoxuy MOLEPHI3MY B YKpaiHi, 3a TBepIKeHHAM [ CknapeH-
Ko (2007), € 1890-Ti pp. ABTOp OKpecnuna nepLunin Benukuii etan
yKpalHCbKoro mucTeltsa XX cT. y BUMIipi 1890-1940-x pp. (noya-
ToK 1890-x — cepeaunHa 1900-x pp.; cepeanHa 1900-x — cepeamnHa
1920-x pp.; KiHeub 1920-x — cepeamnHa 1940-x» (CknsipeHko, 2007,
c. 13-14). I. Cknsaperko (2007) HasMBae Kifbka eTaniB CTaHOB/IEH-
HSA YKpalHCbKOro aBaHrapay: 3 kiHus 1900-x go noyatky 1910-x pp.,
KONMW aBaHrapg TICHO MepernsitTaBca 3 €BPOMNerCbKMM MOLEPHI3-
MOM; 1913-1918-x pp., KOX 3'ABUNUCS NEPLUI aBaHrapaHi yrpyny-
BaHHs; 1918—1920-X pp., KoM aBaHrapZ po3BMBaBCA AK CKnafosa
PafdsiHCbKOro iAeonoriyHoro MucTeLTa (C. 44).

dopmaLif yKpalHCbKOro aBaHrapfy, sk i EBpONencbKoro, CKa-
[a€ HeposaifibHe Uine, nosHa4vyeHe neBHUMM HaLiOHalbHUMUK Bid-
MiHaMK i 0COBMMBOCTAMU. MOro reHesa Ta pO3BUTOK, MOB'A3aHi
3 PO3YMIHHAM 3aKOHIB €BOJIOLII HOBOrO MUCTEUTBA | XyAOXKHbO!
KYNbTYpW B LIJIOMY, @ TaKOX pagmnKanbHUM 3anepeyeHHsaM peanis-
My | HaTypaniamy XIX CT., npunafaroTb Ha NepLUi TpU AECATUPIHYA
XX cT. (Penopyk, 2006, c. 10).

AKTMBI3aLiss BUCTABKOBOI LiANIbHOCTI B 3aXiAHOEBPOMENCHKO-
MY MUCTELbKOMY MPOoCTOopi KiHUA XIX — nodaTtky XX CT. crnpusna
HOBATOPCbKMM eKCNEPUMEHTAM MICLIEBMX XYAOXKHMKIB, KOTPI, ONn-
palynChb Ha MPUHLMMNWU aBaHrapAHUX HamnpsiMiB €KCMpecioHi3Mmy,
CMMBONI3MY Ky6i3My, abCTpaKLioHI3MY, TBOPUAN CTUAICTUYHO PO3-
MalTy KapTUHY perioHanbHOro M1UcTeLTBa.

XyooxHin npouec 1920—-30-x pp. XapakTepusyeTbCa Mnocna-
ONEeHHSIM aBTOPUTETHMX HOPM aKaZeMiyHol TpaauLil, MOCUNEHHSAM
iHTepecy A0 dhopMabHMX MOLLYKIB, PiIBHOrONOCCSAM CTUAICTUYHNX
HanpsIMIB | TeYin y pycni NOCTIMMNPECIOHI3MY, eKCMNPECIoHI3MYy, ne-
PeXo0oM [0 aBaHrapAHOI CTUAICTMKN. HoBaTOpChKi NMoLLyKKM, Gop-
MOTBOPYa BapiaTMBHICTb | XYOOXHS iHTepnpeTauia 36aratunmu
NAacTUYHy MOBY YPOaHICTUYHOIO nensaxy. PO3BUTOK MICbKOro
KpaeBWUIy 3yMOBIIEHWIA TakoX NpoLecaMun CTPIMKMX ypHaHi3allii-
HVX TpaHchopMaLivi OCIIKYBaHOro Nnepiogy.

O6pa3s MicTa sK penpeseHTallil apxiTEKTYpHOro cepefoBuLLa,
BiAOOPAXKEHHS ICTOPUKO-KYNbTYPHUX TpaauLIi i CBITOrNAAHMX aB-
TOPCbKMUX MPIOPUTETIB, MOCTae OCHOBOK XYAOXHIX iHTeprnpeTaLin
Yy TBOPYOCTI XyAOXKHMKIB CTaHUCNAaBIBLLUMHW. Y MeN3axHi cnagLiu-
Hi okpeMux MuTuiB CTaHucnagiBLMHN 1920—-30-X pp. BU3HAYEHO
AK CTBEPIXKEHHA PO3BUTKY akadeMiYHUX iHTeprnpeTalit MiCbKoro
MOTWMBY, TaK | TpaHChOPMaLil BEKTOPY HOBITHIX TEHAEHUIN LLNAXOM
X CTUMICTUYHOMO YPIBHOMAHITHEHHA MOLEPHICTCbKUMK TEYiAMU
" cneumndikoro BITYUSHAHOIO aBaHrapay.
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Y Mi>XBO€HHY 106y Ha TepeHax CTaHMCNaBIBLLMHM NpaLitoBanm
MUTLI Pi3HUX HaLioHaNbHOCTEN, a O0TXKe, ikcyeTbCcA i GaraToeT-
HIYHWIA CcKNad TOMILHIX TBOPYMX yrpynyBaHb, Lo 6yno xapakTtep-
HUM ABULLEM KyNbTYpHOrO cepefoBuila ManuymHn. Ha 1933 p.
npvnagae CTBOPEHHA MUCTELIbKOIO 06'eiHaHHs «OpioH» («Zwigzek
Artystow-Plastykow i Mitosnikow Sztuki «Orion»). Moro cnissacHo-
BHWKamK 6ynu Eminian lyépasa, Bnagncnas JlyunHcekmi, Kaponb
Koccak, Bnagucnas JlonyLwHsK, lesa Posamyc Ta iHLWi, SKi npautosa-
1 B CTUICTUYHO PO3MAITUX HanpsiMax MUCTELITBA 1 MPOXXMBau
B TOAILWHbOMY CTaHWCNAaBOBI. XapaKTepusyroun TBOPYY KOHLEn-
LIiFO KOXKHOIO 3 LIMX MUTLIB, KPUTUK i XYAOXKHMK-rpadik J1. Tuposwmy
Tak chopMy/toBaB Y PeLIEH3isAX CBOI CYAXKEHHSI MPO TOro4acHy xy-
JOXHIO cUTyallito MicTa: «[lianas3oH BUpaXeHHs € ICTOTHUM, cepef
N'STV IMEH 3ITKHEMOCH i3 NPOABaMK peaniamy, TEHAEHUIAMUN CTil-
KOl | MO3UTUBHOI iHTeprpeTaLil NpUpPoAN, NMPOABOM BHYTPILLHbO!
60pOTbOM MUTLISA 3 XKMBOMUCHUM MaTepiasioM i BTiNEHHAM 0Co6u-
CTOro HaveHHs, CXMbHICTIO A0 iNFCTPaTMBHOI CTUAI3aLil 3 eniro-
HiYHMM Npucmakom» (Tyrowicz, b.r.). Mpadroroun y CTaHMCNaBOBI,
XYAOXKHWKM BigoOpaxkann y TBopax cneumdiky MicLEEBMX Nen3axis,
«AOTPUMYBA/ICb KOHCEPBATUBHOI MoAeNi TNyMadyeHHsT MICbKOro
naHawadTy» (Muctora, 2009, c. 117).

Y MucTelbkoMy npocTopi CTaHUCNaBIiBLMHW XYyAOXXHE OCMUC-
neHa kpaesmdy 1920—30-x pp. 3a3HaN0 BMAMBY MAEHEPHO! Tpaau-
Ui, TTpUHUMNK MIEHEPHOTO XXMBOMUCY peanisoByBanncs B perio-
HaNbHOMY MWUCTELTBI Hacamnepes Yepes iHTEHCMBHE 36aradeHHs
KONOPUTY. 3BEPHEHHA O MICbKMX MOTMBIB Ha 3acafax MjeHepHo-
ro MansapcTBa HaWMOBHILLE BTINMIOCL Y KpaeBMAaaxX XyLOXHUKa
Eminiana Jy6pasu (1889—-nicna 1939).

Men3axkHuii xxnsonuc E. [lybpaBu, 0fHOro 3 CMMAaTKKIB «CTa-
POT» LIKOMW, HarKpalle NpeacTtaBfieHnin eTrogaMmn B TEXHILT akBa-
peni (Tyrowicz, b.r; Muctora, 2009, c. 117). XyaoxKHUK GyB BUXO-
BaHLEeM KpakiBcbKol akageMmil MucTelTs, yuHem 0. Meroddepa
Ta C. [embiubKkoro, o, 6e3yMOBHO, BM/MHYMNO Ha OCHOBW MOro
ManapcbKoro BMiHHA. Tak, H0. Meroddep nepenaB nomy HaBUKM
[IOCKOHanoro pucyHka; C. [1embilubKuii — 3axOnieHHs TEXHIKOHO
akBapeni i peaniCTU4HUMKU MOoTUBaMU. | TexHiKa, | TeMnepameHT
YXMBOMUCLA 3yMOBUIIM HACUYEH] KONTOPUCTUYHI MOEAHAHHS, BifTbHY
MaHepy BUKOHAHHS, MOPOXKYHOUN COHAYHWI HACTPI MOro KpaeBW-
nis (Tyrowicz, b.r).

»Kveonucelb E. [lybpaBa, AKoro Ha3neaam HanpoMaHTUYHILLMM
XMBOMUCLEeM cTaporo CTaHUCNaBOBa, EKCMOHYBAB MICbKi Mensaxi
(akBapenb, TemMnepa) Ha BUCTaBKax, OPraHizoBaHNX MUCTELbKUM
o6'eHaHHAM «OpioH» (1933-1939) (Biptonbos, 2008, c. 181). Tak,
XYAOXKHUK Y NipU4HOMY eTrofi «Bynuua boxkHuya B CTaHWUC1aBOBI»
(1935) BiATBOPUB NEPCMEKTUBY BYNHULY, O BEE A0 apXiTEKTYPHO-
ro aHCcCaMG6H0 PUHKOBOT MAOLLI 3 AOMIHAHTO MICbKOI paTyLLi.
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OniHi HacTpoeBi kpaeBuan Bnagucnaea JlydmHebkoro (1895-
1941) 3acBiguytoTb Moro o6aapyBaHHs sk neinsaxucra. CyTb MoOro
MaipCbKOro BMPaXKeHHs, MNIANOPSAAKOBAHOMO BIATBOPEHHIO Ha-
TYPHUX BPaXKeHb, BTiNIEHA B IMMPECIOHICTUYHUX NIPUYHUX CTYLIAX.
BoHW HacamMnepes nepeaaroTh iICTOPUYHWIA acnekT MICbKOro cepe-
[l0BVILLQ, aHCaMONeBi OANHMLI apXiTeKTypn 30e6iNblioro HeBenu-
Koro opmary.

PeanicTU4HMM CNpsiMyBaHHAM 06pa3HOl MOBM XapakTepu3y-
I0TbCA YpBaHICTUYHI eTiogn [esn Posmyca (1898-1980). Teopue
HadeHHsT MUTUS cKnanocs y npoleci GopManiCTCbKMX MOLLYKIB,
npoTe 6e3nocepeHii BNIMB XydoxHWKiB-peanicTie (0. bpaHAar,
K. Koccak Ta f. MaTeiko) BM3HAYMB CTUIICTUKY MOro TBOPYOCTI
(Tyrowicz, b.r.). He Boatounch y aetanbHe onpautoBaHHs nepeaHix
nnawis, I, PO3MyC iNOCTPYe nepexigHnii eTan y 306paxkeHHi peasb-
HMX ABMLLL BiJ ONMCOBOro 10 HacTpoesoro (Muctora, 2009, ¢. 118).
KvBonucHWn TBIp eTogHOoro xapaxktepy «Kpaesug M. CTaHucna-
BoBa» (1936) (puc. 1) BUKOHaHW B iIMNPECIOHICTUYHIA MaHepi, Ha-
B6AVXKEHIN 0O akageMiYHOro KaHOHY, Ta BiA3HAYEHMIA >KMBOMUCHOO
(DaKTYPHICTHO, EKCMPECUBHUM 3BYYaHHAM TEMNX KONbOPIB.

Puc. 1. I Poamyc. Kpaesug M. CTaHUCAaBoBa.
7936.

Fig. 1. G. Rosmus. Landscape of Stanislaviv.
1936.

MpoBiIAHNM BMSIBOM MUCTELbKMX YNogo6aHb NprKapnaTCbKux
XYZOOXXHUKIB NepLUol TPETUHM XX CT., 3arasioM XapakTepHoro 1 anq
YKPalHCbKOrO MansgpcTBa TOro 4acy, cTaB KpaeBui. CroxkeTamu
Nemsa)kHOro ManapcTBa, BiANOBIAHO OO TOrOYaCHUX MUCTELbKIMX
KOHLLeNLil, HanyacTile CTaloTb BUOM MICbKMX BYSIULb Ta OKOSIULb,
OKpeMi apxiTeKTypHi OMiHaHTW. BiaTBOpeHHA MicTa B MieHepHuX
eTrofax MnTLiB CTaHUCNaBIBLLMHM NEPLUNX AecaTuiTe XX CT. 34e-
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6inbLIOro BiabyBanocs y Mexax peanicTU4HOl MaHepw i3 HasiBHW-
MUV O3HaKaMW IMMPECIOHICTUYHOTO CMIPUAHATTA.

PeanicTnyHi TeHAeHU 3anuwanmca JOMIHAHTHUMKW B XKUBO-
nuci CtaHucnaBiBLLUMHK novaTky XX CT. 3a TBepKeHHsM M. HOp
(2018), neBHa iHEPTHICTb HaLiOHANBbHUX XYOOXHIX MPOLECIB 3Yy-
MOBJ/IEHA Pi3HOKD CMPSIMOBAHICTIO MUTLIB, OHI 3 AKUX Bynn Npu-
XWUSIbHUKaMW MOLEPHI3MY, iHLWI CNOBiAyBaAV peani3m, Hacniaytoun
APVHUMMKU XYOOXHUKIB, LLO BXOAUIM OO TOBapUCTBa NEPEeCcyBHUX
BMCTaBOK (c. 82). 3 cepeanHn 1930-x pp. 3BepHeHHsA MuTLiB CTa-
HUCNaBIBLUMHM A0 aBaHrapAHWX CTUIbOBMX Teuin (hopMyBanocs
nig BNMBOM MUCTELbKOrO CepefloBMLLa OCBITHIX XYAOXHIX LeH-
TpiB KpakoBa, BapLuasu, MroHxeHa, [Nparu.

ABaHrapHi TeHaeHLi nodaTky XX CT., HaknaaeHi Ha camMobyT-
Hi oKanbHI XyLOXHI Tpaauuil, 3yMOBUY Taky crneumdivHy o3Ha-
KY MalApCbKNX KPaeBUAIB MICLEBUX XYAOXKHUKIB K CUHTE3 CTU-
NICTUKN MOAEPHICTCbKMX TeYiil | XyOOXHIX NPUAOMIB apxal4Horo
MUCTeLTBA. HOBAaTOPCHKMMU MUCTELbKMMY NOLLYKaMM MO3HAYeHa
TBOpYiCTb Bnagncnasa JlonywHska (1904-1995), kotpuii y 1930—
1932 pp. nepebyBaB y CTaHWCNaBOBI Ta eKCNOHYBaB MiCbKi Kpae-
BMAW B €KCMPECIOHICTUYHIN MaHepi Ha nepcoHasibHUX BUCTaBKax
(1930, 1931). NMaHawadbTHI KOMMNo3uLii aBTopa 36arayeHi aBaH-
rapaAHUMK TEHAEHLIMN LLNSXOM aKLEHTYBaHHSA pUTMY, nepcrek-
TVBW Ta MNGUHN 300paeHHS, IHTEHLIAMM KObOopy. Tak, eTrof
B. NonyuwHsika «CTapi 6yavHkm» (1932, dboToapxis t0. bipronbosa),
He NpeTeHAytoUM Ha NloKanbHY BMPasHiCTb 06paHoro MoTUBY, Bif-
3Ha4YeHU PO3KYTOK MNACTUYHOK MaHeporo, BUPa3HUMK CBIT/O-
TIHBOBMMM KOHTPacTaMM MiCbKMx caamb. Y neisaxkHin cnaglimHi
B. JlonywHaka NOMITUMO OmnaHyBaHHA aBTOPOM XYLAOXHIMU MpW-
MoMamMu aBaHrapAy, Aki No3Ha4ynMnImncb Ha MGOpMyBaHHI CTUNICTUY-
HVX OCOGMMBOCTEN MOro MansapcTBa. [parHeHHs XyaoXKHMKa [0
abcTparyBaHHA Bifi KOHKPETHOrO peanbHOro obpasy, 3BeAeHHS
MOro A0 BMPasHWX CNOMyYeHb reOMETPM30BaHNX (OPM MOCUITHOE
PUTMIYHICTb KOMMNO3WLINHOI NOBYA0BM Ta BMPa3HICTb 306paXyBa-
HOrO MOTUBY.

PeMiHicUeHUiT MOOEPHICTCbKMX Te4il | HanpAMKIB HanBmMpas-
Hille NOMITHI y TBOpax Ha MiCbky TemaTuky 1930-x pp. cTaHuca-
BIBCbKOro xyaoxHuka O. CopoxTes, WO HacaMnepes AOCAraamch
3aco6ammn hOPMOTBOPEHHS!, BHECEHHSAM HOBMX MIAXOAIB Y KOMMO-
3ULINHY CTPYKTYpPY TBOPIB.

CTBOpIOIOYM MOPTPET 406U, XYAOXKHUKA BiATBOPHOBAIN PUCHK
TOoroYacHmx ypb6aHizaLiiHiMx MpoLeciB, SKi Hacamnepes MoB'A3y-
BasM 3 iHOYCTpianbHOK TeMaTUKO. HalBupasHile B perioHasb-
HOMY MWCTELTBI BOHa MPOSBMMACH Y Cepil akBapesfibHUX TBOPIB
1930-x pp. muTus Ocuna Copoxtea (1890-1941). Moro TBOpYMiA
CnafoK BiA3Ha4YaeTbCs CaMOOYTHBbOK CTUICTUKOK, BM3bKOK A0
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eKcnpecioHiaMy. CTUAICTUYHI yNoA06aHH:A XyA0XKHUKa ChopMyBa-
A Nif Yac Moro HaBYaHHS y KpakiBCbKi akaaeMil MUCTELTB.

Komnoauuia TBopiB O. CopoxTes nakoHiYHa. 3a3Bun4an, anesnto-
FOUM O OLHOMO M TOMO X MICbKOIrO MOTUBY, MUTELLb 3aCTOCOBYE Pi3-
HOBapiaHTHICTb KOMMAO3WLiNHWX NOBYA0B — BMOIp NO3ULIT rNsaaYa,
HE3BUYHMI paKypc CropyL, WO 1 BU3HAYa€E NPUKMETHY pUCY NOro
TBOPYOCTI. IHLI KOMMO3WLiHI XOAN AEMOHCTPYHOTb (hparMeHTap-
Hi 306pakeHHs BY3bKMX BYNMYOK, KBapTanie, Aaxis, 34e6inbLIoro
nodadyeHnx 3 BikHa y pidkoMy NepCnekTMBHOMY CKOPOYeHHi. Maiic-
TEPHICTb 064apoBaHOro rpadika Big4yBaeTbCA Y CKPYMNy1bO3HOMY
BMManbOoBYyBaHHI fieTanen — Yepenulib, LIernnH, oropox, aaxis. Mo-
TUB MICbKMX [jaxiB aKTUBHO YTBEPAXKYETHCH B €TIOAAX XYLAOXHMUKa
KiHUst 1930-x pp. — «Bup Ha gaxu 6yamHkie» (1936), «[elsax i3 6y-
AnHKaMm» (1936), «Bua Ha MicTo» (1936) (puc. 2).

Puc. 2. 0. CopoxTtevi. Bug Ha micTto. 1936.

Fig. 2. O. Sorokhtey. City view. 1936.

AHanizyroun TBOPU MUTLSA LIbOro NePIoAy, 3ayBaXkKMMO eKcrpe-
CUBHICTb TpakTyBaHHsS 06pasy MicTa, 306paXKeHoro Yepes Harpo-
MaapKeHHs POpPM OHOMOBEPXIBOK HA T/ CTiHW 3 YiTKUM PUTMOM
BIKOHHMX OTBOPIB, WO TBOPUTb HaMpy>XeHy AWMHAMIKy MiCbKO-
ro npoctopy. B eTtoni «Bua Ha micTo» (1940) CopoxTeit 06pasHo
TpaKTye KpaeBMA i3 HaAMIPHO BEPTUKaizoBaHUMK GyAiBASMM, 3i
CK/IaAHVMW KOHQIrypauiaMu aaxis, WO CTBOPHOKOTb BUBAXKEHUN
BEPTUKANbHUIA PUTM. YXMBOMUC XYAOXKHMKA HEPIAKO HAGNMKAETb-
Cs 00 rpadivyHOCTI, CXeMaTUYHOCTI, FPOTECKHOCTI, MiAKPECOETbCS
NIErKOK CTPVIMAHOK KOMIPHOK ramMot, JTOKaSIbHO MOKIaAeHNMU
NAOLMHAMM KOMbOPY.

TeHAeHUIr0 AMCTaHLUIFOBaHHA Bifl peasibHOI AIMCHOCTI MOMITHO
'y rpadidHmx TBopax Ocuna CopoxTea 3 iIXHbOK CaMOBYTHbOM
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CTUNICTUKO, COOPMOBAHOKO Mif BMIMBOM MOAEPHICTCbKMX TeYil,
Hacamnepes ekcnpecioHiamy (Jlarytenko, 2006, ¢. 125). 3ragaHa
TeHAEeHLUiA BUpaXkaeTbCs, NepeayciMm, y TBOpax NobyTOBOMO XaHpy,
B AKMX COpOXTel MOEAHYE XAHPOBUIA ENTEMEHT i3 MOTUBOM MiCbKO-
ro nensaxy. J1akoHisM B1pasy NnputamMmaHHniA NoByTOBUM CLEHKaM
0. CopoxTes 1930-x pp., Y AKMX BTIIEHO TOrodacHy aTMocdepy Mi-
cTa — «3 micTa» (1929), «PeMoHTYtOTb Aax» (1931) (puc. 3), «3ami-
Tavi Bynuub» (1931), «bpykytoTb BynLo» (1938).

Puc. 3. 0. CopoxTei. PeMOHTYIOTb Jax.
19317.

Fig. 3. O. Sorokhtey. The roof is being repaired.
1931.

ExcnpecioHicTnyHi TeHaeHUily TBopyocTi O. CopoxTest BUSAB/S-
FOTbCS Y TeMaTuLi CoLlianbHOro CnpsaMyBaHHS TBOPIB Ta y Bigoopi
3aco6iB GOPMOTBOPYOCTI — AMHAMIYHA rocTpa NiHiA, KOHTpacTHa
cniBB3aeMoAis NAsM, AMHaMibHa 3aB’A3Kka KOMMNOo3uLil, rinepboni-
3auiq, rpoteck i gedopmalia (Tunuyk, 2013), Wo BUPasHO AeMOH-
CTPY€E TPariyHIiCTb CBITOCMPUAHATTS XyOOXHWKA B CUCTEMI aBaH-
rap4HOro CBiTornAgy.

HoBaTOpCbKi Niaxoan B iHTepnpeTaLlil MiCbKOro MOTUBY B MUC-
TeyTBi CTaHUCIaBIBLUMHM NePLIOT TPETUHM XX CT. Mif4 BNIMBOM HO-
BITHBbOI ECTETUKM MICTa 1 EKCNEPUMEHTATOPCBKMX MOLLYKIB EBPO-
NENCbKUX MUCTELIbKUX LEHTPIB HaMBMPasHille BTiNeH B Nensa)kax
1930-x pp. Ocuna CopoxTes AK y KOMNO3ULIAHIN CTPYKTYPI LLUNAXOM
BBELleHHS IHAYCTpiaibHUX MOTUBIB, PaKypCHOro Nornsay Ha MicTo
«3 BUCOTW», B3BAEMOMPOHUKHEHHSAM K IHTEP'EPHOrO, TaK i MoByTOo-
BOrO 4 NEN3a)KHOro »aHpiB, yBUPa3HEHNMMN 306PaXKEHHAM NtoAeN
npaLi Ha BynMuAx MiCTa, Tak i B CTUNICTUHYHOMY acnekTi, BTiNEHOMY
€KCMPECIOHICTUYHOK MaHEepPOHO.

MpopvB nepudepiinHOro repMeTMaMy B MUCTELTBI MovaTKy
XX cT. BigbyBaBCs Ha KiflbKOX PiIBHAX: KOHTAKTHOMY — 3yMOBJIEHMI
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HaABHICTIO TICHUX B3AEMUH i3 MKHAPOAHNUMUK aBaHrapLHUMU py-
XaMu; OCBITHbOMY — BUKJIMKAHWUIA LISNBHICTHO MUCTELBKMUX LUKIT;
CTUNBbOBOI TpaHchopMaLlii — CIPUUYUHEHNA 3MIHAMUW XYAOXKHIX Ha-
NPAMIB, CXUIbHMX [0 «PYNOBOrO TEOPETUIYBAHHS», BUFOOLLIEHHS
XyOOXHUKaMV-aBaHrapAnCTamMmn KONeKTUBHUX MaHidecTiB Ha 3a-
XUCT MeBHOI MUCTeLbKOT NpakTukm (Genopyk, 2006, c. 11). BiaTak,
OfHiet0 3i cneundivHUX pUC aBaHrap4HOro MUCTELTBA € TEOPETUY-
HWI BUKNAZ MUCTELbKMX MOMOXEHb, Y AKX aBTOPU CUCTEMATUIY-
BasiM (DiNOCOMCbKO-eCTETUYHE MIArPYHTS XYAOXKHbOI TBOPYOCTI,
aKTyalbHi 3aBAaHHA i KOHLeNLii MucTelTBa Ta GopMyBanu Hawio-
HanbHy cneumdiky MOAEPHI3MY.

Pinoco®CbKO-CBITOMMAAHI 3acagn XyAOXKHIX MOAEPHICTCbKMX
TeYil, CUCTEMY IXHIX ifer, Modenen i NornafiB 3HaxoAnuMo B Teo-
PETUYHMX Hadepkax 1930-X pp. CTaHMCNAaBIBCbKOrO XyLOXHMKa
i TeopeTuka MucTeuTBa [eHuca-Slea IBaHuesa (1910-2003).
[. |1BaHLEB TeOPeTUYHO O6rpyHTOBYBAB NpobieMaTnky abCTpak-
THOMO MWCTELTBA, LUAAXM PO3BUTKY Ta CMPUNHATTS MOLEPHICT-
CbKOro MUCTELITBA, BMKS1a4aB BNacHi MUCTeLbKI NOrNsaan, KOHUen-
Uil cniBBigHOWEHHS CBITY MtoanHK i KocMocy (Tpaktati «Lnaxu
cyyacHoro o6pa3oTBop4Yoro muctelTBa» (1932-39) (puc. 4), «Cta-
Tn3am» (1939; nisHiwi poku) (puc. 5), «<HeosisaHTMHI3M» (1938; nizHi-
Li poKN)).

Puc. 4. [. IeaHueB. LLInsixu cy4acHoro o6pasotsopyoro mucteytsa. 1932—1939.
Fig. 4. D. Ivantsev. Ways of Modern Fine Arts. 1932—1939.

Puc. 5. [. IaHLeB. CtaTnam.1939.

Fig. 5. D. Ivantsev. Statism. 1939.
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BucHoBkM ‘ﬂ

TeopeTnYHi MOMOXEHHA CTOCOBHO abCTPaKTHOro Hampsamy
XYAOXXHUK YHAaOUYHIOBAB eKCNepuMEHTaTOPCbKUMK TBOPaMK B ra-
nysi abcTpakTHOro MucTelTBa. Koo CTuAicTUYHMX ynodotaHb
1930-x pp. . IBaHUeBa BapitoeTbCs Bifl MOCTIMMPECIOHICTUYHUX [0
MOMEPHICTCbKMX MOLLYKIB, a 3acobtn hOPMOTBOPEHHS Ha Mansp-
CbKill NNOLWMHI TPAHCHOPMYHOTLCS B CUCTEMY CUMBOJIYHMX KOSIP-
HUX MJIOLMH, YMOBHUMX 3HAKIB, AVHAMIYHUX PUTMIB, NiAKPECNeHnX
acUMETPUYHUM hOPMaTOM MOro NMOMOTEH.

HaykoBa HOBW3Ha 3AIMCHEHOrO AOCNIIXKEHHS Monarae y BUW-
ABMEHHI MPOBIAHUX TEHAEHLIN Yy Men3axHin TBOPYOCTI MUTLIB
CtaHucnaBiBlmMHM  1920—30-x pp., BM3HAYEHHI OCO6GNMBOCTEN
CTUAICTUKM IX XXUBOMUCHMX i rpadivHNX Nein3axis, 0OrpyHTYBaHHI
[lianasoHy AiaNbHOCTI XyA0XHIX 06'€jHaHb i TX NpeACTaBHMKIB Ha
npuvknagi perioHanbHOI Moaeni ypoaHiCTUYHOro Kpaesuay B fia-
NIEKTULI TPaAMLINHOCTI Ta HOBATOPCTBA.

AHanisytoun ypbaHiCTUYHI KpaeBMAWM CTAHUCNABIBCbKUX MUT-
LiB NepLUMX AecaTunitb XX CT., TOMITUMO PO3MaITy KapTUHY XYLOX-
HbO-CTWUMICTUYHMX BapiaHTIB i KOHLENTyanbHMX Nigxoais 4o obpas-
HOIO CNPUNHATTA MICTa, fKe TpaHChOPMYBanoch Bif peanicCTU4HO
CMPAMOBAHOrO Men3axky B Mexax CTUICTUKM IMMPECIOHI3MY Ta
MOCTIMMPECIOHI3MY 10 YpOaHICTUUHOrO KpaeBmay Ha 3acaax eKc-
NePUMEHTATOPCbKMX MOLLYKIB, MOB'A3aHMX i3 aBaHrapAHUMM ymno-
[06aHHSIMM 3aXiiHOEBPOMNENCHKOro MUCTELTBA.

TeHpeHUl 306paxkeHHs MicTa 1920—30-x pp., 3Baxkatoun Ha
noniBapiaHTHICTb 06pa3HMX, CTUMICTUYHKX | KOMMO3ULIRHUX OCO-
61MBOCTEN, XapaKTepU3yOTbCH PEMIHICLIEHLIISMU MOAEPHICTCBKIMX
Teuilt, BTINEHUX HOBATOPCbKUMM 3acobamu GOPMOTBOPEHHS i Nif-
XO4aMW LLOAO KOMMO3ULINHOI CTPYKTYPY TBOPIB, IX MansapcbKol iH-
TepnpeTauil y cvHTEe3i 3 HalioHaNbHUMK CaMOBYTHIMU O3HaKaMMU.
Y perioHasnbHii MUCTELbKIM TpaauLil BIOTBOPEHHS MiCTa novaTtky
XX CT. NaHiBHOK BM3HAHO TeHAEHLLi, Lo Nepeadadae peanictmu-
HY MaHepy 3 O3HakaMu iIMMPECIOHICTUYHOIO CMPUNHATTA HaBKO-
JIMWHBOI [INCHOCTI. HOBITHI HampAMKM 3axifHOEBPOMENCHKOro
MUCTELTBA TOro Yacy Haknanu BiIGUTOK Ha TPaKTyBaHHS MiCbKMX
MOTMBIB MUTUAMM i3 MPUKapNaTCbKMX TepeHiB, BILAKPUTUMKU [0
(hopMasnbHMX MOLUYKIB Ha T/ XyAOXHIX MPOLECIB NepLiol TpeTu-
HUM XX CT. XyAOXHbO-CTUABLOBI OCOGMBOCTI MICbKOrO Kpaesuay
B >XXMBOMUCI MUTLIB CTaHWUCNaBIBLLUMHN 3YMOBJSIEHI YTBEPAXKEHHAM
HOBITHbOI EeCTETUKM MICTa, MOXBABMNEHHAM XYOOXHIX iHiLiaTUB
y €BPOMNENCBKOMY Ky/IbTYPHOMY MPOCTOPI Ta iHTerpalietd Moaep-
HICTCbKWX TEHAEHLIIN Y BITYUSHSAHE MUCTELTBO.
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