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The purpose of the article is to analyse the typology, design features and carved decor
of the wooden lamps in the interiors of the religious buildings in Galicia. The research
methodology is based on the general principles of scientific work: consistency, authenticity,
historicism, logic. The author of the article applies a comparative and typological method to
analyse the design features of the lamps. And the methods of hermeneutics and semiotics
were used to analyse ornamental and compositional systems of decoration. The scientific
novelty of the work is the introduction of the unknown artefacts of church art into the
scientific circulation. The author collected these data himself during his scientific expeditions
to museums or directly in churches — both in Ukraine and abroad. Conclusions. The study
of the design features and decor of the analysed lamps has shown that table lamps, as a rule,
are smaller than candelabras (stavnyk), although sometimes according to the principle of
composition, they are the same as candelabras, as, for example, the candelabra from the
Kryvorivnia Church of the Nativity of the Blessed Virgin Mary. The study has confirmed
that the lamps harmoniously fit into the design of the church interior, complementing
the ensemble. For example, in the church in the village of Duliby or Pozdiach. In fact, the
design ensembles of these religious sites are made in the same style. The author of the
article provides an analysis of the image design solution and the nature of the decor of
specific samples of the lamps, and argues that the development of the lamp art (as well as
other elements of church equipment) occurs in two directions: imitation of historical styles
in line with eclectic versions and the use of ornamental and compositional structures of
traditional folk art. The features of a successful combination of these trends in the image
solution of the spider chandelier from Galicia, which is kept in the collection-exposition of
the National Museum in Lviv, have been demonstrated. The study has shown the original
use of Hutsul folk carving traditions in the decoration of the spider chandelier from the
Church of St. George in the village of Duliby, made by the famous master Vasyl Turchyniak:
he used traditional geometric ornaments with ancient symbols. The significance of the
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study lies in the possibility of using the processed material in the restoration of the old and
construction of the new churches.
Keywords: lamps; design of religious buildings; carved decor; folk traditions

Introduction

The mass construction of new and restoration of old religious buildings is
now under way. Most of them have been standing for decades and have been
used for other purposes. Sometimes they were reworked, and liturgical equip-
ment was destroyed or lost. Therefore, today it is important to study the fur-
nishings of the church interior. Lamps are one of the important components of
church furnishings, without which the church service cannot take place.

The relevance of the topic is to restore knowledge about the meaning of the
furnishings of religious buildings. After all, furnishings play an important role in
the liturgical service. Lamps are one of the most important components of the
church interior. Despite this, there are currently no studies on the analysis of
lamps. Lighting devices were mostly occasionally considered in theological pub-
lications (Katrii, 2001). The same situation is in the art studies works (Odrekh-
ivskyi, 2006, 2020). There are no works that would analyse the role of lighting
devices in liturgical use, their decorative features, and their role in the interior
design. While analysing the sacral issues, researchers only mention them.

It is encouraging that culturological works about the meaning of light
and lamps in the church service have appeared (Herchanivska, 2010; Zhukova,
2012). But there is not a single work that would raise art studies issues as well
as sacral and cultural ones. And they should be connected with each other, be-
cause we are talking about the art related to sacral culture.

The scientific novelty of the work is the introduction of the unknown ar-
tefacts of church art into the scientific circulation. The author collected these
data himself during his scientific expeditions to museums or directly in church-
es — both in Ukraine and abroad.

Purpose of the article

The purpose of the article is to analyse the typology, design features and
carved decor of wooden lamps in the interior of the Ukrainian church on sam-
ples from Galicia in the second half of the 19% — the first third of the 20" cen-
tury. After all, this period is the heyday of church construction, as well as the
period of formation of the design of religious buildings. Lamps (as well as other
devices) play an important role in the formation of the artistic and figurative,
artistic and stylistic environment of the church.

Main research material
We consider lamps as important items for liturgical purposes. The system

of lamps creates a kind of illumination of the church, which plays an important
role in the liturgical service. The use of light during worship has a symbolic
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meaning. Worship services never take place without lamps (Katrii, 2001), even
if there seems to be enough daylight in the church premises. The meaning of
the symbolism of light was studied by the culturologist N. Zhukova (2012), who
in particular noted that “... light is a symbol of consciousness, the heavenly
light contains both essence and life” (p. 54).

Researchers pay attention to the importance of light in the interpretation
of a sacral painting. In particular, the well-known culturologist P. Herchanivska
(2010) states: “Not only time and local traditions, but also the confessional fac-
tor introduced variations in Christian symbolism. This variability is observed, in
particular, in the materialization of the symbol of light as a symbolic expression
of Christ... in the Orthodox tradition, its bearer is gold (a golden background of
the icons, halos around the heads of saints), the Catholic West implements this
theological idea in a stained-glass window through which sunlight pours” (p. 94).

Metal lamps predominate in the church interior of the 19* — early 20%
centuries, while the wooden ones were much less frequent. The lamps made
of wood, according to their shape and functional purpose, can be divided into
three main groups: spider lamps, candelabras (stavnyk) and table lamps.

According to the image design solution and the nature of the decor, the
development of the art of lamps, along with the other elements of the church
furnishings, can be divided into two directions: 1) imitation of historical styles
in line with eclectic versions; 2) with the use of ornamental and composition-
al structures of folk art traditions. In the case when a combination of these
directions is observed in the decoration of the carving of one lamp, we study
which features predominate and determine their belonging to a certain group.
For various reasons, there has been little research on the typology of carved
church objects, as well as a number of other issues. However, the study of these
subjects is an extremely important issue, since they significantly affect the cre-
ation of the image of the church interior as a whole.

It is worth noting that the perception of the image of a particular church
object, in addition to design features, is significantly influenced by the carved
decor. Therefore, its study is important for understanding the harmony of the
interior of church buildings. Unfortunately, this issue has been neglected. The
carved decor of objects of the church interior in Galicia during the second half
of the 19 — the 30s of the 20 century, unlike, for example, painting, remained
largely out of the attention of researchers.

Spider lamps are part of the fixed composition of the interior. Such a lamp
symbolizes the sky and, therefore, logically, is hung in the middle of the church
(Katrii, 2001). An example of such a lamp is the spider chandelier, which is kept in
the collection-exposition of the National Museum in Lviv (Inv. No. D 383/13377).
Structurally, it consists of a vertical chiseled rod, from which curvilinear candle-
sticks with an S-shaped pattern extend sideways (Fig. 1).

The lowest part of each candlestick is decorated with pendents. The upper
part is decorated with curls, the silhouette of which resembles the Cyrillic let-
ter “C”. The last of these elements is quite common in the iconostasis carving
of Galicia. For example, some decorative elements of the iconostasis and icon
cases of the Church of the Nativity of the Blessed Virgin in Drohobych (and
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others). A rocaille element is woven into the decor of some candelabras. The
lower part of the rod and candlesticks of the middle tier are decorated with
mascarons, which together with rocaille elements emphasizes the eclecticism
of the carved design of the spider chandelier. Pendents (the most common in
the decor of Hutsul masters) add to the general artistic design features of folk
art. Thus, this lamp combines the elements of imitation of historical styles and
Ukrainian folk trends.

Figure 1. A wooden lamp from Galicia. National
Museum in Lviv. Inv. N2 D 383/13377.

The decoration of the spider chandelier from the Church of St. George in
the village of Duliby (Stryiskyi district, Lviv region, the 1920s ) demonstrates
the original use of Hutsul folk carving traditions. The authorship belongs to
the outstanding master of carving Vasyl Turchyniuk. The chandelier has built-
in models of 16 small churches, none of which is repeated. Each has its own
silhouette and original carving design (fig. 2).

From below, one can clearly see the domes of these chapels, decorated each
time with a different ornament: the “ladder” (parallel lines), the “ilchaste pys-
mo” (“checked”), etc. The crosses that crown the domes of chapels are also var-
ied in silhouette and decor. They protrude sharply upwards, and are effectively
seen from below, creating a harmonious ensemble with a serrated (of triangles)
decoration of the stand, on which the lamps of the chandelier and models of
chapels are placed.

The elements of the ornament can be seen clearly, introducing trends of
the then popular symbolism of different eras. The Duliby lamp harmoniously
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fits into the interior of the church, designed in the Ukrainian style, successfully
creating an accent. After all, the carved decor of the supporting structures of
the iconostasis, altar chair and many other components of the interior of the
church is made by using geometric ornaments of Hutsul flat carving.

' “ s

Figure 2. A wooden spider lamp in the interior ensemble of the Church
of St. George, the 1920s, Duliby village. Author Vasyl Turchyniuk

A typical wooden horos is a lamp from the church of the village of Poz-
diach (today — the territory of the Republic of Poland, the Museum of Folk
Architecture, Sanok). It has the form of a hoop with attached wooden brackets,
and every bracket, in its turn, has a candle holder. Each bracket is made in the
form of a slotted bizarre acanthus leaf, which can be regarded as an element of
eclecticism (fig. 3).

There are traces of the peculiar trends of both old Byzantine and Roman-
esque styles with baroque swirls. It is worth noting that in a similar vein of
imitation of historical styles, all other components of the interior of the church
are designed.

Another group of lamps is candelabras — stavnyk. They are usually repre-
sented by one-, two-, three- and seven-candlestick holder. One candle symbol-
izes the one God in the Trinity, two — the two natures of Jesus Christ, three —
the Holy Trinity, seven — the seven gifts of the Holy Spirit (Katrii, 2001). Initial-
ly, during the Holy Liturgy, candelabras were placed near the throne or behind
the throne. From the 12 century, they were placed on the throne (Katrii, 2001).
The seven-frame candle holder can be placed behind the throne (Katrii, 2001).
The candle itself is an iconic symbol in theology and the divine liturgy. “The
candle symbolizes the channel of communication with God, the cosmos, and
other worlds, defining the meeting point of the earthly and otherworldly, the
candle is a symbol of the flow of human life” (Zhukova, 2012, p. 54). That is why
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the place of the candelabra is so important in liturgical use, and candelabras —
lamps are placed in the most important and visible places.
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Figure 3. Wooden lamp from the church of St. Basil the Great, Pozdiach
village, Poland. Museum of Folk Architecture, Sanok, Poland.

The three-candlestick holder from the Church of the Nativity of the Blessed
Virgin Mary (1719) in the village of Kryvorivnia (Verkhovynskyi district, Ivano-
Frankivsk region) is an example of carved decor, where the features of folk art
can be clearly seen (fig. 4).

[ s e 4
Figure 4. Candlestick from the Church of the Nativity of the Blessed Virgin,
Kryvorivnia village, Verkhovynskyi district, Ivano-Frankivsk region
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The base of the candelabra is a chiseled stem with a four-pointed branching.
Approximately 4/5 of the upper part of the candelabra is occupied by tripling, which
consists of two rocailles in the lower base, arranged vertically with the letter “C”
outwards and on the same scale — a twisted stylized stem and gilded leaf, which
are complemented by green shamrock and red flower heads. The latter flanked
the candelabra and decorated it in the upper part, and above them there are two
eight-petalled polychrome heads of flowers-stars, which resemble the Ukraini-
an eight-pointed star with which people go caroling. Each petal has the form of
a polychrome shamrock. Thus, the Kryvorivnia candelabra is a classic example of
the dominance of the features of Ukrainian folk art in the decoration of church lu-
minaires. And although the interior of the Kryvorivnia church is designed mainly
with imitation of historical styles, the lighting device-candelabra introduces an
element of the Ukrainian national style, becoming a successful colouristic accent.

A six-candlestick holder (the seventh is missing) from the Church of the
Assumption of the Blessed Virgin (1901) from the village of Slavske deserves
a separate analysis. This candelabra is interesting because its body represents
a wooden figure of an angel with outstretched arms, which support metal
branches on three candles on each side. Each branch resembles the stem of
a plant with the small twisted leaves extended to the side. There is an origi-
nal combination of wood and metal. Candelabra is structurally designed in the
style of the decoration of the church interior.

Another interesting candle holder with the use of figurative plastic is
a small table candlestick from the village of Zhdynia (Lemkivshchyna, to-
day — Gorlice County of Lesser Poland Voivodeship, the Republic of Poland.
Sanok Historical Museum. Inv. No. 176), Polish museum workers date it to the
19 century). This candlestick is small in size and apparently did not stand on
the floor during the service, like candelabras, and from the 12™ century — on
the tetrapod, thrones, on both sides of the icon cases, etc. The base of this can-
dlestick is the figure of a flesh-coloured angel with gilded wings, who got down
on his left knee. He holds a stand on which a candle is attached. One could trace
the influence of Baroque and Rococo styles in the plastic interpretation of the
nude figure. Actually, other components of the interior of this church were de-
signed in this way (Odrekhivskyi, 1998).

Conclusions

The study of the design features and decor of the analysed lamps has shown
that table lamps, as a rule, are smaller than candelabras (stavnyk), although
sometimes according to the principle of composition, they are the same as can-
delabras, as, for example, the candelabra from the Kryvorivnia Church of the
Nativity of the Blessed Virgin Mary. There are many table lamps in the interior
of the church, the decor of which resembles the above-analysed candelabra.
A great number of lamps harmoniously fit into the design of the church interi-
or, complementing the ensemble, as, for example, in the church in the village
of Duliby or Pozdiach. In fact, the design ensembles of these religious sites are
made in the same style.
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The study of the unity of the interior design style on the example of mod-
ern church buildings and related features of the decor of lighting devices are
the prospects of further research. It is worth studying the experience of the
unity of the design ensemble solution as a whole and implementing it in mod-
ern practices.
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MeTa OOCTIMKEHHS — MPOAHATI3yBaTU TUIIOJOTiI0, KOHCTPYKTUBHI OCOOIMBOCTI Ta
pi3pOIeHNT DeKOp NepeB’sTHUX CBITWJIBHUKIB y iHTep’epax KyJIbTOBUX CIIOPY[ laquumHu.
MeTomosorisi OOCTIMKEHHSI TPYHTYEThCS HA 3arajibHUX TPUHINUIAX HAYKOBOi poOOTH:
CUCTEMHOCTi, [OCTOBIpHOCTi, iCcTOpM3My, JOriyHOCTi. [yig aHasai3y KOHCTPYKTMBHUX
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0COOMMBOCTE! CBITMJIBHMKIB 3aCTOCOBYETHCSI TMOPiBHSUIBHO-TUIIONOTiIUYHMIE MeTton. ITifm
Yyac aHajai3y OpHaMEeHTaJbHO-KOMIIO3ULIAHUX CUCTEM [1€KOPYy — METOLU TepMeHEeBTUKU
Ta cemiorMkyu. HoBU3HA POOOTM TMONMSTAa€E B 3aJlydyeHHi O HAYKOBOTO OOIry HEBiJOMUX
apTredakTiB I[ePKOBHOTO MUCTEIITBA, JaHi Mpo sIKi 3ibpaHi aBTOpoM 0COOMCTO mifm dac
HAyKOBMX eKCIIeIMIIi} Y My3esiX UM Ha MOJbOBUX TePeHax, 6e3rmocepeqHbo y epkBax — K
B YKpaiHi, Tak i 3a KopmoHOM. BucHOBKM. JIOC/TiIKeHHSI KOHCTPYKTUBHUX 0COOIMBOCTEN Ta
JleKOopy MpoaHaai30BaHUX CBITMIbHMKIB 3aCBiTUMIIO, 10 HACTi/IbHI CBITMJIBHUKMU, SIK TIPABUJIO,
MEHIINX PO3MipiB, HiXK CTAaBHMKM, XOU iHKOJIM 3 IIPUHIIMIIOM KOMITO3MIIii BUPOOY — OMHAKOBI
3 HUMU, K, HAaIIPUKJIaJl, CTaBHUK 3 KPMBOPiBHSIHCHKOI 1lepkBY PizaBa [TpecBsiToi Boropomuiii.
[TigTBepasKeHO, 110 CBITW/IbHMUKM FapMOHITHO BIMCYIOThCS Y IM3aiiH lIepKOBHOTO iHTep’epy,
JOTIOBHIOIOYY aHcamM6i1b. Hapukiiag, y epksi B [ynibax um [To3asyi. BiacHe, nu3aiitHepebKi
aHcaMOsIi 1IMX KyJIbTOBUX O0’€KTiB BUKOHAHi y eauHOMY cTuii. [[poaHanizoBaHO oOpasHe
KOHCTPYKTMBHE BUpIllIeHHSI Ta XapaKTep IeKOpy KOHKPEeTHMX 3pa3kiB CBITWMIbHUKIB, Ha
MiJICTaBi YOro MOXXHA CTBEPAKYBATH, 110 PO3BUTOK MUCTELITBA CBITMIBHUKIB (K ¥ iHIINMX
€JIeMEHTIB 1LIePKOBHOIO OOJamHAHHS) BigOyBa€TbCsl y MOBOX HAIpsiIMaxX: HACTiTyBaHHS
iCTOpMUHMX CTUIIB B PyCai eKJIeKTMUHMX BepCiii Ta 3aCTOCyBaHHS OpPHaMeHTaIbHO-
KOMITO3UITIiHMUX CTPYKTYp TPaAUIIiiHOTO HApOAHOTO MMCTeITBa. IIpoaeMOHCTPOBAHO
0COGMIMBOCTI BATIOTO TMOEAHAHHS I[MX HAMIPSIMiB Y 0Opa3HOMY BUPIillIeHHI JIIOCTPU-ITaBYyKa
i3 TanmuumuHuM, Mo 36epiraeTbcs y Kojekilii-ekcrosuiii HarioHanpHOro myset y JIbBOBI.
3acBigueHO OpuUriHaJIbHE BUKOPUCTAHHSI TPaAMIliii TYIYIbCbKOTO HApOMHOTrO Pi3bOaeHHS
y nIekopi mroctpu-maByka i3 mepkBu CB. IOpis c. dyni6u, BUTOTOBIEHOTO 3HAMEHUTUM
maiictpom Bacuiaem TypumMHSIKOM: HUMM 3aCTOCOBaHI TpaAauiliiiHi reoOMeTpUUHi OpHAMEHTHU
i3 CTapomaBHLOIO CUMMBOMIKOI. 3HAUMMICTh MAOCTIIKEHHSI TIONSITAE Y MOSKJIMBOCTI
BMKOPVCTAaHHS OIIPallbOBAHOI'O MaTepialy IIpy pecTaBpallii crapux Ta O6yIiBHUIITBI HOBUX
XpamiB.

Kntouosi cnosa: cBITMIbHUKY; OU3aiiH KyJTbTOBUX CIIOPYA,; Pi3bO/IE€HMIT IeKOP; HAPOIHI
Tpaauiii
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Henb ucciaenoBaHuA — IIPOaHAJIM3UPOBATHb TUITIOJIOTUIO, KOHCTPYKTMBHbIE
0COOEHHOCTU U pe3H0171 OEeKOp OepeBAHHLIX CBETUJIbHMKOB B MHTEpPbepe YKpaI/IHCKOI‘/JI
LEePKBM Ha o6pa3uax n3 Tanuuumn. MeTtomonorust ucciaenoBaHMs OCHOBBIBAETCS Ha O6H.U/IX
MIPpUHOUITIaX Hay‘-IHOI‘/JI paﬁOTbII CUCTEeMHOCTU, HOCTOBEPHOCTU, UCTOPU3ME, JTOTUMUYHOCTHA. Hns
dHa/IM3a KOHCTPYKTUMBHBIX 0COOEHHOCTEl CBETUIbHIKOB IIpMMEHAETCS CPpaBHUTEIIbHO-
TUMIOJIOTUYECKUI MeToh,. Bo BpeMs aHa/IM3d OPHAMEHTa/JIbHO-KOMITO3MIIMOHHBIX CHUCTEM
OeKOopa — MeTOAbl T€EPMEHEBTUKU 1 CEMUOTUKMN. HoBusna pa60TbI 3aK/IK0YaeTCs BO BBeOeHUU
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B HAYYHbIIT 060POT HEM3BECTHBIX apTedaKkTOB IEPKOBHOTO MCKYCCTBA, JAHHbIE O KOTOPBIX
coOpaHbl aBTOPOM B XOJle HAYYHBIX SKCIEAUIMIT B My3esIX MU TIOJIEBbIX MCCIeIOBAHNA,
HEIOCPEeICTBEHHO B LIePKBSIX — KakK B YKpauHe, Tak 1 3a pybeskom. BeiBonbl. VccienoBanust
KOHCTPYKTUBHBIX OCOOEHHOCTEl U OeKopa MpOaHAIU3UPOBAHHBIX CBETWIHBHUKOB
CBUIETENbCTBYET, YTO HACTEHHbIE CBETUJIbHMKM, KaK IIPaBMUJIO, MEHbLINX Pa3MepOB, YeM
CTaBHMKM, XOTSI MHOILA, 110 IPUHUUITY KOMIIO3ULIMY U3Le/Nusl — OLMHAKOBBI C HUMU, KaK
HaIpuMep, CTaBHMK M3 KPMBOPUBHSHCKON LiepkBu PoxxnmectBa IlpecssiToii boropopuisl.
[TonTBepKoeHo, YTO CBETMJIBHMKM TapMOHMYHO BIMCBIBAIOTCS B AM3aliH LIEPKOBHOIO
MHTEepbepa, TOTIONHSIS aHCaMObITb, HAaTTpuMeD, B epKBu B [Tynnbax mnu [To3asue. COOCTBEHHO,
Iu3aifHepcKye aHcaMOlM 3TUX KyJIbTOBBIX OOBEKTOB BBIIIOJIHEHBl B €IWHOM CTUJIE.
[TpoaHaaM3MpPOBaHO 06Pa3HO-KOHCTPYKTUBHOE PellleHNe U XapaKTep J1eKopa KOHKPETHbIX
00pa3IoB CBETMIBHMUKOB, HAa OCHOBAHUM Yero MOXHO YTBEpPXKIATb, UTO DPa3BUTHUE
MCKYCCTBA CBETUJIIbHUMKOB, (KaK U LPYIMX 5/€MEHTOB LIePKOBHOJ yTBAapy) MPOUCXOLUT
B [IBYX HalpaB/JIeHMSIX: HaCleLOBaHMe MCTOPUUECKMUX CTUJIel B pycle SKIeKTUYeCKUX
BEPCUIT U UCIIO/Ib30BaHMe OPHAaMEHTa/lbHO-KOMIIO3UMLMIOHHBIX CTPYKTYDP TPaAVLIMIOHHOTO
HapOJHOTO MCKycCTBA. [TpofmeMOHCTPUPOBAHbI OCOOEHHOCTU YOAYHOTO COYETAHUS ITUX
HanpaBJieHWiI B 0Opa3sHOM peIIeHUM JIIOCTpbI-MayKa u3 lamuium, KoTopas XpaHUTCS
B KOUIeKUMM-sKkcrnosuuuy HauyoHanpHOro mysess BO JIbBOBe. 3aCBUAETE/bCTBOBAHO
OPUTMHATBHOE UCITO/Ib30BAHMeE TPAAUIINIA TYIIYIbCKOV HAPOIHOV Pe3bObI B IeKOPE JIIOCTPbI-
nayka u3 1epksu C. FOpust c. [Iynn6bl, MU3rOTOBIEHHOTO 3HAMEHUTHIM MacTepoM Bacunem
TypuMHSIKOM: MM MCIIO/b30BaHbl TPAAULIVIOHHBIE TeOMeTpUYeCK/ e OPDHAMEHTHI C IpeBHeN
CUMBOJIMKOM. 3HaUMMOCTb MCC/IeNOBAaHUS COCTOUT B BO3MOKHOCTM MCIIOIb30BaHUSI €ro
MaTepuaIoB IPU pecTaBpalyy CTapbIX M CTPOUTEIBCTBE HOBBIX XPaMOB.

Knwuesvie cnosa: CBeTWIBHUKM; LOU3aliH KyJIbTOBBIX COODYXeHMI; PE3HOI [eKOop;
HapOJHbIe TPAAULIN

232



