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The purpose of the article is to analyse the development of the worldview system
of Ancient China, in particular, the philosophy that directly determined the cultural and
musical traditions of the country. The research methodology provides historical and
biographical methods for the subject studying. We have researched the effects of the
worldview of Ancient China on the country’s musical traditions. Furthermore, we have
defined the historical names of philosophers who influenced the development of musical art
and education mostly, which also affected cultural traditions. Conclusions. Chinese musical
culture has been proven to be originated from the performance of ritual song and dance rites
during work, then it was repeated in court and temple traditions. As a result, by the time of
the early Western Zhou period (the 11t — 3 centuries BC), a music institution was created,
which started a school of music and dance. Music took a philosophical content in the late
Eastern Zhou period (770 — 256 BC) following the emergence and spread of Confucianism
and Taoism. During the Han period, due to the cultural influence of India and other Middle
Eastern countries, Buddhism spread in China, and new musical instruments appeared. In
the 6t — 7 centuries, musical compositions for qin and pipa were composed, written in
the form of dialogues that included songs and dances; the role of the orchestral part began
to grow. During the 11% — 13™ centuries, musical styles were divided into northern (heroic
moods, heptatonic scales) and southern (strict rules of composition, pentatonic scales).
Since the 17% century, Chinese music has been introduced as folk songs. Jingju theatre
performances became popular. Shi fan xue orchestra music was actively developing. In the
18™ and 19™ centuries, Chinese musicians did already use the European instruments and
perform European music. Changes have been taking place in the vocal art, where the so-
called musical form tanci has appeared.

In the 20" century, Chinese professional music was formed, and the system of music
education was developed. There was a search in the musical style in order to emphasise the
national basis. Chinese composers in their original works combine national and stylistic
origins with models of European music, thus creating their own nationally coloured style.

Keywords: worldview system of China; musical art; cultural traditions; philosophy of
the country.
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Introduction

Chinese culture is one of the oldest in the world. It is known that in the course
of cultural development art is separated from philosophy into a particular form
of social life — spiritual while maintaining sense connections and mutual influ-
ences with worldview sciences and institutions, since under the influence of art
in general and music in particular, the artistic consciousness of the society and
the ability to treat social and natural phenomena creatively are developed. Value
orientations, norms, and ideals are formed. The formation of Chinese musical
traditions is organically and very closely linked to the development of the coun-
try’s philosophy and history. In recent decades, the country’s culture has aroused
increasing interest among researchers due to the fundamentally new role that
China plays in the modern world. Therefore, the study of the worldview system
of China is relevant because it determines the return to the philosophical origins
that contributed to the formation and development of Chinese musical culture.

The issue of the worldview system of Ancient China and its culture has al-
ways attracted the attention of researchers. In particular, V. Sidikhmenov (1987)
based on literary and documentary sources describes the Chinese people’s vi-
sion of the world, the basis of religious life and the education system during
the reign of the Qing dynasty (17™ — early 20" centuries). L. Perelomov (2000)
studied the influence of Confucianism on the spiritual and political culture of
the countries of the Asia-Pacific region. The name of U Gen-Ir should be men-
tioned among the Chinese scientists who studied the Asian culture and lived in
the territory of China at that time (U Gen-Ir, 2011). K. Ha Poong (Ha Poong Kim,
2016) researched folk songs of the most famous anthology “Shi Jing”. This work
is a translation of its first part, namely the songs of Guo Feng. Canadian scholar
William Baxter (Baxter, 1991) devoted his research to the issue of the language
of ancient Chinese texts. I. Lisevich (1969) in her monograph analysed the an-
cient Chinese poetry Yuefu, as well as the evolution of artistic means, some fea-
tures of classical Chinese poetry.

Purpose of the article

The purpose of the article is to analyse the development of the worldview
system of Ancient China, in particular, the philosophy that directly influenced
the country’s cultural and musical traditions, tracking the development in the
sequence of specific historical periods. The purpose of the article is achieved by
using historical and biographical methods, which made it possible to trace the
formation and development of musical traditions in the later historical epochs,
as well as the influence of religious and philosophical systems and individuals
on the music of China.

Main research material

The roots of Chinese culture come from the early Paleolithic period to the
formation of the Shang-Yin state (approximately 1766 — 1027 BC). Chinese mu-
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sical culture was developed in connection with the cultures of South, Central
and Western Asia.

The ethnic composition of the population of the ancient Chinese state was
heterogeneous since the Chinese nation was formed in the conditions of close
contacts of the local people with the Tungus, Manchus, Mongols, Tibetans,
Burmese, Indochina tribes and other nomadic neighbours. Therefore, the syn-
cretism of the Iranian, Chinese, Sogdian and Turkic cultural traditions can be
observed in the works of art. In the course of historical development, Chinese
music has absorbed elements of the musical cultures of peoples who were part
of the Chinese state in different historical periods.

The first definition of the term “music” in most modern dictionaries, such
as explanatory or the one of foreign words, etc., is the following: it is an art that
reflects the reality in sound artistic images. This interpretation corresponds to
the Chinese term “yinyue”, which means “the art of sounds”. In ancient China,
the concept of “music” had a slightly different meaning. By “music” (yue) they
meant a ritual dance to the accompaniment of musical instruments. Every note,
every musical rhythm, the smallest gesture of a dancer symbolised something.
Encoded in the language of music and dance, the Chinese told stories from the
lives of legendary heroes, reproduced vivid historical subjects, and expressed
their attitude to the political life of the country. There was a direct connection
between the nature of music and the state of society at that time. (A certain
separation of music into an independent art form, in “yinyue”, occurred at the
end of the Zhou era). It is no coincidence that in many ancient chronicles there
are such phrases as “yuevu” (music and dance), “gevu” (song and dance), which
indicate the ancient forms of Chinese musical culture.

According to traditional religious and philosophical concepts, the ancient
Chinese associated each degree of the scale, sound with a certain time of year,
time of day, the position of the Sun and Moon, various birds and animals, ele-
ments of nature, and so on. Some tunes were performed in spring, others - in
summer, autumn, and winter.

Certain periods of development with their own characteristic features
have been identified in the history of Chinese musical culture. The first of
them was the music of Ancient China when the formation of Chinese music
took place. Its approximate chronological boundaries are from the 20" cen-
tury BC to the 3" century AD. The next period is the music of China’s early
medieval period, which is characterised by the enrichment of foreign influ-
ences and prosperity. It lasted from the 3 century BC to the beginning of
the 13™ century AD. The period of maturity of Chinese music is considered to
be the late Middle Ages (from the beginning of the 13 century to 1911). The
period from 1911 to the present is the music of Modern times (U Gen-Ir, 2011,
pp. 22-23).

The period of Ancient China was preceded by the Archaic epoch (26" —
215t centuries BC). In the territories of Henan, Shaanxi and Shanxi, there was
a cult associated with singing and dancing, dedicated to the beginning and
end of the harvest. Religious song-and-dance rituals honouring the gods and
spirits of ancestors were widespread for the entire next season.

13



THEORY AND HISTORY OF CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 21 « ISSN 2616-423X (Online)

The right to perform sacrificial ceremonies to Heaven and ancestors be-
longed exclusively to the aristocracy. The status of each rank of dignitaries was
determined by the system of inheritance of power. Bronze dishes and musical
instruments were the material expressions of this status. These items symbol-
ised the connection between a man and the Heavens, a man and a deity (shen),
and were used in ceremonies of sacrifice to Heaven in the ancestral temples.
Confucius (Confucius, 2002) noted the importance of the ritual and emphasised
that it defines the differences between people, while music unites them. It was
music that the philosopher considered the beginning of spiritual perfection,
the inner image of the ritual. The system of music and ritual was actually one of
the foundations of China’s political system at that period, and the ritual bronze
objects of the pre-Qing period were its symbol.

Chinese rulers, including Fuxi and Shennong, played musical instruments,
which they created themselves, considering music as a means of communicat-
ing between the forces of nature (for example, Heaven and Earth). Musical folk
art was also in the process of development — any work was accompanied by
singing and dancing.

The musical culture of the Shan-Yin State (16" — 11* centuries BC) was
built on the ritual song and dance rites dedicated to the harvest and sacrifices
to the gods. Later, this combination of arts was recreated in the court and tem-
ple traditions. The first musical instruments were found during the excavations
(the first half of the 20™ century) in Henan province: tsin — a single stone slab,
zhong - an iron bell, syuan - a clay spherical tool with holes that served as
a wind instrument.

We should also note the peculiarities of the Chinese musical language, built
on the monophony with the elements of heterophony. The rhythm is simple,
which is repeated in some places. High notes are the characteristic feature of
Chinese music and singing is characterised by a falsetto, guttural manner. Lat-
er, the main features of secular music begin to form — a combination of singing,
music and dance (U Gen-Ir, 2011, p. 26).

The Zhou era (11" - 3 centuries BC) was characterised by the rise of all
branches of culture. There are Early (Western) Zhou (11" century — 770 BC) and
Late (Eastern) (770 — 256 BC). Realising the influence and role of music in the
society, representatives of the Zhou dynasty resorted to the organisation and
development of this art. In the early Zhou era, a Music institution appeared,
thanks to which a music school for music and dance training was opened. The
training lasted seven years, usually for students aged 13 to 20 years. An im-
portant element was that the teaching distinguished between court and folk
music; in other words, there was a certain classification of music, the division
into right and wrong. There were clear rules for conducting ceremonies with
the definition of status, according to which the number of orchestras and mu-
sicians was regulated. Thus, the number of orchestras depended on the rank
of the person for whom the ceremony was held: four orchestras were allocat-
ed for the emperor, three for the prince or feudal lord, two — for high-ranking
officials, and one for ordinary officials and scholars. The number of dancers
followed the same principle. These rules were further improved with the de-
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velopment of “yayue” — the right music. At this time, the number of musical
instruments began to increase. The appearance of the stringed instrument gin
(zither) also belongs to this epoch. The pentatonic scale was used, as well as
Lydian scale (U Gen-Ir, 2011, p. 28).

In the late Zhou period, a philosophical attitude to the interaction of mu-
sic and social processes was formed. This is mostly due to the works of Con-
fucius (Kung Fu-tzu, 551 - 479 BC), namely: “Shi Jing” (“Book of Songs”),
“IJing” (”Book of Changes®), “Chungiu” (“Spring and Autumn Annals”), “Li Ji”
("the Book of Rites”). The book “The Lunyu” (“The Analects of Confucius”) is of
our concern and reflects the philosophical thought of Confucius. In his opinion,
the music combines the feminine and masculine elements, reflects the harmo-
ny in nature; that is, it has cosmological properties. On the other hand, music
has an important mission in the process of governing the country, because be-
ing harmonious, it affects the moral qualities of a person and social norms. The
ideology of the Chinese philosopher Confucius, which guided the ancient and
next rulers of China, largely contributed to the fact that music became a state
cult and had a state significance: it was a means to influence the people’s cus-
toms and moods, control people, keep them in obedience. The attitude of Con-
fucianism and the state to music can be considered as one of the main specific
features of Chinese civilisation.

“Shi Jing” (“The Book of Songs™), compiled by the philosopher, is the oldest
and most revered work of Chinese literature. “Shi Jing” is preserved mainly in
two works. The earliest (2000 — 1000 BC) - in “The Book of Songs”, in the col-
lections of the Music Bureau (1000 BC - the first centuries AD) (Lisevich, 1969,
p. 23).

Professor at the University of Berlin Wilhelm Grube in his article “Die Chi-
nesische Literatur chinesische Literatur” wrote that “Shi Jing” belongs to the
precious poetic treasures of antiquity and is entitled to an honourable place in
world literature” (Grube, 1932, p. 23). Swedish academician B. Karlgren, in his
comments in 1964 to his exemplary translation of “Shi Jing”, noted that this
work “by importance and influence on the following centuries could not com-
pete with any work in the history of Chinese literature” (Karlgren, 1964, p. 71).
In China, this poetic canon has been commented on and studied for more than
two millennia, and in the West, it has been translated and studied for almost
300 years. However, it is still full of unexplained places and meaningful myster-
ies (Kobzev, 2018, p. 261).

“Shi Jing” contains three hundred and five poetic works and consists of four
sections or parts:

“Gué feng” (“Airs of the States”) — works collected from fifteen different
kingdoms of China at the time;

“Xiado ya” (“Lesser Court Hymns”) — created by court poets;

“Daya” ("Major Court Hymns®) — a book of poetic works of the Zhou tribe;
(Shang song — “Hymns”) - temple songs and cult hymns in honour of the spir-
its, ancestors and wise kings of Chinese antiquity.

The first part crystallises the songs of the southern regions of China, which
are about 60. The second and third parts combine the works of court authors.
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The fourth part highlights the hymns that glorify the activities of ancestors and
kings. This form of ancient Chinese rhyming required song and vocal perfor-
mance. Later, the traditions outlined in the “Shi Jing” became spread in Japan,
Korea, and other countries and influenced their culture.

Important information about the art of music is contained in the treatise
“Guan-Tzu”, the author of which, according to Chinese tradition, is considered
Guan Zhong (most modern Chinese scholars believe that the work was written
after his life). “Guan-Tzu” represented the economic, social and political re-
forms that Guan Zhong had carried out while serving as the Chief Minister of
the State of Qi (Tcyrenov, 2007). The first mention of the “lui” concept can be
found in the treatise, which was associated with the numerical expression of
each sound in the pentatonic scale and the possibilities of the mode creation.
(U Gen-Ir, 2011, p. 35).

Folk songs “Minge” appeared in the late Zhou era due to the combination
of the musical culture of different ethnic groups that lived in China. They also
gave start to the writing of song suites. Thus, “Jiu Ge” (“Nine Songs”) became
the famous suite became, which includes 11 songs of the southern Chinese or-
igin of the Chu Kingdom (now the territory of Hunan province). The character-
istic feature of this work is the same melodic line. “Jiu Ge” was performed to the
spirits of nature (Heaven, God of rivers, God of longevity, Sun God, and others)
as a sacrificial suite. The poet Qu Yuan (another name Qu Ping, 340 — 278 BC)
worked on the texts of the songs. A collection of poems and songs “The Chu
Ci” (“Verses of Chu” or “Chronicle of the Chu Kingdom”) appeared with the
support of other poets led by Qu Yuan. The end of the Zhou era (3¢ century BC)
brings another song and poetic genre — “shuochang yinyue” or “shuochang”.
There is a story and singing on the stage, accompanied by the music of a per-
cussion instrument. These were the first examples of theatrical art. The founder
of this musical genre is considered to be Xunzi (315 — 236 BC) (U Gen-Ir, 2011,
p. 39). Xunzi believed that a person’s musical expression needed to be regulated
so that joy and liveliness would not turn into chaos. Therefore, during the pro-
cess of music creation, it is crucial to focus on elegance and simplicity: clarity
is essential for texts, and refinement and simplicity are important for melodies.

The Zhou period was followed by the Qin dynasty (221 — 206 BC). Qin Shi
Huangdi (*the Divine Lord”) self-invented title “emperor”, who was one-person
executive, carried out monetary and writing system reforms, drafted end stand-
ards of weight and length, built the Great Wall of China and about 300 palaces
and temples. There was much done to uplift culture and art, on the other hand,
during this period, Confucianism was deadly abolished, and its supporters were
persecuted. In this period, orchestras and orchestral music got a lot of play.

In the Han period (206 BC — AD 220), which changed the Qin dynasty, Con-
fucianism returned and remained the state ideology of China until the 1911 Xin-
hai Revolution. A significant event of this period for the development of music
in the country was the founding of Yuefu, the Chinese Imperial Music Bureau
in 112 BC. The term “yuefu” means “lyrics”. There are ancient ritual chants, folk
songs created in the Han period, author’s songs in folkstyle (Kravtsova, 1983).
The Bureau had musical groups that included singers and dancers from different
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regions of China (about 800 people). It dealt with all aspects of the Empire’s mu-
sical life as researching, creativity, performance, and directing. The Bureau was
charged to classify music and systematise the rules and procedures for perform-
ing sacred and social ceremonies. Ritual chants were created, folk songs were
collected and processed. During this period, the author’s songs in the folk style
of different genres (love, labour, even rebellious) existed. In the late Han social
songs, there were anacreontic and fairy-tale themes (Anuchyna, 2005). In the
history of the Han dynasty, the Yuefu Music Bureau had existed for 106 years.
In the years since, the tradition was maintained: in China, at the Imperial court,
there were always specialised institutions that were concerned with the music.

From about the middle of the 3" century, Taoism had the greatest influence
on Chinese culture, the founder of which is considered to be the old master Lao
Tzu. At the focus of his doctrine is the concept of the Tao (“Path”), to which
the whole world is subordinate and which is the basis and source of all things,
constantly moving, obeying natural necessity. A person should not interfere
with the natural course of life by their actions; otherwise, they will cause chaos.
Taoism recognised the cosmological origin of music and its influence on na-
ture. It was believed that culture, and music, in particular, can lead to a distor-
tion of human nature, causing emotions, desires, thereby preventing the merg-
ing mentioned above with the Tao. Real music should bring a person to a state
of purity and peace, and for this, the beauty of sound should be high, affirm the
unity of nature and man (Vasilchenko, 2013).

The Great Silk Road and cultural exchange with the Middle East and India
peoples contributed to the development and enrichment of Chinese music. New
ideas, themes, and musical instruments were emerging in Chinese culture. The
history of the Great Silk Road is also connected with the spread of Buddhism in
China. The traditions of the Han Empire with its Confucian worldview, which
incorporated many elements of other systems, did not give Buddhism enough
space to spread successfully. As a result, Buddhism was adapted to the pecu-
liarities of Chinese culture, and it became perceived by many as a system of
views that does not contradict traditional Chinese ideology. New ties between
China and other countries gave rise to the flourishing of folk music, especially
folk songs. The song genre “xianghege” appeared, which collected all the songs
of the peoples of North China. Qin music was actively developing and the foun-
dations of “guchui” — military music by a trap brass orchestra. The melodies of
military songs were based on folk melodies. Thus, the Chief musician of the
Bureau, Li Yannian, composed “new songs” — “xin ge” for a military orchestra
(U Gen-Ir, 2011, p. 48).

In the 6th century, “You Lan” or “Secluded Orchid” by the composer Qiu
Ming was composed for the gin, and there was music in the form of dialogues
that included Chinese songs and dances. An interesting musical manuscript for
the pipa stringed instrument (the 7th century) was found in the Buddhist tem-
ple of Dunhuang. During this period, the role of the orchestral part was actively
developing in music, and new musical instruments appeared. During the 13" —
14" centuries, two musical styles were distinguished: Northern (heroic moods,
heptatonic scales) and southern music schools (strict rules of composition,
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pentatonic scales). Since the 17" century, there had been certain democrati-
sation of Chinese music, folk song culture and Jingjus, local theatre and music
performances were actively developing. In the 18" — 19" centuries, Shi fan xue
orchestral music took an important place in China. There were European-type
orchestras too.

At the beginning of the 20™ century, contacts with other countries were
expanding. Musicians got music education in the European tradition outside of
China. Most of them, having mastered Western professional music, remained
under the influence of traditional Chinese music. The reform of school educa-
tion in China (when music was first introduced as a compulsory subject in the
curriculum) gave rise to the development of a new vocal genre — the School
Song (“xuetang yuege”). After the 1911 Revolution, when the rule of the Qin
dynasty was put to an end, the European music knowledge took place. The Eu-
ropean notation system was being introduced, and attempts were being made
to adapt Western music to Chinese culture. Since 1931, the military conflict
with Japan had caused the rise of the Patriotic Movement in the circles of mu-
sicians and the creation of inyue, Patriotic songs. For song performance, there
was a musical form of Tanci — a rhymed story with rhythmic figures, where the
narration is together with singing and playing stringed musical instruments.
Later, tanci followed modern forms of baojuan and various forms of dagu. In
1949 - 1956, China created a system of music education, started conservatories,
and developed all areas of music. During this period, well-known composers
Ding Shande, Li Yinghai, Lu Zhuang, Hubei Huang, Du Qian, Wang Peiyuan,
Jiang Qu-Xin, San Tong, Wang Lishan, and others were actively working. (Den
Kai Tuan, 2015). The period of the Cultural Revolution was quite difficult for
the development of classical Chinese music. Unable to develop this direction,
the musicians actively worked with folk songs and folklore of outlying prov-
inces. Since the early 1970s, there had been a return to traditional melodies
from revolutionary songs based on slogans. In 1972, the anthology “New Songs
of the Battlefield” was published, which became an annual publication in the
next five years. The new reform policy of the government (the end of the 1970s)
contributed to the emergence of a “new wave” in music, whose representatives,
using Western methods of composition, originally reproduced the life of China,
creating a modern musical style. Among the famous figures of the “new wave”
were composers Zhao Xiaosheng, Wang Lixan, and Chuan Zhihao. Late 20" —
early 215t century is rightly considered to be the golden period of all genres of
Chinese professional music.

Conclusions

Therefore, the origins of Chinese musical culture are ritual song and dance
rites dedicated to the harvest and sacrifice to the gods as a means of commu-
nicating with the forces of nature and later repeated in court and temple tra-
ditions. At the beginning musical instruments were the wind, and the Chinese
musical language had a simple rhythm built on a single voice, then later social
music occurred, where singing, music and dance were combined. As a result, by
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the time of the early Western Zhou period (the 11* - 3 centuries BC), a music
institution was created, which started a school of music and dance. Music took
a philosophical content in the late Eastern Zhou period (770 — 256 BC) follow-
ing the emergence and spread of Confucianism and Taoism. In particular, Con-
fucianism had the idea of a combination of female and male principles in music
and little to reflect the harmony in nature. An important mission of music was
seen in the state ruling, because it influenced the fostering of mores in society.
Also, the founder of Taoism, Lao Tzu, professing spiritual self-improvement,
simplicity and naturalness, believed that music should promote a positive emo-
tional state of a person and a harmony with nature.

During the Han period, due to the cultural influence of India and other
Middle Eastern countries, Buddhism spread in China, and new musical instru-
ments appeared. During this period, Chinese musical culture was influenced
by philosophical trends based on the Lao-Buddhist vision. They addressed re-
search issues in music, namely classification (classical and folk), rules for con-
ducting ceremonies and ritual rites. An outstanding achievement was the col-
lection and adaptation of folk songs. There were new poetic genres as “yuefu”,
song genre “xianghege”, backgrounds for military music “guchui”.

In the 6™ — 7% century, music for qin and pipa was composed, and new forms
of dialogue were used, including songs and dances. Orchestral parts were de-
veloping. There were new musical instruments. During the 11" — 13t centuries,
musical styles were divided into Northern (heroic moods, heptatonic scales) and
southern (strict rules of composition, pentatonic scales). Since the 17% century,
Chinese music has been introduced as folk songs. Musical and theatrical per-
formances jingju were getting popular. Orchestral music shi fan xue hold a high
position. At the same time (the 18" — 19% century), Chinese musicians adopted
European instruments and performed European music following the colonisa-
tion policy. Changes had been taking place in the vocal art, where the so-called
musical form tanci had appeared. In the 20" century, Chinese professional mu-
sic was formed, and the system of music education was developed. There was
a search in the musical style to emphasise the national basis. Chinese compos-
ers in their original works combine national and stylistic origins with models of
European music, thus creating their own nationally coloured style.

Chinese rulers have always recognised music as an essential component of
social life, which directly shapes reality and plays a significant role in the or-
ganisation of society. That is why traditions in Chinese music are secular.

The issue of the influence of the worldview system of Ancient China on the
music of Eastern countries also requires further study.
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ETAII ®OPMYBAHHS MY3UYHUX TPAIUIIII KUTAIO
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ORCID: 0000-0002-4105-7519, antoshko.m@rambler.ru,
HayioHanvHa mysuuHa akademis Ykpainu imeni I1. I. Yaiikogcvko20,
Kuis, Ykpaina

MeTo10 CTaTTi € aHaji3 pPO3BUTKY CBiTOMIsIAHOI cuctemu CrapomaBHboro Kurtaro,
3okpema (inocodii, mo 6e3nocepesHbO BU3HAYAIA KYJIBTYPHI Ta My3UYHi TpaAuIlii KpaiHu.
MeTomosoTist AOCTIKEHHST TIONSITAE Y BUKOPUCTAHHI icTOpuyHOro Ta GiorpadiyHOTO
MEeTO/IiB Y BMBUEHHI JaHoi TeMaTuku. JocimskeHo aii cBitornsmy CtapogaBHboro Kutaio
Ha My3MuHi Tpaauiii Kpainu. BuokpemsieHo ictopuuHi imeHna dinocodis, ski HaiibinbIIe
BIUIMHY/IM Ha PO3BUTOK MY3MUYHOTO MUCTELITBA Ta OCBiTH, 1[0 TAaKOX MO3HAUMIOCH Ha
KYJIbTYPHUX TPAOULLISIX.

BucHoBku. [loBemeHO, 110 BMHMKHEHHS MY3UYHOI KyabTypu Kurtaio crpuumHeHe
BUKOHAHHSM PUTYAJTbHUX MTiCEHHO-TAHIIOBAJIIbHMUX OOPSIAIB ITiJ yac poO6OTH, 3Tr0JJOM BOHA
BiITBOpMIACS Y MPUIBOPHUX Ta XPAaMOBUX TPAUIIisIX. BHAWIZOK 11OTO OGy/I0 CTBOpEHE
MysuuHe BiJOMCTBO, 3aBISIKM SIKOMY BiIKPWIM MYy3UYHY IIKOJA 3 MiATOTOBKM MY3UKU
i TaHUiB B emoxy PanHboi (3aximHoi) Wkoy (11 - 3 cT. go H. e.). PinocodcbKoro 3micry
My3UKa movasa HabyBaTu B enoxy Ili3Hboi (Cximuoi) YWkoy (770 — 256 pp. 0o H. e.), uomy
CTIPUSITIO BUHMKHEHHS Ta TIOIIMPEeHHS KOH(YyIiaHCcTBa i maocusmy. B eroxy XaHb 3aBIsSKU
KyJIbTypHOMY BILIMBY IHAii Ta iHmmx KpaiH Bauspkoro Cxomy B KuTai mommproeTncst
6yoaM3M Ta 3’SIBJITIOTbCSI HOBi MY3UYHi iHCTPYMEHTM.

VY 6 — 7 CT. CKJIaAAI0ThCSI MY3UYHI TBOPU 151 iHCTPYMEHTIB 1IMHb i MiMa, 1110 MUITYThCS
y dopwmi mianoris, ki BKIIOYAIOTH MIiCHI Ta TaHIIi; MOYMHAE 3POCTATU POJIb OPKECTPOBOI
naprii. [Ipotsrom 11 — 13 ¢T. My3U4Hi CTU/I MOAIIMINKCS Ha MiBHIUHMIT (TepOiuHi HAaCcTPOi,
CeMUCTYIIeHeBi 1aiu) Ta MiBIeHHMUIi (CYBOpi MpaBuia KOMIO3UILii, TeHTaTOHIuHi 1agn). 13
17 cT. KuTajichka My3MKa CTa€ HapOOHOIiCeHHO. HabyBaloTh MOMYISIPHOCTI TeaTpaJlbHO-
CIIeHIUHi BUCTAaBU — [[3iHI[310/1. AKTMUBHO PO3BMBAETHCS OPKECTPOBE MY3MKYBAHHS — 1M (DaHb
ry. Y 18 — 19 cT. kuTaiicbki My3UKaHTH Yke BUKOPUCTOBYIOTh €BPOIENChbKi iHCTpyMeHTH Ta
BUKOHYIOTh €BPOTIEICHKi My3UUHi TBOPU. 3MiHM BifOyBAIOThCS i Y BOK&IbHOMY MUCTEIITBI,
Jle 3’IBUJIach TaK 3BaHa My3uyHa (GopmMa — TaHbIIN.

V 20 cr. dopmyeTbcs KuTalicbka mpodeciiiHa My3MKa, PO3BMBAETHCS CUCTEMA
My3UYHOI OCBiTHU. BifOyBaIOThCS MOIMIYKM B MY3WYHii CTWIIICTULI 3 METOIO MiIKPeCcIeHHS
HallioHanbHOI OCHOBM. KuMTajiCcbKi KOMIIO3UTOPM B OPUTiHAAbHUX TBOPAX MOELHYIOTh
HaI[iOHAJbHO-CTWIiCTUYHI BUTOKM 3 MOZENSIMU €BPOIECbKOI MY3MKM, YMM CTBOPIOIOTH
CBiif HALliOHATBHO 3a6aPBJIEHNI CTUITb.

Knwouosi cnosa: cBiTornsigHa cuctema Kurtao; Mys3suuHe MUCTEITBO; KYIbTYPHi
Tpaguiii; dbinocodis kpainm.
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Llenpo cTaTby SBJSIETCS aHAIU3 PA3BUTUSI MUPOBO33PEHUYECKON CUCTEMBI IPEBHEr0
Kuras, B wactHOCTM (usmocoduu, KOTOpasik HEMOCPEICTBEHHO OIpenessiia KyJbTypHbIe
M MY3bIKaJbHble TpaaguLUM CTpaHbl. MeTomonoruss MCCAefOBaHMUSI — 3aK/IYaeTcs
B MCIIOJNIb30BAaHUM MCTOPUUYECKOTO U OGuorpaduueckoro MeTOIOB B M3yYEeHUM HNAHHON
TeMaTuKN. MccnenoBaHbl nelicTBMs MUPOBO33peHus [IpeBHero Kutass Ha My3bIKa/IbHbIe
TpagUIIUY CTPAHbI. BbilesIeHbl MCTOpUYECcKMe MMeHa (huIocopoB, OKa3aBIINX HAKOOIbIIIee
BIMSIHYME HA Pa3BUTHE MY3bIKAJIbHOTO MCKYCCTBA M 0OPAa30BaHMsI, UTO TAKKe OTPA3MIOCh Ha
KYJIbTYPHBIX TPAAVLIVSIX.

BriBoppl. [lokasaHO, YTO BO3HMKHOBEHMIO MYy3bIKJIbHOM KyabTypbl Kuras
COZIEICTBOBAJIO BBITIOIHEHME DPUTYAJIbHBIX IM€CEHHO-TAHIIEBATbHBIX OOPSIOB BO BpeMsI
paboThl, BIOWIENCTBMU OHA OTPA3sWIach B MPUIBOPHBIX U XPaMOBBIX TPAOULIMSIX.
BenencTBue aToro 66110 co3gaHo My3bikasbHOE BEIOMCTBO, 61arojapsi KOTOPOMY OTKPbUIU
MY3bIKaJbHYIO LIKOJY I10 ITOATOTOBKE MY3bIKYM M TaHILeB B 310Xy PanHel (3anagHoit) Wkoy
(11 - 3 BB. 10 H. 3.). ®uwocodckoe copepskaHMe My3bIKa Hauajaa MPUOOpeTaTh B SIOXY
IMosaueit (BocTouHoit) Ykoy (770 — 256 IT. 10 H. 3.), YeMy CIIOCOOCTBOBAIO BOSHMKHOBEHME
U pacrpocTpaHeHre KOHGYIMAHCTBA U gaocu3Ma. B amoxy XaHb 6arogapsi KyJIbTypHOMY
BaustHUIO VIHAMYM 1 npyrux cTpad bivokHero Boctoka B Kutae pacrpocrpaHsieTcs 6yaamu3m
Y TIOSIBJISIIOTCSI HOBbIE MY3bIKa/IbHbIEe HCTPYMEHTHI.

B 6 - 7BB. cO30al0TCSI My3bIKaJIbHble IIPOM3BENEHMSI IJISI MHCTPYMEHTOB LMHb
M NuUmna, KOTOpble NUINYTCS B (opMe OMajoroB, BK/IIOUAIOMIMX T€CHU U TaHIIbI;
BO3pacTaeT poJib OpKeCTpPOBOW maptumu. B TeueHme 11 — 13 BB. My3bIKaJIbHbIE CTUIU
pasgenuanuch Ha CeBepHbIN (Tepordyeckyie HaCTPOEHMSI, CEMUCTYTIeHUYaThIe JIafli) U FOKHBIN
(cTporve mpaBwia KOMMO3UIIMM, TeHTATOHMYHbIe jaapl). C 17 B. KuTalickass My3bIKa
CTAaHOBUTCSI HAPOJTHOIECeHHOW. [IprobpeTaT MOMY/ISIPHOCTh TeaTPaTbHO-CIIeHUYECKUe
NIpefCTaB/leHns] — L3UHL3I0MA. 3HauuTelbHOE pas3BUTHE II0JAy4aeT OpKeCcTpoBOe
MmysuiMpoBaHue — mu (aHp 10. B 18 — 19 BB. KuTalicKKe My3bIKAHTbHI yKe UCTIOIb3YIOT
eBpOIleliCKMe MHCTPYMEHTbI U MCIIOJHSIOT eBpOIleliCKie My3bIKa/IbHble IIPOM3BeNeHMSsI.
U3smeHeHMsI IPOUCXOOSAT U B BOKAJIbHOM WMCKYCCTBE, IZe IOSIBWIACh TaK Ha3blBaeMasi
My3bIKaJIbHAsT pOpMa — TAHbIIBI.

B 20 B. popmupyetcst kutaiickasi mpodeccuoHanbHasi My3bIKa, Pa3BUBAETCS CUCTEMA
MY3bIKQJIbHOTO 00pa3oBaHusl. [IpOMCXOAST TIOUCKU B MY3BIKAIbHOW CTWIMCTUKE C IETbIO
[OLUYepKMBAaHMS HALVOHAJIbHOM OCHOBBI. KuTalickue KOMIIO3UTOPBI B OPUTMHAIbHBIX
NIPOU3BEEeHMSIX COYeTAlT HAUVOHAIbHO-CTWIMCTUYECKME MCTOKM C  MOIEISIMU
€BPOIIeNCKOI MYy3bIK!M, YeM CO3LaI0T CBOV HALIMOHA/IbHO OKpalLleHHbI CTU/Ib.

Knwuesvie cnosa: mupoBo33peHueckas cucreMa Kutas; My3bpIKaJbHOe MCKYCCTBO;
KYJIbTYPHbBIE TPAgULIVN; GUI0CO(US CTPAHBI.
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The purpose of the article is to analyse the interpretations and transformational processes
of the definition of “aesthetics of modernity” in the culturological thought at the end of the 20t —
early 21 centuries. To this end, the study applies methods of critical analysis, contextualism, as
well as a methodology relevant to the systematic culturological approach, including the method
of synthesis and the system method. The scientific novelty of the work lies in the fact that the
transformation of the aesthetic images of modernity in the applied culturological science has
been analysed. Conclusions. It has been demonstrated that new postulates of aesthetic values
are formed in the cultural and artistic environment and only later are comprehended and
institutionalized by the rest of the society. The main characteristic of the “modernity” of the
turn of the century is its accelerated variability. The study demonstrates the transformation of
aesthetic values, which occurs between the creation of original modifications, the social purpose
of art (modern), quoting, general pluralism, asociality, chaotic or transitivity (postmodern),
the loss of corporeality, the total acceleration, consumption culture (hypermodern), ultimately
returning to normal practices, but in the conditions of hyper-accelerated time. Metamodern is
considered as the boldest attempt to comprehend modernity, using the concept of “structure
of feeling” as a state of being here and now before its comprehension. It should be noted that
the number of non-traditional approaches to the system of knowledge, practising the use of
chaos theory is growing. It is proved that the understanding of the artistic direction precedes
the definition of the time period, used as a colourful definition of modernity, which has not
yet become a historical epoch. In each of the periods, understanding of novelty has no total
characteristics, and is determined by diffusion, invasiveness, combining simultaneously the
features of old and new, but each time in a new capacity. Before being legalized in scientific
theories, each of the variants of modernity was structured primarily in artistic practices and,
having reached an agreement with the general public opinion, lost its relevance in the sense
of aesthetic newness. Each time we use a new prefix, we agree with the statement that society,
along with the idea of modernity, has changed.

Keywords: aesthetics of modernity; transformational processes; modern; postmodern;
hypermodern; metamodern.
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Introduction

The interpretation of the “modernity” in the light of aesthetics is impor-
tant for understanding of various aspects of human being, including the defini-
tion of cultural and art processes and practices.

The actual contents and context of modernity in each historical era requires
more complex and more combined definitions which sometimes integrate quite
opposite factors. And the differences in interpretation depend on geographical,
political and cultural features of individual scientific schools. There is uncer-
tainty in the way of writing and use of terminology, which indicates the fluidity
of cultural periods and their heterogeneity, the introduction of special terms in
every day practices.

Therefore, the scientific discourse related to the interpretation and trans-
formation of the aesthetic through the perspective of the understanding of the
modernity (the end of the 20" — the first quarter of the 215 centuries) becomes
relevant. The identified issues have also led to the choice of sources and person-
alities associated with time frames and cultural definitions.

A large number of foreign and domestic theoretical works, which deals with
postmodernity and are characterized by a variety of methodological approach-
es, are related to the national schools (centre or periphery), cultural traditions
(Europe, the USA, post-Soviet states), areas of expression in the fields of art,
exact sciences or humanities.

The issue of the separation of the aesthetic in the sense of modernity is
primarily related to the name of Charles Baudelaire. In the 20®" century the the-
ory of postmodernism was institutionalized mainly in the works of French and
American philosophers: Jean-Francois Lyotard (1995), Jacques Derrida (2001),
Jean Baudrillard (2002); later Reinhart Koselleck (2005), Wolfgang Welsh (2004).
Arthur Kroker and David Cook (1986), John Armitage (1999), Paul Virilio (2002),
Gilles Lipovetsky (2015) consider the transformation of modern, hypermodern,
metamodern.

As to domestic researchers, the issue of postmodernism and a number of
aesthetic views of that time was expressed for the first time by the Ukrainian
writer and editor-in-chief of “Pleroma” magazine, Volodymyr Yeshkiliev (1998),
some of the author’s recent writings have focus on hypermodern issues. He
claims that “a person simultaneously remains a creation, invention and instru-
ment of the culture created by him” and states that “authority cannot (and will
not be able to) control a person in all its manifestations”, the example of which
is “online democracies” of hypermodern or “proxy democracy” of authoritarian
regimes that rely on electorate affected by NLP technologies”. Today, people
with smart phones want to create political performances and design new iden-
tities (Yeshkiliev, 2020).

The monograph by Orest Losyk contains reviews and translation of West-
ern European critical literature, emphases the importance of artistic practices
in the formation of postmodernism and defines a postmodern interpretation of
freedom which is interpreted as an active civil, public and private position of
a person (Losyk, 2016, p. 302).
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The works of Aleksander Zbrzezny are devoted to the issues of under-
standing of “modernity” (Zbrzezny, 2014). Aleksandr Pavlov notes that neither
a term (sociology of hypermodernism) nor its meaningful content is popular
with other philosophers and culturologists, which makes hypermodernism at
best a weak alternative to postmodernism (Pavlov, 2019, p. 29).

Despite the large amount of research, it should be noted that most authors
focus their attention on criticism, therefore, the theoretical question of under-
standing of the development of the aesthetics of modernity requires specifica-
tion, comprehension and arrangement.

Purpose of the article

To analyse the interpretations and transformational processes of the defi-
nition of “aesthetics of modernity” in the culturological thought at the end of
the 20" — early 21% centuries.

The study applies methods of critical analysis, contextualism, as well as
a methodology relevant to the systematic culturological approach, including
the method of synthesis and the systemic method. The scientific sources are
analysed with the help of these methods, the existing theories as to the under-
standing of the aesthetics of modernity, its images and transformation process-
es are collected and validated. Based on the analysis of the world scientific dis-
course, the transformation of the aesthetic images of modernity in the applied
culturological science is analysed.

Main research material

The intention to conceptualize the modernity is associated with a natu-
ral desire to arrange, rationalize, and search for the foundations of their own
existence. In philosophical and cultural science, “modernity” is interpreted as
a qualitatively new stage, different from the previous one. In this dissociation
from the “past”, the understanding of the aesthetics of “modernity” is some-
what conditional since art and creativity, in a broad sense, always relies on pre-
vious experience and tradition. It is important to understand that in different
countries, the generational boundaries, as well as the division into periods of
stylistic trends, are significantly shifted.

German scientist in the field of historiosophy Reinhart Koselleck (2005) ex-
plores the conceptual field of “modernity”, considering it in synchrony and de-
synchrony areas, so, by his definition, each story was, is and will be the history of
modernity (p. 259). The scientist considers the values of progress: emancipation,
acceleration, and democracy as the key factors that distinguish the “newest”. The
new, in his opinion, is not necessarily new in essence, but only in form (Koselleck,
2005, p. 251). G. H. Lewes identified the level of a “new”, connecting it with the
level of results and the level of emergents when “components of the “new” are
not present in the “old” in sufficient fullness of its attributes” (Yeshkiliev, 1998).

According to Charles Baudelaire, modernité does not mean a historical time
(epoch), but the understanding of the nature of Beauty. Those who “delve into
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the past, lose the memory of the present, renounce the values and privileges of
the actual moment are mistaken, because nearly all our originality comes from
the print that time leaves on our impressions” (Losyk, 2016, p. 29). However,
while emphasizing the lightening of the moment, of momentary time, of actu-
ality, Baudelaire also insists on the primacy of eternity as the distinct direction
of the actual.

Anna Sydor (2014), looking for domestic interpretation of Baudelaire’s un-
derstanding of modernity, compares the dictionary interpretation of French
modernité with the synonym “modernism” (p.103); however, she notes that the
Ukrainian and French understanding of the concept of “modernism” is narrow-
er and is used to denote a specific style direction of the late 19% — early 20%
centuries, while “...modernité rather means the modern era, reality, modern
life”. This term is derived from the late Latin modernus, in the sense of “actual”,
which, in turn, originated from the Latin word modo (“just, recently”)...”.

It should be noted that the French word contemporanéité, which is also
a noun that means the quality, condition, character of what is considered to
be modern, is the analogue to the French word modernité (CNRTL, n.d). The
same dictionary lists synonyms for “modern” - simultanéité, synchronie, which
mean - “simultaneous”, “synchronous”, presént — “present”. The etymology of
the French adjective contemporain comes from the Latin word contemporane-
ous, cum tempus, the English word contemporary — means “modern”, but has
several interpretations:

— belonging to the same period of time, contemporary;

— of about the same age, occurring at the present time, current.

In this article we are considering many variants of spelling of the terms that
occur in the Ukrainian language: modern, modernity, modernism, postmodern,
postmodernism; with a capital letter; separately — post modernism, with a hy-
phen — post-modernism. Analysing the way of their use in texts, it is difficult to
notice the difference in the definition. Postmodern and postmodernism, hyper-
modern, hypermodernism are often used simultaneously as synonyms in the
same text (Pavlov, 2019, p. 21), although, when “modern” denotes the historical
period, we write it with a capital letter, whereas, art style — with a small letter,
a cultural and intellectual direction — with the suffix “-ism” (Gutculiak, 2016).
We use the original author’s spelling of terms in quotations in a definite study.
In our own definitions, we avoid the capital letter, which assigns to modernity
the understanding of chronologically passed and institutionalized; historical
time.

Polish dictionaries provide several variants of words to describe moder-
nity (nowoczesnos¢, wspdélczesnosc, ponowoczesnosc, post-ponowoczesnosc), but
among all synonyms, the most common is nowoczesnos¢, which means ‘an
ideological and spiritual attitude aimed at updating the lost, traditional self-
consciousness” (Losyk, 2016, p. 19). Aleksander Zbrzezny (2014) denies now-
oczesnos¢ as a historical epoch, but treats it as a special form, or rather a way of
functioning of culture and society (p. 237).

Volodymyr Yeshkiliev defines the new according to three hierarchical levels:

— just new (results);
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— qualitatively new (emergents);

— completely new. And notes with scepticism that “... in contemporary art
(the 90’s of the 20" century — Author’s notes) the fundamentally new... is pos-
sible only under the circumstances that themselves are qualitatively new in the
beyond-art spheres of life (a change of “aion” according to C. G. Jung, apocalyp-
tic transformations of existing)...” (Yeshkiliev, 1998).

The aesthetic understanding of modernity as postmodernity is associated
with many sometimes radically distinctive features. The first cases of the term
usage do not have a common determinant of qualitative characteristics, they
relate to a separate use, or the individual arts, or the issues of aesthetics, poli-
tics; they are not characterized by a stable link to the general chronology. The
beginning of dating of the “postmodern” discourse is connected with the prism
of ideas that were extended in circles of North American literary criticism in
the 1950s and 1960s, wherefrom they were spread to art criticism and, at the
same time, art in the 1970s (Losyk, 2016, p. 58). It was only in the next decade
that these ideas were formed in the world-view sciences — philosophy, aesthet-
ics, sociology, political science, anthropology, history, theology, etc. In Eastern
European countries, the debate about the legitimization of postmodernism as
a cultural phenomenon for objective reasons began in the late 1990s and con-
tinues actively to this day. The number of supporters of postmodern modernity,
as well as its antagonists, is huge, certified by thousands of bibliographies, as
well as the widespread use of the term in everyday practice. Nonconformists
and the Underground culture are trying to attract creativity to the postmodern.

At first, the discussion around postmodernism was defined as “the sad fall of
the wave after the majestic crest of modernity” (Welsch, 2004, p. 28), but soon post-
modernism became associated with democracy and pluralism, which bridges
the gap between high art and mass culture, critics and the public, professionals
and amateurs. Postmodern declares new opportunities, the new in the growth
of diversity. To understand the transformation processes of the aesthetic rep-
resentation of the new, it should be noted that “..postmodern discourse is not
based on the assertion of the emergent originality of its modifications and agrees
with the “situation of quoting”, that is, making simply “new”” (Yeshkiliev, 1998).

Postmodern art practice is implemented in two ways: hermetic concep-
tualism declares deconstruction, the philosophy of emptiness, notes the vul-
nerability of the world; mass culture and pop art, on the other hand, promote
a comfortable stay in society, which displaces the elite and the mass, provides
everyone with equal access to art and other benefits. Postmodern irony accom-
panies both directions simultaneously, amusing culture is used to overcome
fear, and self-irony is used as an attempt to rehabilitate one’s own culture and
its achievements.

At the end of the second decade of the 21%t century, the use of the term
“postmodernism” is unacceptable in the context of defining the aesthetic foun-
dations of modernity, because it has required an attribute of a specific chronol-
ogy. Describing the era of total digitalization, presence and terrorism, the most
common are new temporal categories that denote an alternative to postmod-
ern — the generalized term post-postmodern (Hutcheon, 2002). The fragmentary
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definitions are employed in the contexts: performatism, automodern, digitimod-
ern, altermodern, renovalism, and more global: hypermodern, transmodern, meta-
modern.

The concept of Western European society as hypermodern was proposed
by Gilles Lipovetsky (Lipovetsky, 2015), but, as in the case of postmodernism,
the use of the term and variations in understanding has appeared long before
(Kroker & Cook, 1986, p. 8). In the understanding of Kroker and Cook, post-
modernism is not the beginning of something new or the end of something
old. This is a catastrophe that will become possible because of the entertain-
ment, the implosion of modern culture. Their category of panic is accompa-
nied by degradation in all spheres of culture and politics (Kroker & Cook, 1986,
p. 247). Describing modernity, the authors pay much attention to the human
body, predicting its transformation in the direction of complete rejection of the
body (Kroker & Cook, 1986, pp. 20-34). Ivan Varga simultaneously discusses the
relationship of all “-isms”. In his opinion, just as modernity did not distance
itself from pre-modernity, postmodern had a lot in common with modern -
hypermodern is organically connected with postmodern, even strengthening
the characteristics of the latter. In public presentations of the body, there is
a return of pre-modern practices: the use of decoration in the form of tattoos,
piercing, and so on. However, these practices do not bear signs of sociality, on
the contrary, they distinguish an individual from the society, and are the sign of
its instability (Varga, 2005, pp. 211-212). In Varga’s opinion, hypermodern soci-
ety uses technology to operate with possibilities outside the human body that
were not previously available, virtuality excludes corporeality, and the body be-
comes a simulacrum.

Exploring the media, John Armitage (Armitage, 1999) refers to the works
of Paul Virilio, who, describing the culture of modernity, the role of the United
State’s policy in it, noted that the latest war was speed, acceleration. Acceler-
ation of communications leads to compaction of real time. The space factor is
changed by the time, and the material is replaced by the immaterial. Relevant
for today “There is no longer “here”, but there is “now” (Virilio, 2002, pp. 92-93).
Armitage predicts an ecological catastrophe that would give birth to a new cul-
ture, and in Virilio’s works the prefix “hyper-” is identical to “super-?, so the
society is still in modernity (Armitage, 1999, p. 26). Hypermodern is associated
not only with the body, but with the definition of culture.

In the “Aestheticization of the world”, the theory of hypermodernity ac-
quires a positive meaning through the formulation of “transesthetics”, which is
considered in the context of commercial and popular art (Pavlov, 2019, p. 28).
Reflections on hypermodern are formed around the issues about the phenom-
enon of hyper consumption, but Lipovetsky sees a positive thing in the unlim-
ited consumerism in the fact that it ultimately leads to the need for cultural
creation.

Describing the problem of resistance to hypermodern technologies, Volod-
ymyr Yeshkiliev (2020) notes that “...democracy often takes the majority’s side on
issues where the majority has never been, is not and will not be right (for example,
in the sphere of cultural tastes or creative experiments)”.
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In the general scientific discourse on the status of modernity, perhaps the
most discussed concept is metamodern, which starts with a specific aesthetic
definition, originated in transmodernism, and has been formulated into a full-
fledged socio-cultural paradigm, where the term oscillation means fluctuations
between enthusiasm and irony. Timotheus Vermeulen and Robin van den Akker
criticize all previous attempts to formulate “- isms”, and formulate “Structure
of feeling” as metamodern. The prefix “meta—” simultaneously reflects the un-
derstanding of “together”, “between” and “beyond”: epistemologically, meta-
modernism is “together with” (post)modernism, ontologically “between” (post)
modernism and historically “beyond” (post)modernism. Sensuality is con-
trolled by the subjects themselves, which consciously agree to self-deception
(Vermeulen & Akker, 2010, p. 4).

The theory of metamodern from the sphere of art and culture gradually
seeps into the sphere of scientific research. In the essay “Metamodern View
of Science”, Hanzi Freinacht (2018) reflects on the absurdity of the traditional
methods of knowledge, since modernity tends to expect the unexpected. The
metamodern theory is actively discussed not only in Europe and America, but
also in the post-Soviet space, including Ukraine, where the Ukrainian transla-
tion of the “Manifesto” was presented in 2016. The characteristics of the new
modernity include: logic of binanizm, naivety, fundamental incompleteness,
the cessation of the search for aesthetic and plastic absolute in favour of the
study of the variable boundaries of art and the limits of knowledge. The ab-
sence or unacceptability of known cultural and philosophical methods for un-
derstanding of the new modernity is proposed to supplement with new ones
at the intersection of art and science, not only in the sense of exact sciences
(art & science), but also in the humanities (art & studies), quoting: “We should
embrace the scientific-poetic synthesis and informed naivety of a magical realism.
Error breeds sense” (Turner & Labaff, 2016). The modern researcher is also an
artist, whose scientific work is personal creative experience at each moment of
time, and the main task is to construct atmospheres as the creation of condi-
tions for living a certain sensory experience in spite of language constructions
that are currently imperfect in terms of understanding modernity.

Conclusions

Thus, new postulates of aesthetic values are formed in the cultural and ar-
tistic environment and only later are comprehended and institutionalized by
the rest of the society. The main characteristic of the “modernity” of the turn of
the century is its accelerated variability. Therefore, the transformation of aes-
thetic values occurs between the creation of original modifications, the social
purpose of art (modern), quoting, general pluralism, asociality, chaotic or tran-
sitivity (postmodern), the loss of corporeality, the total acceleration, consump-
tion culture (hypermodern), ultimately returning to normal practices, but in
the conditions of hyper-accelerated time. Metamodern is the boldest attempt
to comprehend modernity, using the concept of “structure of feeling” as a state
of being here and now before its comprehension. It should be noted that the
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number of non-traditional approaches to the system of knowledge, practicing
the use of chaos theory is growing.

It is proved that the understanding of the artistic direction precedes the
definition of the time period, used as a colourful definition of modernity, which
has not yet become a historical epoch. In each of the periods, understanding of
novelty has no total characteristics, and is determined by diffusion, invasive-
ness, combining simultaneously the features of old and new, but each time in
a new capacity. Before being legalized in scientific theories, each of the variants
of modernity was structured primarily in artistic practices and, having reached
an agreement with the general public opinion, lost its relevance in the sense of
aesthetic newness. Each time we use a new prefix, we agree with the statement
that society, along with the idea of modernity, has changed.
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ECTETHUKA CYYACHOCTI HA 3JIAMI TUCSAYOJIIThb:
MOJEPH - IIOCTMOJEPH - I'lTTEPMOJEPH - METAMOJEPH

ba6iit Hamis ITeTpiBHa

Kanoudoam mucmeymeo3nasecmea, doyeHm,
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Ipuxkapnamcexuii HayioHatvHuli yHieepcumem imeri Bacuns Cmegaruxka,
IsaHo-DpaHkiscok, YkpaiHa

MeToto craTTi € aHami3 iHTepmpeTariii Ta TpaHchopMaliifHi Mpouecu BU3HAUEHHS
«eCTeTUKU CYIaCHOCTi» Y KyJIbTYPOJIOTiuHil fymili HanpukiHili XX — nouatky XXI cTomiTTs.
Inst mocaTHEeHHS MeTu Oy/iM BUKOPUCTaHI METOIM KPUTUYHOTO aHaJTi3y, KOHTEKCTYali3My,
a TakoK MEeTOZ,0/I0Tis, BiiTIOBiJHA CUCTEMHOMY KY/IbTYPOJIOTiYHOMY MHiIXON0Bi, B TOMY UMCTi
METO[I, CUHTe3Y Ta CUCTeMHMI1 MeToA,. HaykoBa HOBM3Ha IOJISITA€ B TOMY, 1[0 TPOC/iAKOBAHO
TpaHCchOpPMAIiI0 eCTEeTUYHUX 00Pa3iB Cy4acCHOCTI B MPUKIIA[IHIN KyJbTYPOJOTIYHIN HaYIIi.
BuicHOBKM. 3’1COBAHO, 10 HOBi MIOCTY/IATU €CTETUYHUX IIIHHOCTEN (OPMYIOTHCS Y KY/IbTYPHO-
MUCTEL[bKOMY CepelOBUILi i Juille 3rogoM OCMMUCIIOITHCS, IHCTUTYaTi3yIOThCSI PELITO0
couiymy. OCHOBHa XapaKTepUCTMKA «Cy4yaCHOCTi» 3JlaMy TUCSUOIiTh — il IpUCKOpeHa
3MiHHiCTh. Bu3HaueHO TpaHChOpMAIIil0 eCTeTUYHUX I[iIHHOCTEIA, SIKa BiIOYBa€ThCS TTOMIXK
TBOPEHHSIM OPUTiHATBHUX MOAMUQIKaliif, COLiaTbHUM IPU3HAYEHHSIM MUCTENTBA (MOJEPH),
LUMUTYBaHHSIM, 3arajbHUM IUTIOPATi3MOM, acOLia/bHICTIO, XaOTUYHICTIO UM TepexigHiCTIo
(moCTMOAEPH), BTPATOIO Ti/IECHOCTi, TOTA/IbHUM MPUCKOPEHHSM, CIOKMBALBKOIO KY/IBTYPOIO
(rimepMoziepH), 3peLITOI TOBEPHEHHSM [0 3BUYAEBUX IMPAKTUK, OJHAK B YMOBax
TimeprpucKOpeHoro yacy. MeTaMofiepH ySB/ISIEMO HACMiIMBIIIOW CITPOOOI0 OCMUCTUTH
CYYaCHiCTb, BUKOPUCTOBYIOUM KOHIIEIIIIil0 «CTPYKTYPH BiTUyTTiB» SIK CTaHy IepeOyBaHHS TYT
i 3apa3 70 iioro ocMuciaeHHs. BinzHauMMo 3poCTaHHs KiIbKOCTi HeTpaguIiiHUX TigX0AiB 10
CUCTeMM Mi3HAHHS, 1[0 MPaKTUKYIOTh BUKOPUCTAHHS Teopii Xaocy.

HoBeneHO, 10 PO3YMiHHSI MMCTEI[bKOTO HampsMy Iepefye BMU3HAUEHHIO 4acOBOTO
nepiony, BXXMBAETHCS SIK KOJIOPUTHE O3HAUEHHSI CY4aCHOCTI, 11O Iie He CTajaa iCTOPUUYHOI0
no6o10. Y KOXKeH i3 mepiofiB po3yMiHHSI HOBM3HU He MAa€ TOTATbHOI XapaKTepPUCTUKU,
a BimsHavaeThcs OMUQY3HICTIO, iHBA3iifHICTIO, MOEOHYIOUM OTHOYACHO PUCH CTaporo Ta
HOBITHBOTO, OJJHAK II0pa3y y HOBiMIiii SKOCTi. [lepil HiXX y3aKOHUTUCH Y HAYKOBUX TEOPisiX,
KOXKeH i3 BapiaHTiB MOAEpHY CTPYKTYpM3yBaBCsl Haiimeplie y MMUCTELbKMX IMPaKTUKaX
i, IIIIOBIIM 4O MOPO3YMiHHS i3 3arajbHOI0 CYCIIJIbHOIO NYMKOIO, BTpauaB aKkTyaJabHiCTh
y ceHCi ecTeTMYHOro HOBOrO. Illopasy BMKOPUCTOBYIOUM HOBMIT Tpedikc, MU TUM CaMUM
MOTO/IKYEMOCH Ha TBEPHKEHHS, 1110 CYCIiIbCTBO, @ Pa30M i3 HUM i ySIBJIEHHS MIPO Cy4acCHiCTh
3MiHWINC.

Kniouosi cnosa: ectetuka CydacHOCTi; TpaHcpoOpMalliifHi Tpolecu; MOAEpH;
MIOCTMOJIEPH; TillepMOLePH; MeTaMOAEPH.
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9CTETUKA COBPEMEHHOCTU HA CTBIKE ThICSYEJIETUM:
MOJEPH - IIOCTMOJEPH - TMITEPMOJEPH - METAMO/JEPH

Bbabwuit Hamesxga ITeTpoBHa

Karndudam uckyccmeosedenus, doyeHm,

ORCID: 0000-0002-9572-791X, nbabij26@gmail.com,

Tpukapnamckuii HAUUOHANbHBILI yHUBEpcUmem umeHu Bacunus Cmeganuxa,
Hsano-DPpaHkoscK, YKpauHa

Llenbio CTaTbM SIBJISIETCS QHAIU3 MHTEPIPETaluy U TPaHCHOPMAIVIOHHBIE TIPOLIECCHI
ompefeneHust «3CTETUKM COBPEMEHHOCTH» B Ky/IbTYPOJIOTMUECKOI MBIC/IM B KOHIle XX — Havaje
XXI Beka. [l AOCTVOKEHMS L€y ObLTM MCIIONB30BaHbI METOMbI KPUTWUYECKOTO aHasu3a,
KOHTEKCTYyalI13Ma,aTakKe MeTOA0IOTHS, COOTBETCTBYIOLIASI CUCTEMHOMY Ky/IbTYPOJIOTMYECKOMY
TIOJXOMY, B TOM UMC/Ie METOJ, CMHTe3a M CUCTEMHBIN MeTon. HayuHasi HOBM3HA 3aK/IIOUAeTCs
B TOM, UTO IMPOC/IeXKeHA TPAHCPOPMALIMS SCTETUUECKMX 06Pa30B COBPEMEHHOCTH B TIPUKIIATHON
KyJIbTypPOJIOTMYECKOI] HayKe.

BbIBozibI. BBISICHEHO, UTO HOBBIE MOCTY/IAThI 3CTETUYECKUX IEHHOCTeH (HopMUPYIOTCS
B Ky/JbTYPHO-XYIOXXECTBEHHOI CpeJie 1 TOMbKO MOTOM OCMBICIMBAIOTCS, MHCTUTYATU3UPYIOTCS
OCTalbHBIM  couMyMoM. OCHOBHas XapaKTepUCTUKAa «COBPEMEHHOCTM» Iieperoma
TBICSTUEIETUI — ee YCKOPeHHast M3MeHUMBOCTh. OnpesieneHa TpaHCHOPMALIVS 3CTETUUECKUX
LIEHHOCTE!, KOTOpasi TPOMCXOOUT MeXKIy CO3JaHMEeM OPUTMHAIbHBIX MoaupuKaimii,
COIMA/IbHBIM Ha3HAYeHWeM MCKYCCTBa (MOAEpH), IUTUPOBAHUEM, OOIIMM ILTIOPATM3MOM,
aCoOLUMAIBHOCTBIO, XaOTUYHOCTBI0 WM IePeXONHOCTBI0 (IIOCTMOZEPH), IOTePeil TeleCcHOCTH,
MOJTHBIM YCKOPEHUEM, TOTPEOUTETbCKON Ky/IbTYpoil (TUIepMOJepH), B KOHIE KOHIIOB
BO3BpallleHVeM K TPaJMLMOHHBIM IPaKTUKaM, OGHAKO B YCIOBUSIX TUIIEPYCKOPEHHOTO
BpeMeHU. MeTaMO#epH TMpeNCTaBiseM CMeNOii MOMBITKOM OCMBICIUTh COBPEMEHHOCTb,
MICITIOJTb3YS KOHLEIIIVIO «CTPYKTYPhI OIIYIIEHNT» KaK COCTOSIHMS ITPeObIBaHMSI 3I€Ch U Ceifuac
K €ro ocMbIcieHu10. OTMeTUM POCT YKc/ia HeTPaAUIIMOHHBIX MOIXO0A0B K CUCTeMe ITO3HaHNs,
MPaKTUKYOLIMM UCIIO/b30BaHMe Teopuu xaoca. JJoka3aHo, UTO MOHMMAaHMe XyI0KECTBEHHOTO
HalnpaB/eHus IIpefUIecTByeT OIpeneeHNI0 BPeMEHHOrOo IepUOAa, MCIIONb3YeTcsl Kak
KOJIOpUTHOE OTIpefie/ieHNie COBPEMEHHOCTH, KOTOpasl ellle He CTala MCTOPUYeCKOii SI0XOM.
B Kkaxpnplii M3 MepuONOB MOHMMAaHME HOBU3HBI He MMEET IIOJHOM XapaKTepUCTUKH,
a ormeuaetcst Auddy3HOCTHIO, MHBA3UBHOCTHIO, 0ObEIMHSIST OIHOBPEMEHHO UEPThI CTAPOTO
Y HOBOT'0, OTHAKO KaXK/IbIi1 pa3 B 60siee HOBOM KauecTBe. [Ipexze ueM y3aKOHUTBCSI B HAYYHBIX
TeOpUsIX, KaXKIbIii M3 BapMaHTOB MOLEPHa CTPYKTYPMUPOBAJICS CHayala B XyLOXKeCTBEHHbIX
MPaKTUKAX U, TOWIS 0 TOHUMAHMS C OOIIMM OOIIeCTBEHHBIM MHEHUEM, TePSUT aKTyaTbHOCTb
B CMbICJIe 3CTETUYECKOTO HOBOTO. Kaknplii pa3 UCIIONb3ys HOBBINM TpeduKc, Mbl TeM
CaMbIM COTJIAIIAeMCsI Ha YTBEPKIEHMe, UTO OOILIeCTBO, 8 BMECTe C HUM U TIPe/ICTaB/IeHMe
0 COBPEMEHHOCTY U3MEHUINUCD.

Kntouessle cnosa: scteTrika COBPEMEHHOCTH ; TPAHC(HOPMAIIVIOHHbIE MTPOLIECChI; MOZEPH;
TIOCTMOJIEPH; TUIIEPMOJI€PH; METaMOZEPH.
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The purpose of the article is to explore and reveal the nature of the museum display by
progress analysis of its structures through the historical and cultural uplift of humankind.
We have used the method of analysis and synthesis to obtain effective results. Through the
progress analysis of the individual structures, it is established that the museum display is the
result of the evolution and constant transformation of the historical, political, and cultural
environment. The synthesis method allowed us to consider the museum display cohesiveness
of the separate items and determine its value for the formation of the overall modern cultural
space. The scientific novelty of the results lies in the fact that for the first time the nature of
the museum display as a separate phenomenon was revealed. We have retraced the historical
origins and directions of its development in the digital era. Conclusions. According to the
stated aim, we have found out that a museum exhibition display has passed a long way of its
development. Since the collections of Ancient Greek temples, and the brilliant collections of
Roman patricians, the exhibition has acquired some forms (a gallery, a cabinet, an antiquarium,
a studiolo) and signs of the Renaissance concept-based public object and exhibition space, the
Enlightenment academic environment and the Romantic national identity, which is actively
turning into a virtual environment within the digital era. The main factors of influence on
overall development and advancement of the museum displays are analysed.

Keywords: museum exhibition display; object and exhibition space; history of museum
exhibition; the evolution of museum exhibition display.

Introduction

In the process of human development and active changes in sociocultur-
al dynamics, a museum as a society-oriented institution undergoes constant
changes and transformations. A museum display, which is organically involved
with the formation of the general cultural process and is the result of evolution,
is no exception. Although a museum display gained a foothold in the conscious-
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ness of humankind only in the 17 century, it was acquiring its characteristics
and principles of an organisation throughout its whole cultural development.

Both domestic and foreign scientists covered the issue of the history of for-
mation and development of a museum display in their works. From the 2000s to
the 2020s, several studies, dedicated to this topic, appeared in Ukraine. Among
them is the work L. P. Velyka (2000), PhD in Art Studies. The author casually
mentions that “there is a new understanding of the museum exhibition display
in the special literature: it is viewed as a phenomenon and a creative cultural
space, where new ideas, meanings, values that are significant for the progres-
sive development of society are generated based on the subject cultural and
historical heritage” (Velyka, 2000, p. 53). However, L. P. Velyka (2000) pays spe-
cial attention to the study of the exhibition display as a syncretic art form.

In his research, D. V. Kepin (2008) puts forward the concept of creating ex-
hibition displays on the history of primitive society, based on the sequence and
inheritance of the human culture development (pp. 111-159). The researcher
focuses on the features of displaying archaeological and primitive society his-
tory artefacts but does not consider the nature of a museum exhibition display.
N. P. Borotkanych (2012), PhD in History, explores both the Museum of Cos-
monautics as the scientific and technical museum and the specifics of space
science and its display in the museum (pp. 186-198). The author highlights that
it is difficult to exhibit space systems for they are large-sized, and it is im-
possible to display them for operational and the objects’ preservation features
which make the exhibition short. Besides, N. P. Borotkanych superficially views
a museum exhibition display as a separate category, but only in the scope of the
S. P. Korolyov Museum of Cosmonautics. Besides, theoretical justifications on
this subject are covered by foreign scientists also. In particular, T. P. Kalugina
(2002), M. T. Maistrovskaia (2016), T. P. Poliakov (1989) study the principles of
the museum exhibition display construction and the art of exhibition design.
M. O. Nikishin (1989) and M. B. Gnedovskii (1987) focus their attention on the
communication capabilities of a museum exhibition display. Still, scientists
avoid the theme of its evolution as a separate phenomenon in their research.

Thus, the analysis of the publications mentioned above demonstrates sev-
eral approaches to an understanding of a museum exhibition display. These are:

— amuseum exhibition display as museum communication;

— amuseum exhibition display as an individual art form, a museum exhi-
bition display in the scope of the layout design development.

However, there are no works that would consider and reveal the nature of
a museum exhibition display in detail. On top of that, the insufficient study of
the problem makes it impossible to explore it and understand properly. This
justifies the relevance of this research.

Purpose of the article
The purpose of the article is to explore and reveal the nature of the muse-

um exhibition display by progress analysis of its structures through the histor-
ical and cultural uplift of humankind.
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We have used the method of analysis and synthesis to obtain effective re-
sults. Through the progress analysis of the individual structures, it is estab-
lished that the museum exhibition display is the result of the evolution and
constant transformation of the historical, political, and cultural environment.
The method of synthesis enabled us to consider a museum exhibition in the
integrity of its separate elements and to determine their significance in the
formation of the overall modern cultural space.

Main research material

— The origin of a museum exhibition is associated with the emergence of
the “Mouseion” notion, which translated from Greek means “the temple, de-
voted to the Muses”. The museum is very similar to the temple. With the help of
special means, museum objects and displays, in particular, the museum creates
a specific environment in which a person would view the objects, change their
emotional state and express their attitude to reality. This “temple” connec-
tion will be traced at all stages of the museum development and its exhibition
environment. However, a museum exhibition should not be regarded as such,
since the ancient Greek “muses” or “mouseions” represented themselves as
the places of science and knowledge rather than the exhibition areas. This can
be exemplified with the data provided by Strabo (1994), a late antique writer,
who stated that “...the museum is a part of the Royal palaces; it has a place for
walking, a “niche” and a large house where there is a common dining room for
scientists belonging to the Museum. This collegium of scholars has not only the
common property but also the priest ruler Musaeus, who used to be appointed
by the kings and now — a numismatic cabinet (German: das Miinzkabinett) for
exhibiting medals and coins;

- atreasury (German: die Schatzkammer) for displaying precious stones;

- a cabinet of wonder (German: die Wunderkammer), a cabinet of rarities
and curiosities of nature;

- a cabinet of curiosities(German: die Kunstkammer), a cabinet of art-
works from the outstanding the Imperial Treasury.

Also, there were such proto-exhibition forms as an antiquarium (from Latin),
the place where antique plastics were displayed, and a studiolo (from Latin). At
first, a studiolo was represented as a place for leisure, providing access to a vast
library. But later, paintings, sculptures, collections of gems and medals began
to be displayed there (Maistrovskaia, 2016, p. 91).

The emergence of new exhibition forms in Renaissance culture, which made
it possible to speak about the development of the object and exhibition space
as a whole, provoked the emergence of such notions as “an idea”, “a meaning”,
“a concept”. This can be explained by the fact that during the designing, the artist
or architect begins to use a whole system of symbols according to a single basic
idea, which also generates the principles of selection, grouping and interpretation
of exhibits. “For instance, the construction of the Uffizi Gallery aimed at a combi-
nation of the greatness of the Medici House and the correct decoration of the gal-
lery, the contemplation of which would please its visitors” (Iureneva, 2006, p. 89).
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The change of historical epochs offers new approaches to the development
and formation of a museum exhibition. The end of the 17™ and the beginning
of the 18 centuries are generally believed to have initiated the scientific rev-
olution, which has radically changed the perception of the outside world by
humans. Cabinets with collections of rarities, paintings, and sculptures were
transformed into places of reflection and analysis of the surrounding reality.
They satisfied the desire to know their owners but remained incomprehensi-
ble to most. The age of Enlightenment, aimed at making knowledge accessible
to the general population, made its own adjustments to the “partially open”
space of the museum. Thus, the first public museum in England is known to
appear at the University of Oxford (the Ashmolean Museum) in 1683, and the
museum of national significance that is the British Museum appeared in 1759.
The first tour groups, which had the opportunity to get acquainted with their
displays, were formed. Due to the need to explain the meaning of the exhibited
items to the visitors, captions or museum labels began to be used. By read-
ing them, visitors enter into communication with the exhibition display and
with a specific museum exhibit. Thus, the subject, nature, origin, existence of
the museum object became more understandable to them. This is proved by
William Hutton’s, a bookseller, description of how he familiarised himself with
the British Museum’s exhibition space in 1784. He noted there was a variety
of objects in the museum, most of which were signed (Iureneva, 2006, p. 132).
In the 18™ century, simultaneously with the opening of museums in England,
the achievements of European collectors and magnates of Germany, Italy, and
France were gaining publicity.

However, the events at the beginning of the 19 century made their own
adjustments to the development of the museum and a museum exhibition dis-
play in particular. They are associated with the campaigns of Napoleon Bona-
parte to Europe, whose troops collected war trophies in the form of jewellery,
paintings, sculptures, etc., all over the world. All the collected treasures were
sent to the Louvre, where they were analysed and evaluated. In our opinion, it
is the collection of a large number of objects of value in one place that has con-
tributed to the emergence of a new principle of arranging artefacts, namely the
“principle of historicism”, which enables placing valuables in accordance with
certain historical epochs. The researcher T. Iureneva (Iureneva, 2006) under-
lines that on the first floor of the palace, the works of ancient art were exhibit-
ed. Further, there was the hall of the Romans, and only then the collections of
Florence, Milan and Rome (pp. 176-177).

We assume that changes in the design of the museum’s object and exhibi-
tion space provoked the further fall of Napoleon’s Empire and the restitution of
cultural values. The states that were gradually beginning to return collections
and objects indued them with a certain symbolic meaning, that is the revival
of the national idea and identity. All the returned collections became overall
opened to visitors. The practice of paintings captioning and their grouping, ac-
cording to national schools, appeared in the display design. At the same time,
the interest in traditions contributed to the emergence of open-air museums to
reveal the traditions and culture of a particular ethnic region as best as possible.
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Therefore, the 19% century enriched the museum practice with new methods of
display design, including the principle of historicism, grouping by schools, and
the thematic principle of arranging exhibits. Meanwhile, the Romantic era con-
tributed to the awareness of the humanity of its national roots and traditions.

At the beginning of the 20™ century, the scientific and technological
progress, which covered the entire territory of Europe, resulted in the world
multi-industry exhibitions. This was due to the development of crafts, new
construction technologies, architecture, and structures in line with the chal-
lenges of the new art style, namely Modern Style. In the 20" century, along
with the worldwide multi-industry exhibitions, the specialised ones began to
be arranged. For example, the first exhibition on the occasion of the 11 All-
Russian Archaeological Congress in Kyiv formed the basis for the creation of
the modern National Museum of the History of Ukraine. Such an active exhi-
bition practice needed a theoretical justification for the new experience in the
exhibition spaces organisation. Therefore, along with the development of per-
manent and temporary exhibitions, the 20" century signified the rise of science
and theoretical understanding of this phenomenon. Such science as museology
was developed. It aimed to improve and describe previously acquired skills in
constructing the object and exhibition space and the overall museum. Some
studies and interpretations were dedicated to the concept of a museum exhibi-
tion display as a separate phenomenon. The principles of its design, methods of
organisation, and scientific outlooks were evolved, which soon would continue
to develop in a slightly different direction, such as digital technologies.

A modern museum exhibition display is definitely related to technologies
and innovations. Nowadays, digital tools and resources make it possible for
a range of visitors to access cultural heritage. It is mostly international Internet
portals that enable viewing the exhibition displays of the museums all over the
world. Among them are:

- Google-art, an art project of Google that provides a chance to visit the
world’s best museums and study various works of art in great detail;

- EUROPEANA, an international museum network that enables exploring
the digital cultural products of Europe, such as exhibition displays of galleries,
museums, archives and audiovisual collections;

- Images for the Future, a project that provides all who wish with the ac-
cess to audiovisual cultural objects of the Netherlands through an online ar-
chive.

The creation of a modern museum exhibition display is conceivable with-
out the use of multimedia technologies and resources. However, it should be
kept in mind that excessive use of technical means can lead to distraction and
reduction of the visitor’s attention to a museum object. In our opinion, this
issue requires a more detailed study and justification.

Conclusions

According to the stated aim, we have found out that a museum exhibition
display has passed a long way of its development. Since the collections of An-
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cient Greek temples, and the brilliant collections of Roman patricians, the exhi-
bition has acquired some forms (a gallery, a cabinet, an antiquarium, a studiolo)
and signs of the Renaissance concept-based public object and exhibition space,
the Enlightenment academic environment and the Romantic national identi-
ty, which is actively turning into a virtual environment within the digital era.
Based on the study of its historical evolution, we have managed to discover that
the concept of a museum exhibition display is quite polystructural. A museum
exhibition display is an artificially created object-spatial system, encompassing
architecture, museum objects and collections, scientific and auxiliary materi-
als, texts, virtual reproduction of museum objects and information technolo-
gies. Its creation is always based on a certain concept (a meaning, an idea).

The prospects for further research are to identify and study other factors
influencing the formation of the modern museum space.
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Merta cTaTTi — BOCTIANTY Ta PO3KPUTY IPUPOAY MY3€HOI eKCIO3UILii NIJIIXOM aHami3y
PO3BUTKY ii OKpeMHuX CTPYKTYp Yy MPOLeCi iCTOpUMUHOTO Ta KyJAbTYpPHOIO MigHECeHHS
moncTBa. MeTomosorist mocmimkeHHs. [[asi oTpuMaHHST eeKTUBHUX Pe3yJIbTaTiB Oy/10
BUKOPUCTAHO METOJ, aHali3y Ta CMHTe3y. Ha mpukaazi aHamizy pPO3BUTKY OKPeMUX
CTPYKTYp BCTAHOBJIEHO, 1[0 My3ejiHa eKCITO3UIlisl € pe3yJbTaTOM eBOJIOIii Ta MOCTifiHO1
TpaHchopmalii iCTOpMYHOTO, MOMITUYHOTO, KYJIBTYPHOTO cepemoBuina. MeTon CUHTe3y
O3BOJIMB PO3IJITHYTM MYy3eiiHy eKCITO3MIlil0 y IiTicHOCTI ii OKpeMMuX eleMeHTIiB Ta
BU3HAYUTY iX 3HAUEHHS Y (DOPMYBaHHI Cy4aCHOTO KY/IbTYPHOT'O ITPOCTOPY 3arasiomM. HaykoBa
HOBM3HA PE3y/IbTATiB JOCIIIKEHHS TMOJISTAE B TOMY, IO BIIEpIIe 6YJI0 PO3KPUTO MIPUPOTY
My3eltHOi eKCIo3ullii ik okpemoro siBuia. [IpoctifkoBaHO iCTOPUYHI BUTOKY Ta BU3HAUEHO
HaMpsMKM i1 po3BUTKY B 100y MGPOBUX TEXHOIOTIi Ta iHHOBaIlii1. BucHOBKM. BinmoBinHo
10 TIOCTaBJIEHO1 MeTU 3’ICOBaHO, 110 My3eliHa eKCIO3UILisl PO TPUBAINIA IUISIX CBOTO
po3BUTKY. [TounHatouu i3 XxpamMmoBux 3i6paHb JJaBHboi ['pelii, MUITHMX KOTEKIIiii pUMCbKUX
MaTpuilii, BOHa HabyIa okpemux Gopm (rasepest, KabiHeT, aHTUKBAPiyM, CTY/Ii0/I0) Ta O3HAK
KOHIIENITYaJIbHO OOTPYHTOBAHOTO TYOIIUHOTO MPEIMETHO-eKCIO3ULIIITHOTO TIPOCTOPY
B DEHeCaHCHill KylbTypi, HayKOBO-OCBiTHBOTO cepefoBuIla B eroxy IIpocBiTHUIITBA
Ta HAaliOHAJbHO OCMMCJIIEHOTO SIBUILA B KYJIbTYPi JOOM POMAaHTU3MY, SIKE 3 PO3BUTKOM
MG POBUX TEXHOJOTII Ta pecypciB aKTMBHO NIEPETBOPIOETHCS HA BipTyaabHe CepeoBUIIIe.
[TpoaHanizoBaHO OCHOBHI (DakTOpM BIUVIMBY Ha PO3BUTOK Ta YAOCKOHAJEHHS MY3€MHOi
eKCIo3ullii B IiJIoMY.

Knrouosi cnosa: my3eiiHa eKCIIO3U1LisT; IpeIMeTHO-eKCI03UlIiliHe cepeloBUIIIe; iCTOPist
My3eifHO1 eKCI03M1lii; eBOIOLis My3€eifHOI eKCITO3UIIii.
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CTAHOBJIEHUE U PABBUTHUE MY3EMHOI 3KCNO3UIIN:
VCTOPHKO-KVJIBTYPHbBIN MTOOXO/I,

Beranb TaThsiHa AneKkcaHAPOBHA

Acnupanmka,

ORCID: 0000-0002-1032-8291, tetiana.berezniuk@gmail.com,
Kuesckuti HayuoHanbHolll yHUBEpCcUMem KyJasmypal U UCKYcCma,
Kues, Ykpauna

Llenp craTby — MCCIENOBATb M PaCKPBITh NPUPOAY MY3€/HOM 3KCHO3ULUK ITyTeM
aHaaM3a pa3BUTUS ee OTHEeNbHBIX CTPYKTYp B IIPOLieCCe MCTOPMUUYECKOrO M KyJAbTYPHOIO
COBEpILIEHCTBOBaHMS 4YesoBeuecTBa. Meromonorusi ucciefoBanus. [Iis mosmydyeHust
3¢ deKTUBHBIX Pe3y/abTaTOB ObLI MCIIONIb30BAH METOJ aHajau3a u cuHTe3a. Ha mpumepe
aHaM3a Pa3BUTHUS OTHAETbHBIX CTPYKTYD ObUIO YCTAHOBJIEHO, UTO MY3€iiHasl SKCIIO3UIINSI
SIBJISIETCSI PEe3yJAbTAaTOM 9SBOIONMM U TIOCTOSIHHOIM TpaHCchOpMaluuy MCTOPUYECKOI,
MMOJINTUYECKON, KYJbTYPHOI cpelbl. MeToq CHMHTEe3a MO3BOJMI PacCMOTPETh MY3€elHYIO
SKCIIO3ULMI0 B L€JIOCTHOCTM €e OTHEebHBbIX 3JIeMEeHTOB M OIpefeauTb UX 3HaueHue
B (pOpMMPOBaHNUY COBPEMEHHOTO KYJIBTYPHOTO ITPOCTPAHCTBA B 1IesioM. HayuHast HOBM3HA
UCCIeIOBaHUST 3aK/II0YAEeTCs] B TOM, UTO BIIepBble ObLIa PacKpbiTa MPUPOAA MY3eiHON
9KCIIO3ULMM KaK OTLEeNbHOTO siBjleHMs. [IpociekeHbl MCTOpMUYeCcKye UCTOKU U OIIpesie/ieHbl
HampaB/JeHMsI ee Pa3sBUTUSI BO BpeMeHa LMAPOBBIX TEXHOJOTUII M MHHOBAIMIi. BHIBOIBI.
CoracHO IOCTaBJIEHHO LN, BBISICHEHO, YTO My3eliHast SKCII03ULINS [TPOLLIA AJINTebHbIA
MyTh CBOEro pasBuTusa. HaumHas c XpamoBbIXx cobpaHuii [[peBHeil I'peuyu, TBIIIHBIX
KOJUTEKLIMI PUMCKUX ITaTPUIIMEB, OHA Mpuobpea oTne/lbHble GopMbI (Tajepest, KaOMHET,
QHTUKBApUyM, CTYOUOJIO) ¥ TPU3HAKU KOHIENTYaJlbHO OOGOCHOBAHHOTO MYOIMYHOTO
[IpeIMeTHO-3KCIIO3MLMOHHOTO IIPOCTPAaHCTBA B PEHEeCCAHCHOM KyJbType, Hay4yHO-
06pa3oBaTeNbHOI Cpejibl B 310Xy [IpocBelleHns M HallMOHAIbHO OCMBICJIEHHOTO SIBJIEHUST
B KYJIbTYpe 310X/ POMAHTMU3Ma, KOTOPOE C pa3BUTHEM I[M(DPOBbIX TEXHOIOTUI U PECYPCOB
aKTMBHO MPEBPAIAETCsI B BUPTYaIbHYIO cpeay. [[poaHanM3upoBaHbl OCHOBHbIE (PaKTOPbI
BJIMSIHVS HA Pa3BUTHE M COBEPLIEHCTBOBAHME MY3€/HOM 3KCIIO3ULUU B LI€JIOM.

Knwuesvie cnosa: myseiiHasi SKCIIO3MUIMS; IPeIMeTHO-3KCIIO3UMLIMOHHAS Cpefa;
UCTOPUSI MY3€MHOV SKCIO3UIUM; SBOIIOLMS MY3€IMHOM SKCITO3ULIUNA.
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The purpose of the article is to identify the features of the development of ecological
culture in the modern Ukrainian society according to the concept of the sustainable
development. The research methodology is based on the use of the axiological method,
which provided the harmonization of knowledge, moral and spiritual development of
a person, and contributed to the identification of a personal perception of nature as self-
worth and a man. The system approach helped to describe an object as a systematic whole
in terms of its structure, elements, purpose, and functions. The historical and logical
method contributed to the study of dynamic transformations of relationships in the
system “man-nature-society”; according to the sociocultural ecological culture is a type of
world-view and a way of mastering social and cultural experience in accordance with the
principle of co-evolution. The scientific novelty lies in the identification of trends in the
ecological innovation culture as a part of the sustainable development concept and current
environmental initiatives of domestic entrepreneurs in the process of modernization of
the Ukrainian society. Conclusions. The study has shown that environmental sustainability
has become an integral part of business practices in all areas of the human activity.
It includes: the improvement of living standards by protecting human health, preserving the
environment, efficient use of resources and ensuring long-term economic competitiveness.
Thus, the definition of sustainability focuses on four areas: education, process, community
participation, and future conditions.

Though, the concept of sustainable development has not become widespread in
the Ukrainian practice, there are several hundred public environmental organizations,
associations and movements at the state and regional levels. Ecological guidelines of
upbringing, culture and education based on the ecological consciousness and morality by
rethinking the environmental safety in the material and moral spheres become expedient
in the context of the prospects of the development. It has been identified that the main
task of the Ukrainian society is to increase the demand for the ecological innovations and
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the current trend — the program of supporting sustainable development as the best way for
a manufacturer to demonstrate its care and attention to consumers. It has been defined that
the main trend in the development of the ecological culture in the context of the European
integration processes should be the formation of a model of ecoculture based on the moral
and spiritual dominant of the world perception in the public consciousness, a change in the
sociocultural mentality and responsible attitude to the environmental issues.

Keywords: ecological culture; sustainable development; Ukrainian society; environment.

Introduction

Modern global environmental challenges contribute to the comprehension
of the dependence of the human civilization development on the level of the
ecological culture — a universal system that combines environmental knowl-
edge, standards, norms and values that are implemented in the ecological be-
haviour of a man.

The social and environmental problems strengthened attention to the
search for the alternative ways of the social development in the last third of the
20 century. One of them is the concept of sustainable development, which is
the ideological basis for social change. This is an attempt to go beyond tradi-
tional ideological systems and comprehension, primarily through a system of
categories and values, in which the person occupies a central place. Sustainable
development is characterized by an innovative quality in the historical process,
which is a natural result of the centuries-old human’s desire for harmony.

In the context of global and glocal transformations against the backdrop of
a noticeable environmental deterioration, the issue of ecoculture and its mani-
festations in real processes as an important component of the modern society’s
sustainable development is now becoming particularly relevant and requires
cultural understanding and systematization of the accumulated knowledge.

Thus, the whole complex of economic, social and political, sociocultural
transformations of the second decade of the 215t century has characterized both
the Ukrainian and the world society, requires a rethinking of the ecological cul-
ture formation in the context of the transformational processes in the sociocul-
tural space. And globalization processes have foregrounded research on the ec-
ocultural issues with the support of multicultural practices, taking into account
regional and national peculiarities in their integrity.

The extreme actualization of the theme of ecological culture in the context
of the future existence of mankind has caused considerable attention of scien-
tists. At the beginning of the 215t century, there were many publications in the
foreign and domestic scientific space. The publication of O. Mateiuk (2007), de-
voted to the study of the ecological culture of an individual as a prerequisite for
the implementation of the strategy for the country’s sustainable development,
analyses the content of the concept “sustainable development” and considers
it as a strategy for implementing the interconnected development of nature,
society, culture and human consciousness. It defines that safe ecological de-
velopment is primarily an issue of the individual and collective consciousness
(Mateiuk, 2007, p. 265). V. Lohvynenko (2011) made the theoretical substan-
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tiation of the essence of ecoculture and its components. He emphasizes that
ecological culture involves not only knowledge about the scientific foundations
of the relationship between society and nature, but also socially valuable mo-
tives in relation to it, the necessary skills and attitudes to the natural envi-
ronment”(p. 37). I. Kachur (2011) in his research “Issues of the formation of
ecological culture in the educational environment” justified the importance of
environmental education in the process of ecoculture formation. The works of
L. Kurniak (2015), L. Morozova, I. Kyryliuk and K. Mykhalevych (2015) analyse
the current state and particularities of the formation of ecoculture of students
and the ways of dealing with them. O. Zhykharieva (2013) studies the cultural
approach to the ecological discourse, which is aimed at forming of an innova-
tive, ecological world-view and “provides the evolution of the future environ-
mentally conscious society and the internal ecological culture of an individual”.

However, this issue requires an in-depth study of the development trends
of ecological culture as a component of the concept of the sustainable develop-
ment of the Ukrainian society.

Purpose of the article

The purpose of the article is to identify the features of the development of
ecological culture in the modern Ukrainian society according to the concept of
the sustainable development.

The research methodology is based on the use of the axiological method,
which provided the harmonization of knowledge, moral and spiritual develop-
ment of a person, and contributed to the identification of a personal perception
of nature as self-worth and a man. The system approach helped to describe
an object as a systematic whole in terms of its structure, elements, purpose,
and functions. The historical and logical method contributed to the study of
dynamic transformations of relationships in the system “man-nature-society”;
according to the socio-cultural ecological culture is a type of world-view and
a way of mastering social and cultural experience in accordance with the prin-
ciple of co-evolution.

Main research material

The rapid development of the world economy and the growth of production
resulted in the excessive use of natural resources, which negatively affects the
environment, leads to the structural problems and reduces the ability of the
society to respond effectively to modern environmental challenges. An exam-
ple is the growth in the size of the hole in the ozone layer and global warming
caused by the greenhouse effect. Therefore, understanding of this threat on the
scale of human civilization will contribute to the development of technologies
aimed at reducing the negative impact of the industry on the environment.

At the present stage, environmental sustainability has become an integral
part of the business practices in all areas of human activity. The term “sus-
tainable” in the sense of “a method of obtaining or using a resource so that
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the resource is not depleted or permanently damaged” has existed since around
1924. (Sundkvist et al., 2005, p. 226). Population growth and the corresponding
increase in the negative impact on the environment in the last third of the 20%
century contributed to the creation of the context from which the concepts
of “sustainable development” and “sustainability” emerged, the definition of
which varies depending on the field of application.

For the first time, the term “sustainable development” was used in 1972
at the First global conference on the environment in Stockholm, and in 1987,
the concept of the sustainable development acquired the status of a scientific
phenomenon, the classic definition of which is “a model of moving forward,
which meets the needs of present generation without compromising the abil-
ity of future generations to meet their needs” (Butlin, 1989, p. 285). Currently,
there are more than 50 different interpretations of the concept’s definition,
moreover, their number is growing depending on the dynamics of compre-
hension of the future development, which is uncertain and multiple. Most of
them are formulated by scholars under the influence of the definition adopted
at the World Summit on Sustainable Development in 2002, according to which
sustainable development is the improvement of living standards by protecting
human health, preserving the environment, efficient use of resources and en-
suring long-term economic competitiveness.

In particular, R. Gibson (2006), developing the three-pronged concept of
sustainable development proposed by E. Barbier, states that the relationship
between the environmental, social, and economic aspects of “sustainabili-
ty” — economic efficiency, social balance, and environmental protection - is
indisputable, and developed as a response to quantitative environmental and
economic data on non-viability in the long run of the economic growth trends
of that time. The destruction of the environment at any scale will directly af-
fect the social and economic sector of the human activity. Since the purpose of
the sustainable development is to achieve a high standard of living, prosperous
economy, and environmental preservation, sustainable practices should cover
these three areas of activity (Gibson, 2006, p. 177).

Environmental sustainability involves preserving the integrity of natural
systems and maintaining the viability of the biosphere; the social component
is aimed at maintaining the stability of social and cultural systems, which in-
cludes fair distribution of benefits, preserving social stability, preventing con-
flicts, preserving cultural heritage, etc.; the economic component involves the
idea of achieving optimal and maximally rational use of limited natural re-
sources (the model of a balanced economy).

The definition of sustainability focuses on four areas — education, process,
community participation, and future conditions, which are common to differ-
ent definitions of sustainability and together offer a direction for the develop-
ment of the effective practice.

“Sustainability” is now a global concept of potential solutions to many in-
ternational, regional, and local problems of modern society, such as overpopu-
lation, diseases, political conflicts, destruction of infrastructure, environmen-
tal pollution, and unlimited urban expansion with limited resources.
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Undoubtedly, the concept of sustainable development implies not only a sys-
tematic unity of economic, social and environmental types and aspects of the
activities of the members of the modern society, but also an integral relation-
ship between development and security. First of all, it provides opportunities for
the existence of many different biological forms and species of life on the planet
under condition of favourable existence of future and modern generations of
people. Accordingly, the development of ideas related to the implementation of
sustainable development involves the search and creation of optimal conditions
for ensuring a harmonious existence within the triad “man-nature-society”.

It should be emphasized that, defining the urgent issues of modern soci-
ety’s ecoculture, researchers focus on human activities that transform nature
regardless of its scale and lead to the fatal destruction of the “nature-society”
system, in which a man becomes a subject of destruction. Thus, ecological cul-
ture as a social phenomenon provides for the human activity’s direction on the
preserving of the necessary natural conditions for life, respectively, the level
of ecoculture is determined by quantitative and qualitative indicators of the
implementation of this direction.

At the present stage, the significant potential of the concept of sustainable
development is generally recognized, but in Ukraine it has not become wide-
spread in practice, and accordingly, the transformation processes in the eco-
nomic, environmental and social dimensions are at an early stage. Despite the
importance of integration of the foundations of sustainable development onto
the regional level, the implementation of this concept has proved challenging
in practice. In fact, integration of the environmental, economic and social as-
pects of sustainable development on the regional level implies implementation
of additional and coordinated actions in different areas, which contributes to
the economic growth and the achievement of social objectives without endan-
germent the rare resources of the planet (Jovovic et al., 2017, p. 257).

It should be noted that the development of the regions of Ukraine as a com-
plex development of the Ukrainian society (social, economic, environmental,
health, technological, cultural and recreational) in a specific area should be
based on the optimal components of the expansion (aspects of social, natu-
ral and economic development), aimed at maintaining a certain standard of
living and improving the quality of these components. Accordingly, regional
development includes not only traditional policies on a specific territory, but
also a social and economic process organised in a specific political and cultural
context. Thus, the sustainability of the region is the organization of a process
for improving the people’s quality of life in conditions of limited use of natural
resources. It includes solutions for improving the material well-being of people
of a particular region that do not result in worsening of the environment or the
well-being of other people. The sustainability concept implies:

— understanding of the relationship between the economy, society and
the environment;

— life within certain limits of the earth’s ability to sustain it;

— supporting of the fair distribution of the resources and opportunities
for this and future generations.
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The national model of the Ukraine’s sustainable development provides:

— the formation of civil society institutions, the rule of law and a socially
oriented market economy;

— the consolidation of the Ukrainian society around the national idea
based on the principles of democracy, freedom, humanism, the revival of na-
tional culture, respect for the universal values and natural resources.

It should be emphasized that the ecological consciousness of the modern
Ukrainian society is characterized by a sharp perception of the environmental
problems, understanding of interaction between man and nature, a high level of
concern for the state of the environment and the need to obtain environmental
knowledge. However, the interaction of the emotional component of the eco-
logical knowledge with its activity component is contradictory in its character.

However, concern about the environmental situation in the country does
not result in the increased activity as to its improvement - the passivity of
a significant part of the Ukrainian society in the environmental area is due to
the dominance of opinions about the institutional nature of environmental
problems (the participation of the individual citizens in the process of improv-
ing of the country’s environment is perceived as meaningless). As a result, the
environmental situation deteriorates. So, in the Global Innovation Index 2019
(Global Innovation Index 2019) in the terms of environmental sustainability,
Ukraine ranked 120" among 129 countries in the world (the global innovation
index 2019 contains information about the innovation activities of 129 coun-
tries. 80 indicators are used for the assessment and provide a complete picture
of innovative development, including an overview of the political situation, the
state of education, the level of infrastructure and business development, etc.).
Analysing the current state of ecoculture in Ukraine, it should be noted that in
comparison with the countries of Western Europe the level of the ecological
culture of the domestic society is not high enough, due to following factors:

— the lack of environmental information (primarily due to the improper
knowledge of the legal framework in the field of ecology and, at the same time,
a low level of trust to the media);

— insufficiently active personal position regarding the protection of their
own rights to a high quality of the environment (due to the lack of a clearly
formed civil position in the society), etc.

The specifics of changes and indicators of the state of ecoculture in the
modern Ukrainian society, in the consciousness of which the dominant focus is
still on the consumption of the material goods, and the unlimited development
of the production, and (that is, a meaningful anthropogenic and technogenic
load on the environment) give reason to assume that the ecological conscious-
ness and ecological culture of the Ukrainians is in the process of formation and
development.

In the context of the prospects of the ecocultural development, ecological
guidelines of upbringing, culture and education based on ecological conscious-
ness and morality become expedient, which will be implemented in the con-
ditions of the existence of the alternative views on the future of civilization,
based on the values of each individual in particular and society in general.
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Prospects for the successful implementation of the theoretical models of
the ecological culture in practice, of the management activities at the regional
level, requires the development and introduction of the innovative social tech-
nologies focused primarily on the dynamic modernization of human activities
and environmental improvement.

In Ukraine, in order to protect natural resources, improve the environment,
increase the level of ecological culture and education of the Ukrainians, form eco-
logical mentality at the state and regional levels there are several hundred pub-
lic environmental organizations, associations and movements, the best known
of which are: All-Ukrainian Environmental Non-Governmental Organisation
“MAMA-86” (founded in 1993 as a city environmental organization “Kyiv Mothers
Initiative for Child Protection”), All-Ukrainian Environmental League (founded
in 1997), all-Ukrainian non-governmental organisation Living Planet, the as-
sociation “Ecology. Law. Man”, Kyiv Ecological centre, The National Ecological
Centre of Ukraine, etc. Central departments and public organizations regular-
ly hold national (Environment Day (third Saturday of April), since 1998) and
local environmental activities (“Green spring”, “Clean country — clean Earth”,
“Fauna”, “Clean air”), mass environmental events (“Source”, “Rivers of my
childhood”, “Living water”), all-Ukrainian festivals (“Eco-20007), environmen-
tal activities, information and educational tours (“Climate of the future without
threat to life!”), international symposiums (“Transport and environment”), con-
ferences (All-Ukrainian conference of the environmental community), etc.

In December 2019, the Professional Association of Ecologists of Ukraine at
a regular meeting of the working group determined the working directions for
the Committee on industrial ecology and innovation for 2020 (previously, the
priority areas for 2020 were determined by the Committees on water resources
protection and water management, the Committee on the environmental mon-
itoring and the waste management Committee) in the following areas:

— ensures a balance between the environmental safety and economic
growth through the introduction of modern technologies;

— promotes the environmental modernization of the industrial enterpris-
es in order to reduce the impact on the environment;

— deregulates in the field of the environmental protection in order to at-
tract investment in the ecological projects;

— uses the public funds for environmental protection.

It should be emphasized that at the present stage, the main task of the
Ukrainian society is to increase the demand for the environmental innova-
tions — the so-called green process innovation (Marekha & Omelyanenko,
2016, p. 11). Despite the dominant role of the state in regulating the innovation
system, the role of the modern society is extremely important in the process of
creating a stable demand for the environmental products through the desire of
communities for ecological activities and behaviour, since the ecological cul-
ture of a certain economic environment is primarily related to the culture of
a society of a certain territorial system as a whole. Researchers point out that
it is the culture of the society that creates a steady demand for eco-innovation
(Marekha & Omelyanenko, 2016, p. 11).
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The most promising developments of the ecological culture in Ukraine are
rethinking of the need to activate measures for environmental safety not so
much in the material, but primarily in the moral and spiritual sphere by cre-
ating effective links between the subject-theoretical experience and realistic
trends of the present time; ecocultural security through increased influence on
the society of state and private structures (mass media, socialization institu-
tions, public and charitable organizations, etc.).

World public organizations make demands for business, according to
which it becomes unprofitable to continue activities that pollute the environ-
ment. Therefore, companies are announcing reduction in energy consump-
tion, the introduction of modern industrial technologies and waste dispos-
al, the creation of full-cycle production and the production of “eco-friendly”
goods, and so on. The program of supporting sustainable development and
ecology is becoming a current trend in the global industry as the best way
for a manufacturer to demonstrate its care and attention to consumers. This
program also works in Ukraine. In particular, in August 2019, the publication
“Business” issued the top 10 environmental initiatives of domestic entrepre-
neurs. They include:

— strategic management of by-products and waste;

— reconstruction of the existing capacities and construction of new hy-
dropower facilities;

— eco-friendly production of high-tech equipment;

— the European level of eco-friendly product;

— energy cooperative producing renewable energy for their own energy
needs;

— systematic ecological modernization of the metallurgical complex;

— the modernization of obsolete equipment;

— voluntary commitments in the field of environmental protection;

— briquetting of grain and plant waste;

— one flew over the stork’s nest... How the energy business saves the
Ukrainian birds.

The effective integration of the main development aspects (social, natural
and economic) in Ukraine requires a number of targeted and specific actions
that complement each other and fit into the framework of sustainable develop-
ment. The achievement of sustainability in the country involves finding solu-
tions that balance the importance and impact of each of the three aspects in
order to increase profits, improve the environment and people’s lives.

Conclusions

Thus, in the last third of the 20™ century, population growth and environ-
mental pollution created the conditions for the emergence of the concept of
“sustainable development”, “sustainability”. Although today there is no single
definition of this concept (it varies depending on the field of use, and there are
more than fifty interpretations), most scholars believe that “sustainable devel-
opment” includes: the improvement of living standards by protecting human
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health, preserving the environment, efficient use of resources and ensuring
long-term economic competitiveness.

Therefore, environmental sustainability has become an integral part of
business practices in all areas of the human activity and focuses on four areas:
education, process, community participation, and future conditions. Thus, eco-
logical culture as a social phenomenon provides for the human activity’s direc-
tion on the preserving of the necessary natural conditions for life, respectively,
the level of ecoculture is determined by quantitative and qualitative indicators
of the implementation of this direction.

Sustainable development of the Ukrainian society involves meaningful in-
tegration of certain aspects of the Western ecological culture and their combi-
nation with traditional ecoculture, but the concept of sustainable development
has not yet been very common in the Ukrainian practice. This is due to the
fact that the population’s concern about the environmental situation does not
lead to the activation of its activities. This passivity of a certain part of the
Ukrainian society is due to the dominance of opinions about the institutional
nature of the ecological problems and orientation to the consumption of the
material goods and the unlimited development of production.

Despite this, there are several hundred public environmental organiza-
tions, associations and movements at the state and regional levels. Ecological
guidelines of upbringing, culture and education based on ecological conscious-
ness and morality by rethinking the environmental safety not so much in the
material, but primarily in the moral and spiritual spheres become expedient in
the context of the prospects of the ecocultural development.

The main trend in the development of the ecological culture in the context
of the European integration processes, in our opinion, should be the forma-
tion of a model of ecoculture based on the moral and spiritual dominant of the
world perception in the public consciousness, a change in the socio-cultural
mentality and personal responsible attitude to the environmental issues.

Thus, today, the main task of the Ukrainian society is to increase the de-
mand for the ecological innovations - the so-called green process innovation.
The program to support sustainable development as the best way for a manu-
facturer to demonstrate its care and attention to consumers is becoming a cur-
rent trend in Ukraine.
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EKOJIOTTYHA KVJIBTYPA B KOHTEKCTI KOHIIEMIIIT CTIMKOTO
PO3BUTKY: YKPAIHCBKI PEAJIII TA ITEPCITEKTHBA

Bparinen MapuHa JleoHiniBHa

Acucmenm,

ORCID: 0000-0001-9206-3479, frog2014137 @gmail.com,
Kuiscokutl HayioHanvHUll yHigepcumem KyJaiemypu i Mucmeyms,
Kuis, Ykpaina

Merta cTaTTi — BUSBUTU OCOOIMBOCTI PO3BUTKY €KOJNIOTIYHOI KYJIbTYpPU B Cy4aCHOMY
YKpaiHCbKOMY CYCHiJIbCTBi BiZIMTOBITHO A0 KOHIIEIIIii CTi/AKOTO PO3BUTKY.

MeTomoOoTisT HOCTiIKeHHST MOJITae Y BUKOPUCTAHHI aKCioJOrivHOTO MeTO#dy, SIKUii
3a6e3MeunMB TrapMOHi3allil0 ITi3HaHHSI Ta MOPAJTbHO-TYXOBHOTO PO3BUTKY JIIOIMHM,
CIIPUSIB BU3HAUYEHHIO OCOOMCTICHOTO CIIPUIAHSITTSI IPUPOAY SIK CAMOIIHHOCTI Ta JIIOIMHMA.
CucTeMHMIA ITiIXi[T JO3BOJINB OMUCATY 00’EKT SIK CUCTEMHE IIijie 3 OIISIAY I0TO CTPYKTYPH,
eJIeMeHTiB, MeTH Ta QYHKIIiii. [CTOpUKO-JIOTiUHMIT METOI CIIPUSIB JOC/TiIKEHHIO IVTHAMIUHMX
TpaHcOopMalliil B3a€MOBIZHOCUH Y CUCTEMI «JTIOAMHA-IPUPOHA-CYCITiIbCTBO»; BiITIOBiTHO
IO COIIiOKYJIBTYPHOTO €KOJIOTiYHA KYy/JIbTypa — Il€ TUII CBiTOIISIAY Ta CIIOCIO OCBOEHHS
COIIiaJIbHOTO i KyJAbTYPHOTO IOCBiAY 3TiHO 3 MPUHIIMIIOM KoeBoJoIlii. HaykoBa HOBM3HA
TojiSira€ 'y BM3HAUEHHI TeHIEHIili pO3BUTKY eKoJorisailii iHHOBAaI[iliHOI KY/IbTypu SIK
CKJIQJIOBOI KOHIIEIIIii CTi/IKOTO pPO3BUTKY Ta BMUSIBJIEHHI aKTyaJIbHUX €KOJIOTiUHMX iHilliaTUB
BITUM3HSIHUX MiAIPUEMIIIB y MPOLeci MoAepHisallii ykpaiHChKOTO CYCIibCTBA. BUCHOBKH.
VY pocniiskeHHi BUSIBJIEHO, 1[0 HEBiJI’€MHOI0 YaCTMHOIO JiJIOBOI IMPAKTUKMU BCiX ramyseit
JIIOJICHKOI MiSITbHOCTI CTala eKOJIOTiYHa CTiliKiCTh, sIka BKJIIOYAE: MiABUIIIEHHS PiBHS XKUTTSI
IIITIXOM 3aXUCTy 3[I0POB’Sl JIIONeii, 30epexkeHHST MOBKI/UISI, e(peKTUBHE BUKOPUCTAHHS
pecypciB Ta 3abe3leueHHs OOBIOTPMBAJIOI €KOHOMIUHOI KOHKYPEHTOCIIPOMOSKHOCTI.
Tosx, BU3HAaUEHHSI CTiMKOCTi 30CepeliKeHO Y UOTMPbOX HampsMax: OCBiTi, IpoLieci, yyacTi
CTIiBTOBApUCTB Ta MaiiOyTHiX YMOBaXx.

Xoua KOHIIEMIIisl CTiAKOTO PO3BUTKY B YKpaiHi lile He OTpuMmasna MOIIMPEHHS Ha
MpaKkTHulli, OfHAK Ha JepXaBHOMY i perioHaJbHOMY DPiBHSIX i€ KiIbKacoT IPOMaChbKUX
eKOJIOTIYHMX Opradisaliii, o0’€¢qHaHb Ta pyxiB. [lepcreKkTuB pO3BUTKY HAOYBaIOTh
€KOJIOTiUHi Opi€EHTUPU BUXOBAHHS, KyJIbTyPU Ta OCBITM Ha OCHOBi €KOJIOTIYHOI CBiOMOCTI
i MOpaJti IUISIXOM TIepeoCMUCIeHHS eKOJIOTiUHO1 6e31MeKy Y MOpaJibHili Ta TyX0OBHi cdepax.
3’sICOBaHO, 110 TOIOBHMM 3aBIaHHSIM YKPaiHChKOTO CYCHiJIbCTBA MOCTAE MPOIIeC eKOMOTi3alii
iHHOBALiIHO1 KyJbTYPH, @ HaTaJAbHUM TPEHIOM — ITpoTpamMa MiATPUMKU CTiliKOTO PO3BUTKY
SIK HAMBJAMTILIIOTO CITOCOOY JIst BUPOOHMKIB MIPOIEMOHCTPYBATHU CIIOKMBAUaM CBOIO TypOOTY
Ta yBary CycIijibCcTBa. J[oBeleHO, 10 JOMiHYIOUOI0 TEHJEHII€I0 PO3BUTKY €KOJOTiuHOi
KyJAbTYPU B YMOBAaX €BPOIHTErpaliifHUX TIPOLIECiB Mae CTaTu (OpPMYyBaHHS MOZENTi
eKOKY/IbTYPY Ha OCHOBi MOPa/JbHO-AYXOBHOI JOMIHAHTU CBITOCIPUITHATTSI B CYCITiJIbHIN
CBiZOMOCTI, 3MiHa COI[iOKY/IBTYPHOI MEHTAJIBHOCTI Ta CBiJTOMOTO CTaBJE€HHS IO MPO6IeM
TIOBKIIS.

Kntwouosi cnosa: exonoriuHa KynbTypa; CTiliKUii PO3BUTOK; YKpaiHCbKe CYCIIiIbCTBO;
TIOBKIIS.
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IKOJIOTUYECKASA KVJIBTYPA B KOHTEKCTE KOHIEITIIVUN
YCTONYMBOI'O PA3BUTHS: YKPAMHCKUE PEAJIMU U ITEPCITEKTVIBbI

bpatunen MapuHa JleoHMI0BHA

Accucmenm,

ORCID: 0000-0001-9206-3479, frog2014137 @gmail.com,
Kuesckuti HayuoHansHolli yHUBEpcumem KyJavmypsl U UCKyccmsa,
Kues, Ykpauna

Ilenb cTaThbu — BBISIBUTH OCOOEHHOCTM PA3BUTUSI IKOIOTUUYECKON  KYIbTYPBhI
B COBPEMEHHOM YKPaMHCKOM OOIIeCTBe B COOTBETCTBUM C KOHIIEMIVIEN YCTOWYUBOTO
pa3BuTusi. MeTomonorust UCCaeJOBaHMsT 3aK/II0UAETCS B UCITOMb30BAHUM aKCHOIOTUIECKOTO
MeTO/a, KOTOPbIi Ob6ecreumsa rapMOHM3AIMIO TIO3HAHUST U HPABCTBEHHO-IYXOBHOTO
Pa3BUTHS UeTIOBEKA, CIIOCOOCTBOBAJI OTIPEIEIEHNIO JIMYHOCTHOTO BOCIIPUSITUS IPUPOIBI KaK
CaMOLIEHHOCTU U YenoBeKa. CUCTeMHbIN TOAXOJ, TIO3BOIWII OMUCATh 06BEKT KaK CUCTEMHOE
1eJioe C TOYKM 3PEHUS er0 CTPYKTYPBI, JI€MEHTOB, e/ U PyHKIUU. ICTOPUKO-TOTMYeCKuii
MeTO[I, CIIOCOOCTBOBAJ MCCIENOBAHNUIO TMHAMUYECKUX TPaHCPOPMAaIMii B3aMMOOTHOIIEHNIA
B CHUCTEME <«UeJIOBeK-TIPUPOAA-00IIeCTBO»; COMIACHO COIMOKYJIBTYPHOMY 3KOJOTMYEeCKast
KyJIbTypa — 3TO TUI MUPOBO33PEHMSI U CITI0CO6 OCBOEHUS COIIVAILHOTO U KYJIbTYPHOTO OIMbITA
B COOTBETCTBUM C TPUHIIUIIOM KO3BOMIOIMY. HayuHast HOBM3HA 3aK/IIOUAETCS B OTIPeesIeHUN
TEHIEHIMIA Pa3BUTUSL HKOJIOTM3ALUMM MHHOBALIMOHHOW KYJBTYPbI KaK COCTaBJISIONIEN
KOHIIEMIUY YCTONYMBOTO PAa3BUTHUS Y BISIBJIEHUM aKTYaJIbHbBIX SKOJOTUYECKUX UHUIMATUB
OTeYeCTBEHHBIX MpeANpPUHUMATENell B Mpolecce MOAEePHU3ANNY YKPAMHCKOTO OOIIecTBa.
BoiBogpl. B mccinemoBaHMM BBISIBIEHO, YTO HEOTHEMJIEMOW YaCThIO [I€IOBOI IMPAKTUKU
BCex obacTell uesoBevYecKOi MesTebHOCTU CTajla IKOJIOTUYEecKast YCTOMUMBOCTb, KOTOPAs
BKJTIOYAET: MTOBbINIEHVE YPOBHSI XU3HY IyTEM 3alUThI 3[0POBbSI JIIOIEN, OXPaHbI OKPY3KAOIIIEi
cpenbl, 3(QdeKTUBHOE WCIONb30BAaHME PECYypCoB U obecrievyeHue [10ATOBPEMEHHOI
9KOHOMMUYECKO/  KOHKYPEHTOCIOCOOHOCTM. Ilo3TOMY  OmpeneneHyue  YCTOWUMBOCTU
COCPeOTOYEHO B YeThIpeX HAIpaBIeHUSIXK: 00pa30BaHMM, MPOIeCce, y4yacTus COObIIecTB
" GYIyIIMX YCIOBUSIX. XOTS KOHIIETIIUS YCTOUMBOTO Pa3BUTHS B YKpanHe ellle He ToTy4Yuia
MIMPOKOTO PACIIPOCTPAHEHUST Ha MPAKTUKe, OJHAKO HA TOCYAAPCTBEHHOM U PErMOHATbHOM
YPOBHSIX I€/ICTBYET HECKOIBKO OOIECTBEHHBIX IKOJIOTUYECKIX OPraHu3alnii, 06beIMHeHNi
U [OBWKeHUit. [lepcrieKTUBBI Pa3BUTUSI TPUOOPETAIOT SKOJOTUUECKME OPUEHTUPBI
BOCIUTaHMSI, KyJIbTYPhl ¥ 0Opa30BaHMSI HA OCHOBE 3KOJOTMUYECKOTO CO3HAHWSI U MOpaIu
MyTeM TIePeOCMbICTIEHUST SKOJIOTUYECKOl 6€30MacHOCTY B MOPAIbHON U TyXOBHOI cdepax.
VCTaHOBJIEHO, UTO TVIaBHO 33/1aueil YKPauHCKOTO 06IIeCTBa SIBISIeTCST MPOIeCC SKOIOTU3AIN
MHHOBAI[MOHHO KYJIbTYPbI, @ aKTYaJTbHBIM TPEH/IOM — IIPOTPAMMa IMOIJEPKKU YCTONYUBOTO
pa3BUTUSI KaK CaMOTO YAAUHOTO CIOco6a i MPOU3BOAUTENEl TPOJEeMOHCTPUPOBATD
nmoTpebuTenssM CBOK 3a60Ty M BHMMaHue o6OIecTBa. [IOKa3aHO, UTO JAOMMHMPYIOIIENH
TEeHJEHIMel Pa3BUTHUSI IKOIOTUYECKON KYJIbTYypPbl B YCJIOBUSIX MHTETPALIMOHHBIX TTPOIECCOB
IOBKHO CTaTh (POPMUPOBAHME MOMEIM 3KOKYJAbTYPbl HA OCHOBE MOPAJIbHO-ITYXOBHOIA
JOMVHAHTBI MUPOBOCIPUSITYSI B OOIIIECTBEHHOM CO3HAHWM, MU3MEHEHMe COIVIOKYIbTYPHOIA
MEHTaJIbHOCTY U CO3HATETHbHOTO OTHOIIEHMSI K TTPO6IeMaM OKPYsKaloIeil Cpefibl.

Knwouesvie cnosa: sKomoruueckass KylbTypa; YCTOWYMBOE PAa3BUTHE; YKPAMHCKOE
006111eCcTBO; OKpYysKalolas cpefia.
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The purpose of the article is to provide review and analysis of the results of the innovative
arts and cultural project “Treasures of the Nation” by the Scientific Library of the Kyiv
National University of Culture and Arts. The project is to popularize the intangible cultural
heritage of Ukraine, already protected by UNESCO and promoted to the Representative List.
The research methodology involves the use of a historical and analytical approach to collect
and analyse primary data; the content analysis of purposes, objectives and results; prognostic
method to summarise and conceptualise the significance and role of the project in the study
and facilitation of the intangible cultural heritage of Ukraine. The scientific novelty consists
in keeping students and experts, who research the intangible cultural heritage, informed
on the Scientific Library experience in implementing the “Convention for the Safeguarding
of the Intangible Cultural Heritage”; about the structure of the e-resource “Intangible
Cultural Heritage of Ukraine”, its information and bibliographic content. Conclusions. The
project objectives and activities during 2014-2019 are considered. The backgrounds for
the implementation of the project and its purposes are highlighted, the main one is the
popularization of Ukrainian elements included by UNESCO in the Representative List of the
Intangible Cultural Heritage of Humanity. The main attention in the article is focused on
the results through three parallel activities: informational, bibliographic, and educational.
The role of the project in the development of communication between scientific institutions
of different countries involved in the preservation of cultural heritage is disclosed. We are
talking about the joint organization of the International Research-to-Practice Conference-
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Festival “Intangible Cultural Heritage of Ukraine as a Modern Tourism Resource: Experience,
Practice, Innovation” by the Faculty of Tourism, Hotel and Restaurant Business of the Kyiv
National University of Culture and Arts and the Scientific Library. The main objectives of the
conference is a comprehensive scientific review of the current state of the elements of the
intangible cultural heritage as a national tourist resource in Ukraine and foreign countries.

Keywords: the intangible cultural heritage of Ukraine; UNESCO; university library;
higher education.

Introduction

In the modern world, the influence of the sphere of culture on the develop-
ment of society is obvious. Many bearers of cultural practice — places of histor-
ical and memorial interest, monuments, traditions, contemporary art — enrich
our lives in many ways (UNESCO, 2016). The UNESCO conventions in the field
of culture provide the world with a single form of the international cooper-
ation; make up an integrated cultural management system; protect and pre-
serve museum collections, world-wide natural, cultural, intangible, underwater
heritage, and oral traditions. They also encourage innovation, creativity, the
development of creative cultural spaces.

The Kyiv National University of Culture and Arts is one of the leading uni-
versities in Ukraine, where bachelor’s and master’s degrees in the fields of cul-
ture, arts, social communications, hotel and restaurant and tourism business
can be earned. The scientific library is an important scientific, informational,
cultural and educational centre of the University that provides effective sup-
port for the scientific, educational, and pedagogic processes, contributing to
the improvement of the image and status of the University in the international
market of the educational services.

The updating of the Intangible Cultural Heritage study at the University is
the result of public demand for the evolution of the modern knowledge system
among future specialists for the fields of culture, arts, and services.

At the time of the project start (April 2014), there were no similar inno-
vative forms of popularisation of the intangible cultural heritage in Ukraine,
including those initiated by library institutions. Therefore, the scientific library
of Kyiv National University of Culture and Arts has set among its priorities the
goal of development of an e-resource where, using modern computer technolo-
gies, information about national elements of the intangible cultural heritage is
collected, systematised and promoted for both Ukrainian and foreign scientists.

The intangible cultural heritage is the subject of scientific research since
the moment when in 2008 the Verkhovna Rada of Ukraine voted to join the
UNESCO Convention for the Safeguarding of the Intangible Cultural Heritage.
The study of various aspects of the identification and protection of the intan-
gible cultural heritage has become the subject of study by foreign and Ukrain-
ian scientists, including Z. Bosyk (2015), O. Dutchak (2017), L. Snehyrova,
V. Teleutsa, A. Havryliuk (2019), S. Kowalska (2017) etc. The history, religious
motifs and typology of folk ceramics of the Hutsul region are the subject of re-
search by R. Baran, H. Ivashkiv, A. Kolupaieva, and A. Slobodian. The issues of
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preserving Kosiv painting ceramics as a unique phenomenon of Ukrainian art
and culture of the Hutsul region are considered in the article by M. Hryniuk and
N. Chornyi (2019).

Especially interesting and useful for the understanding of the foreign forms
of protection of the intangible cultural heritage in the context of the cultural
policy of Ukraine are the examples and conclusions of Z. Bosyk and A. Semeni-
uk (2015) that there is a positive dynamics of cooperation between educational
institutions and museums on the subject of traditional crafts in order to actual-
ise the study of the intangible cultural heritage among modern youth.

The study of the peculiarities of using the project approach in the develop-
ment of the sphere of culture and art; solution of the problems of the formation
of electronic collections are in Ukrainian and foreign scientists’ limelight: I. Vy-
nogradova, N. Davydova, H. Kovalchuk, L. Konoval, B. Kost, E. Lobuzina, O. Maryi-
na, H. A. Pyskorska etc. At the same time, questions related to the study of the ex-
perience of libraries in the implementation of the educational and artistic projects
to popularise the intangible cultural heritage of Ukraine remain scantily explored.
The necessity to understand further ways of development of projects and pro-
grams of protection of the intangible cultural heritage is involved with the active
participation of various cultural institutions of the country and institutions of
higher education in the promotion of the intangible cultural heritage. The study
of the experience of the Scientific Library of Kyiv National University of Culture
and Arts in the development and implementation of the Treasures of the Nation
project will help to educate a wide public and facilitate the scientific research.

Purpose of the article

The purpose of the article is to describe, analyse and generalise the results
of the cultural and artistic, educational project “Treasures of the Nation”, which
objectives are to make popular the elements of the intangible cultural heritage of
Ukraine, already protected by UNESCO and promoted to the Representative List
of this organisation.

The purposes of the article have determined the use of the following meth-
ods: historical and analytical - for collection and analysis of primary data; con-
tent analysis of goals, premises and tasks; statistical — to assess the dynamics
of development and the effectiveness of the project; prognostic — to summarise
the results, comprehend the significance and role of the project in the popular-
isation of the intangible cultural heritage of Ukraine.

Main research material

Background and scope of the project

Each region of Ukraine has authentic features and cultural traditions, the
study of which contributes to the identification and inclusion of the selected
elements into local lists and further to the National List of Intangible Cultural
Heritage. The study of the intangible cultural heritage of Ukraine is relevant
and requires the attention of scientists, craftsmen and bearers of traditions,
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and libraries as information centres. Taking into account the relevance of Ar-
ticle 14 - Education, awareness-raising and capacity-building of the Convention
for the Safeguarding of the Intangible Cultural Heritage (hereinafter — the Con-
vention), adopted on October 17, 2003, by the General Conference of the Unit-
ed Nations Educational, Scientific and Cultural Organization (hereinafter —
UNESCO), namely: “Each State Party shall endeavour, by all appropriate means,
to ensure recognition of, respect for, and enhancement of the intangible cultur-
al heritage in society, in particular through:

— educational, awareness-raising and information programmes, aimed at
the general public, in particular young people;

— specific educational and training programmes within the communities
and groups concerned,;

— capacity-building activities for the safeguarding of the intangible cul-
tural heritage, in particular management and scientific research;

— non-formal means of transmitting knowledge (UNESCO, 2003), in April
2014, the library of Kyiv National University of Culture and Arts initiated the
innovative project “Treasures of the Nation” at that time.

Among the important backgrounds for the launch of the project, we can name:

— the relevance of the study of the intangible cultural heritage of Ukraine;

— the possibility of implementation of the project in the educational and
communication space of the university, one of the largest centres for the train-
ing of specialists in culture and art in Ukraine;

— a wide target audience - teachers and students of the departments
which require knowledge on this topic in their educational and scientific activ-
ities (Skachenko, 2016b).

The main objects of the project:

— familiarization with UNESCO’s cultural conventions, international cul-
tural cooperation between Ukraine and UNESCO, objects of Ukrainian histori-
cal and cultural, natural and intangible heritage;

— the University students and teachers’ attention drawing to the intangible
cultural heritage of Ukraine; information support for subject matter research;

— rising the level of knowledge to ensure respect for the heritage;

— communication with masters and bearers of traditions and popularisation
of Ukrainian elements of intangible cultural heritage, protected by UNESCO
or promoted to the Representative List.

The partners of the project are the Library of Ukrainian Art by Ekaterina
Lebedeva, Petrykiv Museum of Ethnography, Life and Applied Arts, Centre of
Folk Art “Petrykivka”, the charitable organization “Authentic Hutsulschyna
Charity Fund”, Krolevets Weaving Museum, the Faculty of Tourism, Hotel and
Restaurant and Business of the Kyiv National University of Culture and Arts.

From the very beginning, the implementation of the goals was planned by
such activities:

— informational: preparation and edition of popular science publications,
informational materials;

— Dbibliographic: the formation of electronic information and bibliograph-
ic resource on the website of the library;
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— popularisation: workshops, exhibitions and presentations of craftsmen’
artworks.

In 2017, the education work of the project was updated.

Over the five years of the project (2014-2019), positive results were achieved.

Informational activities

Five journals have been prepared over the years of the project implemen-
tation. (Fig. 1):

— the booklet “UNESCO World Heritage Sites in Ukraine” (Skachenko, 2014);

— the booklet “The objects of the UNESCO World Heritage in Ukraine”
(Skachenko, 2015);

— the scientific publication “Kosiv hand-drawn ceramics as a phenome-
non of Ukrainian culture” (Skachenko & Hryniuk, 2017);

— the science publication “Petrykivka: Picturesque Wonderworld”
(Skachenko, 2017).
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Figure 1. Information and bibliographic publications of the project

Bibliographic activities

The variety of information technologies, the popularisation of the
intangible cultural heritage in the cultural and scientific community of Ukraine
actualised the development of the bibliographic activities of the project. The
bibliographic index “Petrykivka painting” (Steshenko & Skachenko, 2018),
published on the Calameo platform, contains description of 541 information
sources (including webliography) that give an idea of Petrykivka painting —
Ukrainian decorative and ornamental art of the 19™ — 215 centuries, the first
element of Ukraine in the UNESCO World Heritage List.

Since October 2015, the electronic information and bibliographic resource
“Intangible Cultural Heritage of Ukraine” has been created on the website of
the Scientific Library ("Intehrovanyi elektronnyi", 2015). At first, its structure
corresponded to the national list of the intangible cultural heritage
elements (in 2014 - 6 elements) and consisted of separate tabs for each
element: “Petrykivka painting”, “Kosiv painted ceramics”, “Cossack songs
of Dnipropetrovsk region”, “Opishnia ceramics”, “Krolevets woven towels”.
The last two elements are only promoted to the UNESCO Intangible Cultural
Heritage Representative List.

Till January 2020, work on two parts of the resource has been completed:
“Petrykivka painting” and “Kosiv painted ceramics” (Fig. 2).
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OL-210,

[=]%:

The tab structure of these elements is identical and

consists of four sections:

— Reference overview information of an element;
— Modern bearers of an element (includes brief
biographical information and photographs of modern

masters’ works) (Fig. 3);

Figure 2. QR code to go — Bibliography of individual publications about an

to the project web page

tific publications and periodicals (Skachenko, 2016b, pp. 161-162).

Figure 3. Web page “Modern Bearers of the Element”, screenshot

Figure 4. Web page “Bibliography of individual publications

element and catalogues/albums of masters’ works (Fig. 4);

— Bibliography of articles on an element in scien-

~ CyuacHi HoCii enemeHTy

Hapodnui xydomruk Ykpaitu
MNikyw AnApiA AHApiAoBIAY

Hapoaruii xyaoxHuk Yipainm (2013).

Naypeart npewmii imexi Karepuuu Binokyp (2009).
3acnyXeHUi MaRcTep HapOAHO! TEOPYOCT YKpaiHu (1981).
YneH HauloHaneHol CNiNKK XyaoXHUKIB YKpaiuu (3 1977).

AetanpHiwe

Camapcbia lanna MukonaisHa

HapoaHWi xyAoXHHUK YKpalku, naypeat npemii iM, KaTepuHi
Binokyp. YneH HauioHaneHol CNiNKK xyA0KHWKIB YKPaiHK,
4neH HauloHanbHoI CNiNKK MAHCTPIB HAPOAHOTO MWCTELTBA
#  YkpaiHu, MNovecHwii MewkaHeus cena Bornawiska Ta cena
MeTpukieka.

Hapoannaca 1 rpyads 1941p.(3a nacnopTtomM 15 ciyHa 1942
p.) Y ¢. BoraaHieka, KHIBChKO! 08N, YYEHHUA HapoaHore
XYAOXHUKA YKpaiHWu KaTtepunu Binokyp (3 1952)

3acnyxeHull Maiicmep HapodHoi maopyocmi Ykpainu

Bakynenko Tamapa Onexciisna

3acnyweHuii MailcTep HapoaHol TBopYoCTi Ykpainu (3 2006).
UneH HauloHaneHol cninkk MaincTpie HapogHoro MHCTeUTsa
Ykpaluu (3 1995). 3acTynHwk ronosu Xapkiscskoro o6nacHoro

ocepeaky HauloHansHol cninku MaiicTpis HapoaHoro
4! MucTeuTea Ykpaini. Nlaypear npemii iM. Aanuna

.I \ ‘ Liep6akiscbkoro (2003).

ByTHMK-CiBepcbkuii B. YKpaiHCbKe HapofHe MUCTELTBO.
Musonuc / B. ByTHUK-Cisepcekuii, B. Harai, B. CaMoinosu4. — Kuie
: Mucteurtso, 1967. - T. 4. - 224 ¢. (3aBaHTa}uTH)

3aBepwnHCLKMA B. Onekcanap Onapii. MeTprKiBCbKI MOTHBH
¥ MMCTeUTBI AeKOPaTUBHOIO PO3NKCy / Banepii 3aBeplMHCLRUA.
- XapkiB : PapuTeTUYKpaiHu, 2017. - 168 . : in. - (Cepia «MaiicTpu
yKkpaiHcskoro dapdopy Ta dasHcy>).

B €8 B. MoA MeTtpuki ! NpuBaTHa konekuia : [ansBom] /
Bacunb Bacunees. - bina Uepksa : BJIU, 2015. - 20 c.
(3aBaHTaMMUTH poe)

regarding the element”, screenshot
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Since “Petrykivka Painting” was the only element of the intangible cultural
heritage of Ukraine that has UNESCO status until December 2019, reference
information and biographical information about contemporary masters are
also presented in English. On December 12, 2019, at the 14™ session of the In-
tergovernmental Committee for the Intangible Cultural Heritage of UNESCO
(Bogota, Colombia), Kosiv painted ceramics from Kosiv, Ivano-Frankivsk Re-
gion, was included into UNESCO Intangible Cultural Heritage List. The project
partner and co-author of the scientific publication “Kosiv Painted Ceramics as
a Phenomenon of Ukrainian Culture” Maryia Hryniuk, PhD of Art Studies, pre-
sented the element.

The tab “Krolevets woven towels” has three sections, there is no informa-
tion about the contemporary craftsmen of weaving. The tab “Cossack songs of
Dnepropetrovsk region” contains only reference information about the element
included into UNESCO Intangible Cultural Heritage List that needs protection.

The unique result of the project “Treasures of the Nation” is the electron-
ic informational and bibliographic resource “Intangible Cultural Heritage of
Ukraine” that for the first time provided the systematic biographical informa-
tion about contemporary craftsmen who cherish the features of each element
and photographs of their works to all users who are interested in.

The total number of represented sources is 723, including 153 individual
publications, 570 articles. The statistical information about the content of the
resource is shown in table 1.

Table 1
The content metric of the e-resource
“Intangible Cultural Heritage of Ukraine”
Petrykivka | Kosiv painted | Krolevets
painting ceramics woven towels

The number of craftsmen’ 22 34 0
biographies
The number of books, catalogues, 76 57 20
albums, dissertations / including 25 5 0
full-text publications
The number of articles in scientific 297 149 124
publications and periodicals, media

The relevance and necessity of the resource are confirmed by the statistics
of viewing the web pages of the project. The data for 2015 are recorded for the
period from October to December (Fig. 5).

The comparison of the data (in %) of the unique page views and the viewing
of the library’s website for the period of 2016-2019 showed that the “Treasures
of the Nation” project is in the TOP-5 pages of the most frequently visited dur-
ing the specified period. The rate of the unique page views of the project is from
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Figure 5. Dynamics of browsing the project web pages, 2015-2019

11.47%in 2016; 16.74% in 2017; 13.75% in 2018 to 17.36% in 2019. Good results
are also shown by the indicator of the average time spent by users on the pro-
ject pages: from 4:00 (minimum) to 5:46 minutes (maximum) with an average
on the site of 1:44 minutes.

Popularisation and communication activities

Such forms of popularisation as exhibitions and presentations were the
most interesting for students since they provided the opportunity for person-
al communication with the craftsmen who came to the university library to
demonstrate the techniques of creation of their works. During the project, six
exhibitions of works by the craftsmen of Kosiv painting, the lecture on “Folk
crafts of Ukraine and unique centres for their development and popularisation”
(2015), and painting workshops on Petrykivka painting (2017, 2018) were held.

Research assistance for the university’s lecturers

The first results of the project, the statistics of requests at the web pages
of the electronic resource, reviews of participants of exhibitions and presenta-
tions updated the issues of the necessity to implement the objectives of the
project through research assistance. There were organised trips of the univer-
sity library workers to folk craft development centres, national museums and
historical and cultural reserves to organise contacts and further cooperation.

The library project coordinator Olena Skachenko presented books and
content of the e-resource “Intangible Cultural Heritage of Ukraine” at the in-
ternational scientific and practical conferences (Kyiv: 2015, 2016); the scien-
tific seminar “On the issue of the Intangible Cultural Heritage” in the National
Natural Park “Hutsulshchyna” (Kosiv, 2016). The experience of popularisation
of the ethnographic elements and traditions was studied at the centre of folk
art “Hutsulska Grazhda” in the village of Yavoriv, Ivano-Frankivsk region.
Taking into account “the importance of cultural practices for safeguarding the
intangible cultural heritage as a factor of the national heritage of past gen-
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erations that ensure diversity and are the guarantor of sustainable develop-
ment” (Bosyk & Semeniuk, 2015, p. 8), library staff visited the Open Festival
of Ceramics, Crafts and Folklore “Malovanyi Dzbanyk” in Kosiv, studying the
practical aspects of preserving Kosiv painted ceramics, visiting the workshops
of the modern masters of ceramics, collecting biographical and photo materi-
als for the scientific publication “Kosiv painted ceramics as a phenomenon of
Ukrainian culture”.

In 2017, the Faculty of International Tourism of the University opened the
author’s academic course on “Attractive Resources of the UNESCO Intangible
Cultural Heritage” (the developer is Alla Havryliuk), and in 2018, the scientific
and educational tourist cluster “Intangible Cultural Heritage as a Tourist Re-
source” was developed. To increase the self-education and involvement of stu-
dents in the study of the intangible cultural heritage of Ukraine, the library staff
prepared several electronic multimedia products (book trailers, presentations,
longreads) within the framework of the project that tells about the Ukrainian
elements of the intangible cultural heritage and the project “Treasures of the
Nation”. Taking into account the necessity of keeping the scientific community
of Ukraine informed about the materials and resources of the project, the mul-
timedia longread “Treasures of the Nation” was created on the Tilda Publishing
online platform (“Treasures of the Nation”, 2017).

Educational activities

The closest and most fruitful cooperation within the framework of the pro-
ject was established with the Faculty of Tourism, Hotel and Restaurant Busi-
ness of the University: “the project helped to expand the range of practical
component of acquaintance with etnoturistic resources of Ukraine and became
an important educational component of the author’s academic course “Ukrain-
ian ethnic tourism” (Skachenko, 2016a).

The three-year creative cooperation got further development. The Faculty
of International Tourism and the Scientific Library of the University put for-
ward an idea and became co-organisers of the international scientific and prac-
tical conference-festival “Intangible Cultural Heritage of Ukraine as a Modern
Tourism Resource: Experience, Practice, Innovation”. The main objective of
the conference is a complex review of the current state of the elements of in-
tangible cultural heritage as a national tourist resource in Ukraine and foreign
countries. In 2019, the conference was held for the third time, bringing together
representatives of national cultures from Armenia, Georgia, Belarus, Poland,
the Slovak Republic, Hungary, and Ukraine.

The theme of the conference planned to implement the objectives of the
scientific and educational tourism cluster “Intangible Cultural Heritage as
a Tourism Resource”, developed on the basis of the Kyiv National University of
Culture and Arts and Kyiv University of Culture. The cluster “is evidence of the
perfection of the technology for providing knowledge to future tourism experts —
the graduates of the speciality 242 “Tourism” of bachelor’s, master’s, PhD de-
grees in the framework of traditional and innovative practices for the formation
of professional competencies” (Havryliuk, 2019, p. 51). The conference sessions
“create the conditions for the use of innovative practices in order to disseminate
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knowledge about the intangible cultural heritage within the framework of the
course study “Attractive resources of the UNESCO Intangible Cultural Heritage”;
reveal “Living Tradition” of their distribution; conduct the scientific research
working on <...> qualification papers” (Havryliuk, 2019, p. 51).

Striving for the widening of the project objectives and developing interna-
tional cooperation, in 2017, there was a meeting of students and lecturers with
scientists from the ethnographic museum of the city of Tarnéw (the Republic of
Poland), who presented at the University the exhibition of paintings “Painted
Zalipie” about the unique village in the Lesser Poland Voivodeship, known for
a century-old tradition of art painting of houses.

All events and forms of project activity were regularly covered on the web-
sites of the library and the University; Ukrainian media. 4 articles about the
tasks and intermediate results of the project were published in Ukrainian and
foreign scientific journals, materials of international conferences.

Conclusions

The undertaken study revealed that the transformation of higher education
identified new challenges for the work of university scientific libraries. Apply-
ing innovations, online tools and technologies, the Scientific Library of the Kyiv
National University of Culture and Arts forms its own cultural and educational
space: develops relevant projects, offers new information services.

The article describes the purposes and objectives of the innovative arts and
cultural project “Treasures of the Nation”, initiated by the Scientific Library
in 2014. The results of project implementation activities are summarised: in-
formational, bibliographic, educational, popularisation and communication.
The analysis of the structure of the e-resource “Intangible Cultural Heritage of
Ukraine”, its information content, effectiveness was made.

The role of the project in the development of cooperation between insti-
tutions of higher education and scientific institutions of different countries
involved in the preservation of cultural heritage is revealed. In particular, the
joint organisation of the International scientific and practical conference-
festival “Intangible Cultural Heritage of Ukraine as a Modern Tourism Resource:
Experience, Practice, Innovation” by the Faculty of International Tourism of the
Kyiv National University of Culture and Arts and the scientific library. The main
objectives of which are a complex review of the current state of the elements
of the intangible cultural heritage as a national tourist resource in Ukraine and
foreign countries.

Realizing the objectives of the project “Treasures of the Nation”, the Scien-
tific Library of the Kyiv National University of Culture and Arts:

— forms the information space and digital base of sources for researching
the intangible cultural heritage of Ukraine

— brings up patriotic feelings of pride, draws the attention of young peo-
ple to Ukrainian traditions and customs

— actualises the popularisation of the intangible cultural heritage of
Ukraine.
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The prospects for further researches include the analysis of digital resourc-
es created within the framework of the project to popularise the intangible cul-
tural heritage of Ukraine.
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“KuigcvKutl HayioHaIbHULl YHigepcumem KyJasmypu i Mucmeyms,
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MeTa cTaTTi: XapakTepUCTUKA, aHali3 Ta y3arajJibHEeHHs pe3y/lbTaTiB iHHOBALilfHOTO
KyJIbTYPHO-MUCTEIBKOTO Ta TPOCBITHUIILKOTO MpoekTy «CKapbu Hallii» HayKoBoi 6ibmioTexu
KuiBchbKOro HalliOHAJIBHOTO YHiBEpCUTETY KyJAbTYpU i MucreuTB. [IpoeKT mMpucBsIUeHUIt
MOMmy/ispu3allii eJeMeHTiB HeMaTepialbHOI KyIbTYpHOI CHAfIIMHM YKpaiHM, SIKi BxKe
oxoponsitoTbesi OHECKO i mpocyBatoThcst 1o Perpe3eHTaTMBHOTO COMCKY IIi€i opraHisaiiii.
MeTomonoriss  JOCTiIKEHHST Mepeadavyae 3aCTOCYBaHHSI iCTOPUKO-aHATITUYHOTO METOMIY
st 360py i aHami3y MepBMHHUX JAaHMX; KOHTEHT-aHAJI3y 1ijieil, epeJyMoB i 3aBlaHb;
CTaTUCTUYHOTO — JJIsI OI[iHKM AVHAMIKM PO3BUTKY Ta e(PeKTUBHOCTI eJIEKTPOHHOTO PECYPCY;
MIPOTHOCTUYHOTO — J1JIs1 y3arajJibHeHHsI pe3y/lbTaTiB, OCMUCIEHHS 3HaU€HHS i pOJli TPOeKTy
B MOIy/sipu3allii HeMaTepiaJbHOI KyJIbTYpHOI cHafmuHM YKpaiHu. HaykoBa HOBM3Ha
nossirae B iHpOpMyBaHHi CTy[eHTIB i GaxiBIiB, IKi JOCTIIKYIOTh HEMATePialbHY KyJIbTyPHY
CHaAIIyHy, PO OOCBiA HAyKOBOi 6i0mioTeky 3 peanisariii mosmoskeHb «KoHBeHIIii Ipo
OXOPOHY HeMaTepiaJbHOI KyJbTYPHOI CHAALIVMHU»; TIPO CTPYKTYPY €IeKTPOHHOTO Pecypcy
«HemarepiasbHa Ky/IbTYpHA CIIagnHa YKpaiHu», iioro iHgopmariiine i 6ibmiorpadiune
HaroBHEHHsS. BucHOBKMU. Po3risiHyTo 3aBmaHHs i doopMu peasizamii mpoekrty, pobora Ha
KM Benacsl ynporosxk 2014-2019 pokiB. BumineHo mepemymoBM peasisaliii HpoekTy,
Ji0ro TO0BHA MeTa — MOMy/sIpM3allis yKpaiHCbKUX eneMeHTiB, BkitoueHux IOHECKO mo
PerpeseHTaTUBHOTIO CIIMCKY HeMaTePia/IbHOI KyIbTYPHOI ClIagIIHM T0ACcTBa. OCHOBHY yBary
B CTATTi aKI[EHTOBAHO HA Pe3y/bTaTax POOOTH M0 UOTUPHOX MapasieibHUX (POpMax MpoeKTy:
indopmariituiit, 6i6miorpadiuniii, momynspu3anii Ta KOMyHiKailii, ocBiTHii1. PO3KpuTO posb
MPOEKTY B PO3BUTKY CITiBIpalli MK 3aKlafaMy BUIIOI OCBiTM Ta HAayKOBUMM yCTaHOBaMU
pi3HUX KpaiH, M0 3a/iMalOThCS MUTAHHIMM 36€peskKeHHsI KYJIbTYPHOI CIainHu. 30Kpema,
crinibHO1 opraHi3arii kadeaporw MiskHaApOmIHOTO TypusMy KuiBCHKOrO HaIl[iOHAJbHOTO
YVHIBEpPCUTETY KYJIbTYpM i MUCTEILTB Ta HAYKOBOWO 6ibiioTekor0 MiskHApOmHOI HAyKOBO-
MpakTMYHOi KoH(pepeHIii-hecTnBanio «HemarepiasibHa KyJabTypHa CHaANIMHA YKpaiHU SIK
Cy4YyaCHMI TYPUCTUYHMI pecypc: TOCBi/I, TpakTUKY, iHHOBaIlii». [0JIOBHMMM 3aBIAHHSIMM SIKO1
€ KOMIUIEKCHUI OIS, Cy4yaCHOTO CTaHy eJIeMeHTiB HeMaTepialbHOI KylIbTypHOI CaAlMHU
SIK HAI[iOHAJTbHOTO TYPUCTUYHOTO pecypcy B YKpaiHi Ta 3apy0iskHMX KpaiHax.

Kniouosi cnosa: HemarepianbHa KynbTypHa criafgmyHa Ykpainu; FOHECKO; 6i6mioTeka
YHiBepCUTETY; BUIIIA OCBiTa.
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Llenb cTaThu: XapaKTEPUCTUKA, AHAIMU3 ¥ 06061[eHVe Pe3YTbTATOB MHHOBAIIMOHHOTO
KYJIbTYPHO-XY[IOKECTBEHHOTO ¥ IIPOCBETUTENbCKOro Mmpoekra «COKpOBMILA HaLuUu»
Hay4HOI 6M6MMoTekM K1eBCKOro HallMOHATbHOTO YHUBEPCUTETA KYJIbTYPbl U UCKYCCTB.
[TpoexT mocBsILeH MONyIsIpU3aL UM 5JIeMEHTOB HeMaTepuaabHOI'0 KyJIbTYPHOI'O Hacae sl
YkpauHsbl, yke oxpaHsembix JOHECKO u npoasurarommuxcs B Peripe3eHTaTUBHBIN CIIMCOK
3TOM opranmusanuu. MetTononorust ucciefoBaHus MpefrosaraeT NpyMMeHeHne MCTOPUKO-
QHATUTUYECKOTO MeToa Ijisi cbopa M aHa/IM3a MEePBUYHBIX TaHHBbIX; KOHTEHT-aHAIN3a
Leseii, IpelnoChUIOK M 3a7ayd; CTaTUCTUYECKOTO — JJISI OLLleHKM OUMHAMMUKU PasBUTUS
u 35(pGeKTUBHOCTM TIPOEKTa; MPOTHOCTUYECKOIO — IJIsI OO0OOIINeHMsT pesy/lbTaToB,
OCMBIC/IEHVSI 3HAUEHMS M POJIM [IPOEKTa B MOIY/IsIpMU3al My HeMaTePUaJlbHOIO KyJIbTYPHOIO
Hacnenusi YKpauHbl. HayuHasi HOBM3HA COCTOUT B WMH(POPMUPOBAHUU CTYHEHTOB
U CTIeLMAIVICTOB, UCCIEIYIOMINX HEMaTepUaIbHOE KyJIbTypHOE Haclaeque, 00 OIbITe HAayYHOM
6u6MMOTEKN MO peanu3auuu monoxkeHuit «KoHBeHUUM 06 OxpaHe HeMaTepPUATbHOTO
KyJIbTYPDHOTO Haciaenusi»; O CTPYKType 3JIeKTPOHHOro pecypca «HemarepmanbHoe
KyJIbTYypHOE Haclenue YKpauHbl», ero uH(OpMalMoHHOM u 6ubanorpaduyeckom
HamojaHeHuu. BoiBogbl. PaccMoTpeHs! 3agaun M GOPMbI peann3aiuu MpoekTa, pabora
HaJl KOTOpbIM Besiach B TeueHue 2014-2019 romos. BoigesieHbl NpeaIioChbIKM peaan3aunumn
[IPOEKTa, ero IJlaBHAsl Lelb — MOIyJsIpu3anusi YKPaUHCKMUX 3JIEMEHTOB, BKJIIOUEHHBIX
IOHECKO B Pempe3eHTaTMBHBIM CIMCOK HEMAaTepUaJbHOIO KyJbTYPHOIO HacCaenus
yenoBevecTBa. OCHOBHOE BHMMAaHNE B CTAThe aKI[EHTVMPOBAHO HA pe3y/ibTaTax paboThl IO
YyeThIpeM IapasuleIbHbIM (opMaM IMpoeKTa: MHDOpMaLMOHHON, 6ubamorpaduyeckoii,
MOMy/AsIipU3anyM UM KOMMYHUMKAIMKM, 00Opa3oBaTeNbHOM. PackpbiTa poOab IPOEKTa
B PAa3BUTUM COTPYOHUYECTBA MEXKIY BBICIIMMU yUYeOHBIMM 3aBEeIEHUSIMU U HAYUHBIMU
YUpeXXIeHUSIMU PasHbIX CTPaH, 3aHMMAaIIMXCSl BOIIPOCAMMU COXPAaHEHMS KYJIbTYPHOTrO
Haciaenusi. B 4acTHOCTM, COBMECTHO! oOpraHu3auuu kadegpoil MeXIyHapOAgHOTO
Typusma KmneBcKOro HaMOHaJIbHOIO YHMUBEPCUTETA KYJAbTYPbl M MCKYCCTB M HAy4YHOM
6ubmMoTekoit MeXIyHapOooHOW HAyUYHO-NPAKTUYeCKoii KoHdepeHuu-decTuBas
«HemaTepuaspHOe KyJIbTYpHOE Hacaenye YKpauHbl KaK COBPEMEHHBIV TyPUCTUYECKUIA
pecypc: OMbIT, MpPakTUKM, MHHOBAIMM». [JaBHBIMM 3aJadyaMiy KOTOPOI SIBJSETCS
KOMIIJIEKCHBI/I 0030p COBPEMEHHOIO COCTOSIHUSI 9JIeMEHTOB HeMaTepUaIbHOTO
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KyJAbTYPHOI'O HacjeAusl KakK HaLMOHAJbHOTO TYPUCTUUECKOrO pecypca B YKpauHe
" 3apy6eskKHbIX CTPaHaX.

Knwuesvie cnosa: HemaTepualabHOe KynbTypHOe Hacinenue VYkpauubl; HOHECKO;
6MbIMOTeKAa YHUBEPCUTETA; BhICIIIee 06pa3oBaHue.
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The purpose of this article is to analyse the programmes of the international cooperation
in the book publishing industry and to identify promising directions in the development of the
Ukrainian book industry in the process of such cooperation. The research methodology is based
on the use of comparative and historical, statistical methods that have provided comprehensive
information in the field of international cooperation of Ukrainian publishing as of an activity
that is very important for the cultural and intellectual development of the society. Bibliographic
methods - functional, analytical and thematic, structural and typological — helped to determine
the forms and methods to expand cooperation in the field of book publishing and at the same
time define development prospects of the domestic book publishing, distribution and usage.

The scientific novelty lies in the fact that current international communication
programmes in the field of publishing industry have been comprehensively examined for the
first time. The field of international cooperation in the book publishing industry has been
analysed as a complex systematic entity that performs its functions in various aspects and at
different levels. Therefore, book publishing as a means of dissemination of national culture is at
the same time a determining factor of progress of the world book industry and a phenomenon
of international culture. An international interaction of cultures is needed for the development
of each individual national culture, for the emergence of new resources and motivation for
improvement. Thus, the necessity of international book publishing contacts depends on the
objective needs.

Conclusions. It is shown that the international cooperation in the field of book publishing
is aimed at the enhancing of the international cooperation of Ukraine with other countries;
contributes to the strengthening of the international image of Ukraine; serves as a statement
of common to all values; promotes the development of the national book industry; attracts
Ukrainians to the world’s spiritual and social values, technological achievements; ensures
a direct and proper exchange of cultural, intellectual and material values.

The study identifies the main directions of international cooperation, including Ukraine’s
participation in the international book fairs, exhibitions; publishers’ participation in the
international programmes; intense activity in the field of literature translation, etc. Thus, the
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strategic goal and priorities of the international cooperation of Ukraine in book publishing
industry has been defined: firstly, to increase the level of the national book publishing; secondly,
the use of world achievements in domestic practice; thirdly, the promotion of the Ukrainian
book publishing in the world.

Keywords: international cooperation; book publishing; culture; the Ukrainian book.

Introduction

At the present stage the Ukrainian society faces not only local but also
global challenges. One of these is the global cultural revolution, which caused
the shift to the digital culture. International relations in the field of culture,
science and education have always been the most receptive to the new reali-
ties of the world and regional geopolitical situation. Book publishing indus-
try, integrating the spiritual and material production, is potentially one of the
most effective and flexible tools for international communication: from the
episodic humanitarian contacts of book publishers with book distributors to
multi-sector long-lasting cooperation that pays significant political, economic
and socio-cultural dividends to all participating countries. Today, international
cooperation in the book industry is a system of activity that is essential for the
development of domestic book publishing, book distribution and book use for
the full cultural and intellectual development of the society in general. And the
way of appearance of the Ukrainian book publishing in the international scene,
considering the use of international experience in the national practice, which
has its peculiarities, is relevant and may become a significant factor in the pro-
gressive development of the book publishing industry of Ukraine.

The issues of the Ukrainian book publishing under market conditions and
the possibility of using the foreign experience to solve them; the prospects for
the cooperation for the Ukrainian book and positive developments in this area;
the problems of state regulation of the book publishing development in Ukraine
have been considered by many experts in publishing.

However, the diversity of directions, forms and methods of expanding co-
operation in the field of book business determines the need for the future com-
prehensive study of the problem, involvement of scientific research that will
provide scientific material for solving not only international partnership issues,
but the problems of effective development of the Ukrainian book publishing.

Purpose of the article

The purpose of the article is to analyse the program of international coop-
eration in the field of book publishing and to identify prospective directions for
the development of the Ukrainian book publishing industry in the process of
such cooperation.

The research methodology is based on the use of comparative and histor-
ical, statistical methods that have provided comprehensive information in the
field of international cooperation of Ukrainian publishing as of an activity that
is very important for the cultural and intellectual development of the society.
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Bibliographic methods — functional, analytical and thematic, structural
and typological - helped to determine the forms and methods to expand coop-
eration in the field of book publishing and at the same time define the develop-
ment prospects of the domestic book publishing, distribution and usage.

The scientific novelty lies in the fact that current international communi-
cation programmes in the field of publishing industry has been comprehen-
sively examined for the first time. The field of international cooperation in the
book publishing industry has been analysed as a complex systematic entity that
performs its functions in various aspects and at different levels.

Main research material

An important part of the humanity’s cultural heritage is reading. That abil-
ity is a set of skills that are acquired in the process of education. The art of read-
ing has been formed for centuries and has become a tradition. Today, we ob-
serve a shift to simple consumption of information. Thus, with the appearance
of digital technologies, the culture of traditional reading is constantly changing
in what is a sign of significant metamorphoses that occur with a man and soci-
ety and need further studying. Though, it is known that the level of the culture
of a country depends directly on the level of informational culture, the culture
of reading (including a love for a book, interest in reading, comprehension and
understanding of what one reads) and education of the individual citizen and
the nation as a whole. The concept of book culture has traditionally been used
to describe events and processes associated with the role of the book in the de-
velopment of culture, achievements of book printing industry, different aspects
of book existence in the society. In the framework of traditional book culture,
the book as a universal component of culture, a symbol of human spiritual and
material resources, a source of knowledge and progress, the most important
means and subject of communication remains an invariable object of research
in the field of book science (Antonyk, 2019). “It is noteworthy that the rela-
tions between the state and the book industry under the condition of market
reform are greatly transformed, there is a transition of publishing houses and
enterprises of the industry for self-sufficiency and self-financing, new forms of
ownership appear and prices for publishing products are liberalized, etc. Re-
cently, it has been postulated that in order to deal with the self-isolation of the
Ukrainian book publishing in the system of world information flows, make it
possible for the book and reading to regain their inherent function of the most
influential factors in the formation of the best qualities of the human person-
ality, it is necessary to determine the book publishing industry of Ukraine as
a national strategic priority” (Demuz, 2018). Thus, the relations between the
state and book publishing at the legislative level are regulated by the Law of
Ukraine “On State Support of Book Publishing in Ukraine” of 2003 (Verkhovna
Rada Ukrainy, 2003).

The book sphere is a specific unit both in the world and domestic market
since the product is an intellectual property of the author, the successful real-
isation of which depends first of all on its perception by the reader. Publishers
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are working hard to provide an effective advertising campaign even before the
release of a new edition in order to create high demand on the book resulting
in rapid realisation of an edition, its reprint, the sale of copyright to partner
countries and the increase in profit (Horobets, 2018).

International book exhibitions and fairs help to make successful presenta-
tion of the products and intellectual property in the world market. They are
primarily intended to advertise and promote books and other publishing prod-
ucts as well as establish and develop international cooperation and cultural
contacts between countries. At the same time, the role and importance of in-
ternational book fairs and exhibitions are strengthened, the intensification of
the process of integration in the book industry became one of the reasons for
it: book markets of certain countries cross the national borders and acquire the
international features. Being a trading platform for specialists, the functions
performed by international book fairs, exhibitions in the context of globaliza-
tion, unstable political situation in the world and other external and internal
factors are being changed and transformed.

Publishers and other businesses of this industry, in its turn, use exhibitions
as platforms for the demonstration of brand, promoting their authors, products
and services, popularisation of book and reading. In the professional environ-
ment international exhibitions and fairs are considered, not without reason, as
important events in the world book industry, which bring together thousands
of professionals: publishers, polygraphic workers, authors, literary agents, book
distributors, librarians, representatives of professional associations and other
book related businesses.

Thus, in 2017 the Ukrainian book was presented in the Middle East for the
first time. Beirut International Arab Book Fair took place in Beirut (Lebanon),
where Ukraine was represented by the collective exhibition stand of “The Old
Lion Publishing House” (Oksana Zobro), Book Arsenal (Oksana Khmelovska),
“Anetta Antonenko Publishing House” (Anetta Antonenko), “Nora-Druk Pub-
lishers” (Eleonora Simonova), “Nika-Centre” Publishing House (Volodymyr
Samoilenko). The exhibition not only helped to establish new professional
contacts, to introduce the Ukrainian book to the local publishers and readers,
but also agree on Ukraine’s participation at the book fair in Abu Dhabi (UAE)
(Vydavnytstvo Staroho Leva, 2017).

Abu Dhabi International Book Fair (ADIBF) was held from April 25 - May
1, 2018, where the Ukrainian exhibition stand was presented. The delegation
was led by the writer, publisher and scholar Maryna Hrymych. The delegation
included the representatives of “Duliby”, “Nora-Druk”, “Elvik”, “Ranok” and
“Anetta Antonenko Publishing House”. The main event of the Ukrainian pro-
gramme at the fair was the presentation of the bilingual Ukrainian-Arabic Ivan
Franko’s collection of works “Faded Leaves”. The exhibition for the Ukrainian
book society resulted in the acquisition by the Dubai Public Library of the Ara-
bic translations of the works by Ivan Franko, Lesia Ukrainka, Ahatanhel Krym-
skyi, art albums and English translations of books by contemporary Ukrainian
authors in order to replenish the funds of all seven emirates. It also should be
noted that during the fair, the representatives of the Ukrainian book publishing
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industry were able to conduct substantial negotiations with publishers from
Syria, Lebanon, the UAE, Egypt (with almost thirty responsible persons alto-
gether) about the future cooperation. The important step was the establish-
ment of contact with a potential partner in the exhibition activity — book fair in
New Delhi (India) (Kravchenko, 2018a).

The year 2018 also marked the Ukrainian debut at the annual Sharjah In-
ternational Book Fair (SIBF) (UAE). One of the most important events of this
exhibition is the International Publishers Conference. For the first time the
conference was attended by two representatives from Ukraine - Eleonora Simo-
nova (“Nora-Druk Publishers”) and Ivan Fedechko (“The Old Lion Publishing
House”). The participation of the Ukrainian publishers in the conferences, ex-
hibitions in the Arab regions and individual negotiations with colleagues re-
sulted in the signing of 21 letters of intent: 17 - on translation from Ukrainian
and 4 - on translation from Arabic (Kravchenko, 2018b).

In order to present the national exhibition stand, Ukrainian publishers have
planned to participate in six significant international book exhibitions (Vilnius,
London, Paris, Frankfurt, Warsaw, and Bologna Book Fairs) and in Ukraine — the
International Book Arsenal Festival (Kyiv), Forum of Publishers in Lviv.

In view of the above, we may state that international book fairs are not only
trading, educational, scientific and research platform for professionals, but also
a part of the international cultural cooperation and important direction for the
development of the interstate contacts and relations in general.

Professionals use such effective method as scientific, scientific and prac-
tical conferences, seminars, workshops, presentations, discussions, etc. in the
study of current trends in the book market. At the present stage of the develop-
ment of world book publishing and book distribution, participants of the book
market realize that interrelation and interdependence have become the defin-
ing moments of their activity. And the role of exhibitions and fairs is enormous
here. In the context of constant growth and expansion of the structure of the
publishing repertoire, the emergence of new ones and the improvement of the
old traditional marketing techniques, fairs and exhibitions more often become
information exchanges and powerful mechanisms of book’s advertising and
propaganda, and therefore, the means of cultural development.

The world book culture appears as the unified component of national book
cultures, each contributing to this unity in its unique way. The Ukrainian book
business is not only an achievement of our country, but also a component of
the world book process. Therefore, the promotion and popularisation of the
Ukrainian culture at the national and world levels is impossible without the
translation industry, which includes translation of the Ukrainian books into
foreign languages and foreign into Ukrainian. Moreover, international book
events usually attract the attention of society, public figures, media and give
authors the opportunity to meet their readers. Thus, active participation of
Ukraine in the international book fairs and exhibitions is an effective form of
international cooperation, advertising of publishing houses and their products,
establishment of professional contacts between all participants of the book
market as a means of promoting the book and reading, as one of the channels
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of book distribution. International book fairs contribute to the integration of
the Ukrainian book into the world book publishing process, acquaintance of the
foreign readers with the Ukrainian authors, translators, illustrators and artists.

Nowadays, the translation of the literary text has a great significance in the
literary process. In the European cultural tradition, there is a growing number
of names of foreign authors, including Ukrainian, and a growing need for trans-
lations. We are observing an era of multilingualism, a dialogue of generations.
Today, translation is one of the parts of the literary process. It is not the sim-
ple copying, not a craft but a kind of creative writing. Moreover, translation is
one of the aspects of international cooperation, where the participation of the
Ukrainian publishing houses is of great importance, because one of the func-
tions of translation is to establish contacts between peoples, epochs and space,
and that is why the accuracy of translation is very important and is impossible
without an active participation of parties interested in the translation.

In 2018, contemporary Ukrainian literature in the world was presented by
Serhii Zhadan’s prose (he became a kind of record holder - 11 of his books
have been translated), Tetiana Maliarchuk, Sofiia Andrukhovych, Andrii Liub-
ka, Andrii Kurkov, Yurii Vynnychuk, Oksana Zabuzhko and others. The poetry
of Serhii Zhadan, Yurii Andrukhovych, Liubov Yakymchuk, Halyna Kruk, Pavlo
Korobchuk, Vano Kriuger can be found in Polish, Czech, English, Belarussian. As
to the children’s literature, the book “Loudly, Softly, in a Whisper” by Art Studio
Agrafka was translated in Spain, Italy, South Korea, India, Catalonia and Tai-
wan. And the book “I see that” - in Italy, Slovakia, South Korea, France, Brazil,
Portugal and India; Halyna Vdovychenko’s book was translated into Chinese,
etc. (Korniienko, 2018). The results of 2019 show that the translation of the
Ukrainian books for adult population has been reduced compared to the previ-
ous year. The number of translations of children’s books has increased.

Today, one of the means of cultural diplomacy and international coopera-
tion for Ukraine is literary translation, that is why the Ukrainian Book Institute
presented the programme Translate Ukraine at the Frankfurt Book fair. The
main purpose and task of the programme is the intention to familiarize the
foreign reader with the works of Ukrainian writers. Bohdan Neborak, head of
the translation sector of the Ukrainian Book Institute, informed that “within
the framework of the programme, foreign publishers can apply for translation
grants and license. The maximum grant amount is 4,000 euros. It was also men-
tioned that this became possible due to the support of the Ministry of Culture,
Youth and Sports and the Ministry of Finance” (Tanasiichuk, 2019). It should
be noted that expenditures for the implementation of the programme of sup-
port for the translation of the Ukrainian author’s works to other languages are
9.3 million hryvnias.

The Ukrainian publishing house “Nash Format” - is a good example that
our country is ready to produce a high quality cultural product. It is known for
its translations of western non-fiction bestsellers. From 2014 to 2016, the num-
ber of publications increased from 43 thousand to 194 thousand. According to
the director of the publishing house Anton Martynov, five bestsellers over the
last 7 years are:
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— “Atlas Shrugged” by Ayn Rand - 127,000 sold copies of three parts;

—  “Henry Ford. My life and work” — 46,000 copies sold;

—  “Why Nations Fail” by Daron Acemoglu and James A. Robinson - 34,000;

—  “The Subtle Art of Not Giving a F*ck” by Mark Manson - 24,000;

— “The Miracle Morning: The Not-So-Obvious Secret Guaranteed to
Transform Your Life” by Hal Elrod — 18,000 (Andreitsiv, 2019).

The first International Exchange Programme for Publishers developed by
British Council and aimed at creating links between the UK publishing experts
and publishers in other emerging markets deserves special mention. Experts
from the UK, Ukraine, Georgia and Turkey have been involved in the project. It is
already known that Mykola Kovalchuk (ArtHuss) and Kateryna Nosko (IST Pub-
lishing) became participants from Ukraine. Ukrainian fellowship holders will be
able to visit their partners in the UK, look behind the scenes of the publishing
sector and meet other experts. After completion of the exchange programme,
its fellowship holders will be able to participate in a competition for profession-
al development grants of up to 3,000 pounds each (Publishers Forum, 2019).

It is impossible to imagine the cooperation in the book publishing industry
without the involvement of libraries. The involvement of the Ukrainian librar-
ies in the international programmes and projects, strengthening of links in pro-
viding access to the documents on the basis of new information technologies,
increasing the number of personal contacts have determined changes in the
practical activity of libraries of all types. Moreover, according to V. Borysenko-
va (2018) “the library is becoming the main channel through which more and
more representatives of different segments of the population join the process
of cooperation, this is the place where the public consolidates on social issues,
and, in our opinion, this is very important for the development of partnership,
cooperation and formation of civil society”. As Yu. Horban (2019), the scholar,
accurately pointed out, “correctly chosen strategic directions of the library de-
velopment determine the success of its activity in the long term. The balance of
management approaches with the priority of the situational approach enables
the library to respond quickly to changes in society, Ukrainian education and
information requests of users, to meet the demands of the time. It is appropri-
ate to maintain a balance between different areas of activity (introduction of
modern information technologies in the work of the library, establishing com-
munication with users, information support, and intensification of library’s
scientific and publishing work). A valuable resource of the library is its staff,
whose task is to shape new views of the users on library activities. The use of
modern information technologies in the library’s work (electronic catalogue,
library website, virtual help, book trailers, communication with users and li-
braries through social networks) has a positive impact on the image and the
results of the institution’s activities”.

The foreign experience is used to ensure the interaction of the Ukrainian
and world book processes, increase production and quality, improve working
conditions of the employees of the industry. However, it should be noted that
its use is impossible without a thorough and objective analysis. The implemen-
tation of national tasks to support the international cooperation should take
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place if proper domestic conditions are formed, namely: maximum interest of
modern Ukrainian society in a book, preservation of the fundamental value of
the book in the conditions of the spread of new information technologies; the
proper intensity and quality of book business growth; establishing of a modern
legal framework for book industry, etc.

Conclusions

Thus, international cooperation in book publishing industry intensifies
our country’s interstate relations; contributes to the strengthening of the in-
ternational authority of Ukraine; serves as a statement of common to all val-
ues; promotes the development of the national book industry; attracts Ukrain-
ians to the world’s spiritual and social values, technological achievements;
ensures a direct and proper exchange of cultural, intellectual and material
values. Therefore, book publishing as a means of dissemination of national
culture is at the same time a determining factor of progress of the world book
industry and a phenomenon of international culture. An international inter-
action of cultures is needed for the development of each individual national
culture, for the emergence of new resources and motivation for improvement.
Thus, the necessity of international book publishing contacts depends on the
objective needs.

The study identifies the main directions of international cooperation, in-
cluding Ukraine’s participation in the international book fairs, exhibitions;
publishers’ participation in the international programmes; intense activity in
the field of literary translation, etc. Thereby, the strategic goal and priorities
of the international cooperation of Ukraine in the book publishing industry
have been defined: firstly, to increase the level of the national book publishing;
secondly, the use of world achievements in domestic practice; thirdly, the pro-
motion of the Ukrainian book publishing in the world.
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MerTa mOCTiIKeHHS TIOJISITAE B aHAi3i TPOrpaM MiKHAPOIHOTO CITiBPOOITHUIITBA Y cdepi
KHUTOBUAABHMYOI CIIpaBM Ta BM3HAUEHHS MEPCIIEKTUBHUX HAMPSIMKIB y raaysi ykpaiHCbKOi
KHMKKOBOI CITpaBy /1St i1 pO3BUTKY B MPOLIECi TAKOTO CIiBPOGITHUIITBA.

MeTononorist mocmimkeHHsT 6a3yeTbCsl Ha BUKOPUCTAHHI TOPiBHSIbHO-iCTOPUYHOTO
Ta CTATUCTUYHOTO METOZIB, SIKi JalM MOXIUBICTH OTpUMATH BCebiuHy iHbopMmalio y chepi
Mi>KHapOJHOTO CITiBPOOGITHUIITBA B raTy3i yKpaiHChbKOTO KHUTOBUIAHHSI SIK IiSUTbHOCTI, 110 Ma€
BaXIMBE 3HAUEHHS JJ1s KYJIbTYPHOTO Ta iHTe/IeKTYaJIbHOTO PO3BUTKY CYCIiabcTBa. KHMrO3HAaBYI
MeTonu — (YHKI[IOHATbHUI, aHATITUKO-TEMAaTUYHUI, CTPYKTYPHO-TUIIOJNIOTIUHUIT — Naju
MOJIMBiCTh BUSHAUMTY (HOPMM Ta METO/U MOIIMPEHHS CITiBPOGITHUIITBA B ray3i KHVKKOBOI
CIpaBM I OQHOYACHO 3’ICYBATU TEPCIEKTUBU PO3BUTKY BIiTUM3HSIHOTO KHUTOBUIAHHS,
KHUTOPO3TOBCIOKEHHSI /1 KHUTOBUKOPUCTaHHS.

HaykoBa HOBM3Ha MOJISITA€ B TOMY, 1110 BIlepliie KOMIJIEKCHO JOCTiIKeHO YMHHI TporpaMu
Mi>KHAPOIHUX 3B’I3KiB Y KHUTOBUIaBHMUYIl ramysi. [amy3b MisKHApOJHOTO CITiBPOOITHUIITBA
B KHIKKOBIil CIpaBi MpoOaHaIi30BaHO K CKIAIHMII CUCTEMHUIT OO’€KT, 10 peastizye CBOi
GbyHKUii B pisHMX acrmekTax Ta Ha pisHMX piBHSAX. OTKe, MiXKHAPOIHE CHiBPOGITHUIITBO SIK
3aci6 pO3MOBCIOMKEHHS HALiOHAIBHOI KY/IbTYPM BOJHOUAC € BM3HAYAJbHUM UMHHUKOM
Mporpecy CBiTOBOI KHVKHOCTI Ta (heHOMEHOM iHTepHAIliOHATbHOI KyJIbTYPU. A /IS PO3BUTKY
KO>KHO1 OKpeMOi HalliOHaabHO1 KyJbTYPU Ta MOSIBU HOBUX PECYPCiB, CTUMYI/IiB BAOCKOHA/TIEHHS
nmoTpibHa MiKHApOMHA B3a€EMOJis KyabTyp. TOMYy HeOoOXigHICTh MiXKHAPOMHUX KHUKKOBUX
KOHTAaKTiB 3yMOBJIeHa 00’€KTUBHMMM TTOTPe6amu.

BucHoBkU. [IoBefieHO, 1[0 MiDKHAPOJIHE CIiBPOOITHUIITBO B Tay3i KHMKKOBOI CIIpaBU
Ma€e Ha MeTi aKTMBi3allil0 MiKIepskaBHMX BiZHOCMH VYKpaiHM 3 iHIIMMM KpaiHaMu;
COpMSIE 3aKpilJIEHHI0O MiKHapOJAHOTO AaBTOPUTETy VYKpaiHu; CIyrye CTBEPIKEHHSIM
3arajabHOMIOACHKUX L[IHHOCTE; CIIpUsi€ PO3BUTKY HalliOHAIbHOI KHMKKOBOI CITpaBy; 3a/Iyyae
YKpaiHIIiB 0 3arajbHOCBITOBMX JTYXOBHMX Ta COLiaJIbHUX I[iIHHOCTEl i HAayKOBO-TeXHIUHUX
IIOCSTHEeHb; 3a6e31euye MpsiMUii Ta PiBHOTIPaBHUIT 0OMiH KyJTbTYPHUMMY, iHTEIE€KTYaIbHUMMU
i MaTepiaIbHUMU LIHHOCTSIMHA.

BusiB/IeHO OCHOBHI HANTPSIMM Mi’KHAPOJIHOTO CITiBPOGIiTHUIITBA, TOIOBHUMMU 3 SIKMX € YYaCTh
Vkpainu Ha MibKHaApPOIHMX KHIKKOBUX SIPMapKax, BUCTaBKaX; yuacTh BUAABIIB Y MiXKHAPOIHUX
mporpamMax; akTMBHA HisUIbHICTb y rasy3i mepeknagy JitepaTypu Ta iH. TakuMMm UMHOM,
BM3HAUEHO CTPATEriyHy MeETy Ta MPiOpUTETHi 3aBOAHHS MiKHAPOMHOTO CIiBPOOITHMUIITBA
VKkpaiHu B raiay3i KHMKKOBOI CIIpaBy: IO-TIeplile, MiBUIIEeHHS PiBHS HalliOHAaTbHOI KHMUXKOBOI
CIIpaBy; MO-APYyTe, BUKOPUCTAHHS CBITOBMX JOCSITHEHb Y HAlliOHaAbHil MPaKTUIli; TO-TPeTe,
MOMY/ISIPU3allist yKpaiHCbKMX 3[[00YTKiB KHUTOBUIAHHS Y CBITOBOMY ITPOCTODI.

Knwouosi cnosa: mixkHapopHe CIiBpOOGITHUIITBO; KHUTOBUIAHHS; KY/IbTYypa; YKpaiHChKa
KHUTA.

78



THEORY AND HISTORY OF CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 21 « ISSN 2616-423X (Online)
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Llenp ucclemoBaHMs — 3aKAIOYAeTCSl B aHaJM3e IPOrpaMM  MEKIYHApPOTHOTO
COTPyIHMYECTBA B chepe KHUTOM3OAHMS U OIpemeeHus MepCleKTUBHBIX HaIlpaBIeHNit
B 00/TaCTY YKPAMHCKOTO KHVKHOTO Jiejia [IJIS1 €70 Pa3BUTHS B IIPOLIECCE TAKOTO COTPYIHMYECTBA.

MeTomonorust  MCCIemoBaHKus 0asupyeTcss Ha MCIOAb30BaHMM  CPAaBHUTEIBHO-
MCTOPUUYECKOTO U CTATUCTUUECKOTO METOIOB, KOTOPBIE MTO3BOJIMIN ITOTYUUTH BCECTOPOHHIOIO
MHpopMalyMio B cdepe MEKIYHAPOTHOIO COTPYIHMYECTBA B 00JaCTM YKPAMHCKOIO
KHUTOM3IAHMS KaK MesiTeJIbHOCTM, MMEIOIIeil BajkHOe 3HaueHue [JIs1 KYJIbTYPHOIO
Y MHTEJIJIEKTYaJIbHOTO pa3sBUTUs 06IecTBa. KHMUroBemueckie MeTOIbI — QYHKIIMOHAIbHBIA,
AQHAJIUTUKO-TEMATUYUECKIIA, CTPYKTYPHO-TUIIOJIOTMYUECKII — TO3BOJIMIN OIIPeneanuTb GopMbl
Y METOIbI PacIIpOCTpPaHEeHNMsI COTPYIHMYECTBA B 001aCTV KHVDKHOIO Jejia ¥ OMHOBPEMEHHO
BBISICHUTD ITEPCIIEKTUBbI PA3BUTHMS OTEUECTBEHHOTO KHUTOM3IaHNSI, KHUTOPACIIPOCTPaHEHMS
Y KHUTOVICIIONb30BaHMSI.

Hayunasi HOBM3HA 3aK/IIOYaeTcsl B TOM, UTO BIIEPBble KOMIUIEKCHO MCC/I€NOBAHBI
IeJiCTBYIONIME TIPOrPpaMMbl MEXKIYHAPOMHBIX CBsI3€ii B KHUTOM3OATEIbCKOM OTPaCin.
OTpaciib MeKIYHApPOZHOTO COTPYIHMYECTBA B KHIDKHOM [ejie IIPOaHalM3MpOBaHa Kak
CJIOKHBIN CMCTEMHBIV 00BEKT, peaausyIoInii cBou (PYHKUMM B Pas3JIMUHBbIX acleKTax M Ha
PasHbIX YPOBHSX. MTak, MeKIYHAPOILHOE COTPYIHMYECTBO KaK CPEACTBO PacCIpOCTPaHEHMS
HaLIMOHAJIbHOJ KY/JIbTYPbl OMHOBPEMEHHO SIBJISIETCSI OIpemesSiomuM (HakToOpoM IIporpecca
MMPOBOJi KHIDKHOCTM ¥ (eHOMEHOM MEeXKIYHApONHON KYyJAbTYpPbl. A Uil pasBUTUS
KaKOOii OTHENbHOI HAI[MOHAJIbHOM KYJIbTYPbI M IIOSIBJIEHMSI HOBBIX PECYpCOB, CTUMYJIOB
COBEPIIEHCTBOBAHMS HEOOXOOMMO MEXKIYHApONHOE B3aMMOMEiCTBUe KyabTyp. IlosTomy
HEOOXOOVMOCTh MEKIYHAPOOHBIX KHIMKHBIX KOHTAKTOB OOYC/IOBJAEHA OOBEKTMBHBIMU
MOTPEeGHOCTSIMI.

BriBompl. [IoKa3aHO, UTO 1e/TbI0 MEKIYHAPOLHOTO COTPYAHMYECTBA B 00/1aCTV KHMKHOTO
Iena SIBJSIETCS aKTMBM3AIMsI MEXIOCYIapCTBEHHBIX OTHOINEHMII YKpauMHbI C IPYTUMU
CTpaHaMM; OHO CITOCOOCTBYET 3aKPeIIEHMI0 MEKIYHAPOTHOIO aBTOPUTETA YKPAWHbI; CITY>KUT
VTBEPXKIEHMIO O0O0IIeUeIOBeYeCKMUX LIEHHOCTEN; CIIOCOOCTBYET PasBUTUIO HAIMOHATbHOTO
KHIDKHOTO JeJia; NpUBIEKAeT YKPaMHIEB K OOLIEMMPOBBIM TYXOBHBIM M COIMATbHBIM
LIEHHOCTSIM ¥ HAaYYHO-TEXHUUYECKMUM JOCTVSKEHMSIM ; 00€ecIieunBaeT PsSIMOii ¥ paBHOIIPABHbI
00MeH KYJIbTYPHBIMU, MHTE/UIEKTYaTbHBIMU ¥ MaTePUATbHBIMU LIEHHOCTSIMI.

BbIsIB/IEHBI OCHOBHBIE HAIpaBlIeHMSI MEKIYHAPOTHOTO COTPYIHMYECTBA, I[JIaBHBIMMU
U3 KOTOPBIX SBJSIIOTCS ydyacTMe YKpauHbl B MEKIYHAPONHBIX KHIDKHBIX sSIpMapKax,
BBICTABKAaX; y4yacTye u3aaTesieii B MEXKIYHAPOIHbBIX IMPOrpaMMax; aKTMBHAs AesITeTbHOCTh
B obmacTu mepeBona jutepaTypbl U nap. Takum obpa3om, ompeeneHa CTpaTernyeckast
Ledb ¥ TPUOPUTETHBIE 3alauyi MEKAYHAPOIHOIO COTPYAHMYECTBA YKpauHbl B 00JACTU
KHIDKHOTO JIejia: BO-TIEPBBIX, IOBBIIIEHME YPOBHSI HAIMOHAJIBHOIO KHIKHOTO JIeia; BO-
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BTODbIX, MCIIOJIb30BaAHME MMPOBLIX IOCTIDKEHUIT B HALMOHAJIbHOM IIpaKTuKe; B-TPETbUX,
nomyysapmu3anmusa YKpamHCKUX IOCTYDKEHUI KHUTOU3IaHUS B MMPOBOM IIPOCTPaHCTBE.

Knrwuesvie cnosa: MEeXOyHapoaHoe COTpyAHMYEeCTBO; KHUIOM3OaHMeE; KYJIbTypa,
YKpanHCKasi KHUTra.
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The purpose of this article is to reveal and generalise the essence of museum
mediation under the conditions of modern museum space; to examine the mediation as
a form of educational activity of the museum. The research methodology involves the use
of such methods as analysis, systematisation and generalisation to identify the concept of
museum mediation in the context of the educational activity of the museum institution.
Taking into account the current state of museum studies in Ukraine where mediation
as a form of educational activity is on the initial stage of development in museums and
museum-type institutions, this research systematises and generalises the basic theoretical
achievements; it is demonstrated that at the present stage the topic of research has not
yet been comprehensively displayed in the national scientific literature. The mediation
is defined and characterized as an innovative form of educational activity in museums in
Ukraine. Conclusions. It has been found that today for the museum as one of the centres of
communication in the cultural space the important result of its activity is the establishment
of the stable and constructive dialogue with its audience. It is determined that modern
museology regards the mediation as a specific form of communication at the intersection
of the main directions of activity: scientific-stock, research, exposition and education. The
study has confirmed that a field for positive understanding of the parties (exposition space,
museum expert, visitor), for search of the new options acceptable for all participants of
communication is created in the process of museum mediation. Mediation as a form of
educational activity of the museum facilitates the mobilization of different methods, means
and technologies for updating a museum item and presenting it to a visitor. The result is
the formation of personal attitude towards the historical context, which can inspire the
process of self-knowledge and give the reason to consider the museum as a unique cultural
institution where through mediation self-knowledge and cognition of the surrounding
reality are realised. The expediency of introducing mediation as a form of educational
activity in domestic museums is justified.

Keywords: museum; museum mediation; educational activity; museum communication.
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Introduction

At the present stage of the society development the modification of the
museum paradigm is taken place. Today, the museum is the space open for the
social and cultural contacts, social and creative life. As museum experts say,
important museum space transformations require reinterpretation of the no-
tion of “museum”, in particular, the formation of a fundamentally new concept
of educational activity of the institution. If in the 20™ century the quality of
the museum expositions traditionally was defined in accordance with scientific
schemes focused on museum items and collections, and then at the beginning of
the 21%t-century museum considers the valuable guiding lines in the originality
of the interpretation of the museum collection; modern expositions and exhi-
bitions, educational projects are the result of the scientific investigation as well
as of the individual creative search. This is influenced by contemporary cultural
and intercultural communication which transfers museum message from sphere
of “declaration” and “monologue” to the sphere of “dialogue” and “polylogue”.
The diversity of interpretation forms of the accumulated museum information
becomes important.

The following priority directions for the development of educational activi-
ty of modern museum can be defined:

- management of the museum activity in accordance with the require-
ments of the time;

- focus on the needs of the consumers of the museum service, taking into
account changes in the target audience, search of the possibilities to engage
different social groups and societies;

- introduction of new forms of educational activity using non-standard
and creative decisions;

- the use of modern information and communication technologies, etc.

Purpose of the article

The purpose of this article is to reveal and generalise the essence of muse-
um mediation under the conditions of modern museum space; to examine the
mediation as a form of educational activity of museum and a part of museum
communication.

During the study on the concept of museum mediation in the context of
educational activity such research methods as analysis, systematisation and
generalisation were used.

Museum communication space is a category that combines the character-
istics of cultural and information space in the context of the activity of the mu-
seum or museum-type institution, includes the interior space of museum com-
munication where cultural discourse is modelled at the level of comprehension,
creation and demonstration of collections. Mediation encloses all communica-
tion processes of a museum, methods of their realisation and channels of infor-
mation transmission. Scientific understanding of museum activity is carried out
in the research works of scientists in different fields of humanitarian knowledge.
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The monograph of American museum expert Nina Simon (2010) illustrates
various aspects of the nature and essence of the museum as a social institu-
tion, in particular, considering mediation as a part of museum communication
based on educational and behavioural positions between museum and society.
The monograph explores the new forms of interaction in the museum space,
the emergence of such a phenomenon as “The Participatory Museum”. Funda-
mental contribution into the study of the new forms of educational activity of
museum was done by English museum expert E. Hooper-Greenhill (1991). Spe-
cial attention the author pays to the interpretation of visual culture in the con-
text of art museum (Hooper-Greenhill, 2000). This interdisciplinary research
examines the process of meaning construction; the vision of how the educa-
tional activity will develop in future is analysed. The researcher is convinced
that not only the museum expert can provide items with meaning by grouping
and representing them, but every visitor may widen the limits of already exist-
ing interpretations. Developing this theory E. Hooper-Greenhill (1991) states
that museums should be analysed as artificial communicative systems which
purposefully use signs and signals that can be both the subject of social re-
search and the subject of social education. Considering the museum as a space
for education (Hooper-Greenhill, 1991), the author notes that the formation
of a fundamentally new concept of educational activity of institution became
an important step on the way of interaction between museum and visitor. The
researcher underlines that such a change of direction requires the museum to
focus on visitors’ needs. Carmen Morsch, the Head of the Research Institute for
Art Education at the University of Arts (Zurich, Switzerland), expert in cultur-
al mediation, also emphasizes that modern museum must constantly develop,
focus on the needs of consumers of museum services involving them in co-cre-
ation using non-standard, creative decisions (Morsch et al, 2017).

Considering the fact that mediation as a form of educational activity is
on the initial stage of development in domestic museums and museum-type
institutions, there are actually no scientific publications on this issue in the
Ukrainian museum study. In our view, museum mediation as an innovative
educational form requires specification, analysis and introduction into educa-
tional activity of modern museums in Ukraine.

Main research material

Contemporary social and economic features of society’s development de-
mand some changes in both economic and communication strategy of muse-
ums. For the museum as one of the centres of communication in the cultural
space, the important result of the activity is to establish steady and construc-
tive dialogue with its audience. Communication in the space of the museum
using its expositions or territories has its own specificity, because the topics,
style and methods of communication are determined by its type, information
contained in the museum items, etc. The museum’s development vector de-
termines the directions and forms of work with visitors. Managers of modern
museums want to create wide possibilities for the interpretation of collection
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which is presented by different forms according to the level and type of people’s
education (in particular, the expositions that create an impression of multilay-
er, multilevel, which allows the visitor to move from one level to another). In
fact, rejecting the paternalistic model, the museum becomes a mediator, which
feels the mood and needs of society; from the institution that determines the
achieved level of social consciousness the museum becomes the cultural phe-
nomenon that gives progressive dynamic to this consciousness.

Let’s consider in details the concepts of “mediation”, “cultural mediation”,
“museum mediation”. The profession of a mediator was born in ancient Greece.
Etymologically, the word “mediation” is from the notion “middle”. Today this
term is used in different contexts. For example, from the legal point of view,
“mediation” is the method of pre-trial investigation of the conflict, where the
mediator acts as a third neutral party. “Mediation” is the central notion in her-
meneutic and reflective philosophy of Paul Ricoeur: it is through the mediation
of one’s culture that one perceives and understands the world and its own iden-
tity (Ricoeur, 2008). In the field of culture the concept “mediation” as a rule is
used in the analysis of forms of spreading of ideas and cultural products, that
is, in the media activities. According to the researchers, the term “cultural me-
diation” was first used in Quebec in 2000 to define the strategy of cultural ac-
tivity directed at the exchange and acquaintance between people and cultural
objects (Sinicyna, 2017, p. 68). The main purpose of the cultural mediation is
the cultural democratization of the society, its inclusion into the dialogue with
the culture. Cultural mediation may be a component of cultural policy as, for
example, in Montreal in 2005 it became the main method of cultural develop-
ment. The philosophy of cultural mediation in Montreal was as follows:

- close, direct and personal contact of the public with an expert in culture
and also the forms of cultural expression (discussions, collective creative work,
excursions, animations, etc.);

- special attention to the level of knowledge and ability of the public in
order to adapt mediation to the specificity of different social groups (age, social
status, the system of values, way of life, traditions, physical condition, etc.);

- experiments with forms of participation in mediation, innovative forms
of communication of information through partnership and interaction, which
provide communication between different groups of population, experts in cul-
ture (Chaumier & Mairesse, 2017).

In our opinion, the main purpose of this approach is to work with different
groups of people, which promotes informal acquaintance with cultural institu-
tions and provides for the development of cultural education and social inte-
gration.

Today mediation is highly used in the work of European museums, galleries
and is an example of museum or gallery education for the audience. For the first
time in the UNESCO dictionary the term “mediation” considers contiguous mu-
seum notions of communication and museum public relations, correlates me-
diation and interpretation as synonyms (Desvallées & Mairesse, 2010). Modern
museology defines mediation as a specific form of communication at the inter-
section of the main activities:
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- scientific-stock;

- research work;

- expositional and educational activity.

A field for positive understanding of the parties (exposition space, museum
expert, visitor), for search of the new options acceptable for all participants of
communication is created in the process of museum mediation. This specific
communication strategy mobilizes different methods, means and technologies
for updating a museum item and presenting it to a visitor. The result is the for-
mation of personal attitude towards the historical context, which can inspire
the process of self-knowledge and give the reason to consider the museum as
unique cultural institution where through mediation self-knowledge and cog-
nition of the surrounding reality are realized.

Mediation as a form of educational activity of the museum assumes that the
visitors who participate in the dialogue are equal, and the museum worker with
the help of questions directs their activity, that is to say works as navigator. It
should be noted that the mediator does not position himself as an expert, does
not give a pre-formed evaluation of the exhibits, but takes part in the process
of its formation with the visitors. Thus, in the process of discussing a common,
partly unexpected result appears. The work of mediator involves improvisation,
the ability to take critical position as to the audience statements and to correct
the course of the discussion.

During the direct contact with museum visitors, mediator uses the follow-
ing approaches:

- informational (reasoned presentation of information to certain audi-
ence);

- scientific (neutral that allows analyzing, describing, predicting, com-
paring, experimenting, etc.);

- sensitive (allows the participant of mediation to feel, try something);
kinesthetic (mobilizes body and movement in space);

- playing (allows building the process of education during the play);

- emotional, etc. (Sinicyna, 2017, p. 72).

The role of the mediator in the museum is the further promotion of the
dialogue and knowledge exchange.

In domestic museums and museum-type institutions mediation as a form
of educational activity is on the initial stage of the development. In particular,
in 2013 the position of mediator was introduced at “Pinchuk Art Centre”. Medi-
ators are the employees of the art institution who work directly in the exhibition
and are ready to tell visitors what they see in front of them (painting, sculpture,
installation, performance). As a rule, these are students of humanities, begin-
ners in art studies and young artists. The Pinchuk Art Centre mediators need to
have a good knowledge of the arts (history from ancient times to the present,
different genres, theory of art, philosophic directions and schools, hundreds of
names that need to be instantly compared with their creative achievements).
After all, the mediator should speak about it on different levels of “immersion”
into the topic: from basic to professional. Considering the fact that there are
many foreigners among visitors of the museum, it is desirable to know foreign
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language (mainly English). Mediator should easily maintain the contact with
visitor, if necessary conduct a mini-excursion, know the peculiarities of the
institution’s work, resolve conflict situations, organise people, answer small
questions. It is also a duty of the mediator to comply with the rules of the mu-
seum: do not touch or approach the exhibits, carry backpacks and bags in your
hands, do not get liquid in showrooms, etc. ("Komanda mediatoriv", 2013). In
line with European museum trends, National Art and Culture Museum Com-
plex “Mystetskyi Arsenal” regularly invites mediators to its exhibition projects
and organises their training. The communication strategy used in the process
of museum mediation reveals new methods and means of attracting attention
to museum items, presenting their unique peculiarities.

It should be noted that in the modern world museum mediation as a form
of educational activity goes far beyond the borders of the museum space. One
of the examples is that museums are creating internet portals and groups in
social networks. This approach appears to be very effective as it provides infor-
mation for a large audience of subscribers interested in the life of museum and
possibilities to get feedback. The fact of museum’s existence in media space,
as a rule, contributes to its popularity and positively influences on the devel-
opment of cultural space as a whole. Museum education experts John H. Falk
and Lynn Dierking state that this facilitates the open dialogue between an in-
dividual and museum space; such dialogue is influenced by social relations,
socio-cultural and personal factors (Falk & Dierking, 2012). Thus, in the mu-
seum space mediation as a form of educational activity opens the ways for the
representation of historic and cultural values in those forms which are most
acceptable to the visitor.

As to the museums of Ukraine, in our opinion, significant is the experi-
ence of the Bohdan and Varvara Khanenko National Museum of Arts, National
Art Museum of Ukraine, Odesa Art Museum. These museum institutions, when
communicating with the audience successfully combine communication in real
life and online (rebranding, visitor area, storytelling, refusal from official style
of communication, flexibility tactics, etc.).

Conclusions

Thus, it has been found that today for the museum as one of the centres of
communication in the cultural space the important result of its activity is the
establishment of the stable and constructive dialogue with its audience. In fact,
by refusing the paternalistic model, the museum becomes a mediator who feels
the mood and demands of the society. It is determined that modern museology
regards the mediation as a specific form of communication at the intersection
of the main directions of activity: scientific-stock, research, exposition and ed-
ucation. The study has confirmed that a field for positive understanding of the
parties (exposition space, museum expert, visitor), for search of the new op-
tions acceptable for all participants of communication is created in the process
of museum mediation. Mediation as a form of educational activity of the muse-
um facilitates the mobilization of different methods, means and technologies
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for updating a museum item and presenting it to a visitor. The result is the
formation of personal attitude towards the historical context, which can inspire
the process of self-knowledge and give the reason to consider the museum as
a unique cultural institution where through mediation self-knowledge and cog-
nition of the surrounding reality are realised.

In the course of the research, it was found that in Ukraine, there are almost
no scientific publications that would cover this issue. In our view, the issue of
museum mediation as an educational form requires further research and intro-
duction into the educational activity of modern museums in Ukraine.
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Meta cTaTTi — BUSIBUTM Ta Y3araJibHUTU CYTHICTb MY3eiiHOI Mezialii B ymoBax
CY4aCHOT'O MY3€ifHOTO MPOCTOPY; PO3IISHYTM Mefiallilo K GopMy OCBiTHBOI HisTbHOCTI
My3er0. MeTom0/IorisT JOCTiIKeHHS TIO/ISITa€ Y BUKOPUCTAHHI TaKMX METO/IiB JOCTiIKeHHS,
SIK aHasli3, CUCTeMaTu3allisl Ta y3arajJibHEHHS 3 METOI PO3KPUTTS MOHITTS Mefiariii
B KOHTEKCTi OCBiTHbBOI JisIbHOCTi My3€e/fHOTO 3aKk/1afy. 3 OMISIAY Ha Cy4acHUIi CTaH My3elfHO1
cripaBu B YKpaiHi, ie B My3esx Ta 3aK/IaJilax My3€eifHOro TUITY Meliallist ik hopMa OCBiTHbOT
IisUIbHOCTI TIepebyBae Ha MTOYATKOBIi CTafii pO3BUTKY, CUCTEMATU30BAHO Ta y3araJlbHEHO
OCHOBHI TeopeTUYHi 3J00yTKY ITPO6IeMI; TTOKA3aHO, 10 TeMa JOCTiIKEHHS Ha Cy4YaCHOMY
eTari He MAa€ TMOKM KOMIUIEKCHOTO BiOOpaskeHHST y BiTUM3HSIHil HAyKOBiil jiTepaTypi.
BusHaueHo i oxapakTepu30BaHO Me[iallifo SIK iHHOBaIiitHy (OPMY OCBITHBOI [is/IBHOCTI
B My3esix YkpaiHu. BUCHOBKU. 3’COBaHO, 10 CbOTOOHI i1 My3€l0 SIK OGHOTO i3 1IeHTPiB
KOMYHiKallii B KyJIbTypPHOMY IPOCTOPi BasKIMBUM Pe3yabTaTOM [IisZTbHOCTI € BCTaHOBIEHHS
CTifIKOTO 1 KOHCTPYKTMBHOTO [iajiory 3i CBO€I MyOsiko. BusHaueHO, 10 cyuacHa
MY3€e0JI0Tisl PO3IMIsiae Meiamito sk crenudiuny Gpopmy KoMmyHiKarlii, sika mepebyBae Ha
TepeTVHI OCHOBHMX HAIPSIMIB HisSZIBHOCTI My3€l0: HayKOBO-(OHIOBOI, MOCTiIHMUIIBKOI,
eKCIO3UIIiifiHOI Ta OCBiTHBOI. JloBefeHO, 1[0 B Ipolieci My3eiftHOI Me[iallii CTBOPIOETHCS
ToJie 17151 COPUSITVIMBOTO PO3YMIiHHS CTOPiH (eKCIO3ULIiHNIA TPOCTip, My3eiiHuii CrieliaticT,
BiBigyBau), MOLIYKY HOBMX NPUIHSITHUX [AJIS BCiX yYaCHMKIB KOMYyHiKallii BapiaHTiB.
Mepianis sk dbopma OCBiTHBOI MisVIBHOCTI My3elo cripusie mMo6imisanii pisHUX MeTOomiB,
3acobiB i TexHoJIOTil aKTyastizallii My3eifHOro peMeTa Ta Mpe3eHTalii iforo BigBigyBauy.
Pesynbratom crae (GopMyBaHHS OCOOMCTICHOTO CTaBJAEHHS /IO iCTOPUYHOTO KOHTEKCTY,
10 MOXe iHCHipyBaTy MpolieC CaMOTi3HaHHS Ta A€ MifcTaBy [IJis BU3HAUEHHS MY3€l0 SIK
YHiKaJbHOI KyJIbTYPHOI iHCTUTYIIil, B Kl 3aBASIKM Meiallii 3/1i/iCHIOETbCSI CAMOTIi3HAHHS Ta
Mi3HAHHST OTOYYIO0YOi AificHOCTi. OGTPYHTOBAHO JOIIbHICTh BITPOBAIPKEHHS Y BITUM3HSIHUX
My3esiX Mepialii sk GopMu OCBITHBOI TisVIBHOCTI.

Knrwouosi cnosa: myseit; My3eitHa Meiiallisi; OCBiTHS IisIIbHICTb; My3eiiHa KOMYHiKallisl.
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Llenb cTaThby — PACKPBITh ¥ OOOOIINUTH CYITHOCTh MY3€MHOI Memualuy B YCIOBUSIX
COBPEMEHHOIO MY3eifHOr0 IIPOCTPAaHCTBa, pacCMOTPETb Memualui Kak (opmy
00pa30BaTEIbHONM HEeSATENIbHOCTY My3esl. MeTOmONIOrus MCCAeOOBaHMUsI IIpearioaraer
JCIIOb30BaHMe TaKMX MeTOMOB MCCAeL0BaHMs, KaK aHa/Ili3, CUCTeMaTHU3alMs ¥ 00006IeHe
C ILIeJbI0 PACKPBITUS TIOHSATUSI MY3€IfHO Memualuy B KOHTEKCTe 00pa3oBaTebHOI
IesITeIbHOCTY MY3€MHOTO yupeXAeHUsl. YUUThIBasi COBPEMEHHOE COCTOSIHME MY3eiHOTO
Jena B YKpauHe, KOTOA B My3€sIX U YUYPEKOEHUSIX MY3€MHOro Tula Meauanusi Kak
dbopma 06pasoBaTeNbHON OESTETbHOCTM HAXOOMUTCS Ha HAJyaJbHOM CTAauM PasBUTUS,
CUCTEMATU3MPOBAHbI ¥ 000OIIEHb OCHOBHBIE TEOPETUUECKME TOCTVDKEHMUS ITPOOJIEMBbI,
IOKAa3aHo, YTO TeMa MCCIeIOBaHMsI Ha COBPEMEHHOM 3Talle KOMIIJIEKCHO He OTOOpaykeHa
B OTeUeCTBEHHOI Hay4yHOl auTepaTtype. OnpeneneHo M 0XapaKTepU30BaHO MeIMalio Kak
MHHOBALIMOHHYIO (OpMYy 00pa30BaTeIbHONM HEeSTeIbHOCTY B My3esaX YKpauHbl. BbIBOMBI.
BoIsiIcHEHO, 4TO ceromHs AJisl My3esl Kak OJHOTO 13 LIeHTPOB KOMMYHUKAIMM B KYJIbTYPHOM
IMPOCTPAHCTBE BAXKHBIM PE3Y/IbTaTOM [I€STEIbHOCTU SIBSETCSI HaJlaXKMBaHMe TIOCTOSIHHOTO
¥ KOHCTPYKTMBHOTO [Majiora CO CBOeil myOnamkoil. OmpemesieHO, YTO COBpPeMeHHas
MY3€0JIOTMSI paccMaTpuBaeT MeOualyio Kak crenuduueckyio (GopMy KOMMYHMUKAIINM,
KOTOpasi HaXOIMUTCS Ha IepeceyeHMy OCHOBHBIX HaIlpaB/IeHMII paboThl My3esi: HAYUHO-
(boHIIOBOII, MCCIemOBaTEIbCKOM, SKCIIO3UIIMOHHOI, 00pa3oBaTelbHOM. J[0Ka3aHO, UTO
B IIpollecce My3eifHOJ Memyalluy CO3TaeTcsl Mojie ISl OGJarompusITHOTO MOHMMAaHMS
CTOPOH (3KCITO3UILIMOHHOE TIPOCTPAaHCTBO, MY3€iHbIN CIEeUVaJINCT, TOCeTUTEND), TOMUCKA
HOBBIX TpPMEMJIEMbBIX IJiSI BCEX YUYAaCTHMKOB KOMMYHMKALIMM BapuaHTOB. Meauanus Kak
dbopma 06pasoBaTeNbHON OESITEBHOCTM My3esl CIIOCOOCTBYET MOOMIM3aIMM Pa3HBIX
METOMIOB, CITOCOO0B M TEXHOJIOIMII aKTyalu3aluy My3eiHOIro MmpeaMeTa U Mpes3eHTalun
€ro ayauropuu. PesynbraToM sBisieTcs (GOPMMUPOBAHME JIMUHOCTHOTO OTHOIIEHMS
K ICTOPUYECKOMY KOHTEKCTY, UTO MOYKET MOTMBUPOBATH MPOIECC CAMOIIO3HAHMUS U CITY>XKUTh
OCHOBOJI JIJISI OTIpee/IeHNs] My3esl KaK YHUKAJIbHOM KyJIbTYPHOI MHCTUTYLMH, TIe Garogapst
UCIIONMBb30BAaHUIO MeOualuy TPOUCXOOUT CaMOIIO3HAaHME M TIO3HAaHME OKpYyXKalolei
nmeiicTBuTenbHOCTM. O6GOCHOBAHA I1€71€CO00pa3sHOCTb MCIIOIb30BAHMUSI B OTE€UECTBEHHBIX
My3esx Meguanyy Kak opMbl 06pa30BaTeIbHOM AesTeTbHOCTH.

Kniouessle cnosa: myseit; MyseiiHasi Memualiiusi; oOpasoBaTe/lbHasl IeSITEIbHOCTD;
My3eiiHas KOMMYHUKaIMSI.
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The purpose of the article is to determine the influence of American news reporting
on the current state of the media space in Ukraine within the cultural aspect. The research
methodology provides a cultural approach, which includes the analysis of changes in
Ukrainian society and the transformation of news reporting. Reporter methods were used
to perceive and interpret news and the journalist’s news work. The analytical approach has
helped to identify the influence of the American model of news reporting on the intellectual
culture of Ukraine. The modelling method was applied for impact analysis of Ukrainian news
reporting future model within the media space. Comparative analysis was used to compare
American and Ukrainian models of news reporting. The scientific novelty is that for the
first time, the cultural aspect of American model impact on the modern Ukrainian media
space was studied and the future model of Ukrainian news reporting in the media space was
predicted. Conclusions. It has been proven that with the project influence, media culture
reaches a new level in cooperation with the media. Mass culture and postmodern media
discourse have become attributes of contemporary Ukrainian culture. The entry of the news
genre into a new phase of development allows us to qualify them as a subsystem that is the
object of influence of the culture of society, and as its subject. At the same time, the media
is a channel that influences cultural priorities and changes in the attitude of mind. And, the
genesis of Ukrainian news reporting, as a subsystem of culture, has added new qualities that
have signs of autonomy, secrecy and generalisation.

Keywords: mass media; media space; culture; cultural influence; information society;
journalism; news reporting; American model.

Introduction

In the context of globalisation and the development of digital technologies,
the intellectual culture of Ukrainian society is significantly influenced by the
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media space, which becomes an essential factor in profound social and cultural
changes in society. Journalism as a component of the media space is not a sep-
arate social institution but a part of media communication, media sphere. It
causes a number of problems: the growth of information noise on the Internet,
the decrease of trust in the media, media wars, the dominance of opinions over
facts and the blurring of boundaries between evaluative comments and news.
Two last problems are closely connected to the current state of news reporting,
which is becoming an autonomous and aggressive subject of culture. One of the
most famous models of news reporting in the world is the so-called American
one. Thus, the relevance is determined by the influence of the latter on the me-
dia space as a component of Ukrainian culture in the modern world.

The cultural aspect of journalism, in particular, news reporting, has been
studied by both national and foreign scholars. Among the foreign ones, we dis-
tinguish the research of the German philosopher and sociologist J. Habermas
(2001), who, analysing the evolution of modern society, defined it as a society of
contemporary type. The author claims that communication is a historical form
that arises in culture and reflects its features. At the same time, the life-world
cannot be interpreted in the categories of the system. In his turn, a leading
English specialist in the field of media and communications, Professor D. Mc-
Quail (2013) emphasises that such concepts as mass media and mass commu-
nication are not synonyms since the former are organised technologies that
enable mass communication, which can be used for personal, private or organ-
isational purposes. And even though publishers can be independent, however,
news in the USA is the agent of press systems for those who have concentrat-
ed political or economic power. Polish and English sociologist and philosopher
Z. Bauman (2018), studying the cultural dimension of the modern world, de-
scribed the state of humanity in it as a continuous movement, melting, over-
flow. In his opinion, now the beginning of a moving stage is taking place, in
which a new reality is being built. A person becomes mobile and not burdened
with long-term obligations. Everything that he creates, he can change. Thus,
Russian researchers studied the peculiarities of medialisation of news and the
influence of the mass media on various branches of modern cultural life. The
attention of scientists was also focused on media texts, in particular, news ones.
News texts are a complex multilevel and multidimensional phenomenon. They
are classified into:

- the production method - collegial texts;

- functional and genre characteristics — genre-forming and those that im-
plement one of the most important functions of the mass media — informative
one (Zemlianova, 1999; Dobrosklonskaia, 2005).

National scholars D. Hallin and P. Manchini (2008) devoted their research-
es to the analysis of the modern model of American news reporting and the
basic parameters and degrees on which this model is based. The well-known
researcher and journalist H. Pocheptsov (2014) focused on the analysis of news
in the cultural and social space of the USA and Ukraine. In his opinion, the
most well-known method of managing mass consciousness through the media
is the information agenda. It consists of keeping the necessary topics, events
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and interpretations in the information space. A reader/viewer is not interested
in an event which is outside the 5-10 most discussed. That is why the author-
ities both in America and Ukraine are busy maintaining such an agenda that is
important to them, suppressing the opposition one deliberately.

At the same time, the cultural aspect of the influence of the American mod-
el of news reporting on the modern Ukrainian media space has not been studied
in national culturology thoroughly, which determines the importance of the
chosen topic.

Purpose of the article

The purpose of the article is to determine the influence of American news
reporting on the current state of the media space in Ukraine in the cultural
aspect.

The research methodology consists in the use of the cultural approach,
which includes the analysis of changes in Ukrainian society and the transfor-
mation of news reporting, which turns the latter into an autonomous and ag-
gressive subject of culture. The reporter methods were used to perceive and
interpret the news and news work of a journalist. The analytical approach
helped to identify the influence of the American model of news reporting on
the spiritual culture of Ukraine. The modelling method was applied to predict
the future model of Ukrainian news reporting in the media space. The compar-
ative analysis of media systems was used to compare American and Ukrainian
models of news reporting.

Main research material

In Culture Studies, the study of news as a phenomenon which is crucial to
information reality, two directions prevail: structural and semiotic and social
and cultural approaches. According to the first, the news is considered “as lan-
guage units of information and communication processes, varieties of texts,
signs, codes, due to which real events are transposed to the level of conditional
“mapping” of life facts” (Zemlianova, 1999, p. 143). According to the second, the
news is studied as elements of social and cultural processes connected with the
objective and historical regularities of development of society and civilisation
as a whole. At the same time, the subject of news reporting is a piece of news as
a unit of information flow.

In conditions when humanity begins to realise itself as a certain unity —
the population of the planet Earth — prompt information, accompanying glo-
balisation, affects the interaction of different cultures directly. It is namely
news reports that are the basic texts of mass media. In contrast, information
and analytical texts are an extended version of the news, which differs in the
mandatory presence of not only a report but also an analytical part — a com-
mentary (Dobrosklonskaia, 2005, pp. 57-63). News is understood as journalistic
texts, which are characterised by the transmission of the reported facts with-
out evaluation and criticism. The purpose of news as information texts is to
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provide information that the recipient was not acquainted with, and which is
not always perceived positively in the modern information society, but also out
of consciousness — due to information overload. Not all information is useful
for a person. A feature of news (information) journalism is also efficiency and
impartiality. In journalism, a fact is defined as “any separate fragment of real-
ity” (Mykhailyn, 2011, p. 116): an event, a phenomenon, statistical data, state-
ments of a significant person, etc. At the same time, the difference between
news TV journalism and a similar one on the radio or in the press is in the
channel of information transmission. The emotional impact of broadcasting is
much stronger, because a person perceives a significant amount of information
through visual images. Thus, the personification of information is enhanced -
based on the non-verbal component of the air, a viewer trusts or does not trust
the reports starting from the attitude to the journalist. Such specific features
of TV broadcasting could not but affect its functional properties. In particular,
M. Alieva notes the following functions of news TV journalism:

- information satisfaction function;

- cultural function (is realised through the appearance of the presenter
and his manner of speech);

- audience consolidation function;

- recreational function;

- the function of ideological interpretation, etc. (Alieva, 2015, pp. 5-6).

We cannot agree with the definition of the latter function, but support the
view of the Ukrainian researcher I. Mykhailyn (2011), who considered that “the
task of news is not interpretation and regulation of reports” (p. 116). Thus,
news reporting is a “certain pattern of news presentation” (Kvasnytsia, 2013,
p. 33) as a standard of information journalism. We emphasise that the “news
presentation” affects consciousness significantly and, in some way, forms the
socio-culture of society.

Recently, TV journalism in general and genre and thematic in particular,
as well as the text content of news on television have undergone significant
changes. The influence of technical progress and understanding of the needs of
the audience caused by it is felt increasingly more. A modern TV viewer, having
had the opportunity to get acquainted with the latest events via the Internet,
becomes more demanding to the speed of information delivery, as he has the
opportunity to learn the latest events online. But only 24-hour information TV
channels that are not bound by strict broadcasting makeup can use live broad-
casts from the scene of events constantly. Owing to TV broadcasters, prompt
event reporting becomes available at any moment. Thus, with the rapid spread
of the influence of the mass media sphere, a new type of human appears — homo
informaticus, and culture reaches a new level, starting cooperation with the
mass media (Popil, 2013, p. 364).

The American model of news reporting has a long history of formation and,
taking into account the development of technological progress in the USA, has
quickly become authoritative for news reporting in other countries too. It was
synthesised with different models and traditions of local journalism and began
to be used in many countries, mainly in the field of foreign broadcasting.
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At the same time, most researchers agree with the existence of an original
model of news reporting in the USA. Scholars call this model: “neutral journal-
ism” (Mykhailyn, 2011, p. 66; Moskalenko et al., 1999, p. 176), “North Atlan-
tic Model” (Kvasnytsia, 2013, p. 32), “North Atlantic, or Liberal Model” (Hallin
& Manchini, 2008) and others. In our opinion, the aptest name is the guideline
of American journalism “news, not views”, which is reproduced by 1. Mykhailyn
(2011) - “news without views”. From these names — “news without views” or
“news without commentary” — the essence of the American model of news re-
porting becomes somewhat clear.

In US television discourse, the news is differentiated into “hard” and “soft”
ones. The difference between these types of information is both in the subject
of the described news and in the features of their presentation.

“Hard” information usually concerns government, economy, business, and
so on. The factual series expands due to facts-causes, facts-consequences and is
supplemented by cultural material at the level of vocabulary. The very first sen-
tences answer a number of questions — “Who?”, “What?”, “Where?”, “When?”,
By whom?”, less often — “Why?”. Speaking of “hard” information, we note that
the main requirements for news of this kind are rapidity and accuracy. There-
fore, “hard” news is quite highly rich in quantifiers, numerals — number, dates,
etc. The use of such quantitative indicators requires the information richness
peculiar to these texts.

In “hard” news, the author, paying attention on the importance of the re-
sult, often operates the facts based on “declining interest”, starting with the
most important. Thus, a structure known as an “overturned” or “inverted pyr-
amid” is built (Korochenskii, 2006). The principle of the “inverted pyramid”
implies that the most important information (the main message) is placed at
the beginning of the news. Then, according to the principle of removal — less
important information, details of the event.

In the “soft” version, the rapidity of information is reduced significantly,
because, at the beginning of the news, it is not necessary to indicate when and
where the event took place. Such information can hardly be called an emergen-
cy (breaking news). In the “soft” version, a moment of intrigue is often intro-
duced. However, the compositional organisation of “soft” news is much more
flexible than “hard” one (Cherkashina, 2018).

The methodology according to which D. Hallin and P. Manchini (2008)
analyse the modern model of American news reporting, which includes such
countries as Great Britain, the USA, Canada and Ireland, is based on four basic
parameters-degrees:

- development of mass media determines the dominance of print or elec-
tronic media;

- political parallelism;

- development of journalistic professionalisation;

- state intervention in the activities of the mass media and the media system.

But although D. Hallin and P. Manchini (2008) unite the USA and some
European countries in the “North Atlantic Model” (which is partially since, on
the one hand, the USA borrowed a lot from Britain, on the other hand, recently
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the style of news has become more informal on British channels, which allows
some British researchers to talk about tabloidisation, Americanisation (McNair,
2009), there are some differences between the form of news presentation due
to various factors, among which I. Stepura (2014) singles out the historical one
because in the European model of broadcasting, the state has dominated since
the era of radio. The “public broadcasting” model means that there is a struc-
ture between the state and the broadcaster that is funded by taxes of citizens
has an independent Governing Board (in the UK it is the BBC Trust) and/or
a system of public supervisory boards. The American broadcasting model has
been private from the very beginning. Independence is achieved here due to
the existence of several large private television and radio broadcasting compa-
nies and numerous local stations cooperating with them which broadcast a na-
tional range of programmes (Stepura, 2014, p. 268). And the importance of the
leading journalist, the so-called “anchor” (Anchorman, anchor), who often per-
forms the role of editor-in-chief of the information service, is traditionally high
(Stepura, 2014, p. 269). As a rule, he hosts a program of “world” or “evening”
news (Calmer, 1970).

The educational and informative trend is traditionally strong on British TV.
The presentation in the news is deliberate and is conducted on behalf of the
elite, “London intellectuals”. Public television in the USA is also educational.
Thus, the cultural opportunities of education are realised, which are connected
with the formation of the cultural life of a person (Andreiko, 2009, p. 18).

The British news has a strong ideological component — there are many La-
bour supporters there and less — Conservatives (Garnham, 1989). It should be
noted that European countries, in general, are characterised by the broadcast-
ing of traditional ideological doctrines in the programs: right-wing bourgeois,
socialist, Christian and socialist, etc. (Garnham, 1989). And in the American
news the following principles are distinguished: ethnocentrism and patriot-
ism (focus on national news, the American nation is “central”, countries, where
American socio-political practices are inherited, are approved, internal diffi-
culties and crises are understood as a consequence of abuse of power or in-
competence of individual politicians and only later as a miscalculation of the
central government), altruistic democracy (the state for a person; fight against
corruption); human rights and legality (competition of heroes and evildoers,
where heroes are always honest and dedicate themselves to the public good),
responsible capitalism (fair competition, gender equality, reliance on small or
traditional family businesses as a basis for prosperity, hidden criticism of mo-
nopolies, consumer organisations as a counterbalance to dictatorship of busi-
ness); small-town pastoralism (rural and anti-industrial values, traditional
values as the basis of morality) (Gans, 2004, pp. 45-47). That’s why although
the model of news presentation in the USA corresponds to the guidelines of
American journalism “news not views”, but even without commentary, due to
the selection of news or some other conditions, the communicator influenced
on the audience consciously or unconsciously. This principle of application
of the American journalism model on television is criticised by B. Potiatynyk
(2014). In his opinion, in the United States, the entertainment function in jour-
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nalism dominates instead of the primary function of objective information. At
the same time, television information is misinformation, as a rule, it means
it’s irrelevant, fragmented, and superficial (p. 32). Another journalist, N. Davies
(2011), author of the book Flat Earth News, on the example of work of numer-
ous leading world mass media proves that information journalism avoids anal-
ysis, does not check facts, fragments reality and thus distorts a person’s percep-
tion of the world and what happens in it (p. 152). However, the choice of topic,
facts, style, language, headline, photo - all this is either an independent choice
of a journalist or the choice of the editorial board of a particular mass media
(Vaishenberh, 2019, p. 27).

It should be noted that a developed genre theory has never existed in US
journalism. Since the concept of “type” is more common than “genre” there.
This is probably connected with the fact that the form of news recedes into the
background in the USA because the priority is given to the subject of the mate-
rial. In the American mass media, one piece of news often contains statements
by leading politicians, specialists, experts, etc. (Moskalenko et al., 1999, p. 176),
and the description of the situation alternates with factual information. At the
same time, they are all presented in a cultural context, which makes it possible
to see the connection between an event and the large-scale problems of society.
News notes often contain a micro interview element.

Ukrainian news reporting has many features in common with American.
However, both models are not homogeneous, because they are constantly in dy-
namics, influenced by different, sometimes incompatible, factors. Each coun-
try has its own cultural, political, historical traditions, but the impact of world
globalisation trends in the USA occurred much earlier than in Ukraine. Mass
culture as a factor of mass media commercialisation changes not only the genre
structure and its functions, but also the very essence of the journalistic para-
digm. At the same time, the application of emotional techniques of cultural
communication is based on the semiotic and mainly mythological code.

In terms of social sciences, the Ukrainian media model is genealogically
post-Soviet. Therefore, according to the Hallin-Manchini scheme, it should be
classified as “Mediterranean or Polarized Pluralist Model”, which implies cer-
tain features. So, let’s compare them with the American ones: low circulation
of print mass media and the leading role of television in public opinion forma-
tion is similar, and the presence of the elite press is different. In the USA, the
electronic mass media focuses on local news traditionally, is characterised by
“internal pluralism”, and in Ukraine, the focus is on policy coverage.

In our country, there is also a belated development of commercial media,
a low degree of economic independence and weak professional development.
News reporting is characterised by strong state intervention, which leads to pe-
riods of censorship (“temnyky” (“winterers”) in 2004), “wild deregulation”, that
is privatisation television and radio broadcasting of Ukrainian. In the Ukrainian
researcher O. Kvasnytsia’s (2013) opinion, this characteristic should be supple-
mented with such a category as mediatisation of politics (p. 32) (use of media
for the implementation of their goals by the state, government, parties, finan-
cial and industrial groups).
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In the USA, the local historical nature of the mass media has influenced the
specifics of professional journalistic development (Hallin & Manchini, 2008) and
is traditionally neutral. The press is focused on reporting information, not on in-
terpreting the facts. There is also a tradition of “objective journalism” that pro-
tects journalists from the dictates of owners and prevents the instrumentalisation
of the media (although there is a relative decline in “objectivity” under the influ-
ence of commercialisation in the late 20 century) (Hallin & Manchini, 2008).

Thus, the degree of influence of politicians on the mass media is high in
Ukraine, and journalism is focused on commentaries. US news reporting, on
the contrary, is characterised by the early promotion of media freedom. Pro-
fessional development in the USA is “non-institutionalised self-regulation”
(Hallin & Manchini, 2008) (unlike in Ukraine); slow democratisation with weak
legal institutions.

At the same time, Ukrainian news reporting borrows and implements cer-
tain features of the American model, which, since the second half of the 20%
century, has become expansive in the world. “Among the main elements of this
expansion are mass media commercialisation and journalistic professionalisa-
tion with the emphasis on the requirement of “neutrality” (Hallin & Manchini,
2008). The genesis of the Ukrainian model of news reporting — through a series
of stages (from print and radio to television and the Internet) - has added new
qualities to it — a subsystem of culture that has signs of autonomy, closedness
and generalisation. The USA is a classic country of commercial television. Tele-
vision in the USA is privately owned, there is no state-owned television. Private
commercial television is subject to strict market laws, the principle of compe-
tition, which encourages TV journalists to be in a creative search for new tele-
vision forms constantly to attract viewers. Television has become a recognised
leader in mass media. The commercialism of the American model, that is the
ability of a viewer to pay, led television to the point that viewers are divided
by interests. Everyone can watch that channel and TV programs in which he
is interested in by purchasing the appropriate package of channels (Shcherby-
na, 2013, p. 96). This approach dictates American television to concentrate on
the individual interests of the audience, high mobility, focus on dynamic de-
velopment and leads to the emergence of the marketing model for which the
“minority” becomes the decisive factor. The success of television depends on
money. According to A. Shorina, American television is an industry, a means of
business. The commercial model of television, TV companies focuses on rapid
profit, the capture of new markets, competition in the production of television
programs (Shorina, 2008).

So, in the US news model, the market dominates, and there is a tradition
of the requirement to restrict the state (Hallin & Manchini, 2008). Today in
Ukrainian media realities, a peculiar synthesis of elements of two models is
formed: the Mediterranean and the American (North Atlantic). It indicates both
the dynamics of changes and the formation of its own media system in Ukraine
and the uncritical assimilation and artificial introduction of elements of for-
eign media systems. The Ukrainian model of news reporting developed from
the Soviet tradition when it was considered that: “journalistic information can-
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not but explain events and facts, that is, it is such information that comments,
interprets” (Pelt, 1980, p. 63). It should also be noted that the Ukrainian tradi-
tion of journalism in both the Soviet and post-Soviet periods was closely con-
nected with sociopolitical journalism. Providing an evaluation of events and
striving for moralising are integral features of news products, which theoreti-
cally blurs the boundaries between sociopolitical journalism and propaganda.
Mass culture and postmodernist mass media discourse have become attributes
of today’s Ukrainian culture. At the same time, the entry of the news genre into
a new phase of development is associated with the emergence of interactive
tools that have provided the convergence of all types of news on the Internet.
This allows qualifying their totality as a subsystem that acts as an object of
influence of the culture of society and its subject at the same time. At the same
time, the mass media is a channel that determines cultural priorities, a change
in mentality, as well as a wide range of axiological values.

While the US commercial mass media is balanced by the presence of public
television, the commercial mass media dominates in Ukraine. In this context,
the implementation of the “objective journalism” model risks to distort reality
and manipulate public opinion. Although today the traditional neutrality and
objectivity of news in the USA are questioned because the opinion underlying
the news report (even if a commentary is absent) can be ordered and paid for, as
well as the service of the communication agency. And the absence of commen-
tary can also contribute to this: the more emotional, negative, simpler a fact is,
the more chances of its successful spread.

However, in the USA there is a certain balance between “hard” and “soft”
news, and in Ukraine, in O. Kvasnytsia’s (2013) opinion, there is a significant
imbalance between them, when social relevance, the importance of informa-
tion yields inferior to the attractiveness of news (p. 36).

Recently, in the USA, the question of the ratio of a fact and commentary in
the structure of news has become one of the most hotly debated. The classic
normative model of news dominates there, which assumes that the facts are
underlain, and opinions should come from authoritative sources (experts) in
a balanced way and not be posed as the facts by a journalist. “Facts speak for
themselves” (Chernykh, 2017, p. 262) — the journalist’s duty comes to providing
information about them without giving an assessment. A journalist is an im-
partial informant who has neither a personal nor a civil position. The report at
different stages of information retains the “news core”, that is the stable com-
ponents of the structure that make up the what-where-when formula (WWW).
But the absence of at least one of the components of the structure causes the
deformation of the semantic space of the media text (McNelly, 1959). Thus,
both the content of the news and the information picture of the world are de-
formed in the recipient’s mind. Thus, the question of whether a journalist has
the right to evaluate has been raised in the theoretical discussions in the USA
over the last decade regarding the illusiveness of the true unity of journalism
(McQueel, 2013, p. 263).

There is a lot of evidence of manipulation of information journalism in the
Ukrainian media space. The objective model is supplemented by such as: “pre-
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cision”, “interpretative”, “investigative”, “new journalism” (Kvasnytsia, 2013,
pp. 36-37). At the same time, the American news system has largely changed
Ukrainian journalistic standards. These are, first of all, such standards as a bal-
ance of opinions or positions, rapidity, separation of facts from commentaries,
reliability, accuracy, completeness of presented facts, etc. Modern Ukrainian
news is distinguished by interactivity and audience proactivity. The consumer
becomes the initiator of the report more often, encouraging traditional produc-
ers of information to take into account his needs. The western influence is also
felt in this, but it should be noted that the news model has undergone signifi-
cant changes in the West as well. “The Internet has expanded the possibilities
of personal control over the consumption of news but has not taken care of
how to make a complete picture of these atomic particles” (Associated Press,
2008, p. 3). The modern consumer of news has become radically different from
several previous mostly passive generations. After all, the electronic version of
the news differs from the paper or television ones significantly, including the
regularity of information flow. At the same time, American researchers predict
that such an information breakthrough will not mean the death of the press or
television news in their classic form, as the need for analytics and sociopoliti-
cal journalism will not lose relevance in the world of chaotic news (Associated
Press, 2008, p. 3).

Regarding the functioning of factual information in sociopolitical journal-
ism and its ability to influence on the viewers or readers, we pay attention to
the cultural and philosophical features of publicist work, which is a form of
existence of public opinion as the core of mass, everyday consciousness (on-
tological aspect) and at the same time a form of mass self-consciousness and
reflections (gnoseological aspect). The specificity of a publicist work is that an-
alytically separated from reality, the fact of current life as a fragment of reality
is transplanted into the author’s concept of reality. Thus, the synthesis of the
American news model and the traditional Ukrainian one combines the provi-
sion of factual material in analytical or publicist works.

Thus, we can claim that culture, updating its peripheral elements quite
easily, shows a strong reaction of rejection when it comes to its core, rejecting
elements that are alien to it. Therefore, we can talk about the manifestation
of a “protective reaction” (in our case — alternative forms of reflection of the
spiritual life of society in the news).

At the same time, after Ukraine gained independence, the authority of the
mass media was initially based on their manifestation as a particular branch
of power designed to protect democracy. It was assumed that the press would
make the government policy and its decisions transparent by performing feed-
back function in society. But now the mass media works, first of all, as problem
intensifier, replicating and imposing the interests of small groups and “their
masters” on society. The scandals are fomented, the values and culture of the
nation are “reformatted” destructively. Today, Ukrainian news channels depend
not so much on the state as on their audience, owners, sponsors and advertisers
(and the commercial interests of the owners and advertisers coincide with the
attention of the audience only partially).
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Conclusions

Thus, the cultural dimension of news reporting means the presentation
of a certain format of news of historical and collective experience of people,
national values, dominating in a certain ethnocultural community and pene-
trating the life and way of family life of its representatives, which are passed
from generation to generation and are inviolable in the consciousness of the
nation.

For news reporting, it is necessary to take into account cultural experience,
as culturally oriented media system influences on value and cultural orienta-
tions, their dynamics, as well as norms, ideas, positions, ideas that prevail in so-
ciety and affect its adaptability. The important circumstance for the ideological
vector of news reporting is the social interaction that dominates in society and
the state, which is influenced by national culture.

It is proved that in Ukraine, the processes of westernisation in the sphere of
culture affected the genre of news, and journalism itself moved away from the
post-Soviet one. It has become closer to the Mediterranean Model, but there
is also a significant influence of the American one. Ukrainian news of the in-
fotainment genre is created according to the American principles of providing
information, format and method of program contenting, and a presenter re-
mains a key person. Only the topics of discussion differ. The key influence of
the American model of news reporting on the Ukrainian media space is in its
focus on the level of information needs, information market laws, information
of production culture and consumption in the information society, as well as
the increase of the popularity of chaotic hierarchy of reports, the tendency to
the regularity of information flow, multimedia.

We also single out the directions of this influence: the striving to form
a positive image of the country through foreign news broadcasting; the balance
of “hard” and “soft” news, that is news where information prevails and those
where the public interest is more important; the decrease of commentaries and
increase of the number of facts; increase of balance of opinions.

Thus, with the spread of its influence, media culture reaches a new level in
cooperation with the mass media. Mass culture and postmodern mass media
discourse have also become attributes of today’s Ukrainian culture. The entry
of the news genre into a new phase of development allows qualifying them as
a subsystem that is the object of influence of the culture of society, and as its
subject. At the same time, the mass media is a channel that influences on cul-
tural priorities and changes in mentality. And the genesis of Ukrainian news
reporting as a subsystem of culture has added new qualities to it which have
signs of autonomy, secrecy and generalisation.
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Meta cTaTTi — BM3HAUUTM BIUIMB aMepPMKAHCbKOi HOBMHHOI >KypPHAJTiCTMKM Ha
Cy4yaCHMII CTaH MeZiampocTopy B YKpaiHi B KyJbTypOJIOTiYHOMY acmekTi. MeTomosmoris
IOCTIIKEHHST TIONSATAa€ Y BUKOPUCTAHHI KyJAbTYPOJIOTiUHOTO MiXOAYy, SIKMIA BKIIIOUAE
aHaji3 3MiH YKpaiHCbKOrO CYCHiIbCTBA i TpaHCchOpMAlil0 HOBUHHOI SKYPHaTiCTUKMU.

102



THEORY AND HISTORY OF CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 21 « ISSN 2616-423X (Online)

Penoprepcbki MeTOAM 3aCTOCOBYBAIMCSI [JiSI CIHOPUMHSTTS 1 iHTepmpeTalii HOBUH
i HOBMHHOI pO6GOTM >KypHasicTa. AHANITUYHMIT TiAXi# [OMOMIr BUSIBUTU BIUIUB
aMepUKaHCbKOI MOJiesli HOBMHHOI KYPHaIiCTMKM Ha AYXOBHY Ky/AbTypy YKpaiHu. Metop,
MOJIeJIIOBaHHSI 6YB 3aCTOCOBAHMIA JiII TIPOTHO3YBAaHHS MailOyTHHOI Mofeni yKpaiHChbKOi
HOBMHHOI >XYPHaJiCTUKM B MeZianpocTopi. IIOpiBHSIbHMIT aHai3 BUKOPUCTOBYBABCS
Mpu 3icTaBjlieHHI aMepMKaHCbKOI Ta YKPaiHCbKOi Mojeseli HOBUHHOI >KypPHaTiCTUKMU.
HaykoBa HOBM3HA MOJSTaEe y TOMY, 10 BIiepile OOCTiIKeHO KYIbTYPOJOTiUYHUIA acHeKT
BIUIMBY aMepUKAHCbKOI MOJedi HOBMHHOI >KYPHAIiCTMKM Ha Cy4YyaCHMIT YKpaiHCbKMIt
Me[iampocTip Ta CITPOrHO30BaHO MaiOyTHIO MO/IeTb YKPAiHCbKO1 HOBUHHOT JKYPHAJTICTUKU
B MeJianpocTopi.

BucHoBku. JloBeieHO, 110 3 MOIIMPEHHSM CBOTO BIUIMBY MeZiaKylbTypa BUXOOUTh
Ha HOBUII piBeHb y cmiBmpami i3 3acobamMyu MacoBoi iHdopmarnii. MacoBa KymbTypa
i mocTmomepHicTchbkmii muckypce 3MI cranm atpubyramMu ¥ ChOTOJNEHHOI YKpaiHChKOI
KyJAbTYpU. BXOIKEHHS KaHPY HOBMH y HOBY a3y PO3BUTKY A03BOJIsIE KBaTiikyBaTh iX
i IK migcucTemy, 1[0 BUCTYTAE 06’€KTOM BIUIMBY KYJIBTYPU CYCITIIbCTBA, i SIK ii cy6’ekT. [Ipn
ubomy 3MI € KaHa/IOM, L0 BIUIMBA€ Ha KyJbTYpHi MpiopUTeTH Ta 3MiHM B MeHTasiTeTi.
A reHe3uc yKpaiHCbKOI HOBMHHOI KyPHAQIICTUKHM SIK HiACUCTEMM KYJIbTYPU NOJAB iii HOBI
SIKOCTI, SIKi MalOTh 03HaKM aBTOHOMi3allii, 3aKPUTOCTi i reHepai3aliii.

Knrouosi cnosa: 3MI; MmenianpocTip; Ky/lbTypa; KyJIbTYpPOJIOTiYHNI BIUTUB; iH(opMalliiiHe
CYCIIiZIbCTBO; )KyPHAITiCTIKA; HOBMHHA KYPHaJIiCTMKA; aMepPUKaHCbKa MOJE/b.

KVJIBTYPOJIOTUYECKOE NU3MEPEHUE YKPANHCKOT'O .
MEJUAITPOCTPAHCTBA BO B3AUIMOJEVUCTBUNA C AMEPKAHCKOUN
MOJEJIbIO HOBOCTHOMU XXYPHAJIMCTHUKN

KpacHeHko Anekceii JIeoHUTOBUY

Acnupanm,

ORCID: 0000-0001-8398-8453, alexeykrasnenko@gmail.com,
Kuesckuii HayuoHaneHelii yHU8epcumem KyJavmypsl U UCKYCCM8,
Kues, Ykpauna

Llesb cTaThbM — OMpENeNUTh BIMSHUE aMePUKAHCKOV HOBOCTHOM KYPHAJIMCTUKY HA
COBPEMEHHOE COCTOSIHME MeMANPOCTPAHCTBA B YKpauHe B KY/IbTyPOJOTMYECKOM aCIIeKTe.
MeTomonorTnst MCCAeNOBAHMST 3aK/IIOUAeTCsI B VCIIOAb30BAHUU  KYIbTYPOJIOTUYECKOTO
MOJIX0MA, KOTOPBIN BKITIOUAET aHATM3 M3MEeHEeHU YKPanHCKOTOo 0611ecTBa 1 TpaHchopMarlinio
HOBOCTHOW >KYPHIUCTUKU. Peroprepckue MeTOAbl TMPUMEHSUIUCH JIST BOCIIPUSITUS
U MHTEPIpeTaluy HOBOCTEI ¥ HOBOCTHO PaboThl KypHANMUCTA. AHATUTUYECKUI TIOXO]T
TTIOMOT BBISIBUTD BJIMSIHME aMePUKAHCKOM MOZe/I HOBOCTHO# SKYPHAIMCTUKY HAa JYXOBHYIO
KyabTypy VYKpauHbl. MeTon MopenupoBaHusl ObUI TPUMEHEH [JIsl TIPOTHO3MPOBAHUS
Oymyiieit Momenu YKPAaMHCKON HOBOCTHOM JKYPHAJIMUCTUKM B MeAMAINPpOCTPAHCTBE.
CpaBHUTEbHBII aHAIN3 VICIIOMB30BAJICS ITPY COMIOCTABIEHNY aMEPUKAHCKO U YKPAWMHCKOM
MOjIeJieli HOBOCTHOI KypHa/IMCTUKY. HayuHast HOBM3HA 3aK/TIOUAETCSI B TOM, UTO BIIEPBBIE
UCCIeIOBaH KyJIbTYPOJIOTMUECKUIT aCMeKT BAMSHUS aMepPUKAaHCKON MOJeNIu HOBOCTHOW
SKYPHQIMCTUKY Ha COBPEMEHHOe YKpPauHCKOe MeAMAINpOCTPAHCTBO U CIPOTHO3MPOBAHA
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6yayiiast MoJieTb YKPauHCKO HOBOCTHOI JKYPHAIUCTUKY B MEAMATIPOCTPAHCTBE. BHIBOIBI.
IlokaszaHO, 4YTO C pacHIpOCTpaHEeHMEeM CBOEero BJIMSIHMS MeIOMaKy/lIbTypa BBIXOOUT Ha
HOBBI/I YpOBEHb B COTPYAHUYECTBE CO CPeICTBAMMU MaccoBOi mHbopmaiuu. MaccoBasi
KyJAbTYypa U TOCTMOAEPHUCTCKUIT nuckypc CMU cranmm aTtpmubyTaMu U CEromHSIIIHEN
YKPaMHCKOI KyJIbTypbl. BXOXKIeHMe KaHpa HOBOCTEI B HOBYIO ()a3y pa3BUTHSI TIO3BOJISIET
KBAIMPUIMPOBATh UX U KaK TMOJACUCTEMY, KOTOPAsl BBICTYMAeT 0OBbEKTOM BO3eiCTBUS
KYJBTYPbI 00IIECTBA, U KakK ee CyobeKT. [Ipu arom CMU SIBNISIOTCST KAHAJIOM, BAUSIONIMM Ha
KYJIbTYpPHbIE IPUOPUTETHI M 3MEHEHMSI B MEHTAIUTeTe. A reHe31C YKPaMHCKO HOBOCTHOM
SKYPHAJIMCTUKY KaK MOLCUCTEMbI KyJIbTYPbI IIPMUIAJL €/l HOBble KaueCTBa, KOTOPble MMEIOT
MIPU3HAaKM aBTOHOMM3aLMM, 3aKPbITOCTU Y TeHepaIn3aLiii.

Kniouegvie cnosa: CMU; MeamManpoCTPaHCTBO; KyJAbTypa; KyJIbTypOJIOTMYECKOe
BAUSIHUE; MH(POPMAIMOHHOEe OOINeCcTBO; SKYPHAINMCTMUKA; HOBOCTHASI >KYPHAIUCTUKA;
aMepMKaHCKasi MOJelb.
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The purpose of the article is to identify the role and importance of international
tourism in the process of the dialogue of cultures. The research methodology is based
on the application of general scientific methods, as well as activity-based and system-
based approaches, which made it possible to study scientific publications on this issue.
The scientific novelty lies in the analytical evaluation of the role and importance of
international tourism in the process of intercultural dialogue. In particular, it is emphasized
that international tourism in today’s globalized world is becoming one of the most effective
ways of expanding the interaction of the representatives of different cultures, a practical
method of principles of the cooperation at the international level. Conclusions. International
tourism, as a peculiar means of human inculturation, clearly demonstrates the dominant
features of contemporary world processes, including multiculturalism, mass displacement
of people, creation of new cultural communities, cultural integration and mobility. These
processes not only make possible regular contacts between the representatives of different
cultures, but also determine the features of intercultural communication. Effectively
responding to rapid social changes, constantly increasing human needs, offering new ways
to meet them, international tourism becomes both a factor and a kind of intercultural
communication, a form and means of dialogue between cultures. International tourism
effectively implements the function of interpersonal communication, the interaction of
carriers of certain cultural values and ideological stereotypes. International tourism builds
relationships of trust and understanding, coordinates the shared values of different cultural
communities, and, therefore, is a tool for establishing the dialogue between cultures. The
above mentioned allows us to state that the effectiveness of international tourism, which
today is perceived not only as a way of providing leisure activities of a person, but involves
relaxation and self-realisation of an individual, his adaptation to the changing realities of
the world.

Keywords: culture; dialogue of -cultures; international tourism; intercultural
communication.
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Introduction

The White Paper on Intercultural Dialogue “Living together in equality and
dignity”, approved by the Council of Europe Ministers of Foreign Affairs at their
118™ Ministerial Session (Strasbourg, 7 May 2008), emphasizes that “the dem-
ocratic governance of cultural diversity should be adapted in many aspects; in-
tercultural competences should be taught and learned; spaces for intercultural
dialogue should be created and widened; and intercultural dialogue should be
taken to the international level” ("Bila knyha", 2010, p. 4). The recognition of
the importance of the cultural interaction, which would facilitate the dialogue
between the peoples based on the understanding of the role of culture in the
life of each nation and world civilization, generally demonstrates the under-
standing of the irreversibility of most of the dominant sense guidelines and
principles of the functioning of various cultures in the globalized world. The
formation of the latter is less due to the social and political transformations
than to the active actions of people, in particular their free movement, which,
though pursuing different goals at different times, has always contributed to
the discovery of new lands and knowledge of the cultures of other peoples.

Complex and contradictory relations between nations in the contempo-
rary world require the search for adequate means of motivating people’s cog-
nitive interests as a stimulus to preserve cultural and historical heritage, solve
cross-cultural conflicts, and create a positive image of the country and its pop-
ulation in the world. Not the least role in this is played by international tourism
as a kind of means of human inculturation, a specific form of the organization
of social and cultural reality.

The importance of international tourism in the process of cultural di-
alogue is confirmed by the expansion of the range of scientific research in
the framework of turismology — a science that studies various aspects of
tourism, in particular social and cultural, and is considered to be one of the
promising areas of theoretical research. Philosophers, sociologists, cultur-
ologists and representatives of other fields of knowledge study tourism not
only as an element of communication, including international N. Bereznitck-
aia (1999), S.Bogdanova (2005), A. Lyzin, (2005), E. Moshniaga (2011), but
also as a tool for dialogue of cultures and civilizations, as a way of cultural
interaction in the contemporary world O. Alkhutov (2009); L. Apanasiuk
(Apanasiuk & Egorova, 2017), O. Kostriukova (2012), etc. Thus, N. Bereznitck-
aia (1999) carried out a cultural analysis of the communicative potential of
tourism, which gave the author the opportunity to consider tourism as a form of
communication. S. Bogdanova (2005) considered specific communication tech-
nologies in tourism. A. Lyzin (2005) in her work discovered and characterized
the features of intercultural communication. E. Moshniaga (2011) identified
the main regularities of the development of intercultural communication in the
system of international tourism and the features of their manifestation in the
context of globalization and opposing trends to preserve cultural diversity and
dialogue of cultures. The work of A. Alkhutov (2009) is associated with the cul-
tural analysis of trends in the development of cultural tourism, studying it as
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a “mechanism” that stimulates the formation of the intercultural interaction,
which affects the creative abilities of a person, using it as a form of “people’s
diplomacy”. O. Kostriukova (2012) studied tourism as an effective tool for the
dialogue of cultures and civilizations in the contemporary world. L. Apanasiuk
(Apanasiuk & Egorova, 2017) studied the international tourism activities in the
development of the intercultural communication, O. Kostriukova (2012) stud-
ied tourism as an effective tool for the dialogue of cultures and civilizations in
the contemporary world.

Purpose of the article

The purpose of the article is to identify the role and importance of interna-
tional tourism in the process of the dialogue of cultures.

The research methodology is based on the application of general scientific
methods, as well as activity-based and system-based approaches, which made
it possible to study the scientific publications on this issue.

Main research material

Communication across cultures has been understood by various research-
ers at different times as a way of preserving cultural diversity, overcoming the
tragic incompatibility of cultures as a means of world culture formation and
establishment of the internationalism. In particular, M. Bakhtin considers it
as a form of communication between different cultures, stating that “culture
exists there, where there are two (at least) cultures”, and further: “the self-con-
sciousness of a culture is a form of its being on its borders with other culture”
(Bibler, 1991, p. 85). In fact, all of M. Bakhtin’s reflections on culture, as em-
phasized by V. Bibler (Bibler, 1991), have a single meaning (idea) — dialogue,
and all reflections on a dialogue also have one meaning (idea) — culture (Osad-
chii, 2001). Dialogism in the context of culture (being of culture ... the meeting
of cultures ... mutual understanding of cultures), according to V. Bibler, is an
almost universal phenomenon, an ontological basis, and the “dialogic fabric of
the human life” — when culture is fully developed in interaction, it returns to its
“borders” and then re-enters into interaction (Osadchii, 2001).

Taken into consideration that any culture is both a carrier of a system of
values that have a general civilizational meaning and a system of values that
have a specific colouring, when the two cultures meet in dialogue, these value
systems do not merge and do not mix, each retains its unity and open integrity,
while mutually enriching, forming an unsurpassed background of world cul-
ture. Despite this, due to the blurring of the traditional boundaries and mixing
of the values of different cultures, individual nations may find themselves (and
it is happening now) in a situation where they have to abandon, at least partial-
ly, their moral and ethical norms extrapolated from the past. This is especially
true of irrational/pre-rational taboos and rituals, which can be considered to-
day as archaism or a sign of backwardness. The rejection of standards itself is
not a sign of degradation. An existential sense of freedom of the Other and love
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alone is enough - they open up knowledge about the Other, and therefore in
this case it becomes clearer what actions in the society are not agreed with the
principles of freedom and love in other cultures. This refusal is only the result
of the implementation of the universal principles of freedom, and in the state
understanding — of democracy in the current view.

V. Bibler, the developer of the doctrine of the dialogue of cultures, noted:
“The cultures of Europe, Asia, and America “crowd” in the same consciousness;
they cannot be placed on the “ascending” line (“higher - lower, better-worse”).
The simultaneity of different cultures strikes the eye and mind, becomes a real
phenomenon of an everyday life of a contemporary man. At the same time,
there is a strange combination of historical, ethnographic, archaeological, art
studies, and semiotic forms of the understanding and definition of culture”
(Bereznitckaia, 1999, p. 222). This, according to V. Mezhuiev, is the wisdom of
our time, that is, in “recognizing each culture’s right to independent existence,
in upholding the principle of equality of all cultures, which excludes not only
any culture-centrism, but also any claim to spiritual leadership on the part of
a separate culture” (Gekhinskii, 2018).

The role of retransmitters of foreign cultural experience, as well as the
means of forming the readiness of different cultures to its acceptance or re-
jection, is better performed by direct contacts between the peoples of various
countries, in particular those involved in the mass tourism industry. It is mass,
or rather international tourism that makes it possible to understand the ex-
istence of different nations and the specifics of their cultural and historical
heritage, which potentially becomes one of the most important means of pro-
moting understanding, trust and goodwill among the peoples of the world. That
is why the researchers define responsibility, tolerance, rejection of violence,
trust, openness to participation, peace, the idea of cultural equivalence and the
principle of hospitality as the ethical aspects of the dialogue of cultures, which
becomes the basis of the “I-Other” relations (Nazarenko, 2003, p. 2).

Throughout the history of mankind, mass travel has always accelerated
the processes of economic and cultural interaction, as well as intensified the
cross-cultural communication, contributing to the integration and interpen-
etration of cultures, self-improvement and self-realisation of individuals, the
establishment of trusting relationships, mutual understanding and tolerance
between representatives of different societies. Especially when, according to
J. Huizinga, the author of the concept of Homo ludens, “the legitimacy of the
“friend — or enemy” approach is rejected and the claims of one’s own people
are not accepted as the highest norm” (Huizinga, 2011, p. 137). Therefore,
tourism performs not only recreational, but also an important humanizing
and integrating function, forming certain fundamental basis of global solidar-
ity (Slobodeniuk, 2003, p. 3). It is no accident that tourism is understood as
a factor of humanization of relations between the peoples (E. Slobodeniuk),
the dialogue of cultures (O. Kostriukova), the method of interaction of cultures
(A. Alkhutov), a practical method of elaboration of principles for cooperation
at the international level (A. Karamasheva), the mediator in the intercultur-
al and interpersonal communication (A. Korzhanova), the factor of synergy of

108



THEORY AND HISTORY OF CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 21 « ISSN 2616-423X (Online)

cultures (Ya. Liubyvyi), a natural way for the building of bridges and the rap-
prochement of cultures (T. Rifai), significative modality of social and cultural
change (M. Budko), etc. This vision of tourism, and this is fully applied to the
international tourism, reveals its ability to be a means of forming a dialogue
between cultures, a means of interaction between different cultural worlds that
seek a common development of the global informative and communicative civ-
ilization.

Monologue, dialogue and polylogue are the possible ways of organizing
the intercultural communication in tourism (Kuzmina, 2005). In the context
of a monologue, tourist resources are exploited without taking into account
local specifics and attempts to familiarize guests with the peculiarities of lo-
cal culture. Dialogue provides an opportunity to understand the diversity of
the world, and also through the comparison with the other cultures to better
understand and explore your own culture. However, sometimes the result of
a dialogue can be a conflict of cultures, which occurs as a reaction to the other
unusual traditions and rules of behaviour. Under the condition of a polylogue,
several cultures are involved in the interaction, and the situational character
and spontaneity of such communication contributes to a kind of mutual rep-
lication of their values. These three methods of intercultural communication
can occur at the ethnic, national, and civilizational levels (Kuzmina, 2005). An
example of the cultural interaction at the ethnic level is ethnographic tourism,
the purpose of which is to familiarize with the distinctive features of the local
entities, the national level is represented by the international tourism (Kuzmi-
na, 2005), which is actually becoming a form of the dialogue between cultures.

As one of the most important fundamental forms of mass intercultural
contacts, which implies the involvement of various segments of the popula-
tion, international tourism not only expands the number of channels of cultur-
al communication, but also forms the basis of productive relations and mutual
understanding between cultures (Solianyk, 2004). And by preserving cultural
identity and individuality, it contributes to the mutual enrichment of cultures.
So, tourism as a dialogical form of meeting of cultures, on the one hand, contrib-
utes to the activation and deepening of the cultural awareness and self-iden-
tification of the traveller, and on the other — leads to the mutual enrichment
of cultures through the exchange of original cultural experiences, which in the
methodological context resonates with the statement of M. Bakhtin about the
result and consequences of the dialogue. According to the researcher, this is
a synthesis, merging of different points of view or positions into one common,
mutual enrichment of different cultures as long as preserving its own culture
(Bakhtin, 1986, p. 360).

Undoubtedly, the contemporary globalized world is difficult to imagine
without the direct interaction of the representatives of different cultures.
Cultural dialogue is the most universal principle that ensures the self — de-
velopment of cultures in space and time, which, in its turn, are the product of
the dialogue - interaction, communication of people and cultures — inter alia,
through international tourism. It is the latter that allows different cultures to
assert themselves, declare their value dominants, and also compare and corre-
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late them with the others. At the same time, the dialogue of cultures as an in-
tercultural communication is primarily understood as interpersonal communi-
cation, since it is a space for perception and understanding of attractors of the
representatives of the local cultures and is implemented exclusively at the in-
terpersonal level. It is no accident that E. Hall, an American anthropologist and
cross-cultural researcher, considering culture a kind of iceberg, where the most
important parts of culture are “under water”, and the obvious — “above water”,
argues that a full knowledge of culture can occur only through direct contact
with this culture or through interpersonal interaction (Bezuglova, 2014). It is
at the interpersonal level of communication that the carriers of certain cul-
tural values and world-view stereotypes meet, with the help of which a person
perceives the surrounding realities, formulates goals and chooses appropriate
patterns of behaviour. The coincidence of attractors becomes the basis for the
dialogue development, as a result of which various dialogical situations arise at
the personal and inter-ethnic levels — from complete denial to complete per-
ception or selective choice of values, norms, customs and traditions of another
culture.

Thus, international tourism, which has the ability to change significant-
ly both social and cultural priorities, actually forms the skills necessary for
Homo viator to coordinate interests with the representatives of other cultural
worlds during inclusion in the processes of consolidated activities. “...People
must learn to move beyond culture and adapt it to the era and to their own
biological organism”, that is, a person needs the experience of other cultures
just as any culture “requires interaction with other cultures in order to survive”
(Elbeshauser, 2012, pp. 26-27). As a result of the international travelling, Homo
viator forms a new way of world perception and attitude, important features of
which are tolerance, cosmopolitanism, internationalism, readiness and loyalty
to meet with another culture, intercultural competence, and so on, which play
a significant role in the formation of the dialogue of cultures.

“...social and integrating mechanisms of mutual involvement of people —
love, participation, friendship, solidarity, sacrifice, the desire for unity, etc.
(...), spatial attraction, the desire to travel, overcome borders, preserve and
share with each other memories, knowledge, experience” ( ... ) are best dis-
played in the international tourism, and this, in V. Ionesov’s opinion, in ad-
dition to all the above, contributes to “overcoming ontological alienation and
generic anthropological disunity” (Ionesov, 2012). Therefore, the tourism at the
interpersonal level can be understood as dialogical in its nature form of meet-
ing of cultures, which, as noted above, deepens the processes of self-awareness
and identity of the traveller, and, on the other hand, — promotes the exchange
between different cultural systems, and, accordingly, the acquisition by their
representatives of various authentic cultural experiences.

Therefore, tourism today - as a reflexive form of interaction, partly the
one that is distant from everyday life and covers different segments of the
population regardless of social status, age, education — this is actually a new
mass form of communication in space and time, which forms the basis of the
dialogue of cultures. The latter creates a new sociocultural reality, which com-

110



THEORY AND HISTORY OF CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 21 « ISSN 2616-423X (Online)

bines the ethnic and national traditions of various social communities, the
boundaries between the peculiarities of their existence are blurred - the inter-
culture appears.

Conclusions

International tourism is an integrative phenomenon, a peculiar means of
human inculturation, a specific form of the organization of sociocultural reality.
International tourism clearly demonstrates the dominant features of contem-
porary world processes — globalization, informatization and related phenome-
na — multiculturalism, mass displacement of people, creation of new cultural
communities, extraterritoriality, hospitality, freedom, cultural integration and
mobility, which, in fact, make possible regular contacts between the represent-
atives of different cultures and determine the features of intercultural commu-
nication in the current circumstances. The basis for the increased activity of
international tourism and the realisation of its communicative potential is the
intention of the need for hospitality, the expansion of its borders and forms. Ef-
fectively responding to rapid social changes, constantly growing human needs,
and offering new ways to meet them, international tourism becomes both a fac-
tor and a kind of intercultural communication, a form and means of dialogue
between cultures.

The dialogue of cultures is primarily interpersonal communication, inter-
action of carriers of certain cultural values, world-view stereotypes, through
which a person perceives the surrounding realities. This function is realized
in the best way by international tourism, which is a factor in the expansion
of channels and development of intercultural communication, which through
social interaction at the individual and group levels contributes to effective
globalization, forms relationships of trust and understanding, coordinates the
shared values of various cultural communities, and therefore is a tool for estab-
lishing a dialogue between cultures.

The prospects for further research in the sphere of international tourism
are to find out the main directions and forms of its influence on the national
culture and on this basis to develop specific proposals for improving the sys-
tem of its development, as well as making appropriate recommendations for
strengthening of cultural policy in Ukraine.
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Merta cTaTTi — BUSIBUTU POJIb i 3HAUEHHS MIKHApPOLHOIO TypuU3My Yy Ipolieci giajory
KyJIbTyp. MeTOLO/OrisT NOCTiIKeHHSI I'PYHTYETbCS Ha 3aCTOCYBaHHI 3aralbHOHayKOBUX
METO/IiB, a TaKOX [isZTbHICHOTO Ta CUCTEMHOTO ITiXOMiB, SIKi Aajay 3MOTY OMpalfoBaTu
HaykoBi myb6umikaii 3 o3HaueHOi mpo6memu. HaykoBa HOBM3HA TIOMSITAE Y aHATITUIHOMY
OL[iHIOBaHHi pOJIi i 3HAUEHHS MDXKHAPOLHOTO TYPU3MY Y IPOLIeci fialory KyabTyp. 30KpeMa,
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HaroJIouieHo, M0 MKHAPOIHUI TYpU3M y CyuacHOMY IVI06aIi30BaHOMY CBIiTi CTA€ OIHUM
i3 Haibinpmr edeKTUBHMX CIIOCOOIB PO3IMIMPEHHS B3a€MOAil MpPeNCTaBHUKIB Pi3HUX
KYJAbTYDP, TPAKTUYHUM METOOM BUPOOJIEHHSI TIPUHIIMITIB CITiBIIpal[i Ha MiKHAPOZHOMY
piBHi. BucHOBKM. MikHApOZHMIT TYypU3M SIK CBOEPiOHMII 3acib iHKyabTYypalii JroauHMu
BUPA3HO [OEMOHCTPYe€ JOMIiHYIOUi O3HakM CydyacHUX CBIiTOBMX TIPOLIECiB, 30Kpema
MYJIbTUKYAbTYpasai3My, MacoOBOTO IepeMillleHHSI JIofell, TBOPEeHHSI HOBUX KyJbTypPHUX
CIiIBHOT, KYJAbTYpHOI iHTerparii ta Mo6inbHOCTI. LIi TIpoliecu He JMie YMOXKIVBITIOIOTh
peryasipHi KOHTAKTY MiX TTPeICTABHUKAMU Pi3HUX KYJIbTYD, a /i BUSHAYAIOTh OCOOIMBOCTI
MDKKYJIBTYPHOI KOMYHiKallii. JlieBo pearyoun Ha IIBUAKOIUIMHHI CYCIiNbHI 3MiHU, TIOCTi/iHO
3pOCTaioui MOTpebu JIIOAVHMU, TTPOTIOHYIOYM HOBi NUISXM iX 3a/I0BOJIEHHS, MiXKHAPOAHUI
TYypU3M CTa€ i UMHHMKOM, i CBOEPIZHUM Pi3HOBUIOM MIKKYJIBTYPHOI KOMYHiKallii,
dopmoro i 3acobom gianory KyabTyp. MiskHapogHuUii TypusM eeKTUBHO peastidye QyHKIIi0
MiKOCOOMCTICHOTO KOMYHIKYBaHHSI, B3a€MOJii HOCIiB TMEBHUX KyJIbTYPHUX IIiIHHOCTEI
i cBiTomsImHUX cTepeoTumiB. MikHapogHMii TypusM QOpMYye BiZHOCMHM [OBipM Ta
B3a€EMOPO3YMiHHS, KOOPAMHYE CIIiIbHI L[IHHOCTI Pi3HUX KYJIbTYPHUX CIIJIBHOT, a BifgTak
€ IHCTpyMEHTOM BCTaHOBJIEHHS JiajoTy MiX KyJabTypaMmu. BullleBukiageHe ga€e MigCcTaBu
CTBEPIKYBATH, 110 e(eKTUBHICTh MIXKHAPOHOTO TYPU3MY, SIKUI CbOTOHI CITPUITMAETHCS
YK€ He JMIle SK CIIoCiO 3abesreveHHs OO3BIUIEBOI MisZTBHOCTI JIIOOVMHM, IIOJSITa€E
i B penakcarii, i B camopeaniszailii iHauBiga, iioro agamnTaliii g0 3MiHIOBaHUX peasiit
OTOYYIOUYOTO CBiTY.

Kntwouosi cnosa: xynbTypa; Aianor KyabTyp; MiKHapOZHWUII TypU3M; MiKKYIbTYpHa
KOMYHiKallisl.
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Ilesb CTaThyi — BBISIBUTb POJIb ¥ 3HAUEHME MEXKIYHApPOAHOTO Typu3Ma B Ipoliecce
nuajora KyJabTyp. MeTomoorust MCCIeoBaHust OCHOBaHA Ha TPUMeHEeHUY 06IeHayIHbIX
METO/IOB, & TAK)KE IeITeTbHOCTHOTO ¥ CUCTEMHOTO MTOJX0I0B, KOTOPbIE MTO3BOIUIN U3YUUTh
Hay4yHble MyOAMKAIMM MO 0003HAUEHHO! mpobreme. HayuHas HOBM3HA 3aK/IHOYAETCS
B aHaJUTUYECKO) OIl€HKe POy ¥ 3HAueHMs MeKIYyHapOIHOro Typu3Ma B Tpoliecce
IMajora KyJabTyp. B 4acTHOCTH, OTMEUEHO, UTO MEXAYHAPOIHbIA Typu3M B COBPEMEHHOM
m106aMM3MPOBAHHOM MMpE CTAaHOBUTCS OHUM U3 caMbiX 3(GGEKTUBHBIX CITOCOGOB
pacuiMpeHusi B3aMMOMENCTBUSI TIPEICTaBUTeNell pasHbIX KYJIbTYp, MPAKTUUECKUM
METOIOM BbIPaGOTKM MPUHIIMIIOB COTPYIHNUECTBA HA MEKAYHAPOJHOM YPOBHE. BHIBO/BI.
MekayHapOaHbIi TYypuM3M KaK CBOeOGpasHOe CPEeNCcTBO WMHKY/IbTypallMy deloBeKka
OTYETIMBO IEMOHCTPUPYET AOMUHUPYIOIME TPU3HAKM COBPEMEHHBIX MUPOBBIX IIPOIIECCOB,
B YACTHOCTY MYJIbTUKY/IbTYPaaM3Ma, MacCOBOTO MEPeMEeIeHNs TIOfei, CO3MaHuss HOBbIX

114



THEORY AND HISTORY OF CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 21 « ISSN 2616-423X (Online)

KYJABTYPHBIX COOOIIECTB, KYJIbTYPHOW MHTETpaluu M MOOMIBHOCTU. DTU TIPOIECChI He
TOJIBKO JIeJIAI0T BO3MOXKHBIMMU PETY/ISIPHbIE KOHTAKThI MEKAY MIPEICTABUTESIMY PAa3TNIHbBIX
KYJBTYD, HO U OMpPEEJISIOT 0COOEHHOCTY MEKKY/IbTYPHOI KOMMYHMKAIVK. [[eliCTBEHHO
pearupyst Ha CMIOMUHYTHbIE MU3MEHEeHUs B 00IIeCTBe, TOCTOSTHHO PACTYIIVe MOTPe6HOCTH
yeJioBeKa, rpejijiarasi HoBble IMyTY UX YI0BIeTBOPEHMSI, MEXXTYHAPOIHbII TYyPU3M CTAHOBUTCS
1 (hakTOpOM, U CBOEOOPA3HOI PAa3HOBUIHOCTHIO MEXKY/IBTYPHOV KOMMYHUKALIVIY, GOPMOTi
Y CPe[ICTBOM JIMaJIora Ky/abTyp. MeXXayHapoaHblii Typu3m 3 (GekTUBHO peanusyeT GyHKIINUIO
MEXJIMYHOCTHOTO KOMMYHUIIMPOBAHMSI, B3aMMOMENCTBUSI HOCUTENE OIpeae/leHHbIX
KyJAbTYPHBIX IIEHHOCTEi U MMUPOBO33PEHUYECKUX CTePeOTUIIOB. MeXIyHapOIHbIN
Typu3M (OpMUPYeT OTHOIIEHMSI TOBEpPUS UM B3aMMOTIOHMMAHMS, KOOPAMHUPYET 0OIIue
LIEHHOCTU PAa3IUYHBIX KYJIbTYPHBIX COOOIIECTB, & IIO3TOMY SIBJSIETCSI MHCTPYMEHTOM
YCTAHOBJIEHUS AMANOra MeXAy KyJabTypamMu. BbIIen3noskeHHOe IMMO3BOJSIET YTBEPXKIATh,
4yTO 3¢h(HEKTUBHOCTh MEKIYHAPOISHOTO TypMU3Ma, KOTOPbIi CErOIHS BOCIIPUHMMAETCS y3Ke
He TOJbKO KakK CIIOC06 oOecrieueHust TOCYTOBOM [IesITeIbHOCTY YelOBeKa, 3aKITH0YaeTCsl
U B pejlakcaliuyu, ¥ B camMopeanu3alyM WHAVBUIA, €ro afalTaluy K M3MEHSIOMMCS
peanusiM OKPYKaloliero Mupa.

Kntouesvie cnosa: KymbTypa; IUAOT KyIbTYP; MEKIYHAPOLHbBIN TYPU3M; MEXKKY/IbTYPHAST
KOMMYHUKAIUS.
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The purpose of the article is to analyse the practice of forming a system of Soviet
holidays and ceremonies with a critical mind, to reveal their inhumane, totalitarian nature
and tasks and objectives mismatching to a democratic society building. The article uses
general scientific methods of analysis and synthesis. The historical approach helped to
accumulate primary data obtained from primary sources and literature on the selected
topic. The axiological method made it possible to consider the value content and social
value of Soviet ritualism. The scientific novelty of the article is determined by the fact that
for the first time in domestic culturology the processes of introduction and transformation
of Soviet holidays and ceremonies in Ukraine are covered in the context of the formation of
the ideology of the totalitarian regime. The concrete facts show that from the very beginning
the Bolshevik government pursued a policy of forced secularisation of the population,
ousting from life (primarily public) all forms and manifestations of religious and traditional
folk rituals. Conclusions. In its development, Soviet holidays and ceremonies went through
several stages, each of which corresponded to a certain period of formation of socio-
economic relations in the Soviet Union, an urgent task in the field of transformation of
ideology and culture. The core of the system of holiday dates of the “red calendar” were the
anniversaries of the Great October Socialist Revolution, the Day of International Solidarity
of Workers, the Day of the Paris Commune. The official models and scenarios of these
celebrations took canonical forms during the years of complete domination of Stalin’s
totalitarian dictatorship. The so-called new socialist customs and rites suffered from
excessive regulation, false pathos, the overdose of communist propaganda, and therefore,
not in vain, they were compared with artificial flowers. One of the main shortcomings of
the Soviet all-Union ritual, which eventually led to its complete bankruptcy, should be
considered complete disregard for the identity of the culture of individual peoples who
inhabited the USSR.
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Introduction

Throughout the post-Soviet and post-Socialist states, the cardinal trans-
formations of the last decades have been carried out under the slogans of liber-
ation from the totalitarian past, deideologization of all spheres of spiritual and
social life. This tendency manifests itself in the refusal of old ideological myths
and doctrines, in the shift away from the canons of rigid programming and po-
litical formality. The loss of interest in holidays, customs and traditions of the
socialist era, associated with the underlying values, is observed everywhere.
Along with the destruction of “Soviet civilisation”, there is an accelerated pro-
cess of decomposition of the nationalised and centralised “socialist festive and
ceremony system”. Consequently, the one-dimensionality of a single exempla-
ry standard disappears together with the sense of belonging to a specific “inter-
national community” (in fact, artificially invented one).

Each ethnic and social community (tribe, people, state, nation) forms its
own calendars comprising the dates of holidays, customs and traditions. Such
calendars reflect previous historical experience of the community and outline
the prospects for the future. This is fully applicable to modern Ukrainian so-
ciety, which is on the path of transition from “planned socialism” to a market
economy, from Bolshevik totalitarianism to liberal democracy.

The current reconstruction of the festive and ceremony system in Ukraine
should be regarded as an evolutionary form of transition, which involves the
gradual replacement of ritual traditions, their modernisation and consolida-
tion in the family, social and domestic spheres. According to the philosophers’
observations, the transformation process includes “... and destruction, and
alteration of the old, and its adequate reproduction, and hybridisation of the
old and new, that is, mixed forms. Transformational movement is multivariate”
(Krymskyi, 2003, p. 208).

Throughout the entire Bolshevik Regime, the issue of Soviet holidays and
ceremonies was covered in scientific literature and journalism in an apolo-
getic manner. The newly created elements of socialist culture were glorified
and propagandised in every possible way as “an important means of Commu-
nist education of workers”, “a reliable mechanism for establishing the Soviet
way of life”, “an effective method of combating religious and nationalistic
holdover”, etc. Western political scientists initiated the critical direction of
historiography towards assessing the so-called Communist traditions and
rituals. It became relevant in the countries of the former “Communist bloc”
only after its collapse and the wreck of the entire system of ideological cen-
sorship.

An important theoretical and methodological reference point became the
pioneer work “Totalitarian State” by Zhelyu Zhelev, a Bulgarian philosopher.
Depending on objective documentary materials, the scientist proved that “there
is no significant difference between the Nazi and Communist political systems,
but if there is any - it is not in favour of communism” (Zhelev, 1991, p. 7).

At the turn of the 20™ and 21% centuries, some new studies appeared that
debunked the dogmas and mythologems of “Soviet civilisation”. It is worth giv-
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ing prominence to those that have helped us to highlight our issues in a meth-
odological and meaningful way.

R. Ivanova, a Bulgarian ethnologist, who studied the transformation pro-
cesses of the festive sphere, found a lot in common with folklore and traditional
ritual culture in them. She suggests treating holidays, rallies and demonstra-
tions of the liberation from totalitarian regimes period as a kind of transitional
rites (rites de passage) on the verge of two epochs. Besides, she distinguishes an
ancient folklore model of festive behaviour in political slogans, implying that
“the top” is thrown down, and “the bottom” is raised. Thus, the central mytho-
logical triad of “life-death-new life” is resurrected in the modern political dis-
course (Ivanova, 1997, p. 320).

The “Rites and holidays” research by A. Riznyk and A. Hrytsenko was pub-
lished in 1998, when the process of decommunisation was just gaining momen-
tum in our country. This did not prevent the authors, rejecting Soviet ideologi-
cal clichés, from developing an innovative concept of the festive and ceremony
culture evolution on the territory of Ukraine from the pagan era to the present
day. They regard a holiday and celebration as phenomena of popular culture,
which are clearly based on “splitting into a sacral and secular, actually leisure,
part” (Riznyk & Hrytsenko, 1998, p. 482).

The archetypical construction of a holiday is interestingly interpreted by
ethnologists A. Abramian and A. Shagoian. In their opinion, Soviet holidays are
subject to the general rule of transition from the structure to anti-structure,
from the Universe to Chaos. Moreover, they assume that pompous parades,
along with demonstrations, are “a kind of super-compressed model of Soviet
society” (Abramian & Shagoian, 2002, p. 37).

The publication by Yu. Kahanov (2013), containing an extensive documen-
tary material, reveals the ideological aspect of Soviet holidays’ introduction in
Ukraine and the manifestations of oppositional public mood towards this po-
litical campaign.

The author of these lines has also contributed to the disclosure of the spec-
ified issues (Kurochkin, 2014; 2018). The subject of our analysis was trends
in the development of the festive and ceremony culture of the last century in
Ukraine. As the research materials have demonstrated, such a mass form of
human activity is sensitive to changes in the socio-economic, political and cul-
tural environment, thus confirming the fact that no one and nothing can avoid
the pressure of history. It is worth providing the idea of K. Zhigulskii, a Polish
sociologist, now, that is: “The festive rites can be explained only in the light of
historical knowledge” (Zhigulskii, 1985, p. 141)

Purpose of the article

The purpose of the article is to analyse the practice of developing the sys-
tem of Soviet holidays and ceremonies with a critical mind and to reveal their
anti-human, totalitarian nature as well as its inconsistency with the tasks and
objectives of building a democratic society. General scientific methods such as
analysis and synthesis have been applied in the article. The historical approach
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contributed to the accumulation of primary data obtained from original sourc-
es and literature on the chosen topic. The axiological approach allowed us to
consider the valuable content and social value of Soviet ritualism.

Main research material

Having come to power under the flag of democratic individual rights and
freedoms together with all workers’ equality, the Bolsheviks, in reality, built
a barrack-type society in the USSR, where the institutions of democracy were
unrecognisably distorted. However, they continued to be declared.

In their development, Soviet holidays and rites have passed through several
stages. Each of them corresponded to a certain period of socio-economic rela-
tionship formation in the country of the Soviet Union and urgent tasks in the
field of the ideology and culture transformation. From the very beginning, the
Bolshevik regime implemented a policy of forced secularisation of the popula-
tion, within the framework of which all forms and manifestations of religious
ritualism were consistently banned and ousted from everyday life (the pri-
marily public one). Clergymen of both Christian and non-Christian faiths and
denominations became the victims of cruel and mass repressions. The Soviet
authorities persecuted the clergy and believers, destroyed churches, and plun-
dered cult values. The Soviet rule separated Church from the state, school from
Church and established freedom of faith and atheism. Besides, it abolished all
the privileges for the clergy and introduced legal regulation of marriage and
family relations to devalue the influence of the Church on the population.

The foundations of the Soviet festive and ceremony system were laid in
the 1920s, the period of the so-called “Red Ceremonialism”. At that time, “red
weddings”, “red baptisms”, public dirges and “red funerals” started to be held
to resist the Church ceremonialism. The most active members of the Komso-
mol and the Party organised “red Easter” and “red Christmas”, accompanied by
mass-agitation performances and entertainments.

The widespread celebration of “Komsomol Christmas” or “red Kolyada”
took place in Ukraine in 1922-1923. The “hurrah-for-atheism” attitude is viv-
idly expressed in the revolutionary slogans of this epoch:

The old bends

And rubs against ash.

The gods escape the altars.

(The “Selianska Pravda” newspaper, 1922).

The newly proclaimed Soviet regime applied such common forms of mass
political agitation as meetings, demonstrations, processions with red flags, the-
atrical performances dedicated to revolutionary events and memorable dates.
In these planned events, A. Lunacharskii notices a spontaneous manifestation
of folk art and an unprecedented enthusiastic drive of people of the new socie-
ty. He pathetically declared in 1920: “It is absolutely indisputable that popular
fests have always been and will remain the main artistic product of the revolu-
tion” (Lunacharskii, 1981, p. 84). Unfortunately, the next step in the history of
Soviet society failed to confirm this optimistic prophecy.
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According to the plan of the Bolshevik ideologists, the “new Soviet ceremo-
nialism” was supposed to fundamentally differ from the old one - a religious and
deeply alien mindset of the socialism builders. However, they did actively use the
models and canons of Church festivities, transforming them in their own way: lit-
urgies gave way to party meetings, short hymns and acaphistus — to revolutionary
songs, icons and crosses — to portraits of the leaders of the revolution, and so on.

The red five-pointed star became an indispensable attribute of Soviet hol-
idays. It symbolised brotherhood and solidarity of workers from all continents
of the Earth. At first, there were a plough and a hammer depicted on the star —
the tools of a peasant and a worker. In 1922, the plough and hammer were re-
placed with the hammer and sickle (Gavriliuk et al., 1988, p. 93).

In the first years after the Bolshevik Revolution, a new tradition was set up,
namely to celebrate “Communist subbotniks” as a form of voluntary work for
the general welfare. According to the ceremony, a short meeting was held before
the start of the subbotnik. The meeting was followed by delivering an order, due
to which the participants dispersed to their workplaces to the strains of an or-
chestra, singing revolutionary songs and carrying banners. In rural culture, new
forms of labour ceremonials arose. They were associated with the rejection of
the old equipment (“burial of the sokha”), as well as the approval of a new one
(greeting of the first tractor and other agricultural machines). It is important
to note that the “Red Ceremonialism” of the 1920s had a political campaign
nature. It was marked by elements of formalism, declarativity, militant atheism,
and therefore it failed to find a widespread support among the masses.

To establish in Russia the same reckoning as other countries had, the Gre-
gorian calendar was brought into force replacing the Julian calendar, which
lagged by 13 days, by the decree of the Council of People’s Commissars on Janu-
ary 24 (February 6). It was also the time when the process of creating a new sys-
tem of memorable holiday dates began, inheriting the experience of the Great
French Revolution of 1789-1793. The core of the “red calendar” was the anni-
versary of the Great October Socialist Revolution, International Workers’ Soli-
darity Day - the 1st of May, the Day of the Paris Commune. Official models and
scenarios of these celebrations acquired canonical forms at the second stage
of the system of Soviet holidays and ceremonies formation during the years
of complete dominance of Stalin’s totalitarian dictatorship. In the Bolshevik
mythology, the October of 1917 was perceived as a holiday of “primordium”,
a memorable milestone, from which the entire subsequent history of “progres-
sive humanity” was counted. In Soviet times, this holiday was qualified as the
most important “holiday of holidays”, as “an international holiday of all Sovi-
et peoples and at the same time a national holiday of each nation” (Kampars
& Zakovich, 1967, p. 45). The main idea of the October celebrations was realised
in the public sphere with the help of such proven means of festive integration
as parades, demonstrations, solemn assemblies, meetings, concerts, athletic
shows, etc. All these events were carefully prepared and organised. The sce-
narios of festive celebrations, approved in the party bodies, clearly defined the
necessary slogans, attributes, the number of participants, responsible persons
and completely excluded any improvisation and amateur activity.
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Cultural specialists V. Riznyk and A. Hrytsenko (1998) note: “The centrali-
sation of the “festive business” in the USSR led to the development of a stand-
ard and consistently observed scheme of holding festivities, which in each case
differed only in the degree of completeness (depending on the level of the po-
litical significance of the holiday)” (p. 491).

May Day also belonged to the rank of central and fundamental holidays. It
was established in honour of the heroic demonstration of Chicago workers on
May 1, 1886, when thousands of people took to the streets of the city to demand
an 8-hour working day and better working conditions. The demonstration was
shot, which caused a wave of outrage in many countries around the world. In
July 1889, the Founding Congress of the Second International decided to cel-
ebrate the annual day of workers’ unity and brotherhood. Since then, May Day
has gained worldwide recognition as a holiday of international solidarity and
struggle for the rights of all wage earners.

The culmination of the most celebrated public holidays in the USSR (No-
vember 7, May 1) was pompous military parades aimed at demonstrating the
power and greatness of the Soviet system and its support, namely “the army
of workers and peasants”. The role model was the ceremony on Red Square in
Moscow, which were broadcasted by radio and television throughout the coun-
try and abroad. Somewhat more modestly, but on the same scenario, military
parades were held in the capitals of the Union Republics, major cities and re-
gional centres.

The traditional Soviet ritual of celebrating the October revolution anniver-
sary and May Day necessarily included a solemn demonstration. A large number
of people, carrying portraits, flags and banners, took part in a march along the
main street or square of the city past the podium with the leadership of a cer-
tain level: republican, regional, district and city. There were representatives
of industrial, educational, medical and other staffs. The mausoleum where the
body of V. I. Lenin was kept, was considered to be the all-Union tribune from
which the Central Committee of the CPSU and the government greeted the fes-
tive procession of workers. The propaganda purpose of the ceremonial march
consisted in magnifying the advantages of the socialist system, affirming “the
inviolable union” of the people with the “native Communist party — the organ-
iser and inspirer of all victories”. Participation in demonstrations was consid-
ered to be an honourable duty, and it was strictly controlled by the relevant par-
ty bodies, heads of administration and trade unions. The order of marching, the
number of essentials, the theme of slogans and background music were defined
in the pre-approved plan of festive events. Any deviation from the approved
scenario was considered as errors in the ideological work.

Directive imposing of the new system of holidays and ceremonies was not
conflict-free. Yu. Kahanov (2013) assumes this process “was met with resist-
ance by a part of the non-conformist Ukrainian population, which felt the hid-
den intention of emasculating and leveling their national traditions and relig-
iosity...” (p. 191). He supports his conclusion providing a number of eloquent
documents which illustrate the critical attitude of people to the Soviet ritual-
ism. As a rule, such cases were carefully concealed, and the information about
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them was stored in the archives of the special services marked as “top secret”
(Kahanov, 2013, p. 191).

Even in the most difficult totalitarian years, the festive time remained
a kind of “island of freedom”. It allowed a person, either secluded or in the
circle of relatives and friends, to get rid of sad facts of life at least for a while.
A festive atmosphere opened up opportunities to meet basic life and cultural
needs, promoted emotional release and relaxation. Having got rid of ideologi-
cal censorship, people freely exchanged news and political jokes, sang, listened
to music, had fun, etc. at the festive table. The celebratory “relief” was felt even
by prisoners of Stalin’s correctional camps and prisons. During the great revo-
lutionary holidays, the punitive regime was somewhat relaxed, and one could
hope for a surplus to the poor food rations.

In the Communist ideology system, Soviet Army and Navy Day, celebrat-
ed on February 23, was assigned the role of a sufficient incentive for military-
patriotic propaganda and strengthening the “inviolable unity” of the people
and their army. Since most men were involved in military service in one way
or another, the holiday celebrated on February 23 was gradually transformed
into a universal “Men’s Day” in the USSR, akin to International Women’s Day
on March 8.

Prominent rites in the system of the all-Union ceremonialism were anni-
versaries of the USSR and “fraternal republics” establishment, anniversaries
of the Communist party, significant dates from the history of the CPSU, the
All-Union Leninist Young Communist League and the international proletarian
movement. It is noteworthy that all of them were celebrated only at the official
level and did not concern the sphere of family and household life.

Domestic cultural scientists conclude that the Soviet “aggressive policy” of
penetrating festivity into the culture, carried out in the USSR, “to a large extent
shattered the ideas about holidays, and even caused their devaluation” (Riznyk
& Hrytsenko, 1998, p. 493). Significantly, the regular party congresses and ple-
nums of the CPSU, elections to the Soviet of People’s Deputies, etc. were ranked
as “national holidays”. Brass bands performances and trading “scarce goods”
became prominent characteristic decorations of such “festive” events.

An essential role in the formation of the socialist way of life and the Com-
munist education of workers belonged to the cult of the leaders of the CPSU and
especially the figure of V. I. Lenin, “the creator of the Bolshevik party and the
USSR”. Reasonably considering the Soviet ideology as a specific quasi-religion,
the image of Lenin appeared to be an idol or an icon. No public holiday or ritual
was complete without a portrait or sculpture of the “leader of all proletarians”.
There were so-called “Leninist exams” at high schools, “Leninist lessons” at
schools, “Leninist shifts” at factories. Special Lenin museums, rooms and corners
were associated with pioneer celebratory assemblies, admission to the pioneers,
Komsomol members, the solemn presentation of passports of the USSR citizens,
and so on. Anniversaries of Lenin’s birthday had been celebrated since 1925 and
were considered to be among the most important dates of the “red calendar”. The
central pathos of this holiday consisted in the adoption of Lenin’s theoretical
heritage by the masses and the propaganda of the Soviet system achievements.
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Excessive fetishising of Lenin’s image gained a truly cosmic momentum
and forms, clearly going beyond the bounds of sound mind. Let us provide just
one vivid example of a laudatory-jubilee empty talk, signed by a certain Viktor
Romanyuk:

Every stalk glows with Lenin,

Every person glows with Lenin,

The entire world glows with Lenin.

The Universe, sunlit by greatness of Lenin,

The Universe, fanned with eternity of Lenin,

Set off for happiness in flight.

During the brutal Stalinist terror and famine, when millions of people
worked hard in correctional camps, on zones, and at collective farms (the kolk-
hozes) for bread rations, new professional holidays and labour celebrations
were pompously introduced in the USSR. It was the period when Railroad Work-
ers Day, Miner’s Day, and others were legislated.

The rites of initiation into workers, farmers, honouring the winners of the
socialist competition were introduced into practice in labour collectives. The
main goal of these events was to activate the human factor in the sphere of
labour employing ideological manipulation to successfully implement the Par-
ty’s plans for “Stalin’s five-year plans”.

Western Sovietologists jested that in the USSR “every dog has its own holi-
day”, observing how more and more new professional holidays appeared in the
country: Engineer’s Day, Stock-Breeder’s Day, Utility Worker’s Day, etc. Taking
into account the constant trend of modern high-tech production to allocate
new professional specialisations, the number of which significantly surpasses
1000, the attempts to provide all employees with their professional holidays
tend to create absurd projects.

The totalitarian Bolshevik regime was built on the principles of monarchy
and bureaucratic centrism. Therefore it was always hostile to various forms and
manifestations of local, regional, and even more of national identity. In this
regard, participants of mass events in Kyiv on May 22, devoted to the reburial
of Taras Shevchenko on the Chernecha hill in Kaniv, were harshly repressed by
the authorities. The prohibition against celebrating the events and dates that
cultivated historical memory and national identity was a characteristic feature
of the Soviet ideological discourse.

The 60-80s of the 20™ century cover the third stage of the Soviet holidays and
ceremonials system formation. In the atmosphere of relative democratisation
of Soviet society after the condemnation of Stalin’s cult, a mass rite-creating
movement began in the USSR. It was during this period that calendar folk tradi-
tions, adapted to current conditions and the least influenced by Church dogmas,
became widespread in many regions of Ukraine. It refers to the customs and
folklore of New Year, parting with the Winter (Masnytsia, Spring Welcoming,
Kupala Night, Harvest Festival (Obzhynky) and some others. In the capacity of
secondary regenerated forms of folklore, they entered the Soviet ceremonials
system, having undergone the corresponding ideological adjustment with the
obligatory apologetics of the existing state structure.
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At the same time, under the banner of militant atheism, the rigid ideolog-
ical doctrine, inherited from the Bolshevism, instilled a wary negative attitude
towards the entire complex of ancient peasant rituals and folklore, which were
identified as reactionary remnants. This course was introduced into practice
not so much through agitation and persuasion but by methods of command
and administrative pressure. Participants of traditional New Year’s rounds
with “Malanka”, “Goat”, Christmas “Star” and Nativity Play were often fined,
jailed for 15 days for violating public order. Secondary school students received
lowered behaviour marks for participating in carolling, and so on. All this, of
course, accelerated the natural extinction of authentic ceremonial customs.

In the general course of Communist propaganda, a significant culmination
became Victory Day on May 9, established in 1965 by the Supreme Soviet of
the USSR in commemoration of the victory over Nazi Germany in World War II.
Monuments, obelisks, crosses, mass graves, the Tombs of the Unknown Soldier,
the Mounds of Glory play an essential role in the figurative symbolism of this
holiday. They are dedicated to all those who gave their lives for the freedom and
independence of the Fatherland. A convenient for the ruling regime perception
of the War, including its causes and consequences, was imposed on the Sovi-
et people’s consciousness using carefully selected slogans, examples, artworks
and images, symbolic promotional actions and rituals. The Soviet myth about
the Great Patriotic War is still actively used in propaganda and ideological ma-
nipulations of totalitarian Putin’s power over Russia.

Among the holidays that were born during the “developed socialism” peri-
od and which paved the way for the construction of a new democratic society,
we should mention the Humoryna in Odessa. It was founded in 1973. But carni-
val laughter is difficult to restrain within specified limits. Scared by the growing
scale of street “uncontrolled actions”, and fearing possible ideological sabo-
tage, the authorities banned the Humoryna in 1977. It was reborn decades later
in 1987 during the wave of liberalisation of the Soviet regime under Mikhail
Gorbachev (Kurochkin, 2018).

By the efforts of the local state party nomenclature, Ukraine assumed the
position of the Union flagman in the field of Soviet ceremonials during “the
Brezhnev stagnation”. It regularly hosted conferences, seminars and meetings
dedicated to strengthening the role of new holidays, traditions, and rituals in
the Communist education of workers. Books, pamphlets and booklets, covering
various aspects of the current topic from a Marxist-Leninist perspective, were
published in large circulations.

The dynamic activity was developed in 1969. The Commission on Soviet tra-
ditions, holidays and rites under the Council of Ministers of the Ukrainian SSR
coordinated the efforts of the relevant departments under the Executive commit-
tees of regional, city, district, village and town Councils of the People’s Deputies.
Based on the generalisation of “best practices”, for active implementation, the
Republican Commission locally developed standard scenarios and recommenda-
tions for the celebration of Victory Day, the solemn presentation of passports of
the USSR citizens, sending off to the Armed Forces of the USSR, initiation into
workers and farmers, honouring veterans of labour, Knowledge Day, the solemn
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registration of marriage, a newborn, and so on. These methodological materi-
als clearly normalised the usage of symbols and attributes, dictated the desired
content of the participants’ speeches in the ritual, leaving little room for improv-
isation and amateur performance. Therefore, depending on the stage size, the
following parameters were offered for making the decoration of the place on the
occasion of Victory Day: “...the Order of Victory: the diameter is up to 3 m; the
length of the ribbon depicting the Order of Glory — no more than 6 m; the length
of the oak and laurel branches — no less than 2 m each; the height of the figures —
no less than 80 cm” ("Rekomendatsii po vidznachenniu", 1981, p. 21).

A characteristic feature of the artistic and aesthetic design of civil cere-
monials in Ukraine was the widespread use of folk music and emotion-laden
elements of folk festive traditions.

A unified system of training and retraining of personnel capable of profes-
sionally conducting ceremonial work was created in the USSR. Considerable
attention was paid to the development and functioning of the ceremonial and
ritual services. The material and technical base of these processes were provid-
ed by an extensive network of special institutions such as the Palace of Happi-
ness, the Room of Happiness, holiday halls, salons, ritual services companies,
ritual supplies stores, etc.

The so-called new socialist customs and ceremonials suffered from exces-
sive regulation, false pathos, and an overdose of Communist propaganda. Thus,
it is not for nothing that they were compared to artificial flowers. Among the
main drawbacks of purposeful activity on the formation of all-Union ceremo-
nials, which eventually led to the complete bankruptcy of the latter, one should
name a total disregard of the identity of the individual peoples’ culture, inhab-
iting the USSR, and the attempts to develop actually the same unified rites and
holidays for everyone.

Only in the last decades of the Soviet Union, when it became fashionable
to talk about perestroika and “socialism with a human face”, the country’s ide-
ological control somewhat weakened, and, thus, helped to awaken democrat-
ic processes and initiatives. It was during the “Gorbachev’s perestroika” that
a new type of holiday, that is City Days, gained popularity in Ukraine and other
Union republics. They were immediately positively perceived by the population
and have now become traditional. But the initiative to introduce “alcohol-free
holidays”, which was actively promoted in the framework of Gorbachev’s anti-
alcohol campaign of 1985-1986, proved to be a failure. It is best remembered
for numerous jokes and ironic slogans such as “From an alcohol-free wedding
to an immaculate conception”.

The historical experiment, carried out in the USSR on the development and
implementation of Soviet holidays and ceremonies in public and family life,
was not viable in its final version. The rejection of the majority of Ukrainian
society from the models and stereotypes of the Soviet-era ritualism in the con-
text of building an independent state can be considered as one of the ways to
overcome the recent totalitarian past.

Here are just a few eloquent facts that characterise the process of overcom-
ing the legacy of Soviet traditions in independent Ukraine. The abolition of the
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colonial status in addition to the acquisition of state independence created the
prerequisites for curtailing and eliminating the main all-Union holidays and
the former metropolis’s ones. The anniversaries of the Formation of the USSR
and the “fraternal republics”, the anniversaries of the Communist Party and its
leaders, and significant dates from the history of the Komsomol and the inter-
national proletarian movement have passed away logically and painlessly.

The fall of the totalitarian regime was accompanied by a rapid devalua-
tion of the Communist ideology and all associated values and authorities.
This is clearly confirmed by a continual demolition process of monuments to
V. I. Lenin on the territory of Ukraine, by which, according to the established
canon, the chief official celebrations, all sorts of ceremonies and rituals tool
place. It should be noted that in some regions (for example, in the West), “Len-
inopad” (Leninfall) was unfolding faster than in others (the East, the South).
The degree of preservation of monuments and place-names of the Soviet re-
gime on a specific territory seems to be able to serve as one of the indicators of
political attitudes and sympathies of the local population.

In the context of the general impoverishment of the masses and the grow-
ing stratification of society, the populist ideals and symbols of the Soviet sys-
tem have not lost their appeal to a large part of our citizens, especially the
elderly. Therefore, it is not surprising that only in February 2000, the right-wing
majority of the Ukrainian Parliament managed to legally cancel the celebration
of the anniversary of the October revolution as a national holiday.

In recent years, there has been a noticeable desire to move away from the
old totalitarian clichés in favour of new democratic forms of presentation of
Victory Day. In particular, this is manifested in the refusal from holding pomp-
ous military parades and replacement of the Imperial St. George ribbon, which
Putin’s Russia boasts of, with a red poppy - a pan-European symbol of the
memory of those who died in World War II.

In the context of modern political and economic realities, the attitude to
International Workers’ Solidarity Day, or May Day, has significantly changed in
the society. Having lost its revolutionary pathos, this holiday has turned into
a kind of spring break nowadays, when everyone is engaged into vital to them
activities: resting, travelling, cultivating land in the country.

The indifferent attitude of the public to the “ideological stuffing” of official
public holidays is a characteristic feature of our days. It is getting more and
more complicated to coordinate the sacred and recreational functions of mass
festive events.

Soviet holidays and ceremonies, which during the 1970s penetrated all
spores of the Ukrainian society life, did not vanish simultaneously with the
overthrow of the “socialist system”. Their impoverished retro models are some-
times still replicated today, mainly due to the conservatism of the household
sphere and the passivity of the creative asset. After moving away from the
harsh policy of Soviet mass holidays, which functioned under the pressure of
ideological censorship within the framework of internationalisation and the
Russification levelling, the processes of sanctification today occur mostly spon-
taneously, without proper control, coordination and programming. The hope

126



THEORY AND HISTORY OF CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 21 « ISSN 2616-423X (Online)

that everything will be resolved by itself, thanks to the spontaneous initiative
of the masses, is deceptive and naive. If we do not want to live by other people’s
standards and customs, we should actively promote and implement our own
ones, entrusting this responsible business to specialists. Here it is appropriate
to refer to Karl Jaspers’ philosophy, according to which the masses “should be
told what they want” (Jaspers, 1994, p. 142). Besides, it is worth recalling the
competent recommendation of Anatoly Lunacharskii: “A real holiday should be
organised like everything else in the world that tends to make a highly aesthet-
ic impression” (Lunacharskii, 1981, p. 85).

The rejection of the strict methods of the Soviet leadership should not result
in the weakening of attention to the festive and ceremonial sphere. Further ef-
forts of the public and specialists should be directed to the improvement of the
artistic and organisational level of new Ukrainian holidays on a national scale. At
the same time, we should take into account the fact that mass holidays are a spe-
cial kind of art, characterised by its own laws, expressive means and drama. There
is a need to create a scientific and methodological centre which could lead and
coordinate work in this crucial area of sociocultural construction in our country.

Conclusions

Our comprehensive analysis, dedicated to the experience of the formation
of the Soviet holidays and ceremonials system as an integral component of the
Communist totalitarian ideology, has revealed its non-viability and incompati-
bility with modern development vectors of democratic Ukraine.

Shifts in the ideological superstructure of society, when the latter sharp-
ly changes the vector of its development, can be carried out by both revolu-
tionary and evolutionary scenarios. The analysis of the evolutionary processes
that took and are still taking place in the festive and ceremonial sphere of the
Ukrainian society life during the independence era makes it possible to iden-
tify the main vectors of its further transformation. Firstly, it is the revival of
ancient religious and folk festivals and rituals. Secondly, it is a modification,
and more often a deliberate rejection of festive customs and behavioural stere-
otypes adopted in Soviet times. Thirdly, it is the creation and approval of new,
previously unknown in our country, festive traditions in culture.

The Renaissance period in the evolution of the Ukrainian nation after gain-
ing state independence, undoubtedly, contributed to the revival of interest in
the problems of mentality, historical memory, national identity and cultural
self-affirmation. In this regard, the desire to enrich the modern festive space
with the help of the “national product”, namely the folklore heritage of Ukrain-
ians and various ethnic minorities, is noticeable. Turning to the rich sources of
folk art will make it possible to actively resist the mechanical assimilation of
unified consumer standards of mass culture.

The generally recognised system of festive and ceremony traditions is the
backbone of the culture and spirituality of every nation. The satisfactory con-
dition of this system affects all the spheres of the universal state organism life.
The task is to ensure an active role of festive and ceremony culture in the pro-
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cesses of strengthening Ukraine’s independence, consolidating the political na-
tion, and establishing a civil society with high humanistic values.
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Mera cTarTi — KPUTUYHO TMPOAHATI3yBaTM MPAKTUKY (QOPMYBAHHS CUCTEMU
PaIsSTHCbKUX CBAT i OOpSAMiB, PO3KPUTYU iXHIO AHTUTYMaHHY, TOTAJIiTapHy CYTHICTb
i HeBigMOBimHICTh LiMISIM i 3aBHAHHSIM MOOYIOBM HEMOKPATUYHOIO CYCIIiIbCTBA. Y CTATTi
BUKOPUCTAHO 3araJilbHOHAyKOBi MeTOAM aHasi3y i cuHTe3y. [cTOpMUHMIT MeTOH, IOMOMIr
Yy HAaKOMMYEeHHI MepBUHHUX TAHUX, OTPUMAHMKX i3 TIepIIo/Kepen Ta JiTepaTypu 3 06paHoi
TeMM. AKCiOJIOTiUHMIT MeTOJ, 1aB 3MOTY PO3IVISTHYTU LIiHHICHUI 3MiCT i COLlia/IbHY BapTiCTh
pagsSHCbKOI puTyamicTuku. HaykoBa HOBM3HA CTaTTi BM3HAUAETHCS TUM, IO BIiepiie
Y BiTYM3HSIHII KyIbTYpOJIOTii IIpOllecH BIPOBA/IKeHHS i TpaHchopMallii paiTHChKUX CBSIT
i 06psaniB B YKpaiHi BUCBIT/IIOIOTHCS Y KOHTEKCTi (POPMyBaHHSI ieosorii ToTaxiTapHOTO
pexxumy. Ha KOHKpeTHUX (haKkTax MmoKas3aHo, M0 BiJj CaMOT0 MOYaTKy Oi/IbIIOBUIbKA BJIaIa
3IiTICHIOBaMA TOTUKY TMPUMYCOBOI CeKylsipu3allii HaceJeHHs, BUTICHEHHS 3 TOOYTy
(Hacammepes; TPOMaJICbKOro) BCix ¢opm i MposIBiB peririitHOi i TpaauiiiiHO-HapOZHOI
pUTYaTiCTVKA. BUCHOBKM. Y CBOEMY PO3BUTKY PAJISTHChKi CBSITA i 0OPSIAM PO KiTbKa
eTarliB, KOsKHUIA 3 SIKUX Bi/ITIOBi1aB IEBHOMY I1€pioly CTAaHOBJIEHHS COLliaTbHO-eKOHOMIUYHMUX
BimHocuH y Kpaiui Pan, akTyasibHUM 3aBHaHHAM y cdepi mepeTBOpeHHs imeonorii Ta
KYJIbTYpU. SIIPOM CHCTEMM CBSITKOBMX JAT «U€PBOHOTO KaJIeHAAPs» CTaIM piuHuUIIi Beamkoi
JKoBTHEBOI colfiaicTuyHOoi peBosioliii, leHb MisKHApOIHOI COMigapHOCTI TPyAsinX, JleHb
[Mapusbkoi komyHn. OdiniiiHi Mmogeni Ta cueHapii MX ypouncTocTeii HabyIu KAHOHIYHUX
$op™M y POKM I[ITKOBUTOTO TMAHyBaHHS CTAJIIHCHKOI TOTamiTapHoi mukratypu. Tak 3BaHi
HOBI cotiamicTiyHi 3BM4Yai i 06psAYM CTPasKAaIM Bify HAAMipHOI pernmamenTariii, anpmmBoi
MaTeTUKH, Iepefo3yBaHHS KOMYHICTMYHOIO MpOMaraHaow, i ToMy, HeJapeMHO, ix
TOPiBHIOBAIN 3i IITYYHUMM KBiTaMu. OIHi€I0 3 TOJIOBHUX BaJl pa/isTHChKOI 3arabHOCOI03HO1
00pSIIOBOCTI, SIKA 3PEINTOI0 IIPM3BeJa 0 ii TOBHOr0 OaHKPYTCTBA, CJIiJl BUSHATY I[ITKOBUTE
irHOpYBaHHSI CAMOOYTHOCTI Ky/IbTypU OKPEeMMX HAPO[IiB, siki Hacessiin CPCP.

Kntouosi cnosa: pagsiHCbKi CBSATA i 06PSIAN; KOMYHICTUUHMI TOTTITApU3M; aTeiCTUUHA
MpomaraHja; CBSITKOBUII KajleHJap; HalliOHaJbHA iIeHTUYHICTb; JeMOKpaTUUHE
CYCITiJIbCTBO.
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COBETCKUE ITPA3JHNKU U OBPSAIbI KAK HEXXW3HECIIOCOBHBIN
COLIMIOKVJIBTYPHbBIN OKCIIEPUMEHT

Kypouknu Anekcannap Bragumuposua

Zoxkmop ucmopuueckux Hayk, hpogeccop,

ORCID: 0000-0002-3365-7266, olexkuro@gmail.com,
Kuesckuti HayuoHansHolli yHUBEpcumem KyJavmypsl U UCKYyccma,
Kues, Ykpauna

Llenb cTaThby — KPUTUUECKM MTPOAHATIN3UPOBATh MPAKTUKY (POPMIPOBAHMST CUCTEMBI
COBETCKUX ITPAa3IHMUKOB M 00PSIAOB, PACKPBITh MX aHTUTYMAaHHYIO, TOTAJIUTAPHYIO CYITHOCTh
¥ HECOOTBETCTBME LIEJISIM U 3a7auaM ITOCTPOEHMST IEMOKPATUIECKOTO 00IecTBa. B craThe
JICITOIb30BaHbI OOIeHayYHbIe METOObI aHA/INM3a ¥ CUHTe3a. MICTOpUYecKuii MeTOH, IIOMOT
B HAKOIJIEHUM TEPBUYHBIX JaHHBIX, MOJYYEHHBIX U3 MEPBOUCTOYHUKOB U JIUTEPATYPhI
10 BBIOPAHHO! Teme. AKCUOJIOTMYECKMII METOH IT03BOJIMJI PacCMOTPETh II€HHOCTHBIN
CMBICJI ¥ COLMAJIbHYIO Ba’KHOCTb COBETCKOV PUTYaJUCTUKU. HayuyHass HOBM3HA CTaTbU
OIpefesisieTcsl TeM, UTO BIIEPBbIE€ B OTE€UECTBEHHON KYJIbTYPOJIOTUM TIPOLEeCChl BHEPEHMS
¥ TpaHCPOPMaLVM COBETCKUX ITPA3THIKOB ¥ 00PSIIOB B YKpaHe OCBENIAI0TCSI B KOHTEKCTE
bopMupoBaHMsST UIEOJOTHUM TOTATUTAPHOrO peskuMa. Ha KOHKpeTHbBIX (hakTax MOKasaHo,
YTO C CAMOI0 Hayvasia 60JIbIIEBMUCTCKAS BJACTb OCYIIECTBIISIIA MTOIUTUKY IIPUHYAUTETbHOIM
CeKy/IsIpU3ally HaceJlleHusl, BbITeCHeHMEe U3 00uxoma (IIpeXKIe BCEro OOIIEeCTBEHHOTO)
Bcex (opM M TPOSIBIEHUII PEIUTMO3HON ¥ TPamMIMOHHO HapOOHOM PUTYaTUCTUKNA.
BeiBombl. B cBOEM pasBUTUM COBETCKME IPA3OIHUMKM M OOPSAbI MPOLUIM HECKOIbKO
9TaroB, KaXAbIi M3 KOTOPBIX COOTBETCTBOBAJ OIpeAeleHHOMY IepUOIy CTAaHOBJIEHUS
COLIMAIbHO-9KOHOMMYECKMX OTHOIeHuit B CTpaHe COBETOB, aKTya/IbHBIM 3a71auaM B cepe
Mpeo6pas3soBaHMsI UAEONOTUY U KYIbTYPhL. SIAPOM CHCTeMBI Mpa3gHUYHBIX JAT «KPACHOTO
KaJIeHZapsi» CTaJIM TOMOBIIMHBI Benmnkoit OKTIOPHCKOM COLMATIMCTUYECKOM PEBOIOLNA,
JleHb MeXAYHApOOHOV COMMOapHOCTM Tpynsamuxcs, JleHp Ilapmkckoii KOMMYHBI.
OdunyanpbHble MOIEIM U CLIEHApUM STUX TOPKECTB 00peay KaHOHUYECKMe (OPMBbI
B TOJbl TOJTHOTO TOCIIO[CTBA CTJIMHCKOM TOTAIUTAPHON AMKTATypbl. Tak Ha3bIBaeMbie
HOBBIE COLMATUCTUUECKNE 00bIUay M OOPSIAbI CTPAgaaM OT M3ObITOUHOI peraaMeHTalun,
(baspIIMBOI TATETUKM, TTEPEIO3MPOBKY KOMMYHUCTMYECKOI IIpONaralaoii, 1 o3ToMy, He
CTy4yaliHO, MX CPaBHUBAJIM C MCKYCCTBEHHBIMMU LiBeTaMM. OTHUM 13 TJIaBHbIX HEJIOCTATKOB
COBETCKOJI 0OIIEeCOI3HOM 00PSIAHOCTY, KOTOPAsl B KOHEUHOM UTOTe IPUBEJIA K €€ ITOJTHOMY
0GaHKPOTCTBY, CAedyeT IpMU3HAThb II0JTHOE WIHOPMPOBAHME CAMOOBITHOCTM KYJIbTYPhI
OTAEeNbHbIX HapOo0B, HacensgBumx CCCP.

Kniouesbie c08a: cOBeTCKME MPAa3THUKIA ¥ OOPSIIbl; KOMMYHUCTUYECKIUIT TOTATUTaPU3M;
aTeucTudeckas mporaraiga; MpasgHUYHbBIN KaJleHOapb; HAalMOHAJIbHAS UAEHTUYHOCTD;
IeMOKpaTu4yecKoe 0OIIecTBo.
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The purpose of the article is to identify gender priorities (parity of male and female
roles) in the Ukrainian rites of the winter calendar cycle based on the analysis of the
mythological origins of the rite system and the composition of the rites, the main role
in the performance of which belonged to a woman. To achieve this goal, the following
methods were used: generalization - for the systematization of the scientific sources;
analytical method - for the analysis of the cause-and-effect features, the emergence
and formation of the trends in the complex study of the scientific issues; the method
of the retrospective reconstruction or historical and genetic method, which is based on
the idea that the initial stages of the development of certain objects and phenomena
can be reproduced on the basis of the later stages. The scientific novelty of the study
is to analyze the peculiarities of the distribution of female and male roles, identify and
justify the special role of a woman and emphasize the gender priorities in the rites of the
winter calendar cycle. Conclusions. The study demonstrates that the cult of Mother Earth,
Mother Water defines the essential role of the feminine principle both in the macrocosm —
environment of gods and elemental spirits, and in the microcosm of the family, determining
the corresponding gender priorities of the rituals. It has been defined that the role of
a women in the winter rites differs from the role of a man in its symbolic content, but it
is devoid of any signs of hierarchical subordination, secondary importance. Sometimes,
even the opposite - it is the leading one, which is explained by the mythological content
of Christmas and New Year rites as those that are addressed directly to the highest female
deity and indicate the organic and deep connection of a woman with the goddesses of
Earth and Water. This suggests that the image of a woman in the traditional Ukrainian
culture was to a certain extent perceived as the everyday embodiment of these sacred
entities and is a confirmation of the relations of ritual and myth. It was revealed that
the belief in the supremacy of the female deity was transformed under the influence of
Christianity. The gender hierarchy of the traditional Ukrainian family mainly depends not
so much on the established patriarchal rules, but on the personality and its social status.
The gender identity of the Ukrainian rites of the winter calendar cycle consists in the
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parity of female and male roles, which symbolizes the harmony in the family microcosm
and the macrocosm of the environment.

Keywords: mythology; folk calendar; Mother Water; Mother Earth; Mokosh; micro-,
macrocosm; parity.

Introduction

Gender asymmetry is believed to exist in all societies and cultures, although
specific ideas of the social functions of men and women in societies are not
the same. Determining the woman’s social status in the contemporary world is
the issue of current importance, without which further progress of science and
humanity is impossible, and which is the litmus of the society’s development.
Ukrainian women are an active factor in the ethnocultural self-reproduction of
the nation, they represent and translate the traditional ethnoculture. Research
on traditional ritual culture form a reliable conceptual foundation for the wom-
an’s status in the Ukrainian society. The role of a woman in the calendar rituals
of Ukrainians has become the subject of the special research by the Ukrainian
ethnologists, folklorists, and culturologists, but the thesis of the leading role of
a man in the rites of the winter cycle is well-established. The analysis of gender
aspects of the Ukrainian winter calendar rites allows us to question the tradi-
tional for the ethnographic sources statement that the leading role in the rites
of the winter cycle belongs to a man.

Calendar rites of Ukrainians are considered in the research of ethnogra-
phers, folklorists, historians of the second half of the 19th - early 20th centu-
ry. Some gender aspects of the Ukrainian rites were studied by K. Hrushevska
(2012). The author analyses the household magic of the Ukrainian women and
the associated belief in the active magical power of the female body. In the sci-
entific study devoted to Slavic pagan holidays, M. Kostomarov (2014) describes
their celebration of a female mythological being in the symbolic image of Lada
and Zhyva, and considers the rites’ mythology and symbolism as ideas formed
in a result of every day needs. The work of M. Maksymovych (2002) has a spe-
cial research character and represents folk life and its customs. Calendar rites
are considered in the methodological and philosophical fundamental works of
the outstanding historian M. Hrushevskyi (1993), who emphasized the special
role in the archaic consciousness of Ukrainians of the rites of the calendar cy-
cle of their pagan basis, ritual poetry and their secularization, transformation
due to the pressure of the Christian religion. Rites of the calendar cycle were
considered by the Soviet and post-Soviet ethnologists — V. Voitovych (2005),
using a broad scientific source base, provided the folk heroes of Slavic mythol-
ogy with original characteristics of spirits, gods, demonic characters. The reg-
ister of V. Zhaivoronok’s (2006) dictionary and reference book, based on the
encyclopaedic and scientific materials, contains mythological, religious, histor-
ical names that are closely related to the primitive religious world-view of the
Ukrainian people and the traditions of ritual culture. The work of the famous
Russian art critic O. Kurochkin (2014) highlights the history of the calendar
holidays, in which the author gives much attention to the main milestones of
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the annual circle, the special feature of the celebration. V. Skurativskyi (1994)
fully described calendar customs and beliefs, presented interesting informa-
tion on everyday life, folk crafts, legends, proverbs, folk aphorisms, etc.

Studies of ethnologists and culturologists of the diaspora D. Antonovych
(1993), 0. Voropai (1993), S. Kylymnyk (1994) summarized and provided a de-
tailed description of the rites of the calendar cycle, but without focusing on the
gender aspect of the rites performance.

Modern cultural studies by M. Hrymych (2012) quite fully represented the
role of a woman in the calendar rites and traditional Ukrainian society. Among
the works concerning the traditional role of women in the ceremonial activities,
the work of N. Hromova (2012) is valuable. The author highlights the range of
functions that women performed in the calendar rite. O. Kis (2012) analyses the
content and structure of the Ukrainian ethno-cultural stereotype of femininity,
the idea of female traits of behaviour, personality, appearance and critically
rethinks the idealized image of a woman.

However, researchers, focusing on the essence of the rite, rarely notice the
important thing — who has the main role in the performance of its magical pro-
tective actions — a woman or a man, and the magical meaning of these rites.
Analysis of the distribution of roles, the comparison of their symbolic meaning,
gives grounds to assume complementarity, parity roles of men and women in
performing the ritual as to their maximum efficiency and effectiveness for the
needs of everyday life and at the same time to question the usual assertion that
a man has the leading role in the winter cycle rituals.

Purpose of the article

The purpose of the article is to identify gender priorities (parity of male
and female roles) in the Ukrainian rites of the winter calendar cycle based on
the analysis of the mythological origins of the rite system, the main female
mythologies and the quantitative composition of the rites, the main role in the
performance of which belonged to a woman.

To achieve this goal, the following methods were used: generalization - for
systematization of the scientific sources; analytical method - for analysis of
the cause-and-effect features, the emergence and formation of the trends in
the complex study of the scientific issues; method of the retrospective recon-
struction or historical and genetic method, which is based on the idea that the
initial stages of the development of certain objects and phenomena can be re-
produced on the basis of the later stages.

Main research material

Rites of the calendar cycle are the basis of the Ukrainian ritual culture,
since they record the routine of life of an individual and society during the
year in an inseparable, organic connection with nature’s seasons. As noted by
A. Ponomarov (Ponomarov et al., 1991), staginess of the human activity in the
traditional culture was divided into three phases:
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wedding season, when people got married;
period of harvesting products for the winter;

- time to honour the ancestral cult.

“These three moments concentrated in themselves the trinity of the most
important components of the human life: physical existence, procreation and
spiritual reproduction. The calendar rite has the same logical connection with
the nature, dividing in accordance with seasons into four parts: winter, spring,
summer and autumn. Each cycle of rites was timed, on the one hand, to natural
phenomena, on the other - to the corresponding types of the agricultural activ-
ities” (Popovych, 2001, p. 631).

Noting the multifunctionality of the national agricultural calendar, M. Hru-
shevskyi (1993) defined it as “our only religious system”: “...There were no
shrines, no temples, no sacred space, no generally recognized places of holy
services. The annual calendar circle is at the same time characteristic of our
unified religious system, incomplete, not unified in any ideological integrity,
prematurely broken and destroyed by new church events” (p. 171).

The pre-Christian religions of the Indo-European peoples inherited the pan-
theon of the ancient Indo-European gods. The main deities of the Indo-Europe-
ans were the father-God (ancient Indian Dyaus Pitr, Greek Zeus Pater, Lithuani-
an Perkunas, Slavic Perun), who is associated with the sky, and the mother-God-
dess (Greek Demetra, Slavic Mother-Raw-Earth or Earth-Mother). According to
the chronicle, Mokosh was the only deity who personified the female principle
among statues of other gods erected by Vladymyr the Great. “And he put idols on
the hill, outside the dark courtyard: Perun wooden, — and his head [was] silver,
and his mustache - gold, — and Khors, and Dazhboh, and Stryboh, and Symarhl,
and Mokosh. And people sacrificed to them, calling them gods...” (Myshanych,
1989). The general Slavic character of Mokosh is indicated by the Slovenian
fairy tale about the enchantress Mokoska, West Slavic toponyms such as Moko-
sin verh (“Mokoshyn Verkh”), the Polabian Mukes, the old-Lusatian Mococize,
and others. “Typologically, Mokosh is close to the Greek Moirai, German Norns,
which spin the threads of fate, the Hittite goddess of the underworld, the Iranian
Apgbucipe Anaxime (comparison of Mother-Raw-Earth), etc. and continues the
ancient image of the female deity - the wife (or female correspondence) of the
Thunderer Perun in the Slavic mythology” (Meletinskii, 1991).

The memory of this female deity was preserved in Ukraine until the mid-
dle of the 19™ century. A peculiar transformation of Mokosh after the adop-
tion of Christianity was Paraskeva Piatnytsia (Paraskeva Friday), which in the
Ukrainian rituals of the 19th century appears as a loose haired woman, who
was led through Ukrainian villages. Piatnytsia received offerings of yarn and
flax thrown into a well. Mokosh’s image semantics is differently interpreted in
the Ukrainian ethnology. So, V. Voitovych (2005) pays attention to Mokosh’s
characteristic features that are not mentioned by other authors. “Mokosh - the
great goddess of mercy, female endeavours and skills, fertility and life-giving
female power. Mokosh is an intermediary between heaven and earth, and there-
fore on spring ritual towels, she was always depicted with her hands raised to
the sky, to the source of heat and humidity - unlike the summer ritual towels,
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where the hands are lowered to the land, which gave the birth to grain that is
ready for the new harvest. Mokosh is the patroness of rains and related spring
rites, the patroness of childbirth and the patroness of women in labour. The
symbol of the goddess is a spinning-wheel and a spindle” (p. 117).

The name of Mokosh is mentioned next to the vila-mermaids in almost all
texts of the preaching literature of the 11%—14% centuries, and in the “Word of
Saint Gregory” (12™ century) Mokosh is named even before Perun in the list
of the most dangerous idols for Orthodox. According to V. Skurativskyi (1987),
in the pantheon of Vladymyr’s gods, Mokosh took over the functions of the
ancient berehynias: “By erecting the sculpture of Mokosh in his pantheon, the
Prince obviously intended to give it all the spiritual guardianship inherent in
the female goddesses — berehynias. In addition to home crafts (weaving, em-
broidery, Easter painting crafts), the protection of wells and springs, the gener-
osity of crops, as well as the preservation of the home, the blessing and protec-
tion of the Prince and his wife, when they went on a campaign, fell under the
power of Mokosh” (p. 39).

Researchers of pre-Christian beliefs, as a rule, do not distinguish the func-
tion of Mokosh, defined by V. Skurativskyi (1987) as “a blessing to the Prince
and his wife”, although it was significant and, perhaps, defining in the context
of Vladymyr’s pantheon of gods. It is quite possible that this function, pro-
grammed as a defining one, did not develop due to the Christianization of the
Prince and his wife and was erased from the people’s memory. An attempt made
by V. Skurativskyi (1987) to reconstruct the historical transformations of the
functions of Mokosh (originally — the goddess of fertility, later — Berehynia) is
rational, but not exhaustive. The analysis of the above sources shows that there
is no consensus in the research interpretation of the image of Mokosh. Defini-
tions of the status, role and functions of the goddess range from recognizing
her as the supreme female deity on the grounds that the idol of Mokosh was
placed in the Vladymyr’s pantheon of gods, to the denial of her belonging to
Slavic mythology. Thus, describing the pre-Christian religion of the ancestors,
D. Antonovych (1993) states: “...we cannot speak with certainty about any gene-
alogy of pre-Christian gods. Even all the gods that are named in literary sources
are all male; there are no goddesses at all; it is possible that the goddess was
some obscure “Mokosh”, but it is possible that she was the deity of some Finn-
ish tribe under the Kyivan state” (p. 195). However, it should be argued that the
pantheon, described in the Kyiv chronicle, being associated with the prince-
ly ruling ideology, did not reflect the real priorities of popular beliefs, which
were dominated not by male principle, but by female one. Probably, Mokosh is
only a partial personification of the Great Mother Goddess, whose image was
strongly associated in the beliefs of the agrarian people with the land. “Moth-
er-raw-Earth” — the goddess of the earth, which did not have a clear anthropo-
morphic embodiment”, notes V. Voitovych (Voitovych, 2005, p. 294) and, at the
same time, interprets the image of the earth as “a symbol of the feminine prin-
ciple, motherhood”, as the embodiment of “the progenitor and Mother Earth
of all living creatures” (p. 188). The land was revered and worshiped. It gives
everything necessary for life and takes along after death. Being in constant eco-
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nomic, practical and ritual communication with the land, the people of agrarian
culture represented it as a personified being that has a direct bearing on pros-
perity, health, life, and peace in the real and the other world. “They prayed to
the land in pre-Christian and Christian times, swore by the land, bless with the
name of the land (“be rich as the land”) and cursed (“may the land swallow you
up”, “may the holy land not accept you”) (Zhaivoronok, 2006, p. 243). Naturally,
a number of special calendar holidays were dedicated to the land, among which
researchers distinguish “The day of the spirits”, when the land has a “birthday”,
and the land holiday from the Entry to the Annunciation day.

The Great Mother Goddess in Slavic, particularly Ukrainian mythology, is
omnipresent and diverse. The heavenly hypostasis of the Great Mother God-
dess partially embodies the sun, because the comparison of a woman with the
sun is constantly present in the Ukrainian ritual songs of the praising charac-
ter, in particular, in carols. Her earthly hypostasis is embodied by the image of
Mother-Raw-Earth. Obviously, Mokosh is really the connecting link between
heavens and earth in the female format — “the Queen of water”, whose sym-
bol on sacred household items — embroidered towels — is often the world tree.
“... the Woman-goddess is either replaced by a tree, or looks like a tree, — notes
M. Popovych (2001) and makes a conclusion that is important in the context
of this study: - Likeness of the female character of the Slavic pantheon to the
world tree means that the Mother Goddess had the function of organising the
Universe; this is emphasized by her ritual text” (p. 41).

The functions of ordering the macro- and microcosm inherent in the Moth-
er Goddess were powerfully manifested in the formation of the Ukrainian na-
tional calendar, largely determining the role of a woman in the calendar rites.
Except for the Great Mother — the progenitor of all life creatures and the one
who put the world in order — Mokosh, in the pantheon of Slavic gods, which
has not been finalized and was badly affected by time, there are also lower fe-
male deities Lada, Mara, Zhyva, Rozhanytsa and others. The memory of these
characters is partially preserved in the calendar interpretation of the related
myths. In general, it should be recognized that the form of rites is often more
stable than their content. This determines the layering and transformation of
the meanings while preserving the form of a particular rite.

In calendar ritual mythological, sacred and practical, economic aspects are
organically combined. The dominance of practical, everyday aspects is also typ-
ical to the later forms of the national calendar, modified under the influence of
Orthodoxy. “This led to the fact that for a Ukrainian peasant the annual cycle
of holidays was not so much the celebration of any Christian saints or a way of
commemorating certain events in Christian history, but a kind of a reference
point for housekeeping, preparing or conducting any type of agricultural work”
(Zhulynskyi, 2003, pp. 46-47). The national calendar in its “pure” pre-Christian
form has not been preserved — “at every step we must take into account not
only the devastation and destruction, but also the changes, interruptions and
transfers caused by the Church and the Church calendar in the old system”
(Hrushevskyi, 1993, p. 171). The Orthodox clergy consistently fought against
national holidays, associating them with the Christian holidays or prohibiting
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them in order to eradicate the naturalistic world-view of the people and replace
it with the Christian one. The final formalization of the popular Christianity
of Ukrainians, which A. Kolodnyi considers as a mass level of popular culture,
took place in the 18th century (Zhulynskyi, 2003, p. 62). The peculiarity of the
Ukrainian religiosity was manifested in the creation of a kind of Trinity of Jesus
Christ, the Mother of God and St. Nicholas “with the preference of the Mother
of God as the queen of Ukraine” (Zhulynskyi, 2003, p. 62). “This perception of
the Christian dogma is due to a certain utilitarian and selective approach. This
is the hope for protection and compensation for earthly hardships (the mission
of Jesus Christ), the consecration of the family hearth and the place of a woman
in it (the patronage of the Virgin Mary), the search for a force that would help
a person in his life activities, in particular in the practical one (the example of
life and help of Saint Nicholas)” (Zhulynskyi, 2003, p. 62). The traditional faith
of the people of the agrarian culture left unchanged the primacy of the female
deity, but under the powerful influence of the prevailing Christian dogma, it
determined the specifics of gender dominants in the national calendar.

Christian doctrine, without explaining the problems of everyday life, the
environment and practical activity, could not satisfy the spiritual needs of the
peasant, who turned to the traditional wisdom of the ancestors, honouring the
cults of the old gods, which were largely formally replaced by Christian saints
with the same functions.

The Holy family and saints in the Ukrainian carols act as sowers and
ploughmen, and their roles in the work process are distributed in accordance
with the established roles in the peasant life: Saint Nicholas follows the plough,
and Saint Michael drives oxen, Mother of God (master’s wife, mother) carries
food, God (master) sows, the Son of God works the land. Thus, the cult of land
and agricultural labour is the basis of the world-view of the Ukrainian peas-
ant, defining the essential role of the female principle in the macrocosm - the
environment of gods and natural spirits, and in the microcosm of the family,
determining the corresponding gender priorities of folk rites.

In Christian and folk traditions, the feast of the Entry (Vvedinnia, Vovede-
niie) is associated with the highest deity, who embodies the feminine, maternal
principle. According to the Church calendar, December 4 marks the Entry of the
Most Holy Theotokos into the Temple to consecrate her to God. In the folk cal-
endar, this is the Earth festival, which continues until the Annunciation day. At
this time, the Earth is blessed by God, it wakes up from its winter sleep, awak-
ening all living creatures (Zhaivoronok, 2006, p. 243). M. Hrushevskyi (1993)
noted that the period between holidays of the Entry and “Barbara” was the end
of the old economic year and the beginning of a new one. This is confirmed by
the popular superstitions, for example, after the Entry day it was forbidden to
dig the ground, disturb the water: from the Entry day to the ninth Thursday
women were not allowed to beat their linen with rolls in the water, because it
could damage the field. After the Entry day, it was forbidden to rub hemp, so as
not to attract clouds, storms, etc. (p. 174).

From the complex of pre-Christian female rites associated with the Entry
day, the rite of blessing of water has been preserved. The peculiar feature of this
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rite is that it was the women who found the place where three rivers or streams
were merged, and scooped water with the stream (called “untouched water” by
people). After pouring it through the flames, this water was considered “alive”
and helped against diseases and evil eyes. According to O. Voropai (1993), the
“holy water” of the Entry day in the various areas of the Dnieper Ukraine was
used to “attract” a young man to a girl, that is, as a means of maiden magic
(p. 11). The ritual of spinning of self-seeding hemp also belonged to the specific
rites of the Entry day. It was carried out at midnight: naked women were spin-
ning, sitting on the doorstep. During the day, the women showered the cows
with hemp seed, at the same time oiling the udder “to give a lot of milk”. On
the Entry day, women, especially the old, sick and poor, were wary of visiting
relatives and neighbours, since the first visitor - “polaznyk” — was associated in
the people’s consciousness with a happy or unhappy new year (a young healthy
and beautiful man was considered a desirable “polaznyk” (visitor), the most
undesirable - an old sick woman). This negative identification of a woman as
to prohibitions or undesirability of her presence, is fully explained by O. Kis
(2012): “we must not forget that in the era of the World tree that has replaced
the era of the Great Mother, with the approval of the basic semantic opposition
of male/female tantological and infernal aspects of women’s symbols are en-
hanced: the female loses its sacred and order-making sense, but moving closer
to the concept of chaos, darkness, destruction, is placed in one paradigmatic
line with death, the afterlife, impurity, threat. This trend is reinforced by the
emergence of monotheism, with the spread of which women are gradually dis-
placed from the sacred sphere at the ideological level (the one God is represent-
ed as a person) and at the level of performing the religious rituals (the priests
are men)” (p. 261).

The feast day of the Great Martyr Katherine of the Church calendar, which
was celebrated on the seventh of December, was considered by people as a hol-
iday of maiden fate. Throughout Ukraine it is associated with unmarried girls
and young men who tried to discover their fate with a variety of divinations and
calls of Fate (which in this case is understood as marriage) (Voropai, 1993, p. 14).

A special role in the winter women’s rites is played by the archaic holiday of
Kalyta, Christian holiday of Andrew (December 13) and Barbara (December 17).
On St. Andrew’s night, using various methods of divination, described in suffi-
cient details by ethnographers, girls try to guess not only whether they would
get married, but also to identify the main characteristics of the future husband:
beloved - unloved, good - bad, good - evil, rich - poor, hard-working - lazy,
non-drinker — drunkard, and so on. Special divination is dedicated to those —
a man or a woman — who will rule in family life, which is the evidence of the
dependence of the gender hierarchy not on the established patriarchal rules,
but on the personality of men and women in married life. O. Voropai (1993) de-
scribed the following divination: “Take a rooster and a hen, tie them together
with their tails and cover them with a sieve, so that they first calm down. After
a while, they release them from under the sieve and watch: who leads. If the
rooster pulls the hen — “the husband will be on the top”, and if the hen pulls the
rooster, then the wife will rule over the husband” (p. 19). V. Skurativskyi (1994)
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also describes the old divination rite, which was preserved in the Polissia region
in the form of “the magical sowing” of flax or hemp, when, girls run out into the
street, saying:

“Saint Andrew,

I sow hemp on you,

Let me know, God,

Who will take them” (p. 651).

In addition to the reference to “Andrew”, it is quite obvious that this ritual
of the unmarried girls’ divination is connected with the cult of the Earth.

In the context of this study, important is the indirect mention by V. Skura-
tivskyi of an old belief, according to which, “oven bowls”, talking between them-
selves, characterize their owners: the way the housewives take care of them,
wash them, do not swear, and so on. Women on the eve of the holiday tried to
please bowls -they were washed, solemnly put on white tablecloths, wrapped
in hops, made a swill from hops - it was believed that cows, after drinking it,
were not afraid of thunder, and predators would be afraid to approach the cows.
This rite was especially important for women who had daughters of marriage-
able age. “They believed that if you neglected this rite, then it would be dif-
ficult for their daughters when they got married to give birth” (Skurativskyi,
1994, p. 652). This rite shows a living connection between the housewife and all
household utensils: it depended on the housewife’s carefulness. However, there
was another side: the presence of things and household items seemed to oblige
the housewife to adhere to the established norms of behaviour: be neat, agile,
do not swear, and so on.

The feast day of St. Barbara was considered as turning point between win-
ter and spring (“Saint Barbara snatched the nights - increased the days”), al-
though, according to M. Hrushevskyi (1993), archaic ceremonies of the New
Year’s celebrations, which were associated with this day [it should be empha-
sized — with the female principle. — author’s notes], “moved from here mainly
to Christmas” (p. 176). On this women’s day, young women were forbidden to
wash, whiten and knead clay (Voropai, 1993, p. 211).

Winter “feasts” that preceded the Christmas and New Year ended with the
feasts of St. Anna (December 22) and Spyrydon solstice (December 25). The
feast of St. Anna was on the winter solstice, after which the sun returned to
summer. Describing this holiday, V. Skurativskyi (1994) calls it “the families
of the sun” (p. 653), which confirms the strong association of the sun with the
feminine principle.

The role of women is also important in the complex of the Christmas and
New Year rites, which complete the farewell to Winter and honours the birth
of the new sun (Christmas - January 7; “Basil” - January 14 and Blessing of
water - January 19). Using a wide range of sources, S. Kylymnyk (1994) notes
that the preparation for Christmas began long before the holiday itself. The
master arranges the macrocosm of the family — makes a complete order in the
entire household, performs protective actions - sprinkles a magic potion (pop-
py), hits the doorstep with an axe to “finish”, expel the evil that has settled on
the threshold. Then, for the same purpose, the cattle pass this axe in the yard,
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so that all the bad things that stick to their feet or wool can be removed. It is the
master who together with his son brings the sheaf of wheat into the house, he is
the first to say a prayer to the gods, fumigates the house with smoke and sprin-
kles Holy water. The housewife ordered and updated the microcosm — home
space inside and outside: her duties included buying new dishes, sewing and
embroidering new clothes, towels, smearing the house with white clay, paint-
ing the fireplace with flowers, domestic and fantastic birds, put potion in the
corners of the house.

“Old women plucked feathers and wool and taught children to sing carols
in the evenings. The girls wove wreaths and decorated them with duck feathers”
(Kylymnyk, 1994, pp. 17-18).

As a whole the actions of the master in the household and his wife in the
house are quite complex and time-consuming ritual, the essence of which is
the ordering, updating of the peasant microcosm. The sacred meaning of the
rites — the preparation of home space in honour of the Goddess, mother was
expressed by the ritual potion, among which oregano and Bohorodychna herb
(thyme) were necessary. The painting of the stove also has the mythological
meaning, not only from the aesthetic side - as a decoration of the home inte-
rior, but also as a sacred action to attract the life-giving forces of Mother Earth
and protect against hostile forces. “Even in the 18" century, the walls of houses
were painted with flowers and various symbolic signs that have remained on
the Easter eggs”, notes S. Kylymnyk (Kylymnyk, 1994, p. 18). Over time, there
was an obvious weakening of the symbolic content of the ritual pre-Christmas
paintings, but this rite remained active, explaining “the meaning of those carols
that likened a modest house of a peasant to the ordered Cosmos” (Skurativskyi,
1994, p. 35). Thus, the function of ordering the peasant house microcosm is per-
formed by a woman, just as ordering of the macrocosm — by the mother Goddess.

9 €€

“In the house, as in a wreath, she sits like a flower”, “The house is beautiful by
its housewife”, “Women held the house for three corners, a man for one” — folk
sayings that characterize the traditional Ukrainian culture (Nomys, 2004, p. 43).

One of the most important duties of a woman was to protect the home, and
therefore the family from evil forces, which was reflected in the Christmas rites.
So, on the Rich Kutia, Holy supper, when the souls of the dead were gathered in
the house, the sheaf of wheat was brought into the house and installed in the
corner, the housewife took a “magic potion” (in the 19* and early 20* centu-
ry, mainly garlic) and pronounced magic words, putting the potion in the four
corners: “Evil force, dark force, go to the swamps, reeds, ravines-rocks in deep
waters-abyss, where the chicken’s voice does not reach, where the sun does not
shine” (Kylymnyk, 1994, p. 25). The woman was always close to her husband in
those Christmas rites where the leading role belonged to the master — inviting
the souls of the dead and natural spirits to dinner, magical actions aimed at
ensuring material prosperity, health, and so on.

V. Myloradovych in the work “The life of peasant from Lubensk”, describing
the process of bringing the water for the preparation of the ritual food, notes:
“Awoman does not go to bring water on these days early in the morning [that is,
on Christmas and New Year holidays. — author’s notes]; the first one to bring wa-
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ter should be the master ...” (Ponomarov et al., 1991, p. 186). The participation
of the master in the process of bringing “untouched water” confirms its sacred
meaning. However, if the master simply brings “untouched water”, the house-
wife follows him to the river or to the well and communicates ritually with the
water, earth, or well -dipping the bucket, she says hello: “Good day to you, water
Uliana, and to land Tetiana! I congratulate you on this holiday, Happy New Year
and Basil’s Day! God, bless with your Holy spirit... any time” (village Volchok);
“Good day to you, well Roman, and you, water Uliana, and you, land Tetiana!
I came to you to take water and call on God for help. As water comes to you from
the mountains, from the ravines, from the springs, so that all good things come
to me” (village Hunske); “Good day to you, water Uliana, and land Tetiana, and
well Prokop! And you, the stars! You have three sisters in heaven: one in the
evening, one at midnight, and one in the world. Light up the sky and the earth
and purify this water” (village Lytviaky)” (Ponomarov et al., 1991, p. 186). In
different regions of Ukraine, there were different formulas for magical name-
calling, greetings, requests of women to water, earth, stars, wells, etc., in which
the ceremonial role functions of the housewife were realized.

Thus, the rites of the Christmas and New Year cycle show the organic and
deep connection of women with the goddesses of Earth and Water. This sug-
gests that the image of a woman in the traditional Ukrainian culture was to
a certain extent perceived as the everyday embodiment of these sacred entities
that personified the main elements of life.

Among the other ceremonial functions of the housewife was “getting a new
fire” before preparing the ritual dishes for the Christmas and New Year holi-
days. After lighting a “new fire” and using a new kerchief, the housewife began
preparing twelve ritual dishes, using the main products of the field and garden,
as if giving a “report to the new year for their wealth in the past year” (Voro-
pai, 1993, p. 45). The symbolic meaning of this rite consists in reporting not so
much to an abstract new year, but to a very real in the people’s consciousness
Mother Earth, which was represented as all-fertile.

M. Popovych (2001) states that a woman’s place in the home space is near
the stove: “Inside the house, — the researcher notes, — there are “better” and
“worse” parts. The diagonal “stove — pokuttia” (pokuttia — a corner in the
Ukrainian peasant house, located diagonally from the stove; the holiest and
the most honourable place in the house. — translator’s notes.) contrasts these
parts of the house: the best place on the “pokuttia”, the women’s place - in the
area of the stove” (p. 33). However, the division of “female” and “male” places
into “worse” and “best” is quite relative in the home space, where the housewife
generally dominates. Both places are important in the practical support of the
family and the ritual aspect, since the stove in the traditional Ukrainian culture
is seen as “a symbol of maternal origin, the inviolability of the family, continui-
ty of life, home, homeland”; the stove “has long been a ritual, a cult, like a fam-
ily altar, where the gods of the family hearth stay” (Zhaivoronok, 2006, p. 456).
The performance of the religious rites near the stove as a kind of home altar is
entrusted exclusively to a woman. The process of making the bread, especially
ritual, on the occasion of holidays, including the winter cycle, was accompanied
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by the important and complex rites. A number of such rites, associated with
many signs and taboos, were described by V. Myloradovych in his work “The life
of peasant from Lubensk” (Ponomarov et al., 1991, pp. 189-192).

The microcosm of the family, which consists of three main elements of the
family structure - father, mother and children, in carols and songs is identified
with the heavenly bodies. The uniqueness of the great magic of the Ukrainian
carols and songs is shown not only in the fact that they, along with the master,
constantly mention the housewife and her cosmic symbol - the sun. A number
of carols are exclusively dedicated to the housewife, who appears in the image
of an ideal woman - the personification of a happy family life and all female
qualities: beauty, hard work, economy, and so on. “Know who the housewife is:

Her house as a rainbow,

Her servant walks in gold,

Walks in gold, wanders in good...” (Voropai, 1993, p. 66). The heavenly doors
of God’s house open before such a housewife themselves; God himself holds
the service for her and for “the whole house for the health of all”. The separate
carols are dedicated to female representatives of any age and role in the family
hierarchy — a girl and her sister, mother-in-law, grandmother, widows in need.

The phenomenon of girls’ carolling and girls’ “Malanka” is the proof of gender
equality in the traditional Ukrainian society. In contrast to the young men’s car-
olling groups, the girls did not carry a “star”, but a lantern that looked like a moon
or a star, began carolling when it was quite dark, and that is, after the young men,
while not coming into the house. The girls’ carolling group had a “birch” - a lead-
er. Describing a “girls’ carol”, O. Voropai (1993) captures an important detail: in
the text of the carol, the sun-woman is mentioned in the first place:

“...And in that garden there are three towers:

In the first - the red sun,

In the second - a clear moon,

In the third - small stars” (p. 58).

Further in the text of the carol the master is mentioned:

“A clear moon - a master,

Red sun - his wife,

Small stars are his children...” (Voropai, 1993, p. 58). So, it should be noted
that the violation of the principle of hierarchy in the girls’ carols indicates the
optional character of its observation in the Ukrainian ethno-culture.

The girls’ “Malanka” has certain differences from the one of young men, in
particular, according to O. Voropali, it is characterized by “a more serious char-
acter”. Besides “Malanka” and “Basil”, all the girls from the group are called
“druzhky”; the girls’ scenario of “Malanka” is marked by less elaboration and,
at the same time, restraint in jokes (Voropai, 1993, pp. 100-101). The decisive
factor that caused the differences between “Malanka” of the girls and the one of
the young men was not so much gender restrictions, but the gender specificity
of both groups and the acting abilities of the specific performers.

The girls rented a house for their gatherings, mostly from a single widow or
a wife of a soldier, paying for the rent of the house with food. This premarital
communication took place under the watchful eye of the owner of the house,
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which symbolized to a certain extent the supreme maternal principle. The
“Christmas day” holiday fell on January 13, old style (January 31, new style). De-
scribing it, O. Voropai draws attention to the fact that it was marked by a ban on
working and the sanction of the use of vodka. At the same time, the researcher
qualifies Christmas day as a joint family holiday (Voropai, 1993, pp. 122-123).
0. Boriak in the notes to the article of V. Myloradovych “The life of peasant from
Lubensk” also does not highlight the gender peculiarity of the holiday: Christ-
mas day “was considered a transition from a holiday to weekdays. On this day,
they still refrained from doing the house work, but gave everyday look to the
house, finished with festive meals” (Ponomarov et al., 1991, p. 591). The true
meaning of Christmas day in the folk calendar was revealed by V. Myloradovych.
His description of this holiday gives grounds to attribute it as feminine.

According to V. Myloradovych, the main ritual action of Christmas day was
the “bringing in of the spinning comb” — a symbol of Mokosh and women’s
work. On Christmas and New Year’s holidays, the spinning comb was taken to
the barn “so that the holidays could last”. In the ritual of turning of the spinning
comb into a symbol of a female deity, most likely of Mokosh, the motif of belief
in the magical healing by things that were sacralised and thus acquired healing
properties can clearly be traced. “Christmas day” and other women’s holidays,
where visiting of the pubs as traditional places of public gatherings was a part
of the ritual, indicate a high degree of women’s independence in the traditional
Ukrainian society. The prevalence of the custom of the ritual collective meals
with only women present indicates a considerable number of recorded by folk-
lorists comic women’s “drunken” or “tavern” songs, including those presented
in the work of V. Myloradovych (Ponomarov et al., 1991, pp. 196-200).

Thus, the analysis of gender aspects of the Ukrainian winter calendar rites
allows us to question the traditional for the ethnographic sources statement
that the leading role in the rites of the winter cycle belongs to a man. This
statement was made, in particular, by M. Hrushevskyi (1993), describing the
insignificant, in his opinion, influence of Christian ideology on Christmas
celebrations: “Christian ceremonies play quite a secondary role compared to
a number of rites performed by the head of the family, the master, and partly
the housewife” (p. 177). However, it is better to speak about the parity of male
and female roles in the implementation of the main idea of winter rites, which
is: “by word and deed, verbal work and magic acts, the whole situation to create
the image of wealth, happiness, peace and calm in your home at this festive
moment and thus enchant this wealth and happiness for a whole year, in this
secret moment” (Grushevsky, 1993, pp.177-178).

Conclusions

The cult of the earth, Mother Earth, Mother Water and agricultural work,
which is the basis of the ideology of the Ukrainian peasant, defines the essen-
tial role of the feminine principle both in the macrocosm — environment of
gods and elemental spirits, and in the microcosm of the family, determining
the corresponding gender priorities of the rituals. It has been defined that the
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role of a women in the winter rites differs from the role of a man in its symbolic
content, but it is devoid of any signs of hierarchical subordination, rigidly fixed
subordination, secondary importance. Sometimes, even the opposite — it is the
leading one, which is explained by the mythological content of Christmas and
New Year rites as those that are addressed directly to the highest female deity
(Mother-earth, Mother-water) and indicate the organic and deep connection of
a woman with the goddesses of Earth and Water. This suggests that the image
of a woman in the traditional Ukrainian culture was to a certain extent per-
ceived as the everyday embodiment of these sacred entities that personified the
main elements of life. The gender hierarchy of the traditional Ukrainian family
mainly depends not so much on the established patriarchal rules, but on the
personality and social status of men and women in married life. In general, the
gender identity of the Ukrainian rites of the winter calendar cycle consists in
the parity of female and male roles, which symbolizes the harmony in the fam-
ily microcosm and the macrocosm of the environment. The leitmotif of these
rites was a call for the universal harmony at the macro and micro levels.

The results of this study complement the systematic research on the status
of the Ukrainian women in the traditional culture, demonstrate the complexity
and versatility of the issue, which requires in-depth emphasis and disclosure in
the question of women’s role in the game component of the rite.
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aHaJTi3y MiQoloriuHNX BUTOKIB CUCTeMU OOPSIIOBOCTI Ta CKIamy OODSIiB, TOJIOBHA POJb
Y BUKOHAHHI SIKMX Hajiexkasa KiHii. I TOCSITHEHHS MeTH OyJ0 3aCTOCOBAHO METOM:
y3arajJibHIOIOUMIA — IJIs1 cucTeMaTu3allii HayKOBUX pKepesl; aHaJiTUUYHUIL MeTom — AJIS
aHaJTi3y MPUYMHHO-HACTIIKOBUX OCOOIMBOCTEN, BUHUKHEHHS i CTAHOBJIEHHS TeHAEHIIiii
Y KOMIUIEKCHOMY JOC/TiIKeHHi HaYKOBMX MTPO6/IeM ; METO, PETPOCIIEKTUBHOI PEKOHCTPYKITi{
ab0 iCTOPUKO-TeHeTUYHUI METO/, B OCHOBI SIKOTO JIEXKUTb iJ1es TIPO Te, 10 TOYaTKOBi eTanu
PO3BUTKY ITEBHMX 00’€KTIB i SIBUII MOKHA BiITBOPUTH Ha ITiICTaBi mi3HiImx etamis. HaykoBa
HOBM3HA JOCTIIKEHHS TMOJTaE y aHami3i crnenudiky po3nmominy KiHOUMX Ta YONOBIUMX
poJeit, BUSIBJIEHHI Ta OOIPYHTYBaHHI 0COOG/IMBOI POJIi SKiHKM Ta aKIeHTYBaHHI reHAepHUX
MpiopuUTeTiB B 06psiAax 3MMOBOTO KaJeHAaPHOTO IUKITY. BUCHOBKY. BCTaHOB/IEHO, 1110 KY/TbT
Marepi-3emii i MaTepi-Boay BU3HAYa€ iCTOTHY POJb KiHOUOTO Havasia SIK y MaKpPOKOCMi —
cepenmoBuili 60riB i AyXiB, Tak i B MiKpOKOCMi POAVHM, 3yMOBMBIIN BiJITOBi/IHi TeHIePHi
IOMIiHAHTY OOGPSIMOBOCTI. 3’ICOBAHO, III0 POJIb JKiHKM B 3MIMOBii1 00PSIZOBOCTI Ma€ BigMiHHe
Bil posi yonoOBiKa CMMBOJIiYHE HATIOBHEHHS, ONHAK IM030aBjieHa MPUKMET ie€papxiuHoi
MiIJIeT/IOCTi, APYTOPSITHOCTI. B psiAi MOMEHTIB HaBIaku — € MPOBiIHO0, L0 MOSICHIOETHCS
Mi(oJOriYHMM 3MiCTOM pi3ABSIHO-HOBOPIUHUX OOPSIIOMIICTB SIK TaKuX, IO 3BepPHEHi
6e3110cepesHb0 IO BUINOrO SKiHOYOrO i 3aCBigUyIOTh OpPraHiuHMIA i IIMOMHHMIT 3B’SI30K
SKiHKM 3 60rMHSIMY 3eMiti i Bogu. Lle mo3Bosisie IPUIYCTUTH, IO 00pa3 KiHKM Y TpaaUITiiiHiii
YKpaiHChKili KyJbTypi cpuiiMaBcs SIK TIOOYTOBe BTiJIEHHS IUMX CAKpPaIbHUX CYTHOCTE
i € migTBEepAKEHHSIM CIIOpimHeHOoCTI putyany i midy. BusiBieHo, mo Bipa y BEpXOBEHCTBO
KiHOUOTO OOykecTBa TpaHCPOpPMyBasacs il BIUIMBOM XPUCTUSHCTBA. [IOBeleHO, IO
reHJepHa iepapxis TpaguLiiiHOI yKpaiHChKOI POAMHY MIePEBAKHO 3a/IEXKUTDb He CTIIbKY Bif,
yCTaJeHUX MaTpiapXaabHUX MPABWUJI, a Bifl 0COOGIMBOCTE XapaKkTepy Ta COIiaIbHOTO CTaHY.
TeHOepHa CBOEPITHICTh OOPSIIB 3MMOBOTO KAJIEHIAPHOTO LIMKITY TIOJISITAE Y TTAPUTETHOCTI
KIHOUMX 1 4YOJOBiUMX pOnelt, 10 CUMBOMI3y€ TapMOHil0 y POAMHHOMY MiKpOKOCMi
i MAaKpOKOCMi OTOUYIOUOTO CepeOBUIIA.

Kntouosi cnosa: micdosnorist; Hapomuuii Kanengap; Marip-Boma; Matip-3emist; Mokoa;
MiKpO- Ta MaKpPOKOCMOC; TaPUTETHICTb.
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Kuesckas myHuyunansHas akademusi 3cmpacHo2zo U Yyupkosozo UCKyccmad,
Kues, Ykpauna

[lenp cTaTby 3aKIOYAETCS B BBISBIEHUU T€HIEPHBIX MPUOPUTETOB (MTAPUTETHOCTU
MYKCKMX U SKEHCKUX POJieli) B YKPAaMHCKUX 0Opsmax 3MMHEr0o KaJIeHJapHOTO LMK/IA Ha
OCHOBe aHaiu3a MUQOIOTNUYEeCKNX MUCTOKOB CUCTEMbI OOPSITHOCTM M COCTaBa OOPSIOB,
I7IaBHAasl POJIb B BBIMTOJTHEHUY KOTOPbIX MPUHAAJIEXKAA KeHIIHe. [IJisl JOCTUKEeHUST 11e/n
OBLTV TIPUMEHEHbI MeTObI: 0000IIAIINIA — [IJIST CUCTEMATU3ALUY HAYYHBIX ICTOUHVKOB;
AHATUTUYECKUIT MEeTOH — [Jisi aHajau3a IPUYMHHO-CJIEACTBEHHBIX OCOOEHHOCTEN,
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BO3HMKHOBEHMSI M CTAHOBJIEHMSI TEHIEHIMII B KOMIUIEKCHOM MCCI€OOBAHUM HayYHBIX
Mpob6jeM; MeTOH, PEeTPOCIEKTUBHON PEKOHCTPYKUMM WM MCTOPUKO-T€HETUUYECKMit
METO[I, 3aK/TI0UaeTcsl B TOM, UTO HayajbHbIE€ 3TaIlbl Pa3BUTUS OIpeIeeHHbIX 00bEKTOB
U SIBJIEHMII MOXXHO BOCIIPOM3BECTM HA OCHOBAHMM Oojiee TO3OHMX 3TaroB. HayuHas
HOBM3HA MCCIEIOBAHMS 3aK/II0UaeTCs B aHajau3e CIelu@uKU pacrpeneneHnus JKeHCKUX
Y MY>KCKMX POJIeit, BbISIBIIEHUM ¥ 060CHOBAaHMM 0CO007 POJIV SKEHIIMHBI M aKIIEHTUPOBAHUN
TeHIePHBIX IIPUOPUTETOB B 0OPSIIaX 3MMHEr0 KaJeHIapHOTro IIMKJ/Ia. BRIBOIbI. YCTaHOBJIEHO,
YTO KyJAbT MaTepu-3eMian ¥ MaTepu-BOIbl OINpemessieT CYIeCTBEHHYIO POJib SKEHCKOIO
HayaJia Kak B MAaKpOKOCMe — cpefie 60rOB U IYXOB, TaK ¥ B MUKPOKOCMeE CEMbM, 00YCIOBUB
COOTBETCTBYIOIIE reHIepHbIe JOMMWHAHTBI OOPSIHOCTM. BBISICHEHO, UYTO POJIb JKEHIIVHbI
B 3UIMHEJi OOPSITHOCTY MMEET OTIMYHOE OT POJIY MY>KUMHBI CMMBOJIMYECKOE HAIlOJHEHNE,
OIHAKO JIMIIEHa IPUMET MepapXuUuecKoii IMOAUMHEHHOCTM, BTOPOCTEIIEHHOCTU. B psme
MOMEHTOB HAaoOOpOT — SBJISIETCS BeOyIIeil, UYTO OOBICHIETCS MMUDOIOrMUeCKUM
comepyKaHMeM POXKIECTBEHCKO-HOBOTOOHMX OOPSIAOB KaK TaKOBBIX, KOTOPbIE OOpaIleHbl
HEIOCPEeCTBEHHO K BBICIIMM >KEHCKMM OOKeCTBaM M Ie€MOHCTPUPYIOT OpPraHMYEeCKYIO
Y IIyOMHHYIO CBSI3b JKEHIIVHBI C OOTMHSIMM 3eMJTM ¥ Bombl. DTO ITO3BOJISIET IPEIIOIOKUTD,
yTO 00pa3s >KeHIIMHbI B TPaIMIMOHHOI YKPaMHCKON KyJIbTYype BOCIPUHMMAJCS KakK
OBITOBOE BOILIOIIEHME 3TUX CaKPaJIbHBIX CYIIHOCTEN M SIBJSETCS ITOATBEPKIEHMEM
poncTtBa putyajga ¥ Muda. BbIIBIEHO, UTO Bepa B BEPXOBEHCTBO KEHCKOTO OOKeCTBa
TpaHcGOPMUPOBAJIACh IO, BIUSIHMEM XPUCTUAHCTBA. [JoKa3aHo, UYTO reHaepHast Mepapxusi
B TPaAMIIMOHHO YKPAaMHCKO! CeMbe B OCHOBHOM 3aBVMICUT HE CTOJIbKO OT YCTOSIBIIMXCSI
raTpuapXajbHbIX MPAaBMI, & OT OCOOEHHOCTel XapaKTepa M COIMaJbHOTO ITOJOKEHMS
MY>KUMHBI U SKEHIIMHBL [eHIepHOe cBOeoOpasue 00psIOB 3MMHEr0 KaJIeHIAPHOTO LMK/
3aKJ/II0YAETCS B MAPUTETHOCTM JKEHCKUX Y MYKCKUX POJIeii, CMMBOIM3UPYIOIIEi rapMOHNIO
B CEMETHOM MMKPOKOCME ¥ MaKpOKOCMe OKPYsKaIoIIeii Cpembl.

Kniouessie cnosa: mMudonorusi; HapomHbIM KajdeHOapb; MaTb-Boma; MaTb-3eMiis;
MOKOIIIb; MUMKPO- ¥ MAKPOKOCMOC; ITAaPUTETHOCTD.

147



THEORY AND HISTORY OF CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 21 « ISSN 2616-423X (Online)

DOI: 10.31866/2410-1915.21.2020.208243
UDC 37.014:316.72(71)

THE HIGHLIGHTS OF MULTICULTURAL EDUCATION IN CANADA

Yuliia Rybinska'?, Iryna Hlazkova?, Oksana Chervenko®, Taisiia Ponochovna-Rysak*,
Larysa Guba®®

Doctor of Pedagogical Sciences, Professor,

ORCID: 0000-0002-2982-8245, julialeo1619@gmail.com,
2Doctor of Pedagogical Sciences, Professor,

ORCID: 0000-0002-1469-8468, iy glazkova@ukr.net,
5PhD in Philological Sciences, Associate Professor,
ORCID: 0000-0001-9473-8548, chervenko@ukr.net,
“PhD in Pedagogical Sciences, Associate Professor,
ORCID: 0000-0002-2107-3343, ponochovna@bigmir.net,
SPhD in Philological Sciences, Senior Professor,

ORCID: 0000-0003-2295-8458, gubalarisa@ukr.net,
aKyiv National University of Culture and Arts,

36, Ye. Konovaltsia St., Kyiv, 01133, Ukraine

YBerdiansk State Pedagogical University,

4, Shmidta St., Berdiansk, Zaporizka oblast, 71100, Ukraine

For citations:

Rybinska, Y., Hlazkova, I., Chervenko, O., Ponochovna-Rysak, T., & Guba, L. (2020). The Highlights of
Multicultural Education in Canada. Culture and Arts in the Modern World, 21, 148-159. https://doi.
org/10.31866/2410-1915.21.2020.208243.

The purpose of the article is to cover the highlights of multicultural education in
Canada, analyse its connection with cultural diversity, multiculturalism and education. The
methodology of the survey is based on such methods as study, analysis and generalization
which helped to examine the nature of multiculturalism and multicultural education in
Canada, and analytical methods that were used to analyze scientific papers in education,
culture, art, and history.

The scientific novelty of the work lies in the justification of multicultural background
and educational process in contemporary Canadian society and analysis of a multi-factor
paradigm of the multicultural school environment.

It is found out that multiculturalism promotes racial and ethnic harmony and cross-
cultural understanding, the goal of which is not the division, but the preservation of unity,
and encourages all Canadians to integrate into their society and take an active part in its
social, cultural, economic and political affairs. Conclusions. It is shown how Canadian
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education destroys the narrative that people from different cultures cannot live alongside
each other in peace and prosperity. Multicultural education tries to create an aware citizen
with a global view of life, one who will promote an appreciation for cultural diversity, social
equality, racial harmony, and national cohesiveness. It also assumes that the ways in which
students learn and think are deeply influenced by their cultural identity and heritage.

It is proved that multicultural education will be more successful if it is based on
principles of multiculturalism, multicultural awareness and the fundamental skills needed
for living in a multicultural world.

Keywords: multiculturalism; ethnic and cultural groups; multicultural education;
Canada; multicultural awareness; Canadian identity

Introduction

In today’s world, multicultural education is an indispensable part of the
non-monoethnic, civilizational and cultural communities. In terms of modern
civilizations fate of individual nations can evolve in two directions. The first
option assumes that the major ethnic groups destroy cultural identity and ed-
ucation of small ethnic groups. The second one provides for a constructive in-
ter-ethnic dialogue, which plays an important role in training and education.
Multicultural education is an approach to teaching and learning that is based
on democratic values that affirm cultural pluralism within culturally diverse
societies in an interdependent world.

Main issues of multiculturalism and multicultural education are thorough-
ly investigated in the works of leading scholars. Bennett (2003) defined multi-
culturalism as “local cultures finding themselves within cultural values without
being assimilated”. J. Banks and C. Banks (2010) states that multiculturalism is
composed of the dimensions of content integration, knowledge construction,
prejudice reduction, equity pedagogy, and empowering school culture and social
structure. According to Ameny-Dixon (2004), multicultural education increases
productivity, overcomes the prejudice, develops interpersonal communication,
creating cultural awareness, and prevents social conflicts. Keith, A. McLeod (1996)
considers multicultural education as an updated form of humanistic education
which can help develop and encourage positive attitudes, open-mindedness, and
respect toward language in all spheres. Nieto & Bode (2008) defines this concept
as a process of comprehensive school reform and basic education for all students.
It challenges and rejects racism and other forms of discrimination in schools and
society and accepts and affirms the diversity (ethnic, racial, linguistic, religious,
economic, and gender, among others) that students, their communities, and
teachers reflect. Gay (2003) provides very perspective accounts of how to become
a multicultural teacher — only through the examination of the voices of multicul-
tural educators and highlights the significance of personal self-reflection, narra-
tives, storied research in developing a multicultural approach, since “who we are
as people determines the personality of our teaching”. Canatan (2009) states the
concept of “multiculturalism” may cause the concept of “multiculturalist” to arise.

As indicated by Byram, Gribkova and Starkey (2002), intercultural com-
petence has been defined as the ability to ensure a shared understanding by
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people of different social identities, and their ability to interact with people
as complex human beings with multiple identities and their own individuality.

Despite the fact that both domestic and foreign scientists have done re-
search on multiculturalism, the main aspects of Canada’s multicultural educa-
tion still remain insufficiently studied in the works of domestic scholars.

While it is indeed necessary that Canadian, American, Irish, and others
yearning for authenticity engage with the reality of hybridity, it is useful to
return to Nash’s earlier mention of Paul Gilroy, who she says avoids “dispos-
ing of ideas of shared points of departure and shared forms of experience in
favour of absolutely indeterminate identities” (Nash, 2002). Pursuing all kinds
of genealogical and genetic knowledge but stridently rejecting, as Nash does,
the use of that knowledge to romanticize ethnic purity or to make claims for
political and cultural entitlement may be the only way forward. Nash’s rigorous
examination of the political, cultural, and material effects of Irish genealogy
and genetics, and the numerous examples she provides of ordinary Americans,
Canadians, and Northern Irish who are using genealogy to transform outmoded
ideas of a “pure points of ancestral origin and an essential. Irishness transmit-
ted via descent” (Nash, 2002) are cause for optimism. Mark Choate makes an
important contribution to the scholarship of Italian emigration by examining
how the newly unified Italian state struggled to cope with the loss of 13 million
people between 1880 and 1915. In Emigrant Nation, Choate (2008) argues that
emigration was turned into a positive concept. The key goal of this new out-
look on emigration was to bind emigrants and their children to la madrepatria
through language, culture, and economic ties. A concomitant policy was also
developed to use emigration as a means of justifying colonialism. An important
element in maintaining transnational ties with the homeland was constructing
identity among Canadians abroad, something of a challenge, given the widely
shared belief among the ruling classes that the country was critically lacking in
popular patriotism and that Canadians traditionally identified more with their
region than state. Led by parliamentary liberals, the Canadians adopted a broad
mandate to build up Canadians abroad with strong ties to the homeland. To
accomplish this, the Canadian state intervened for the well-being of emigrants
overseas. Choate (2008) explains that “emigrants would be united through cul-
ture, religion, and economics, not as fugitives, but heroes, not in a diaspora or
scattering, but in a consciously created, global community of people under the
umbrella of the Canadian state”. Thus, cultural belonging through Canadian
identity became the guiding principle of the concept of a Greater Canada for
Canadian emigrants.

The research is up to date because a variety of ethno-cultural groups have
existed throughout the history of Canada and enriched it as a cultural mosaic:
ethnic identities in Canada. Although Canada is physically the second largest
country in the world, with an area of nearly ten million square kilometres, it has
the 36" largest population density. Canada consists of ten provinces: Newfound-
land, Prince Edward Island, Nova Scotia, New Brunswick, Québec, Ontario, Man-
itoba, Saskatchewan, Alberta, British Columbia and three territories (Northwest
Territories, Yukon, and Nunavut). Ethnically, Canada is one of the most varied
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countries in the world, representing all the colours of a rainbow comprised of:
28% Anglo people, 23 % French origin-people, 15 % other European country
people, 2 % indigenous, and 32 % of Canada’s population is of Asian, African
and Arab origin. Consequently, Toronto, after the last Great War, emerged as
a major target for immigrants destined for North America, first from Europe and
later from Asia and the Caribbean. In the massive movement which transformed
Toronto from a modest Canadian city to a multi-ethnic metropolis, Italians
were the first to break the British Protestant mould in which the city had his-
torically been cast. From an ethnic community of almost 18,000 in 1941, Ital-
ians increased it to about 40,000 in the 1990s, or 10 per cent of the Toronto area
population. Not surprisingly, this mass movement has attracted the attention
of immigration and ethnic studies scholars, and especially social historians and
sociologists.

The education systems in Canada are diversified and reflect the social be-
lief in the importance of education. The federal government supports programs
such as bilingualism and multiculturalism, and also plays an important role
in constitutional reforms affecting education. Although the federal govern-
ment still keeps under its control the Native education, this responsibility is
increasingly transferred to group parliaments (Ghosh & Abdi, 2004). In 1963,
the Québec government formed the Ministry of Education instead of using the
“narrow-minded education system” otherwise available (Breton-Carbonneau,
2010). Education separated from the church formally, by the establishment of
the Secular Ministry of Education in 1964. Separate Catholic and Protestant
school systems insisted on maintaining their existence, but in 1988 school
boards were separated as English or French linguistically (Breton-Carbonneau,
2010). In 1965, a group of mothers from the Anglophone regions, who lived in
a suburb of Montreal, convinced school management that children could learn
a second language faster and more effectively in the learning environment with
the use of the French language, and this was the beginning of ‘French immer-
sion’ programs, which are popular all over the country now. At present, various
versions of this program have been a part of education in public schools all over
the country (Burnaby, 2008). Multiculturalism generally means the acceptance
of different migrant and minority communities, other than the majority of the
population, with their language, culture, social behaviour and often their own
communities and social structures (Castles & Davidson, 2000). Canada is the
first country in the world to adopt multiculturalism and the relevant federal
law still continues today (Aydin & Kaya, 2013). With this policy, the British
and French, as well as many ethnic and cultural groups which existed in Cana-
da, recognized and promoted a vision based on race, national or ethnic origin,
colour, religion values and was based on mutual equality and respect. However,
the status of the multiculturalism policy was confirmed by Canada’s two official
languages and the rights of native people (Kymlicka, 2008). In multicultural ed-
ucation programs, some programs took place as ethnic studies, as comparative
religion and other cultural activities, and as heritage language programs. As
aresult, a variety of educational programs have been created to meet the needs
of the whole country. Thus, all the ethnic groups living in Canada have a system
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where they can receive education according to their needs and abilities (Aydin
& Kaya, 2013).

Purpose of the article

The purpose of the article is to cover the highlights of multicultural edu-
cation in Canada, the first country of the formal multiculturalism policy and
analyze its connection with cultural diversity, multiculturalism and educa-
tion.

The methodology of the survey is based on such methods as study, analy-
sis and generalization which helped to examine the nature of multiculturalism
and multicultural education in Canada, and analytical methods that were used
to analyze scientific papers in education, culture, art, and history.

Main research material

How does multiculturalism affect Canada? Acceptance gives Canadians
a feeling of security and self-confidence, making them more open to, and ac-
cepting of, diverse cultures. The Canadian experience has shown that multicul-
turalism encourages racial and ethnic harmony and cross-cultural understand-
ing. Mutual respect helps develop common attitudes.

Why is Canada so multicultural?

Multiculturalism exists when people accept and encourage many cultures
to thrive in a society. Canada officially became a multicultural society in 1971
when the government began to recognize the value and dignity of Canadians of
all races and ethnic groups, all languages and all religions.

Multiculturalism became official Canadian policy under the government
of the late Pierre Elliot Trudeau (current President Justin Trudeau’s father) in
1971. In doing so, Canada was the first country in the world to adopt multicul-
turalism as official policy.

What “multiculturalism” means in the Canadian context is that:

Multiculturalism fosters a society, and a Canadian identity, in which people
and groups of all cultures are accepted. Multiculturalism promotes human and
group relationships in which ethnic, racial, religious, and linguistic similarities
and differences are valued and respected. The principles or tenets that are in-
herent in multiculturalism are:

— Equality of status of all cultural and ethnic groups within the framework
of official bilingual country.

— The freedom of all individuals and groups to the retention and develop-
ment of their cultures as part of the Canadian identity.

— Equality of access by all individuals and groups to employment and pro-
motion, services, and support.

— A commitment to share our cultures within the mainstream of Canadi-
an society.

— An undertaking to participate in Canadian citizenship and the demo-
cratic process in terms of both rights and responsibilities.
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— A belief that individuals have the freedom to choose the particular cul-
tural attributes they prefer within the framework of our democratic principles.

— Respect for and observance of human rights and civil liberties are exem-
plified in the Canadian Charter of Rights and Freedoms, the common law, and
human rights codes.

Multiculturalism includes all Canadians and is for all Canadians. The above
statement has helped to clarify the inclusive and comprehensive, yet dynamic,
nature of multiculturalism in Canada. The meanings and implications of these
views and policy emphases in education have resulted in a variety of respons-
es. In Canada, each province has jurisdiction over its own school system. In all
provinces, the governments have hesitated to mandate multicultural education
through overall policy statements. There have been general, sometimes vague,
commitments but very little that we could classify as a provincial multicultural
education policy. The provinces have been cautious in dealing with the extreme
demands of this issue.

First, however, the meaning of multiculturalism needs to be examined. Do-
ing so will provide the framework for understanding how the text is organised
and why the readings, which constitute it, are included. The word multicul-
turalism is actually used in two senses. In the first, it simply refers to the fact
that human existence is inherently and universally multicultural, even though
throughout history, mankind has resisted recognizing it. This resistance prob-
ably stems from the survival imperative of the ethnocentric impulse; submerg-
ing oneself in similarities has been seen as a surer road to survival than trying
to cope with differences. Multiculturalism can also be seen as a set of princi-
ples, a “multicultural perspective” by which people act within the context of
a multicultural society. These principles can be defined and learned. But the key
to multiculturalism is awareness. Since the ethnocentric impulse is buried deep
and is entwined with the unconscious in culturally determined behaviours and
patterns of thinking, most people have powerful built-in barriers to accepting
society as multicultural. Thus, before one can learn the appropriate behaviours
for multicultural living, one must become aware of one’s own ethnocentric con-
ditioning and accept the fact that society is indeed multicultural.

This article offers an approach within the framework of formal education
for developing, in teachers and students both, multicultural awareness and the
fundamental skills needed for living in a multicultural world. This approach is
what we and others call multicultural education.

Multiculturalism, as a state policy, is plainly becoming a total education; it
is taking on the aspects of the modern philosophy of man. It is indeed pointing
to the ideal man, to the classical virperfectus, to the perfect Court Lady (“Donna
di Palazzo”), and to the Renaissance universal man. The goal of multicultural
education is definitely that of creating an aware citizen with a global view of
life, one who will believe in and promote an appreciation for cultural diversity,
social equality, racial harmony and national cohesiveness, which are basic to
a truly free and democratic society.

It is also quite clear that this philosophy and education program coincides
almost totally with the program once designed by the classical Studiahuman-
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URE

itatis (literally, the studies of humanity, or liberal arts). It coincides with the
humanistic cultural ideal, which was abandoned as an educational goal in the
last few centuries and especially in the last few decades.

Multiculturalism as a philosophical movement helped analyze a multi-
factor paradigm of the reformed school environment that assumes that the
gender, ethnic, racial, and cultural diversity of a pluralistic society should be
reflected in all of its institutionalized structures but especially in educational
institutions, including the staff, democratic attitudes, norms and values, cur-
riculum, teaching materials and student body (Figure 1).

Multiculturalism as an Education Philosophy

|

The school staff has democratic
attitudes and values (non-racist)

Language pluralism and diversity
are fostered in the school

|

The school has norms and values
that reflect and legitimize ethnic
and cultural diversity

Teaching and motivational styles
are used that are effective with
students from different social-class,
racial and ethnic groups

Assessment and testing procedures
promote social class and ethnic
equality

Students from different ethnic,
cultural and social-class groups
experience equal status
within the school

The curriculum and teaching
materials present diverse ethnic
and cultural perspectives on
concepts, issues and problems

Teachers and students acquire
the skills and perspectives needed
to recognize various forms of racism
and to take actions to eliminate them

THE MULTICULTURAL

SCHOOL ENVIROMENT

Figure 1. A reformed school environment based on a multi-factor paradigm

154




THEORY AND HISTORY OF CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 21 « ISSN 2616-423X (Online)

Instead, cultural identity is often based on traits and values learned as part
of our ethnic origin, religion, gender, age, socioeconomic level, primary lan-
guage, geographical region, place of residence (e.g., rural or urban), and cul-
tural patterns shared with others who identify themselves as members of that
particular group. For example, sub-societies within the United States share
cultural elements, institutions, and patterns not common to the larger U.S. so-
ciety. Traditionally these groups have been called sub-societies or subcultures
by sociologists and anthropologists because they exist within the context
of a larger society and share political and social institutions as well as some
of the traits and values of the macro-culture. These cultural groups are also
called macro-cultures to indicate that they have distinctive cultural patterns
while sharing some cultural patterns with members in the U.S. macro-culture.
People who belong to the same micro-cultures often share traits and values
that bind them together as a group. Although numerous micro-cultures exist
within most nations, the United States is exceptionally rich in the many dis-
tinct cultural groups that make up its population. W. Goodenough (1976) de-
fines multiculturalism as the normal human experience. Since all Americans
participate in more than one culture group or micro-culture, most people have
already become proficient in multiple systems of perceiving, evaluating, believ-
ing, and acting according to the patterns of the various micro-cultures in which
they participate. Individuals with competencies in several micro-cultures de-
velop a fuller appreciation of the range of cultural competencies available to all
individuals. Individuals who have competencies, and can operate successfully
in two or more different cultures are bicultural or multicultural and are often
multilingual as well. One’s identity is more flexible, autonomous, and stable to
the degree that one recognizes one’s self as a member of various different sub-
communities simultaneously.

Conclusions

Thus, the Canadian experience has shown that multiculturalism encour-
ages racial and ethnic harmony and cross-cultural understanding. The goal
of multiculturalism in Canada today is not the division, but preservation of
unity. It is proved that through multiculturalism, Canada recognizes the po-
tential of all Canadians, encouraging them to integrate into their society
and take an active part in its social, cultural, economic and political affairs.
Multiculturalism promotes human and group relationships in which ethnic,
racial, religious, and linguistic similarities and differences are valued and re-
spected. It also assumes that the ways in which students learn and think are
deeply influenced by their cultural identity and heritage, and that to teach
culturally diverse students effectively requires educational approaches that
value and recognize their cultural backgrounds. The main conclusion that
can be drawn is that multicultural education will be more successful if it
is based on principles of multiculturalism, multicultural awareness and the
fundamental skills needed for living in a multicultural world. In this way,
multicultural education aims to improve the learning and success of all stu-
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dents, particularly students from cultural groups that have been historical-
ly underrepresented or that suffer from lower educational achievement and
attainment. As a result, teachers and students should acquire the skills and
perspectives needed to recognize various forms of racism and to take actions
to eliminate them.

Comparative analysis of Canadian and Ukrainian multicultural education
is another important issue for further investigation. It will help to reveal key
differences between multicultural education in Canada and Ukraine based on
the example of ethnic minority groups.
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Meta craTTi — JOOCTIOUTM OCHOBHI acleKTM MYJIbTUKYJIbTYpHOI ocBiTM KanHamu,
MpoaHali3yBaTu ii 3B’SI30K i3 KyJIbTYPHMM DpO3MAiTTSIM, MYJAbTUKYIbTYPAIi3MOM Ta
ocBiTo0. MeTopmonorisi AOCTIIKeHHST 0a3yeTbCs HA TaKUX METOMAAX, SIK BUBUYEHHS,
aHa/li3 Ta y3arajJbHEHHS, SIKi JO3BOMWIM DO3ISIHYTU HPUPOLY MYIbTUKYJIbBTYPali3My
71 MyJIbTUKYIBTYPHOI OCBiTM B KaHali Ta aHATITUYHNMX METOAAX, SIKi BUKOPMUCTOBYBAIMUCH JJIsT
aHaJIi3y HayKOBUX Ipallb 3 MUTaHb OCBiTH, KyJbTYPU, MUCTELITBA Ta icTopii. HaykoBa HOBM3HA
po6OTH TONSITae B OOIPYHTYBAHHI 3B’I3KYy MY/IBTUKYJIBTYPHUX ITePEeIyMOB Ta HABUATbHOTO
MpOIIeCy V Cy4aCHOMY KaHaJCbKOMY CYCITiJIbCTBi, aHasi3i 6araTogaKTOpHOI mapagurMu
MYJIbTUKYJABTYPHOTO OCBITHBOTO Ce€pefoBMUINA. 3’SICOBAHO, IO MYJIbTUKYIbTYpalIi3m
CIIpUSIE PacoBili Ta eTHiIUHili rapMoOHii Ta MIKKYJIbTYPHOMY PO3YMiHHIO, METOH) SIKOTO
€ He TIO[IiJ, a 30epeskeHHsT €JHOCTI Ta KU1 CITIOHYKAE yCiX KAHAJIiB iHTErpyBaTUCS Y CBOE
CYCIiJIBCTBO i 6paTy aKTUBHY yYaCTh Y FI0TO COI[iaTbHOMY, KY/IbTYPHOMY, EKOHOMIYHOMY Ta
MOMITUYHOMY PO3BUTKY. BMCHOBKMU. Y [OCTiIKeHHI MOKa3aHO, SIK ocBiTa KaHagu pyiiHye
CTEpPeOTUIIN TPO Te, U0 JIOAM PiSHUX KYJbTYD HE MOXYTb XUTU B MUPi Ta MPOLBiTaHHI.
MynbTUKY/IBTYPHA OCBiTa HaMarae€TbhCsl CTBOPUTHM CBiZOMOTO TpOMaJsIHMHA, SIKUI BipUThb
i BU3HA€e Ky/IbTypHe Pi3HOMAaHITTS, COIliaJbHYy PiBHICTb, PACOBY FapMOHIiI0 Ta HAlliOHAJIbHY
3TyPTOBAHICTh. BOHA TaKOX [T03BOJISIE TIPUITYCTUTH, IO CIIOCOOM HABYAHHS TAa MUCIEHHS
CTYIEHTiB 3HaXOISThCS ITiJT IIMOOKMM BIUIMBOM iX KYJIbTYPHOI iI€HTUYHOCTI Ta CIIaAIIVHA.
IoBemeHO, 1O MYJIBTUKYJIbTYPHA OCBiTa Oyme OLIbII YCIINIHOI, SKIIO BOHA Oyme
IPYHTYBaTUCSI Ha TMPUHIUIIAX MYJAbTUKYIbTYPalIi3My, MYJIbTUKYJIBTYPHOTO YCBiZOMIEHHS
Ta QyHIaMEeHTATbHUX HaBUUKAX, HEOOXiTHUX AJISI JKUTTS Y MYJTbTUKYIBTYPHOMY CBiTi.

Kntouosi cnosa: MynbTUKYIbTYpali3M; eTHIUHI Ta KyJbTypHI TPYIN; MYJAbTUKYIbTYPHA
ocBiTa; Kananma, My/bTUKYIBbTYpHA 00i3HAHICTh; KAHAZCHKA iIEHTUYHICTD.
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Ilenp cTaThy — MCCIEIOBATh OCHOBHBIE aCIEKTbl MYJIBTUKYIBTYPHOIO OOpa3sOBaHMS
Kanazpl, TpoaHaan3/poBaTh €e CBI3b C KY/JAbTYPHBIM Pa3HOOOpasmueM, My/IbTUKY/IbTYPaIu3MOM
1 o6pasoBaHMeM. MeTOmo/I0rMs MCCIeNOBaHMs 6a3MpyeTcs Ha TaKMX MeTOIaxX KakK M3yueHue,
aHa/mM3 ¥ 00006IIeHe, KOTOpble MO3BOIMIM PACCMOTPETh IPUPORY MYIbTUKYIbTYpaai3Ma
M  MYJIbTUKYJIBTYPHOIO o0OpasoBaHusi B KaHame, aHaIMTHYECKME METOMObI, KOTOpbIE
MCIIONb30BaINCh [IJIs aHadu3a HayyHbIX paboT II0 BOIpOCaM 06pa3soBaHus, Ky/IbTYpHI,
MCKYCCTBA M McTopum. HayuHas HOBM3HA pabOThl 3aKIH0YaeTcsi B OOOCHOBaHMM CBSI3MU
MYJIBTUKY/IBTYPHBIX ITPEITIOCHIIOK 1 YUeOHOI0 IpoLiecca B COBPeMEeHHOM KaHa[CKOM OBIIeCTBe,
aHajM3e MHOro()akTOpHOM mapagurMbl MY/JIbTUKY/JIbTYPHOIJ 06pa3soBaTeIbHOM Cpembl.
OrmpeneneHo, 4YTO MY/IbTUMKYIbTYPaaM3M CIIOCOOCTBYET PacoBOi ¥ STHUYECKOM TapMOHUMU
M MEXKY/JIbTYPHOMY IIOHMMAHMIO, L[EJIbI0 KOTOPOIO SIBJISIETCS He pasfesieHine, a CoXpaHeHe
@IMHCTBA M KOTOPBIii IIOOYKIaeT BCeX KaHaALeB MHTEeIPUPOBAThCS B CBOE OOIIECTBO M aKTUBHO
YyYaCTBOBATh B €ro COLMAIbHOM, KyJIbTYPHOM, SKOHOMUYECKOM U TOJUTUUYECKOM Pa3sBUTUML.
BoeiBombl. B mccaemoBaHMy IOKa3aHO, Kak o6pasoBaHye KaHambl paspyliaeT CTePeOTMIIbI
0 TOM, UTO JIFOAY Pa3HBIX KYJIbTYP HE MOTYT JKUTb B MUp€ ¥ IIPOLBeTaHui. MyJIbTUKY/IbTYPHOE
o6pa3oBaHie IMbITAETCS CO30aTh CO3HATEIBHOIO IpakgaHMHA, KOTOPbI BEPUT U MPU3HAET
Ky/IbTypHOe MHOTOOOpasiue, ColMaabHOe PaBEHCTBO, PACOBYI0 TAPMOHMIO M HAILIMOHATbHYIO
CIUI0YeHHOCTb. OHO TAKyKe MO3BOJISIET IPEAOIOKNATD, YTO CIIOCOOBI O0YUEHMST M MBIIUICHMUS
CTYIEHTOB HaXOISATCS IO, ITYOOKMM BJIMSIHMEM MX KYIbTYPHO! MOAEHTUYHOCTY ¥ HACTeIusl.
ITokasaHo, UTO MYJIbTUKYJIbTYPHOE 0Opa3oBaHMe OymeT 6ojiee YCIEIIHbIM, €M OHO OyIeT
OCHOBBIBATbCS HA MPUHIMIAX MYIbTUKYIBTYPaIM3Ma, MYIbTUKYIbTYPHOTO OCO3HAHMS
" pyHIAMEHTAIbHBIX HaBbIKAX, HEOOXOMVIMBIX [/l 5KU3HU B MY/JIbTUKY/ITYPHOM MUpeE.

Kniouesvie c106a: MyIbTUKYJAbTYPAIN3M; STHUYECKME M KyJAbTYPHbI€ T'PYIIIIbI;
MYJIBTUKYJIBTYPHOE oO6pasoBaHme; KaHama; My/IbTUKYIbTYPHAs OCBEIOMIEHHOCTb;
KaHa/CKas MAEHTUIHOCTD.
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The purpose of the article is to examine and demonstrate some features of a foreign language
studying as a means of intercultural communication, to prove that for effective communication
in a foreign language it is necessary not only to possess this language at a sufficient level but
also to be familiar with the culture of its native speakers. Professional competence of the new
formation specialists requires having the knowledge, abilities, skills for the establishment of
dialogue and mutual understanding with foreign partners at a high professional level, and thus
the establishment of dialogue between cultures; tolerant attitude towards linguistic and cultural
differences interlocutor, a misunderstanding that cannot be avoided time of communication
with representatives of another culture. The research methodology includes study, analysis
and generalisation with the purpose to demonstrate the evidence of an inextricable link
of culture and language in the study of foreign languages. The scientific novelty is to show
new features of English as a foreign language, because new technologies, modern methods of
communication, slang, global problems, global culture, other foreign languages lead to lexical-
semantic changes in the vocabulary of the language and its completion, as evidenced by the
examples from the media given in the article; demonstrate key concepts of cultural literacy and
consider some theoretical and practical issues related to improving cultural literacy in learning
foreign languages. In the work, the author believes that when studying a foreign language, it is
necessary to pay special attention to the characteristic features of modern vocabulary related to
the increasing role of the Internet and other information technologies, and offers methods for
developing communicative competence, taking into account the development of intercultural
communication. Conclusions. The work proves that fluency in a foreign language is not achieved
thanks to the knowledge of grammar, vocabulary, pronunciation skills or the ability to translate,
but through foreign culture cognition. In the process of teaching, the focus is on the need to
practice the use of a foreign language as a means of intercultural communication. The process
of foreign languages teaching should be reviewed and optimised, taking into account trends in
the development of intercultural communication in a multicultural world.
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Introduction

“Globalisation has made intercultural communication inevitable. Com-
municating with other cultures characterises today’s business, classroom, and
community. Hence, the art of knowing how to communicate with other cultures
should be a workplace skill that is emphasised” (Gitimu, 2005). The rapid de-
velopment of modern technologies, technical means and capabilities pose new
challenges in the system of higher professional education. Among these, one can
single out the expansion of specialities and specialisations in vocational train-
ing, the development of partnerships between universities, the opportunity to
take internships abroad, and to listen to special lecture courses in various speci-
alities. The problem of intercultural communication in this regard is of particular
relevance. The specificity and complexity of the issues arising from this are since
this communication is carried out in conditions of mismatch of national and cul-
tural stereotypes of thinking and behaviour. Successful intercultural professional
communication involves, along with knowledge of a foreign language, the ability
to perceive and adequately interpret forms of communicative behaviour in all
their diversity. The contemporary picture of the world is the interpenetration
of cultures as a result of globalisation and integration processes that greatly in-
fluence and change the system of establishing international relations and their
structure. The tendency for the adaptation of the modern man to fleeting pro-
cesses in all spheres of life implies integration into the space of cultures unity,
where the influence of culture on the consciousness and thinking of the person
is inevitable. It directly influences the formation of the linguistic picture of the
world, “which is a global image of the world, a reflection in the mind of man that
created as a result of diverse experiences and spiritual experiences activities of
man and the whole nation” (Holubenko, 2015, pp. 18-19) or as a particular way of
perceiving the world of every civilisation, social systems (Maslova, 2004, p. 68).

The need to improve the quality of professional language training of spe-
cialists in a non-linguistic university is obvious. A modern specialist will be
in demand due to the professional training, knowledge and skills acquired in
the process of studying at a higher educational institution. Researchers under-
stand the professional readiness of a future specialist to work in a multicultural
space as a result of the process of improving his skills in the field of intercultur-
al communication through a business and professional foreign language. The
foreign language competence of the future specialist is an integral part of his
professional culture. Knowledge of the language characteristics of the business
and professional communication, the ability to establish business contacts,
conduct business communication and cooperation reflect the essence of com-
municative foreign language competence and its main components: linguistic,
pragmatic, sociocultural, discursive and intercultural competencies necessary
for mastering business and professional foreign languages. Formation of these
competencies the specialist becomes an important component of his successful
employment and further career growth.

Just as an individual cannot naturally exist in isolation from other people,
so no culture can fully function in isolation from the cultural achievements of
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other peoples. In the process of their life activity, they are forced to constantly
turn to either their past or the experience of other cultures. At present, there
are practically no cultural communities completely isolated from the world, ex-
cept for small indigenous tribes lost in the most secluded corners of the planet.
Today, a natural situation is when any people are open to the perception of
others’ cultural experiences. At the same time, they are ready to share their
own culture with other peoples. This appeal to the cultures of other nations was
called the “interaction of cultures” or “intercultural communication”. As a rule,
these concepts are considered as synonyms, although they have some specifics.

Professional competence of the new formation specialists requires having
the knowledge, abilities, skills for the establishment of dialogue and mutual
understanding with foreign partners at a high professional level, and thus the
establishment of dialogue between cultures; tolerant attitude towards linguis-
tic and cultural differences interlocutor, a misunderstanding that cannot be
avoided time of communication with representatives of another culture.

The problem of intercultural communication is of significant interest to
domestic and foreign experts, representatives of various scientific schools. So,
the conceptual analysis of the nature, content, characteristics, and manifes-
tations of intercultural communication presents in T. Grushevich, P. Donets,
J. Lean, N. Larina,

A. Sadokhin, S. Ter-Minasova, L. Kulikova. The problem of communicative
complications and misunderstandings among members different cultures and
ways of overcoming them are research A. Virzhbitska, V. Hudikunst, N. Larina,
V. Manakin, G. Triandis, E. Hall, G. Hofstede.

The problem of tolerance in the framework of intercultural communication
revealed in the writings of N. Zakharchuk, L. Znykina, A. P. Sadokhin, V. Safono-
va, S. Ter-Minasova.

The works of L. Berberet, I. Mikhailenko, V. Turchenko and others are dedi-
cated to the teaching of foreign languages as a means of intercultural commu-
nication in high educational establishments.

Studying and analysing the latest studies of the problem of intercultural
communication, we note that most of the work focused on the identification
and analysis of the concept of intercultural communication, its components,
the interaction of culture and language, questions of cultural identity and
differences; development and improvement of communicative competences
and in general the coverage of theoretical aspects (F. Batsevych, N. Halytska,
I. Dziuba, P. Donets, Miazova, L. Nagorna, A. Potebnia). While foreign experts
(A. Moeller, Moore) propose practical recommendations for methods of teach-
ing foreign languages, improving foreign language competence in the frame-
work of intercultural communication based on analyses, opinion polls, analysis
of the practical lessons’ effectiveness on a given topic, and the like.

Purpose of the article

The purpose of the article is to show some features of a foreign language
studying as a means of intercultural communication and substantiate that for
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effective communication in a foreign language it is necessary not only to pos-
sess this language at a sufficient level but also to be familiar with the culture
of its native speakers. The success of teaching a foreign language depends on
several factors. One of them is taking into account the national cultural spe-
cifics of a society in which the studied language is functioning. Understanding
a foreign language text is impossible without understanding foreign cultural
features associated with its creation. In today’s global integration it is neces-
sary not only to know foreign words but also to be familiar with the culture of
other people because behind every word there is a part of the picture of another
world, foreign and foreign culture. In the classroom, there is a need not only to
pay attention to the relationship between language and culture but to teach
a foreign language as an instrument of intercultural communication. This fact
causes the relevance of the chosen topic.

Main research material

Culture can be defined as a set of habits shared by group members living in
the same geographical area, biologically determined, such as communication
tools (of which the language is basic), social relations at various levels, various
types of everyday activities, products of this group and the way they are used, typ-
ical manifestations of personality, both at the national and individual levels and
their ideas about their own place in the world. Scientists define culture as a type
of worldview and a way of being in the human world, which shares these views
with a particular community. Based on this concept of culture, intercultural com-
petence could easily be connected in various contexts with the concept of modern
society. While communicative competence lies in our ability to achieve sponta-
neous speech acts that are contextually appropriate, intercultural competence is
our ability to manage events in the presence of interlocutors who have a different
mindset and speak a different language. It even turns out to be impossible to learn
it in the classroom using situational role-playing games, because we are talking
about situations, in reality, implausible, where interculturalism does not appear
in an unconscious form, as it happens in reality. In this sense, a teacher who can-
not teach this competency can at least instruct the student to study it in other
contexts. From the student’s point of view, it is important to observe a different
culture in order to know it better. It is about observing cultural patterns that occur
in different areas when in contact with another culture (for example, when trav-
elling abroad or when watching a foreign film or other recordings). In particular,
S. Ter-Minasova (2000) noted that “the term intercultural communication implies
successful, effective communication of representatives of different cultures. Be-
cause language is the main and most developed means of human communication,
the interconnection and interaction of language and culture are at the heart of
intercultural communication”. And further: “As a type of human activity language
is a component of culture, which is defined as the totality of the results of human
activity in different spheres of human life: industrial, social, spiritual.”

This article examines some peculiarities of a foreign language studying as
a means of intercultural communication. The connection of culture and lan-
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guage becomes most noticeable when students encounter features of transla-
tion even into the very first foreign language lessons. At the very beginning of
learning English, it turns out that two personal pronouns “ty” (Ukrainian) and
“vy” (Ukrainian) have one equivalent in English — “you”, which already reflect
the cultural characteristics of English-speaking countries. Further studying
foreign languages has the opportunity not only to compare different languag-
es, but also different cultures, to find common and different in them, to enrich
your life experience. Not for nothing, S. G. Ter-Minasova (2000) notes: “Each
lesson of a foreign language is a crossroads of cultures, this is the practice of
intercultural communication because each foreign word reflects the foreign
world and foreign culture: each word has an idea of the national conscious-
ness (foreign again, if the word is foreign) the world” (p. 25). Without taking
into account national cultural characteristics when learning a language, it is
impossible to master the subject entirely. The concept of communicative inter-
cultural competence is a universal phenomenon, regardless of place and time
(Suprunov, 2017). This is a skill that is not acquired immediately, but over time
and in the learning process, as well as knowledge of a foreign language develops
in the process of learning it. It is difficult to get such a competency because it is
acquired by observing cultural elements.

Without taking into account national cultural features, it is impossible to
master the subject completely. The cultural differences have to make a differ-
ence in the interaction to qualify the process as intercultural communication.
(Arasaratnam, 2013).

Any activity requires goal setting. Why is it necessary to learn a foreign lan-
guage in the modern world, where there are gadgets with applications-transla-
tors? In light of modern trends, a foreign language is no longer an aim in itself
for learning. The purpose of a foreign language lesson is to teach you how to
communicate in another language, but “communication and culture are insep-
arable” (McQuail & Windahl, 1993) as was noted more than once.

In some languages, there are words that denote certain phenomena of hu-
man life that are characteristic of all cultures but do not have equivalents in
other languages. Untranslatable words are called the realities of the language
(objects, national characteristics, historical facts that have no equivalents in
other languages). In the English language, there are a lot of such “untranslata-
ble” words and phrases.

“Closet music” This phrase is used to indicate music that you have to listen to
alone because of the fear of being ridiculed. For example, if in appearance a bru-
tal man loves Justin Bieber’s work, he is unlikely to tell everyone around him.

“Bromance” (from brother and romance). This term can be explained in
many languages, but the word itself is exclusively in English. The relationship
between two close friends is called bromance. It is important to note that the
relationship should be friendly.

“Stage — phoning” (literally — staging call). Imagine a guy who, having seen
a beautiful girl on a bench, decided to imitate a telephone conversation. And he
casually mentioned his Mercedes and a house in Miami. This is the same “stage
call”.
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“Brandalism” (from brand and vandalism). A situation in which city facades
are hidden behind ugly banner ads is called brandalism.

“Football widow”. This expression is used to refer to a woman whose hus-
band is “overly carried away” by something. For example, during the World Cup,
it seems that all men are simply lost to the world. Today this expression has
varieties: the popular game World of Tanks has also made many women widows
so that this expression can transform into “Tanks widow”.

“Gobbledygook” Was it hard to read? That is the point! This word means
too pompous, bureaucratic language, characteristic of official communications,
legal documents. Some people intentionally use hard-to-understand words and
sentences to seem more knowledgeable than they really are.

But, ignorance of certain expressions is only one side of the issue. A for-
eign language teacher should not only introduce his students to a set of lexical
units and grammar rules but also show how to use them in a situation of real
communication. Foreign language learners should see the goal of their efforts
to learn another language, namely, learn to use it as an instrument of intercul-
tural communication. Foreign language learners should see the goal of their
efforts to learn another language, namely, learn to use it as an instrument of
intercultural communication. The methodology of teaching foreign languages
is based not only on linguistic facts but also on extralinguistic, which are nec-
essary for the communication process. Speaking a language, representatives of
different cultural communities cannot always adequately understand each oth-
er. The problem often lies in the divergence of cultures. As noted, “even native
speakers of the same language can act as representatives of different cultures
or subcultures. They also may not fully understand each other” (Makshantce-
va, 2001). Any person sees the world within a certain cultural framework. But
these cultural frameworks (norms), as a rule, are not recognised by the individ-
ual, because most often they are so inherent in him that they form part of his
personality. Awareness of the norms of behaviour and thinking of one’s own
culture is possible only when there are contacts with people who are guided by
other cultural norms in their behaviour.

People to one degree or another expand the boundaries of their cultural ho-
rizon, visiting other countries, studying foreign languages, reading foreign liter-
ature, talking with foreigners. However, this interaction can cause discomfort or
even lead to conflicts that are often difficult to explain. The mechanisms of be-
haviour and evaluations that worked until communication was carried out within
the framework of one culture begin to fail; communication becomes difficult.
This causes uncertainty, loss of internal stability, incorrect interpretations of
partner behaviour, and misunderstanding of each other. Therefore, if until now
a person has not noticed or realised the peculiarities of his behaviour, due to
his cultural context, now these subconscious models of perception, emotional
reactions, thinking, behaviour and assessments are becoming more obvious and
subject to reflection, accounting and correction concerning the partner on com-
munication. The behaviour of people belonging to other cultures is not at all un-
predictable, and it can be studied and predicted. The study of other cultures, their
characteristics, patterns of their functioning and development enriches a person,
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transforms his attitude towards the world and other people, and can drastically
change his attitude to life situations. For successful communication, mastering
only the language code is not enough. It is also necessary to master the sociocul-
tural code of the community in the language of which communication is carried
out, with the knowledge and ideas that are stored in its “cognitive base” - the
totality of knowledge and ideas common to all members of this community.

In English, there are a large number of lexical units that may not be fully
understood by a Ukrainian-speaking student who is unfamiliar with the na-
tional cultural specifics of English-speaking countries. However, even a flawless
choice of an analogue of the Ukrainian word will not provide an understanding
of speech in general. Of course, the relationship of language and culture is most
clearly manifested in vocabulary: methods of nomination, words with a national-
cultural component of meaning (for example, equivalent, background vocabu-
lary), etc. Vocabulary reflects reality, responds to changes in the social, material
and cultural life of the people. In the lessons of a foreign language, it seems
necessary to pay special attention of students to the mismatch of the transla-
tion of lexical units from one language to another.

However, it is worth paying attention to other features of foreign-language
and foreign-cultural communication. So, English speech stamps can cause
problems for students. No wonder the speech stamp is defined as “a means of
speech, deposited in the collective consciousness of speakers of a given lan-
guage as a stable, “ready to use” and therefore the most “convenient” sign for
expressing a certain linguistic content. For example, in oral speech “Look here”
is not translated literally, but used to attract the listener’s attention: “Listen”!
Also “I see” is used in the conversation to say that someone has understood
something, which translates as “I got it.” The phrase “That will do” means
“Enough” (no more is needed or desirable). In the Ukrainian language, there are
such introductory expressions as “Z odnoho boku” (On the one side”), “Z insho-
ho boku” (On the other side”). Their English equivalents are “On the one hand”,
“On the other hand”. Such speech stamps reflect the prevailing linguistic tradi-
tions. Students are desirable to understand their meaning without literal trans-
lation into their native language. The interconnection of culture and language
is clearly manifested in phraseological units.

Many proverbs, sayings convey specific national features; the imagery con-
tained in them reflects the history of the people, its customs, traditions, unique
character traits, etc.

“A rolling stone gathers no moss” - this proverb translates as “rolling stone
will not be overgrown by moss”. It is wrong to assume that the meaning of
this proverb is the same as that of the proverb: “No water flows under the un-
derlying stone” (Ukrainian variant). But if our proverb forces people to move,
motivating them to work, to make money, then the English version of “A rolling
stone gathers no moss”, on the contrary, causes a person to stop, to acquire
a fortune, a house and material goods — “moss”. And if a person rolls like a stone
to wander around the world, then he will waste all his wealth.

“Do not make a mountain out of an anthill” - it would seem impossible to
combine information about the mountain and the anthill, but the proverbs and
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sayings in English do not cease to amaze! The translation is simple enough:
“Don’t make a mountain worse,” which means: “Don’t exaggerate.” By the way,
there is also a version of this proverb in the Ukrainian language: “Don’t make
flies out of an elephant”.

“The modern concept of foreign language education is based on the inte-
grated learning of the language and culture of the countries being taught, and
on the use of the national component, based on knowledge of the native coun-
try, the history of its people, its traditions, customs, etc., that is, the dialogue
of native and foreign culture. The main purpose of such education is to teach
language through culture and culture through language.” (Filonova, 2012).

In the English language, there is a large number of phraseological units of
literary origin. L. Carroll in the book “Alice in Wonderland” popularised the ex-
pression “mad as a hatter” (not in one’s mind, a lunatic as a hatter), which has
historical justification - it was believed that the hatters were losing their mind
using the mercury when felt processing.

In foreign language classes, students not only learn the culture and tra-
ditions of other countries but also learn to put this knowledge into practice.
A foreign language is an instrument of intercultural communication, so it is
important to allow students to use it in action.

Intercultural communication — “communication of different cultures and
languages speakers” (Ter-Minasova, 2000). It can be either direct (in person) or
indirect (media, books, the Internet, etc.). It can be everyday (for example, dur-
ing tourist trips) as well as professional orientation (when communicating with
colleagues, when relying on foreign materials in scientific work, etc.). While
previously the emphasis was on the translation of highly specialised texts with
a dictionary (and a specialist with higher education usually wrote in question-
naires “I translate with a dictionary”), now the emphasis has shifted to the study
of a foreign language as a means of communication between representatives of
different countries. The task of practical learning of language as a means of
intercultural communication is achieved in foreign language lessons in higher
education establishments through a variety of activities. Thus, students can
be offered discussions in a foreign language, round tables, business games and
brainstorming, participation in international conferences, communication
with their and future colleagues from other countries, etc. The main thing is
to create a real communicative situation when teaching a foreign language, to
connect the study of the subject with real life, to create the right motivation for
learning with a practically oriented aim.

Young scientists will learn that a scientific presentation is replete with po-
lite cliché phrases, and in English, they are doubly polite. When addressing the
audience, you should say “Dear colleagues”; starting the report, you can use
“Can I have your attention, please?” and when answering a question, thank for
attention to the report not just “Thank you for the question”, but, for example,
“We are grateful for your kindest attention to the report”. The emergence of
a possible discussion in a foreign language is an excellent bonus for the par-
ticipants of the conference. Thus, all that the students have previously studied
in the lesson worked out during the exercise, gets the sense, the motivation for
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further improvement of the foreign language appears. Foreign language does
look to be an instrument of intercultural communication.

It is important for us to carefully monitor what is happening in the lan-
guage, if only in order to be able to answer students’ questions about innova-
tions, and also to modify traditional rules in time. Changes in the vocabulary
of the English language occur in the most noticeable way. New words appear in
the language, existing ones get new meanings, and some go completely out of
use. If we analyse modern media in English (newspapers, magazines, radio / TV
shows, films), we can come to a conclusion about the following sources of influ-
ence on modern English: new technologies; modern ways of communication;
slang of youth and adolescents; global issues; global culture; other foreign lan-
guages. It should be noted that 20 years ago no one knew what “blog” means,
but when Internet users started writing “weblogs online”, the phrase was soon
shortened to “blog” and the person writing was called “blogger”. Nowadays, In-
ternet users are constantly warned about the dangers of “phishing” (a criminal
attempt to use someone else’s credit card or other information of the owner).
“Phishing” resembles another English word - “fishing”, which means “hook-
ing”. The section on the website of the British news agency BBC “BBC News
magazine” studies current trends in the English language, publishes lists of the
most frequently used words of recent years, as well as “words of the year”, which
have become especially popular. The list of frequently used and popular words
of recent years includes: “Google”, “dotcom”, “texting”, “twitter”, “emoticon”.

In addition, reading in English itself is the most natural and sure way to
advance in the language. For example, there is one of the world’s largest tele-
vision and radio corporations BBC News. The main content is video and audio
products. The BBC News site is a great source of international news. Corre-
spondents work all over the world, so you can always find detailed information
and analytics on the events of not only the UK and Europe, but also of other
countries at the BBC. News is sorted into thematic sections — World, Business,
Sport, Tech, Science, Stories, Entertainment and Arts, Special Reports, Explain-
ers, Reality Check and a special section, in which readers can share their opin-
ion, take part in a survey or give journalists an idea for stories. The use of such
materials provides an excellent opportunity to immerse the student in the lan-
guage and culture of other countries.

It is important for us to carefully monitor what is happening in the lan-
guage, if only in order to be able to answer students’ questions about innova-
tions, and also to modify traditional rules in time.

Conclusions

This article allowed to touch only on some aspects of the interaction of
language and culture in the lessons of a foreign language. It is necessary to
approach the study of the language not as a faceless collection of rules and ex-
ceptions, but as a living means of communicating with other people. Fluency in
a foreign language is achieved not through the knowledge of grammar, vocab-
ulary, pronunciation skills or the ability to translate, but through knowledge of
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someone else’s culture. Being an instrument of intercultural communication,
language is closely and inextricably linked with the national cultural charac-
teristics of the society in which it operates. Various techniques and methods
for introducing students to the culture of other countries, the use of a foreign
language in a real situation of communication motivates students to study the
subject successfully. In the process of teaching, the focus is on the need to prac-
tice the use of a foreign language as a means of intercultural communication
and the process of teaching a foreign language should be reviewed and opti-
mised taking into account the development trends of intercultural communi-
cation in a multicultural world.
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B3AEMO/JISI MOBU TA KVJIBTYPU ITPU BUBYEHHI IHO3EMHUX MOB
¥V 3AKJIAJAX BUIIIOI OCBITH
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Mera CTaTTi — PO3MISIHYTU Ta MPOAEMOHCTPYBATU OCOOIMBOCTI BUBUEHHST iHO3eMHOT
MOBM SIK 3aC00Y MisKKY/IbTYPHOI KOMYHiKaIlii, JOBeCTH, M0 151 e(heKTUBHOTO CITiIKyBaHHS
iHO3eMHOI0 MOBOIO HEOOXiTHO He JIMIIle BOJIOMITH IIi€l0 MOBOIO Ha JOCTAaTHbOMY PiBHi,
ane i 6GyTu 3HAOMMM i3 KyabTyporo ii HociiB. [IpodeciiiHa KOMIETeHTHICTh (axiBIliB
HOBOi (opMmariii BUMarae HassBHOCTi 3HAaHb, YMiHb, HABUYOK [ BCTAHOBJIEHHS [1iaJloTy
Ta B3AEMOPO3YMiHHSI Ha BUCOKOMY TpodeciifHOMYy piBHi, a OTXe, HaJaroiKeHHS
Oiajiory MK KyJabTypaMM; TOJIEPAHTHOTO CTaBJA€HHS OO MOBHUX Ta KYJIbTYPHUX
BiIMiHHOCTe}! CITiBPO3MOBHMKA, HETIOPO3YMiHb, SIKUX He YHUKHYTHU [, YacC CIiJIKyBaHHS
3 MpeJCTaBHMKAMM iHILIOI KyaAbTypu. MeToau OOCTiAKeHHSI BK/IIOUAlOTh BUBUEHHS, aHai3
Ta y3arajJbHEeHHS 3 MEeTOI MPOAEMOHCTPYBATH L0Ka3U HEPO3PUBHOTO 3B’I3KY KyJIbTypU Ta
MOBU TIPU BMBUEHHi iHO3eMHMX MOB. HaykoBa HOBM3HA MOJATAE B TOMY, 1106 MOKa3aTu
HOBi 0OCOBIMBOCTI AHIMIiIChKOI MOBM SIK iHO3€MHOI (OCKiJIbKM HOBi TeXHOJOrii, cyuacHi
Crocobu CITiIKYBaHHSI, CJIEHT, BCECBiTHI mpobiemu, rimobaibHa KyJAbTypa, iHII iHO3eMHi
MOBM NPU3BOASTH IO JIEKCMKO-CEMAaHTUYHUX 3MiH CJIOBHMKOBOTO CKJIaJy MOBM i ii0ro
TIOHOBJIEHHS, TIPO 1110 CBifuaTh npukiaany 3i 3MI, siki HaBeeHi y CTaTTi); TPOLEMOHCTPYBaTU
KJIIOUOBi MMOHSITTS KyJIbTYPHOI TPAMOTHOCTI i PO3IJISIHYTY TeOPETMUYHI i MPaKTUUYHI MUTaHHS,
1110 MaIOTh BiJHOILIEHHS 0 i BUIILEHHS KyJAbTYPHOI TPaMOTHOCTI ITPU BMBUEHHI iIHO3€eMHUX
MOB. ABTOp BBa)Ka€, 10 P BUBUEHHI iHO3€MHOI MOBM HEOOXiTHO MPUIISITU BUHSITKOBY
yBary XxapakTepHUM OCOOJMBOCTSIM CYYacHOi JIEKCMKM, TIOB’SI3aHMM 3i 3POCTA0u0I0
poJuTIo iHTEpHeTY Ta iHIMX iHQOPMAIiifHMX TEeXHOJIOTIiA, i TTPOMOHYE METOAY PO3BUTKY
KOMYHIKaTMBHOI KOMIIETEHTHOCTI 3 YpaXyBaHHSIM ITiIHECEHHSI MDKKY/IbTYPHOI KOMYHiKallii.

BucHoBku. Po60Ta 1eMOHCTPYE, 1110 BiibHe BOJIOiHHS iHO3€eMHOI0 MOBOIO [TOCSITAETHCS
He 3aBASIKM 3HAHHSIM TpaMaTMKH, CIOBHMKOBOMY 3alacy, HABMYKaM BMMOBM UM BMiHHIO
nepexkiaafaTy, a 3aBISKM Mi3HAHHIO iHO3€MHOiI KylbTypu. B mpolieci HaBUaHHS aKLEeHT
pOOUTBCST HAa HEOOXiMHOCTI MPAKTMKYBAaTM BUKOPUCTAHHS iHO3eMHOI MOBM SIK 3aco6y
MIKKYJIBTYPHOTO CITIKYBaHHS. [lpollec HaBuUaHHSI iHO3eMHili MOBi TIOBUHEH O6yTu
MeperITHYTUI 1 ONMTUMi30BaHMIT 3 ypaxXyBaHHSIM TeHIEHIilI PO3BUTKY MiKKYJIbTYpPHOL
KOMYHiKallii B yMOBaXx MOJiKy/JIbTYPHOTO CBiTY.

Knrwuosi cnosa: BUBUeHHST iHO3eMHO1 MOBM, iHO3eMHa MoBa y BH3, anmiijicbka MoBa,
KYJIbTypa, MiXKKyJIbTypHa KOMYHiKallisl, KyIbTypHa TPAMOTHICTb.
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Llenp cTaThM - PACCMOTPETh ¥ TMPOAEMOHCTPUPOBATH OCOOEHHOCTM W3YUEeHUSI
MHOCTPAHHOTO SI3bIKA KaK CPEeACTBA MEXKYJIbTYPHOTO OOIIeHMs, N0Ka3aTb, UTO [JIsi
3¢ derTrBHOrO 06IIEHNST HA MHOCTPAHHOM SI3bIKE HEOOXOIMMO He TOJbKO BJIAJIETh 3TUM
SI3BIKOM HA JIOCTATOYHOM YpPOBHE, HO UM OBbITh 3HAKOMBIM C KYyJIbTYPOIi €ro HOCUTEJENA.
[MpodeccroHanbHass KOMIIETEHTHOCTb CITEIIVAJNCTOB HOBOV (popMaIiuu TpebyeT HaTUuus
3HAHMI, yMEHM, HaBbIKOB JIJIS1 YCTAHOBJIEHMS 1MajIora ¥ B3aMOIIOHMMaHMs Ha BBICOKOM
npodeccroHaIbHOM YPOBHE U, CJIEAOBATETHHO, HAJTAKMBAHMS JUAIOTA MEXKIY KYJIbTYyPaMu;
TOJIEPAHTHOTO OTHOILIEHMS K SI3BIKOBBIM U KYJAbTYPHBIM pPa3iMuusIM COOeceqHuKa,
HEeJOTIOHVMAaHNI0, KOTOPOTO He 130ekaTh BO BPeMs OOIIEHNS C TTPeICTaBUTESIMU IPYTOi
KYJAbTYpbl. MeTObl MCC/IeA0OBAHUS BKIIOUAIOT M3yYeHMe, aHaIu3 U 00001IeHMe C IIeJbI0
IeMOHCTpaluM CBULETeNbCTBA HepPa3pbIBHONM CBSI3W KYJIbTYPBI U SI3bIKa IIPU U3YYEHUU
MHOCTPAaHHBIX $I3bIKOB. HayuyHasi HOBU3HA COCTOMT B TOM, UTOOBI IMOKa3aTh HOBbBIE
0COOEHHOCTY AHIIMICKOTO $I3bIKA KAaK MHOCTPAHHOTO (TIOCKOJbKY HOBbIE TEXHOJIOTUM,
COBpEMEHHbIe CIOCOObI OOIIEHNS, CIEHT, BCEMUPHbBIE TTPOOIEeMbI, I0O6aTbHAST KYJIbTYpa,
IpyTe MHOCTPAaHHbIE SI3bIKM IPUBOISIT K JIEKCMKO-CEMAHTUUYECKMM WM3MEeHEeHMSIM
CJIOBAapHOr'O COCTaBa SI3bIKa M €ro IOIOJHEHMIO, O UeM CBUIETeIbCTBYIOT NPUMEpPHI U3
CMU, npuBeneHHble B CTaTbe); MPOLEMOHCTPUMPOBATh KIIOUEBble ITOHSITUSI KyJAbTYPHOM
rPAaMOTHOCTM M DPACcCMOTPETb TeOopeTuYecKue M IpaKTuyeckye BOIPOCHl, MMellye
OTHOLIEHVEe K IIOBBILIEHMIO KyJbTYPHOJ TIPaMOTHOCTM IPU M3YYEHUM WMHOCTPAHHBIX
SI3BIKOB. ABTOpP CUMTAET, UTO MPU U3YYEeHUM MHOCTPAHHOTO SI3bIKa HEOOXOOUMO YIENsITh
UCKTIOUUTEbHOE BHUMAHME XapaKTEePHbIM OCOOEHHOCTSIM COBPEMEHHOI JIEKCUKM,
CBSI3aHHBIM C BO3PACTAIOIIEli POIbI0O MHTEPHETA U IPYTUX NHGOPMAIMOHHbBIX TEXHOIOT U,
M IpeljiaraeT MeTOAbl Pa3BUTUSI KOMMYHMKATMBHONM KOMIIETEHTHOCTM C Y4YeTOM
COBEePIIEHCTBOBAHMS MEXKY/IbTYPHOV KOMMYHUKALVN.

BoiBonbl. PaboTa 1eMOHCTPUPYET, UTO CBOOOMHOE BJafieH/e€ MHOCTPAHHBIM SI3bIKOM
JOCTUTAeTCsl He Onaromaps 3HAHMUSIM TpaMMAaTUKM, CJIOBAapHOMY 3amacy, HaBbIKaM
MIPOVI3HOLIEHUS UV YMEHMUIO ITIePEeBOANTS, 8 611aroiapsi MO3HAHMIO MHOCTPAHHO KYJTbTYPBI.
B mpotiecce 06y4yeHMs aKIEHT AeIaeTCsT Ha HeOOXOAVMMOCTY MPAKTUKOBATh UCITOb30BaHME
MHOCTPAHHOTO SI3bIKA KaK CPEeACTBAa MEXKKYJIbTYpHOTO obOmieHus. IIpoiiecc obydeHUSs
MHOCTPAHHOMY SI3bIKY JO/DKEH OBITh TePeCMOTPEH U ONITUMU3UPOBAH C YUETOM TeHIeHITUI
Pa3sBUTHS MEXKYIbTYPHOM KOMMYHMKALMY B YCIOBUSIX ITONMKY/IBTYPHOTO MUPA.

Knwueesovle cnosa: v3ydyeHyue MHOCTPAHHOIO $I3bIKA, MHOCTPAHHBIM s3bIK B BVY3e,
AQHITIMIACKUIA SI3BIK, KYJIbTYPa, MEXKY/IbTYpHAsI KOMMYHMKALVS, KYIbTYpHAsl FPAMOTHOCTb.
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The purpose of the article is to find out the essence of scientific and technological progress
as a factor of development of “technological” society. The research methodology is based on
the principles of integrity and systematic nature, which could reveal major contradictions in
the development of modern technologies related to their impact on contemporary culture.
The scientific novelty is to clarify the importance of scientific and technological progress
for the development of a “technological” society, to find out the impact of engineering and
technology, including information and communication, on modern culture. Conclusions.
Sociocultural progress is largely related to the progress of technology and its application
for the development of science. The importance and role of technology in sociocultural
development throughout human history have grown steadily, reaching an unprecedented
level today. The interaction of technology, information and traditional culture and their
joint impact on all spheres of human activity is extremely complex, giving rise to many
sociocultural issues. However, disputes over the technique’s future concern, not so much
technology itself, but the future of civilisation. Humanity is vitally interested in technology,
thought as the only common phenomenon of human culture, which has become a factor
that largely determines the further development. One of the main causes of many so-called
techno-problems is the gap between technology and culture; in the predominance of the
paradigm of the dominant role of science and technology in the general development of
civilisation in the rather large period of society, in the emergence of this “mass culture”.
Therefore, the concern of the objectives and solutions to the problems afflicting cultural
studies today requires the formation of a new paradigm of understanding and attitude
toward technology in society, including the definition of its role in modern culture and
sociocultural transformation’s tools. This refers to a patently controlled process of creating
and making extensive use of the technologies required for the betterment of all people.
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Introduction

Ever since the beginning of technology, it has been a unique tool for the
transformation of human society. Nowadays it increasingly influences on
various aspects of life in society, both positively and negatively, promoting
a global, technological environment. Despite the significance of engineering
and technology in the process of sociocultural transformations, today, on the
one hand, we must note a few belated understanding of the importance of
this issue. Moreover, there are views that technology is beyond culture, and
that people are within technology’s power. Actually, there is a breaking crisis
about engineering and overall technology, which requires a comprehensive
analysis of their status and role in the sociocultural processes.

On the other hand, the contradiction between two approaches requires
the humanities research of the technology phenomenon: a) over-optimistic
evaluation of the achievements and prospects of modern technological de-
velopment, and b) a very critical attitude towards technological progress in
society (especially in the humanitarian environment). This approach to engi-
neering and technologies due to the fact that because of the peculiarities of
their development they make number of issues the cultural studies’ mission,
in particular we are talking about changes in culture, identifying trends and
the like. The consideration of the role of engineering and technology in so-
ciocultural transformation is an outstanding scientific, cultural task, because
“first of all it is necessary to overcome naturalistic, equipment-oriented view
of technology. To replace it the understanding of the technology, on the one
hand, as a manifestation of the intricate intellectual and sociocultural pro-
cesses, on the other — as a special environment, imposing it environmental
archetypes, rhythms of the functioning, aesthetic, etc., should come” (Rozin,
2008, p.48).

The study of technology as a determining factor of social develop-
ment at different stages have been studied by many scientists, including
V. Stopin, E. Demidenko, the authors of the concepts of industrial civilisa-
tion, the supporters of the concepts of tehno-optimism (F. Dessauer, H. Kahn,
D. Bell, A. Toffler and others) and techno-pessimism (A. Spengler, K. Jaspers,
H. Marcuse, J. Ellul, and others) and many others. Selected issues of the the-
ory and practice of scientific and technological progress are discovered in the
works by S. Kara-Murza, Yu. Lotman, Yu. Konkin, Yu. Yakovets, etc. Engineer-
ing and technology through the analysis of their global impacts are examined
by E. Agazzi, L. Iris, ]J. Grant, J. Galbraith, L. Mumford, K. Popper and oth-
ers. Their works consider the general issues on the technology development,
identify methodological issues of its analysis, attempt to identify social and
cultural implications of advances in science and technology that occurred in
the second half of the twentieth century. However, this issue requires atten-
tion regarding engineering and technological impact on culture, determina-
tion of the essence of scientific and technological progress as an overall factor
of development of “technological” society.
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Purpose of the article

The article clarifies the essence of scientific and technological progress as
a factor in the development of “technological” society. The research method-
ology is based on the principles of integrity and consistency, which allowed
identifying the main contradictions in the development of modern technology
related to their impact on contemporary culture.

Main research material

The technology has been used by mankind at all stages of its development,
it is a natural process — “in fact, human activity and culture have a technical
background” (Rozin, 2006). However, today, in the era of so-called industrial
civilisation, the development of engineering and technology despite its advan-
tages has turned violent to people. This is reflected in the quantitative and
qualitative diversity of technical means and their deep penetration into the life
of modern man and society overall, which are largely dependent on the man-
caused environment, which ultimately determines the comprehensiveness of
the influence of technology on social and cultural reality. The main features of
the “technological” society are the internalisation of the human activities; the
formation of the techno-sphere; the increasing sociocultural values and edu-
cational activities; the growth of education and training level; the formation of
“mass culture”; the emergence of men’s fresh issues related to style and pace of
life, the system of cultural and ethical values, the increasing role of the interac-
tion of science, the interdisciplinary study of global issues, etc.

The study of engineering and technology as a basis of industrial civilisation
and the means of social and cultural transformation is directly related to the
identification of the essence of scientific and technological progress, whereby it
is usually thought of as a single, interdependent, ongoing development of sci-
ence and technology, which origins come from the manufacturing production of
the 16" — the 18™ centuries, when scientific and technical activities have moved
closer (Volkov, n.d.). The scientific and technological progress were the hitherto
two, mediated, but quite separate areas of human activity (Volkov, n.d.). It was at
the time of the manufacturing production when the first scientific and engineer-
ing elements of the large industry began to develop, which became the basis for
the development of the industrial revolution - the first phase of scientific and
technological progress. The second stage is characterised by the fact that science
and technology incite to each other’s development with increasing speed, that
it is now possible owing to the machine production, which has opened up new
and novel opportunities for technological employment of science (Volkov, n.d.).
It is the combination of science and technology is the difference in the onrush
of engineering and technologies. The acceleration factor of technical progress
has been affected and is being influenced by many areas of the social sciences
in different ways, for example, industrial management, the logic of engineering
creativity, etc., and fundamentally new ideas in biology, psychology, linguistics,
etc. Thus, science is spreading revolutionary ideas in engineering which in turn
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constantly stimulates the progress of science, putting forward new demands and
challenges: “technological progress within human history occurred on the same
pattern: continuous growth of technical improvement both reflected the con-
tinuous process of social changes and increased expanding of it, moreover, the
specifics of sociocultural forms of organisation and transformation contributed
the technical progress significantly” (Ilin, 2003, p. 167).

And finally, the third stage of scientific and technological progress that
began in the mid-1950s, associated with the expansion of the technological
revolution — the next step in the development of productive forces, the trans-
formation of science into a key factor of production. Modern scientific and
technological progress covers not only industry, as it was before, but also ed-
ucation, transportation, communication, medicine, agriculture, governance
and everyday life, which is evidence of progressive, revolutionary changes in
society. The progress is based on onrush cross-development of science, engi-
neering and technology, the increasing of technological determinism of social
life and, consequently, expanding the pace of social and cultural changes. It is
a “powerful social process associated with radically transforming the nature of
productive activities based on the widespread displacement of human labour,
rationalisation and intellectualisation of life by the power conversion knowl-
edge for a direct and largely critical of technological strength” (Ilin, 2003, p. 5).
This scientific and technological revolution became possible due to innova-
tive technologies, which not only accelerated the technological development of
civilisation in different directions but also led to significant social and cultur-
al transformations. Among the most significant technology, in addition to the
steam engine and the combustion engine, electric energy industry and aircraft
manufacturing, the most significant is information technology, which has be-
come the extremely effective initiator, first of all, for economic activity, and sci-
entific and technical transformations as well as thereafter sociocultural ones,
and followed by the so-called high-tech solutions, which is in rapid evolution:
nano-bio technologies, etc. However, the central feature of the scientific and
technological revolution is not the outstanding scientific findings, not a re-
structuring of the overall production process, namely it is to be provided based
on scientific and technological progress with positive sociocultural transfor-
mations: it affects all aspects of society, including culture, human psychology,
the relationship between society and nature, a change of consciousness and
way of thinking, etc. For reference: according to experts of the Organization for
Economic Co-operation and Development, in the mid-twentieth century, the
economic growth rate was defined by the technology progress of 38 %, and at
the end of the century — already of 65 %. It is generally assumed that this factor
causes about 75 % of the productivity gain, more than 50 % of the increase of
the national income increment, and effectively reduces the production prime
cost. According to the UK Commission for Employment and Skills, a 60 % in-
crease in the overall efficiency of the American and Japanese industry is due to
the changes in technology (Khodykina, 2005, p. 9).

This scientific and technological revolution is called as informational pro-
ceeding from the revolutionary changes introduced by information technolo-
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gies in various life spheres of society, wherein a combination of society, bio-
and technosphere into a single unit is taking place; consolidation of the tech-
nosphere’ role in socio-natural and sociocultural processes is occurring. We are
talking about the formation of the technosphere as basics of the artificial mate-
rial world. The technical aspect of the informational revolution has trigged the
development of a new culture, culture of information-oriented society which
is being shaped. However, the most important result of the development of in-
formation communication technologies is a process of mutual proliferation of
cultures. Such processes within a rather limited scale have occurred in antiqui-
ty, but only in the second half and in the late nineteenth century, this process
became a global phenomenon. Radio, television, film, Internet and other mass
media helped to spread the American popular culture, and cultural patterns
of Europe and some Asian regions in the spiritual and cultural space world-
wide. Technological tools, especially the media, has had a decisive impact, for
information technologies are all technologies of culturogenesis. We are talk-
ing about culturogenesis function of information technologies, the essence of
which is that they have the auto-generated effect — computers and software can
and are used to produce of its kind artefacts in scale that is extended.

The development of the information revolution has expanded the “field of
opportunities” for the development, creation and meeting new demands. Human
requests, human choices become more critical determinants of scientific, tech-
nical, economic, and social development. Today there is “the growth of intellec-
tual and behavioural autonomy of the individual” (Vasilchuk, 1991, p. 17), and
a weakening of ties between social groups and individuals that they include, the
erosion of social-group identity and the like. Determinacy of group cultures is
replaced by convergence and homogenization of ways of life, motives and norms
of behaviour, which is translated into the notions of “mass man”, “mass culture”,
“mass”, and it puts the person in a position of cultural and psychological loneli-
ness. Besides, we have to acknowledge the marginalization of large segments of
the population, the changing of values, ideals, needs of modern man, etc.

It is worth noting that the methods of mathematical description and infor-
mation measurement were used in the development of the theory of the informa-
tion society that appealed to the ever-increasing of information content, which,
in fact, stated the increase of communicative acts, whereas their “efficiency”, we
mean, the growth rate of the new knowledge, could remain zero. For the infor-
mation concepts have got this drawback, critical theories have emerged almost
simultaneously in the social sciences and humanities, maintaining that the in-
formation revolution not only does create a knowledge society but, on the con-
trary, creates an environment in which the production of new knowledge grows
problematic. This situation prompted the theoretical and methodological need
to disclose the substantive component of the engineering and technological pro-
cess, stipulating the use of the concept of “knowledge revolution”, which precise-
ly reflects the qualitative changes in the ways of producing new knowledge.

As a result of differentiation of the notions of “information” and “knowl-
edge” to reveal the essence of phenomena of information and knowledge rev-
olutions and their comparison, the researchers note that the information rev-
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olution is not accompanied by knowledge, but rather obstructs it. The reason
for this is the absence of patterns, contradictory and fragmentary nature of the
continuous information flow that leads to the formation of an equally contra-
dictory and fragmented picture of the world. Also, the development of modern
information technology has created a special symbolic reality, which consists
of a continuous flow of simulacra that person either does not know and under-
stand or responds to it emotionally.

Whereas, above all, engineering and technology-driven processes and phe-
nomena, which are most closely connected with the development of computer
technology and scientific areas of direct relevance to this kind of technology,
other scholars argue about the onset of the computer revolution, while noting
that it is impossible to outline its boundaries to separate from the other com-
ponents of those processes which are characterised as the above mentioned
“technological revolution”, “information revolution”, “knowledge revolution”,
“society informatisation” and the like. However, without naming the revolution
it as the information, or knowledge, or computer one, precisely because of rev-
olutionary changes, scientists were able to build virtual models and manipu-
late them to process huge amounts of primary information instantly to obtain
scientific information. Scientific findings and inventions immediately become
inheritage. Education, based on information and communication technologies,
becomes public, continuous, remote, significantly increases the speed and effi-
ciency of acquiring new knowledge and skills to the rising generation. The spread
of new moral norms becomes easier. Global spiritual space, the world fund are
formed. It presents values of each nation, ethnicity, civilisation, and from which
anyone can learn according to their needs and individual taste. Thus, the in-
formation revolution was, in fact, the new sociocultural phenomenon that has
shaped modern civilisation. Note, however, that the danger of the information
revolution in the humanitarian sphere is less obvious, but of any importance in
the long term, because it conflicts with the humanisation of society.

Exploring the influence of engineering and technology for culture, one should
consider the type of sociality that has developed during the last century (Rozin,
2008, p. 48). “As long as we think that technology is the most important, and
basic social problems are solved on its basis, and the welfare of mankind linked
to the development of modern technology directly, we will continue to contrib-
ute to the deepening of the crisis of our civilisation. Although in our industrial
civilisation the technology plays a huge role, from the perspectives of the devel-
opment, one needs to promote the understanding that these things are different.
We can no longer meet the prevailing type of sociality, the belief that basic social
problems can be solved on the basis of the technology is becoming more and
more destructive with time. Every society and culture involve technology, but not
fully governed by it” (Rozin, 2008, p. 48). The technology should be considered as
a phenomenon that is part of the culture of modernity that contributes signifi-
cantly to spiritual values, sociocultural relationships of civilisation, but no more.

Thus, the main contradiction of modern industrial civilisation is that modern
technology, on the one hand, opens up incredible opportunities for meeting and
even creating human needs, and on the other, creates danger of destruction of the

177



THEORY AND HISTORY OF CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 21 « ISSN 2616-423X (Online)

human existence backgrounds. J. Généreux (2001), Professor in Economics from
France, arguing critically on the economic rules of modern society, eloquently
described the sociocultural contradictions of the “technological” society: “Never
our ability to produce wealth has been so enormous before, never our inability
to govern the prosperity for all people has been so obvious”. Consequently, the
scope and rate of changes in social life, caused by the scientific and technological
revolution, urgently generate a need for up-to-date and as complete as possible
foreseeing of the totality of their consequences in different spheres of the living
environment of modern society, including the field of culture.

Conclusions

Much of sociocultural progress is owed to advances in technology and its
application in the process of scientific evolution. Mankind has accumulated its
centuries-long experience, techniques, methods of cognition and transforma-
tion of nature within the technology. Thus, it should be seen as a means of
sociocultural transformation. The importance and role of technology in socio-
cultural development throughout the history of humanity have grown steadily,
reaching today, in the era of technological civilisation, unprecedented level.
The most important feature of the present-day stage of civilisation develop-
ment is, on the one hand, dynamic generation of the information society, and
on the other, the society that covered by the engineering in all its bearings, is
growing increasingly as “technological”. The interaction of technology, infor-
mation and traditional culture and their joint influence on modern civilisation
is extremely complex, creating, among other things, numerous sociocultural
problems of today. However, disputes over the technique’s future concern, not
so much technology itself, but the future of civilisation. Humanity is vitally
interested in technology, thought as the only common phenomenon of human
culture, which has become a factor that largely determines the further develop-
ment. Certainly, the search for protective mechanisms must meet the require-
ments of the biosphere protection against the negative impacts of scientific
and technological progress except for a complete rejection of technology.

The cause of many techno-problems is the emergence of the gap between
technology and culture; the overrepresentation of the dominant role of science
and technology paradigm in the overall development of civilisation for a long
period of society development, and as a result, the generation of “mass culture”.
Therefore, the concern of the objectives and solutions to the problems afflict-
ing cultural studies today requires the formation of a new paradigm of under-
standing and attitude toward technology in society, including the definition of
its role in modern culture and sociocultural transformation’s tools.
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HAVKOBO-TEXHIYHU ITPOTPEC Y KOHTEKCTI PO3BUTKY
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Meta craTTi — 3’CyBaTM CYTHIiCTh HAayKOBO-TEXHIUHOTO MIPOTpecy SK UUHHUK
PO3BUTKY «TEXHOT€HHOTO» CYCIibCTBA. MeETONOMOrisl OOCTiIKeHHSI IPYHTYETbCS Ha
MPUHIMIIAX LTICHOCTI i CMCTEMHOCTI, 10 YMOXK/IMBWIO BUSIBIEHHS OCHOBHMX MPOTUPIY
Yy PO3BUTKY CyYaCHUX TEXHOJIOTiii, MOB’SI3aHUX 3 IXHIM BIUIMBOM Ha CY4acCHY KYJIbTYDY.
HaykoBa HOBM3Ha IOJAITa€ B YTOUYHEHHI 3HAUEHHS HAYKOBO-TEXHIUHOTO IpoOTrpecy s
PO3BUTKY «T€XHOT€HHOT0» CYCIiIbCTBA, 3’SICYBaHHI BIUIMBY T€XHiKM i TEXHOIOTi, 30Kpema
iHpopMaliitHO-KOMYHIKaliifHMX, HA CY4acHy KyibTypy. BucHoBku. COLiOKYJIbTYpHUI
nporpec 6araTo B YoMy IOB’SI3aHMIA i3 TTPOrPECOM TEXHIKM i 3aCTOCYBaHHIM Y Tporeci ii
PO3BUTKY HayKU. 3HAUEHHS i POJIb TEXHIKM B COLIIOKY/IbTYDHOMY PO3BUTKY MPOTSITOM yCi€l
icTopii ftofCcTBa MOCTiAHO 3poCTalin, JOCSITHYBIIM CbOTOAHI HEUYBAHOTO piBHS. B3aemomis
TexHiku, iHbopmanii i TpaauiiiiHOI Ky/lIbTypM Ta iXHiil CITIbHMIT BIUIMB Ha BCi cdepu
SKATTENISUTBHOCTI JIIOAMHY Ma€ HaA3BUYAMHO CKJIaOHUIL XapaKTep, MOPOIXKYIOUM, B TOMY
ynQT, i YMcaeHHi comiokynbTypHi nmpobinemu. OgHAK CyMepeuky PO MaiOyTHE TeXHIKU
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CTOCYIOThCSI HE€ CTiIbKM CaMOi TeXHiKM, CKiIbKM MaiibyTHhOro LMBidizalii. JIIogcTBO
SKUTTEBO 3alliKaB/ieHe B TEXHiIli, MO0 PO3YMIEThCS SIK €OVHMUIL 3araJibHUi (eHOMEeH
3araJbHOJIONCHKOI KYJAbTYPU, SIKMII TI€PETBOPUBCS HA UMHHUK, KUl 6araTo B YoMy
BM3HAUA€ MOJAIbINNi po3BUTOK. OfHA 3 TOJOBHUX MPUYMH BMHUKHEHHSI 6araTboxX Tak
3BAHMX TEXHOIPOOJIEM — Y PO3PUBi MiXk TEXHIKOIO i Ky/IbTypOIO; B MepeBaskaHHi B JOCUTb
BEJIMKOMY TIepiofli pO3BUTKY CYCITIJIbCTBA MapagurMyU JOMiHYIOUOI posii HayKyu i TeXHiKu
B 3araJIbHOMY PO3BUTKY 1IMBijli3aliii, B OSIBi B 3B’I3Ky 3 LIMM «MAacOBOi Ky/lbTypu». Tomy
BaKIMBIiCTh 3aBIaHb i BUPILIEHHS IIPOOJIEM, 11O CTOSITh CbOTOAHI ITepel Ky/JIbTYpPOJIOTi€lo,
BuMarae GOpMyBaHHS HOBOI MMapagurMu pO3yMiHHS i CTaBJIEHHS [0 TEXHIKM B CYCITiJTbCTBI,
B TOMY UMCJTi BUSHAUEHHS 1i pOJTi B Cy4yacHilt Ky/IbTypi i ceper; iHCTPYMEHTIB COL[iOKYIbTYPHUX
nepeTBOpeHb. VeTbcs IMpo CBiIOMO KepoBaHMII MpOIEC CTBOPEHHS i LIMPOKOTO
BUKOPUCTAHHS TEXHOJIOTii, HEOOXiTHMX JIJISl TIOMITIIIeHHS KUTTSI BCiX JTIOEIA.

Knwouosi cnosa: TexHika; TEXHOJOTii; HAyKOBO-TEXHIUHMUII IPOTpeC; «TeXHOTeHHe»
CYCITiJIbCTBO.
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Llenp cTaTbM — BBIICHUTH CYI[HOCTb HAYYHO-TEXHMYECKOTO IIporpecca Kak
(akTOop pasBUTUSI «TEXHOTEHHOTrO» 00iiecTBa. MeTOmoNorusl MCCAeNOBaHUSI OCHOBAHA
Ha TMPUHOUIAX [ETOCTHOCTM U CUCTEMHOCTM, YTO TIO3BOJIWJIO BBISIBUTb OCHOBHbIE
MPOTUBOPEYMSI B Pa3BUTUM COBPEMEHHBIX TEXHOJIOTUil, CBSI3aHHBIX C WX BIUSHUEM
Ha COBpPEMEHHYI0 KynbTypy. HayuyHasi HOBM3HA 3aK/IIOYAETCSI B YTOUYHEHUM 3HAUEHUSI
HayYHO-TEXHUYECKOTO MPOTpecca AJis Pa3BUTHUSI «TeXHOT€HHOT0» OOIIecTBa, BhISICHEHUNU
BJAUSIHUSI TEXHUKYU Y TEXHOJOTUI, B YACTHOCTU MH(POPMAIMOHHO-KOMMYHUKAIMOHHBIX,
Ha COBPEMEHHYI0 KyibTypy. BbiBombl. COIVIOKY/IBTYPHBIM MPOTpecc BO MHOTOM CBSI3aH
C MMPOTPECCOM TEXHUKU U TPUMEHEHNEM B MIPOIIeCcce ee pa3BUTUS HAYKU. 3HAUEHME U POJIb
TEXHUKM B COLMOKYJIbTYPDHOM Pa3BUTUM Ha TMPOTSDKEHUM BCEM MCTOPUM UYeIOBeuecTBa
MOCTOSTHHO POCJIN, IOCTUTHYB CETOMHSI HECIIBIXaHHOTO YPOBHSI. B3auMopeicTBme TeXHUKNY,
MHpOpPMAIIU U TPAIUIIVMOHHO KYJIbTYPBI M UX COBMECTHOE BO3JElCTBME HA BCe Cdepbl
SKU3HEAEeSI TeTbHOCTY UeIOBeKa MMeeT Upe3BbIUaifHO CJIOKHBIN XapaKkTep, TOPOKAasi, B TOM
Yyuciie, ¥ MHOTOUMCIEHHbIE COLMOKYJIbTYpPHbIE TMpo6iemMbl. OMHAKO CIOPHI O Oymymiem
TEXHUKM KAaCAIOTCS He CTOJIbKO CaMOWl TEeXHUKM, CKOIbKO OyaylIero UMBUWIN3AIVN.
Yest0BEUECTBO KM3HEHHO 3aMHTEPECOBAHO B TEXHMKeE, TOHMMAeMO# KaK eqVHbIN 00Iuii
(eHOMEH O0OIIEYETIOBEYECKON KYIbTYphI, TPEBPAaTUBLINICS B (aKTOp, KOTOPBI BO
MHOTOM OIIpefieisieT AaibHeliiee pa3putre. OgHa U3 IVIABHBIX NMPUYMH BO3HUKHOBEHUS
MHOTUX TaK Ha3bIBA€MbIX TEXHOIPOOJEM — B pa3pbiBe MEXKIY TEXHUKON U KyIbTYpOIi;
B TIpeoOyafiaHuyM B JIOCTATOYHO OOJBIIOM MMEpUofie Pas3BUTHUS OOIIEeCTBA TapagurMbl
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JOMMHMPYIOLIEN POIY HAYKU U TEXHUKU B OOIEM Pa3BUTUU LIUBUIN3AINH, B TTOSIBIEHUN
B CBSI3U C 3TUM «MacCCOBOI KyJbTypbl». [I03TOMY Ba’KHOCTb 3aJay U pelleHust pobiem,
CTOSIIIIMX CETOAHS Tepel, KyJabTyposioruei, TpebyeT (GopMMUpOBaHMSI HOBOW TapagurMbl
MMOHMMAHUS M OTHOIIEHMSI K TeXHNUKE B OOILIECTBE, B TOM 4YMC/Ie OIpeleseHne ee POou
B COBPEMEHHOW KY/IbType U CPeAV MHCTPYMEHTOB COIVIOKY/IBTYPHBIX ITPe0Opa3sOBaHUIA.
Peub mMJeT o0 3aBeJOMO YIPaBJsieMOM IIpolLiecce CO3LAHMUSI U IIMPOKOTO MCIIONb30BaHMS
TEXHOJIOTUI, HeOOXOMMBIX JIJIST YITyUIIeHWS SKU3HU BCEX JTIOJIETA.

Knioueevie  cnosa: TexHUKA; TEXHOJOTUM; HAYYHO-TEXHUUYECKMII  TIpPOrpecc;
«TE€XHOTeHHOe» 00IIeCTBO.

181



THEORY AND HISTORY OF CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 21 « ISSN 2616-423X (Online)

DOI: 10.31866/2410-1915.21.2020.208253
UDC 338.48-6:615.8

WELLNESS CULTURE AS A FACTOR OF FORMATION
OF WELLNESS-INDUSTRY

Lesia Ustymenko

PhD in Pedagogic Sciences, Associate Professor,
ORCID: 0000-0003-2631-1459, ustilesia@gmail.com,
Kyiv National University of Culture and Arts,

36, Ye. Konovaltsia St., Kyiv, 01133, Ukraine

For citations:
Ustymenko, L. (2020). Wellness Culture as a Factor of Formation of Wellness-Industry. Culture and Arts
in the Modern World, 21, 182-190. https://doi.org/10.31866/2410-1915.21.2020.208253.

Purpose of the article is an impact analysis of wellness culture on the formation of
the wellness industry. The methodological basis of the study is a critical analysis of the
basic definitions of cultural and tourism sources for the research of the wellness culture
and the wellness industry, an interdisciplinary synthesis of the basic principles of the
formation of the wellness culture and the corresponding transformation of the wellness
industry, induction and deduction methods, as well as content analysis. Scientific novelty.
We have defined and introduced the notions of “wellness culture” and “wellness industry”.
The essential structural components of the wellness culture and wellness industry in the
modern world are determined. Conclusions. The basic social level of the wellness culture
and the crucial philosophical principles regarding relations with society and its traditional
culture are analysed. The main social functions of the wellness culture are determined. The
notions of “wellness industry” and “wellness product” were introduced within the theory of
tourism study. The foreign experience usage in the integration of tourism and the “wellness
industry”, the search for innovative forms of organisation of recreational activities focused
on the comprehensive development of the individual is practice-based. It has been found
out that the stable functioning of the wellness industry and the development of wellness
tourism require a significant transformation of national recreational establishments,
effective integration of the tourism and wellness industry, thorough scientific research,
expansion and segmentation of the wellness tourism market, taking into account national
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modernisation of existing recreational facilities, promotion of wellness tourism to improve
the quality of life of the population.
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Introduction

The development of modern society, the so-called technogenic civilisation,
involves not only changes in the paradigm of population recreational needs
but also the transformation of the recreational system in general following the
demands of society and the cultural and leisure sphere in particular. And such
a transformation is taking place, a splendid example of which is the increase
of wellness tourism in the recreational market segment, the formation of the
wellness industry and its active integration with the tourism industry. Today,
the share of tourists who are focused on individually specialised tourism and
recreational services, formed under the latest trends in a modern lifestyle with
corresponding priorities, increases continuously. A healthy lifestyle, rejuvena-
tion and life enjoyment are among the main priorities of a modern person, and
all this is embodied in the term “wellness”, which forms a fundamentally new
trend of recent recreational activities. It is namely this vector of development
determines the whole system of values, ideas, concepts, behaviour patterns and
other symbolically significant systems those are factors that form the wellness
culture and human behaviour of modern society, as well as products and ser-
vices aimed at satisfying the corresponding needs. This situation has already
led to the emergence and effective functioning of the wellness industry in the
developed countries in the world. Moreover, wellness culture has a tendency to
active development, creating new entities and models of values.

The analysis of the study of the research issue showed that one of the first
who described the philosophy of “wellness”, the main factors of its development
in society, presenting the corresponding concept in his work Wellness: The His-
tory and Development of a Concept, was James William Miller (2005).

American John Travis (977) outlined an extensive range of issues regarding
the concept of health improvement and the creation of an appropriate system
of institutions that can provide the implementation of new recreational needs
of the population, which, in its turn, will provide certain social and economic
benefits.

The most significant contribution to the study of general issues about well-
ness was made by researchers from the USA and Great Britain. In particular,
American Paul Zane Pilzer developed and presented a successful concept of
wellness business development in his opinion in the period from 2002 to 2007.
In his numerous publications, he identifies a new wellness business with up-
dated information about the Wellness Revolution and its active promotion in
the recreation sphere, which indicates the beginning of wellness industry in-
tegration with corresponding segments of the tourism industry (Pilzer, 2007).

Having won the USA and established itself in the leading European coun-
tries, the wellness industry develops steadily in the leading countries of Asia,
Australia and New Zealand. Today, wellness programs are sold all over the world
as a panacea for preventive medicine and are an important business segment.
This is confirmed by the fact that in almost every resort complex in China well-
ness centres of traditional methods are created and functioned actively, and
modern wellness complexes have been formed in urban environments. Fang
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Yang (2009) notes that the wellness industry is a new stimulus for the Chinese
economic development.

Despite the presence of an important body of researches and publications
on various aspects of the development of wellness activities, a significant com-
ponent remains studied insufficiently, which can be embodied in the concept of
“wellness culture”, and the totality of modern foreign experience on its impact
on the wellness industry.

Purpose of the article

The purpose of the study is to analyse the impact of wellness culture on
the formation of the wellness industry, which determines the following range
of tasks:

- to review publications on the topic under study;

- to analyse the main definitions and directions of research;

- to substantiate and introduce the concepts of “wellness culture” and
“wellness industry” into scientific use;

- to identify the main structural components of the wellness culture and
wellness industry in the modern world;

- to describe the state of wellness industry formation in Ukraine.

Main research material

The term “wellness” comes from the English “be well”, which literally
means “feel good” or “well-being”. Today, the notion of “wellness” is a concept
of a healthy lifestyle based on a combination of physical and mental health,
healthy eating, reasonable physical activity and the rejection of bad habits
("Wellness", 1971).

The main task of wellness activities is to harmonise the psychological and
physical condition of a person, prevention and prophylaxis of diseases, as well
as signs of ageing, both external and internal. In modern society, wellness is
a philosophy of human well-being in all spheres of life: spiritual and physical,
and successful social realisation. According to the generally accepted stereo-
type, the one who lives by this philosophy is successful, full of energy, opti-
mistic and vigorous, regardless of age. He pays attention to the appearance of
his body, adheres to the healthy lifestyle principles, uses moderate physical
activity, can enjoy life.

Some of the basic wellness philosophy principles are:

- movement;

- mental activity;

- relaxation and harmony;

- beauty and body care;

- balanced diet.

In 1959, the American physician Halbert L. Dunn introduced the concept of
“wellness” and was the first who formulated the basic healthy lifestyle princi-
ples. In the 1960s, wellness became very popular at first in professional circles
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among successful and wealthy people, and later in wide circles of American
society, owing to numerous publications by Halbert Dunn, John Travis, Donald
Ardell and Gerhart Hettler.

Since stress has become a common negative phenomenon in the life of
a modern person, which has a constant tendency to increase, a number of re-
searchers and specialists in the recreation sphere began to study and devel-
op programs for psychological recovery. Stephen F. Myler in the article Well-
ness & Psychology considered the concept of health in terms of mental health,
where the psychological state is an important component of health not only of
the individual but also the whole nation, so wellness activities should be com-
prehensive as much as possible, starting with the formation of social priorities
and stereotypes of behaviour to the suggestion of a balanced psychological ap-
proach to well-being and long-term stability (Myler, 2014).

According to the trends of wellness activities in recent decades, it also in-
cludes the sphere of physical culture, as it is a concept of a broader meaning.
Thus, modern wellness is a comprehensive use of health improvement tech-
niques consisting of dietology, rehabilitation programs, psychological health
improvement, functional training, rejuvenation and beauty programs, various
SPA-procedures aimed at restoring, developing and harmonising the psycho-
physical state of a person, optimising physical and mental health. The mod-
ern leading wellness concept pays considerable attention to the formation of
healthy habits, which requires numerous publications and activities to form
a healthy lifestyle. The above-mentioned factors, in their turn, led to the emer-
gence of a large segment of social culture, namely wellness culture.

As it is known, social culture is the attitude of people to each other, the
system of statuses and social institutions. Social behaviour and artefacts (social
and material culture) are interpreted as objectified products of ideal normative
systems and knowledge systems of various kinds, which are spiritual culture.
The separation of social culture allows combining material and spiritual cul-
tures in the context of social science researches. Accordingly, within the social
culture, the wellness culture was formed as a separate segment that covers all
social levels, namely:

- social wellness culture;

- collective wellness culture (organisation or corporation);

- individual wellness culture.

According to the above mentioned, it is expedient to introduce the con-
cept of “wellness culture” into scientific use. Thus, wellness culture is a set of
spiritual and material values created by society during a particular historical
period as a result of satisfaction of the society recreational needs and the ac-
quired set of rules and norms of wellness activities within society for its pres-
ervation and implementation.

Today, wellness culture performs the following social functions:

- the cognitive function provides an opportunity to record, transfer and
explore the achievements of humanity in this sphere of activity;

- the informative function of wellness culture transmits the accumulated
social experience;

185



THEORY AND HISTORY OF CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 21 « ISSN 2616-423X (Online)

- the regulatory function is realised through the implementation of cer-
tain norms of behaviour;

- the axiological function of wellness culture is to form certain value ori-
entations, moral attitudes and tastes in a person;

- the worldview function is manifested in the fact that it synthesises
a system of factors of the mental and spiritual world of a person (cognitive,
emotional and sensory, evaluative, volitional, and so on) into an integral and
complete form,;

- the educational function of wellness culture is expressed in the fact that
it is a factor of self-development of humankind.

In a broad sense, the wellness industry is a system of institutions and en-
terprises that provide the population with a wide range of various (traditional
and innovative) recreational services.

The experience of studying the basic principles of organisation and func-
tioning of the wellness industry of the leading countries in the world allows
distinguishing the following main structural components common with the
tourism industry.

1. Establishments and areas of recreational and health-improving direc-
tion:

- specialised medical and preventive treatment facility;
- thermal complexes;
- equipped beaches;
- facilities and areas for physical culture and sports;
- tracking areas;
- pump rooms of mineral waters;
- wellness clubs;
- SPA complexes, centres and areas.
2. Companies providing accommodation services:
- hotels, motels, campsites, boarding houses;
- sanatoriums, preventoriums;
- tourist bases, rest homes, shelters and others.
3. Food companies:
- restaurants, canteens;
- cafes, bars;
- fast food companies.
4. Companies providing transport services:
- car companies;
- railway departments;
- river and sea transport companies.
5. Travel companies for the development and selling of wellness products:
- travel companies for the development of wellness products;
- travel companies for the sale of wellness products.
6. Leisure companies:
- culture and recreation parks;
- special interest clubs;
- entertainment establishments.
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The establishments as mentioned above and companies provide the pop-
ulation with similar wellness services, the complex of which forms a wellness
product. There are clear criteria for evaluation of wellness industry activities,
where staff qualification are one of the basic requirements for a successful im-
age of a wellness company and is important for further optimisation of the ef-
ficiency of its activity, providing quality wellness services and wellness prod-
uct. For high-quality training, it is absolutely necessary to study the basics of
the wellness activities theory both in the general context and in specialised
training within the regularities of modern tourist and recreational needs of the
population and create a base for mastering the basic forms and methods of
wellness activities.

Since two-thirds of the tourism and wellness industry establishments are
joint, and the activities of the establishments are interrelated, and sometimes
are interdependent, it is considered appropriate that educational establish-
ments that train specialists in the tourism industry, start training specialists
for the wellness industry in a general or a separate speciality. The reason for
this is a growing number of wellness industry establishments, expansion of the
range and number of wellness services. Today, for successful and effective rec-
reational activities, the episodic descriptive sources of practical experience are
insufficient, it is necessary to form a theoretical basis for:

- disclosure of wellness activities content;

- descriptions of the basic concepts and definitions of wellness activities;

- the modern structure of wellness industry;

- analysis of social functions of tourism of wellness activities;

- wellness product classification;

- descriptions of advanced methods and forms of wellness activities;

- analysis of the interrelation between tourism and wellness activities;

- study of the process of organisation and functioning of the wellness in-
dustry in the modern world;

- national features and specifics of international wellness tourism.

While the wellness industry develops in the world and integrates actively
with the tourism industry, in Ukraine, it is still in the process of formation,
although some of its components are already quite well developed. In general,
this can be said about fitness centres, SPA centres, and rejuvenation programs.
As for the restructuring of the national health resort and sanatorium industry,
it is hampered by a number of factors, such as insufficient funding of the sec-
tor, which, in its turn, is caused by low solvency of the majority of the national
population, because investors need profit that requires mass consumers, which
we cannot observe on the Ukrainian market of wellness services today since
the main directions of wellness activity are quite expensive, that is today only
wealthy segments of the population can afford them regularly.

Health-improving, relaxation or aesthetic SPA-packages for a few days have
gained popularity in the European market of wellness services long ago. This
form of activity of recreational facilities is attractive to customers regardless of
the season. With the emergence of alternatives to health tourism, the period of
stay in wellness facilities becomes more flexible, does not provide fixed cours-
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es of treatment, in contrast to medical and health-improving ones. Wellness
tourism is characterised by much less dependence on seasonal and crisis trends
(Tooman, 2009).

Today, one of the new forms of activity for most Ukrainian resort establish-
ments which do not require significant reorganisation can be wellness weekend-
tour. In Ukraine, the recreational facilities located only near large cities, usually
regional centres and the capital, have relatively good opportunities for wellness
weekend-tours. Modern tourists have become more discerning, unpredictable
in their tastes and priorities. And this situation requires that managers of tour-
ist and recreational companies make strategic decisions on conceptual changes
and find ways to satisfy new consumer needs (Ustymenko, 2016).

Conclusions

Having analysed the influence of wellness culture on the formation of the
wellness industry, we can ascertain that this is a transition to a new stage in
the development of the recreational sphere, which, in its turn, represents an
appropriate level of understanding of the quality of life, a conscious attitude
to oneself and society. Wellness culture organically combines the spiritual
practices of the East and high technology, modern methods of health im-
provement, the latest developments in the spheres of nutrition, cosmetology,
medicine, leisure and tourism.

At the present stage of development of society, wellness culture is an im-
portant and necessary phenomenon that provides the implementation of cog-
nitive, recreational, economic, educational and entertainment functions of
tourism. Wellness culture influences significantly on the formation of value
orientations of a modern person regarding recreation, forms his recreational
needs and, accordingly, ensures the development of wellness tourism and the
necessary transformations of the wellness industry.

In its turn, the stable functioning of the wellness industry and the develop-
ment of wellness tourism require a significant transformation of national rec-
reational facilities, effective integration of tourism and wellness industry, thor-
ough research, expansion and segmentation of the wellness tourism market
depending on traditions and economic development of the country; adoption
of the corresponding range of state programs for its development; attracting
investment for the modernisation of recreational facilities; popularisation of
wellness tourism to improve the quality of life of the population.
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Mertoto cratTi € aHasi3 BBy wellness-kynbrypu Ha popmyBanHs wellness-iHaycTpii.
MeTomo/IOTiuHy OCHOBY HOCTIIKEHHSI CTAHOBJISITh KPUTUUHMIT aHaJIi3 OCHOBHMX mediHiIrii
KYJIbTYPOJIOTIYHMX 1 TYpM3MO3HABUMX JIKepen IWIONO OOoCTiaKkeHHST wellness-KyabTypu
ta wellness-iHgycTpii, MiKIUCIUTUTIHADHUIL CMHTE3 OCHOBHUX MPUHLUITB (HOPMYBaHHS
wellness-KyabTypu Ta BifgmoBimHoi TpaHchopmarii wellness-iHgyctpii, Mmetomu iHAYKIii
Ta OemyKilii, a TaKOX KOHTeHT-aHaski3. HaykoBa HOBM3Ha. Bu3HaueHO Ta BBeLEHO [0
HayKOBOTO 00iry moHATTS «wellness-KkyabTypa» Ta «wellness-ingyctpisi». OKpecieHo OCHOBHi
CTPYKTYpHi ckiamoBi wellness-kynbTypu Ta wellness-iHaycTpii B cyyacHOMYy CBiTi. BUCHOBKM.
[TpoaHasi30BaHO OCHOBHI coliabHi piBHI wellness-KynbTypy Ta Haii61IbI Baromi CBiTOMISIIHI
NPUHLUIM LIOA0 B3aEMOBITHOCUH i3 CYCIIIBCTBOM Ta JOTO TPaAuIiifHOI KYJIbTYpOIO.
CchopmynboBaHO OCHOBHI cycminbHi (yHKIIii wellness-KynbTypu. BBejeHO 10 HAayKOBOTO
06iry Teopii Typusamo3HaBcTBa MOHSTTSI «wellness-iHpycTpis» Ta «wellness-mpogyKT».
OG6I'PyHTOBAHO JIOIIbHICTh BUKOPUCTAHHS 3aKOPIOHHOTO JOCBiY iHTerparii TypuCcTUUHO1
ta wellness-iHgyctpii, momryky iHHOBaIiitHMX GopM opraHisallii pekpealiifHOi JisIbHOCTI,
Opi€EHTOBaHMX Ha BCEOIUHMIT PO3BUTOK OCOOMCTOCTi. 3’SICOBAHO, L0 [IJIs1 CTAOIIBHOIO
¢dyukiionyBanas wellness-iHmycTpii Ta po3Butky wellness-Typusmy HeoOXifmHi cyTTeBa
TpaHcopMallis BITYM3HSIHMUX PeKpealliiiHuX 3aK1a/liB, eeKTUBHA iHTerparis TypuCTUIHOI
Ta wellness-iHaycTpii, I'pyHTOBHI HAyKOBi TOC/Ti)KEHHS, PO3IIMPEHHS Ta CETMEHTAIlisl PUHKY
wellness-Typu3my, BpaxyBaHHS HAlliOHATbHUX TPAAUIIili Ta EKOHOMiYHOTO PO3BUTKY KpaiHu,
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MIPUIHSATTSL BiIIOBiMHOTO KOMa AepKaBHUX IPOrpaM IIOA0 Or0 PO3BUTKY, 3aTydeHHS
inBectuiiit mo wellness-iHmycTpii Ta MomepHisallisl iCHYIOUMX peKpealliliHMX 3aKIafiB,
nomyssipu3saiiist wellness-Typusmy 3 MeTOO TiABUIIEHHSI SIKOCTi SKUTTSI HACEJIEHHS.

Kniouosi  cnosa:  wellness-kynbrypa;  wellness-ingycrpis;  wellness-miponykr;
inHoBaniiHi wellness-mociayru; wellness-typusm; cycriibai @yHKIIii Ta piBHi wellness-
KyJABTYPU; CyyacHa CTpyKTypa wellness-iHgycTpii.

WELLNESS-KVJIBTYPA KAK ®AKTOP ®OPMHWPOBAHUNSA
WELLNESS-UHIAYCTPUN

Verumenxko Jlecss HukonaeBHa

Kanoudam nedazozuueckux Hayk,

ORCID: 0000-0003-2631-1459, ustilesia@gmail.com,
Kuesckuii HayuoHaneHelii yHU8epcumem KyJavmypsl U UCKYCCmM,
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Llenpio cTaThy SBASETCS aHAMM3 BIAMSHUST wellness-KyabTypbl Ha (OpMUpPOBaHME
wellness-uHaycTpun. MeTomoI0rMYecKyt0 OCHOBY MCCIEIOBAHMUS COCTABIISIOT KPUTUIECKIIA
QHAIM3 OCHOBHBIX HeMUHUILIMIL KyIbTYPOIOTUUECKUX U TYPU3MOBEIUECKUX VICTOUHUKOB
no wuccrnenoBanuio wellness-kynbTypsl u  wellness-uHIyCTpUM, MEKIUCIUILTVHAPHBIN
CUHTE3 OCHOBHBIX TPUHIUIIOB (GopMupoBaHUs wellness-KyJabTypbl ¥ COOTBETCTBYIOIIEH
tpaHcdopmanuu wellness-MHIYCTpUM, METOABI MHAYKIIUM U TeAYKIMUA, & TaK)Ke KOHTEHT-
aHamm3. Hayunass HoBu3HA. OmpefesnieHbl M BBeIEHbI B HAy4YHbIi 0OOPOT TOHSITUS
«wellness-kynbrypa» u «wellness-uamyctpusi». OuepueHbl OCHOBHBIE CTPYKTypPHBIE
cocrasisitoinye wellness-kynmbTypbl 1 wellness-MHIyCTpUYM B COBpeMeHHOM MUpe. BhIBOIbI.
[TpoaHanMM3MpOBaHbl OCHOBHbBIE COIMA/IbHbIE YPOBHU wellness-KynbTypbl ¥ Haubomee
3HAUMMbIe MMPOBO33pPeHUECKIEe TTPUHIIUITBI OTHOCUTETbHO B3aMMOOTHOIIEHMIT C 0OIIeCTBOM
M €ero TPAAUIVIOHHON KynbTypoii. ChopMyaMpoBaHbl OCHOBHbIE OOIIECTBEHHbIE
¢dyukym  wellness-ky/nbTypbl. BBejeHbI B Hay4HbIii 0O0OPOT TEOPUU TYPU3MOBEHEHUS
nousitust «wellness-unmycrpusi» u «wellness-ipomykT». OB60CHOBaHa 11€71€CO06PA3HOCTD
UCTIONb30BAHMUST 3aPYOEXKHOTO OIBbITA MHTETpauy TYypUCTUUecKoi u wellness-uHmycrpun,
MoVuCKa WHHOBAIMOHHBIX  (OPM  OpraHM3alMM  PEKPEeAlMOHHON  IesITeTbHOCTH,
OPMEHTUPOBAHHBIX HA BCECTOPOHHEE Pa3BUTHE JUYHOCTU. BbISICHEHO, YTO [I7151 CTAaOUIBHOTO
¢dyukiuyonupoBanust wellness-ungyctpum u pasButusi wellness-Typusma Heo6XOIMMbI
CYILIeCTBEHHAs TpaHCHOpPMalysi OTeUECTBEHHbIX PEKPeallOHHbIX 3aBeleHuit, 3PPeKTUBHAs
MHTErparys TypuctTudeckoi u wellness-mHmycTpun, OCHOBaTeIbHbIE HAYYHbIE VICCTIeJOBAHMS,
pacuiMpeHue M cerMeHTanusl peiHKa wellness-Typusma, yyeT HaAlMOHAIbHBIX TPaIULINIA
Y SKOHOMMYECKOTO Pa3BUTHSI CTPAHbI, IPUHSATIE COOTBETCTBYIOLIETO KPYTa rOCYyAapCTBEHHBIX
MporpaMMm TI0 €ero pa3BUTHUIO, TIPUBJIEUEHMEe WHBEeCTUIMii B wellness-mHIyCTpUio
Y MOZEPHM3ALIMS CYIIEeCTBYIOIIMX PEKPealIOHHbIX YUpeXkIeHuiT; momysipusanus wellness-
TypU3Ma C LIeJThI0 TIOBBIIIIEHNS KAUeCTBa JXU3HU HACeTIeHMUSI.

Kniouesvie cnosa: wellness-kynbrypa; wellness-ungycrpust; wellness-miponykr;
MHHOBaIMOHHbIe wellness-ycryru; wellness-Typu3sm; o61ecTBeHHbIE PYHKIIUY Y YPOBHU
wellness-KyabTypbl; COBpeMeHHas CTpykTypa wellness-uHmycTpun.
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The purpose of the study is to identify the features of the cultural industries’ concept
formation and potential. The research methodology is based on a comprehensive approach.
The research applied general scientific and cultural methods, which promoted the detailed
reading of the “culture industries”, “creative economy”, and “cultural industries” concepts, in
particular, the method of structural and functional analysis, to consider their organisational
components; a systematic method that, by incorporating elements of interdisciplinary analysis,
has helped to determine the specificity of the development of creative industries as a holistic
phenomenon. The scientific novelty is that contemporary approaches to the study of cultural
industries have been considered; the results of foreign practice in cultural studies of cultural
(creative) industries are generalised. Conclusions. Thus, the publication of Chris Smith’s book,
Creative Britain, in 1998, was the catalyst for the transformation of the name from “cultural
industries” to “creative industries”, when the term “culture” was replaced by “creativity”. The
concept of “cultural industry”, which was associated with the arts rather than economic and
profit, was expanded to include the production of software and information content. At the
same time (1998), the concept of the creative industries came to an official definition, according
to which they are those which have a potential for wealth and job creation based on individual
creative initiatives, skill or talent. Thus, the cultural industry is an interdisciplinary, complex,
ambiguous and contradictory system that explains the existence in the research tradition, along
with the notion of “cultural industries”, alternative terms: “information industries”, “leisure
industries”, “the arts sectors”, “creative sectors”, “media industries”, “the arts sector of the
economy”, etc., and most often —“cultural industries” and “creative industries”. Whereas the
“creative industry” is based on the creative abilities of a person who, together with managers
and technologists, creates cultural goods and services.

Keywords: creative industries; culture; the arts; cultural revival; creative environment.

Introduction

Creating non-monetary value, contributing significantly to people-cen-
tred inclusive and sustainable development, the cultural and creative indus-
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tries (most scholars consider that the terms “cultural industries” and “cre-
ative industries” are more or less interchangeable) have become one of the
sectors that grow most actively in developed and developing countries, capi-
talising 2,250 billion US dollars and over 30 million jobs ( as of 2015) (CISAC,
2015, p. 5).

Accordingly, the study of the cultural industry’s potential is relevant for
unlocking and developing the general creative potential of society, improv-
ing the quality of life and providing resources to design the vision of the
future.

The analysis of research and publications has shown the considerable
interest of modern national scientists in the concept of cultural industries,
the specificity of which determines its study and analysis from the cultural,
economic and political perspectives. For example, I. Vakhovych and O. Chul
(2014) explore the theoretical backgrounds of the creative industries develop-
ment and suggest practical guidance for their regional development; N. Park-
homenko (2017) analyses the evaluation criteria for the creative industries
and development trends for the creative sectors of the economy; I. Skav-
ronska (2017) defines the role and importance of the creative industries for
Ukrainian economy; considerable attention to this issue was paid by L. Taniuk
and O. Butsenko (2004), A. Yevhrafova and N. Prokopenko (2018) and others.

The national experience in the study of the cultural industries differs sig-
nificantly from the experience of Western scholars in the much smaller num-
ber and depth of the works of the given subject. The theoretical and method-
ological backgrounds of the cultural industries in the Ukrainian scientific en-
vironment are being shaped, that it makes sense to turn to review the foreign
experience of the genesis of this type of social and cultural practice.

Purpose of the article

The purpose of the study is to reveal the features of the formation and
potential of the cultural industries in developed countries.

The research methodology is based on a comprehensive approach. The
general scientific and cultural methods are applied, which assisted to clarify
the concepts of “cultural industries”, “creative industries”, “art industries”
in particular, the method of structural and functional analysis, to consider
their organisational components; the systematic method that due to the in-
clusion of the elements of interdisciplinary analysis, has assisted to define
the specificity of the development of the creative industries as an overall
phenomenon.

The modern approaches to the study of the cultural industries in the world
practice are considered and the given sphere is comprehended as a compo-
nent of the process of preservation and development of cultural heritage in
modern society; the results of foreign practice in cultural studies of the crea-
tive industries are generalised; the social and cultural factors that cause the
formation and development of the cultural industries in the leading countries
of the world have been identified and analysed.
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Main research material

The idea that culture is a “driver and enabler of sustainable development”
that has a direct impact on human development, supplements its economic, so-
cial and ecological aspects, has obtained recognition in international programs.
In particular, The United Nations’ 2030 Agenda for Sustainable Development
states a strategy to eradicate poverty and promote sustainable development
that emphasises global citizenship, cultural diversity and intercultural dia-
logue. The new European Consensus on Development commits the European
Union to stimulate the cultural and creative industries to promote sustainable
development by designing new technologies for interaction with the private
sector. The EU strategy for international cultural relations aims at the support
of culture as a driving force for sustainable social and economic development
and intercultural dialogue. The “roadmap” of the cultural and creative sectors,
stated in the UNESCO Convention on the Protection and Promotion of the Di-
versity of Cultural Expressions, has inspired the formation of a new European
Agenda for Culture.

M. Giovinazzo emphasises that the cultural sectors cover all activities that
are based on cultural values and/or artistic and other creative expressions, re-
gardless of whether they are market-oriented, type of structure and financing.
The researcher claims that they cover the overall chain of value creation, that
is, the development, production, distribution and preservation of goods and
services that embody cultural, artistic or other creative expressions, as well as
educational and management functions (Giovinazzo & Williams, 2019, p. 3).

The foreign researchers, including D. O’Connor (2007), emphasise that it
took humanity more than fifty years to transform the concept of “culture indus-
tries” into “cultural industries” and, through “cultural industry” into “creative
industries”. Unlike this given relatively long conceptual evolutionary history,
the creative industries have received global popularisation over fifteen years.

According to D. Hesmondhalgh (2014), the nature of cultural industries is
multidisciplinary, complex, ambiguous and contradictory, which explains the
presence of alternative terms in the research tradition along with the concept
of “cultural industries” — “information industries”, “leisure industries”, “the arts
sectors”, “creative sectors”, “media industries”, “the arts sectors of the econo-
my”, etc., and most often —“cultural industries” and “creative industries” (p. 17).

The catalyst for the transformation of the name from “cultural industries”
to “creative industries” was the publication of the book “Creative Britain” in
1998 by C. Smith, Minister of Culture of Great Britain. The modern research-
ers consider some advantages of pragmatic character in this fact. For example,
A. Veinmeister refers to them:

— the replacement of the concept of “culture” in official documents, which
was associated primarily with classical art, not with economic and profit;

— expanding the volume of the concept that allowed to include design,
production of software and information content in addition to dance, fine arts
and kinds of craft activities into the cultural industries (Veinmeister & Ivanova,
2017, p. 41).
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The UK Government Department for Digital, Culture, Media and Sport has
defined the creative industries as “those industries that have their origin in
individual creativity, skill and talent, and which have a potential for wealth and
job creation through the generation and exploitation of intellectual property”.
UNESCO has defined the creative industries as industries that aim to “the cre-
ation, production and commercialization of creative contents which are intan-
gible and cultural in nature. The contents are typically protected by copyright
and they can take the form of a good or service” (UNESCO, n.d.).

The modern understanding of the creative industries is based on the prin-
ciples of the creative economy and reflects a comprehensive approach to the
development and interaction of the arts, media, cultural heritage and services
sectors (UNCTAD, 2008).

It is a well-known fact that the concept of the creative (cultural) industries
received its theoretical formulation at the end of the 20th century - the official
definition of this concept was formed in 1998. According to the modern scien-
tific space, the creative industries are defined as “those industries that have
their origin in individual creativity, skill and talent, and which have a potential
for wealth and job creation through the generation and exploitation of intellec-
tual property” (Fedotova, 2013, p. 22).

The majority of researchers include in the concept of “cultural industries”
such sectors as design, fashion, advertising, architecture, decorative arts and
crafts, museums and cultural tourism, film and video industry, multimedia and
computer games, music and sound recording, performing arts and entertain-
ment, visual arts, literature, publishing, etc. N. Fedotova (2013) emphasises the
creation and realisation of a creative product (book, film, design project, etc.)
as the main task of the creative industries, which is caused by their being at the
intersection between culture, creativity and commerce (p. 22).

According to M. Matetskaia’s (2011), opinion, the innovative processes relat-
ed to the growth of creative industries are closely intertwined with the concept
of “creativity” (creative potential), which is defined at the modern stage as the
process of generation of ideas, their development and transformation into val-
ues, and includes qualities, which a person usually associates with innovation,
entrepreneurship and the art of the birth of new ideas from their emergence to
the stage of realisation in values. Accordingly, the creative industries involve the
realisation of a creative and intellectual resource in a “creative product” (p. 199).

The creative industries are based on the creative abilities of a person who
creates cultural goods and services together with managers and technologists —
works of the creative industry become part of the musical atmosphere in a gal-
lery or a salon, interior; consumables, passion and experience of a large number
of people; the very possibility of going beyond creativity (in the process of re-
alisation of creative skill, a work manifests itself as a result of creativity, which
is most often available directly at the moment of performance or intended for
viewing by a small audience) for the sake of creativity generates the effect of
the cultural industry.

Being in the mainstream of the mass culture, the creative industries influ-
ence on the expansion of the boundaries of professional and folk art, embod-
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ying the most progressive models of production techniques, they make elitist
serial and give individual features to the mass product.

According to O. Zelentsova (2008), the creative industries are a synthet-
ic phenomenon that has combined economics, culture and social policy, that
is, they have three types of contradictory activities, in particular free search
for artists, focused on high spiritual, aesthetic and human values; a pragmatic
business initiative focused on the value of personal and corporate profit; state
and regional governance oriented on the values of strengthening and develop-
ment of the nation, country and territory (p. 3).

Taking into account the speed of development of innovative technologies
and the emergence of a variety of creative products, which influence signifi-
cantly on the definition of industries that are included into the concept of “cre-
ative industries”, researchers pay their attention to the lack of expediency of
their approved single list. The characteristic features of the creative industry
include:

— reproduction of cultural technologies and products (as a defining feature);
application of knowledge as the main means of production;

— unpredictable nature of the consumer value of cultural products;

— awide range of fields of use and interdisciplinary;

— the spread of creative freelance (this is the activities of people of the
creative professions, such as actors, directors, scriptwriters, journalists, pho-
tographers, etc., regardless of the official employers);

— the orientation of the industry mainly on local production and con-
sumption, that is concerned with national cultural identity (limited interna-
tionalisation);

— interaction of three types of activity — the creation of cultural values,
profit gain and formation of management structure;

— the complex nature of the results of the activities of cultural industries,
which is manifested in a combination of production and observation, the blur-
ring of the boundaries of classical art;

— consumption as a cultural product not of goods but services;

— the satisfaction of existent need and formation of new demands, forms
and styles of consumption at the same time;

— intellectual component and a creative start in the process of sublima-
tion of cultural and business practices;

— minor impact on the ecological state of the territory in comparison
with classical industries (for example, energy and heavy industry) (Veinmeister
& Ivanova, 2017, pp. 43-44).

One of the most popular ideas among contemporary foreign researchers is
the positioning of the region as the main organizational matrix for the combi-
nation of people and jobs. Economist and philosopher R. Florida (2007) iden-
tified the important process of territorial development employing creation of
a creative environment as a sphere for the life and prosperity of creative people
(the region attracts investment through the sphere of culture) on world histo-
ry examples. According to the researcher’s opinion, professionals and the spe-
cial class, which he defines as “creative”, form a creative environment, attract
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investments, contributions, tourists, colleagues, etc., that ensure the gradual
growth of small territories (p. 32).

Thus, cultural infrastructure is a catalyst for urban development. For ex-
ample, construction of a museum allows participating in major urban develop-
ment projects and develop a new “urban brand” in the field of culture and cre-
ativity. Such projects increase the attractiveness of the city to tourists, talents
and highly skilled workers. For example, the city of Bilbao (Basque Country,
Spain) is now considered as an icon of cultural revival — the construction of the
Guggenheim Museum has contributed to the creation of more than 1,000 jobs,
and the number of visits by tourists has increased eightfold. No less important
is that the cultural industry makes cities more attractive for living, providing
centres and many activities, around which the local population creates a local
identity and satisfy their own cultural needs.

R.Florida emphasises the importance of the creation of cultural conditions,
centres of creative activity for the development of a specific place, which, after
all, become a favourable creative environment for living in it of the so-called
“creative class”, which is inherent to generate changes. Thus, the place with
a well-developed cultural and leisure sector and a creative climate in which
a person can express his ideas and implement them become a decisive factor in
the process of the region development (Florida, 2007).

Now the creative industries are a popular worldwide practice of integration
of cultural resources into the commercial environment - there occurs the syn-
thesis of cultural works with entrepreneurship, the transformation of aesthetic
categories into a market product.

N. Fedotova (2013) states that creative industries exist institutionally as small
enterprises, micro-enterprises, communities, small and medium-sized business
units, that produce creative goods and services. The researcher considers the
cultural and political and economic conditions that are created by a region or
a state, the interest of commercial structures, the presence of a certain number
of carriers of creative ideas, as well as platforms for creativity and interaction, as
a favourable context for the structuring of the creative industries (p. 22).

Conclusions

Thus, the catalyst for the transformation of the name from “cultural indus-
tries” to “creative industries” was the publication of the book “Creative Britain”
by C. Smith, Minister of Culture of Great Britain in 1998, when the replacement
of the term “culture” for “creativity” in official documents occurred. The con-
cept of “cultural industry”, which was associated with classical art rather than
economic and profit, was expanded and included the production of software
and information content. At the same time (1998), the concept of the creative
(cultural) industries came to an official definition, according to which they are
those which have a potential for wealth and job creation based on individual
creative initiatives, skill or talent.

It is a quite complicated task to define the concept of “creative industry”,
which implements the creative and intellectual resource into “creative product”.
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Thus, the cultural industry is an interdisciplinary, complex, ambiguous and
contradictory system that explains the presence of alternative terms in the re-
search tradition along with the concept of “cultural industries” — “information
industries”, “leisure industries”, “the arts sectors”, “creative sectors”, “media
industries”, “the arts sectors of the economy”, etc., and most often — “cultural
industries” and ”creative industries”. Whereas, the “creative industry” is based
on the creative abilities of a person who creates cultural goods and services
together with managers and technologists.

The study of the creative industries opens further prospects for theoreti-
cal and applied researches in the field of contemporary cultural process. The
research of the phenomenon of the creative industries and the mechanisms
involved in the process of their formation and implementation will facilitate
the establishment of intercultural and international dialogue.
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KYJIBTYPHI IHIYCTPII IK METO/J, CAMOBHPAJKEHHS
Slupko KaTepuHa BitaniiBHa

Acnipanmka,

ORCID: 0000-0002-9096-879X, yazko-katja@ukr.net,
Kuiscokutl HayioHanvHUll yHigepcumem KyJa1emypu i Mucmeyms,
Kuis, Ykpaina

MeTor0 [OOCTIIKEHHSI € BUSBJIEHHS OCOOMMBOCTEN (OpMyBaHHS Ta IOTEHIiaTy
MOHSITTS KyIbTYPHUX iHIYCTPiit. MeTomooTist JOCTiIKeHHsT 6a3y€ThCSI HA KOMIUIEKCHOMY
migxofni. 3acTOCOBAHO 3arajJbHOHAYKOBI Ta Ky/JbTYPOJOTiYHI METOAM, IO IOCHIPUSIIN
YTOYHEHHIO TOHSITh «KYJAbTYPHi iHIYCTpii», «KpeaTMBHi iHAYCTpii», «TBOpYi iHIYCTpii»,
30KpeMa, MeTOJ, CTPYKTYPHO-(QYHKIIiIOHAJIbHOTO aHaJIi3y, AJIs1 PO3IVISIAY iX OpraHisaliiiHux
CKJIaJJOBMX; CUCTEMHUIL METO/I, LII0 3aBASIKM BKJIIOUEHHIO e/IeMEeHTIB MiKIUCIUILIIHAPDHOTO
aHaJi3y TMOCHpPUSIB BU3HAUEHHIO crenudiku PpO3BUTKY KpeaTUBHUX iHAYCTpPii sK
uinicHoro eHomeHny. HaykoBa HOBM3HA IOJIATAE Y TOMY, 1[0 PO3TISHYTO Cy4YacHi miaxoau
10 BMBUEHHSI KYJAbTYPHUX iHIYCTPiii; y3araJbHEHO De3yabTaTU 3apyOiKHOI MpPaKTUKU
B KyJIbTYPOJIOTiYHOMY AOCTiI)KeHHi KyIbTYPHUX (KpeaTUBHUX) iHAyCTpilt. BucHoBKM. OTXe,

198



THEORY AND HISTORY OF CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 21 « ISSN 2616-423X (Online)

KaTaiizaTopoM TpaHchopMallii Ha3BU 3 «KyJAbTYPHUX iHIYCTPili» HA «<KPeaTUBHI iHAyCTpii»
crasio BupaHHs y 1998 p. K. Cmitom Kuury «KpeatuBHa BpyTaHisi», Koay BimOy/1ocst 3aMillleHHS
TIOHSITTS «Ky/JbTYpa» Ha «<KpeaTUBHiCTb». [IOHSTTS «KyJIbTypHA iHAYCTPisi», 110 ACOLIiF0BAIOCS
3 KJIAaCMYHVM MUCTELITBOM, & He 3 EKOHOMIKOI0 i TPMOYTKOM, 6Y/10 PO3LIMPEHO Ta BKITIOUMIIO
BUPOOHUIITBO ITPOrPaMHOTO 3abe3neueHHs i iHdopmatiiiHoro KoHTeHTy. Tozi sk (1998 p.)
KOHIIEMIIis KpeaTMBHUX iHAYCTPiii Habyna odilifiHOro BU3HAUEHHSI, BiITOBIAHO 10 SIKOTO
1le OisSIbHICTb, IIO0 Hece B cOOi ITOTEHIIiaJl CTBOPEHHSI HOZATKOBOI BapTOCTi Ta poboumx
MiCIlb, B OCHOBIi SIKOi JieXXaTh iHOVMBiZya/JbHMII TBOPUMII ITOYATOK, HABMYKM abO TajaHT.
TakuM UMHOM, KyJIbTYpHA iHIYCTPisl — 1€ MiKAMCIUIUTIHAPHA, CKIaJHa, HeOAHO3HAUHA
Ta cylepewinBa CUCTeMa, IO MOSICHIOE HASIBHICTb Y MOCHIAHULBKIM Tpaguilii, mopsm, i3
MOHSITTSM «KYJIbTYPHi iHOYCTpii», aJlbTepHATUBHUX TEPMIiHIB: «iHbOpMaIiliHi iHIyCTPii»,
«iHAYCTpii [O3BI/IISI», «TBOPYUi CEKTOPU», «KpeaTUBHI ramnysi», «MeJiiiHi iHAyCTpii», «TBOPUi
chepu eKOHOMiKM» Ta iH., @ HailyacTille — «KpeaTUBHi iHOycTpii» Ta «TBOpuYi iHOyCTpii».
Topi sIK «KpeaTUBHA iHAYCTPis» 6a3y€ThCSI HA TBOPUMX 3IiOHOCTSIX JTIOIMHY, SIKA PA30M i3
MeHeJlkepaMy Ta TEXHOJIOTaMM CTBOPIOE KyJAbTYPHI TOBapy Ta MOCIYTH.

Knrwouosi cnosa: KpeaTUBHi iHIYCTPii; KyJAbTypa; TBOPUICTb; KYJIbTYpHE BilpOIKEHHS;
KpeaTMBHE CepeloBUIIIE.

KVJIBTYPHBIE NHAYCTPUU KAK METOI CAMOBBIPAJKEHV S
Sfuko ExatepuHa ButanbeBHa

Acnupanmka,

ORCID: 0000-0002-9096-879X, yazko-katja@ukr.net,
Kuesckuti HayuoHansHolli yHUBEpcUmem KyJavmypsl U UCKyccma,
Kues, Ykpauna

Llenbl0  MCCIEOOBAHMSI  SIBJISIETCSI  BBIIBIEHME OCOOEHHOCTel  (HopMMUpPOBaHUS
Y TIOTEHIIMaja MOHSTHUSI KYJIbTYPHBIX MHAYCTpUii. MeTOmoMIorus UccieqoBaHus 6a3upyeTcst
Ha KOMIUIEKCHOM ITomxope. IIpyMeHeHbl 0OIeHayuHble ¥ KYIbTYPOJIOIMYECKMEe METOMbI,
KOTOpbI€ CIIOCOOCTBOBAIM YTOUHEHMIO TTOHSTUI «KYIbTYPHbIE MHIYCTPUN», «KpeaTUBHAs
9KOHOMMKA», «TBOPUECKIE UHIYCTPUM», B YACTHOCTY, METOJ CTPYKTYPHO-(YHKIMOHAIBHOTO
aHa/aM3a IS pacCMOTPEHMS] UMX OpPraHM3alMMOHHBIX COCTABJSIONIMX; CUCTEMHBIV METO[,
KOTOPBIii 61arogapsi BKIIOUEHNIO 3JIEMEHTOB MEXIVCIUIUIMHAPHOIO aHaIM3a CONeiiCTBOBa
ompeneeHNIo CrieuuGUKM pa3BUTUSI KPeaTUBHbBIX MHIAYCTPUI Kak IeJI0CTHOTO (heHOMeHa.
HayyHasi HOBM3HA 3akjOyaeTcss B TOM, YTO pPacCMOTPEHbl COBpEMEHHbBbIE TTOAXOIbI
K M3YYEHMIO KYJIbTYPHBIX MHIYCTPUI; 06OOIIEHBI pe3yiIbTaThl 3apyOeskKHON IMPaKTUKU
B KY/JIbTYPOJOTMYECKOM MUCCAeJOBAaHMUM KYJAbTYPHBIX (KpPEaTMBHbBIX) MHAYCTPUIA. BbIBOIBI.
WTak, KaTajaus3aTOpoM TpaHchopMaluy Has3sBaHMUSI C <«KYIbTYPHBIX MHIYCTPUil» Ha
«KpeaTuBHasi 3KOHOMMKa» cTano usgaHue B 1998 romy K. Cmurom kuuru «KpeatusHas
bputanus», Korga NpoOM3O0NUIO 3aMelleHMe TOHSTUSI «KyJbTypa» Ha «KPeaTUBHOCTb».
[ToHsITHE «KYNIBTYpHAsI MHAYCTPUSI», aCCOLUMUPYIOIEecs: C KIacCUMUYeCKUM MCKYCCTBOM, a He
C 93KOHOMMKOJ1 ¥ TIPUOBLIBIO, OBLIO PACIIVMPEHO Y BKIOUMIIO IIPOU3BOICTBO IIPOrPAMMHOIO
obecrieueHus ¥ MHPOPMAIMOHHOIO KOHTeHTa. Toraa ske (B 1998 I.) KOHIIeMIMs KpeaTUBHbIX
VHIYCTPUIT MOMyuYnia opUIMaabHOE ONpeaeieHe, CIIACHO KOTOPOMY 3TO IeSITeTbHOCTbD,
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Hecymass B cebe TOTEHIMAA CO3[IaHMSI TOTIOTHUTENbHON CTOMMOCTM U paboumx MecCT,
B OCHOBE KOTOPOIi JIeXKaT MHANBUTYaTbHOE TBOPUECKOE HAYa/I0, HABBIKY MJIU TaJIAHT. TakuM
06pa3oM, Ky/lIbTypHasi MHIYCTPUSI — 3TO MEKAVCUMUIUIMHAPHAS, CJIOKHASI, HEOTHO3HAYHASsI
M TPOTUBOPEUYMBAS CHUCTEMAa, KOTOpas OObBSICHSIET HaauuuMe B UCCIeI0BATETbCKOM
TpaguULIVY, HAPSIAY C IOHSITUEM «KYJIbTYPHbIE MHIYCTPUM», aIbT€PHATUBHBIX TEPMUHOB:
«MH(MOPMAaLIVIOHHBIE MHIYCTPUN», KUHIYCTPUY IOCYTa», KTBOPUYECKIE CEKTOPA», KKPeaTUBHbIE
OTpacin», «<MeIqUiiHble MHAYCTPUU», «TBOpPUECKUE Chepbl SIKOHOMUKW» U JP., & Yallle BCEro
«KpeaTMBHAsI 5KOHOMUKA» U «TBOPUECKME MHIYCTpUM». TOTIa Kak «<KpeaTuBHAsT UHITYCTPUSI»
6a3MpyeTcsl Ha TBOPYECKMX CITOCOOHOCTSIX UeJI0BeKa, KOTOPBII BMeCTe ¢ MeHeKepamu
U TEXHOJIOTAMM CO3/IaeT KY/IbTYPHbIE TOBAPbI U YCIYTU.

Kntouesvle cnosa: KpeaTBHBIE WHAYCTPUU; KyJIbTypa; TBOPYECTBO; KY/IbTYPHOE
BO3POXKEeHME; KpeaTuBHasl Cpefa.
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The purpose of the article is to identify the features of the bachata social dance as
a popular modern dance form; to analyse the stylistic features and the specifics of the
technique of performance. Through the research, the historical method is to study the origin
and popularisation of the dance; the typological approach is to identify the factors of dance
formation and evolution, the features of transformative processes. In order to provide the
background to the leading recent trends in social dance forms, the method of artistic and
stylistic analysis is used; the method of artistic analysis is aimed at identifying the specific
stylistic elements of bachata as a social and competitive dance.

In Ukrainian art studies, the bachata dance is studied as a social, cultural and artistic
phenomenon for the first time ever; the process of formation and development of this
dance form in retrospect is considered; the stylistic features of Dominican bachata, Western
“traditional” bachata, modern bachata, sensual bachata and the specifics of its performance
technique in the world-class competitions (“Sobre Todo 2019”7, “BachataStars Italy 2019”7,
“Paris Bachata Festival Contest 20197, Bachatastars International Champions, etc.) are
defined. Specific features of bachata as a social dance form are shown in the specifics of the
dance symbolism, the extreme flexibility and plasticity of performance. The study revealed
the characteristic features of modern bachata styles: the quick tempos of performance,
number of footwork, lack of lifts and rotations (authentic style); closed position, a close
tie between dance couple, soft hip movements, wise set of turns and figures, borrowing
movements and elements of ballroom dance styling (Western style); a combination of
elements of Western bachata, salsa, tango and ballroom dancing, the dominance of body
and hip movements (modern style); improvisation, a large variety of figures, the presence of
lifts and elements of the show, elegant dress (sensual style).

Keywords: bachata; social dances; dance styling; stylistic features.

Introduction

The bachata style, which originated in the Dominican Republic in the sec-
ond half of the twentieth century, is ubiquitous in most countries of the world

© Roman Hrytseniuk, 2020 The article was received by the editorial office: 09.04.2020
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as an expressive social dance. At the present stage, having developed in several
directions, bachata is one of the most popular competitive, social and stage
dances.

The scientific novelty is to study the bachata dance as a social, cultural
and artistic phenomenon for the first time ever; to consider the process of for-
mation and development of this dance form in retrospect; to define the sty-
listic features of Dominican bachata, Western “traditional” bachata, modern
bachata, sensual bachata and the specifics of its performance technique in the
world-class competitions (“Sobre Todo 2019”7, “BachataStars Italy 20197, “Paris
Bachata Festival Contest 2019”, Bachatastars International Champions, etc.).

The development and transformation of social dance in the early 21
century facilitated scientific research into the multi-faceted arts and cultural
phenomenon. Many scientists have studied the problems of bachata dance at
different stages. In particular, A. Tsurikov (2020) on the example of bachata
examines the basic features of contemporary social dance as cultural phe-
nomena; E. Lisina (2012) explores the question of ritual psychological and
ontological meaning of social dancing in today’s world; some aspects of the
theory and practice of bachata as one of the most popular social dances clar-
ified in scientific works B.Cohen-Stratyner (2001), C. Knolle (2008), J. Man-
rique Martinez and P. Ruiz-Montero (Manrique Martinez & Ruiz-Montero,
2018) and others.

However, the technique and aesthetics specifics in the performance, the
features of the dance art of bachata are issues that require thorough research
and analysis in contemporary art studies terms.

Purpose of the article

The purpose of the article is to identify the features of bachata social dance
as a popular contemporary dance form; to analyse the stylistic features and
specifics of performance techniques.

Through the research, the historical method is to study the origin and pop-
ularisation of the dance; the typological approach is to identify the factors of
dance formation and evolution, the features of transformative processes. In
order to provide the background to the leading recent trends in social dance
forms, the method of artistic and stylistic analysis is used; the method of artis-
tic analysis is aimed at identifying the specific stylistic elements of bachata as
a social and competitive dance.

Main research material

In the 20" century, bursts of the popularity of various genres of Latin
American couple dance in both the United States and Europe reinforcing the
type of Latin American exotica, which at the present stage is taking on new
development. Borrowing the style and elements of dance styling, rhythms, and
musical accompaniment of folk dances, American and British dancers created
new styles of performance of social and ballroom dances (Bosse, 2008, p. 45).
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Unlike many phenomena of modern mass culture, social dances are not
of North American, but Latin American origin. According to researchers, the
popularity of social dances at the present stage is largely due to the desire to
challenge the disciplinary artistic ideals formed and spread by Western cul-
ture — the Caribbean, Cuban, Brazilian, Dominican and similar rhythms con-
nected implicitly with a revolutionary spirit and traditions of a carnival, that is
the celebratory ritual action having transcultural genesis, respectively, is a rit-
ualised practice of modernity (Lisina, 2012, pp. 9-10). In particular, Sh. Bock
and K. Borland (2011) argue that “dancers meaning invoke exotic cultures to
create alternative ideals through dance experiences that open up opportunities
for alternative self-expression” (p. 6).

Bachata is a form of the national cultural heritage of the Dominican Re-
public; a hybrid dance rhythm that originated from Bolero (Manrique Martinez
& Ruiz-Montero, 2018, p. 40); a musical style and dance (in 4/4 time), char-
acterised by a moderato tempo and remarkable romantic lyrics dedicated to
the theme of suffering from one-sided love and different life troubles, has be-
come widespread in the Caribbean and most Latin American communities in
the United States.

C. Knolle argues that historically bachata arose in the 1960s as a result
of increased migration, urbanisation, and industrialisation in Latin Ameri-
ca. Dominicans who migrated to the city, faced with economic exploitation,
social discrimination and other problems of the common people, introduced
a new style of music and dance (Knolle, 2008, p. 132). D. Manrique Martinez
and P. Ruiz-Montero (2018) also define the bachata music rhythm as “a con-
sequence of the emigration of large masses of peasants to the city, heard by
lower military personnel and citizens with low economic status in brothels and
popularised in the urban environment” (p. 42). Bachata was performed in the
language of the local singer and reflected the culture and experience of the
country’s marginal population.

An early bachata was inspired by the slow romantic Cuban Bolero, known
as “Bachatas romanticas” or Bolero bachata. The typical music and dance, per-
formed only in a close hold, often in a tight embrace, could not be better ex-
pressed the suffering and alienation of the poor, although the first, the so-called
poetic bachata, were devoted exclusively to the theme of love. The basic step of
the bachata, borrowed from the Bolero and transformed to include touches and
syncopation in accordance with the dynamics of the musical accompaniment,
was performed by moving within a small square. The hand placement varied with
dance position — can be very close to semi-close to open (Knolle, 2008, p. 133).

K. Blossom claims that until the early 1970s in the Dominican Republic the
word “bachata” (of African origin) was used to show disrespect to the followers
of some style of music, as it was considered to belong to the “lower” class, un-
educated, rude, vulgar and immoral. Initially, the term “bachata” was used to
refer to “backyard parties” organised by the poorest rural migrants. Only since
the 1970s bachata has been involved in the rich tradition of Latin American
guitar music, becoming socially acceptable and accessible to the general public
(Blossom, 2019, p. 7).
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Analysing the specifics of the music of bachata style, D. Pacini (1989) fo-
cuses on its inherent set of features that contribute to the definition of the gen-
re: guitar-centred ensemble, sentimental themes, unfilled singing style, spoken
language and low social status of both performers and audience (p. 5).

Those who practised the bachata dance style in the 1970s were predomi-
nantly of African-American origin. Still, because the Dominican Republic de-
nied its African heritage, bachata was positioned as a dance of the poor, rather
than as a form of “black music and dances” (Pacini Hernandez, 2014, p. 1030).

Bachata’s international success was brought by the singer J. Guerra, who
enriched it with tonally modernised synthesiser and electric guitar sounds
(Wicke et al., 1997, p. 41). The thematic focus of bachata is also significantly ex-
panded - in addition to love, gender issues are being updated (a woman belongs
to the world of nature, and a person is part of the cultural world) and problems
of relationships in a couple (the theme of sexual desire, female cheating, lone-
liness and separation); the romance of songs increasingly express frustration,
anger and strong feelings between a man and a woman.

At the present stage, the style of authentic bachata (or Dominican bachata),
which was created by Dominican social dancers for decades, continues to im-
prove, remaining one of the most popular. Minor changes due to the evolution
of the style are faster music; more footwork, simple turns and rhythmic free-
style moves; alternate between open and close position in a couple (Tsurikov,
2020, p. 101). The specifics of performing this style are soft hip movements
and tap or syncopation (1, 2, 3, touch/syncopation); it can be danced with or
without a bounce also, moving the body up and down in between the beats by
springs the legs a little.

C. Knolle (2008) claims that until the early 1990s bachata caused negative
associations — music was played only in poor bars and on the poorest radio sta-
tions, but soon the music industry discovered the commercial potential of the
style: additional instruments enriched the rhythm of bachata, the acoustic gui-
tar was replaced with electric, the language, lyrics and metaphors changed, and
thanks to the performance of famous professional musicians, its social status
significantly increases (p. 132). Bachata lost its reputation as a vulgar style of
lower-class music and dance associated with “poverty, crime and prostitution”
(Pacini Hernandez, 1995, p. 158). It gained recognition as an autochthonous
form of urban folk music (Knolle, 2008, p. 135).

The social profile of bachata dance is beginning to change due to its spread
in New York by immigrants from the Dominicans in the 1990s — having lost its
low-class affiliation, and bachata becomes “a powerful sound and plastic sym-
bol of the Dominican homeland” (Pacini Hernandez, 2014, p. 1032).

Under socio-cultural and cultural-artistic transformations in the urban en-
vironment of South America, dancers and social dance teachers form a new
style of bachata performance — Western bachata (Bachata Fusion or Tradition-
al Bachata), the styling and manner of which differs from the authentic ones.
Instead of the basic step of authentic bachata, there is a new step — move side
to side, changing the direction after every tap. Characteristics of the dance are
close hold; a close connection between dance partners; soft hip movements;
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the control point of the lady is the inner part of the hip that contacts the right
leg of the man, and the man’s hand on the lumbar spine with which he controls
and directs the lady; and it does not include many turns and figures. Most of
the styling in this dance is from ballroom dances and moves that are commonly
used in social dances (Tsurikov, 2020, p. 101).

The beginning of the 2000s had a significant impact on the evolution of
bachata dance styles. Spanish dancers K. Escalona and J. Cordero created the
Bachata Sensual Style, which is based on the basic step and music of bachata,
and among the characteristic features there are:

— individual interpretation of the music;

— awide variety of figures;

— availability of lifts and show elements;

— aclose partners position;

— a more elegant leading, which dramatically increases the sensuality of
the dance performance.

This style provides opportunities for dancers to express emotions and
demonstrate performance techniques.

K. Escalona is the founder of the most famous bachata competition
“BachataStars”, in which participating couples must demonstrate improvisa-
tion using dance and music skills.

In 2005, on the basis of the main elements of Western Bachata, using el-
ements of salsa, tango and ballroom dancing, the style of modern bachata was
developed, the specificity of which is the dominance of movements of the body
and hips. In the same year, the International Dance Organization (IDO) held the
first Bachata World Championship in Bassano del Grappa (Italy) (Knolle, 2008).

Following the review of performances of the dance couple Candido & Tamara -
the winners of “Sobre Todo 2019”, Spain, “BachataStars Italy 2019”, and “Paris
Bachata Festival Contest 2019” competitions, we can determine the steps, move-
ments and figures required for the performance of the Bachata Sensual Style:

— a basic bachata step (two additional steps to the side in an open and
closed, full-contact or shadow position, which is performed from side to side or
forward-backwards);

— abasic, a 360 degree turn from a close hold on two closes to the right or
left in different positions (a turn of both partners or a turn of the lady under the
hand of the man only are allowed);

— an ocho hip movement in place;

— steps to the side with the stand and turning the body are performed in
beats to music;

— a basic step with the raising of the arms (the half-moon path) is per-
formed in a closed and shadow position;

— a basic step with putting hands over the head simultaneously (from an
open position, the man, holding the lady’s hands, puts them around the neck
and performs the round movement of the head);

— basic movement from/to each other cornerwise — in an open or shad-
ow position, partners perform steps as in the basic movement — forward-back-
wards cornerwise;
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— Dbasic turn of the lady without breaking the hands and continuing to
move in the shadow position - the man turns the lady under the hand, as if
“twisting”, and then they perform the figure of the Campana;

— a 180-degree turn of the lady left from the closed position into the
shadow ones: the man leads the lady with his right hand bottom-upwards, both
partners are turning their bodies following the hand; on beat “2” the man rais-
es his arm upwards; on beat “3” he returns the lady on the left (her right hand is
raised up); on beat “4” the man puts an arm around the lady’s waist in shadow
position;

— a back-bending by the lady: from a closed or full-contact position, the
man touches the lady’s shoulder with his left hand; she performs a tilt with the
bodyweight transfer from the right leg to the left; when performing the tilt,
both partners bend their knees;

— wave movement of the lady’s body and hips;

— rotation of both partners in a closed position.

In addition to the “BachataStars” competition, in the world there are com-
petitions, championships and festivals as “Das Bachata”, “Paris Bachata Fes-
tival”, “Bachata Festival Hamburg”, “Hot Winter in Siberia”; Bachata is an ob-
ligatory dance discipline of the Couple Dance European Championship “Salsa,
Bachata, Argentine Tango and Caribbean Dances”.

Bachata is characterised by artistic reflection, means of rhythm plastic of
body movements in space and time, which creates a particular type of styling.

The characteristic features of bachata dance (of any style) include:

— soft and relaxed manner of performance (no force is used in the leading,
complex steps, techniques and virtuoso movements are not used);

— “intimate” performance (no wide steps and no a lot of space);

— holding a rhythm and musicality of performance;

— sensuality (the main driving force of dance is feelings and emotions);

— sexuality — the performance features provide for an extraordinary close-
ness of dance partners, which gives bachata intimacy, and researchers receive
the reason to judge it to be as one of the most sexual social dances.

Conclusions

Features of bachata as a social dance are shown in the specifics of the dance
symbolism (in deep grief hope for happiness is observed), a kind of plastic (the
extreme flexibility and plasticity of performance, particularly of profession-
al dancers) and dance performers’ individualities (implemented due to the
improvisational nature of the dance). The sensuality of dance movements is
determined by the sentimentality of the musical accompaniment - soft wave
movements hide an extraordinary passion, and the dominance of the perform-
ers’ body contact creates an exciting romantic image.

The dance styling and manner of performance of various styles of bachata
dance differ according to individual national or regional characteristics,depend-
ing on the musical accompaniment and the performance environment (night
clubs, dance floors, competition floors, stage). The study revealed the charac-
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teristic features of modern bachata styles: the quick tempos of performance,
number of footwork, lack of lifts and rotations (authentic style); closed position,
a close tie between dance couple, soft hip movements, wise set of turns and fig-
ures, borrowing movements and elements of ballroom dance styling (Western
style); a combination of elements of Western bachata, salsa, tango and ballroom
dancing, the dominance of body and hip movements (modern style); improvisa-
tion, a large variety of figures, the presence of lifts and elements of the show,
elegant dress (sensual style). The direction for future research is a comprehen-
sive study of the stylistic features of bachata as a popular modern social dance.
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Mera cTarTi — BUSBUTU OCOOJIMBOCTI COIia/IbHOTO TAHIIO 6adaTa SIK TIOIMY/ISPHOT
CY4acHOi TAHIIOBAJIbHOI TMPaKTUKM; TMPOAHATI3yBaTU CTUJIICTMYHI OCOOGJMBOCTI Ta
crieniKy TeXHiKM BUKOHAHHS. Y MpoIleci JOCTiIKeHHST 3aCTOCOBAHO iCTOPUYHMIT METO/I,
0 TIOCHPUSIB AOCTI[IKeHHI0 BUHMKHEHHS Ta IMOMy/Aspu3allii TaHLI0; TUIIOIOTIUYHMIL
MeTO, — BUSIBJIEHHIO UMHHMKIB (DOPMYBaHHSI Ta €BOJIOI[iOHYBAHHS TaHIIIO, OCOOIMBOCTEI
TpaHchOpPMaIiifHUMX MPOIECiB. 3 METOI OOIPYHTYBAHHS MPOBIMHUX CyUyaCHUX TEHIEHIIii
COLiaTbHMUX TAHILIOBAJbHUX MPAKTUK BUKOPUCTAHO METOJ, XYIOXXHBO-CTUIICTUYHOTO
aHaJli3y; MeTOJ, MUCTELITBO3HABUOIO aHaJli3y CIIPSIMOBAHMII Ha BUSIBJIEHHS XapaKTepPHUX
CTWIiCTUYHUX O3HAK 6aYaTy SIK COI[iaTbHOTO Ta KOHKYPCHOTO TAHIIIO.

Briepuie y BiTUM3HSIHOMY MUCTEITBO3HABCTBI JOCTiIKeHO 6auaTy sIK colliajiibHe,
KYJIbTYPHE Ta MUCTEILIbKe SIBUIIIE; PO3IISTHYTO MPoIiec GOPMYBaHHSI Ta PO3BUTKY 03HAUEHOT
TaHI[IOBAJbHOI MPaKTUKM B iCTOPMUUHII PEeTPOCIEeKTMBi; BUSIBJIEHO Ta IIPOaHaIi30BaHO
CTUIICTMYHI O3HAaKM JOMiHiKaHCbKOi OavaTy, 3axigHoi OauaTu, cydacHoi OGauaTw,
YyTTEBOI 6auaTu Ta crielMdiky TeXHiKM BUKOHAHHS OCTAaHHBOI y KOHKYPCHUX ITpOrpamax
CTIOPTUBHO-3MAarajJbHUX 3aXOfiB CBiTOBOTO piBHS («Sobre Todo 2019», «BachataStars Italy
2019», «Paris Bachata Festival Contest 2019», Bachatastars International Champions ta is.).
OcobmmBocCTi 6auaTy SIK COIiaIbHOI TAHIIOBATBHOI MPAKTUKU MPOSIBIISIIOTHCS Y crienndirri
00pa3sHOCTI TaHIIO, HaA3BMYAIHil THYYKOCTi Ta IJIACTUYHOCTI BUKOHAHHS. [TOCTiIKeHHS
BUSIBUJIO XapaKTePHi 03HAKM CyYaCHUX CTU/IIB 6ayaTy: IBUIKWIT TeMIT BUKOHAHHS, 3HAYHA
KiJIbKiCTh pYXiB HOTaMM, Bi[ICYTHICTh MiATPUMOK Ta 06epTaHb (AaBTEHTUYHWI CTUJIb);
3aKpUTa MO3ULLis, TiICHUI 3B’I30K MiX TaHLIOBaJIbHMUMU MMapTHEPAMU, IJIaBHI PyXU CTETrOH,
parnioHasbHUI 06ip MOBOPOTIB Ta ¢iryp, 3amo3MUeHHS PyXiB Ta €JIEMEeHTiB TaHIIOBAIbHOI
JIEKCUMKY Oa/JibHMX TaHIIIB (3aXigHMil CTWIb); MOENHAHHS €JeMEHTIiB 3aXimgHoi 6adaTu,
CaJIbCU, TAHTO Ta OAJTBHUX TAHIIIB, JOMiHYBAHHSI PyXiB KOPIYCOM Ta CTErOH (Cy4acHUi
CTWJIb); iIMITPOBi3aIliliHiCTh, BeMMKke po3MaiTTsl Giryp, HAsIBHICTD ITiITPUMOK Ta eJIeMeHTIB
IOy, BUTOHUEHE BeJleHHs (CTUIb CeHUYa).

Knwuosi cnosa: 6auara; colLiiaabHi TaHIi; TaHIIOBaJbHA JIEKCUKA; CTUIICTUUHI
0COBIUBOCTI.
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BAYATA KAK TAHIIEBAJIbHAS TTIPAKTUKA: .
HCITOJIHEHUE U CITEHVOUKA XYIO0XECTBEHHOU OBPA3HOCTU

I'putieHiok PomaH AHaTOMbEeBUY

3acnysxeHHblll desmens UCKYCCM8 YKpauHol, doyeHm,

ORCID: 0000-0002-5361-7210, flashrivnedance@ukr.net,
PoseHckuli 20cydapcmseHHblll eymaHumapHslii yHusepcumenn,
PogHo, Ykpauna

Llenp cTaThbu — BBISIBUTh OCOOEHHOCTM COIMATBHOTO TaHIA 6avaTa Kak MOIMYISIPHON
COBpPEMEHHO TaHIIeBATbHOI MPAKTUKN; TIPOAHATM3UPOBATh CTUIUCTUYECKYIE OCOOEHHOCTHU
u crieunGUKy TeEXHUKYU UCTIOTHEHUs. B mporiecce mMccieoBaHUs TPUMEHEH UCTOPUYECKUIA
METOZi, KOTOPBI/i TMOMOT WCC/I€NOBAHMIO BO3HMKHOBEHMSI U TIOMYISIPU3alUM TaHIA;
TUITOJIOTUYECKUIT METO, — BbISIBJIEHUIO ()aKTOPOB (hOPMUPOBAHMS U IBOTIOLVMOHUPOBAHNUS
TaHIla, 0COOeHHOCTEl TpaHCHOPMAIIMIOHHBIX TTPolleccoB. C 11e7bI0 060CHOBAHUS BEIYIIUX
COBPEMEHHbBIX TEHJEHILMII COIMATbHBIX TAHIEBAIbHBIX TMPAKTUK MCIIOIb30BAaH METO[L
Xy[0KeCTBEHHO-CTWIMCTUYECKOTO  aHaau3a; MeTOf, MCKYCCTBOBEAUECKOTO aHaIu3a
HarpaBjieH Ha BbISIBIIEHME XapaKTePHBIX CTWIMCTUYECKUX TIPU3HAKOB 06auaThl Kak
COLIMATBHOTO ¥ KOHKYPCHOTO TaHIIaA.

BriepBbie B OTEUECTBEHHOM MCKYCCTBOBEJEHMM MWCC/IEOBAH TaHel 6avata Kak
COIMATbHOE, KYJIbTYPHOE U XyI0KeCTBEHHOE SIBJIEHME; PACCMOTPEH Mpo1iecc hOpMUPOBAHUS
U pasBuUTKSI 0003HAUEHHON TAHIIEBAJIBHON MPAKTUKU B UCTOPUYECKON PETPOCIEKTUBE;
BBISIBJIEHBI ¥ TMPOAHAIM3UPOBAHBI CTUIMICTUYECKME TIPU3HAKYU JOMWHUKAHCKON Oadatsl,
3amafHOM 6avaThl, COBPEMEHHOI 6auaThl, YyBCTBEHHO! 6avyaThl U crenuduUKa TeXHUKU
UCTIOTHEHUST TIOCIeAHEel B KOHKYPCHBIX IPOrpaMMax CIOPTUMBHO-COPEBHOBATEIbHBIX
MeporpusiTuii MupoBoro ypoBHS («Sobre Todo 2019», «BachataStars Italy 2019», «Paris
Bachata Festival Contest 2019», Bachatastars International Champions u fp.). OcobeHHOCTU
6auaThl KaK COIMAIbHON TAHIIEBAIbHON MTPAKTUKY MIPOSIBJISIOTCS B Crienidrke 06pa3HOCTH
TaHIIA, YPe3BbIYANHON I'MOKOCTM U TUIACTUYHOCTY UCTIOMHEeHUs. VcciemoBaHye BhISIBUIO
XapaKkTepHble TPU3HAKY COBPEMEHHBIX CTU/eil 6avaThl: ObICTPBI TEMIT VCIIONHEHMS,
3HAUUTEbHOE KOJIMYECTBO [BVDKEHUI HOTaMy, OTCYTCTBME TIOAJEPKeK U BpalleHUi
(ayTeHTUYHBINI CTU/Ib); 3aKpbITasl TO3ULIMS, TECHAsT CBSI3b MEXAY TaHIEBAIbHBIMU
napTHepaMu, TUIaBHbIE IBVKEHUST Oellep, palMOHAIbHbBIN TOAO0P MOBOPOTOB U (GuUryp,
3aMMCTBOBAHUS [IBVDKEHUI U 2J€MEHTOB TAHIEBAJbHON JIEKCUKY OaJbHBIX TAHIIEB
(3amajiHbIi CTWIIb); COUETaHMe 3JIEMEHTOB 3amafHO 6auaThl, CAaabChl, TAHTO U OATBHBIX
TaHIIeB, JOMUHMPOBAHME [ABMKEHMII KOpIycoM U Oemep (COBpeMEHHbBIN CTUIIb);
UMITPOBU3AIMOHHOCTD, OOJTbIIOEe Pa3HOOOpasue GUryp, Haauuye MOAAepKeK U JIEMEHTOB
110y, U3SILIHOE BeleHue (CTU/Ib CeHuyal).

Knwouessle cnosa: 6avara; coIaabHble TAHIIbI; TAHI[EBAIbHAS JIEKCUKA; CTUIMCTUYUECKYIE
0COOEHHOCTH.
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The purpose of the article is to analyse the continuity of traditions in the Ukrainian
drama theatre, its signs in the work of outstanding theatre artists and the study of
artistic phenomena that reflect the national heritage of theatre culture in Ukraine. With
this objective in view, and to justify the need for a combination of skill, innovation and
tradition for updating the culture of society, we have used methods of analysis and
synthesis, an interdisciplinary approach and the principle of historicism. The scientific
novelty lies in the fact that the development of the national Theatre is analysed taking
into account cultural traditions, their influence on the work of leading theatre figures, and
the main principles and traditions of the performing arts. Conclusions. We have found out
that Ukrainian artists, despite the Imperial pressure, in the 80-90s of the 19 century got
an opportunity to stage performances in the Ukrainian language, although with certain
restrictions, and subsequently organise the Coryphée Theatre. Since that period the
national tradition had been developed in professional Theatre. We can state that for the
support of Maria Zankovetska and the activities of Hnat Khotkevych, the Hutsul theatre
of folk art and a combination of cultural traditions with the theatrical art of that time
was founded. It is shown that the success of creative searches and experiments of stage
figures of the 1920-1930s, which is evident in the activities of Les Kurbas and Hnat Yura
and defined as a new chapter in the development of the Ukrainian drama theatre that took
place as a result of the synthesis of the tradition of Coryphée Theatre stage school with
innovative methods and acting skills. In the future, Serhii Danchenko was able to take the
national theatre art to a new level. Particular attention should be paid to Bohdan Stupka’s
experimental search. He founded a Theatre in the Foyer, and later a Chamber stage at the
Ivan Franko National Academic Drama Theatre, which created new hottest features for
communication with the audience, helped to reach the potential of the so-called “small
stage”. The plot and sense-creative series tend more towards poetic utterance. It is proved
that only a combination of skill, innovation and tradition can provide a high-quality result
for performances are filled with deep meaning, awaken thought, emotionally unite the
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audience, vibrant and exciting to watch. Introduction of new elements gives an impetus
to the development of Ukrainian theatre and updates the culture of society.

Keywords: theatre traditions; cultural traditions; dramatic art; director; Ukrainian
drama theatre.

Introduction

Today, building a strong, prosperous state requires the unification of
Ukrainian society, confident determination, and the strengthening of one’s own
national identity. One of the prominent spiritual concepts is namely the thea-
tre, where the introduction of the all-new world perception of a person occurs
in syncretic unity with the embodiment of cultural values, in which many years
of the spiritual experience of the nation is engraved. Not without reason, the
finding of identity is traced in the theatre for there the natural syncretism of
the arts manifests itself clearly and rises among the relevant issues of the artis-
tic space of modern Ukrainian culture.

The analysis of publications of Ukrainian theatrologists and culturologists
indicates numerous work studies of outstanding artists of performing arts.
Thus, the director of Ivan Franko National Academic Drama Theatre, People’s
Artist of Ukraine Mykhailo Zakharevych (2015) researched the history of Ivan
Franko Theatre from the time of its foundation to the beginning of the third
millennium. The theatre critic Hanna Veselovska (2019) focused her attention
on a golden period in the history of I. Franko Theatre when it was headed by
Bohdan Stupka, phenomenal actor, a genius of Ukrainian theatre and art di-
rector in 2001-2012. Rostyslav Kolomiiets (2018), theatre historian, critic and
director, covers Les Kurbas’ life and career, the Ukrainian theatre director and
reformer. Thorough information about the development of theatrical art is rep-
resented in the collective work of the Rylsky Institute of Art Studies, Folklore
and Ethnology scientists (Pylypchuk, 2016). However, the problem of the con-
nection of theatrical systems and the formation of cultural traditions in the
Ukrainian drama theatre has not been given enough attention by the scholars.

Purpose of the article

The purpose of the article to analyse the continuity of traditions in Ukrain-
ian theatrical art, to trace its manifestation in the activities of famous theatre
figures, to identify artistic phenomena that indicate the preservation of the
national heritage of theatre culture of Ukraine and their organic development.

The research methodology consists of the use of a sophisticated general
and specialised approaches. The interdisciplinary approach, reflected in the
combination of theatre history, art history, philosophy and culturology, provid-
ed an opportunity for all-round comprehension of the material on the research
topic. The principle of historicism was used to present content on the history
of the formation and development of professional Ukrainian theatre consist-
ently, as well as to trace the continuity of theatrical traditions. The methods
of analysis and synthesis were used to identify the main artistic phenomena in
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theatrical activities and to confirm the need to combine skill, innovation and
tradition to renew the culture of society.

Main research material

Theatrical art tends to reflect the spiritual world of a person, people, formed
on national life traditions, through the reproduction of common forms, rites,
rituals. M. Hrushevskyi (1993) wrote about the role of the Ukrainian theatre in
preserving the national tradition, that always, even in the most challenging
times for Ukrainians, “the theatre remained one of the few bright spots, and in
a passionate striving for finding some way out of the national feeling, the need
for national self-expression, the stage... was used with all the energy” (p. 3). We
take these words as a guide in the search for a definition of how the intellectu-
al heritage of the past is correlated with modern artistic culture, which today
encourages us to turn to ancient national traditions, what are the results and
significance of such continuity.

The formation of the professional Ukrainian theatre has long traditions:
from folk rites, skomorokhs, verteps to the permanent Ukrainian Theatre in
Hlukhiv in 1751 and the emergence of permanent theatres in the early 19* cen-
tury (Kyiv, 1806; Odesa, 1809; Poltava, 1810, etc.). However, at that time the the-
atres in Ukraine were collective that included Russian and Polish professional
theatre groups. The first attempts at productions in the Ukrainian language
belong to the same period: the activity of the playwright Vasyl Maslovych from
Kharkiv (whose plays were never staged), the play by the Russian playwright
Oleksandr Shakhovskyi Kozak-stykhotvorets (The Cossack Poet) (1812), which,
although was bilingual and arranged with Russian and Ukrainian folk songs,
distorted the character and way of life of the people, being openly anti-Ukrain-
ian. Although in the first half — the middle of the 19" century the Ukrainian
plays appeared in some places (Natalka-Poltavka, Moskal-charivnyk (Muscovite
Wizard), etc.), but the theatrical repertoire was limited, the translated works
were not staged, and national culture continued to exist under imperial pres-
sure.

In the 1880s and the1890s on the background of the prohibition of the
Ukrainian word, schools and art (the Valuev Circular of 1863 and Ems Ukaz
(a secret decree) of 1876 continued to act) in the Ukrainian theatrical business,
a certain “thaw” began, in particular, in 1881 Ukrainians were allowed to stage
plays in Ukrainian, although with certain restrictions — before each Ukrainian
production had to be staged Russian one. Thus, the national theatrical tradi-
tion was gradually formed. The first professional purely Ukrainian theatre was
the Coryphée Theatre founded by M. Kropyvnytskyi in 1882, which separated
from the Polish and Russian ones.

The real legend of the Ukrainian Coryphée Theatre was a talented dramatic
actress Maria Zankovetska, who mastered the art of transformation skilfully,
had an incredible voice — a dramatic soprano. Her perfect skill, plasticity and
artistry won not only the Ukrainian spectator but also the Moscow audience,
creating competition for Russian actors. Zankovetska’s work was highly ap-
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preciated by the prominent cultural figures of that time, for example, Symon
Petliura (1993) as a theatre critic wrote: “A powerful talent which would do
honour to the best European stage ...” (p. 31). Writers L. Tolstoi and A. Chekhov
noted the phenomenality of her talent (Kavunnyk, 2016, p. 146). Actor and di-
rector Panas Saksahanskyi claimed that such actors like Zankovetska are born
once a century (Korniichuk, 2015).

Maria Zankovetska had not only extraordinary professional success on the
stage but also fully supported the Ukrainian theatre and even gave up her ca-
reer at the imperial theatre stage. The actress gathered young people around
her, helped in the creative development of young talented actors (Samoilenko,
2016), and if necessary, supported financially. For example, the story of the tour
organisation of the amateur and later semi-professional Hutsul theatre under
the direction of Hnat Khotkevych (Shlemko, 2014).

Owing to pressure from the authorities and fears of arrest, Hnat Khot-
kevych was forced to move from his home city of Kharkiv to Galicia. He was
fascinated by the beauty of the Carpathians, the sincerity and originality of the
locals. Their culture and traditions inspired the master to write a play based on
the stories from Hutsul life, customs and legends of those places. He invited Les
Kurbas as an assistant, knowing him as an immensely talented actor, whom he
noted for himself during performances at the Ruska Besida travelling theatre.

Although the Hutsul folk theatre has existed since ancient times, Hnat
Khotkevych founded an original musical and dramatic Hutsul theatre, activities
of which were based on folk art and a combination of cultural traditions with the
artistic achievements of the theatre of that time. It was namely the authentic
Hutsul folk theatre that was the closest one to the times of ritual action, when
deep sacred knowledge, spiritual values and norms of behaviour were passed
to the next generation through songs, dances, fairy tales and legends. The the-
atre actors were talented locals who learned texts by ear. The folk actors had
a spiritual connection with nature, and their understanding and sense of their
national identity made the performances successful. They became actors only
during theatrical performances and rehearsals. They didn’t need to explain in
detail how to build this or that scene in a play, because they were in a live tra-
dition from childhood and were involved in rituals and folk games. Thus, there
was natural actor skills training — improvisation, a sense of a partner, mastery
of their movements, facial expressions, gestures, and voice. It was namely the
absence of any actor stamps and mastering the musical instruments, knowledge
of authentic songs and dances that distinguished the Hutsul theatre among
others. He toured Galicia, Dnieper, and with some performances went even to
Moscow. The guest actors were wildly successful, especially when they started
singing and dancing on the stage.

We can assume that it is because of the great distance, the remoteness from
the cities, a continuous live tradition has been preserved — the power of words,
tempo and rhythm, timbre and innate artistry — the magic of folk art. This elated
spirit became an example and a powerful incentive for the development of the-
atres in other regions of Ukraine. The Hutsul theatre has fulfilled and continues
to fulfil the mission of revival of the nation and unification of generations into
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a single nation, which has had and continues to have a positive impact on the
development of the nation and modern Ukrainian theatre in general.

Exploring the phenomenon of theatrical tradition, it is impossible to ignore
the work of the outstanding master of the 20" century Les Kurbas, who strove
“not to adopt the old theatre to modernity, but to create it, although based on
tradition, but anew” (Ohneva, 2014, p. 399). Thus, creating a renewed, modern
theatrical art, he tried to preserve the old cultural traditions and heritage of his
predecessors. Kurbas’ theatrical concepts are a synthesis of the traditions of the
stage school of the Coryphée Theatre with innovative methods of performing
skills and the search for outstanding directors of that time.

Of particular interest is his methodological and theoretical legacy, the
unique world of creativity, which is built on the intersection of three languag-
es — verbal, theatrical, and sophia. First of all, this is the interrelation between
the process of breathing and stage rhythm, the influence of these factors on
stage speech and the actor’s movements. It is essential that, except corporeal
aesthetics and harmonious movements, it is necessary to use the auditory per-
ception of a viewer. If we do not see a person, then we imagine, compose his
image, emotional state in our consciousness only by the sound of his voice. Les
Kurbas invited professional opera singers to practice mastering his voice, timbre
and stage speech. And for performing art, plasticity and body control, the direc-
tor invited dance instructors to teach choreography. For example, Bronislava
Nizhynska, having professional classical training and many years of experi-
ence, strove to renew the choreography art. Therefore, she created a method
of training for dancers and actors, and the leading direction was contemporary
choreography, which allowed releasing body tension. Hence, classical choreog-
raphy was available. Kurbas invited Mykhailo Mordkin, a talented dancer and
choreographer of the early 20™" century, a thinking actor, as his associates called
him, to collaborate in the theatre. He helped to create original deep dramatic
images, paid particular attention to the details in costumes, lighting, props.
In his work with actors, instead of lessons at the classical barre, he invented
non-standard tasks, plastic exercises.

Thus, the artist’s skill was manifested in a harmonious combination of ges-
tures, movements, voice and other factors, which increased the expressiveness
of the performance significantly. Therefore, in theatrical practices, the tech-
niques of performing skills are mastered and improved from generation to gen-
eration, which can be attributed to the cultural traditions in the theatre, and
that was innate in the Hutsul theatre.

The period of intense energy in the creative search and experiments of the-
atrical figures of the 1920s and 1930s is traced clearly in the activities of the ac-
tor and director, founder of Ivan Franko Theatre Hnat Yura. Being a classicalist,
he turned to German expressionism in his innovative searches (for example, he
staged E. Toller’s drama Hinkemann in Kharkiv). Preserving and multiplying cul-
tural traditions, the master was able to implement non-standard solutions in the
national theatre in the times of total restrictions, which are still relevant today.

One of such decisions was the development of scenography art to convey the
essence of the play. For this purpose, the director attracted artists from different
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regions of Ukraine and abroad, who worked in various styles and manners. They
were Vasyl Komardonkov, Borys Erdman, Dmytro Vlasiuk and others. This add-
ed dynamism to the theatre. That is, together with the development of classical
forms as the picturesqueness and naturalism of the play, there was another ap-
proach as the transformation of visual forms, structures in combination with cre-
ative enthusiasm and innovation. As a result, the performance acquired liveliness,
and the image of the stage was renewal. In the historical cultural space, Hnat Yura
left us a creative legacy in artefacts and material things. Therefore, today we have
the opportunity not only to imagine the scenography but also to recreate, feel the
state of society and the development of theatrical art of those times, as well as to
find unifying factors with modernity, repeating the creation of scenery.

The development of national and world theatre culture was greatly in-
fluenced by Serhii Danchenko’s work. He is an iconic figure for the Ukrainian
theatre. He was gifted director, interpreter, and teacher of known stage artists
pleiad. Perhaps, it was namely this voluminous versatile vision of the theatre
that caused Danchenko’s phenomenal ability to create his artistic world. In his
research, M. Zakharevych (2015) characterises the great director with the critic
H. Kovalenko’s expressive quote: “It is worth saying that, looking mentally at
what Danchenko did, you understand: he had almost no works of chance, made
for the needs of the day or the sake of moments. This understanding is even
more valuable if we remember again when, how and where the director began
the world. Todayj, it is clear that Danchenko’s work in the Ukrainian theatre had
to play a serious missionary role” (p. 285). It was namely he who managed to
bring the national theatrical art to a new level, to free it from going round in
circles. S. Danchenko worked on the development of a model of the concept of
“national theatre”, the essence of which he saw in the synthesis of refined taste,
natural theatricality with the real nationality.

After S. Danchenko’s death, his work was continued by Bohdan Stupka, an
outstanding modern actor, a genius experimenter. He could work with drama-
turgic practices of different cultures but was brought up in the national theatri-
cal traditions, in particular, Lviv academic dramatic school. The contribution of
B. Stupka to the development of the possibilities of the so-called “small stage”
after the opening of the Theatre in the Foyer in 2002, and later S. Danchen-
ko Chamber Stage, deserves special attention. Many performances based on
classical and contemporary works by Ukrainian and foreign authors were born
in the new theatre space. All of them have interesting search trends. Actors,
directors, scenographers and playwrights use new opportunities, implement
creative ideas and experiments actively. Respectively, viewers get acquainted
with various, partly radically new original searches, manners, styles, artistic
worldviews, etc. The “small stage” theatre masters the unique possibilities of
communication with the audience. At the same time, many theatre artists and
admirers know B. Stupka’s opinion that if an actor does not play the classics, his
talent declines. So, for all the importance of extraordinary modern theatrical
developments, the national cultural tradition gives them vitality.

A striking example of the continuity of Ukrainian theatrical traditions is
the premiere of the play Hutsul year directed by Vadim Sikorsky to celebrate the
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101%t anniversary of the Maria Zankovetska Theatre in Lviv. The play was writ-
ten by Hnat Khotkevych for the Hutsul theatre mentioned above, which the au-
thor defined as an ethnographic play: the calendar and ceremonial folk festivals
as Christmas, Easter, wedding and funeral are interwoven in the plot. The play
is filled with traditional songs and dances, which is an approximation of folk
art to the contemporary one. The 2018-play preparation had lasted for a year.
The actors studied not only Hutsul rites and dialects but immersed themselves
into the life of the Hutsul region (having lived there for several months literal-
ly), imbued with the spirit of its culture. This combination experience with the
practice work of the Lviv theatre school allowed introducing the cultural Hutsul
tradition to the audience, to convey to them a sense of kinship with it in an
emotionally convincing way. Thus, the play, created by Khotkevych in the early
20t century, gets the support of the national idea in Ukraine in the 215 century.
The vitality of the artistic tradition nourishes the activity of artists and creative
groups even today and is a core phenomenon of Ukrainian theatre culture.

Conclusions

We have traced the changes of tasks and forms of existence of the Ukrain-
ian theatre during its development: from the first permanent theatres at the
beginning of the 19™ century to the contemporary theatrical experiments. It
is shown that both folk and the first professional Ukrainian theatres appeared
and developed on national culture. The works of leading Ukrainian theatrical
workers, who were iconic figures in specific periods of development of the The-
atre of Ukraine, are studied. Case study of M. Zankovetska, Les Kurbas, H. Yura,
S. Danchenko’s works shows that their innovative ideas gave an incentive to
the development of theatrical art due to unity with the deep spiritual values of
the Ukrainian people. We have recognised that during its history, the Ukrainian
theatre was changing and at the same time protected and preserved the nation-
al cultural tradition in the course of its development.
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MerToi0 CTaTTi € aHaji3 CrMaJkKOEMHOCTI TpaAuliii B yKpaiHCbKOMY ApaMaTUYHOMY
TeaTpi, il MPOSBY Y TBOPUOCTi BULATHUX AisIUiB TeATPy Ta BUBUEHHS MUCTEL[bKUX SIBULI, 1110
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MDKIMCHUIUTIHADHUIA TiAXif Ta NpMHUUI icTopusmy. HaykoBa HOBM3HA MOJSITa€ B TOMY,
110 PO3BUTOK HalliOHAJIbHOTO TeaTpy MPOaHa/li30BaHO 3 OIMISILY KYIbTYPHUX TpaguIliii,
IOCTiIKeHO iX BIUIMB Ha TBOPYiCTh MPOBIAHMX TeaTpaabHUX [isUiB Ta BUSIBJIEHO OCHOBHI
MPUHIAIIN Ta TPaAUIlii BUKOHABChKOTO MUCTELITBA. BUCHOBKM. 3’ICOBaHO, 1[0 YKPaiHCbKUM
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MUTIISIM, He3Ba)Kalouy Ha iMITepCchbKMii TUCK, Branocst y 80-90-x pokax XIX cT. mobuTucs
MOYK/IMBOCTi CTaBUTYU BUCTaBM YKPAiHCbKOIO MOBOIO, XO4a i1 i3 MeBHUMU O0OMeKeHHSIMU,
a 3TOJIOM OpraHi3yBatu «reatp Kopudeisy». [ came Bif poro mepiogy nmounHae GopmyBaTUCS
HalliOHaJIbHA TPaAullisl y podeciiiHoMy TeaTpi. BusHaueHo, 1110 3aBOSIKM MmiaTpuMIi Mapii
3aHbKOBeNbKOI Ta AistbHOCTI 'Hata XoTkeBuua OyB 3acHOBaHWMiI [yIyabChbKMIT TeaTp,
B OCHOBY SIKOTO TIOKJIaZe€HO HapOAHY TBOPUICTb Ta IMOENHAHHSI KyJbTYPHUX TpaAuLiit
i3 TeaTpaJlbHMM MMUCTEITBOM TOro duacy. IlokasaHo, L0 YyCHiX TBOPYMX MOLIYKIiB Ta
eKCIIepMMEeHTIB TeaTpadbHMX AistuiB 1920-1930-x pOKiB, SIKUIi SICKPABO MPOCTEXKYETHCS
y pmistnbHOCTI Jlecsi Kypbaca i T'Hata IOpM Ta BM3HAUa€ThCSl SIK HOBUII eTaml PO3BUTKY
YKpaiHCbKOTO IpaMaTUYHOTO TeaTpy, BimOyBCSI BHACTIMOK CHMHTE3y Tpamuliii ClieHiuyHOi
IIKOJIY «TeaTpy KopudeiB» i3 HOBATOPCHKMMMU METOAMKAMM i TEeXHIKAMU BUKOHABCHKOI
maiictepHocTi. Y noganbiiomy Ceprito JlaHueHKY BIA/IOCSI BUBECTM HalliOHA/IbHE TeaTpaibHe
MMCTENTBO Ha HOBUIT piBeHb. Ha 0COG/IMBY yBary 3aciyroBye eKCIepUMEHTATbHUI TIOLITYK
Bormana Ctynku — BimkputTs Teatpy y doiie, a 3romom KamepHoi ciienn B HarioHassHOMY
akaZeMiuHOMY ApaMaTMYHOMY TeaTpi imeHi IBaHa ®dpaHKa, 10 CTBOPMUIO HOBi CydacHi
MOKJIMBOCTI KOMYHIKallil 3 I/sifaueM, CIOPUSIZIO PO3KPUTTIO MOTeHIiaJy Tak 3BaHOI
«MaJtoi cueHu». CIOKeTHMI Ta CEHCOBO-TBOPUMIA PSIfi, SIKHAIOI/IbIIE TSIKI€ IO IO TUYHOTO
BUCIOBY. JloBeleHO, IO TiIbKM IIO€NHAHHS MaliCTepPHOCTi, HOBATOPCTBA i TpaAuLiit
MOYKe ATy SIKiCHUII pe3y/lbTaT — BUCTABM HAMOBHEHi MIMOOKMM 3MiCTOM, TTPOOYIKYIOTh
IIYMKY, €MOIIi/iHO 00’€IHYIOTD IVIsIIauiB, HACMYEHi i IiKaBi 1 rmepemisaay. ITosiBa 5k HOBUX
eJleMeHTiB JIa€ MOIITOBX PO3BUTKY YKPaiHChKOTO TeaTPy Ta OHOBJIIOE KyAbTYPY CYCITiIbCTBA.
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Llenpto CTaThy SIBASIETCSI aHAAM3 IMIPEEMCTBEHHOCTM TPaAuLMiA B YKPaMHCKOM
IpaMaTUYeCKOM TeaTpe, ee MPOSBIEHMSI B TBOPUECTBE BBITAIOIIMXCS HesTeleil TeaTpa
M WU3YUEHUST XYOOKeCTBEHHBIX SIBJIEHMI, OTpakaloIIMX HalMOHAJIbHOE HaclIemue
TeaTpajbHOI KyIbTypbl YKpauHbl. C 3TOI 1IeJbI0 M IIJiT OO0CHOBAaHMUSI HEOOXOIVMOCTU
COUYeTaHMsI MacTepCTBa, HOBATOPCTBA M TPaAMLIMiA AJisI OOHOBJIEHMST KY/IbTYpPbl 00IIeCTBa
OB MCIIOIb30BaHbI METOIbI AHAIV3a M CUHTE3a, MESK AV CIIUTUIVHAPHBII ITOIXOM Y IIPUHITATI
ucrtopusMa. HayuHasi HOBM3HA 3aK/JIOUAeTCS B TOM, YTO pPas3sBUTHE HAIMOHAIbHOTO
TeaTpa MPOCIEKEHO C TOYKM 3PEHMS KYJbTYPHBIX TPamuINii, UCCIEIOBAHO UX BIMUSIHUE
Ha TBOPUYECTBO BEOYIIMX TeaTpajbHbIX MesTeleil M BbISIBIEHbl OCHOBHbIE MPVHLIVIIbI
UM TpamMIUM WCIIOTHUTEIbCKOTO WMCKYCCTBA. BBIBOABI. BBISICHEHO, UTO YKPaMHCKUM
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MacTepaM, HeCMOTPSI Ha MMIIEPCKOe AaBiieHue, ynanoch B 80-90-x romax XIX B. JOOUTHCS
BO3MOXXHOCTM CTaBUThb CIIEKTaKIM Ha YKPaMHCKOM S$I3bIKe, XOTSI M C ONpeneJeHHbIMU
OTPaHMYEHMSIMM, & 3aT€M OpPraHM30BaTh «TeaTp KopudeeB». VI MMEHHO C 9TOrO Iepuopa
HauyHaeT (OPMMPOBATbCS HAIlMOHA/JbHAS Tpagulus B HPodeccruoHaJIbHOM TeaTpe.
OmnpepeneHo, 4To Garomaps mommepskke Mapuy 3aHbKOBEIIKOM ¥ IesiTeJIbHOCTU MrHaTa
XoTkeBuYa 6bUT OCHOBAH ['YIY/IIbCKMIT TeaTp, B OCHOBY KOTOPOTO IOJIOKEHO HapOAHOEe
TBOPUYECTBO U COUETaHNME KYJIbTYPHBIX TPAJAMUIINIA C TeaTPaIbHBIM MCKYCCTBOM TOTO BDEMEHN.
[TokasaHO, 4TO ycmex TBOPYECKUX MOMCKOB M 3KCIIEPUMMEHTOB TeaTpajbHbIX [esTesen
1920-1930-x romoB, KOTOPBI SPKO TpociexuBaercs: B gestenbHocT Jlecss Kypbaca
u 'HaTa FOpsl u onpenensieTcss Kak HOBBINM 3Tall pa3sBUTUSI YKPAMHCKOTO ApaMaTU4yeCKOro
TeaTpa, TNPOMU3OIIeN BCAEICTBME CHUHTE3a TpaguUUM CIEHMYEeCKOlM IIKOJIbl «TeaTrpa
KopudeeB» ¢ HOBATOPCKMMM METOAMKAMM M TEXHMKAMM VICIIOJIHUTEIBCKOTO MacTepCTBa.
B manbHeiiem Ceprero [laHue€HKO yIa0Ch BBIBECTY HAIIMOHATIbHOE TeaTPaIbHOE MICKYCCTBO
Ha HOBBII ypoBeHb. OCOOOro BHMMAaHMSI 3aCTyKMBAET SKCIIEPUMMEHTAIbHbIN ITOMUCK
Bormana Crymniku — otkpbiTue TeaTpa B (oiie, a mo3ke KamepHoii ciiensl B HalimoHaabHOM
aKaJeMMyeCKOM JpaMaTuueckom TeaTpe uMmeHM MBaHa PpaHKo, YTO CO3[a70 HOBbIE
COBpeMEHHbIE BO3MOKHOCTY KOMMYHMKAIIMM CO 3PUTETIEM, CIIOCOOCTBOBAIO PAaCKPBITHUIO
MOTEeHIMaJIa TaK Ha3bIBAEMOI «MaJiOi ClieHbl». CIOOKETHBIN U CMbICJIOBO-TBOPYECKUI PSIT,
60j1ee BCEro TSITrOTEeeT K MO3TUUYECKOMY BbhICKa3bIBaHMIO. [IOKA3aHO, UTO TOJIbKO COUETaHME
MacCTepCTBa, HOBATOPCTBA M TPaguLMii CIOCOOHO [aTh KayeCTBEHHBIN pesyabTaT —
CITEKTaK/IM HAIIOJIHEHbI TIYOOKMM COOepiKaHMeM, MPOOYKIAIOT MbICIb, SMOLVOHAIbHO
00BeIMHSIOT 3pUTEIeN, HaChIIIEHHbI ¥ MHTEPECHBI [JIsT poCcMOTpa. [TosiB/iIeHNe ke HOBBIX
9JIEMEHTOB JIaeT TOTYOK Pa3BUTUIO YKPAMHCKOTO TeaTpa ¥ OOHOBIISIET KY/IbTYPY OOIIEeCTBa.

Kntouegole cnosa: Tpaguuy TeaTpa; KyJIbTypHbIe TPAAULIVIN; CLIEHUYECKOe UCKYCCTBO;
pexuccep; YKpauHCKUIA IpaMaTUueCcKuii Teatp.
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This article deals with the portraits of the Florentine court lady of the 15™ century
Simonetta Vespucci. The analysis of the content and meaning of the works of one of the
prominent Renaissance artists Sandro Botticelli was conducted on the basis of the study of
image methods and particular artistic approaches to the model characteristic.

To study the artist’s paintings — portrait and genre - cultural and art studying analysis was
used, in particular, a comprehensive examination of the material (hairstyle and accessories)
and nonmaterial (ideas and art image) levels of Simonetta Vespucci’s representation as
a historical figure and mythological character. The purpose of the article is to reveal in the
portrayals of Simonetta Vespucci the signs of art image and image, which provide portraits
with different meaning. The research novelty of the article is the interpretation of the
hairstyle, clothing, jewellery — as a means of creation in one case typified artistic image,
mythical character, in another — the image of a noble court lady, of upper-class woman.
The study makes it possible to summarize the historical experience as to modern art image
creation and image-making, to understand the mechanisms of introducing this historical
experience into the practice of contemporary design.

Conclusions. Due to systematic visualization of Simonetta Vespucci’s images, her
portraits of the Renaissance period embody different sense characteristics. The underlined
details of hairstyles, clothing, accessories in the artist’s portraits (1475, 1475-1480) create
the idea of Simonetta as a real person, a noble Florentine woman, court lady, whose image
corresponds to the idea of representation of the upper class of Italian society in the fifteenth
century. Symbolism and convention of accessories and hairstyles, as well as bringing the
image of Simonetta Vespucci to the formula of God-man in line with ancient traditions in
the paintings “Primavera”, “The Birth of Venus”, “Venus and Mars”, corresponds to the idea
of typification, artistic image, image-ideal in the spirit of myth-creation in the Renaissance
period.

Keywords: Renaissance painting; art image; image; hairstyle; accessories; Simonetta
Vespucci; Sandro Botticelli.
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Introduction

Image and art image belong to the priority concepts of the contemporary
design (Mykhailova & Kostiuchenko, 2018; Mykhailova & Koropenko, 2018;
Mykhailova & Fedorova, 2016). According to the recent research the notion of
“art image” tends to the definition of order, method and organization that by
content corresponds to the reflection, imagination and provides stable forms of
human activity: the peculiarities of communication, behaviour, a way of think-
ing; strictly speaking, “art image” has the meaning of the result of the world
reflection in the man’s consciousness (feeling, imagination, notion, idea). On
the other hand, this notion has a stable form in the word combination “artis-
tic image”, which belongs to the universal category of creative work, form of
interpretation and exploration of the world from the point of view of artistic
ideal, typification, and creative transformation of the reality in the form of gen-
eralization for content comprehensiveness. Image combines the real features
of the object and non-existent, fictitious qualities, created by public relations,
propaganda, advertising to form in mass consciousness the certain attitude to
the object. The notion of “image” includes combined ideas formed in public
opinion as to the way how a person should look, think, behave according to his
status, and how his status rights should be declared.

In correlation image — art image the sense loading of the notion “art” image
corresponds to the “inner” state of the individual and “image” to his exterior
manifestation. Image embodies the thought of rational and emotional charac-
ter about the object (men, subject, system). It is more superficial, diverse, rap-
idly changing, suits to fashion, historic moment, etc. The art image responds to
the fundamental natural principals — psychotype, character and temper of the
individual. It is changing not by the abrupt transformation but by the long evo-
lution method, by inner development of the personality, its vital accumulation,
qualitative changes. Image and art image may coincide in human individual
and works of art — the original “epoch documents” — in particular demonstrate
it. For example, paintings with portrait representation of Simonetta Vespucci.

Creative work of Sandro Botticelli (Alessandro di Mariano di Vanni Filipepi,
1445-1510) is the subject of interest of many researches. In 2014 the conference
devoted to his activity was performed in London. This event not only brought
together scientists from different countries but also revealed the problematic di-
rections as to Botticelli. Thus Diane Kunzelman made technical investigation of
artist’s works; Alessandro Cecchi - the collection of paintings from the Palatine
gallery; Maria Cristina Rodeschini - the results of restoration of master’s works
in the Accademia Carrara in Bergamo; Hans Korner - artist’s creative and eco-
nomic strategy; O’Malley — the demand for Botticelli after 1490; Roberta J. M. Ol-
son — iconography of “The Madonna of the Magnificat” and its serial replica-
tions; Francesca Migliorini — Botticelli’s illustrations for Dante’s works; Jonathan
Nelson - Botticelli’s “Virile Air”: Reconsidering the Milan Memo of 1943; Gert
Jan van der Sman - life and career of the painter; Laura Refe — the influence of
ancient times on the creative work of Botticelli in Florance. In the context of the
given research, the article “The Vespucci family and Sandro Botticelli: Friendship
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and patronage in the Gonfalone Unicorno» by Irene Mariani is the most impor-
tant. It is devoted to the family history of his favourite model Simonetta (Horne,
1908). The phenomenon of the popularity of Simonetta is confirmed by historic
facts and by the topic of the C. Angelini’s work (Angelini, 2007).

The portraits of the Florence beauty Simonetta Vespucci by Sandro Botti-
celli belong to the most mentioned in the works devoted to the evolution and
new design of hairstyle (Asser, 1966), and that, considering the stable interest
to the history of hairstyle (Sherrow, 2019), is becoming increasingly important.
In particular, PhD student from Kent State University Yun-Tin Se investigated
hairstyle in the period of the Renaissance (Hsieh, 2003).

Regarded as an example of hairdressing skills, the Botticelli’s Renaissance
hairstyles to some extant do not correspond to the common ideas of their use,
therefore they receive another “image creative” sense in painting. At the same
time the contemporary development of design in particular such part of it as
image creation actualize subject-technological and content meanings of hair-
styles which are currently understood as purposeful creations of the charac-
teristics of a person. So hairstyles, garment and accessories on the portraits of
“beautiful Simonetta” give the reason to analyse her portrayal from the point
of view of the image-idea and idea-art image, and that is the purpose and the
task of this article.

Purpose of the article

The purpose of the article is to reveal the signs of art image and image in
the portrayal of Simonetta Vespucci by means of painting on the example of
works by Sandro Botticelli.

Historical and cultural methods were used to study the artist’s paintings —
portrait and genre painting. Due to these methods, the level of development of
the Renaissance art at the Court of Cosimo de’Medici was revealed. To examine
the portraits of Sandro Botticelli the following art studying methods were used:
stylistic analysis, biographical analysis, plot-compositional construction.

Main research material

The history of Simonetta Cattaneo-Vespucci - the first lady at the Floren-
tine court of Lorenzo de’Medici, La Sans Pareille - “incomparable” or La Bel-
la Simonetta — “beautiful Simonetta” — phenomenon of the Renaissance and
modern time, since the quantity of her portraits in modern advertising is not
less than the Mona Lisa of Leonardo da Vinci. Married at 16 with Marco Vespuc-
ci, the relative of the famous sailor and discoverer of America Amerigo Vespuc-
ci, not only she did return her family from the forced exile but also became in
the focus of attention of the Florentine court of Lorenzo de’Medici. Simonetta
became the beloved woman of the “Prince of Youth” Giuliano de’Medici, the
brother of Lorenzo, whose death at the age of 24 from dagger of enemies be-
came the general tragedy. Simonetta was also destined to live a short life — only
23 years.
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The noble and exquisite Simonetta Vespucci considered to be the stand-
ard of beauty. Red-haired, with white skin and blue eyes, she was a model of
several Italian masters of trecento and quattrocento. Besides works by Sandro
Botticelli, she was recognized in the works of Piero di Cosimo and sometimes
Giovanni Bellini. And if Piero di Cosimo described her as Cleopatra (Waldman,
2000), Bellini — as the Virgin Mary, and Botticelli — as the “universal” heroine
of ancient and biblical myths. His works “The Birth of Venus” (around 1485),
“Primavera” (around 1478), “Venus and Mars” (1483), “Madonna and Child”
(1470) “The Madonna of the Book” (1483), “The Madonna of the Pomegranate”
(1487), depict a woman with the same facial features. Simonetta’s features are
also seen in the sculptural portrait of Andrea del Verrocchio.

Botticelli created a number of portraits where Siminetta appears full
of “charm and melancholy” (Dmitrieva, 1968, p. 31). Thus, a portrait of 1480
(1476?) from Berlin Picture Gallery shows Simonetta Vespucci in profile on the
background of the window through which the blue sky is seen. Rays of sun light
up fiery sparks of the golden hair which is distinctly shaded by the black velvet
and the cold reddish silk of the dress resembling “stained-glass” combination
of colours. With particular care Botticelli depicts the hairstyle of the beauty,
the basic of which is waving hair put into the bun arranged just below the back
of the head. Forehead, cheek bones and chin are framed by thin strands cut as
“cascade” hairstyle. They form three levels of light volume around the face.
Freely “loose” curls add lightness and elegance to the hairstyle. The bulkiest
strands with the curl at the end is laid out by the long snake-like loop over the
ear and the loose end of it is brought out of the bun on the back of the head and
then falls to the shoulders. Tightly braided plait, which imitates the ribbon with
pearls in it, overlays the strand and the bun. The plait is wrapped around the bun
and holds a large “snake-like” strand and then goes out from under the loop of
the large strand and under right angle falls down, forming an additional “pear]”
decor. Flat decorative cord also weaves the wave of hair on the back three times
crosswise. Four large pearls placed on the parting line decorate the forehead and
upper part of the head. The hairstyle is fastened with thin double black cords
which girdle the head and the plait of the bun and come out under the chin.
According to experts, this method was often used in the Middle Ages, it was
called “barbet”. Flat strand under the chin, for example, characterizes Cecilia
Gallerani’s hairstyle in the portrait of Leonardo da Vinci (1490). As for Simon-
etta’s hairstyle, the transparent veil on her hair supported by the cord is rather
imitation of barbet or the new ways of fixing such hairstyle, because at the time
of the fifteenth-century European hairdressing used enough hairstyling skills.

On the “Portrait of a Young Woman” (1475-1480) she was depicted in pro-
file in a white silk dress. The face of the beauty is turned to the right unlike
the previous portrait, where the face is positioned to the left. Her rich white
tunic-like draped dress shades the gorgeous, light skin of the face. Against the
black background of the portrait which contrasts with Simonetta’s light out-
fit, the golden hair in a disobedient hairstyle looks particularly striking. It is
a cascade of curled strands on the cheekbones and neck and three small plaits,
which are arranged on the sides of the head, tied into knots crosswise. The larg-
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est knot — on the top of the head, which is a kind of “ponytail”. It is formed by
the ribbon-like plait that surrounds the head like a frontlet. Long plait-cords,
fastened in the hair imperceptibly, descend on both sides of the shoulders and
then — on the chest as gold chain of the pendant. The similarity with the pen-
dant is achieved in the following way: plaits are brought together and fixed by
a ring. Decor of plaits is generously decorated by pearls. Five large pearls are
located along the parting. On the top of the head, they make a composition with
lily-shaped brooch, which is agraffe with white feather. Three strings of pearl
beads are fastened on the three decorative plaits with knots. On the top of the
head pearls are combined with the red ribbon that wraps the hair with rings
and in the lower part of the head — crosswise. Pearls suit well to the neck deco-
ration — a cameo of dark colour in the gold frame in the form of a set of chains.
The dress, jewellery and hairstyle are designed to emphasize the almost royal
position of Simonetta.

Therefore, the variety of her hairstyles was achieved by means of haircut,
waving on paper curls. Hairdressers if necessary also used colouring: Italians ap-
preciated the shades of honey and wheat, chestnut and reddish, which is called
“titian”. It was achieved by soaking the hair in acids or onion peels, followed
by drying in the sun. The golden hair that Simonetta had probably by nature
was especially valued. The fashionable at that time high forehead was made by
shaving over the hairline. Artificial plaits were used to decorate hairstyles, they
were placed into white silk case, wrapped with ribbon crosswise. The hair was
styled with decorative plaits and cords, knots, “tassels”, loose strands, waves.
Artificial materials were added to the decor - ribbons, cords, jewellery, for exam-
ple, brooch - frontlets. Complex hairstyles were the combination of plaits, curls,
pearl necklaces, jewellery, veils, combined into creative, fancy compositions.
Hairstyles were made in several stages: preparation of hair (washing), formation
of the parting distribution zone, cutting, drying, fluffing, curling, backcombing,
fixing. The creation of the hairstyle took several hours.

Thus, the hairstyle during the Renaissance is an expression of social sta-
tus. The hairstyles that Botticelli reproduced on the canvases corresponded to
the aesthetic tastes of representatives of the Italian nobility of large cultural
centres: Milan, Venice, Genoa (Tkachenko, 1999; Asser, 1966; Sherrow, 2019;
Hsieh, 2003). Thoroughly arranged Simonetta’s hair, velvet and silk dresses,
jewellery, accessories demonstrate that she belongs to the wealthy family living
in palaces surrounding by riches.

Simonetta’s art image was also introduced into the works on the theme of
antiquity that embodies the world of Greek mythology. These are the pictures
“Primavera” (1482, Primavera) and “The Birth of Venus” (1485, Nascita di Ve-
nere), which are in the Uffizi Gallery in Florence. The first work is based on Ro-
man literature and poetry of the Renaissance: episodes of “The Fasti” by Ovid,
the odes of Horace, lines of “The Aeneid” by Virgil, the poem “On the Nature
of Things” by Lucretius, as well as literary pieces written by Leon Battista Al-
berti and Angelo Poliziano. The main feature of the compositional decision of
“Primavera” is that the art image of golden-haired Simonetta is repeated sever-
al times: six heroines have her features. It is Spring itself and also the goddess
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of flowers Flora (Chloris), who drops roses, and goddess of love, patroness of
gardens Venus, who is surrounded by aureole from myrtle leaves. There are also
three Graces (Charites) dancing hand in hand - Aglaea (Shining), Euphrosyne
(Good Cheer) and Thalia (Blooming).

The variety of character types of his favourite model Botticelli achieves with
the help of hairstyle, which he enthusiastically invents to describe her. Thus,
the Venus hairstyle is light rings of golden hair that protrude from beneath the
cover. Flora’s hairstyle is a freely fallen “cascade” cut hair, wide strands of which
at different levels frame the face with locks. On Flora’s head there is a wreath
of blue, white and yellow wildflowers laid out as diadem. Floral fastenings on
temples support capricious curls. Flora, who is pursued by Zephyr, has simple
and casual hairstyle as the hair, combed out backwards, is weaved by strings of
pearls on the neck.

The hairstyles of three Graces, which appear as heathen tsarevnas, look
more complicated. The hair colour of three beauties tends to one golden tone
but has light and dark shades. Aglaea who stands near Hesiod-Mercury has the
hairstyle made up of bulky strands placed over the forehead and back of the
head, and then curls intertwined crosswise with the “cord” made of hair. The
separate part of hair in looped form gives accent to the beautiful shape of the
ear. A large pearl fastened to the back of the head completes the symmetry of
the hairstyle and from the point of view of composition goes well with a round
brooch in the form of a flower with pointed petals and large pearls on the trans-
parent garment of goddess.

Another Grace — Euphrosyne has the hairstyle made of small curls, which on
both sides symmetrically decorate the head, covering the ears. Behind them —
the bulk of the hair intertwined with thin cordlike strands. In some places the
hair is tightened with knots, the distance between them is formed with volume
and shape. Decorative plait between the temples imitates a hoop. Back of the
hairstyle is in the form of “lapping” of large curls which add to the hairstyle
volume and capriciousness. The rest of the hair that falls on the back as a “tail”
is divided by the knots due to which the “tail” is separated into several parts.
The lower part is voluminous and spherical, ending with a lush S-shaped curl.

The hair of the last Grace Thalia has light golden shade. Her hairstyle is
formed by the principle of symmetric composition from the small wave curls
lowered on both sides of the face. They a little bit cover cheeks creating a beau-
tiful light volume. The longest part of the hair formed into the fluffy mass is like
a stream that “flows down” to the shoulders. The decoration of the hairstyle is
a pearl diadem, round curls of which are tucked into the strands of the temporal
part, goes to the back of the head as if a crown-diadem. This diadem stylistically
corresponds to the pearl necklace that decorates the girl’s neck. The symbolism
of pearls, which has a shade of eroticism, is a hidden hint of the element of love
embodied by the youth. Italian women believed that jewellery with pearls helps
to preserve beauty. At the same time, pearls were attributed the symbolism of
tears and sadness and it is possible that in the painting they symbolize the early
death of Simonetta. It is known, for example, that at the end of the 16" cen-
tury the symbolism of pearls was associated with the image of Virgin as a sign
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of sorrow, cleanliness and purity. Simonetta’s pearl jewellery is the tribute of
time. In the 16" century peals came into Western European fashion. They were
represented as luxury item in paintings of Italy, France, the Netherlands, Ger-
many, and Spain. From the end of the Middle Ages, pearls competed with pre-
cious stones and at the end of the Renaissance became the manifestation of the
aesthetics of Mannerism with its attraction to asymmetry and capriciousness.
At that time about 120 shades of white, pink, golden, black, blue, bronze colours
of pearls were known (Crowe, 2008).

Pearls were also associated with the image of Aphrodite-Venus, who ac-
cording to the legend came out from the sea foam. In the art image of the god-
dess of beauty Simonetta Vespucci appears in the monumental mythological
painting “The Birth of Venus” (tempera, canvas, 172,5 x 278,5). Simonetta who
claimed that she had been born in Portovenere, ! probably was associated with
Greek goddess.

The content of the story, popular at the Medici court where the representa-
tives of Florentine intellectual elite gathered, revealed a poem by the poet An-
gelo Poliziano (1454-1494), who described the birth of Venus from the sea deep
by the coast of Cyprus. It is noteworthy, however, that the meaning of the poem
was the theme of Heavenly Venus — humane, merciful, whose love and beauty
were the pledge of mortals in heaven. This doctrine of beauty was proclaimed
by philosophy Marsilio Ficino (1433-1499) who sought a combination of clas-
sical philosophy and Christianity. Therefore, his Venus is the embodiment of
the features of the Virgin Mary. For Botticelli, Simonetta-Venus even marked
with the features of Christianity, refers rather to the image of Eve, in the way
we will see her later in Cranach and Durer’s canvases. In Botticelli’s paintings
she is nude like an ancient sculpture. Hairstyle is her only garment. The fluffy
long golden hair of Venus is blown by the warm wind of Zephyr; it is divided into
large strands and curls interlaced with one another, each ending by a tight spiral.
Most of the hair that falls on Venus’s back is decorated with a blue ribbon on the
neck. Several small curls around her face give tenderness and to some extant
neutralize the involuntary association of the hairstyle of Venus-Simonetta with
snakes swirling around like that of Medusa Gorgon (Dmitrieva, 1968, p. 277).

In the mythological paintings of Botticelli Simonetta Vespucci becomes an
ancient goddess. Her art image embodies the divine beginning in the earthly
human form. The main element of the image is a hairstyle — fluffy, royal and
at the same time free, relaxed, “heathen”. The adjustment of the features of
Simonetta Vespucci’s appearance to the ancient standard of beauty on the basis
of generalization and typification of the art image responds to the idea of the
divine image what emerges from the real and natural world on the principle of
selectivity and idealization.

Conclusions

The portraits of Simonetta Vespucci created by Sandro Botticelli illustrate
the variety of solutions of different artistic issues, the keynote of which is the

'According to another version she was born in Genoa.
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harmonization of two-dimensional formula image — art image. For its realisa-
tion, the great master turns to specific image-compositional constructions and
approaches in characteristics of a model by focusing on accessories and hair-
style. Hairstyle is a product of hairdressing, the result of consistent and method-
ical, technical and technological actions of hair styling according to a certain
idea, system, plan, is one of the greatest heritage of human culture, which finds
a peculiar conformation in the creative work of Botticelli. During centuries the
process of hairstyle creation has transformed an ordinary person into person-
ality, a person-representative of a certain social status, the carrier of a specific
outlook and image. In the works of Sandro Botticelli it is an instrument of per-
sonification of courtly, secular culture and court etiquette. In this sense, the way
Botticelli depicts Simonetta Vespucci corresponds to the definition of a repre-
sentative of the upper class of society, court lady and “beautiful lady”.

Another “layer” of Simonetta Vespucci’s depiction is the features that
generalize her art image, elevate it to the level of eminence beyond life being.
In antique plots Botticelli elevates Simonetta’s art image to the level of God-
man transforming a real woman into a deity, a standard, a model of “divine
beauty”.

The reflection of Simonetta Vespucci in the mirror of Renaissance art, the
combination in one person of the image of court lady and timeless art image of
a God-man - is the historical example of the deep meaning of this phenomenon
that has its continuation in our time.
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CUMOHETTA BECITYYYI V I3EPKAJII PEHECAHCHOT'O JKXUBOIINCY:
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V cTaTTi pO3MISHYTO MOPTPETHI 300paskeHHsT (IOPEHTIiiICbKOT MPpUABOPHOI samu XV CT.
Cumonertu Becryuui. Ha ocHOBi mocmiiskeHHST crioco6iB 300pakeHHST Ta CrienudivHuX
XYOOKHIX IMiAXOMiB [0 XapaKTepUCTUKM MOAedi IpoaHaldi30BaHO 3MiCTOBHO-CEHCOBI
acIlekTy pobiT OOHOIO 3 BUAATHUX MUTIIIB BimpomkeHnHs Canapo BoTTivesi.

[y BUBYUEHHS SKMBOIMCHUX TBOPiB MUTLIS — TOPTPETHUX Ta CIO’KETHUX — 3aCTOCOBAHO
KyJbTYPOJIOTIUHO-MUCTEL[TBO3HABUMIL  aHasi3, 30KpeMa KOMIUIEKCHUII  pO3Isf,
MaTepiasibHUX (3auicka Ta akcecyapu) i HemarepianbHuX (imeitHO-06pa3HUX) piBHIB
npe3enTanii CuMoHeTTn Becrmyuui K icTopmyHOi 0co6M Ta MioNOTiYHOTO MepcoHasKa.
MeTo10 CTaTTi € BUSBJIEHHS Y il 300pakeHHSIX O3HAK iMiJI;Ky Ta XyIOXKHBOTO 00pasy, 1o
HaJa€e MOPTPETHMM BiATBOPEHHSIM Di3HOTO CEHCOBOTO HAaNOBHEHHS. HaykoBa HOBM3HA
pO6OTH TOMISITAE B iHTEPIIpeTallii 3a4icKu, OfISITY, IPUKPAC — SIK 32C00iB CTBOPEHHSI B OTHOMY
BUTIA/IKY TUITiI30BAHOTO XYAOKHBOTO 00pa3sy, Mi(ivHOrO MmepcoHaka, B iHIIOMY — iMiIKy
3HaTHOI IPUABOPHOI JaMM, KiHKM BUILIUX MTPOIIAPKiB CYCHiNbCTBA. JJOCTiIKeHHS T03BOSIE
y3araJbHUTHU iCTOPUYHMIT JOCBIJ 00 MOIEPHOrO 06pa30TBOPEHHS Ta iMi/IKeTBOPEHHS,
3pO3yMiTU MeXaHi3MM BIIPOBAIKEHHSI JTaHOTO iCTOPUYHOTO AOCBiAYy B IPAKTUKY CY4aCHOTO
IV3aiHy.

BucHOBKU. 3aBOsgKM CUCTEMHO TPOAyMaHii Bidyamizauii 306paxkenb CUMOHETTHU
Becniyyui ii moprpetu mobu BimpomkeHHS BTi/IOIOTh Pi3Hi CEHCOBiI XapaKTePUCTUKMU.
IMigkpecieHi MMUTIEM [OeTali 3avicKu, OOATYy, akcecyapiB Ha moprtperax 1475 p. Ta
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1475-1480 pp. CTBOPIOIOTH YSIBJIEHHS PO Hel SIK peajbHy 0c00y, 3HATHY (PIOPEHTIliKYy,
MPUABOPHY [OaMmy, iMiJK SKOi BifmoBimae imei mpeacTaBHMUIITBA BUINMX IPOIIAPKiB
itanificbkoro cycrinberBa XV ¢T. CMUMBOJIi3M Ta YMOBHICTb akcecyapiB Ta 3auickiu, a TakKOK
npuBeneHHs 300paxkeHHs CumoHeTTn Becmyuui mo Qopmynu TOAMHOOOXKS B Iyci
AHTUYHUX Tpaaulliii y kapTuHax «BecHa», «HapomskeHHs1 Benepu», «BeHepa i Mapc»
BimmoBimaloTh imei TuIisalii, XyoqokHbOTo 06pasy, o6pasy-igeany B gyci MigpoTBOpUOCTi
1061 BimpomkeHHSI.

Kniouosi cnosa: peHecaHCHMI JXKMBOMINC; 06pas; iMiK; 3auicka; akcecyapu; CUMOHETTA
Becrryyui; Canzapo BoTrTtiueni.
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B craThe paccMOTpeHbI MOPTpPeTHbIe M300paskeHUs] (IOPEHTUICKON TPUABOPHON
mambl XV B. CumoHeTThl Becmryyun. Ha ocHOBe wmcciemoBaHusi crioco60B M300paskeHUs
U crierMUIeCcKMX Xy105KeCTBEHHBIX ITOJIX0/I0B K XapaKTePUCTHUKe MOZE/V TPOAHATU3NPOBAHbI
COZiePsKaTeIbHO-CMbICJIOBbIE  ACTIEKThI PA0bOT ONHOTO U3 BBIJAIIIUXCS XYOOKHUKOB
Bospoxpaenusi Cangpo bortuuemin.

Inst  u3y4eHMs SKMBOIMCHBIX IIPOM3BENEHMI XYLOKHMKA — I[OPTPETHBIX
M CHOKeTHBIX — MCIIOJNIb30BaH KYJIbTYPOJOIMYECKM-UCKYCCTBOBEAUECKMIT aHaln3,
B YaCTHOCTY, KOMIUIEKCHOE pacCMOTpeHMe MaTepUalbHbIX (IIpUYecka U aKkceccyapbl)
U HeMaTepUaIbHBIX (MIeTHO-06pa3Hble) ypoBHel mpeseHTanuy CMMOHETTHI Becryuun
KaK MCTOPUYECKOI 0CcOo6bl U Mudomornueckoro rnepcoHaxa. Llesb CcTaTbu — BBISIBUTD
B ee M300pakeHUSIX MPU3HAKU UMUIKA U XYIOXKEeCTBEHHOTO 06pa3a, KOTOpbie MPUIAI0T
MMOPTPETHBIM U300paKEeHMSIM PAa3HOE CMbICJIOBOE HaToHeHre. HayuHast HOBU3HA paboThl
COCTOUT B MHTepIIpeTaluy MPUYeCKM, OLeXIbl, YKpalleHUll — KaK CPeACTB CO3LaHus,
B OJTHOM (JIyuae, TUITM3MPOBAHHOTO Xy 0KeCTBEHHOTO 06pa3a, MU(pUUIECKOTO IePCoHaxka,
B IPYTOM — MMM/IKa 3HATHOI MPUIBOPHOI TaMbI, SKEHIIVIHbI 13 BbICIIUX CJIOEB OOIIEeCTBa.
VccnemoBanue TMO3BOJSIET OOOOIIUTH UCTOPUUYECKUIT OIMBIT OTHOCUTENBHO MOAEPHOTO
co3maHusl 06pasa M MMMK[KA, TIOHSITh MEXaHU3Mbl BHEIPEHUSI TaHHOTO MCTOPUYECKOTO
OIIbITA B IPAaKTMUKY COBPEMEHHOTO aAy3aliHa. BeiBoapl. biarogaps cucteMHO IPOLyMaHHOM
BU3yanmusanuu u3obpakenuii CUMOHeTTHI Beciyuun ee MOPTpPeThl 3MOXU Bo3poskaeHMsT
BOIUIOILAIOT pa3Hble CMBICJIOBble XapakTepUCTUKU. [lomuepKkHyTble XyIOXKHMKOM
JeTaau IPUYeCcKu, OJeX/Ibl, aKceccyapoB Ha rmoprpetax 1475 r. u 1475-1480 rr. co3pmaioT
MpeACTaBieHne O Hell KaK O peasibHO 0cobe, 3HATHON (UIOpeHTHUIiKe, MPUIBOPHON
JlaMe, UMUK KOTOPOI OTBevaeT uzjee MnpencTaBUTeNbCTBa BbICIIMX CJI0€B UTANbSIHCKOIO
o6miectBa XV B. CUMBOJIM3M U YCIOBHOCTb aKCECCYapOB U MPUUYECKM, a TAKKe MpUBeieHne
nzobpaxkenuit CuMoHeTThl Becmyuunm Kk dopmysne 4eroBEeKOOOXMUSI B JTyXe aHTUUHBIX
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Tpaguuuii B KapTuHax «BecHa», «PoxkneHne BeHeprol», «BeHepa 1 Mapc» oTBevawT uuee
TUTIM3AUKUY, XyO0KeCTBEHHOTO obpa3a, obpa3a-ujaeana B Oyxe MU(OTBOPUECTBA IMOXU
BospokaeHus.

Kniouesvie cnosa: peHeccaHCHAsl KMBOMKCh; 06pa3; UMUK, MIPUYECKa; aKCeccyapsl,
CumoHetTa Becrryuun; Canznpo bortuuenin.
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The purpose of the article is to identify the characteristic features of the use of visual
plastic expressiveness by the Ukrainian stage directors in the 1990s and the early 2000s
based on art review of theatrical productions of avant-garde, drama theatres and studio
theatres. Research methodology. The typological method is applied to identify influence
factors of the actualization of visual plastic expressiveness; due to the semiotic method
the means of plastic expressiveness are considered according to the theory of signs and
sign systems as artistic and aesthetic symbols that carry generalized sense information;
art review method was used to identify the main features of using plastic expressive
means by the Ukrainian theatre directors. Research Novelty. For the first time in domestic
art studies, the problems of visual plastic expressiveness in the works of the Ukrainian
directors of avant-garde, drama theatres and studio theatres in the 1990s and the early
2000s were studied; art review of theatrical stage production of V. Bilchenko, V. Troitskyi
and A. Zholdak identified the individual features of the use of plastic expressive means by
the Ukrainian theatre directors with the aim of revealing sense and meaning content of
stage works. Conclusions. The study showed that in the Ukrainian theatre art of the late
20" — early 215t centuries directorial search in the field of visual plastic expressiveness was
manifested primarily in the context of the active integration of various plastic elements
as an addition to the verbal structure of the stage production and/or its replacement at
certain moments of the stage action, in accordance with the author’s vision, in order
to enhance the sense and meaning loading of the work. The correlation of expression
and image in the modern Ukrainian theatre art generates innovative approaches to the
understanding and mastering of plastic art.
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Introduction

The 1990s — early 2000s in the history of the Ukrainian theatre art is
a period of global synthesis due to the extraordinary intensification of the
convergence processes of various audio and visual arts elements.

In the 1990s domestic theatre directors integrated a variety of genre
models and means of plastic expression into their artistic construction cre-
ated by the laws of dramatic art.

The research of peculiarities of the Ukrainian theatre art development
of the specified period in the context of the directorial search in the field of
visual plastic expressiveness, in our opinion, is highly relevant and neces-
sary, since it gives understanding and comprehension of the modern trends
of plastic directing developments in the domestic stage space at the end of
the 20™ - early 21% centuries, and also makes possible to track the emer-
gence of innovative elements and analyse the impact of certain types of
visual arts on the theatre arts.

The research novelty lies in the fact, that for the first time in the domes-
tic art studies the problems of visual plastic expressiveness in the works of
Ukrainian directors of avant-garde, drama theatres and studio theatres in
the 1990s and the early 2000s were studied; peculiarities of convergence of
audio and visual arts elements in the context of domestic theatre space of
the specified period are considered; art review of theatrical stage produc-
tions of V. Bilchenko, V. Troitskyi and A. Zholdak identified the individual
features of the use of plastic expressive means by the Ukrainian theatre di-
rectors with the aim of revealing the sense and meaning content of stage
works.

The research analysis demonstrates the presence in the domestic scien-
tific dimension of many works devoted to the development of the Ukrain-
ian theatre art in the 1990s-2000s. In particular, these are the works of
S. Vasyliev (2018) “Escape for freedom: on some aspects of being Ukrainian
alternative theatre in the 1980s-2000s” in which the researcher examines
the efforts of young Ukrainian directors to construct “their own opportun-
istic artistic strategies” in the context of public or alternative theatre, and
of M. Hrynyshyna “Urban and world: drama by A. Chekhov at the Ukrainian
field in the inter contextual ties with the world theatre space” devoted to
the experience of the Ukrainian theatre directors in performing stage inter-
pretations of A. Chekhov’s dramaturgy. Analysing the state of the theatre in
Ukraine, the group of authors make an attempt to identify the main indica-
tors of success and leaders, trends and vectors of the theatre development
(Vasyliev et al., 2018).

However, individual directorial searches in the field of visual plastic
expressiveness of the Ukrainian theatre director V. Bilchenko, V. Troitskyi
and A. Zholdak in the context of leading trends of stage space of the late
20 — early 21%t centuries and in the perspective of the national theatrical
art development have not yet been the subject of special scientific research.
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Purpose of the article

The purpose of this article is to identify the characteristic features of the
use of visual plastic expressiveness by the Ukrainian stage directors in the 1990s
and the early 2000s based on art review of theatrical productions of avant-gar-
de, drama theatres and studio theatres.

The purpose of the article requires the following issues to be solved: to
identify influence factors of the actualization of visual plastic expressiveness in
the domestic theatrical dimension of the late 20" — early 21t centuries:

— to consider the means of plastic expressiveness in accordance with the
theory of signs and sign systems as artistic and aesthetic symbols that have
generalized sense information,;

— to identify the characteristic features of the use of visual plastic expres-
siveness by Ukrainian stage directors;

— to reveal the directorial methodology of V. Bilchenko, V. Troitskyi and
A.Zholdak in the context of genre features of dramas, performances and the-
atrical projects.

The article provides an interdisciplinary approach to comprehensively re-
view the above-indicated issues. The typological method, the semiotic method,
art review method, the genre and typological method have been applied.

Main research material

Due to the desire to abandon the traditional models of theatrical directing
in the global stage space in the late 20" — early 21% centuries a paradigm was
formed and it corresponded to a single artistic model — the removal of any re-
strictions on creative expression, starting from the idea to the ways of its im-
plementation. As a result of open borders in the early 1990s the active integra-
tion of foreign creative experience into Ukrainian culture and art contributed
to the formation and development of art forms innovative for the domestic so-
cial and cultural space — performances, art events, video art, happenings, etc.,
whose specific features (for example, the peculiarities of artistic language, new
vistas for drama and prose, non-standard organization of spatial action, the
use of interactive techniques, etc.) greatly expanded the possibilities of plastic
performance, contributed to the invention of new directing techniques and
methods. According to researchers, the peculiarities of the postmodern and
new media eras conditioned the interconnection and mutual influence of vari-
ous types of art and as a result “visual and plastic art turns to the principles of
performativity with increasing frequency” (Trykolenko, 2016, p. 62).

The means of plastic expressiveness belong to non-verbal (visual) lin-
guistic units of expressiveness of the genres of theatrical productions and
are positioned as artistic and aesthetic symbols which, while replacing verbal
units, carry certain generalized sense information about the symbols encoded
in them. When naturally combined with verbal (audio) means of expression,
the elements of plastic culture significantly emphasize and enforce the sense
and meaning content of the statement, draw attention to those sense acts of
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artistic communication that convey the feelings of the author and the per-
former.

Researchers emphasize the importance of a harmonious balance between
plastic expressiveness and other means of expressiveness of the actor, whose
organicity is determined according to the conditions of the stage space. For
example, G. Morozova (1999) states that in drama theatre body expressiveness
is an integral part of the complex of acting skills: the term “plastic expressive-
ness of the dramatic actor” is used to evaluate the actor’s plastic in the role
and therefore, is identical to the term “body expressiveness” (p. 185). Unlike
choreographic or pantomimic production, where the concept of plastic expres-
siveness corresponds to the canons formed in these types of art, in the theat-
rical art it involves the presence of bright genre and style characteristics of the
character’s external behaviour and the correspondence of the forms of action
to its sense and meaning loading.

The specificity of the use of visual plastic expressiveness depends on the
director’s ability and need to realise the stage action or its elements in a figu-
rative, artistically meaningful plastic form, replace and/or strengthen the audio
means of expression (as carriers of meaning) with visual ones, make them dom-
inant and defining in the style of theatrical production.

The activity of domestic directors of newly created alternative theatres and
studio theatres in the 1990s was characterised by intense actualization of crea-
tive searchers in the field of visual plastic expressiveness.

The stylistic unity, multidimensionality and metaphor nature of the plastic
elements contribute to the revealing of character’s personality and the essence
of the events of theatrical productions of one of the leading Kyiv directors of
the first half of the 1990s V. Bilchenko “Archeology” (1989) and “And said B”
(1991) based on the plays of O. Shypenko “The crow”, “La Funf in der Luft” per-
formed on the stage of the Kyiv Youth Theatre.

At the beginning of 1993, the director trying to find the new form of the
theatre as “the embodiment of materialized stylistics and philosophy” (Bri-
ukhovetska, 1998, p.52) together with a group of professional actors from
the Youth Theatre, creates the author’s Experimental Theatre Studio in the
premises provided by Kyiv-Mohyla Academy. A unique group of actors led by
director-experimenter whose creative search was characterised by the desire
to realise the dream of Les Kurbas about a philosopher-acrobat, “intellectual
harlequin”, later, in addition to work on dramatic production (“Eastern March”
on the material of the “Ukrainian diaries” of Danish actress K. Kolstrup and
improvisational etudes of troupe of actors, 1995; “The Falcon” by D. Bortnian-
skyi, 1996) and patronage of student’s theatrical creativity, he was involved into
the production of street plays (“Description of the Monster No 1”7, 1993; “Wild
Theatre” (together with A. Petrov), 1994), which were distinguished by the top-
icality of the themes and spectacularity thanks to the various means of plastic
expressiveness and extreme features.

According to his own vision of the development of the alternative thea-
tre in Ukraine, V. Bilchenko staged the performance “Shot in Autumn Garden”
based on the play “The Cherry Orchard” by A. Chekhov, which is regarded by
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the Ukrainian theatrical experts as the best performance of the metropolitan
theatre space of the 90s of the 20" century. (Vasyliev et al., 2018, p. 9). In the
performance the director used a variety of plastic discursive models skillful-
ly integrating them into the general action. M. Hrynyshyna (2008) emphasizes
that “emblematic review of techniques from depositories of the word, theatre,
cinema, painting — a characteristic feature of the style of the performance — by
the powerful collective effort from the too familiar Chekhov’s reality extracted
new intonations, other trajectories of its space, renewed sensory perception of
the action and showed its immediacy” (p. 355).

Organic plastic solution of the staging, which emphasized the director’s
focus on the context of the plot, the monologue nature of the characters’ exist-
ence, “the depth of the form (...) of self-realisation and “existential” meaning”
(Bilchenko, 1993, p. 15) was intensified by the synthesis with S. Mykosovskyi’s
set design which is cinematic by structure, L. Podervianskyi’ costumes, and vo-
cal, words (actors: K. Kolstrup — Ranevska, T. Shuran - Varia, V. Aleksiienko —
Lopakhin, S. Matviiko — Trofimov, S. Fesenko - Yasha, V. Avdieienko — Duniasha,
Ya. Chornenkyi — Haiev) and other systematic elements of the theatrical space,
created a state of syncretism of languages of the play, and according to M. Hry-
nyshyna (2008), significantly expanded the boundaries of the “theatrical Chek-
hov”, delegating it to other art spaces (p. 353-354).

In 1994, as a contrast to the National Theatre, V. Troitskyi founded a Centre
of Contemporary art “Dakh” - theatrical space in Kyiv, in the structure of which,
apart from the theatre studio (director of the psychological Ukrainian theatre,
realist-master V. Ohloblin, V. Bilchenko, playwrite Klim), an acting and direct-
ing school was opened later, music side-projects were created (“ethnic cha-
os” band DakhaBrakha, freak-cabaret “Dakh Daughters”), educational lectures,
workshops (B. Yukhanov, I. Lysov), art meetings and etc., are actively held. Ac-
cording to the domestic researchers, the creative style of the theatre’s art di-
rector V. Troitskyi is inspired by modern practices and archaic rituals (Vasyliev,
2018, p. 18), presenting artistic projects and performances characterized by
multilayered form and content, the skill to speak about complex philosophi-
cal issues by means of plastic expressiveness, enhanced by musical accompani-
ment, naturally combining it with emotional and lyrical texts.

For example, the director has successfully created an atmosphere of nation-
al ritual in the trilogy “In search of the Lost Time...Life” (performances “Life”,
“Faith”, “Earth”, Centre of Contemporary art “Dakh”, “Pectoral” 2002) thanks
to the cooperation with folk group “Bozhychi”. Despite the dominance of audio
means of expression in the production, the national culture and special type of
thinking are hidden behind the corporal signs used by V. Troitskyi and it ensures
the existence and realisation of certain ways of plastic expression of sense.

In philosophical and aesthetic thought plastic in combination with rhyth-
mic basis is associated with magical rituals, ancient mysteries and cults where
they had special symbolic nature and are equated to the manifestation of the
divine origin of a man.

In V. Troitskyi’s stage direction, which is characterised by the dominance of
the means of visual plastic expressiveness as complex of artistic and aesthetic
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symbols full of deep metaphoric meaning, the specific feature is the combina-
tion of sound and movement in a unique sound rhythmic coding.

For example, the project “Mystical Ukraine” (staging of “Prologue to
Macbeth”, “Richard III” and “King Lear”) is of interest in the context of the
combination of the director’s visual means of expression with the musical ac-
companiment, a kind of musical-plastic act in which national mythology is
synthesized with European theatrical tendencies — national ritual is combined
with classics of world drama. In order to create a unique mythical atmosphere,
the above mentioned “ethnic chaos” band DakhaBrakha (the stylization of the
Ukrainian folk melos is used in staging — a combination of traditional national
songs with urban rhythms of the beginning of the 21%t century, British texts
and Buddhist gong positioned as a structural element of the theatrical mystical
action) was founded by V. Troitskyi. The director’s staging of the most famous
works of Shakespeare done in the form of a theatre-ritual surprises us by the
lack of plot, verbal means of expression and narrative - V. Troitskyi completely
abandoned the way of descriptive presentation of the plot by demonstrating
the meaningful events of the works, and created a unique atmospheric sketch
in the visual and audio environment, the sense and meaning content of which
the viewer must first of all feel, not understand. According to the director’s vi-
sion, actors creating a mystical atmosphere perform their own plastic draw-
ing and are perceived rather as symbolic figures with motionless faces-masks
(Myhashko, 2016).

The use of the plastic means of expression by the director’s as principal
one in the stage production in the artistic space of the Ukrainian theatre at
the end of the 20™ — early 215 centuries is positioned as a powerful means of
influence on the consciousness of the viewer. In this context, V. Troitskyi’s
appeal to visual plastic means of expression is positioned as an attempt to
introduce to the viewer the ancient sources of mankind, since the body pre-
serves the information that has disappeared from the consciousness long
time ago.

The peculiarity of the convergence of various audio and visual arts elements
in the conditions of theatrical space distinguishes A. Zholdak’s performances,
in which the director tends to emphasize the typical features of postmodernism
focusing the viewer’s attention to the actor’s body.

For example, in the performances of “Carmen” based on the P. Merimee’s
short story (single-show project, premiered on the 25" of June, 1997, Lesia
Ukrainka National Academic Theatre of Russian Drama in Kyiv) and “Marriage”
based on the M. Hohol’s play (Cherkasy Regional Theatre of Music and Drama,
2001) A. Zholdak having moved away from the elements of the verbal level,
made postmodern visual plastic expressiveness the dominant.

In the production “Goldoni. Venice” (T. Shevchenko Academic Ukrainian
Drama Theatre “Berezil” in Kharkiv, 2004) A. Zholdak moves away from the
verbal component and author’s literary primary source as much as possible,
presenting the performance based not on C. Goldoni’s “The Servant of Two
Masters”, but, according to domestic art experts, “on the potentially meaning-
ful and formative plot “Venice — masks”, dynamizing to a great extent the visual
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aspects of the stage action and “deploying plastic exercises both on stage and
all levels of the auditorium” (Miziak, 2012, p. 186).

Ukrainian theatre art of the 1990s — early 2000s is characterised by con-
ditional and realistic tendencies of using plastic means of expression which
coexist and come into collision depending on the individual director’s vision.
Actor’s gestures, facial expression, body movements and plastic are modified —
from extremely metaphoric features to the ones that are close to natural com-
munication.

Creative experiments of the Ukrainian theatre directors V. Bilchenko,
V. Troitskyi and A. Zholdak contributed to the improvement of non-verbal
technique in general and plastic expressiveness in particular, destruction of
irrelevant templates and clichés, development of innovative techniques and
methods of plastic solution according to the needs of the Ukrainian theatre art.

Conclusions

The study showed that in the Ukrainian theatre art of the late 20" - early
215t centuries directorial search in the field of visual plastic expressiveness was
manifested primarily in the context of the active integration of various plastic
elements as an addition to the verbal structure of the stage production and/or its
replacement at certain moments of the stage action, in accordance with the au-
thor’s vision, in order to enhance the sense and meaning loading of the work. The
correlation of expression and image in the modern Ukrainian theatre art gener-
ates innovative approaches to the understanding and mastering of plastic art.

As a result of art analysis of theatrical productions of V. Bilchenko, V. Troit-
skyi and A. Zholdak, it has been found that in the directors’ work the plastic
should be positioned as the dominant element that facilitates the synthesis of
all systemic elements of theatrical space.

Further research prospects are a complex review of plastic stage directing
in the Ukrainian theatre art of the late 20" — early 215 centuries.
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BI3VAJIbHA TUIACTUYHA BUPA3HICTb Y KOHTEKCTI PO3BUTKY
VKPATHCHKOT'O TEATPAJIbHOTO MUCTELITBA
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Merta cTaTTi — BUSBUTH CIienviKy BUKOPUCTAHHS Bi3yaJIbHOI IIACTUYHOI BUPA3HOCTI
yKpaiHcbkuMu pexxrcepamu B 1990-Ti — Ha mouatky 2000-X pp. Ha OCHOBi MUCTEI[TBO3HABUOTO
aHaJli3y TeaTpaJibHMUX MOCTAHOBOK aBaHTapAHUX, IpaMaTUUHUX T€aTPiB Ta TeaTPiB-CTYLi.
MeTopmomnoris JOCTigKeHHS. 3aCTOCOBAHO TUIIONOTIYHMIT METO, 1110 MTOCIIPUSIB BUSIBIEHHIO
(hakTOpiB BIVIMBY Ha aKTyalisallilo Bi3yaJbHOi IUIACTMYHOI BMPA3HOCTi; CEMiOTUUHMIL
MeTOJI, 3aBASIKM SIKOMY 3aC00M TUIACTMYHOI BMPA3HOCTI PO3IVISIHYTO BiATIOBiIHO 0 Teopii
3HaKy Ta 3HAKOBUX CUCTEM SIK XYOOXHbO-eCTeTUYHi CMMBOJM, 1[0 HECYTb y3arajibHeHY
CeHCOBY iH(OpMAIlil0; MeTO/, MUCTEIITBO3HABYOTO aHAJII3y — IJIsI BUSIBIEHHS crieludiku
BUKOPUCTAHHS 3aC00iB IUIACTUYHOI BUPA3HOCTI YKpaiHChbKUMU pekucepamu Ta iH. HaykoBa
HOBM3HA. Brepiie y BiTYM3HSHOMY MUCTEIITBO3HABCTBI [TOCTIIKEHO MPOOIEMATUKY
Bi3ya/lbHOI IVIACTMYHOI BUPA3HOCTI Y TBOPUOCTi YKPaiHChKUX PEXMCEPiB aBaHTapIHUX,
IpaMaTUYHUX TeaTpiB Ta TeaTpiB-cTyniit y 1990-Ti — Ha mouatky 2000-x pp.; Ha OCHOBI
MUCTELITBO3HABUOTO aHaJli3y TeaTpaJibHMX MOCTAaHOBOK B. BinbueHka, B. Tpoinpkoro Ta
A. JKonpmaka BusiBJIeHO crienndiky Ta iHAMBiIyalbHi 0COOGIMBOCTI BUKOPUCTAHHS 3aC00iB
MJIACTUYHOI BUPA3HOCTI YKPaiHCBKMMU DeXucepamu 3 MEeTOI DPO3KPUTTS CEHCOBO-
3MiCTOBOT'O HAINlIOBHEHHS CII€HIUHUX TBOpPiB. BucHOBKU. [loBeneHO, 1[0 B yKpaiHCbKOMY
TeaTpaJbHOMY MUCTeNTBi KiHIsg XX — mouatky XXI CT. pexkucepchbKi momryku y cdepi
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Bi3ya/JibHOI IIACTMYHOI BMPA3HOCTI MPOSBUIMCS TepefyCciM y KOHTEKCTi aKTUBHOTO
iHTerpyBaHHS pPi3HOMAHITHMX IUIACTMYHUX €JEeMEHTIB SIK [IOMOBHEHHS BepbOaabHOI
CTPYKTYPU TIOCTAHOBKM Ta/abo ii 3aMiHM y TMeBHi MOMEHTM CIeHiYHOi [ii, BiAmoBimHO
0 aBTOPCHKOTO OaueHHsI TOCTAHOBHMKA, 3 METOK ITOCUJIEHHS CEHCOBO-3MiCTOBOTO
HaBaHTaXeHHS TBOpPY. CIHIBBiIHOIIEHHSI BUPAXXEHHS Ta 300pakeHHSI B Cy4yaCHOMY
YKpaiHCbKOMY TeaTpalbHOMY MMUCTELTBi MOPOKye iHHOBALiIHI MiAX0OM LO OCMUCIEHHS
Ta OCBOEHHS IJIACTUYHOTO MUCTELTBA.

Kntwouosi cnosa: ykpaiHcbke TeaTpajibHe MUCTELITBO; IVIACTUUHE MUCTELTBO; BisyalibHa
MJIACTUYHA BUPA3HiCTh; TUIACTUYHA PEXUCYPa; epPopMaTUBHICTb.

BU3VAJIBHAS IVIACTUYECKAS BBIPASUTE/IBHOCTD B KOHTEKCTE
PA3BUTHUS YKPAMHCKOT'O TEATPAJIBHOTO MCKYCCTBA
(1990-e - HAYAJIO 2000-x IT.)

Hukonenxko Pycnan HukonaeBuy

Ilpenodasamen,

ORCID: 0000-0002-8379-7857, ruslanikonenko@gmail.com,

Kuesckas myHuyunansHas akademus 3cmpaoHozo U yupkosozo UcKyccms,
Kues, Ykpauna

Llenp cTaTby — BBISIBUTH CIEIM(UKY MCIIOTb30BAHMUSI BU3YaJbHOM ILJIACTUUECKOI
BBIPA3UTEIbHOCTM YKPaMHCKUMU pexuccepamu B 1990-e — Hauane 2000-X IT. HA OCHOBe
MCKYCCTBOBEIUYECKOTO aHaaM3a TeaTpajdbHbIX MOCTAHOBOK aBaHTapIHBIX, IpaMaTUUYECKUX
TeaTpoB UM TeaTpoB-CTyAauii. Metomonorus ucciaenoBaHus. [I[pyuMeHeH TUMNOJIOTUYECKUN
METO[I, KOTOPBI/ ITOMOT BbISIBJIEHNMIO (DaKTOPOB BMSHMS Ha aKTyaJIM3allMi0 BU3YaTbHOI
IJIACTUYECKOV  BbIPA3UTEIbHOCTM; CEMUOTUUECKUII MeToHd, Oyaromapss KOTOPOMY
CpelncTBa IIJIACTMUECKOW BbIPA3UTENBHOCTM PACCMOTPEHBI COIVIACHO TeOpUM 3HaKa
Y 3HAKOBBIX CYCTEM KaK XyI0XKeCTBEHHO-3CTETHMUECKME CMMBOJIbI, HECYIIE 0000IIEHHYIO
CMBICJIOBYIO MH(OpPMAIIMIO; METOH MCKYCCTBOBEOUECKOIO aHalyu3a — MJIS1 BbISBIEHMUS
crienUKY  MCIIONIb30BAHMSI CPENCTB IUIACTMUYECKOi BBIPA3SUTENIbHOCTY YKPAMHCKUMU
pexuccepamu U np. HayuyHas HOBM3Ha. BriepBble B OTeUeCTBEHHOM MCKYCCTBOBEAEHUM
McclemoBaHa Mpo6ieMaTiKa BU3YaabHOJ IJIACTUUYECKOl BhIPA3UTEIbHOCTM B TBOPUECTBE
YKpPauHCKUX PEeXMUCCePOB aBaHTapAHbIX, ApaMaTUUeCKUX TeaTpoB U TeaTpPOB-CTYOUN
B 1990-e - Hauane 2000-X IT.; pacCMOTPEHbI OCOOEHHOCTU IIPOIECCOB KOHBEPTeHIUU
9JIEMEHTOB BU3YyaJbHbIX U ayAVaJIbHBIX BUIOB MCKYCCTB B YCJIOBUSX OTE€UECTBEHHOTO
TeaTpaibHOTO MPOCTPAHCTBA OTpeNeIeHHOr0 Mepuoia; Ha OCHOBE MCKYCCTBOBEIUECKOTO
aHa/IM3a TeaTPaJIbHBIX NTOCTAaHOBOK B. bunbueHko, B. Tpouikoro u A. JKongaka BbisiBJieHa
crieniduKa ¥ MHOMBUIyaJIbHbIE OCOOEHHOCTY MCIIOJNIb30BAHMS CPEICTB ILIaCTUYECKOi
BBIPAa3SUTEJbHOCTM YKPAaMHCKUMMU peXuccepamMu C 1eJbl0 PaCKpbITUS CMBICJIOBO-
cofepkKaTelbHOTO HAIlOJHEHUsS CLEeHUYeCKUX Tpou3BedeHmii. BeiBombl. Jloka3aHo, 4TO
B YKPaMHCKOM TeaTpaJlbHOM MCKyCCTBe KOHIa XX — Havasma XXI B. pesxuccepckue moucKu
B cdepe BU3YaJTbHOJ IUIACTUMYECKO BbIPA3UTENBHOCTM IIPOSIBWINCH IIPEXIE BCETO
B KOHTEKCT€ AKTUMBHOTO MHTETPUPOBAHMUSI PA3JIUUHBIX TJIACTUUECKUX 3IEMEHTOB Kak
IIOTIOJIHEHMII BepOaJbHOM CTPYKTYpPbl ITOCTAHOBKM M/UJIM €e 3aMeHbl B OIlpedeeHHbIe
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MOMEHTBHI CLIEHMYECKOTO IeJCTBMS, B COOTBETCTBIMM C aBTOPCKMM BUAEHMEM [T0CTAHOBIIMKA,
C LeJIbI0 YCUJIEHMST CMBICJIOBO-COMEpsKaTeIbHOM Harpysky mpousBegeHns. COOTHOIIeHMe
BBIP@KEHMS U M300paskeHuss B COBPEMEHHOM YKPaMHCKOM TeaTpaabHOM MCKYCCTBE
MIOPOKIAeT MHHOBALMOHHBIE ITOAXOObI K OCMBICIEHMIO M OCBOEHUIO IUIACTMUECKOIrO
MCKYCCTBaA.

Knwuessle  cnosa:  yKpaMHCKOe  TeaTpaJbHOE  MCKYCCTBO;  IUIACTUYECKOE
MCKYCCTBO;, BM3ya/lbHAsl IUIACTMYECKAsl BbIPA3UTEIbHOCTD; IIIACTMUYECKAS PEXKMUCCYpa;
1eppopMaTUBHOCTb.
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The purpose of the article is to analyse and typologize the ballet criticism of the
magazine New art (Kharkiv, 1925-1928). To achieve this goal, a number of principles
and methods were used: the historical approach and analytical method make possible to
analyse scientific and critical articles in the chronological order, the comparative method —
to compare articles separating common and distinct ideas and concepts; the typological
method - to classify critical publications on ballet topics. The scientific novelty of the
article is that the content of the magazine New Art (Kharkiv, 1925-1928) was analysed
through the prism of ballet criticism for the first time. Conclusions. In the conditions of
the gradual departure from the ideas of the proletarian culture of the early 1920s in the
USSR, with a complete rejection of the academic traditions of classical ballet, in the middle
of 1920s there was a turn to a certain independence of the Ukrainian culture, Ukrainian-
language magazines appeared, including the theatrical weekly New art, the content of
which included the ballet criticism. The magazine reflects some aspects of the emergence
of theatre studies (within which ballet studies developed) in Ukraine, which went parallel
with the formation of ballet criticism. Rather conditionally, the content of publications of
the New art related to ballet criticism can be divided into groups: theatrical theoretical
and methodological (Ya. Mamontov and others); on the theoretical aspects of theatre,
in particular, ballet criticism (I. Turkeltaub, K. Rafalskyi, M. Khrystovyi); ballet reviews,
interviews, reviews, reports, chronicles (Yu.Zhihela, P.Kozytskyi, F. Malkov, H. Neivi).
The New art conceptualized requirements for theatrical, including ballet, criticism: social
(orientation to the ruling class of the proletariat), ideological and axiological (the transition
from the propaganda of revolutionary and abstract, agitational to ideological and artistic
values), anthropological (the formation of a physically and mentally new person). The
two groups can be distinguished among the ballet reviews: the first — non-ideological
publications, mainly applying an aesthetic and artistic approach to reviewing; the second
group consists of those who condemn experimentation (constructive, body-plastic, etc.),
focusing on the formation of mono-ideological approaches.
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Introduction

Among the specialized art publications of the 1920s in Ukraine an impor-
tant place is occupied by the weekly magazine New art, which was published in
Kharkiv in 1925-1928 and covered the issues of music, visual, and film art, as
well as the key questions of the theatre development, in particular ballet the-
atre. Ballet criticism in the New art has become a significant component of the
ballet discourse that was in the process of its creation in Ukraine. The study of
critical articles is important in terms of recreating a holistic panorama of ballet
art and its reflections.

T. Koval (1998) and O. Orlyk (2009) pay attention to the New art as a nota-
ble periodical chronicle of the 1920s in the context of a study of the Ukrainian
magazines. The article by Yu. Poliakova (2011) is devoted to the analysis of the
content of the New art, and on the basis of magazine’s publications, the author
also reviewed the theatrical discussion between Ya. Mamontov and L. Kurbas
(Poliakova, 2019). O. Halonska (2011) relies on publications in the New Art to
recreate the ways of the Ukrainian musical comedy’s formation. I. Lobanova
(2011) uses magazine’s publications to demonstrate the way how the creative
work of the stenographers-constructivists of the State Ukrainian Opera theatre
was rated in Kharkiv press. V. Sobiianskyi’s (2010; 2011) approach was the clos-
est to the issue of critical discourse of the ballet theatre in the New art, but did
not focus on it, having considered the theatre and critical publications of the
weekly magazine. The materials of the magazine are used in the process of re-
viewing the repertoire of the ballet theatre of the Soviet Ukraine in the second
half of the 20" century (Pidlypska, 2020) and the activities of K. Holeizovskyi in
Ukraine (Pidlypska, 2019). A comprehensive study on the critical discourse of
ballet theatre on the pages of the New art has not yet been carried out.

Purpose of the article

The purpose of the article is to analyse and typologize the ballet criticism
of the magazine New art (Kharkiv, 1925-1928).

To achieve this goal, a number of principles and methods were used: the
historical approach and analytical method make possible to analyse scientific
and critical articles in the chronological order, the comparative method - to
compare articles to identify common and distinct ideas and concepts; the typo-
logical method - to classify critical publications on ballet topics.

Main research material

According to the typology of theatrical and artistic periodicals of the 1920s
in Ukraine, proposed by V. Sobiianskyi (2010), the magazine New art can be
attributed to the “thick” magazines, which are characterized by “a high theo-
retical level of art evaluation, therefore, the internal structure of these maga-
zines has already been established in the form of permanent sections” (p. 202).
Yu. Poliakova (2011), introducing its own classification of the theatrical peri-
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odicals, assigns magazines by subject: scientific, theatrical and practical, mass,
and classifies the New art as the scientific one, which is, in our opinion, rather
subjective. The author warns that “in its purest form, such publications have
not been found” (p. 112), and the scientific magazines may contain advertising
information (each issue of the New art printed theatre repertoire, information
about performances, concerts, and so on).

The magazine is created in the context of the policy of ukrainization, the
use of the Ukrainian language in the periodicals, changes in emphasis — shifting
attention to the Ukrainian issues, which has a positive impact on the develop-
ment of domestic theatre studies, including ballet criticism.

A number of publications in the New art are devoted to the theatre studies
methodology, which directly affects the critical activity. Theatre art in the new
socio-cultural realities, according to the famous theatre critic Ya. Mamontov
in 1926, does not have its own well-established forms, generally recognized
methods, scientific definition and classification of the theatrical trends. In
his detailed presentation “Modern theatre in its main directions”, Mamontov
analyses the work of the Russian theatre specialists P. Markov (presented the
classification of theatre directions according to the system of artistic means,
namely: psychological, aesthetic, revolutionary theatre) (Mamontov, 1926a)
and A. Redko (presented the classification according to the philosophical ba-
sis of the theatrical trends: realistic, relative, “compromise forms”) (Mamon-
tov, 1926b), accusing them of the lack of a sociological approach. In the final
part of the article, the author insists on the different ways of development of
the Russian and Ukrainian theatres, which is an important methodological ba-
sis of the domestic theatre studies (Mamontov, 1926c). Among the publications
of Ya. Mamontov, an article, which reflects the theoretical and methodological
search of the Ukrainian theatre studies in the late 1920s, in particular, the for-
mation of the conceptual and categorical apparatus in the situation of the pen-
etration of the realistic trends, became notable. The theatre critics proposed
the term “constructive realism”, which could become an adequate definition
for the search for the renewal of art in all types of theatre, including ballet,
since constructivism, which is characterized by conventionality, generalization,
is inherent in the art of choreography (Mamontov, 1927). But later, the central
authorities made a choice in favour of socialist realism, which prevailed from
the 1930s to the 1980s.

In the middle and the second half of the 1920s there were lively debates
on the methodological foundations of theatre criticism including ballet, opera,
operetta, etc. In one of the first issues of the New art, the famous theatre critic
I. Turkeltaub (1925) called for the creation of the special institution (Institute
of Art Studies), such as one in Moscow (“Russian Academy of Artistic Sciences”)
and in Leningrad (“Institute of Art History”), in order to develop a scientific
basis for the artistic activity, “to begin an organised study of art issues and phe-
nomena of artistic life in Ukraine”.

K. Rafalskyi (1925) tried to formulate the main methodological principles
of theatre critics, speaking about the social determinants in the evaluation ac-
tivities of critics (the importance of the class approach, because works express
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the ideology and are designed for a specific class, and in the USSR for the “win-
ning class” — proletariat), as well as ideological and axiological concepts (tran-
sition from the propaganda of the revolutionary and abstract, agitational to
the ideological and artistic values and the increase of actually artistic require-
ments to the works). Concern about the lack of methods, principles, directions
of criticism is expressed in the article “Again and again about the same thing”,
the attention is focused on the need to combat “bourgeois” manifestations (in-
dividualism, aestheticism) and to apply the criteria of idealism, class system
(criticism must broadcast the “class ideology of the proletariat”), and social
value ("Znovu y znovu pro te same", 1926).

M. Khrystovyi positions theatre criticism as a socially necessary factor in
the overall construction of the socialist culture, recognizes the low artistic lev-
el of the audience and insufficient ideologization of the repertoire, focuses on
the anthropological moment (the proletariat is called “the new organizer of
the social life”). The author expresses the opinion that the task of criticism is
to identify the ideological and social value of the performances, condemns the
fascination exclusively with aesthetics, and is concerned with educating the
audience through “Marxist criticism” (Khrystovyi, 1926a).

Let’s proceed to the consideration of the critical ballet publications. Re-
views on ballet performances can be divided into two groups — none-ideologi-
cal and with elements of translation of certain ideological attitudes.

The following articles belong to the first group: the article “Swan Lake”
("Lebedyne ozero", 1925), which traditionally highlights the work of the cho-
reographer, artist, soloists, conductor; “To the ballet “Le Corsaire” (B, 1926) in
Kharkiv, where attention is drawn to the constructivist characteristics in the
performances (“flying ballet”, “movement plane”); review on E. Lopukhova’s
performance (Zhihela, 1926b). In his review, which is also devoid of ideolog-
ical features, on the ballet “Le Corsaire” staged by M. Moiseiev, 1. Turkelt-
aub (1926) emphasises the modern approach to the realisation of the per-
formance, the absence of a “conservative stencil”. A surprisingly approving
review was published on “Swan lake” at the capital’s State Opera, where only
artistic merits and demerits of the performance were discussed (Nevermore,
1928b).

Mainly the musicological aspects of S.Prokofiev’s ballet “The Tale of
a Jester Who Cheated Seven Other Jesters” were highlighted in the review
by F. Malkov, who considers ballet as a significant step towards moderniza-
tion and departure from the main ballet performances of the past (Malkov,
1928). The critics were fascinated by the game of the architectural forms in
the ballet “Joseph the Beautiful” (composer S. Vasylenko) by choreographer
K. Holeizovskyi, realizing that his work is aimed not only at destroying tradi-
tions, but mainly at experimenting in the direction of finding a new choreo-
graphic language (Kozytskyi, 1928).

The second group of ballet reviews, where certain signs of the totali-
tarian ideology are conceptualized, includes a review on the ballets “Sche-
herazade” and “Spanish Capriccio”, staged by ballet master Boiko at the
Theatre of Musical Comedy in 1926. Yu. Zhihela (1926¢) named the perfor-
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mance “amateur” that “is flavoured with unhealthy bias”, a conglomerate of
“amateurism and inability”, asserts the right of “new audience” - a worker
on “healthy performance”. There are aesthetic, social and anthropological
(“new man”) accents.

H. Neivi (1927) is outraged by the conservatism of the ballet repertoire
that in Ukraine for ten years has not departed from the reproduction of mul-
ti-act classical ballets, condemns the loyalty to old traditions and is dismiss-
ive of the ballet “Don Quixote”, which opened the Kharkiv Opera theatre sea-
son (1927). The success of the ballet on the modern theme of R. Gliere’s “The
Red Poppy” choreographed by V. Tikhomirov and L. Lashchilin on the stage of
the Bolshoi theatre in Moscow, despite the compromise solution (realisation
of the modern theme by means of the classical dance) contributed to the fact
that it became a kind of a reference point for the modern ballet repertoire.

And a few weeks later, M. Moiseiev on the pages of the New art told about
the active work on “The Red Poppy”, where the emphasis is on the mass scenes,
as the main means of communicating the “class and social” essence of the work
("Do postanovky baleta", 1927). After the premiere the reviewers welcomed the
choreographer’s findings, decoration of Petrytskyi, successful performance ac-
complishments, and the creative work of the conductor, but made a number
of comments: the authors of the libretto and choreographer were accused of
lacking the emphasis on the class aspect, because the main character remained
pure ballet figure, the Chinese proletariat has not played a proper role through-
out the play, only at the end; the Soviet sailors behaved too passively; in gener-
al, the plot was built on clichés of pre-revolutionary ballets using pure forms of
classical dance (the scene of sleeping) (Nevermore, 1928a). Thus, the class and
ideological requirements in the review prevailed over the artistic and aesthetic
ones, which was a sign of the times.

The New art magazine also published reviews on touring performances,
in fact, variety performances: for example, a paragraph by Yu. Zhihela (1926a)
about the tours of famous artists L. Zhukov and M. Reizen in Kharkiv and Vik-
torina Kriger in Kyiv (Yu. Zh, 1926), etc.

We should also mention small reports and news items: for example, as an
announcement a few lines about the future performance of the ballet “Corsair”
by M. Moiseiev in Kharkiv (Khrystovyi, 1926¢); an announcement of perfor-
mances by E. Lopukhova (Khrystovyi, 1926b); a small note about the Russian
artists of S. Diaghilev’s show (Zet, 1926), etc.

This article does not cover all aspects of the study of ballet criticism in the
New art magazine (Kharkiv, 1925-1928), among the promising directions are
identifying the affiliation of ballet critics to various aesthetic and philosoph-
ical schools, clarifying the place of ballet critics of the New art in the context
of critical publications on ballet themes in the periodicals of the second half of
the 1920s in Ukraine and the USSR, etc.

The significance of the article lies in the possibility of using its materials
and results for further research of ballet criticism and choreographic art in gen-
eral while teaching the theoretical choreographic disciplines in higher educa-
tion institutions of relevant fields.
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Conclusions

In the conditions of the gradual departure from the ideas of the proletarian
culture of the early 1920s in the USSR, with a complete rejection of the academ-
ic traditions of classical ballet, in the middle of 1920s there was a turn to a cer-
tain independence of the Ukrainian culture, Ukrainian-language magazines ap-
peared, including the theatrical weekly New art, the content of which included
the ballet criticism. The magazine reflects some aspects of the emergence of
theatre studies (within which ballet studies developed) in Ukraine, which went
parallel with the formation of ballet criticism.

Rather conditionally, the content of publications of the New art related to
ballet criticism can be divided into groups: theatrical theoretical and method-
ological (Ya. Mamontov and others); on the theoretical aspects of theatre, in
particular, ballet criticism (I. Turkeltaub, K. Rafalskyi, M. Khrystovyi); ballet
reviews, interviews, reports, chronicles (Yu. Zhihela, P. Kozytskyi, F. Malkov,
H. Neivi).

In the New art conceptualized requirements for theatrical, including ballet,
criticism: social (orientation to the ruling class of the proletariat), ideological
and axiological (the transition from the propaganda of revolutionary and ab-
stract, agitational to ideological and artistic values), anthropological (the for-
mation of a physically and mentally new person).

The two groups can be distinguished among the ballet reviews: the first —
non-ideological publications, mainly applying an aesthetic and artistic ap-
proach to reviewing; the second group consists of those who condemn experi-
mentation (constructive, body-plastic, etc.), focusing on the formation of mo-
no-ideological approaches.

In general, the New art played a significant role in shaping the critical dis-
course of ballet art in Ukraine in 1925-1928.
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BAJIETHA KPUTHUKA HA CTOPIHKAX JKYPHAJIY
«HOBE MUCTELITBO» (XAPKIB, 1925-1928)

ITignumcbka AniHa MukonaiBHa

Kanoudam mucmeymeosnascmea, npogecop,

ORCID: 0000-0002-7892-337X, alinaknukim@ukr.net,
Kuiscokutl HayioHanvHUll yHigepcumem KyJaiemypu i Mucmeyms,
Kuis, Ykpaina

Meta crarTi - mpoaHami3yBaTu i TUMONOTi3yBaTH O6ajeTHY KPUTHUKY SKYPHATY
«HoBe mucrenTBo» (XapkiB, 1925-1928). [Ijs1 mOCATHEHHST MeTU OYJIO BUKOPUCTAHO
psio TIpUHIIAIIB i MeTOMiB: iCTOPMUHMI MiAXiA Ta aHAJXITUYHMUILT MeTOH, IO03BOJIUIU
MpoaHasi3yBaTy HAyKOBi i KPUTUYHI CTATTi Y XPOHOJIOTii, TOPiBHSIbHMUII METO/ — 3iCTABUTU
CTaTTi 33151 BUOKpEeMJIEHHS CITJIbHUX Ta BiAMiHHMX ifieit, KOHIIeI1ili; TUIOJOTiYHUIL —
kiacudikyBaTy KpUTUYHI mmy6mikaiii 6ametHoi Tematuku. HaykoBa HOBM3HA TOJISITAE
B TOMY, III0 BIlepiie 6y/Io TpoaHaai30BaHO KOHTEHT XypHany «HoBe mucrenTBo» (Xapkis,
1925-1928) kpi3b npusmy 6aneTHOi KpUTUKN. BUCHOBKHU. B yMOBax MoCTynmoBOTO Bigxomy
Bim imeit [IponetkynbTy mouaTky 20-x pp. XX cr. B CPCP, i3 moBHUM 3amepeuyeHHsIM
aKkaZeMiuHuX TPagulliil KIacuuyHoro 6anery, B cepenuti 1920-x pp. BigbyBcst TOBOPOT 10
MeBHOI CAaMOCTifHOCTi YKpaiHChKOI Ky/IbTYPH, 3’ IBUINCS YKPAaiHOMOBHI Yaconucu, cepeq,
SIKUX TeaTpO3HaBUMil MIOTMXKHEBUK «HOBe MUCTELTBO», O KOHTEHTY SIKOTO BXOAMJIa
6asieTHa KpUTUKA. Y XXypHATi Bif3epKaJeHO [esiKi acTIeKTU MOCTaHHS TeaTPO3HaBCTBA
(B Mexax SKOTO pPO3BMBAIOCS OaseTO3HABCTBO) B YKpaiHi, M0 MIUIO MapanxenbHO 3i
CTAHOBJIEHHSIM 0OaneTHOi KpUTUKU. JJOCUTh YMOBHO KOHTeHT myb6imikariii «HoBoro
MUCTEITBa», TOB’SI3aHUX i3 6GaJeTHOI KPUTUKOKI, MOXHA PO3IIIUTU 32 TPyHNamu:
TeaTpO3HAaBUMiI TeOopeTUKO-MeTomoaoriunmii (SI. MamMOHTOB Ta iH.); i3 TeOpeTUUYHUX
acrekTiB TeaTpaysbHOI, 30Kpema b6ametHoi kputuku (I. Typkenbray6, K. Padanbcbkumii,
M. XpucTtoBuii); 6aneTHi pelieHsii, iHTepB’1o, BiAryku, mosimomiaeHHs, XpoHiku (10. XKirea,
I1. Ko3uupkuii, ®. Mankos, I. Heiii). Y «<HoBoMy MUCTELITBi» KOHI[€ITya/li30BAHO BUMOT U
IIO TeaTpabHOI, 30KpeMa ¥ 6aneTHOi, KpUTUKH: COLliaibHi (Opi€eHTAllist HA MaHiBHUIT Ki1ac
nponeTapiaTy), iZeosoriyHi Ta akcionoriuHi (mepexin Bif MpomnaryBaHHSI PeBOJIOLiiHO-
abCTpaKTHMX, ariTaliliHMX OO iJeOoJOTiUHO-XYIOXKHIX I[iHHOCTEi), aHTPOIIOIOTiuHi
(bopmyBaHHS hizMuHO, ICUXiUHO, MEHTATbHO HOBOI itoguun). Cepe[; 6aneTHUX peleH3ii
MOKHA BMOKPEMMUTU [Bi TPYNM: Meplia — IMo3aifgeosoriuni my6mikaiii, mo rnepeBaskHO
3aCTOCOBYIOTh €CTeTUKO-XYO0XKHIil HigXif 10 pelleH3yBaHHS; IpyTa — Ti, 10 3aCYAXYIOTh
eKCIIepUMeHTYBaHHSI (KOHCTPYKTMBHI, TiJleCHO-TIJIAaCTMYHI Ta iH.), 30pi€HTOBaHi Ha
(bopMyBaHHS MOHOIZI€OTOTiUHMX ITiIXOIiB.

Kniouogi cnosa: 6anerHa xpuTtuka; skypHan «HoBe MucrelTBo»; 6aner; xopeorpadis,
TaHellb.
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BAJIETHASI KPUTUKA HA CTPAHULIAX JKYPHAJIA
«HOBOE UCKYCCTBO» (XAPBKOB, 1925-1928)

IMuanbinickas AnvHa HukonaeBHa,

Kandudam uckyccmeosederus, npogpeccop,
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Kuesckuti HayuoHanwsHwlii yHU8epcumem Kyasmypsl U UcKyccms,
Kues, Ykpauna

Llenp cTaTby - TIPOAHAIU3UPOBATH U TUIOJOTU3UPOBATH OAJETHYIO KPUTUKY
skypHanma «HoBoe wmckycctBo» (XapbkoB, 1925-1928). [T OOCTVOKEHMSI LIeIM ObUIA
MCTO/Ib30BaHbI psi, MPUHIMUIIOB Y METOAOB: MCTOPUYECKUI TOAXOH M aHAJIUTUYECKUA
MeTOZ, [IO3BOIV/IV ITPOaHAIM3MPOBATh HAYYHbIE ¥ KPUTUYECKME CTATbU B XPOHOIOTMYECKOM
MOC/IeNOBATETbHOCTY, CDABHUTEIbHBIN METOJ, — COTIOCTABUTh CTATbU JIJISI BHIAEIEHUST 00X
Y OTJIMUUTENbHBIX UIEi, KOHLIEIIIMIi; TUTIOJIOTUYECKUIT — KiIacCUPUIMPOBATh KPUTUUECKIE
my6nmKaiuy 6ajaeTHO TemaTuku. HayuHass HOBM3HA 3aK/IIOUaeTCs B TOM, UTO BIIEPBBIE
ObLI IPOAHAJIM3MPOBAH KOHTEHT KypHaia «HoBoe mMckyccTBO» (XapbKoB, 1925-1928)
CKBO3b INPU3MYy OaJeTHOI KPUTUKNU. BhIBOABL. B yCIOBMSIX ITOCTEIIEHHOIO OTXOAA OT MIeit
ITponetkynpra Havana 20-x rr. XX B. B CCCP, ¢ monHbpIM OTpUIIaHMEM aKaJeMUUYeCKUX
TpaguLINii KJIacCuuecKoro 6anera, B cepenyie 1920-X IT. TpOM301Ie IOBOPOT K OIIpeieJIEHHOI
CaMOCTOSITENIBHOCTY YKPAMHCKOM KYJIbTYPBI, MOSIBUIMCH PYCCKOSI3bIYHBIE >KYPHAJIbI, Cpeny
KOTOPBIX TeaTpoBeNuecKuii exeHenenbHUK «HOBOe WMCKycCTBO», B KOHTEHT KOTOPOTO
BXOMMIa OayeTHAsT KPUTUKA. B sKypHase OTpakeHbl HEKOTOPhIE aCIeKThl (OPMUPOBAHUS
TeaTpoBeleHUsT (B paMKax KOTOPOTO Pa3BMBAJIOCh OayeToBefeHMEe) B YKpauHe, KOTOPOe
IIJI0 TApaJIeIbHO CO CTAHOBJIEHMEM OaeTHOVW KPUTHUKMU. JJOCTATOYHO YCIOBHO KOHTEHT
nyonmkanuii «HOBOro MCKYCCTBa», CBSI3aHHBIX C OaJeTHOV KPUTUKONM, MOKHO Pa3eUThb
Ha TPYMIIbl: TEaTPOBeOUECKMii TeopeTuko-MeToposnormueckuii (SI. MamoHTOB M Ap.), MO
TeOPeTUUYECKMM acIieKTaM TeaTPaabHOM, B UaCTHOCTHU, 6aneTHOM Kputuku (V. Typkenbrayo,
K. Padanbckuit, M. XpucroB), 6ajeTHble pPeleH3MM, MHTEPBbIO, OT3bIBbI, COOOIIEHNS,
xpoHuku (FO. Xwurena, I1. Kosuukwmii, ®. Mankos, I. HeiiBu). B «HoBoM wmcKyccTBe»
KOHILIENTYaIM31POBaHbl TPeGOBaHMs K TeaTpaJbHO, B TOM UMC/Ie M GaJeTHOM, KPUTUKE:
coLyasabHble (OpMEHTalMsl Ha TOCIOLCTBYIOLIMIA KIacC IpojeTrapuara), UIeonormyeckue
U aKCUOJIOTUYecKue (TIepexoy OT MPOoTaraH bl PeBOTIOIVIOHHO-a0CTPAKTHBIX, arUTAI[MOHHBIX
K UIEO0JOTUUeCKU-XYIOKEeCTBEHHBIM IIEHHOCTSIM), aHTPOTOoIornyeckue (hopMupoBaHue
(busnuecky, ICUXUYECKM, MEHTAIBHO HOBOTO UejioBeKa). Cpemyt GaIeTHBIX PeleH3Mii MOSKHO
BBIIEIATh [IBE TPYIIIbI: IE€pBas — BHEUIEOJOTMUECKMe IyOMMKaIMM, TPEUMYIeCTBEHHO
NIPUMEHSIIOT ~ 3CTETMKO-XYLOKECTBEHHBI/I IOAXOL, K pPeLeH3MpPOBaHMIO; BTOpas —
OCY)KJAWIlye SKCIepUMEHTUPOBAHMUS (KOHCTPYKTMBHBIE, TeJIeCHO-IIacTUYecKue U AOp.),
OpMEHTUPOBaHHbIE HA (HOPMUPOBAHME MOHO U/I€OJIOTMUECKUX TIOAXOI0B.

Kniouesbie ci0ea: 6aneTHast KpUTHKA; SKypHaI «HoBoe MCKyCCTBO»; 6ajieT; xopeorpadus;
TaHell,.
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The development of chromatology as a scientific basis for the art and design practices
has been analysed in this article. The purpose of the article is to study chromatology as
a complex of scientific knowledge that had been formed for thousands of years and
today is a theoretical and practical basis for solving various creative tasks, including the
art of hairdressing. The research methodology is based on the analysis of the formation
and development of the science of colour as a phenomenon that contains essential
information for science and art, including colour design. The historical and comparative,
chronologic methods were applied to show the process of the formation and development of
the science of colour; to organise and systematize heterogeneous materials — a systematic
approach; to examine the contribution of the men of science and art to the development of
chromatology — biographical; to compare the historical data — comparative. The scientific
novelty of the study is to analyse the impact of the science of colour on the production and
creative practice of colouristic hairstyle design. Conclusions. It was found that the science
of colour as a scientific knowledge combines the disciplines of the natural sciences and
humanities, which is the basis for the modern scientific approach to work with colour, taking
into account its optical, colouring and other characteristics. The development of the science
of colour has taken place over the centuries, covering the historical epochs of Antiquity, the
Renaissance, Modern, Contemporary history, modernity. The contemporary chromatology
is based on the combination of knowledge about physical (light) and psycho-physiological
(vision, emotion) phenomena, which are reflected in physics, psychology, physiology,
cultural studies, and art history. Design, including the art of hairdressing, referring to the
results of interdisciplinary research, reflects the high level of modern comprehension of
colour and its wide application in hairstyle.

Keywords: chromatology; colour; hairstyle design; art of hairdressing.
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Introduction

Colour is one of the specific means of artistic and material culture. It affects
the visual perception of the subject environment, creates a certain emotion-
al and psychological state of a person, and systematizes the way he sees the
world. People have been interested in the phenomenon of colour for centuries
and this interest has been embodied in a number of scientific studies and the-
ories, as well as in the development of the science of colour — chromatology.
Ancient philosophers, the Renaissance artists, scientists, philosophers, poets,
and artists of Modern and Contemporary history took part in its development.
The result of these long-standing research works became the realisation of the
possibility of the rational use of constructive, functional and aesthetic qualities
of colour in the artistic and material spheres.

The current state of the colour science, in particular, its history, is reflected
the works of E. Kirillov (1987), S. Lomov and S. Amanzholov (2018), which per-
form mainly educational purpose, reveal the general foundations of science, at-
tach to the science the understanding of the aesthetic and semantic dominants
of colour in modern practice.

In recent decades, there has been an increasing interest in colouring from
the hairdressers, because this is an important part of the designer hairstyles cre-
ation. Thus, P. Yurchenko (2008), revealing various aspects of a hairstyle creation,
paid attention to the characteristics of colour, namely, the main, complex and
additional colour contrasts, their mixing, harmony, and emphasized the issues of
colouring as the leading element of the hair-dyeing. The author also gave accent
to the cultural aspect of modern hairdressing, which deals with the colouring of
hair based on colourimetry, dependence of colour on the physical nature of light.

S. Lubianska (2010) also addressed the issues of colour harmony in the
hairstyle design, noting the consistency of purposeful and conscious applica-
tion in its design (pp. 108-132).

More systematic is the understanding of colour by the expert hairdresser
A. Kuvvatov, who outlined in the number of works his own vision of identifica-
tion of the colour type of a person, as well as the author’s techniques of colour-
ing the hair by its main types. So, in the third section of the publication “The
art of colour” (Kuvvatov, 2009, pp. 20-144), the author referred to the issue
of colour, tone, saturation, lightness, colour wheel, digital system, considered
the influence of colour on a person, his colour type (spring, summer, autumn,
winter), compositional possibilities of colour, colouring, etc. Despite the fact
that the publication is aimed at providing guidelines for the expert hairdress-
ers, there are also important instructions as to the form and mass of colour,
indications for colouring; how to use hair colouring tools, materials and tech-
niques. However, the materials published by A. Kuvvatov being relevant at the
end of the 1990s - beginning of the 2000s, today should be updated to meet
the modern needs of hairstyle design, since there have been proposals for new
non-standard colour solutions in recent decades. Chromatology as a theory
and practice of modern design, including hairdressing, requires the reviewing
from the point of view of the history of formation and development.
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Despite the fact that it is widely used in architecture, fine and decorative
arts, and in design in general, the science of colour, being limited to a few stud-
ies, has not been sufficiently implemented in the art of hairdressing.

Purpose of the article

The purpose of the article is to study chromatology as a scientific disci-
pline, which provides the work on colouring with theoretical and practical
knowledge — a creative tool for the implementation of the design solutions. The
research methodology includes the following methods: the historical, compar-
ative and chronologic methods were applied to show the process of the for-
mation and development of the science of colour; to regulate and systematize
heterogeneous materials — a systematic approach; to examine the contribution
of the men of science and art to the development of the science of colour - bi-
ographical; to compare historical data — comparative.

Main research material

Colour, which plays a dominant role in the human’s perception of informa-
tion and feelings, is considered in the various aspects: functional, physiologi-
cal, psychological, constructive, and aesthetical. In design, such properties of
colour are embodied in the practice of the creation of the external and inter-
nal environment, landscape, clothing, accessories, hairstyles, since the colour
solution of any object of design is its organic part. The development of fashion,
the diversity of its stylistic trends and image solutions encourages modern de-
signers and image makers to search for full-fledged proposals regarding the
modern consumer demand for a design-product, including the beauty industry
and hairdressing. In the latter case, it is the possibility to invent an image with
a change in hair colour or the introduction of several colours at the same time
to form an image. The modern chemical industry can offer a significant colour
range of dyes to solve these issues. Therefore, the design of hairstyle comes up
with the idea of hair colouring, the invention of original techniques and tech-
nologies of this process, as well as suggestions of various colour solutions. This
aspect of hairdressing is combined with the other knowledge, such as psychol-
ogy, physiology, hygiene, aesthetics, art history. Special attention is required
to study and systematize the range of issues in colour science — the science of
the nature of light and colour. The essential meaning of its mastering belongs
to the history of the colour studying, which gives an idea of the spread of this
knowledge to the various spheres of human activity, including hairdressing. At
the present stage, colour in the design of hairstyle takes a special place.

According to the German researcher G. Zeugner (1974), the study of colour
has undergone several stages of its development. Summarising this process,
the researcher claims that the first stage was characterized by the lack of a sci-
entific approach, the second - the development of the scientific knowledge in
various “private areas”, which resulted in the third stage - the creation of sci-
entific systems.
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It is also worth noting that while the study of the qualities of colour and the
use of this knowledge in practice has traditionally had a significant output in
the work of architects and artists, colour, which is also one of the leading means
of image making in hairdressing, remained almost unexplored. The purpose of
this article is to prove that in its origins and formation, the study of colour has
the same basis and the same paths as the general development of chromatology
in other areas of creative work.

As a specific type of knowledge, the science of colour has a fairly significant
history. The first addresses to the issues related to the analysis of colour, its
study, had the character of philosophical investigations, and the first attempts
to understand the colour as a phenomenon can be found in the works of an-
cient philosophers — the materialist Democritus (5"-4" century BC), the math-
ematician Euclid (4™ century BC), the materialist Aristotle (4" century BC), the
idealist Plato (5™ century BC), which reflect the understanding of the essence
of colour based on the analysis of the nature of vision, comparisons of the qual-
ities of black and white, contrasts of light and darkness (Rowe, 1972).

Some ideas of the ancient era about colour passed into the Middle Ages, but
the nature of the colour origin remained unknown (Osmankina, 2006).

The foundation of the science of colour was laid by the English physicist
Isaac Newton, who relied on the principles of natural science and in the 17"
century transferred the subjective perception of brightness and colour to the
objective language of numbers, measures and physical law. While studying
the sunlight, he discovered that a beam of light passing through a glass lens
is refracted, and the image of the rainbow colours is displayed on the surface.
The appearance of the spectrum, which was known even before Newton, was
explained by the fact that glass seemed to affect white light by changing its
colour. He explained the nature of white light as a complex combination of dif-
ferent rays that are refracted differently in glass. The prism decomposes white
light into simple components that are mixed to form a white colour. If you se-
lect any colour ray from the rainbow spectrum of a prism, such as blue, and pass
it through another prism, the colour remains unchanged, and no new decom-
position occurs. Something permanent, highlighted by the decomposition of
a ray of light into simple colours, the eye does not feel and cannot distinguish
a complex colour from a simple one. Newton proved that the refraction of col-
ours in a prism is the spatial distribution of simple colours, which corresponds
to a certain number - the index of refraction. Using mathematical and physical
methods, Newton (1954) arranged spectral colours in the form of a circle of
seven parts for the first time.

Newton’s innovative work was the subject of much controversy. One of the
opponents of his theory was the German poet Johann Goethe, who wrote the
work “Theory of Colours” (1810) (Goethe, 2019).

The idea of J. Goethe’s work was that he considered all phenomena relat-
ed to colour from the point of view of its influence on a person. At the same
time, Goethe distinguished the psychological and physiological aspects of this
influence, the “sensual and moral effect of colours” took a leading place in his
work, and he, for the first time, systematically considered the influence of var-
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ious colour schemes on the psycho-emotional state of a person. Goethe be-
lieved that colour can cause emotions, and being derived from light, colour —
light — emotion are in a causal relationship and are the links of the same chain.
Looking at the objects through the prism, Goethe noticed the coloured stripes
appearing on the verge of light and dark, and spectral colours - as a contrast
between light and darkness. The presence of two opposite poles was considered
a characteristic of colours and their manifestations. He compared yellow and
its adjacent colours to light, and blue and its adjacent colours — to darkness. He
also discovered that when a prism is distanced from an object, the yellow stripe
splits into yellow and red, and the blue stripe splits into blue and violet, that is
why Goethe considered red to be an amplifier of yellow, and violet — of blue. He
observed it in nature. He considered yellow and red colours — warm and active,
blue and violet — passive.

The appearance of an additional colour as the next after a long observation
of the one, Goethe explained as the natural reaction of the visual organs to the
received stimulus. But if there is an additional colour in the field of vision, the
eye will rest: with the help of additional colours the balance is achieved, which
Goethe considered to be a harmony. He created a colour wheel, where arranged
the colours according to his theory of their origin. Depending on the location,
he defined the aesthetic effect of colour combinations: the combination of op-
posite colours as harmonious, the combination of distant ones as distinctive,
the combination of neighbouring ones — as inharmonious.

Goethe’s criticism of Newton’s work was a mistake, which is laid in the dif-
ference of their scientific principles and approaches. The law of colours discov-
ered by Newton on the basis of experiments were alien to him, since he consid-
ered the subject as a philosopher and artist.

The ideas of the psychological impact of colour and colour harmony put
forward by Goethe generated great interest among artists. Goethe’s contem-
porary, painter Philipp Otto Runge, was fascinated by his ideas, continued to
study colour. He proposed a system of colours arrangement not on a plane, but
in a three-dimensional spherical colour model with meridians and parallels,
resembling a globe. One of the poles was marked with white colour, the other —
with black, and the pure tones of colour ran along the line of the equator. On
the meridians, pure colours “passed” a gradual mixing with white and black,
which inside the sphere led to their “bleaching” or “darkening”, saturation. As
an artist, he was interested in low-saturated colours, with an admixture of gray,
which was important for the colour perspective (Parramoén, 1989).

O.Runge’s system of colours arrangement was later improved, but the prin-
ciple of their location in a three-dimensional system was objectively correct, so
it was used by his followers.

In the 18™ century, important experiments with colour, in particular ex-
periments with colour rays, were carried out by the English physicist Thomas
Young, the founder of the wave theory of light. He recreated light based on
red, blue and green colours, and then — the theory of three-component colour
vision. Young argued that colour could not be explained only by the physical
properties of light, their perception also depends on the eye features, which
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has three different receivers with different sensitivity to certain parts of the
spectrum (Buimistru, 2010).

In the 19* century, based on the three-component theory of colour vision
by T. Young, the Scottish scientist James Maxwell formed an additive theory of
colour formation. According to this theory, all colours can be obtained from red,
blue and green rays, and the colour of an object is determined by the degree of
surface absorption and reflection of the radiation from different spectral zones.
The scheme proposed by Maxwell is a triangle where the three primary colours,
which are radiated and located in the corners. White colour appeared on the
basis of mixing of the three primary rays. Maxwell’s electromagnetic theory
of light summarized the theoretical conclusions and practical experiments of
many physicists, thanks to which a colour image based on the photographic
method was obtained for the first time and a colourimeter was created (Lon-
gair, 2008). Despite a number of important discoveries, until the middle of the
19% century, scientific views and theories remained unconnected knowledge.
Artists referred to the practice of mixing pigments, which had visual results,
and physicists referred to Newton’s theory and considered white as the sum
of all colours. The solution to the contradictions was the discovery of German
physicist and physiologist Hermann Helmholtz, who found that when light rays
of different colours are superimposed, their overall surface is always lighter
than individual rays. In other words, the sum of all spectral colours is white
light. The same results were obtained by adding two spectral colours, namely
the pairs of yellow-blue and red-green. He called the process of assembling
multicoloured streams of light an additive mixing. H. Helmholtz also found
that a mixture of red and blue pigments absorbs some of the light falling on the
surface. He called the process of reducing the light flux as a subtraction, and
the mixing of pigments — subtractive mixing. These positions formed the basis
for scientific justification of the results of various types of mixing. Colour tone,
saturation and brightness are three components of colour characteristics pro-
posed by Helmholtz. The scientist also proved the relationship of light and heat
radiation and their belonging to the group of electromagnetic phenomena.

As a physiologist H. Helmholtz (1910) considered a number of physiologi-
cal questions related to colour. The appearance of an after-image, as well as the
feeling of gray instead of bright red after a long perception, he explained as the
fatigue of the retina.

An important contribution to the development of colour science in the 19t
century was made by the German physiologist and physicist Ewald Goering
(Maklakov, 2016). He differentiated the doctrine of colour into physical, phys-
iological and psychological areas. E. Goering believed that colour sensations
are caused by substances in the visual apparatus that give the impression of
an additional colour: yellow — blue, red — green, black — white. Instead of three
colours, E. Goering accepted four initial colours, with black and white not being
perceived as colours. According to Goering’s theory, the result of dissimilation
is the appearance of a sense of yellow and red, and the result of the restoration
(assimilation) of this substance — green and blue colours. In addition, E. Goer-
ing studied and analysed the visual perception of memory and colour constan-
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cy, considered the processes of adaptation and the role of personal experience
in evaluating the colour of objects when lighting changes.

Physical optics also became the basis of scientific experiments of Russian
academician Sergey Vavilov (2006), who later, in the twentieth century, con-
tinued to study the nature of light and colour, in particular the phenomenon
of luminescence. Author of more than 150 popular science works, S. Vavilov
(2006) relied on the works of prominent thinkers and scientists — R. Descartes,
I. Newton, G. Berkeley, ]. Goethe, which gives them considerable scientific rich-
ness of the content.

The scientific systematization of colours is associated with the name of
the professor of physics and chemistry at the Leipzig University, winner of the
Nobel Prize in 1909, Wilhelm Ostwald. The founder of modern colourimetry,
the theory of colour systematization, he developed a method for purposeful
use of colour in any field where it is required. The position of colours based
on the complementarity in a circle divided into 24 segments was determined
by precise measurements of the ratio of the colour impression and the wave-
length obtained by mixing two different colour streams of additional colours.
Proposed by Ostwald’s colour body in the form of a double cone became the
development of Runge’s spherical colour model. Ostwald also introduced the
name of “absolute colours” for all pure colours and rejected the concept of basic
and derived colours. Runge sought to show all colours as a simple geometric
shape. Ostwald identified three features of colour perception, with the help of
which any colour can be characterized: V - for absolute (pure) colour, W — for
white colour, S — for black colour. The ratio of these values was represented as
an equilateral triangle, which is a longitudinal section of the Ostwald’s colour
body. By taking the values V- W - S, he changed the understanding of colour
perception through tone, saturation, and brightness. The colour cone makes
it possible to achieve a harmonious colour solution from the simple combina-
tions. The researcher considered the order of colours in the proposed spatial
system, their geometric and mathematical relations to be the basis of harmony.
In his opinion, equal intervals within colour circle or double colour cone give
harmonious colour combinations (Khramov, 1983).

At the same time, personal experience and practical use of colour by some
artists caused disagreement with the W. Ostwald’s ideas about harmony. As
practitioners, they had slightly different results, such as the fact that the har-
mony of colour combinations depends on various factors, including those that
are not represented in the colour circle.

In the second half of the 19" century, German physicist and meteorologist
Wilhelm Bezold made a research about colours, based on the proposed colour
system in the form of a cone, and the consideration of the issues of colour was
addressed to the creative practice in decorative arts and painting (Prokopo-
vych, 2016). Having based on the works of his predecessors — scientists I. New-
ton, J. Goethe, H. Helmholtz, ]. Maxwell, he also took into account the practical
experience of artists, with which he was familiar thanks to his relative, the out-
standing art critic Gustav Bezold. W. Bezold’s merit was an attempt to develop
rules of colour harmony through the distribution of colours in decorative rows,
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including the creation of colour triads based on three basic colours - red, yellow
and blue. W. Bezold’s scientific ideas significantly advanced colour science.

In the twentieth century, art context of the science of colour have been sig-
nificantly adjusted due to the phenomenon of colour in the works of Johannes
Itten (Itten, 2004), Swiss designer, painter and theorist of the Weimar Bau-
haus school, his idea significantly changed the approach to the understanding
of colour in the artist’s creative practice. Together with the new attitude to art
education in general, J. Itten (Itten, 2004) sought to develop students’ skills of
fluency in usage of form and colour as an universal means of creativity. Writ-
ten on the basis of the lecture course, the work was called “the Art of Colour”,
where the scientist unveiled the idea of a “colour sphere”, which had already
had 12 colours. It changed the idea of its possibilities, which affected the work
of many artists, architects and designers of the 20™ — 215 centuries.

J. Itten (2004) created a kind of colour constructor, which included a colour
sphere, colour circle, and colour star. Due to research, he also documented and
proved the relationship between colour and shape. Colour analysis and colour
construction became an auxiliary source for creating harmonious colour com-
binations. This is how ]. Itten’s method has found a wide application in design.

In the twentieth century, the problem of colour became one of the priorities
in the creative practice of Wassily Kandinsky — an outstanding painter, a well-
known abstract theorist. W. Kandinsky (2018), who considered colour as one
of the elements of artistic language, studied the features of its psychological
impact on a person. The main provisions of the colour theory he outlined in the
writings about art and in the educational course, which he taught in Bauhaus.

Considering the colour, W. Kandinsky (2018) addressed the categories of
paint and form, proclaiming that form can exist independently, whereas col-
our cannot be infinite; hence, form affects colour. He believed that one form
could enhance colour, another could suppress it. Kandinsky distinguished four
properties of colour: warm or cold tones, each of which can be dark or light.
According to his theory, each colour is endowed with an internal movement
directed towards the viewer (eccentric movement), or away from it (concen-
tric movement). Kandinsky (2018) saw an organic connection between the ele-
ments of painting - line, point, plane and their colour manifestations. Kandin-
sky’s teachings about colour were completed in the pedagogical system, which
is used nowadays.

German researcher G. Zeugner (1974) expressed ideas similar to the ideas
of Kandinsky. Studying the colour palette, he claimed that colours lose inten-
sity of vision perception on the following scale: yellow on black, white on blue,
black on orange, orange on black, black on white, white on red, red on yellow,
green on white, orange on white, red on green. G. Zeugner (1974) analysed the
development of the doctrine of colour in its historical stages, the influence of
colour on a person as a pattern corresponding to its psychological characteris-
tics, studied a number of types of colour harmonies, and proved the importance
of colour standardization for practical work. Almost no attention is paid to the
issues of colour creation and colour perception, depending on certain lighting
conditions and textures.
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Theoretical generalizations of all available information about colour in the
twentieth century were summed up by a French scientist G. Agoston (1987).
He addressed the issues of colour perception, its measurements, technical and
practical use of colour science terminology, methods for determining colour in
the standard colourimetric system of the International Commission on Illumi-
nation (CIE), and CIE graphics.

The original scientific version of colour was suggested by A. Zaitcev (1986).
He reviewed the history of colour studies, changes in the views on the subject
in different historical periods. Based on the fact, that scientists with the pres-
ence of means of measuring the wavelengths, however, were unable to analyse
the aesthetic nature of colour, because had no methods of scientific research,
through which it was possible to determine the emotional and aesthetic prop-
erties of colour in works of art, he came to the conclusion that these contradic-
tions draw the line between artistic and scientific exploration of colour.

A. Zaitcev proves that the choice of means of artistic expression (colour
contrast, nuance, type of colour harmony) is influenced by the perception and
subjective interpretation of the artist, which is an abstraction of colour combi-
nations of reality. The perception of colour by a person is influenced by a num-
ber of factors of socio-psychological, cultural, and individual physiological
characteristics. The author presented the colour harmony as a consistency of
colour shades, derived from consonance, balance, proportionality. According to
the author, an isolated combination of colours can be both harmonious and in-
harmonious, but in the structure of the work of art with a corresponding image
content, any colour combinations can be interesting and expressive.

Attention should be paid to the author’s statements about approaches to
the study of colour harmony. A. Zaitcev (1986) argues that the study of its prin-
ciples should begin with the general laws of the combination of abstract col-
ours, taking into account their location in the colour wheel.

Taking into account that the author considers the use of colour harmonies
in painting, the issue of colour use in design requires similar studying.

History of the science of colour, fundamentals of chromatology, colour in
the artificial environment were studied in the works of L. Mironova (2005). Tra-
ditionally referring to the reconstruction of a complete picture of the origin of
the science of colour, the author revealed its current state on a cultural basis,
addressing the problem of colour and colour as a universal experience of com-
bining many factors and an aesthetic problem.

Modern design applies the general principles of colour science. The the-
ory of colour, based on the knowledge of the laws of its functioning, the prin-
ciples of colours mixing and creating harmony, the visual impact of colours
and colour combinations on a person, is able not only to determine the role
of colour by its characteristics, but also provide it with a meaningful sense.
An example of the application of colour science in the design of the hair-
dressing work is the system of colouring “Axiom”, proposed by a master of
international class A. Kuvvatov (2009) from the beginning of 2000s Executive
Director of the Studio and Art Director of Keune company, and later Director
of the Studio Revlon Professional (2004-2006) and Art Director of ESTEL
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Professional company (2006-2007), he conducted a full testing of this sys-
tem. “Axiom” is characterized by a wide palette of colours, which, in addition
to traditional hair colouring, provides versatile approaches to scientific cal-
culations of colour science. In particular, a special attention was given to the
features of using achromatic and chromatic colours, tones, saturation, anal-
ysis of colour temperature and colour density, the use of the digital system in
accordance with the parameters of the human colour type by the characteris-
tics accepted in hairdressing: “spring”, “summer”, “autumn”, “winter”. Using
concrete examples, he demonstrated the compositional features of colour in
the ratio of the main and additional elements of colour. Discovered by A. Ku-
vvatov (2009) the rules of shape and mass of colour, colour and composition,
are, in particular, applied in the face correction. Also, in the process of work-
ing with the colour system “Axiom”, new tools, techniques of hair colouring
were tested.

Thus, a retrospective analysis of the development of colour science, sys-
tematization and arrangement of its achievements allow us to apply them in
the modern design practices, in particular, the creation of hairstyles.

Conclusions

Chromatology, as a specific type of knowledge, has a rather significant his-
tory. Colour as a phenomenon has been the subject of research since the an-
cient era. The influence of the colour on human mind and mental life was the
subject of speculations by Greek philosophers, in particular Plato and Aristotle.
Since the Renaissance, numerous experiments on the issue of colour were car-
ried out by artists, including the outstanding artist and scientist Leonardo da
Vinci. With the development of the natural sciences, in particular physics and
optics, colour has been the subject of research by many scientists. An outstand-
ing physicist and mathematician I. Newton made important discoveries as far
back as in the 17" — the first quarter of the 18" century. The great poet and
scientist ]. Goethe sought to reveal the “moral and sensual” effect of colour. In
our time, chromatology is a science that combines knowledge of nature study,
psychology, sociology, philosophy and art history. The first addresses to the
issues related to colour had the nature of philosophical research, then later its
study moved to the fundamental sciences — physics and optics, and then — in
the process of its understanding by the humanities, in particular, art history
and psychology.

Modern knowledge of colour is based on the discovery of the interrelations
of such phenomena as light, vision, and emotion. The modern colour science
has the focus on quite different tools, methods and approaches to phenomena
that combine issues of philosophy, physics, psychology, physiology and art his-
tory, creating a platform for an interdisciplinary approach to the issue.

The conducted research, which refers to the analysis of colour science in
the aspect of hairdressing for the first time, forms an idea of the level of mod-
ern scientific understanding of this issue in the mentioned area in general and
specifically in the design of hairstyles.
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The promising aspects of such research can be the use of specific colours
and colour combinations to form creative hairstyles and, at the same time, new
image solutions.
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JESKI IINTAHHS TEOPI'I'J ITPAKTHUKU
KOJIbOPO3HABCTBA TA M1OI'0O 3ACTOCYBAHHS
¥V IIEPYKAPCBKOMY MUCTELTBI

Casiupka Onena BononumupisHa

Acnipanmka,

ORCID: 0000-0003-0905-4243, e.savitskayal@gmail.com,
Kuiscokutl HayioHanvHUll yHigepcumem KyJaemypu i Mucmeyms,
Kuis, Ykpaina

V cTaTTi MpoaHaai30BaHO PO3BUTOK KOJIbOPO3HABCTBA SIK HAYKOBOI OCHOBY MUCTEIbKUX
Ta AU3aliHEePChKUX MTPAKTUK. MeTOI0 POOOTH € TOCTiIKEHHS KOJTbOPO3HABCTBA SIK KOMIUIEKCY
HayKOBUX 3HaHb, SIKi CHOPMYBAINUCS BIPOJOBXK TUCSUONITh i HUHI € TEOPETUYHUM Ta
MPakKTUYHUM MTiAIPYHTSIM [J51 PillleHHSI Pi3HOMaHITHMX TBOPUMX 3aBIaHb, Y TOMY UMCIi
B TIEPYKAPChKOMY MUCTEITBi. MeTOIO/OTisT NOCTiKeHHS TTOJIATaEe B aHai3i (hopMyBaHHS
Ta PO3BUTKY KOJbOPO3HABCTBA SIK SIBUINA, IO BMIlllye€ CYTTEBY iH(MOpPMAIlil0 ST HAYKU
Ta TBOPUYOCTi, B TOMY UMC/Ii KOJTOPUCTUUYHOMY Om3aiiHi. [IJig BiCTesKeHHSI CTaHOBJIEHHS,
(opmMyBaHHS, PO3BUTKY KOTHOPO3HABCTBA 3aCTOCOBAHO iCTOPUKO-TIOPIBHSJIBHUIT Ta
XPOHOJIOTIYHMUIT MeTOAY, 7151 BIOPSIAKYBAaHHS Ta CUCTeMaTK3allii pi3sHOPiIHUX MaTepiasliB —
CUCTeMHMUII MigXifd, Ojs1 BUBUEHHSI BHECKY B PO3BUTOK KOJIbOPO3HABCTBA [iS4iB HAyKU
Ta MUCTEITBA — GiorpadiuHmii, ISl MOPIBHAHHSI iCTOPUYHKUX AAHUX — KOMITAPaTUBHUIA.
HaykoBa HOBM3HA [OCTi[KeHHS TMOJSITa€ B aHali3i BIUIMBY KOJbOPO3HABCTBA Ha
BUPOOHMYY Ta TBOPUY MPAKTUKY KOJIOPUCTUYHOTO qM3aliHy 3a4icku. BUCHOBKU. 3’COBaHO,
0 KOJIbOPO3HABCTBO $SIK HAYKOBE 3HAHHS MOENHYE AUCLHUIUIIHM TPUPOLHUYOTO Ta
TryMaHiTapHOTO KOJa, W0 € MiATPYHTSM [JiSi Cy4acHOTO HAayKOBOTO ITiIXOAY IO PO6OTHU
i3 KOMBOPOM 3 ypaxXyBaHHSIM IOrO ONTUYHMUX, OGAPBHMKOBMUX Ta iHIIMX BJIACTUBOCTEIA.
P03BUTOK KOJIbOPO3HABCTBA BiZjOYBABCSI BIPOLOBK CTOMITh, 1[0 OXOIUIIOE iCTOPUYHI eToXu
aHTUYHOCTI, BinpomkenHs, HoBoi, HoBiTHBOI icTOpii, cyuacHOCTi. MofepHe KOJTbOPO3HABCTBO
I'PYHTYETHCS HA MTOENHAHHI 3HAHb PO (i3uuHi (CBITIO) Ta ncuxodisionoriuxi (3ip, eMolris)
SIBUINA, W0 3HAWILIO BimoOpaskeHHs1 y (isuii, mcuxosnorii, ¢isionorii, kymbryposorii,
MUCTELTBO3HABCTBi. [Iu3aiiH, y TOMy 4YMCIi HepyKapcbKe MMUCTELTBO, 3BEPHYBIINUCH 10
pe3y/ibTaTiB MDKIMCUUIUIIHADHUX JOCTIIKeHb, BiloOpa)ka€ BUCOKUI PiBEHb CyyaCHOTO
OCMMC/IEHHSI KOJIbOPY Ta J10TO LIMPOKe 3aCTOCYBAaHHS Y 3aUiClii.

Kntouosi c06a: KombOPO3HABCTBO; KOJip; AM3aiiH 3a4iCKi; TepyKapCcbke MUCTELITBO.
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HEKOTOPBIE BOITPOCBI TEOPU 1 ITPAKTUKU
IIBETOBEJEHVS 1 ET'O ITIPUMEHEHUME
B ITAPUKMAXEPCKOM MCKYCCTBE

Casuiikas EneHa BiaguMupoBHa

Acnupanmka,

ORCID: 0000-0003-0905-4243, e.savitskayal@gmail.com,
Kuesckuti HayuoHanbHolll yHUBEpCcUMem KyJasmypol U UCKYcCma,
Kues, Ykpauna

B craTtbe mipoBeleH aHajiM3 PasBUTUSI 1IBETOBEOEHMSI KaK HAy4yHOV OCHOBBI
MPaKTUKM MCKYCCTBA M Au3aitHa. [lenbio pabOThI SIBJISIETCST MCC/IeIOBaHle IIBETOBEIEHMS
KaK KOMILIEKCa HAay4YHbIX 3HaHUii, CPOPMMPOBAHHBIX HA IPOTSDKEHUM ThICSTUETETHI,
a HbIHE — TEOPeTUUYECKOl ¥ IMPaKTUUECKOI ITOJOCHOBBI IJISI pelleHMus] pasHOOOpa3HBIX
TBOPUECKUX 3a7ady, B TOM UKCJIe B TMapUMKMaxXxepCKOM MCKycCTBe. MeTomonorust
MCCJIEIOBAaHMS COCTOMT B aHaiau3e (GOPMMPOBAHMSI M PasBUTUSL I[BETOBEAEHMSI KakK
SIBJIGHUSI, HECYLIero CYIIeCTBEHHYI0 MHMOpMAIIMIO ST HAYKM M TBOPUECTBA, B TOM
ylcie KOJIOPUCTUYECKOTO AM3aiiHa. sl OTCIeKMBAaHMS CTAHOBJIEHMS, (OPMUPOBAHMNS,
pa3BUTHUS LIBETOBEHEHMSI UCIIOIb30BaHbl MCTOPUKO-CPABHUTENbHBIN M XPOHOJIOTUYECKUNI
MEeTO/pbI, JIS1 YIIOPSIAOYEHUST U CUCTeMaTHU3alM pa3HOPOIHBIX MaTepuaaoB — CUCTEMHbIN
MOJIXOM, AJIs1 U3y4YeHUsl BKJIa[a B PasBUTHE LIBETOBENEHMS JiesiTeneil HayKu U MCKYCCTBA —
6uorpaduyeckuii, Ijisl CpaBHEHMSI VMICTOPUYECKMX MAHHBIX — KOMITapaTMBHbIA. HayuHas
HOBM3HA UCC/IeOBAHMS COCTOUT B aHA/IM3€E BIUSHUS 1IBETOBEIeHS HA TPOU3BOJCTBEHHYIO
Y TBOPYECKYI0 MPAKTUKy KOJIOPUCTUUYECKOTO Au3aliHa mpudecku. BoriBombl. BbICHEHO,
YTO I[BETOBEAEHME KaK HAayyHOe 3HaHMe O00beOVHSET OUCIUIUIMHBI IIPUPOOOBEIYECKOI
¥ TYMaHUTAPHOI cdep, UTO SIBJISIETCST TIOJOCHOBOI 11 COBPEMEHHOTO HayYHOI'O MOIX0aa
K paboTe C IIBETOM C YYETOM €ro OINTUYECKMX, IIBETOBbIX M IPYIUX CBOICTB. Pa3Butue
LIBETOBEIeHNSI TPOXOAMUIIO B TEUE€HNE CTOJIETUI, OXBATUB 3TIOXM aHTUYHOCTU, BO3pomskeH s,
Hosgoii, HoBeiimieit ucrtopun, coBpeMeHHOCT. COBpEMEHHOE IIBETOBEIeHMe Oas3upyeTcs
Ha COUYeTaHMM 3HaHMIT 0 Pu3MUecKuX (CBET) U MCUX0PU3NOIOTUUECKUX (3peHIe, SMOLIVS)
SIBJIEHMSIX, UTO HAIIUIO OTpaskeHue B (U3UKe, IICUXOIOrUM, GU3UOIOTUM, KYJIbTYPOJIOTN,
MCKYCCTBOBeAeHMM. [Iu3aiiH, B TOM 4YMCJIe IMapUKMaxepckoe MCKYCCTBO, 00palnasich
K pesylbTaTaM MEeXIUCUUIUIMHAPHBIX MCCIeA0BaHMI, OTpa)kaeT BBICOKUI YPOBEHb
COBPEMEHHOTO OCMBICJIEHHS 1]BETa M ero MM1poKoe MpuMeHeHNe B IpuIecKe.

Knrouessle cnosa: iBeTOBeieHNE; LIBET; AM3aliH IPUUYECKN; TTApUKMAaXepCKoe MCKYCCTBO.
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The purpose of the article is to reveal the peculiarities of the presentation activities of
the Ukrainian centres of Lviv in the early 1920s, to promote understanding of the Ukrainian
cultural life of this city. Periodical publications of that period were used for the analysis.
The defining methodological principle of this study has been the principle of historicism,
which allowed us to determine the meaning, place and consequences of the presentation
activities as a new form of communication of creative associations. A systematic approach
made it possible to determine the interaction of creative groups in Galicia in the 1920s, and
methods of analysis and synthesis were used to study the creation of conditions for effective
communication with the audience in order to restore cultural life. The scientific novelty of
the article lies in the fact that specific literary and artistic events and their significance for
successful creative activity have been comprehensively studied. The presentation activities
became possible due to the constant demand for creative innovations, which had been
increasing in Galicia since the National Liberation Competitions.

Conclusions. It has been demonstrated that the presentation activity in the 1920s
became a new and for that time sensational form of communication with the supporters of
the creative associations, and was aimed at the recovery of the cultural life of Galicia. At the
same time, the presentations mostly corresponded to the social and cultural requirements
and brought great success to their organizers because they receive extended reviews in the
press, as well as due to the ability of the “Mytusa” group to concentrate around themselves
not only the Ukrainian literary forces of Galicia, but also emigration formed in Poland,
Czecho-Slovakia, Germany, Austria in the 1920s. It has been shown that the initiators
of cultural events — the groups “Mytusa” and “Bohemia”, the authors of the magazine
“Budiak” — managed to maintain connections by gaining the support of others, instilling
their thoughts and forms of behaviour and to offer to the public the avant-garde ideology
and world view through the imposition on the supporters the desired ideas and behaviour
during the literary events and through their own adherence to these ideas. Thus, creative
presentation occupies a prominent place in modern art. Thanks to it, the mass movement
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for “new ways”, which developed in the interwar period, was directed to the traditions and
realities of the Ukrainian life.

Keywords: presentation; the 1920s; Galicia; Lviv; creative search; literary group
“Mytusa”; magazine “Budiak”; literary and art society “Bohemia”; idea; world view; socio-
cultural requirements.

Introduction

Socio-cultural practices of art institutions and associations, regardless of
the time, place and number of its participants, as a rule, tend to focus on the
world as a complex system that combines various actions of an individual and
a group. Therefore, any organization (regardless of its scale) that claims to
maintain its independent existence, builds clear and simple relationships in
the socio-cultural space.

One of the forms of organizing the communication between art institutions
in order to promote the creative work is the presentation, which, due to its ef-
fectiveness, becomes increasingly important and relevant in modern society.
However, in the first decades of the twentieth century, the way the results of
creative work were presented to the audience got so progressive that it provid-
ed a guaranteed success. It was a presentation as a new form of communication
that mostly corresponded to social and cultural requirements and was used in
the 1920s by representatives of literary and artistic associations of Galicia. It
became effective in a creative communication, and made more active the Lviv’s
cultural life after the First World War and became popular not only in Galicia,
but also in Dnieper Ukraine.

At the same time, many important facts, which point to the increased cre-
ative activity in Galicia in the 1920s, have not been sufficiently studied yet and
introduced into a wide scientific circulation, which determines the relevance of
the topic of the article.

The literary and artistic life of the Ukrainian intelligentsia of the first post-
war years has repeatedly been the focus of attention of researchers of Ukrainian
modernism and avant-garde, who analysed certain aspects of the activities —
literary, publishing, journalistic — of such creative associations as “Mytusa”,
“Budiak”, “Bohemia”.

In particular, L. Snitsarchuk (2009), considering the regularities of the forma-
tion of the Ukrainian information space in Galicia, calculated that 779 periodi-
cals were published. At the same time, “one-third of which were characterized by
irregularity and short duration of publication and, significantly, the “laxity” of
the content, which is primarily associated with the inherent for Ukrainians eter-
nal search for values, spirituality, high truths” (p. 27). Despite this, the author
noted the increasing number of the Ukrainian print media, which is connect-
ed with the ability of the Ukrainian creative workers to mobilize and conduct
an important national business in extremely unfavourable conditions, adapt to
censorship requirements and respond quickly (p. 50). The researcher has also
studied the formation, development and functioning of the Ukrainian satirical
and humorous press of Galicia during the interwar period (Snitsarchuk, 2001).
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Studying the literary group “Mytusa”, T. Salyha (1997) in his work “Imper-
ative” claimed that the Ukrainian publishing products with dozens of original
and translated books of local authors and authors from Dnieper Ukraine played
an important role in the literary life of Ukraine, and “cultural and art centres
have awakened national consciousness in Galicia” (p. 99), and the literary group
“Mytusa” creatively legitimized symbolism and contributed to all-Ukrainian
surge of a new wave of symbolism (p. 107).

L. Syrota (1998) in her research examines the creative work and signifi-
cance of the “Mytusa” group in the Western Ukrainian literary process of the
1920s, emphasizing that the “Mytusa” poets were looking for forms that could
force the reality of that time.

I. Prokopchuk (2010), studying the avant-garde art of the 1920s — early
1930s, argued that Ukrainian periodicals did not stand aside from the issues of
the avant-garde development, new architecture, actively participating in the
Pan-European process. At the same time, Ukrainian artists through the print
media had the opportunity to get acquainted with and critically comprehend
the rational, positive and negative aspects of the concepts of the art of that pe-
riod, as well as the works of leading domestic and foreign artists (p. 24).

Ukrainian-Polish relations of the first post-war years were studied by
Yu. Savchyn (2014), who on the basis of various genre publications of the mag-
azine “Budiak”, highlighted the most relevant aspects of the relationship be-
tween Ukrainians and Poles who found themselves in the status of warring par-
ties. At the same time, the author emphasizes that “using satire and humour,
the authors strongly criticized, and sometimes ridiculed, condemned the real-
ities of social and political life, the state policy of Poland towards Ukrainians”
(p. 43).

However, unfortunately, there are not enough all-embracing studies in
which these associations would be the subject of a comprehensive detailed
analysis and would be introduced into the Ukrainian cultural context.

Purpose of the article

The purpose of the article is to reveal the peculiarities of the presentation
activities of the Ukrainian centres of Lviv in the early 1920s, to promote un-
derstanding of the Ukrainian cultural life of this city. Periodical publications of
that period were used for the analysis.

The defining methodological principle of this study has been the principle
of historicism, which allowed us to determine the meaning, place and conse-
quences of the presentation activities as a new form of communication of cre-
ative associations. A systematic approach made it possible to determine the
interaction of creative groups in Galicia in the 1920s, and methods of analysis
and synthesis were used to study the creation of conditions for effective com-
munication with the audience in order to restore cultural life.

The scientific novelty of the article lies in the fact that specific literary and
artistic events and their significance for successful creative activity have been
comprehensively studied. The presentation activities became possible due to
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the constant demand for creative innovations, which had been increasing in
Galicia since the National Liberation Competitions.

Main research material

Subjects of the sociocultural space have often been used and continue to use
various communication tools to promote their activities. An important aspect
of this process is the ability to present your creative product in a high-quality
way and communicate it to the public in time by means of media or by your own
efforts. The practice of introducing subjects to each other is called presentation.

According to the Ukrainian researchers, there is no generally accepted defi-
nition of the concept of presentation. Yu. Polikarpova (2012) noted that “in the
works of foreign experts, it is used mainly to indicate a message containing
a new idea, its explanations, fresh information, demonstrates material for fur-
ther discussion and perception” (p. 159). Ukrainian researchers O. Tarnopolskyi
and Yu. Avsiukevych offer the most complete definition: “presentation — a pro-
fessionally prepared monologue statement, combined with a specific task and
situational conditions, which is based on the results of analytical research of
a particular problem, has a clear logical and compositional design and is aimed
at effectively informing, motivating or persuading a certain audience, taking
into account its main cultural and socio-demographic characteristics” (Tar-
nopolskyi & Avsiukevych, 2007). In other words, a presentation is not only the
disclosure of certain information in an interactive form, but also an effective
dialogue with the audience, a way of presenting the material, influencing the
audience and getting feedback.

Using the technology of presentation, a creative person presents to the
other side an actual and innovative idea as a “part of himself” - his skills, intel-
lectual abilities, product with the prospect of their further development. Thus,
it assigns the role of action to the presentation activity, which opens and es-
tablishes contact with the viewer or reader, which is necessary for a person to
influence the external environment or to interact with it.

If it is impossible to imagine the members of the modern society with-
out the presentational competence, then in the first decades of the twentieth
century, presentations of the results of creative work to the audience, public
personal communication with readers, creative responsibility for the results —
works, slogans — were so innovative and sensational that they provided 100 %
success to their organizers. Young representatives of literary and artistic asso-
ciations, due to their ability to work in a team, successfully build relationships
with other people, attract recognized authorities within the field of literature,
art or politics, effectively communicate with their environment not only in
a written form (publication of a printed periodical, collections), but also orally,
choosing an adequate method of creative communication in accordance with
the sociocultural requirements of the 1920s in Galicia. Let’s take a closer look
at the types of personal and collective presentation activities of that time.

The most well-known creative association of Lviv in the early 1920s was
a literary group “Mytusa”. Its representatives held several high-profile liter-
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ary and artistic meetings, which received good press coverage. In particular, on
November 27, 1921, the first meeting of Lviv poets with the public took place
on the stage of the theatre “Ukrayinska Besida” ("Zi studentskoho zhyttia. Hal-
ychyna", 1922; "Lviv. Vechir Molodoho Mystetstva“, 1921). The purpose of this
gathering was to renew the modernist search in Galicia. The intention of Lviv
poets was realized through the introduction of the ideas of the Kyiv group “Mu-
zahet”, whose supporters they were, and of their own works to the audience.
Thus, it was visually (by personal performances) demonstrated not only the vi-
tality of modernistic ideas in Galicia, but also the emphasis on the prospects of
this direction. In addition to Vasyl Bobynskyi, Oles Babii, Roman Kupchynskyi,
Yurii Shkrumeliak from “Mytusa” group, Roman Holiian, Stepan Charnetskyi,
Halyna Orlivna, Antin Pavliuk, Klym Polishchuk, Mykhailo Serdytskyi, Lev Lep-
kyi ("Zi studentskoho zhyttia", 1921) were also involved in the organization of
the event.

The presentation began with opening remarks by Klym Polishchuk, in
which he noted the formation of the qualitatively new trends in the art. In his
opinion, futurism was a striking manifestation of the “young art” of the 1920s.
Having named the representative of futurism in Galicia — Lev Lepkyi — and also
focused attention on the innovative work of V. Bobynskyi, O. Babii and R. Kup-
chynskyi, K. Polishchuk pointed out another feature of the avant-garde of that
time - “a competition to return to the primitive.” His discourse on Ukrainian
modern art was accompanied by criticism of the development of pre-war mod-
ernism. The sharp statements by K. Polishchuk reporter of the magazine “Ways
of art” conveyed as follows: “...attacked the pre-war luminaries of our young
poetry: Oles, Chuprynka — the stars have already extinguished against the de-
scending sun of futurism” ("Lviv. Vechir Molodoho Mystetstva“, 1921, p. 146).
K. Polishchuk’s criticizing attitude to the previous literary works, the growing
role of futurism in the national culture significantly revealed the desire of “My-
tusa” group for ideological and stylistic changes.

Having seen the approval of K. Polishchuk’s views by those who attended
the event, its organizers made no changes into pre-arranged programme of the
evening. The purpose of this meeting was to introduce the innovative work of
the Kyiv group “Muzahet” and young Lviv writers who wanted to further devel-
op the experiments of Kyiv group. The idea of the exhaustion of the modernis-
tic line of O. Oles, M. Voronyi and H. Chuprynka and other famous authors and
the need for further development of symbolism V. Bobynskyi, R. Kupchynskyi,
A. Voloshchak tried to confirm by reciting the works of the Dnieper writers —
P. Tychyna, V. Yaroshenko, O. Slisarenko, Ya. Savchenko, M. Semenko, A. Pav-
liuk (Doroshenko, 1962, p. 315). The young and promising poet Mykhailo Serdyt-
skyi also spoke at the event. ("Lviv. Vechir Molodoho Mystetstva", 1921, p. 147).
He read the poems “Mother and child”, “Thoughts fly like a swift swallow”, “Ri-
fle body”, which were included in his military collection of poems. R. Holiian,
S. Charnetskyi and M. Voronyi also communicated with the audience at this
event. The first part of the literary evening includes: K. Polishchuk’s speech, the
reading of poems by writers from Dnieper Ukraine and emigrant poets who did
not associate themselves with the group “Mytusa”.
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In the second part of the evening, the representatives of the literary group
“Mytusa” recited their works. V. Bobynskyi, whose poems came as a surprise to
the listeners, was the first to inform about the literary group. In the magazine
“Postup” we find the following assessment of his poems: “... the headlines and
the opening lines with very original comparisons and perfectly developed form
immediately attracted all the attention of listeners” ("Lviv. Vechir Molodoho
Mystetstva", 1921, p. 146). The poet read the poems “Silver poplars”, “Kamo?”,
“My sadness” from the collection “My sadness”, which was to be published at
the turn of 1921-1922 ("Zi studentskoho zhyttia", 1922, p. 53).

Oles Babii, at that time known as a feuilletonist of the newspaper “Dilo”,
continued the evening’s programme with his poems “Youth, don’t leave me”,
“The enemy army is coming” (another name for this poetry is “The enemy is
coming”), “Hosanna”. Blind poet Andrii (Antin) Voloshchak, Mykhailo Serdyt-
skyi, Halyna Orlivna, Klym Polishchuk complemented the performances of the
group “Mytusa” by reading their own poetry and prose works. The author of the
article in the magazine “Postup” did not mention which of their poems they had
read. R. Kupchynskyi and Yu. Shkrumeliak ended the presentation programme
by reading several new poems. Yu. Shkrumeliak read poetry from the collection
“Cosmic depth”, “Sonnet to the moon”, “Storm”, “Sunset”, and R. Kupchynskyi
presented his own collection of poems “Village”, reciting several poems from it —
miniature sketches “Heat”, “Wind”, “Bad weather”, “The Indian summer”, etc.

According to the magazines of that time — “Postup” (Lviv) and “Shliakhy
Mystetstva” (Kharkiv) — the evening was a success ("Lviv. Vechir Molodoho Mys-
tetstva", 1921, p. 147). Positive reviews in periodicals showed the significant
public interest in the stylistic and philosophical search of Galician writers and
writers from Dnieper Ukraine. In particular, this interest is evidenced by the
fact that the First Evening of Young Art, as this meeting was called, gathered
a significant number of the Ukrainian intellectuals of Lviv and thus, proved
the existence of the appropriate conditions for the deployment of the active
presentation activities by creative associations. The essence of the ideological
and artistic position of the participants of “Mytusa” group was not to follow the
examples of famous authors, draw inspiration from artistic experiments, which
are understood as a support of freedom of creative search.

At the end of 1921, there were a few more literary presentations that did
not receive extended reviews, since they were all similar in programme. Ref-
erences to these events are found in the reviews of the magazine “Mytusa” by
M. Voronyi, B. Lepkyi and L. Biletskyi (Biletskyi, 1922; Voronyi, 1922). In par-
ticular, M. Voronyi (1922) wrote: “This aesthetic and artistic phenomenon it-
self, by the fact of its appearance, has a special value and weight for the arbiters
of elegance” (p. 2). This comment - an appreciation of the activities of “Mytu-
sa” — showed that all presentations were successful due to the existing demand,
or need, for innovative creativity, and were a successful organizational step to
maintain a long-term interest in the literary group.

In 1922 the presentation activity of the “Mytusa” was expanded. In addition
to recitations, they present their ideological and artistic experiments in the
form of performance. In particular, on March 26, 1922, a “Spring evening” was
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organised in Lviv for the disabled Sich Riflemen, which was attended by writers
V. Bobynskyi, R. Kupchynskyi, O. Babii, L. Lepkyi, graphic artist P. Kovzhun, ac-
tors of the Lviv theatre “Ukrayinska Besida”, public figures ("Pershyi "Vesnianyi
vechir’, 1922). The programme of this event brought together artists from
different fields of art and its various directions. In addition to V. Bobynskyi,
R. Kupchynskyi, O. Babii, who developed symbolism, L. Lepkyi — a representa-
tive of Galician futurism — spoke to the public. At the gathering, he presented
his one act farce “Le-Le in spring-early spring, or the Birthday of the Futurist”
("Pershyi "Vesnianyi vechir", 1922). The scenery for the works of V. Bobynskyi,
R. Kupchynskyi, O. Babii and for the L. Lepkyi’s play was made by P. Kovzhun.
As Ye. Malaniuk wrote, “Kovzhun - is now a fashionable tailor for poets” (Ma-
laniuk, 1923). Designing the collections of poems of the “Mytusa” represent-
atives for public creative presentations, and “Mytusa” magazine, P. Kovzhun,
using national imagery in the innovative way, by means of posters, graphics,
fancy decorations emphasized the ideological and aesthetic orientation of the
meetings with the admirers of their work, and meaningful particularity of their
print editions.

On April 1, 1922, on the stage of the Lviv theatre “Ukrayinska Besida”,
young poets organised another presentation — “Evening of a Song and a Word”
("Novynky", 1922). V. Bobynskyi and O. Babii, representatives of the “Mytusa”
group, also took part in the event. And though it was not possible to find out
who else participated in the evening, what was its programme, the attention
of the reporter of the Galician newspaper “Hromadskyi Vistnyk” to these two
figures is a proof of high appreciation of their work.

During 1921-1922, the famous symbolist writer Mykola Voronyi often visit-
ed Lviv (Lysty M. Voronoho do I. Kalynovycha, 1921-1922). On March 28, 1922,
V. Bobynskyi and O. Babii arranged a concert and a literary evening on the oc-
casion of the 50th anniversary of the poet and the 25th anniversary of his cre-
ative activity (Opovistky, 1922). Mykola Voronyi, who was at that time in Volyn
region, was invited to the event. Songs based on the lyrics of the famous poet
and his poetic works were performed.

In May 1922, the “Mytusa” group organised another presentation -
“Evening of Poetry”, which became the last for them (Biletskyi, 1922). This
was an event attended by the most active representatives of “Mytusa” — V. Bo-
bynskyi, R. Kupchynskyi, O. Babii, Yu. Shkrumeliak, L. Lepkyi. Each of them
read new works at the meeting. V. Bobynskyi — poems ‘Hornet” and “Farewell”,
R. Kupchynskyi - poetry “Fable”, O. Babii — “Quieter’ and “Prayer of the Strong”,
Yu. Shkrumeliak - satires, and L. Lepkyi presented his new jokey play “Child
of Spring”. P. Kovzhun again was the author of the scenery at this literary and
artistic presentation. Mykola Voronyi also participated in the presentation, he
read his poems “Invincible Force” and “A Fly”.

Leonid Biletskyi, at that time well-known literary critic-emigrant, positive-
ly commented on the works read by the representatives of the “Mytusa” group.
He was the first to notice the public’s indifference as to their creative search,
and he wrote about this in his review. His conclusion was made on the basis of
a small number of spectators in the hall. If at the beginning of the movement for
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“new ways” in literature and art (autumn of 1921), there were many supporters
of avant-garde search (remember the “Evening of Young Art” and the varie-
ty of names in the magazine “Mytusa”), then over time, the interest in them
waned, because the audience did not get in a full measure of what the poets
constantly declared throughout the autumn and spring of 1921 and 1922: “from
symbolism - to new ways”. In particular, they spoke a lot about the innovation
of Muzaget search of P. Tychyna; attention was focused on the importance of
rethinking of national traditions, the idea of further development of symbol-
ism up to the creation of a qualitatively new literary and artistic direction was
proclaimed; futurism, which became one of the declared “new ways”, the idea
of primitivism as a step towards avant-garde were glorified. Most of the theses
were poorly confirmed in practice.

In general, the literary group “Mytusa” combined a variety of creative prac-
tices which did not contradict to the common goal - “on new ways’. The group’s
mutual ideological and aesthetic platform contributed to the realisation of the
goal: to create, as P. Tychyna did, a new example of the use of national imagery
and rhythmics, a new synthesis of traditions and avant-garde trends, and to
approve the idea of a continuous return of an artist to folk sources, to which
everyone had their own way. S. Yefremov (1995) wrote about P. Tychyna as of
a new reference point for the Ukrainian intelligentsia of Galicia in the 1920s:
“the creativity of P. Tychyna put a certain line in our writing... the writers had
to rebuild their lyre in accordance with the tone set by P. Tychyna” (p. 625).

Another reason for the success of presentations was that the literary group
“Mytusa” managed to concentrate around themselves not only the Ukraini-
an literary forces of Galicia, but also emigration, which was formed in Poland,
Czecho-Slovakia, Germany, Austria in the 1920s. Galicians M. Matiiv-Melnyk,
V. Sofroniv-Levytskyi, Ye. Yavorovskyi, A. Voloshchak, M. Serdytskyi, R. Holiian,
S. Charnetskyi, L. Lepkyi grouped around “Mytusa”, took an active part in its
events and were published in its magazine. Mykhailo Ostroverkha from Podil-
lia region did not mind joining “Mytusa”. He got interested in the Lviv group,
which he described as “sparkled”, “made avant-garde steps in literature” (Ostro-
verkha, 1957, p. 59). K. Polishchuk, A. Pavliuk, H. Orlivna, F. Dudko, P. Kovzhun
were the backbone of emigrants of “Mytusa” group. They participated in the
presentations, and their works were published in the group’s magazine.

In the early 1920s, when cultural life was just being revived after the liber-
ation competitions, this group and its magazine became almost the only plat-
form for demonstrations of artistic and aesthetic ideas and poetic experiments
of young artists. Lviv’s wide publishing opportunities, interests and support of
the public attracted them. “Mytusa”, with its activity, publicity and numerous
supporters, directed public sentiments, national pathos to the new figurative
and strophic experiments, understanding of the aesthetics of the past as a real
novelty, inseparable from traditions, the approval of the national identity of
modern literature and art.

The “Mytusa” group was focused on the idea of a single Ukrainian modern
space, unity of the artistic process and its completeness, its individualization
on the national basis. It presented an artistic concept that allowed artists with
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different world views to coexist. Their performances demonstrated the value
of art works in close connection with the public. Therefore, meetings were or-
ganised with unprecedented speed. Their regularity and emphasis on active
interaction with the audience helped to overcome pessimism and world view
stereotypes.

It was a presentation as a new form of communication with supporters and
visualization of search that accelerated interest in Lviv search and added reso-
nance to their events. Thanks to the wide public presentation activities, “My-
tusa” managed to activate the Lviv post-war cultural life, became popular not
only in Galicia, but also in the Dnieper Ukraine and in the emigration. This is
illustrated by the reviews even in the Kharkiv press, as well as by the authorship
of reviews — these were well-known critics and poets from Lviv and emigration.

The performances of those who grouped around the printing organ of Gali-
cian futurism - the magazine “Budiak” were also popular. Their events were
another attempt to actualize the ideas of avant-garde in the public discourse of
Galicia in the early 1920s. Participants of the literary events organised by the
editorial board considered their activity as an act for the dissemination of futur-
istic experiments into the masses, and were always open to wide representation
and discussion ("Vechir plachu Budiaka", 1922; "I-yi chainyi vechir Budiaka",
1921). The announcement of one of such literary gathering stated that on Sun-
day, January 15, in the cafe “Republika”, the magazine “Budiak” arranges a Big
Malanka night of “merry” futurists ("Velykyi Po-Malanchyn Vechir Smikhu",
1922). And here is the text of another announcement: “On the general claim
of our citizenship, the editorial board of the satirical and humorous magazine
“Budiak” organises the second Big Malanka Night of Laughter on Sunday, Jan-
uary 22, 1922, in the hall of “Republika”. Apart from the announcement, there
were a lot of interesting additions. The victory of futurism. “Express” collects
showers of applause. In the interpretation of the latest futurist.[ic] music com-
position: “The Cry of the Stomach”. (Only for people with a lot of nerve). Ad-
mission by invitation only...” ("Na zahalne domahannia”, 1922). On March 12,
1922, on the First “Crying Night”, “in the paroxysm of melancholy as black as
the African night “Love of goat and grandmother” participated musicians (ban-
dura players), futurist poets, humorists ("Vechir plachu", 1922). As we can see,
the organizers of these musical and theatrical presentations were not afraid
to bring their provocative and scandalous works to the stage and turned the
evenings of poetry and art into bright staged events. The number of events as
well as the number of spectators was a proof of success. It is known that these
events were attended by famous artists, including actors M. Krushelnytskyi and
P. Davydovych ("Pozir!", 1922, "Chainyi vechir", 1922).

In contrast to the group “Mytusa”, “Budiak” created a lot of poetic manifes-
tos, which demonstrated their unity, agreement of opinion, purposefulness for
innovation. In particular, they wrote about “our friendship in our circle, ... broth-
erhood, ... love, ... each of us is ready for anything” ("Tost", 1921), at the gather-
ings they made accent on the goal of creativity: “modern troubadour is coming,
// Let everything banal perish!..” (Tarnohradskyi, 1921), on the new emotions
and the participants: “There is an emotion, there are new people — well, the
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nerves calm down” (Shvung, 1921), focused on laughter and condemned pessi-
mism: “and for the sad bad time // we carry laughter, hearty laughter!” ("Nashe
viruiu", 1921). “Hearty laughter”, “sincere humor that light singing will carry,
// at least for a short time — for a minute // forget the troubles of our days!”
("Spivomovkam", 1921) were considered as a manifestation of creative work,
which is not limited by any boundaries. In the L. Lepkyi’s poem “Ditty” it is
noted about “hearty laughter”, “sincere humour” as “a sound of freedom” ("Spi-
vomovkam", 1921). In another L. Lepkyi’s poem “In honour of Mykola Voronyi
(on the occasion of the 50th anniversary)”, it is said about another idea that
united the group: “a strong spirit of rank’, which will bring freedom (Lepkyi,
1922). Not less important for the understanding of the ideological and aesthet-
ic unity of the authors of the magazine “Budiak” — L. Lepkyi, K. Polishchuk,
R. Kupchynskyi, D. Krenzhalovskyi, R. Teodorovych, R. Holiian, S. Romanivna
and others — and the theme of their presentations was the idea that a man with
all his advantages and disadvantages should arouse the interest of the artist,
and this full comprehension of a man is revealed at best in Budiak’s numerous
anecdotes and humorous writings read out at the gathering-presentations.

The active artistic and social position of the authors of the “Budiak” mag-
azine (they are also regular participants of the events) radically changed the
literary and artistic environment of Lviv after the war. The general public wel-
comed the futurists immediately, since they attracted the interest of the people
with new artistic and aesthetic values, bringing the creativity closer to social
problems. Appeal to the genres of smile and anecdotes, creating new and par-
odying old genres of the 19% century helped to overcome the influence of au-
thoritative writers.

Organizational activities, high verbal activity of the literary and artistic
community, and the fact that the majority of participants had a formed atti-
tude to the avant-garde and experiments as a necessary condition for the de-
velopment of the Ukrainian culture led to the improvement of the presentation
practice. We believe that the revival of the cultural sphere (an increase in the
number of original works, organizational changes in the process of communi-
cation with the public, the arrival of a new generation of gifted artists, etc.) in
the best way indicated the spiritual recovery in the post-war Galicia.

Despite the organizational, ideological, aesthetic and stylistic innovations,
success with the public, the critics negatively evaluated the literary gatherings
of “Budiak”. In particular, its participants were unfairly accused of lack of taste,
meaninglessness, their one-act plays were equated with street humour, cynical
satire, and it was generally noted that the creative work of futurists is “un-
healthy symptom”, “moral rot” ("Vesnianyi "vechir plachu’, 1922).

In the early 1920s, presentations of the Lviv society “Bohemia” were also
influential. They were conducted by the artists who had an experience in the
organization of the public performances — R. Kupchynskyi, O. Babii, L. Lepkyi,
M. Holubets, I. Rudnytskyi, P. Kovzhun, as well as the famous literary critic
M. Rudnytskyi, who informatively, briefly and reasonably presented new results
of the avant-garde search of little-known Ukrainian poets, satirists, actors and
musicians of Galicia ("Bohema", 1923). In addition, the literary and artistic so-
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ciety “Bohemia” acquainted the general public with the latest achievements of
the European modernism, developed cultural cooperation through the joint art
projects. “The idea of all-Ukrainian activism”, which O. Babii proclaimed at the
Evening with B. Lepkyi’s event in 1923 (Kedryn, 1923) revealed not only the cre-
ative position of “Bohemia”, but also the spiritual hopes of that time in general.
Like the “Mytusa” group, “Bohemia” felt “nostalgia for the patent on “a real,
recognized poet” (Bobynskyi, 1990, p. 451). Bohdan Lepkyi became such a poet.
The night of author’s poetry can also be considered a presentation of a creative
work, since, in addition to the organizers and guests who read out the poems of
B. Lepkyi, the writer himself, to whom this meeting was dedicated, attended the
gathering ("Vechir, posviachenyi tvorchosti Bohdana Lepkoho", 1923).

The new group, like the literary group “Mytusa”, did not narrow the search
by the manifestation of a certain world view or imagery. Nor did it limit the aes-
thetic search to a futuristic experiment on the edge of literature and other art
forms. For the group, it was important to increase the participation of talented
young people and representatives of the older generation in the cultural life.
Society “Bohemia” publicly revealed its path of ideological and stylistic evolu-
tion — from Mytusa’s return to national origins and to the creation of a new bo-
hemian, elite literature that stood above the reality. They, like their predeces-
sors, through public presentations, managed to attract and gather many people
around them in a short time — representatives of art, science, education, and
politics.

The themes of the literary presentations of 1923 — “Malanka’s Evening”
(January, 17) ("Malanchyn Vechir u Lvovi", 1923), “Bohemia Night” (January, 22)
(Zhontik, 1923), “Masquerade Ball “Bohemia” (February, 10) (Chmelyk, 1923),
“A night of Bohdan Lepkyi” (March, 3) — were different, but the method of their
preparation and carrying out was almost identical. A creative group of initiative
active participants was identified, their task was to develop a scenario, provide
announcements, make an invitation, arrange a room, invite guests, etc. The first
condition for the success of their work is — the novelty, brightness and credibility
of information, including the names of the events. The desired result (full house)
was achieved by various methods: emotional appeals of moderators, staging of
fragments of artistic works, recitation of poems and prose passages, guest per-
formances, masquerade costumes of participants, inspection of the scenery.

With the help of purposeful and rational events for the representatives of
various spheres of art, the promotional activities of “Bohemia” became even
larger in organization, more universal in terms of the number of participants,
more optimistic, and did not lose its leadership features in the cultural life of
Galicia. Musician M. Haivoronskyi, actors V. Durdykivna, R. Kryshtalskyi and
P. Pshenychka, singers M. Svirska, S. Fedortsivna, politicians V. Doroshenko,
D. Dontsov, scientists I. Krypiakevych, V. Shchurat, M. Korduba, artists
P. Kovzhun, P. Kholodnyi, R. Lisovskyi, Yu. Mahalevskyi, L. Perfetskyi, sculptor
0. Arkhypenko, etc. took part in the events ("Maskarad "Bohemy", 1923).

It should be noted that not all literary associations of that time organised
presentations of their own search. For example, the literary and artistic socie-
ty “Sontsetsvit” (Tarniv, 1921-1922), to which belonged M. Obidnyi, Yu. Lypa,
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Ye. Ivanenko, M. Kovalskyi, B. Lysianskyi, N. Livytska, P. Tenianko, held a lit-
erary evening dedicated to the work of A. Dante, the work of M. Voronyi (both
in the spring of 1922), published two collections - the almanac “Sontsetsvit”
and a collection about A. Dante, which demonstrated their organizational uni-
ty, less appeal to the national themes and images, the understanding of their
meaning for the contemporaries (V. P, 1921).

Conclusions

Thus, the presentation activity as a new form of communication with the
supporters of the creative associations in the 1920s was aimed at the recovery
of the cultural life of Galicia and emigration and accelerated the interest in Lviv
search. The most famous creative associations of Lviv were: the literary group
“Mytusa”, artists, who were grouped around the publication of Galician futur-
ism - the magazine “Budiak”, and the Lviv society “Bohemia”. At the same time,
the appeal of “Mytusa” to search for the new ways caused a continuous chain
reaction: every year new literary associations appeared, albeit short-lived, but
extremely active and numerous by the number of participants. They consoli-
dated the fragmented literary and artistic forces with the help of: print organ
(magazines “Mytusa” and “Budiak”), an innovative creative position and even
literary event-presentations demonstrated the general retreat from realism to-
wards an innovative view of the world and art.

It has been proved that presentations as a new and for that time sensa-
tional form of communication mostly corresponded to the social and cultural
requirements and brought great success to their organizers because they re-
ceive extended reviews in the press, as well as due to the ability of the “Mytusa”
group to concentrate around themselves not only the Ukrainian literary forces
of Galicia, but also emigration formed in Poland, Czecho-Slovakia, Germany,
Austria in the 1920s.

The initiators of cultural events - the groups “Mytusa” and “Bohemia”, the
authors of the magazine “Budiak” — managed to maintain connections by gain-
ing the support of others, instilling their thoughts and forms of behaviour and
to offer to the public the avant-garde ideology and world view through the im-
position on the supporters the desired ideas and behaviour during the literary
events and through their own adherence to these ideas.

Thus, creative presentation occupies a prominent place in modern art.
Thanks to it, the mass movement for “new ways”, which developed in the in-
terwar period, was directed to the traditions and realities of the Ukrainian life.

It should be emphasized that the experience of the submitted research is
the part of the essence and forms of the representation of the Ukrainian culture
in the world, which require further study.
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MMPE3EHTALIVHA IISJIBHICTD JITEPATYPHUX I MUCTELIBKUX
OB’€IHAHD JIbBOBA ITOYATKY 1920-x POKIB
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MeTor0 CTaTTi € PO3KPUTTS OCOOIMBOCTEN TPe3eHTAliliHOl isVIbHOCTiI YKpPaiHCbKUX
ocepenxiB JIbBoBa mouatky 1920-x pp., MOrMMOIeHHsT 3HaHb MPO YKpaiHChKe KYJIbTypHE
SKUTTS IbOTO MicTa. i aHamizy 3aayyeHO Marepianyu mepiogMuHuX BMUIaHb TOTO yacy.
MeTomomorist JoCTiaKeHHS. BusHauaIbHUM MeTOHOJIOTiYHUM TIPUHLIIMIIOM Y JOCTiIKeHHI
CTaB MPUHLUMUI iCTOpMU3MY, SIKMIT OO3BOAMB BMU3HAUUTM 3HAUEHHS, Miclle i HacCaigKu
Mpe3eHTaliifHOI AiSUTbHOCTI SIK HOBO1 (pOpMM CITIIKYBaHHS TBOpUYMX 06’¢ HAHb. CYCTeMHUIA
MigXiA [aB MOXKIMBICTb BM3HAUUTU B3a€EMOAil0 TBOpumx rpyn lammumuu 1920-x pp.,
a MEeTOIM aHaji3y Ta CMHTe3y BUKOPUCTOBYBAIUCS [JIs1 OCTiAKeHHSI CTBOPEHHST YMOB 151
eheKTUBHOI KOMYHIKAIlii 3 ayUTOPI€I0 3 METOO BiITHOBJIEHHS KY/IbTYPHOTO XXUTTsI. HaykoBa
HOBM3HA TOJISITA€ B TOMY, 110 KOMIUIEKCHO TOCTiIKEHO KOHKPEeTHI JTiTepaTypHO-MUCTelbKi
Tofii Ta iX 3HaUeHHSI AJIs1 YCITIIIHOI TBOPUOi HAismbHOCTI. [Tpe3eHTalliliHa aKTUBHICTb cTaja
MOXJ/IMBOIO 3aBISKM TOCTiMTHOMY TOMMTY Ha TBOPYi iHHOBAIIii, SIKUiT peryaspHO 3pOCTaB
y lannumHi 3 yaciB HalliOHAIbHO-BU3BOJIbHUX 3MaraHb.

BucHoBku. BcTaHOB/IEHO, 110 Mpe3eHTalliliHa gisibHicTh Y 1920-X pp. cTana HOBOIO Ta
CeHCAIlilfHOI0 Ha TOif uac (OPMOIO CITIIKYBAHHS 3 MPUXMIbHUKAMU TBOPUMX 00’€JTHAHb Ta
Oy/1a CIpSIMOBAHA HA ITiTHECEHHSI KY/IbTYPHOTO KUTTs Fanvunnn. [Ipy iboMy rpe3eHTarii
Hali6inbII BiATIOBimANM CYCHMiIBHO-KYJIBTYPHUM BMMOTaM Ta TMPUHOCWIN BeTUYe3HUN
yCITix iX opraHizatopam TOMY, IO MPO HUX Oy/y HAMMCAHi PO3UIMpPEHi BiAryKM y mpeci,
a TaKOXX 3aBASIKY YMiHHIO MUTYCiBI[iB CKOHIIEHTPYBATM HABKOJIO cebe He TiTbKM YKpaiHChKi
JliTepaTypHi cviy Fanumumumy, a i emirpatiii, mo ¢popmysanacs B [Tonbii, Yexo-CroBauunHi,
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Himeuunni, ABctpii y 1920-Ti pp. loBeneHo, 110 iHilliaTOPM MUCTELIbKMUX 3aXOAiB — IPynu
«Mutyca» i «boremar», aBTOpM XypHany «Bynsik» 3yminu BCTAHOBUTU 3B’SI3KU LUISIXOM
3aJIyUeHHS iHIIUX Ha CBOIO CTOPOHY, IIPUIIEIUIEHHS iM CBOIX JYMOK i hhopM MOBeAiHKM Ta
3alpOIOHYBATU B 3arajbHe KOPUCTYBaHHS aBaHTapAMUCTChKY i1€0JIOTiI0 i CBiTOMISA, Yyepe3
HaB’sI3yBaHHS MPUXWIbHUKAM OaskaHMX et i popM MoBemiHKY ITiJ; yac TBOPUMX BEUOPiB
Ta yepes BJAACHY MOCIiTOBHICTh UM igesiM. TakuMM YMHOM, TBOpYA Ipe3eHTallisl mocigae
YyiJlbHe MicClle Y MOJePHOMY MMUCTELTBi. 3aBIASIKM ili MacOBUIt pyX 3a «HOBI IIISXU», 11O
PO3TOPHYBCS Y MiDXKBOEHHMIT TIepiof], 6YB CIIPSIMOBAHMIA 10 TPaAUILiii i peasiii yKpaiHChKOTO
SKUTTSL.

Knwouosi cnosa: mpesentaiis; 1920-ti pp.; TanmuumnHa; JIbBiB; TBOpYi MOIIYKM;
niTepatypHa rpyna «Mwutyca»; XypHan «By#sk»; jiTepaTypHO-MMUCTELbKE TOBapUCTBO
«Boremayr; imes; CBITOIIS,; CYCIiIbHO-KY/IbTYPHI BUMOTH.

NMPESEHTAIIMOHHAA JEATE/IbHOCTD JIMTEPATYPHBIX
N XYIOXECTBEHHBIX OBbEJIMHEHN JIbBOBA
HAYAJIA 1920-x TOOOB

Cupora JInnust borgaHoBHa

Kandudam ¢unonozuueckux Hayk, doyeHm,

ORCID: 0000-0001-7237-291X, liljasyrota@yahoo.com,
JIb808CKULI HAYUOHANBHBLI YHUBEpcumem umeHu HMeana @pamko,
JIb808, YKpauHa

Llenbio CTAThbM SIBJISIETCST PACKPBITHE OCOOEHHOCTEN MPe3eHTAIMOHHO eI TeTbHOCTA
YKpPauMHCKUX opranusauuii JibBoBa Havasna 1920-x rr., yray6ieHne 3HaHUI 06 YKPauMHCKOIA
KYJbTYPHOM XM3HU 3TOTO Topopa. [Iyis aHanm3a mpuBaeuyeHbl MaTepyalibl epUOgNIECKUX
U3[aHUI1 TOTO BpeMeHu. MeTomosorus uccinenoBanys. OnpenensonuM MeTOA0IOTUUYECKUM
MIPUHIIUIIOM B UCCAENOBAaHMUM CTaJ MPUHIUI UCTOPU3MA, KOTOPBIV MO3BOIMUII ONPEAETUTD
3HAuUeHMe, MeCTO ¥ IOCIEeNCTBMS MPe3eHTAIllMOHHO OesITeIbHOCTY KaK HOBOI (HOPMBI
OOIIeHMSI TBOpPYECKMX OObemyiHeHui. CHUCTeMHBbINi IIOOXOHd II03BOJNMI  OIpPEedeauThb
B3auMOJelicTBMe TBOpUecKux rpynn [amnunubl 1920-X rT., a MeTOABI aHaaM3a U CUHTEe3a
MICITOJIb30BAJIMCh JIJIST ICCJIEMOBAHMS CO3TAHMS YCI0BMIA 11 3G HEKTUBHO KOMMYHUKALIUNA
C ayIUTOPMeEI] C L1eJIbI0 BOCCTAaHOBJIEHMS KY/IbTYPHO XX13HM. HayuHast HOBM3HA 3aKJII0YaeTCsI
B TOM, UTO KOMITJIEKCHO MICCIEIOBAHbI KOHKPETHBIE JINTEPATYPHO-XYIOKECTBEHHbIE COOBITHMS
U UX 3HaYeHMe 715 YCIEelIHOM TBOPUECKOi AesTesibHOCTU. [Ipe3eHTallMOHHAs aKTUBHOCTD
CTayla BO3MOKHOI 6y1arofgapsi MOCTOSSHHOMY CIIPOCY Ha TBOPUYECKME MHHOBAIMM, KOTOPBIi
perynasipHo poc B l'aauiiuy co BpeMeH HallIOHAIbHO-0CBOOOIUTENTbHOI O0PHOBI.

BeiBOzibI. YCTaHOB/IEHO, UTO TIpe3eHTalMOHHAs JesTebHOCTh B 1920-X IT. cTasa HOBOJ
Y CEHCAIIMOHHOJ B TO BpeMsI (hOpPMOi1 0OIIEeHNSI CO CTOPOHHMKAMY TBOPUYECKUX O0beIMHEHNIT
¥ OGblIa HaIlpaBjeHa Ha IMOAbEeM KYJIbTYPHOJ ku3HM [amnumHbl. IIpy 9TOM mIpe3eHTaluu
Haubojiee COOTBETCTBOBAIM OOIIECTBEHHO-KY/IbTYPHBIM TPEOOBAHMSIM M IIPUHOCUIIN
OTPOMHBIN yCIIeX UMX OpraHu3aTopaM, ITOCKOJIbKY O HMX OBLIM HAIMCAHbI PacCIIMpeHHbIe
OT3BIBBI B IIpecce, a Takke Ojarogapsl YMEHMI0O MUTYCOBIIEB CKOHIIEHTPUPOBATh BOKPYT
cebst He TOJBKO YKPaMHCKME JIUTepaTypHble CIbl [aJMUMHbI, HO ¥ 3MUTpPAINi0, KOTOpast
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dhopmuposanacs B [Tonbie, Yexo-CnoBakum, lTepmanum, ABctpun B 1920-e rT. JIokasaHo, UTO
MHULIMATOPBI KYJTbTYPHBIX MEPOTIPUSITUIL — TPYIITbI «MuTyca» 1 «boremar, aBTOPbI XKypHasa
«YepTOTONIOX» CyMeJIM YCTAaHOBUTD CBSI3U MYTEM IPUBJIEUEHUS APYTMX HA CBOI CTOPOHY,
TIPUBUTHUS MM CBOMX MbICIel U (GopM MoBemeHMs U MPEemJIOKUTh B 00Ilee I0Jb30BaHNE
aBaHTapAUCTCKYI0 WAEOJOTUI0 M MUPOBO33peHMEe uepe3 HaBSI3bIBaHME CTOPOHHMKAM
SKeJIaeMbIX Meii ¥ GopM ITOBeIeHMsT BO BpeMs TBOPUYECKMX BEUEPOB U Uepe3 COOCTBEHHYIO
MOC/IeAOBATETbHOCTh 3TUM MAesIM. TakuM 00pa3oM, TBOpUECKas Ipe3eHTalysl 3aHMMaeT
BUHOE MeCTO B MOJLePHOM MCKyCCTBe. biarogaps eii MaccoBoe IBVKEHME 33 <KHOBbIE ITyTU»,
pasBepHYBIIEECS] B MEKBOEHHBINI Mepuoi, ObUIO HAIpaBIeHO K TPAIMIVSIM U peaausm
YKPauHCKOM XMU3HN.

Knwouessie cnosa: nipesentanus; 1920-e rr.; l'anuumHa; JIbBOB; TBOpUecKue MOUCKH;
JTeparypHas rpymnna «Mutyca»; sKypHan «4epToIonox»; JIUTepaTypHO-XyL0KeCTBEHHOe
o61ecTBO «Boremar; uzies; MMPOBO33peHNe; 00IeCTBEHHO-KY/IbTYPHbIE TPEOOBAHNS.
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The purpose of the article is to analyse the making and development of legal
regulation for television format as a unique media product, as well as the means of its
copyright protection. The article uses general scientific and special research methods
as the method of theoretical generalisation, the method of analogies and the method of
comparative analysis. Referring to the comparative and historical-typological methods,
this article is an analysis of the means of legal safeguard, within the framework of
intellectual property rights, of television programme format with the corresponding
features and functions. The scientific novelty lies in the fact that we have analysed the
definitions of the television format concept and studied the state of legal regulation in
the world and Ukraine. Conclusions. Thus, in modern foreign and domestic scientific use,
there are several definitions for the format of a television programme. Still, this term does
not have legislation framework, which negatively affects the legal regulation. However,
the legal ambiguity of the definition of “format” gives rise to numerous debates, which
can be divided into several categories: the first one sorts out TV format as an idea or
a concept, which, according to the legislation of many countries of the world, is not subject
to legal protection; to the second one — in the form of a list of specific rules, which are
divided into invariable elements of the programme; to the third one - the affinity of the
television programme format and literary works; to the fourth one — the conclusions of
the Format Recognition and Protection Association (FRAPA), which provided 20 practical
pieces of advice how to protect the format. It should be noted that the legal issues of the TV
format are assigned to the norms of national legislation, and this is not in every instance
effective. At the same time, the modern national legislation provides legal protection for
works that are expressed in a physical form and are original and does not extends to any
ideas, theories, principles, methods, procedures, processes, systems, methods, concepts,
discoveries, even if they are expressed, described, explained, illustrated in work. However,
the television programme format cannot be represented only as a copyright object. In
our opinion, based on international judicial practice, it is quite logical to provide the
television programme with copyright protection and to sign a non-disclosure agreement
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on any information related to the work on the TV format. This step is an efficient mean
and field-proven.

Keywords: format; format of a television programme; format of a TV programme;
TV format; copyright object.

Introduction

The accelerated development of media technologies is based on globali-
sation, which opens new opportunities and directions and, at the same time,
makes new demands. Therefore, the modern formats of media space are
changed due to the factors that determine its dynamics, further structuring,
increasing the importance of legal regulation in the creation of new types of
television products.

Determining what a television programme format is, it is crucial to arrange
the framework of categories and concepts, which allows predicting clearly not
only the expected economic attractiveness of the mentioned product but also
all the means of its legal protection, taking into account its features.

Thus, the relevance of the chosen topic is determined by the necessity to
study the state of legal regulation of the television programme format and the
means of its copyright protection.

Purpose of the article

The purpose of the article is to analyse the making and development of
legal regulation for television programme format as a unique media product, as
well as the means of its copyright protection.

The article uses general scientific and special research methods: the meth-
od of theoretical generalisation, the method of analogies and the method of
comparative analysis. Referring to the comparative and historical-typological
methods, this article is an analysis of the means of legal safeguard, within the
framework of intellectual property rights, of television programme format with
the corresponding features and functions.

Main research material

The study of the state of legal regulation and the means of its copyright
protection is impossible without defining the concept of the television pro-
gramme format. Moreover, the ambiguity in the definition of television formats
requires an analysis of the essential characteristics of this concept, which will
allow separating it from other similar ideas.

Today, there are many definitions of what a television format is. A. V. Chu-
zhykov (2013) defines the format as a television product that has its identifica-
tion uniqueness (p. 218). The researcher represents the format from the stand-
point of its commercialisation component and notes that it is a creative, infor-
mation and psychological model of consumption adapted for a specific country.
The success of the format depends on taking into account the audience prefer-
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ences and the possibility of further exploitation of the artistic images created
on the screen. The experts from the Institute of Interactive Television (ITV In-
stitute) believe that the format is a particular structure of the programme, the
style that dominates in it (Gurian, 2002). I. M. Kemarskaia’s definition is more
detailed, who refers to the format as a system of agreements with a viewer of
each specific programme, that what makes it unique, not like others and similar
to itself (Kemarskaia, 2009, p. 40).

These characteristics, of course, emphasise the main features of the televi-
sion format, but at the same time, are incomplete. The experts of TV Formats
company were the closest to the understanding of the mentioned TV product,
who noted that there are no strict, fixed rules for determining the TV format
("Format creation’, n.d.). The experts consider that to get closer to the under-
standing of the format of this or that programme, and it is necessary to provide
a detailed description, which may contain some elements: the title, target audi-
ence, predictable place in the broadcast network, timing, brief description, op-
erating procedure, budget, design features, commercial components and more.

The word “format” (from the Latin formo - to give form) was used in the
printing industry since about the 18th century and referred to the size of the
printed edition or sheet. The Oxford Dictionary of English Etymology gives
a similar meaning: “generally accepted, established structure of the book,
which is characterised primarily by the size of the printed sheet” (Onions, 2004,
p. 371). It should be noted that concerning printed products, the format is
a concept that reflects the standards of the printing industry.

Since the early 1950s, the concept “format” has entered into the radio sphere,
where it was used to define a set of musical directions at first. Since the 1970s it
has been used to determine the principles of radio station programming.

With the emergence of television, the concept of “format” has become wide-
ly used in this sphere. Initially, it was used to indicate only the quantitative char-
acteristics of the television process, more precisely — the programme timing.
Already at the beginning of the 21t century, owing to the active development
of the process of differentiation and specialisation of broadcasting, the concept
of “format” is enriched with new meanings relating not only to merely external
technical parameters, but also conceptual, informative properties. David Althei-
de gave this extended conceptual interpretation in his work Media Logic in 1979.
The researcher defines the format as a specific framework or perspective that is
used to represent or interpret certain phenomena. He also notes that the format
is primary concerning the event, as it is namely the event that is constructed
according to the format, not vice verse (Altheide & Snow, 1979, p. 75).

One of the first researchers of the format, Albert Moran, stressed that the
very question of a clear definition of the scope of this concept is not a good idea
since the format is a free term that covers a wide range of issues that can be in-
cluded in the license agreement. The concept of this notion should be revealed
not through the question “what is it?”, but through the understanding of what
it allows or facilitates; it is an economic and cultural technology of exchange,
the sense of which is not in the principles, but in the technology or the effect
that is created (Moran, 2004, p. 6).
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From the above mentioned, it becomes clear that the formats are one of
the most complex objects in the media market. The rights to use them are sold
and bought for a large amount of money. At the same time, “format law” has
not been created yet. Such international legal documents as the Berne Conven-
tion for the Protection of Literary and Artistic Works and the Universal Copy-
right Convention (Geneva Act), do not establish the concept of television for-
mat or another similar one. Accordingly, the issue of legal regulation of the TV
format is entrusted to the rules of national legislation. In 2004, on the basis
of the court decision in the case concerning the TV programme “Big brother”
(Brazil), it was stated that the TV format is a much broader concept that covers
not only the central idea of the programme but also a large group of technical,
artistic, economic and business information (Fedorova, 2014, p. 30).

The legal ambiguity of the definition of “format” gives rise to numerous
debates, since many researchers consider that the TV format is an idea or a con-
cept that, according to the legislation of many countries of the world, is not
subject to legal protection. According to Paragraph 3 of Art. 8 of the Law of
Ukraine “On Copyright and Related Rights” the legal protection extends only to
the form of expression of work. It does not apply to any ideas, theories, princi-
ples, methods, procedures, processes, systems, means, concepts or discoveries,
even if they are expressed, described, explained or illustrated in work (Verkhov-
na Rada Ukrainy, 1993).

Some researchers try to present the conception of the programme in the
form of a list of specific rules. The authors of this approach distinguish fixed
(invariable) and variable elements of the programme (Oren & Shahaf, 2012,
p. 16). Albert Moran said a few words about it. He considers that the TV format
is a set of invariable elements of the programme, outside of which the varia-
ble elements of the individual episode are produced (Moran, 2004, p. 7). Thus,
this principle of division of format elements is an interesting suggestion. But,
at the same time, it is worth agreeing with A Shtefan (2016), who considers
that this approach reveals the essence of the subject under study only partially
(p. 50). The researcher notes that the basis of the TV format is not the concept
itself, but the finished product in the form of a television programme. A. Shte-
fan (2016) notes that the TV format is an explicit instruction that reveals the
technology of television programme production, and not just its idea (p. 51).
Of course, an idea or a concept can be considered as its integral elements, but
its essence is not reduced to them. It should be noted that the researcher sug-
gests not to limit the protection of the format only employing copyright. The
TV format includes, in addition to the script, such components as phonograms,
trademarks, various objects of patent rights (industrial designs), information of
a financial, production, organisational and other nature, which is a trade secret.
Taking that into consideration, the Ukrainian legislation provides a wide range
of opportunities for the legal protection of all significant components of the TV
format (Shtefan, 2016, p. 57).

Many researchers attribute the format of a television programme to lit-
erary works. Therefore, at first sight, it is quite logical to provide it with legal
protection as a copyright object. But, at the same time, it should be noted that
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this is not an ordinary kind of literary art. As Robin Meadow notices, the format
differs from a literary work in its purpose, since it cannot be performed (like
a play, for example) or read as an ordinary literary work. The primary use of the
format, in researchers’ opinion, is to ensure the integration of invariable and
variable elements and the formation of an exciting programme on this basis,
close to forming addiction in them. The researcher proposes criteria with the
help of which you can determine the protectability of the television programme
format: novelty and completeness of the work (Meadow, 1970, p. 1192). Robin
Meadow (1970) emphasised the similarity of formats and literary works, which
is a strong argument for the legal protection of TV programme formats as cop-
yright objects (p. 1171).

N. Fedorova (2014) distinguishes the following elements of the TV format:
first, a unique combination of elements that together form an integral pro-
gramme; secondly, a specific general idea, which is expressed in a physical form,;
thirdly, the TV programme format is a particular template for reproduction both
in different episodes of a particular series of programmes and in various realisa-
tions of the format (in other programmes); fourthly, it is intended for multiple
achievements in various ways (p. 31). This list is complete and allows deter-
mining the main directions of providing legal protection of the TV programme
format. The modern national legislation provides legal protection for works that
are expressed in a physical form and are original (O. A. Pidopryhora & O. O. Pi-
dopryhora, 1998, p. 6). But at the same time, the immediate subject of protection
is namely the form of the work, not its content, which also raises many ques-
tions that return to the idea or concept of TV format again. The ways for solving
this problem are suggested by experts from the Format Recognition and Protec-
tion Association (FRAPA). The organisation website provides 20 practical pieces
of advice on how to protect the format ("Practical advice to protect”, n.d.). The
experts suggest documenting each stage of work on the format in detail. First
of all, its detailed description should be written down. Today there is a similar
practice, which consists of the use of the so-called “format bible” or “format
bible generator”. This document details information on the title, its script, logo,
description of the studio settings, costumes, style of behaviour of presenters and
other characteristics of the programme. But, taking into consideration the pecu-
liarities of national legal systems, this step is not always effective. As an exam-
ple, the case under claim by the Spanish company Gestmusic Endemol against
Channel One (Russia), which appealed to the Moscow City Arbitration Court
(case No. A40-84902 / 2014), should be considered (Grigorev, 2015). It demanded
to stop broadcasting the programme “Exactly the same” (“Toch-v-toch”) for it
copied the original format of the show “Your face sounds familiar” entirely, the
exclusive rights to which belong to the claimant, and thus violates them.

Substantiating its claims, the claimant referred to the so-called “produc-
tion bible” of the programme format, which contains the description of the
original Spanish TV show. Channel One insisted in court that the “Exactly the
same” programme was a project of their production, the script for which was
written by actor Oleksandr Oleshko. At the same time, the representatives of
the channel did not deny the similarity of the concepts of TV programmes. Still,
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they noted that Russian legislation does not provide for such copyright object
as the format (Grigorev, 2015).

The court dismissed the complaint, resolving that the format “production bi-
ble” is only a description of the conception of the Spanish television programme,
which already exists, as well as the principles and methods of its creation, which
cannot be considered protected under paragraph 5 of Article 1259 CC RF, since
they are not part of its form, but represent elements of its content. Such means,
methods, ideas and sequences of actions do not belong to the creative process,
but only describe the technology of production. Therefore, they cannot be con-
sidered the copyright object. Taking into consideration those mentioned above,
it is worth agreeing with the position of both national and foreign experts, who
emphasise that one of the most effective means in the fight against format cop-
ying is the care of television companies for their reputation, which has a direct
impact on their position in the global media market (Shtefan, 2016, p. 58).

FRAPA’s experts also advise registering marks for goods and services that
will allow fixing the title, its design, certain design elements or other important
visual components of the created format. It is clear that in the process of creat-
ing any new product, the measures for its confidentiality should be taken. That
is why an agreement on non-disclosure of any information related to the work
on the TV format should be signed. There are also recommendations for the
signing of the non-disclosure agreements with a potential buyer of TV prod-
ucts. This step is an efficient mean and field-proven.

Conclusions

Thus, in modern foreign and domestic scientific use, there are several defi-
nitions for the format of a television programme. Still, this term does not have
legislation framework, which negatively affects the legal regulation.

The legal ambiguity of the definition of “format” gives rise to numerous
debates, which can be divided into several categories: the first one includes
TV format as an idea or a concept, which, according to the legislation of many
countries of the world, is not subject to legal protection; to the second one — in
the form of a list of specific rules, which are divided into invariable (content,
visual, musical, technical, which together reflect the general idea) and variable
programme elements, formed based on constants, make a unique combination,;
to the third one - the affinity of the of television programme format and literary
works; to the fourth one - the conclusions of the Format Recognition and Pro-
tection Association (FRAPA), which provided 20 practical pieces of advice on
how to protect the format: the title, its script, logo, description of the studio
settings, costumes, style of behaviour of presenters and other characteristics
of the programme. FRAPA’s experts also advise registering marks for goods and
services that will allow fixing the title, its design, certain design elements or
other important visual components of the created format.

However, taking into consideration the peculiarities of national legal sys-
tems, since the issue of legal regulation of the TV format is entrusted to the
rules of national legislation, this step is not always effective.
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The modern national legislation provides legal protection for works that
are expressed in a physical form and are original and does not extends to any
ideas, theories, principles, methods, procedures, processes, systems, methods,
concepts, discoveries, even if they are expressed, described, explained, illus-
trated in a work. However, the television programme format cannot be repre-
sented only as a copyright object, since it contains elements that are subject to
legal protection as an object of related rights, know-how, trade secrets, some
objects of design rights. Also, on the basis of international judicial practice, it
is necessary to attribute this concept to the intellectual property rights, which
is a complex object, significant components of which have the means of legal
protection by the rules of Ukrainian law.

In our opinion, it is quite logical to provide the television programme for-
mat with copyright protection and to sign an agreement on non-disclosure of
any information related to the work on the TV format.

References

Altheide, D., & Snow, P. (1979). Media Logic. Sage Publications [in English].

Chuzhykov, A. V. (2013). Ekonomichni peredumovy komertsializatsii yevropeiskykh
teleproduktiv v Ukraini [Economic prerequisites for the commercialisation of
European TV products in Ukraine]. Visnyk Lvivskoi komertsiinoi akademii. Seriia
ekonomichna, 42, 217-226 [in Ukrainian)].

Fedorova, N. (2014). Teleformat yak obiekt pravovoi okhorony [Teleformat as copyright
object]. Theory and practice of intellectual property, 4, 29-34 [in Ukrainian].

Format creation. (n.d.). TV formats. http://www.tvformats.com/formats.html [in English].

Grigorev, D. (2015, January 20). "Format" kak obekt avtorskogo prava ['Format" as
copyright object]. Zakon.ru. https://zakon.ru/blog/2015/1/20/format_kak_obekt_
avtorskogo_prava [in Russian].

Gurian, P. (2002). TV show format. In The interactive television dictionary. Grand Natl Pr
[in English].

Kemarskaia, I. N. (2009). Format i telestcenarii [Format and television script]. Zhurnalist,
6,40 [in Russian].

Meadow, R. (1970). Television Formats — The Search for Protection. California Law
Review, 58, 5, 1169-1197 [in English].

Moran, A. (2004). Television formats in the world / the world of television formats.
In A.Moran, & M. Keane (Eds.), Television across Asia. Television Industries,
Programme Formats and Globalization (pp. 1-8). Routledge Curzon [in English].

Onions, C. T. (Ed.). (2004). The Oxford Dictionary of English Etymology. Clarendon Press
[in English].

Oren, T., & Shahaf, S. (2012). Television Formats — A Global Framework for TV Studies.
In T. Oren, & S. Shahaf (Eds.), Global Television Formats: Understanding Television
Across Borders (pp. 1-20). Routledge [in English].

Pidopryhora, O. A., & Pidopryhora, O. O. (1998). Pravo intelektualnoi vlasnosti Ukrainy
[Intellectual property law of Ukraine]. Yurinkom Inter [in Ukrainian].

Practical advice to protect your format. (n.d.). Frapa.org. https://www.frapa.org/format-
registry/ [in English].

287



AUDIOVISUAL ARTS
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 21 « ISSN 2616-423X (Online)

Shtefan, A. S. (2016). Format teleperedachi: sutnist, zmist, pravova okhorona [Broadcast
format: nature, content, legal protection]. Theory and practice of intellectual
property, 1,49-58 [in Ukrainian)].

Verkhovna Rada Ukrainy. (1993). Pro avtorske pravo ta sumizhni prava [On Copyright and
Related Rights]. Law of Ukraine of December 23, 1993 N2 3792-XII. http://zakon.
rada.gov.ua/cgi-bin/laws/main.cgi?nreg=3792-12 [in Ukrainian)].

TIPABOBE PETVJIIOBAHHSI ®OPMATY TEJIEBI3IVTHOI ITEPEJIAUI
SIK MEJIIATIPOIYKTY
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MeTa cTaTTi — MpoaHasdi3yBaTU IMPOLIEC CTAHOBJIEHHSI Ta PO3BUTKY IIPaBOBOTO
peryioBaHHST popmary TeseBisijiHOI mepemaui sIK 0COOIMBOTO MeIialIPOOYKTY, a TaKOX
MOSKJIMBOCTI /10T0 MPaBOBOi OXOPOHM HOPMaMU IIpaBa iHTeleKTyaabHOI BJaCHOCTI. Y CTaTTi
6y/10 BMKOPUCTAHO 3arajJbHOHAYKOBi Ta CIeliaJbHi MeTOAM OOCTiIKeHHS, 30KpeMa:
MeTOJ, TeOPEeTUYHOr0 y3araJbHeHHSs, METO/, aHAJIOTiii Ta MeTOM, KOMIIapaTUBHOTO aHami3y.
3BepTaylCh 10 MOPIBHSIBHOTO Ta iCTOPUKO-TUIIOJIOTIYHOTO METO/IiB, 3a3HaueHa CTaTTs
SIBJISIE COOO0I0 aHAJTi3 MOKIMBOCTEN MMPABOBOi OXOPOHU, B MEXax IMpaBa iHTeJeKTyaabHOi
BJIaCHOCTi, ¢opMaTy TeseBi3iiiHOi mepemadi 3 BigMOBIZHMMM BJIACTMBOCTSIMM Ta
dyakuismu. HaykoBa HOBM3HA MOJISTAE B TOMY, 1[0 TTPOAHAi30BaHO BU3HAYEHHS TOHSITTS
«TeseBi3iitHuii Gpopmar» i mOCHigKeHO Oro CTaH MPAaBOBOTO PETry/IIOBAaHHS B CBIiTi Ta
Vkpaiui. BucHoBku. OTKe, B cydyacHiii 3apy6ikHiit Ta BITUM3HSIHI HayKOBiil TyMIli iCHYE
KiJlbKa BM3HaueHb GopMaTy TejeBi3iiiHOI mepemaui, ajle 3aKOHOZABUYOTO 3aKpPiIlJIEHHS
3a3HauyeHe MOHATTS He Mae€, 10 HeTaTMBHO MO3HAYAEThCS HA TPAaBOBOMY Dery/lOBaHHi.
OnHak TpaBOBa HeBM3HAUEHICTh AediHilii «popmaT» MOPOAKYE UMCIEHHI AUCKYCIi, AKi
MOKeMO IOIiIMTM Ha KiJlbKa KaTeropiii: mo mnepioi BimHecemo TesnedopMar SIK izero abo
KOHIIEMIIil0, 1[0, 3TiTHO i3 3aKOHOIAaBCTBOM 6araThOX KpaiH CBiTY, He Ii[JisIrae mpaBoBiit
OXOpOHi; 10 APYToi — y BUIISAI CIMCKY MEeBHUX MPaBuU, 10 MOOISIOTbCS Ha He3MiHHI
Ta 3MiHHI eJIeMeHTM TPOTrpaMu; 0 TPeThoi — cropigHeHicTs Gopmarty TenesiziitHOi
nepefavi Ta JiTepaTypHUX TBOPiB; OO ueTBepToi — BUCHOBKM FRAPA, sika Hapmana
20 mopaj, 1o AO03BOATh 3axucTUTU (Gopmat. Haromocumo, 110 MUTAHHS TTPAaBOBOTO
perynoBaHHS TenedopMarTy IOKJIaJeHO HAa HOPMMU HAlliOHAJIBHOTO 3aKOHOAABCTBA,
a 3a3HaueHuil KpPOK He 3aBkau € edekTUBHMM. [Ipy IbOMY CyyacHe BiTUM3HSHE
3aKOHOZABCTBO HA/IA€ TPAaBOBY OXOPOHY TBOPAaM, IO BUPaKeHi B 00’€KTUBHi dopmi
Ta € OpUTiHAJbHMMM, i He MOIIMPIOETbCS Ha OYIb-sIKi imel, Teopii, MpUHLIMIINM, MeTOIH,
MpoLieaypHu, MPOLEeCcH, CUCTEMM, CIOCOOM, KOHIEMIii, BiIKPUTTS, HABiTh SKIIO BOHU
BUPAaKEeHi, OMuCcaHi, MOSICHEHI, MpointocTpoBani y TBopi. OmHak dopmar TenesisiitHOT
nepejaui HEMOXJIMBO TPEACTABUTY BUKIIOYHO SK 00’€KT aBTOPChKOTO mpaBa. Ha Ham
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TIOIVISIT, BUXOOSTUM 3i CBiTOBOI CymoBOi MPaKTMKM, LIIJIKOM JIOTiYHO HagaBaTu (Gopmaty
TeseBi3ifiHOI mepemavi MPaBOBY OXOPOHY SIK 0O’€KTY MpaBa iHTENEKTYaJbHOI BIACHOCTI
Ta MiAIMCYBaTU YroAy LIOAO HEpPO3TroJIOIIeHHSI OyIob-sKOoi iHgopMallii, 1o IoB’s3aHa
3 poboToio Ham Tenedopmarom. 3a3HaAUEHMIT KPOK € Ii€BMM 3acO00M, IO ITepeBipeHMit
TPUBAJIOI0 MPAKTUKOIO.

Kniwouosi cnosa: ¢opmar; dbopMmat TeneBisiiiHoi mepemaui; dbopMaT Tenlenepemaui;
TenedopmaT; 06’€KT MpaBa iHTeIeKTYaabHOI BIACHOCTI.

IIPABOBOE PETYJINPOBAHUE ®OPMATA TEJIEBU3MIOHHOI
TIEPEJJAYY KAK MEIVIAITPOJTYKTA
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Kanoudamxka kynemyponozuu,
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Kuesckuti HayuoHanvHelll yHUSepcumem KyJbmypsl U UCKYcCms,
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Llenp craTbu — TpoOaHAAM3UPOBAThb MPOLECC CTAHOBJIEHUS U Pa3sBUTUS TPABOBOTO
peryaupoBaHus QopMara TelIeBU3MOHHON IepemauyM KakK O0COO0ro MeouaIpomyKTa,
a Takke BO3MOXHOCTM €ro TpPaBOBOI OXpaHbl HOpMamyu IIpaBa MHTEJIEKTyaJIbHON
COOCTBEHHOCTM. B cTaThe OBUIM MCIIOIb30BaHbl OOIIEHAYUHbIE M CIELMATbHbIE METOIbI
MCCIeIOBAaHMSI, B YaCTHOCTI: METO[I, TEOPETUYECKOr0 0000IIeHNsI, METO/I aHaJIOTHMIi 1 METOJ,
CPaBHUTEIBHOTO aHaaM3a. O6pamasch K CPAaBHUTEILHOMY M MCTOPUKO-TUIIOJIOTUIECKOMY
MeTOoJaM, YKa3aHHasl CTaThsI IIPECTaB/IsIeT COO0I aHaIM3 BO3MOXKHOCTE ITPaBOBOJi OXPaHbI,
B IIpefenax MpaBa MHTEIEKTyalbHOI COOCTBEHHOCTH, (popMara TeJeBU3MOHHOI Iepenaun
C COOTBETCTBYIOIIMMM CBOVCTBaMM ¥ (PyHKUMSAIMM. HayuHass HOBM3HA 3aK/IOYaeTCsS B TOM,
YTO IMPOAHAJIM3UPOBAHO OIpemeseHue MOHITHUS TeIeBU3MOHHBIA (opMaT U MCCIeI0BaHO
COCTOSIHME eT0 ITPaBOBOTO PeryamMpoBaHus B Mupe u YKpauHe. BoiBoibl. ITak, B COBpeMeHHO
3apy0eXKHOI M OTEUeCTBEHHOJ HAYYHOI MbBICIM CYIIECTBYET HECKOJIbKO OIpemeseHmit
(hopmaraTeeBM3MOHHOI ITepegauy, HO 3aKOHOAATEIbHOI0 3aKPeIIeH NS yKa3aHHOE IOHITHIE
He MMeeT, YTO HeraTMBHO CKa3bIBAaeTCsl Ha MPaBOBOM peryaupoBaHuu. OJHAKO MpaBOBas
HeOIpeneneHHOCTh HeduHuMy «popMar» IOPOKIAET MHOTOUMCIEHHbIE IVCKYCCUM,
KOTOpble MOKEM pasmeluTh Ha HECKOJbKO KaTeropmii: K IepBoii oTHeceM Tenedopmar
KaK UAEe WIM KOHIEMNIMI0, KOTOpasi, COTJIaCHO 3aKOHOMAaTelbCTBY MHOTUX CTpaH Mupa, He
MOJJIeXXUT MPAaBOBOJ OXpaHe; KO BTOPOJ — B BUJEe CIICKA OTpee/IeHHbIX MPaBul, KOTOPbIe
JeJISITCS Ha TIOCTOSIHHbIE M TlepeMeHHbIe 3JIeMEeHTbl MPOTrpaMMbl; K TPeTbeil — POACTBO
(hopmara TeJIeBU3MOHHOI IIepeaaun M IMTepaTyPHbIX IIPOU3BEIEeHNI ; K UeTBEPTO — BHIBOIIbI
FRAPA, kotopas npegoctaBuia 20 COBETOB, MO3BOJISIONIMX 3aIIUTUTH (popMar.

OTMeTHMM, UTO BOIIPOC MPAaBOBOIO PEryaMpoBaHus TesepopMaTa BO3JIOKEH HA HOPMbI
HallOHAJIbHOTO 3aKOHOHATE/NbCTBA, a ITOT Iar He Bcerma sBjseTcs: 3¢dekTuBHBIM. IIpu
3TOM COBpPEMEHHOe OTeueCTBEHHOE 3aKOHOLATEeNbCTBO IIPeNOCTaBIsieT IPABOBYID OXPaHy
MIPOU3BEIEHMUSIM, BbIPaKEHHBIM B OOBbEKTUBHOI (OpME U SIBJISIIOTCSI OPUTMHAIbHBIMMU, U HE
pacmpoCcTpaHsieTcsl Ha UAEN, TeOPUU, IPUHITATIBI, METOAbI, MPOLIeAyPbl, TPOLECCHI, CUCTEMBI,
CII0COOBI, KOHIIEIIMM, OTKPBITMS, Oaxke eCaM OHM BBIPAKEHbI, OIMMCAaHbI, OObSICHEHBI,
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MPOWITIOCTPUPOBAHbl B IpousBemeHunu. OmHAKO QopMaT TeNIeBU3MOHHONM Iepenaun
HEBO3MOYKHO ITPEeICTaBUTh UCKIIOUNTEIbHO KaK 06beKT aBTOPCKOIO IIpaBa.

Ha Ham B3mISg, MCXOOS M3 MUPOBOM Cyme6HOM IPAKTMKM, BIIOJHE JIOTUYHO
MIPeIoCTaBIATh (hOpMaTy TeIeBMU3MOHHOI Mepenaydl IpaBoOBYI0 OXpaHy Kak 00BLEeKTY IpaBa
MHTEJUIEKTYaIbHOJ COOCTBEHHOCTM M IOAIMCHIBATD COIIAllIeH)e O HepasIyalleHuy 607t
mHboOpMalK, CBI3aHHOI ¢ paboToit Hax TeehopMaToM. DTOT IIAr SIB/ISETCS OeiiCTBeHHbIM
CpenCTBOM, IIPOBEPEHHBIM IJIUTEIbHO IPAKTUKOIA.

Kntouesvie cnoga: dopmat; Gopmat TeleBU3MOHHON Tepenaun; Gopmat Tejerepenadn;
TenedopmMaT; 0ObEKT ITpaBa MHTE/UIEKTYaTbHO COOCTBEHHOCTH!.
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