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CULTURAL AND ETHNIC-CONSOLIDATING ROLE
OF UKRAINIAN MUSIC AND DRAMA THEATER IN THE SOCIOSPHERE OF
UKRAINIAN IN THE LAST THIRD OF THE XIX — BEGINNING OF XX CENTURY

The purpose of the article is devoted to the study of the cultural and ethnic-consolidating role of Ukrainian music
and drama theatre in the sociosphere of Ukraine in the multicultural conditions of the Russian and Austro-Hungarian
empires in the last third of the XIX — beginning of XX century. The methodology of research consists in the
application of historical and cultural, comparative, systematic methods, which provide an opportunity to reveal the
specifics of the constitution of music and drama theatre of the sociosphere of society. The scientific novelty of the
work lies in the study of culture-forming activities of music and drama groups in the context of nation-building in the
system of socio-cultural interactions. Conclusions. At times of total state and censorship bans, Ukrainian music and
drama theatre, integrating into the cultural and historical form of a multicultural society, acquired the status of a socio-
cultural phenomenon, that performs an ethnic-consolidating role, promoted the preservation of Ukrainian cultural
traditions, national self-affirmation, and became an important factor in ethnocultural identification.
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An Ipuna Mukonaiena, xanouoam mucmeymegosnascmea, ooyenm K3BO KOP «Axademis mucmeyme imeni
Tlaena Yyouncovrozo»

KyJabTypoTBOpUYa Ta eTHOKOHCOJiYI0UA POJIb YKPATHCHKOr0 MY3UYHO-APAMATHYHOIO TeaTpy y couiocdepi
Yxkpainu ocranHboil TpeTHHH XIX — mouaTky XX cTomiTTS

Meta po6oru. CTaTTiO IPUCBIYCHO JOCIIHKEHHIO KyJIbTYPOTBOPUOi Ta €THOKOHCOJIIIYI0U0i poJii YKpaiHChKOTO
MY3HYHO-IpaMaTHYHOTO TeaTpy y comiocepi YKpaiHu B MONIKYJIbTYpHHX yMOBax Pociiicekoi Ta ABCTpo-Yropcbkol
iMnepiit B ocranHii TpetuHi XIX — mowyarky XX cromitTs. MeTomosIorisi JOCITIDKEHHS IMOJSIrae y 3aCTOCYBaHHI
ICTOPUKO-KYJIBTYpHOTO, KOMIIAPATHBHOTO, CHCTEMHOTO METOJIB, SIKi HAJalOTh MOMJIMBICTH PO3KPHUTH cIenUQiKy
KOHCTHTYIOBAaHHS MY3MYHO-IpaMaTHYHOTO TeaTpy y comiocdepi cycninberBa. HaykoBa HOBH3HA pOOOTH IOJISTAE y
JTOCTIKCHHI KyJTBTYPOTBOPYOI MisSUTBHOCTI MY3WYHO-IPAMATHYHUX KOJICKTHBIB Y KOHTEKCTI HAIlIETBOPEHHS B CHCTEMI
COLIIOKYJIBTYPHHX B3a€MOJIif. BUCHOBKH. YKpaiHChKMH My3WYHO-APaMaTHYHUI TeaTp y 4ac TOTAJIbHUX AEP)KaBHUX Ta
LIEH3YPHHUX 3a00pOH, IHTETPYIOUNCh Y KYJIbTYpPHO-ICTOPHYHY ()OPMY MOJIKYJIBTYPHOTO CYCIIIBCTBA, CTaB SCKPABUM

(eHOMEHOM HAIllOHAJBHOI XYAOXKHBOI KYJIBTYpPH, CIPHSB HALliOHAIBHOMY CaMOYTBEP/PKEHHIO, 30epeXeHHI0
KYJIbTYPHO-ICTOPHYHUX TPaIUIiid YKpaiHCHKOT HaIlii.
KarouoBi cioBa: ykpaiHChbKMH My3MYHO-JpaMaTHYHUN TeaTp, HAIIOHAIBHO-KYJIbTYpHE BiJPODKEHHS,

HalllOHAJIbHA 1IGHTUYHICTb; coliocdepa; Tpaaullii; penepTyap.

The topicality of the research. Ukrainian
historical and cultural heritage, which has been
formed over the centuries, is the main component
of national self-identification and representation
of our country in common European space.
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Ukrainian music and drama theatre is an integral
part of the cultural and historical heritage of
Ukraine, a means to preserve ethnic traditions,
aesthetic cognition, worldview values. The study
of its historical foundations as a cultural
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phenomenon that can illustrate the dynamics of
the Ukrainian nation’s spiritual progress in the
current context of national and cultural
identification and European integration of Ukraine
is quite important today and is one of the priorities
of modern art history.

The works of D. Antonovich [2], N.
Andrianova [1], V. Vasulko [4], A. Krasylnikova
[8], B. Romanytsky [14], and others reveal the
historical and cultural preconditions for the
formation of Ukrainian theatre art. The works of
V. Burdulanyuk [3], I. Chernichko [18],
S. Chornyi [19], V. Shurapov [20], and others are
devoted to certain aspects of the Ukrainian theatre
art development in the context of national and
cultural revival. At the same time, despite the
importance of the scientists’ work, the cultural
aspect of the formation and development of the
Ukrainian music and drama theatre in the
sociosphere of Ukraine still needs art analysis.
This is the reason for choosing the topic for the
article which aims to study the cultural and ethnic-
consolidating role of Ukrainian music and drama
theatre in the sociosphere of Ukraine in the
multicultural conditions of the Russian and
Austro-Hungarian empires in the last third of the
XIX — beginning XX centuries.

Presentation of the basic material. In the
analyzed period, Ukrainian music and drama
theatre became a powerful source of indomitable
national spirit, because the socio-political and
national-cultural  conditions in  which the
Ukrainian community existed in the Russian
Empire, were aimed at colonizing the Ukrainian
culture. Ukrainian culture as a powerful national
system was severely persecuted by the imperial
government, state authorities, which organized a
corresponding legislative framework specifically
for it, the purpose of which was the integration of
Ukrainians into imperial society, resulting in the
unification of historical memory, national identity,
and prospects of the Ukrainian nation [18, 40].

The system of imperial legislative, executive,
and judiciary authority tried to hinder the
development of the Ukrainian music and drama
theatre. Official state documents (circulars, orders,
statutes) were aimed at regulating activity,
announcing requirements for current repertoire
and charitable musical-dramatic performances,
requirements for musical-dramatic repertoire [6,
78; 79].

In the conditions of cultural colonization, it
was extremely difficult for theatre artists to get
permission to stage Ukrainian plays, as it was
necessary to obtain a decision from the entire
censorship apparatus. In particular, the permit was
issued by the local authority, which in turn was

guided by regulatory state directives, circulars and
worked closely with the Main Directorate for
Press Affairs, the Censorship Committee. The
Main Directorate for Press Affairs and the
Censorship Committee carefully checked the
theatre repertoire following the legislative
documents and the power granted to them, and
those stage works that did not correspond to the
ideological context of the state withdrew from
circulation or at best were returned to the author
for revision [6, 77].

In addition to legislative and censorship bans,
Ukrainian  troupes  were  hampered by
administrative harassment, which banned theatre
performances during the calendar year, mainly
during church holidays. Surely, all these
restrictions have left their mark on the schedule
and geography of touring trips of Ukrainian music
and drama groups [7, 39]. Thus, the created
censorship system, tightly regulating theatre
activities, was only an instrument of power that
effectively protected it, ensuring Russification
policy in Ukraine, while sacrificing national
interests: public, scientific, educational, cultural.

During the period of its formation and
constitution (late XIX — beginning XX century),
music and drama theatre becomes a powerful
source of indomitable national spirit, artistic
carrier of Ukrainian culture, performing the
cultural and ethnic-consolidating role in the
sociosphere of that time society. Outstanding
theatre artists M. Kropyvnytskyi, M. Starytskyi,
M. Sadovskyi, M. Zankovetska, P. Saksahanskyi
adhering the cultural and historical traditions of
T. Shevchenko and |. Kotlyarevskyi, to preserve
national identity, sought to protect the social
rights, the language, and culture of Ukrainian
people. They focused their creative activity on
bringing Ukrainian theatre culture to the European
path of development, developing national style in
their work, popularizing Ukrainian artistic
heritage among the general population of the
polyethnic society, which contributed to the
preservation of ethnicity, nation formation, and
interethnic dialogue of cultures. Due to the
creative work of national theatre figures in the
analyzed period, Ukrainian theatre culture
represents itself to society, creates a powerful
cultural potential.

The outstanding theatre  personalities
M. Kropyvnytskyi, M. Starytskyi, M. Sadovskyi,
M. Zankovetska, P. Saksaganskyi made efforts to
preserve the ethnocultural identity, folk son,g and
folklore tradition, the opportunity to have their
theatre school. In the process of constituting the
national theatre specifics, they used all their
creative tools — musical-dramatic, folk-domestic
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specifics of the repertoire, ethnographic nature of
scenery, costumes, choreographic design of
performances, defining the principles of Ukrainian
theatre as musical-dramatic one. The musical and
poetic specifics of the direction of the Ukrainian
stage contributed to the involvement of talented
composers M. Vasiliev-Sviatoshenko,
M. Lysenko, P. Nishchynskyi, and M. Arkas in
the staging process [16, 30; 55].

The national character became a solid
foundation or artistic and aesthetic system of
Ukrainian music and drama theater, based on
which the national repertoire, artistic form of
musical and dramatic performance, principles of
performance, scenography and directing, nature of
scenery, costumes, choreographic design of
performances. The national specificity of theatre
performances was notable for the skillful addition
of bright means of expression to the dramatic
action: vocal and musical (musical pictures, folk
songs), choreographic (divertissement, folk dance,
choreographic composition) [16, 12-13].

The decor was an important organic
component of the dramatic variety of Ukrainian
music and drama theater with its syncretic
character. In conditions of continuous imperial
oppression, aimed at the destruction of the
Ukrainian ethnos and Ukrainian culture, national
scenery in combination with acting, music, and
choreography promoted ethnographic features,
customs of Ukrainians, which contributed to the
realization of their own national identity. National
decorative design in Ukrainian music and drama
performances created the ethnographic and
everyday atmosphere of the stage action,
contributed to the authentic, deep disclosure of the
artistic content of the work, and had a direct
impact on the audience.

An important direction of Ukrainian music
and drama theatre activity was the establishment
of interethnic connections. Intercultural dialogue
in the sociosphere of theatre manifested itself in
the following forms of communication: the
establishment of creative contacts between
Ukrainian and Polish artists, exchange of directing
and acting experience, staging musical and
dramatic performances "Galka" by S. Moniushko,
"Mazepa" by Yu. Slovatskyi, "The Enchanted
Circle", "From a Good Heart" by L. Riedel [5,
33].

At the beginning of the twentieth century,
Ukrainian theatrical art was promoted among the
public by the followers of the luminaries of the
Ukrainian stage — professional music and drama
troupes of D. Gaidamaka, |I. Ilvas-Moroz,
P. Kasynenko, Yu. Karpenko, O. Suslova,
T. Chernyshov and others. The artists were united
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not only by common art interests but also by the
desire to serve the cause of national and cultural
revival. Due to this, the ideological influence of
outstanding Ukrainian artists, the aesthetic spirit
of their work was felt in the activity of theatrical
groups. This is how continuity in Ukrainian
theatrical culture was asserted.

Performances of Ukrainian music and drama
groups were essentially national, artistic,
aesthetic, and educational. The originality of the
plot, the intensity of the dramatic action, the
presence of vital authentic stage images were
combined with folklore motifs, songs, and rituals.
The original Ukrainian repertoire had a bright
ethnographic and everyday orientation, reflected
the national type of Ukrainians, promoted their
traditions, rituals and was understandable and
extremely popular among the public.

The repertoire was based on plays: "Natalka
Poltavka" by I. Kotlyarevskyi, "Matchmaking in
Goncharivka" by G. Kvitka-Osnovyanenko, "Give
Freedom to Your Heart, and It Will Lead to
Captivity", "The Courtship of Sotskyi Musii"
(Songs in the faces), "After Revision" by
M. Kropyvnytskyi, "Vechornytsi" by
P. Nishchynskyi, "Bohdan Khmelnytskyi",
"Marusia Bohuslavka", "Sorochyntsi Fair", "It Did
not Turn out as Desired”, "Kupala Night", "Oh,
Do not Go Hryts to Vechornytsi" by M. Starytskyi
and others [19, 132].

Ukrainian music and drama groups of
D. Gaidamaka, |I. Ivas-Moroz, P. Kasynenko,
Yu. Karpenko, O. Suslova, T. Chernyshov, and
others launched active touring activities in
St. Petersburg, Kursk, Saratov, Kharkiv, Odesa,
Volga region (Symbirsk, Saratov, Samara), the
Far East (Khabarovsk, Irkutsk), and other cities
and localities of the Russian and Austro-
Hungarian empires, that were aimed at promoting
the ethnocultural identity of the Ukrainian nation,
involving a wide range of polyethnic communities
in the Ukrainian theatrical art. In many places,
where the Ukrainian language has never been
heard, musical and dramatic performances were a
real holiday for Ukrainians living in these
territories and for the polyethnic community [20,
92-93]. The performances have always been sold
out. Thus, the activities of prominent national
theatrical figures popularized Ukrainian culture
among a wide range of polyethnic audiences.

Conclusions. At times of total state and
censorship bans, Ukrainian music and drama
theatre, integrating into the cultural and historical
form of a multicultural society, acquired the status
of a socio-cultural phenomenon, that performs an
ethnic-consolidating role, promoted the
preservation of Ukrainian cultural traditions,
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national self-affirmation, and became an
important factor in ethnocultural identification.
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