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Estrada: variety of styles creative pursuits

This paper analyzes the key trends and vocal style, founders of the modern stage. Particular attention is paid to
vocal art traditions characteristic of urban culture and folk motifs in Ukrainian pop song performance.

Pop singing or vocal, appeared along with the formation of an active artistic traditions, typical especially for
urban culture. However, with the development of urban art traditions and stylistic horizons expanded vocal performing art.

Research vocal performance series devoted to the works of modern Ukrainian researchers, including
N. Hrebeniuk, K. Cheremsky, A. Mironov, A. Guliyev, A. Filatov, L. Gorelik, V. Myhaylets, S. Shibneva, A. Strihar,
Y. Trunez, |. Yaroshenko et al. Actually variety of performance issues and explore its genesis authors dissertation
research: N. Drozhzhina, S. Chyernikova, D. Babich, J. Lysenko.

Among the features of variety performance — simplicity, accessibility, purely entertainment -oriented, and the
ability to understand, even on the part of the average viewer interest and knowledge is sometimes too far from the
classic conservatory education. In addition, among its characteristics can be noted first of all the possibility of storing
enough light and music and words work. Despite the variety of styles of pop songs, they are characterized by almost the
same setting of voice and breath.

Motet — a universal genre of song performance in the form of polyphony, which originated in the thirteenth
century France.

Originally motets related to professional art, which was the main varieties of Western music until the middle of
the XVIth century. However, the text comments are increasingly began to take risible, satirical or even erotic. Later in the
motet began to appear and people's motives. These factors may also suggest motets prototype of the modern styles of
pop performance.

Madrigal — polyphonic vocal play mainly in strophic form that originated in the XIV century in ltaly. Feature of
madrigals was experimenting on a combination of music and poetry. The latter usually was a small poem lyrical content
of the love- erotic connotations written freestyle.

Cantata — vocal and instrumental piece for soloists, chorus and orchestra. Solemn or lyrical and epic character
cantatas intended for concert performance.

A characteristic feature of the song also became his romantic and lyrical focus, special Ring that of transparent
plot was linked to the theme verse. Thus, the unity of music, poetry, and timbre created and create a unique chamber
and even intimacy of the song directly.

Overall growth in popularity of the song falls on the nineteenth and twentieth centuries.

An important stage in modern jazz vocal takes. Its occurrence is associated with a fusion of African and
European rhythms in the United States in the late nineteenth century. In addition, a manner of extracting sound using all
opportunities to vote is variety.

However, you can not avoid people's attention and vocal singing, which is also present on the stage. As pop
vocal indeed combines many areas of song, folk motifs could not stay out of his attention. In addition, they, along with
analyzed above styles that have developed mainly in urban music culture can be considered as one of the priorities.
However, the prevalence of Ukrainian folk motifs on the stage can hardly be attributed to negative factors, as they
provide its unique identity, increased intentionality, colorful melodies and more. In any case, vocal performance, including
pop, cause and raise a keen interest in further research and should be one of the promising areas of research, especially
within the Ukrainian art history and cultural research.
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BIOOMWUMN ICTOPUYHUW ENI3OA Y MUCTELTBI XXI CT.:
PO3KPUTTA, NEPEOCMUCIIEHHA, INEHTU®IKALIA

Y cmammi posensdaembcs numaHHs XyOOXHbO20 epeoCMUCTIEHHST erni3o0y peasibHoi icmopii,
8i0meopeH020 8 Mucmeymsi nonepedHix Yacie, K crocib aHanisy seuly, cydacHocmi Ha rnpukiadi BUKOPUC-
maHHS ma po3e8umky croxemy gidomoeo rnonomHa [ieeo Benackeca "30a4a bpedu”. NpoyumaHHs 8i0omMoeo
croxxemy 3a G0MOMO20K CyqacHUx 3acobie xydoXHbO20 8UPaXKeHHsI ma Mamepiasie dae 3Mo2y He MinbKu
rnepeocmuciumu icmopuyHi ¢hakmu, roe’sisaHi 3 KOHKpemHuM erizo0om, a U er/iuHymu Ha ¢bopmMy8aHHs
cy4acHoi ideHmu4yHocmi.

KntoyoBi cnoBa: nybniyHe mucmeumeso, 6bamarnbHUlU ma icmopuydHUl XaHpu, pernika, iHmepnpe-
maujsi, KoHmekcm, i0eHmMuUYHicMab.

Bnitky 2013 poky anbkanbg MyHiuunanitety aHgis (NpoiHUia BaneHcii, IcnaHist) NpunHsSB pilleHHs
npubpaty cKynbnTypHy Komno3uuito "25 kBiTHA 1707 poky" 3 ogHOMMEHHOI miowi micta. Lia meTtaneBa
komnoauudia — 25 m 3aBgoBxkku, 3,5 M 3aBBuwkm 1 Barolo B 30 TOH — Oyna BCTaHOBMEHa BigOMUM
KaTanoHCcbkum mutLemMm AHTOHI Mipo 2007 poky Ha YecTb Big3HavyeHHs 300-i piuHmUi GuTBM nig AnbmaHcoto, 3
niBHiYHOro B'i3gy Ao micta, To6TO 3 6oky Magpuga. Komnosuuia € uyutator 3 Bigomoro nonotHa [liero
Benackeca "3gava bpegu", npMcBaYeHOro icTopnyHoMy enisofy BiviHu IcnaHii 3 HinepnaHgamum (1625 p.).
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3pewrToto, "y NamM’ATHUKIB i MICT CkragHi B3AaEMMHU, YAacTO OCTaHHi MPUHOCATb MEPLUUX Y XEpPTBY
CTPIMKMM 3MiHaM, 3pOCTaHHI0, (Pi3NYHIA peanbHOCTI YK, L0 He MEHLU BaXnuBO, cyyacHii 3Hesasi" [1, 357].
BTim, y gaHOMy Bunagky pilleHHs anbkanbga NpoauvkToBaHe, 6e3nepeyvHo, NOMNiTUYHMMU MipKyBaHHAMMU —
CKYNbNTypHa KOMMO3WULisi 3MYyLUYE MO-HOBOMY OLIHUTW iHLWWA BiAOMWIA ICTOPUYHMI €mni3od, NOB’A3aHum i3
OuTBOMO, sika cTanacsi Yyepe3 82 poku NoTomy Ha TepuTopii camoi Icnanii, GUTBOM, WO MOKnana no4arTok
npaeniHHo anHacTii bypboHiB 3amicte [abcOyprie, ane BogHoYac O3HaMeHyBarna KiHeub CaMOCTIAHOCTI
KoponiscTea BaneHcii.

TBOpM MucTeLTBa, 0COBNMBO MOHYMEHTANbHOrO Ny6niYHOro MMCTELITBA, NOB’AI3aHON0 3 NEPeoCMuUC-
NeHHAM BigOMWX emni3ofiB 4M MoAil icTopii, YacTo 3a3HalTb OCTpakiamy Ta 3abopoHu 3 OOKy BnacTem.
HepagHiM npuknagom Moxe Cnyxutu ckynbntypa "HacunbcTBo" B MOMbCbKOMY [[OaHCBHKY, BCTAHOBMNEHA Yy
2013 poui He3akoHHO aBTOPOM, CTyAEHTOM MicLeBOi akageMii oOpa3oTBopYOro MucTeuTBa nopsg i3
Nam’ATHUKOM PafsiHCbKOMY TaHKy T-34, Lo NpocTosana MeHLUe OfHIEl 40OM 1 BUKNUKAna ry4yHUin pe3oHaHc i
KPUTUKY 3 BOKY TUX, XTO OOCTOKE OfHY HEMOTPILLHY iCTOPIl0, CKNaaeHy nepeMoxusamm [2, 1].

| Xo4 CKynbMTypHa KOMMO3WLis B aHAil Ta NOB'A3aHi 3 Heto aebatu, Wo BUNLLINM 3@ MEXi He TiNbKu
OKpPEeMOro MyHiuMnaniteTy i npoBiHuii, a ” lcnanii Ta €Bponwn, i 3aBagkm Facebook-y nepetBopunucs y
rnoGanbHUA Kpyrnui CTin WOAO MpaB Ta BigNoOBigaNbHOCTI aBTOPIB i 3aMOBHUKIB MyOniyHMX TBOPIB MuUC-
TeuTsa, Jae NOXMBY ONSA UiKaBUX MOPIBHAHb i AOCHigKeHb, MpegMeToM i€l cTaTTi € He NPOCTO 3BEPHEHHS
00 ICTOPMYHOro enisogy B MWUCTELTBI, @ NEPEOCMUCHEHHS NonepeaHboro MUCTELBKOro BTINIEHHA MEBHOMO
eni3ofy 3 NepcnekTBKM Yacy Ta HaCTyMnHOro AoCBiay.

IcTopuyHUMIA enison TpagmuiiHO BMKOPUCTOBYBaBCSl B 0Opa30TBOPYOMY MUCTELTBI SIK NPeaMeT MUc-
TeubKol iHTepnpeTauii MMHYNOro 3 nornsaay NOTOYHOI CyCninbHO-MONITUYHOT CUTYaLii. ICTOpUYHMIA enison cknas
OCHOBY GaTanbHOro aHpy, nigHeceHHs sikoro Bigbynocsa B [oby BiopomkeHHs 3aBOsKM Takum BUOATHUM
MancTpam, sk JleoHapgo ga Binui, Mikenanmpkeno, TudiaH, TuHTopeTo. Ane HanbinbLIOro PO3KBITY Len XaHp
pocdar y XVI-XVII ct. Came y TBopax TorodacHux mamnctpis (Pembpanar, H. MNycceH, A. Batto, . Benackec)
BGaTanbHWMI XaHp TICHO NepenniTaeTbCs 3 XXaHPOM iICTOPUYHNM, HabyBarun 0COBNMBOro KOHTEKCTY.

OTOX, NpegMeToM CTaTTi € NPOYMTAHHA Ta NEePeoCMUCIEHHsA B6araTodirypHoOro, CoBHEHOIO Pi3HUX
nnaxiB Ta aneropin 6aTtanbHoro nomnoTHa [1. Benackeca "3gava bpean" B cyyacHOMy MUCTEUTBI Ta KyrbTypi,
30kpema B obpasotBopyomy mucTeutBi XXI CT. Ha npuknagi TBOPYOCTI KaTarlOHCbKOro XyAOXHWKA i
ckynbntopa AHToHi Mipo (Hap. 1944 p.).

Benackec nucas csin TBip npoTtarom 1634-35 pp., 3ManboBylo4M enizoq 6rmM3bKoi Ta BiAOMOI oMy
iCTOpIii — Nepemory icnaHCbLKOro BiiCbka Had rapHi3oHOM ronnaHacbkoro micta-copreui bpean. "Came Togi
Benackec oTpumaB Baxke JopyyeHHs — po3nucaTtu 3an Koponiscts HoBoro nanauy byeH-Petupo" [3, 141].
3BenuueHHsi, 3gaeanocs 6, pagoBOro enisogy TOro4acHOro MPOTUCTOSIHHS KaTOMMLBKOTO CBITY MPOTH
NMPOTECTaAHTCLKOrO HacnpaBdi mMano Heabusike 3HadveHHs. Imnepia ®inina IV nicns 1625 poky, abo Tak
3BaHOro annus mirabilis ("poky AOuB"), MOB’A3aHOTO 3 HM3KOK MNEpPeMor (30Kpema, i 3axonfieHHs MicTa-
dopTeli Ha yMOBHOMY KOPOOHi ABOX CBITiB), moyana 3asHaBaTu BigdyTHMX nopasok. Came Tomy uyepes
0EB’ATb POKIiB MiCns 3axonsfeHHs riamaHCbKoro Micta ugd ictopis 6yna obpaHa CtoXeTom And nosioTHa, sike
npocrnaensano 6 Benu4y icnaHCcbkoi MOryTHOCTI Ta 36poi. "Yepes geB’sitb pokiB, y Magpwugi, ctoaum nepea
nonoTHom, HanucaHum [liero Benackecom, A Hibu 3HOBY nouyB GapabaHHui apib, nobaums, Ak MOMiXK
OropHYTUX AMMOM (POpPTIB i WaHUIB yaanuHi, nepeq bpenoto, NOBINbHO pyxatoTbCA AOCBIAYEHI HE3BOPYLLHI
MONKW, HecyuYn Mk Ta Npanopu Kpawoi y CBIiTi NiXOTK, iCNaHLi — HEHaBMWCHI, XXOPCTOKi, nuxaTi, gucumnni-
HOBaHi TiNMbKW Nig BOrHeM, 34aTHi Bce cTepniTh, kpiM 3HeBarn" [3, 145-146], — posnosigae Big iMeHi cBoro
repos, BuragaHoro kanitaHa Anatpucre, BigomMun icnaHcbknin nucbMeHHUK A. Nepec-PesepTe.

Xo4u 6u Ak cnpuiiMaT TBip — BiH 30BCIM HEBMMAOKOBO AaB MOLUTOBX HACTYMHUM TIYMayeHHAM Ta
npoynTaHHaM. "3 nepLluoro nornsgy, ronoBHa ifes KapTUHU — BENUKOAYLUHICTb i LWASAXETHICTb NepeMoXLiB
Mo BiOHOLUEHHIO OO MepeMOoXeHux-ronnaHaudis. Ycnix 6yB nokanbHMM, a BiliHa, 3pelwuTor, nporpaHa. Ta
OCKiNbKM KapTuHa Oyna npu3dHadeHa [Ans KiMHAT KOPOMIBCbKOro nanauy, a A0 [JAOKYMEeHTarbHOro
nigTBEpOKEHHA Mopasku 3anuwanocs we uinux 13 pokiB (Bectdanbcbkun mmp 1648 p.), To KapTuHa 3a
3MICTOM BUWLLINA Ha AMBO iHOPMATUBHOM i LiikaBow" [4, 1].

BigcTynuBLuK Bif TOrovYacHMx KaHOHIB ©aTanbHOro Ta iICTOPUYHOIO >KMBOMUCY, MUTELUb 3aKrnaB
OCHOBW POMaHTUYHOrO peaniamy, npardydM He nNpocTO W yrecnvBo ocniBaTu Tpiymd nepemMoxuis, a
3ManoBaTtun y BUragaHoMmy enisofi nepepadi KntodiB Big Micta (Hacnpaegi, 3a CBiOYEHHSMU XPOHICTIB, yce
BinbyBanoca He Tak nadocHO i nigHeceHo, Xxod HaBiTb KanbaepoH BigoaB HanexHe LWASXeTHOCTI
nepemoxuis [5, 81]) HecnogiBaHWn AyLLEBHUI Aianor NnepeMoXLs i NepeMoXXeHoro.

Ak nmMwe y cBoin npaui cyyacHun nuToBCbkuin cpinocodd JleoHigac [oHckic: "Kogekc uyecti 1
nuuapcbka WNAXeTHICTL Y Yacu, KOMu Le nodvanu 3HeBaXaTu W KONMU NUUapcTBO BUKNUKANo pajlle
HaCMILLKK, @ He NoBary i 3axOMfeHHs], € BaXNBok Temoro B poMaHi CepBaHTteca "[oH KixoT". Mawxe B Ton
camuin vac, konn CepsaHTtec HanmcaB poMaH "[oH KixoT", [iero Pogpurec ge CinbBa-i-Benackec ctBopuB
cBO€ noroTHo "3pava bpeaun", 306pasuBLUM peanbHUIA enison BiMHWM Mix [onnangieto Ta lcnanieto. Micns
OAVHafUATUMICAYHOI 00norM icnaHcbke BIACbKO 3axonuno ronnaHacbky dopTteuto bpepga 1625 poky.
["apHi30oH chopTeui My>kHbO BOPOHUBCS, arne cknaB 36poto, KoM CKiIHYMIMCA Xapdi 1 6oenpunacwm.

Ha TOHKOMY 11 MCUXOMOriYHO TOYHOMY MOMOTHIi Bemnackeca mu 6aumMmo Tpiymdyroumx icnaHCbKnx
rpaHAiB i po3yaBneHnX Ta MNPUrHiYeHMX ronnaHAcbkux odiuepiB. Y LEHTPi KapTUHU KOMeHAaHT dopTedi
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FOctuH doH Haccay nigxoguTe OO KOMaHgyBaya iCMaHCbKMM BiACbKOM, reHepana Ambposio CniHonw.
CniHona (1569-1630), HalwaaoK reHye3bKnx apucTokparis, CraBMBCS BULLYKAHMMW MaHepamu Ta SKEHTb-
MEHCBLKOI MOBEeAiHKOK. BiH He OMBUTBLCA Ha KoM Big MicTa, SKi MOMY MPOTArye NepemMoXXeHun KoMeHaaHT
¢oH Haccay, a oGiimae ronnaHACbKOro reHepana 3a nnedi 1 no-Apy>KHbOMy BiTae. 3 ICTOPUYHUX Kepen
BigoMo, wo A. CniHona noasikyBaB NMepeMOXEHUM BOPOraM 3a MYXKHICTb i 3aKIIMKaB iCMaHCbKUX BOSIKIB
nocTtaBuTMUCA A0 ronnaHguie 3 ycielo moxnueoto nosaroto. NMosegiHka A. CniHonu Haragye npomoBy [oH
KixoTa B KopuMi, e BiH 0B6CTOIE pULLAPCHKUIA KOOEKC YECTi.

Axkwo BenackecoBe TpakTyBaHHSA xapakTepy Ta ocobuctocti A. CniHONMM MOXHa crhpunmaTty sk
NpocTe BLUAHYBaHHA HUM BOSIKiB-CMIBBITYM3HUKIB i MpuKpalLlaHHA AINCHOCTI NPUOBOPHUM  XYOOXHUKOM
icmaHCbKOro KOponiBCbKOro ABOpYy, TO cnif 3ragatu cnoBa xopoworo apyra Benackeca [Mitepa [lMayns
PyGeHca, BupgaTHoOro dramaHacbkoro umBonvcus i gunnomarta 3 AHTBepneHa. PybeHc, skui 4vacto
nogopoXxysas A0 IcnaHii 3 gunnoMaTUYHUMN MICiIMU, SKOCb 3ayBaXUB, LLUO NPOTArOM XUTTS He 3ycTpiyas
Takoi Myapoi 1 WnsxeTHOT NioanHu, ak AM6po3sio CniHona.

lMepemora y BiliHi CKOPOMMHYLLA, a KOOEKC YecCTi BiYHMI — came Len acdopmam gossonme A. CniHoni
Marbke NpopoYO MOCTaBMTW NOBary Hag NepPeMoXXeHM BOPOroM i NTMLIAPCLKY NOBeAiHKy Hagd OyaeHHMKN pedamu.
Yepes BiciMm pokiB ronnaHaLi BiasotoBanv bpegy B icnaHuiB, 3000yBLUM rydHy nepemory. Ane Hi ¢oH Haccay, Hi
CniHonu npu ubomy Bxe He byno. Obugsa Ha Ton Yac nomepnu" [6, 117-118]. Jogamo, Wwo nomepnu BOHU
He3acnyxeHo 3abyTumn (3okpema, "wnsaxetHun" CniHona) U BiOKMHYTUMU. 3BEPHEMOCH 3HOBY A0 iCTOPUYHOTO
pomaHny A. lNepeca-Pesepte "CoHue bpeaun": "Jnwe 3a akMxocb MATb POKIB Nicns 3ragaHoi obnoru, nepemMoxeLib
y OuTBi, po3ymMHa i TanaHoBuTa moavHa, OnMCKy4YMi BOEHaYanbHWK, YYTNMBUIA | 3akoxaHun B Icnadito go
CaMONOXepTBU... MOMpE, OTPUMAaBLLM 3a CBOI AisiHHSI XBOpoby i po3nay..." [3, 56].

BoueBungb, Taka gonsa [oH KixoTiB, siki HamaraloTbCs B yCi Yacu 06CTOOBaTN KOAEKC YeCTi 1 Mmopani.
A npoTe Takomy OBIIHOMY POMAHTMKOIO | [OHKIXOTIBCbKOIO BIpOK Y MOHATTA 4ecTi nornsgy MOXHa
NPOTUCTaBUTU iHLY NO3uLito, A0 AKOT cxunsaetTbea A. Mipo, 4OCniaXyro4un NPUXOBaHi MexaHi3Mun CycrinbHMX
asuLl. "Bigome BMCNoBnBaHHA cyvacHuka Benackeca, BugaTHoro noeta Jlyica ge F'OHropM: "bpeny 3naBs
ronon". Ta n came nonotHo Benackeca, HanucaHe 3a nogisimm 1625 poky, OBisiHE repoiKo-POMaHTUYHUM
driepoM — UeHTpanbHa cueHa nepefadi kntodiB Big dopteui dnamanacekmm nonkosoguem HO. Haccay
icnaHcbkomy A. ge CniHoni cuMBONI3ye TiOHICTb MepeMoXeHux i 6maropodcTBO NEpEMOXUiB. YTiM, K
cBigyaTb AOKYMEHTU, KONK icnaHui 3anHanu dopTteuio, To 3Hanwnu Tam 3anacis xniba Ha micsaupb, a BUHa —
Ha Tpu Micsui... He repoiky icTopnyHOro enisogy, a 3BUYaHi KOPUCTOMOOHI iHTepecu — KyniBnoo-npoaax
(o, 3peLTolo, NeXuTb B OCHOBI i BENUKMX, i Manux BOeH) nigkpecnoe A. Mipo B HanpisHOMaHITHILWNX
poboTax CBOEi rpadivHoi cepii, npuces4eHin TBopy Benackeca" [7, 12-13]. Came TOMy B YMCNEHHNX poboTax
cepii NnepeMoXXeHuin NpoTArye "LWNAXeTHOMY NepeMoXL" He Kntod Big hopTeli, a 3eneHy 6aHKHOTY.

B ogHin 3 Takux pobit (ocopTi "Cnuncn", 1975) ABOE CynpOTMBHMX BiNCbK 03OPOEHI BXE pakeTamM i
TaHKaMK, XO4 3aranbHi napameTpu iCTOPUYHOI KOMMO3MUIT YiTKO BUTpPUMaHI. lcnaHcbke Bincbko B XVI CT.
Hocuno Hasey "Cnucu imnepii” i cknaganocsi NepeBaKHO 3 HaWMaHLUiB. YTiM, SKLLO NOAMBUTUCA Ha BINACHKO,
sKke 3axuwiano dopreuto bpena, To oro cknag 6yB TakoX po3mMaiTum — pnamanaui, weegu, Himui. Enisogn
CepeaHbOBIYHOI iCTOpIii LWe pa3 NiaTBepaKylTb, WO JlOKanbHUX BOeEH He Oyeae. [Mpo ue mMumoBoni
PO3MIPKOBYELL, KOMW BXOAULL Y MPOCTIP BENackiBCbKOro MOSOTHA, NMPOHUKAKYM KPisb Yac — y NpAMoMy i
nepeHOCHOMY po3yMiHHI, agxke ob’exTHun xusonuc A. Mipo "Cnucn imnepii" (1976-1977) pae 3mory ue
i3nYHO 3pobuTM N camoMy rnsgadvesi CTaTM OOHWMM i3 YYACHUKIB MUHYMUX NOAiN, ONUHMBLLUCL NOPSA i3
peanbHVMM Ta BUragaHMMu MNEepcoHaXamu iCTopudyHoro enizogy. BnacHe, us ob6’ekTHa KapTuHa-penriika
cTana npoobpa3oM ckynbNTypHOi komnoauuii B ['anaji.

To xTO Mae Ginbly pauito — NMUTOBCHKUIA (DINOCOd UM KaTarnoOHCbKUIN MUTELL — Y NEPEOCMUCIIEHHI
icTopu4yHoro enisoay, abo, TOYHile, NOTPakTyBaHHI BenackeciBoro npoumMTtaHHs nogii?

B npuHuuni, obnaBa nornsiaM BipHi, OCKINbKM pO3KpMBaKTb Te came sBULWLE, TiNbKM 3 OBOX
NpoTUNEXHMX BOKIB: "3B'A30K MiX BMafol Ta YsBOK B Yacu nepexigHoro nepiofy, Konm BeCb AyXOBHWUIA CBIT
€Bponu, BigoMun K KynbTypa CepeaHboBIYYSs, 3HUMK...3HMKNA HE TiMbKM KynbTypa NUUapcTBa, a W KOOEeKC
noBeAdiHkM, Habip uiHHOCTEN, ceiTorngad...", i MM CTaeMoO CBigkamu "HapPOPKEHHSI CBIiTY, BiAOMOro Ham siK
cyvacHictb" [6, 124-125].

3BepTarymch 40 iCTOpMYHOro enisogy i nonotHa Benackeca, Mipo po3rnsgae HenpuBabnuey cyT-
HICTb Cy4aCHOCTi Ha NPOTMBary nMLUAapPCbKOMy KOOEKCY YeCTi MUHYroro. [pu uboMy He NPOCTO AO3BOMSAE YBINTU B
NPOCTip MONOTHA, a 1 Jae NeBHe y3aranbHEHHS HOBOHAPOMKEHOMY CBITY: YacoBi pamku "Cnncis" po3LwLmnproloTbea
i Ha okpemmx poboTax, 3aCHOBaHUX Ha LibOMY iICTOPUYHOMY eni3ofi, 3'ABnseTbes iHWwa aaTta — 1707 pik, noB’sa3aHa
3 GuTBOIO Mig AMbMaHCOI, KOMM B 3MaraHHi 3a icnaHCbKy cnaflivHy 3iMwnucs B repui ppaHLy3bKo-icnaHcbke
BIICbKO Ta apMisi CON3HUKIB — OpwTaHuiB, nopTyranbuiB Ta ronnaHguie. Yci Ti pucu, WO Ha 3nami enox
nposiBunucst y 6utei 3a bpeny, Aegani ysupasHunuca B 6UTBI nig AnbMaHCO0, 3aknagardm MoparbHi OCHOBM
cy4acHoro cBiTy. B Tin 6uTBi, W0 3aBepLunnacs LinkoBUTMM PO3rpOMOM apMii COH3HUKIB, (hpaHLy3bK1M BINCHKOM
komaHayBaB mapLuan bepsik (xkenmc PiTumKENMC), aHrmiewp 32 MOXOMKEHHAM, HE3AaKOHHOHAPOMKEHUA CUH
repuora VMopkcbkoro Ta Onbani, MainbyTHboro koponst Akosa Il; Ha 4oni  apMmii COI3HWKIB CTOSIB dopaHLLys,
Mapki3 ae PoBiHbi, rpad MNonyein. To6To, 3HOBY-Taku, Kpidb repoiyHi Aekopallii Npo3npHyna 3sryanHa obopyaka.

Ak 3ayBaxye J1. [oHckic, "Mn Bce we TarHemocs 40 repoie HoBoi gobu, SK-OT... icnaHCbKuin
NonKkoBoAeUb i3 reHyesbkum KopiHHAM AMb6posio CniHonma — TOW, WO He nocnillae NPURHATU Khya Big
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6pamun micta Bpega 3 pyk nepemoxeHoro HigepnaHacekoro reHepana KOcTiHa BaH Haccay i uMm Hibu kaxe:
nepemora y BilHi — edpeMepHa; a JOBrMA, NUbHUA NOrNs4 i AMBO PO3YMIHHA MK ABOMa CynpOTUBHUKaMu
3anuwaTbCs B Nam’aTi HAZOBrO.

Mwu Hamaraemocsa NPUMMMPUTN CBOE MOpParibHe 1 NOSIITUYHE YyTTA 3 MUHYNUM — | HE 30aTHi BU3HATH,
WO Hawi pednekcii, MOXIMBO, Kygu MEHL CydacHi 3a Ti, 9Ki MPUNMCYeMO HIOMTO BigCTanMM Oanekmm
enoxam" [8, 42].

Y cBoin komnosuuii "25 kBiTHa" A. Mipo BUKOPUCTOBYE 0COBNMBUIA CnraB 3anisa, O OKUCAETLCS i
TeMHiwae, ane He pynHyeTbecs. Bea komnosuuis — ynisHaBaHHI nocTaTi 3 BeNackiBCbKOro nonoTHa i cnvcu, 98
CMMBONIB iMNepIi, WO CynpOBOLXKYIOTb iCMaHCbKe BIICbKO, TEMHOro, GpyHaTHOro Konbopy. | Tinbku rpyna
OKpeMux cnuciB — 16 WTyK, Wo cTosATb OoKkpemo, nodapboBaHi y 4yepBoHe. BoyeBuap, Le Te, WO He
nigBragHo Yacy — MOparnbHiCTb Ta iQeHTUYHICTb.

Bigomun ©Gackcbkun ckynbntop Hectop bactepetyea HanvcaB B anbbomi, npucBaYeHOMY
CKYNbNTYPHIA Komno3uuii "25 kBiTHA": "AHTOHI Mipo € dbeHOMeHanbHUM nepeTBOpOBa4YeM MUHYNUX iCTOPIN.
BiH noegHye nam’sitb 3 HOBUMM CriOBaMM Ta Nay3amu, LLO iX po3ainse BenmyesHa BigcraHb" [9, 9].

3BepTatounch Ao ysivyHeHoro [1. Benackecom ictopuyHoro enizogy, A. Mipo He NpocTo 3MilLlye akUeHTH
(wo Byno nputamaHHe MUCTEUTBY APYroi NonoBuHM XX CTOMITTS, SIke Hamaranocsi Mo-HOBOMY BUTIyMaduTv
CIOXeTW, AKi CTanm CBOEPIOHMMI KOMNEKTUBHUMM KNiLLE), a NepeBepTae Halle YSBMEHHS 3 Hir Ha ronosy, Nogakwyu
umutat 3 "knacuku" B LUNIKOBUTO HOBOMY KOHTEKCTi. 3BenuueHHs Benackecom icmaHCbKOi MOTyr Ta Henepe-
MOXXHOCTi MOCTa€E B LibOMY KOHTEKCTi BLUAHYBaHHSIM MYXXHOCTi TUX, XTO OO6CTOIOBaB CBOE NPaBO Ha HE3aneXHICTb —
UM TO Ha PIBHI roNnaHACHKOI NPOBIHLIT YX BareHCINCLKOro Koponisctea. A NoKasHa LUNAXETHICTb, CNpaBeanmBICTb i
BEMUKOOYLLHICTb (3po3yMina B Yacu CepeaHbOoBiUYs)) BUSIBNSETBCA YUCTICIHBKMM OONYAHWLTBOM i MPUXOBaHOK
OOMOBMEHICTIO B Hawy Ao0y, nigBnagHy, "KOPUCTYIOUMCh BM3HayYeHHsM 3urmMyHTa BaymaHa, "HeuecTuBiin
TpinLUi" cyvyacHOCTi — HEBU3HAYEHOCTi, HeBMNeBHEHOCTI N HeHaainHocTi" [10, 18].

MigcymoByto4M, MOXHa CKasaTW, WO ICTOPUYHUIA eni3of, SKUA 34aBHa BUKOPUCTOBYBaBCA B
MUCTELTBI 3 MeTOl repoisauii NeBHMX NOAIA YN YHAOUYHEHHS MOBYanbHUX igen Ta NpuHUMNIB, 3 4acom
nepeTBOPUBCA Ha CBOEPIAHE KOMEKTMBHE Khiwe, ske MUCTeuTBO XX CTONITTS Hamaranocss OHOBUTU,
Hagawum enaTaXHoCTi Ta npoBokaTUBHOCTI. Ha nodatky XXI cToniTTa iCTOpMYHUIK eni3on, 3adikcoBaHUN y
HaLLiM CBiAOMOCTI 3aBAsIKM BUOATHUM MUCTELbKMM TBOpaM, MoXe OyTW BUKOPUCTAHUM B MPOTUIIEXXHOMY
opuriHany KOHTEKCTi M 3aBOsfKM UbOMYy HabyTu [OOATKOBOI CMUCMOBOI BapTOCTi ¥ POPMYBaHHI Cy4YacHOl
iAeHTnYHoCTI. Moka3oBui y LbOMY BiAHOLIEHHI NpUKNazg pPo3BUTKY Ta NEPEOCMUCTIEHHS BENACKIBCLKOI TOMIKM
BKa3y€e Ha MOXITMBUA HanpPsMOK ManbyTHiX JOCTiaXeHb.
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MucTeuTBO3HaBCTBO ByueHko O. A.

ByueHko A. A.

M3BecTHbIN ucTopuyveckuit anusoa B uckyccrtee XXl B.: packpbiTue, nepeocMbicneHne, uaeHTudukaumus

B crtatbe paccmaTtpuBaroTCA BOMPOCHI XyOOXECTBEHHOrO MNEpPeOoCMbICIEHUS 3NM304a peanbHOW UCTOpuM,
BOCCO3[1aHHOrO B MCKYCCTBE NPOLUIbIX 3MOX, Kak cnocod aHanusa siBNeHWin COBPEMEHHOCTI Ha NPMMepPe UCMNOSb30BaHUA
MU pasBuUTUS ClOXKETa M3BECTHOro nonotHa [uero Benackeca "Cpava bpegbl". MNpoyTeHMe WM3BECTHOro croxeta C
MOMOLLbIO COBPEMEHHBIX CPEACTB XyA0XXECTBEHHOIO BbIPAXXEHUS U MaTepuaroB NO3BOMSIET HE TOMbLKO NEPeoCMbICITUTb
nctopuyeckme aktbl, CBsI3aHHbIE C KOHKPETHbIM 3MM3040M, HO U MOBNUSATL HA POPMUPOBAHME COBPEMEHHOW NOEeH-
TUYHOCTMW.

Knrouesbie crnosa: nybnvyHoe WCKYcCTBO, GaTanbHbIi U UCTOPUYECKUI >KaHpbl, pennuka, uHTepnpetauus,
KOHTEKCT, UOEHTUYHOCTb.

Butsenko O.

Well-known historical episode in the art of XXI c.: discovering, re-thinking, identification

The paper examines the artistic re-thinking of a real historical episode recreated in the art of past epochs, as a
way for analyzing modern phenomena, on the basis of use and development of a plot of the famous painting by Diego
Velazquez"The Surrender of Breda".

In summer 2013, the municipal mayor of Gandia (province of Valencia, Spain) expressed the decision to
remove the sculptural composition April 25, 1707, from the square under the same name. This composition created by
the famous contemporary Catalan artist, Antoni Mir6, and installed there in 2007, in the occasion of 300 anniversary of
the battle of Alimansa, represents a quotation from the well-know painting by Diego Veldazquez "The Surrender of Breda"
dedicated to other battle, at the Dutch city of Breda (1625).

However, the objective of this article is not the investigation of rights and responsibilities of creators and
customers of public artworks or the use of historical episode in the art, but re-thinking of previous artistic implementation
of a certain episode from perspectives of time and successive experience. Or, speaking more exactly, the focus of this
article is multi-figured historical painting by D. Velazquez "The Surrender of Breda" in modern art and culture, particularly,
in the visual art of XXl c., using as example the creative work of Catalan painter and sculpture Antoni Mir6 (b.1944).

D. Velazquez created his canvas in 1634-35, nine years following the historical event presented at the painting
which was ordered for the Sale of Realms in the Royal Palace of Buen Retiro. Thus, the main idea of the work was to
glorify the power and arm of Spanish Empire ruled by Philipp IV. Digressing from standards and cannons of historical
and battle painting of that time, Velazqueztried to demonstrate in a conventional episode of the keys of fortress handing
sudden intimate dialogue between the conquerors and the defeated.

As the modern Lithuanian philosopher, Leonidas Donskis, writes in his book Power and Imagination, "In
Veldzquez’s nuanced and psychologically powerful painting, we see the triumphant Spanish grandees and the crushed
and dejected Dutch officers. At the center of the painting, the Breda commander, Justin von Nassau, approaches the
leader of the Spanish army, General Ambrogio Spinola, the scion of nobles from Genoa who was famous for his courtly
manners and gentlemanly behavior. Spinola does not glance at the keys to the fort being handed to him by the defeated
commander von Nassau, but embraces the Dutch General’'s shoulders and greets him as a friend. We know from
historical accounts that Spinola thanked his defeated enemy for his bravery and called upon the Spanish army to behave
toward the Dutch with the greatest possible respect. Spinola’s comportment reminds us of Don Quijote’s tavern speech
wherein he defines a warrior’'s code of conduct".

Antoni Miré, however, shares other point of view considering the well-known episode of Breda surrender (see
O. Butsenko. Antoni Mir6. K.:1992 — p.215): "There is a known statement by the prominent poet Luis de Gdéngora, a
contemporary of Velazquez: "Breda was surrendered by hunger"... Documents testify, however, that when the Spaniards
captured the fortress they found there stocks of grain sufficient for a month and of wine for three months". Thus,
developing Velazquez’s topic in works of his series "Lances", A. Mir6 "emphasizes not the heroics of a historical incident
but ordinary self-interest — mercenary opportunism (which, in fact, has always accompanied any war, great or small)". In
one of the works, which preserves proportions and outlines of the original canvas, two hostile troops are already armed
with missiles and tanks.

Who, eventually, is right — the Lithuanian thinker or the Catalan artist — in re-thinking the historical episode
depicted by Veladzquez? In principle, both have the reason since their approaches discover the same phenomenon, only
from two contrary poles: "the relationship between political power and imagination during the transitional period when
Europe’s entire spiritual universe which we refer to as the world of the Middle Ages, became extinct... Not only did the
ethics of chivalry vanish, but so did a code of conduct, a constellation of values, and a worldview..." and we become
witness of "the birth of the world which we recognize as modernity" (L. Donskis. Power and Imagination, 69 p.).

Enlarging the time frames of Velazquez's painting, up to 1707, when other battle, at Aimansa, took place putting
an end to Kingdom of Valencia as a legal and political entity, Miré has overthrew the well-know historical episode
depicted by great Spanish painter. In the new context, the Velazquez's glorification of Spanish power and invincibility
turns out as the homage to courage of those who struggled for their right to independence — either on the level of the
Dutch province of the Valencian Kingdom. And the demonstrative nobleness, justice and generosity, acceptable in the
Middle Ages, become pure hypocrisy and fraud in our epoch under the power of, as Zygmunt. Bauman would say, the
unholy trinity of modernity — uncertainty, unsafety, insecurity.

Key words: public art, historic battle and genres, cue interpretation, context, identity.
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