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Considering the list of these productions, it should be noted that the role of the Radzivil family in the
formation of the historical, cultural and artistic panorama of Europe in the XVIII-XIX centuries is especially
significant. And considering that most of the above-mentioned companies produced a unique, high-quality,
factory products, the importance of which until now is difficult to overestimate. Not all productions has suffi-
ciently complete and detailed information about them, but the fact that it was possible to restore information
on artifacts and their reconstruction, is impressive and testifies to the extraordinary importance of the inher-
itance of the Radzivil family in Eastern Europe.

At the same time, in some residences — such as, for example, in the Nesvizh — they could make
things, and use them in other estates, in particular, in Olyka, Mir, Neborov, and others like that. Kuntush
belts, copies of highly artistic glass work and extremely expensive crystals, mirrors, rugs and furniture, works
of gems of Radzivilian period of the 18th and 19th centuries are of great importance for the development of
the culture of Eastern Europe of the appointed era and are now the pearls of the largest municipal and pri-
vate museum collections in Ukraine, Belarus, Poland, Lithuania and Russia.

Prospects for further research should be associated with the conclusion of a joint Ukrainian-
Belarusian-Polish-Lithuanian catalog of preserved artifacts of the Radzivil family manufactures during the era
of Baroque-Romanticism.
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CONTRIBUTION OF OLEH STALINSKYI INTO THE DEVELOPMENT
OF THE UKRAINIAN BALLET THEATRE

The purpose of the article is to identify the role of Oleh Stalinski in the development of the Ukrainian ballet
theatre. Methodology. Application of a set of general (analysis, systematizing) and special (art, cultural) methods has
enabled to do a scientifically objective research. Scientific novelty. The data about O. Stilinski has been systematized
and analyzed for the first time, classification of his roles has been made, his contribution into the development of the
Ukrainian ballet theatre has been identified. Conclusions. The leading feature of O. Stilinski's performance talent was
the combination of high performance ballet techniques with acting mastery. Rather schematically O. Stilinski's repertoire
can be differentiated by groups: classical ballet (Siegfried, Desire, Albert, Basil, Corsair, Prince in “Nutcracker”); ballets
created in the Soviet era (Girey, Eugene, Ali-Batyr), ballets in the Ukrainian national topics (Ilvanko, Stepan, Dovbush,
Molfar). The actor’s talent enabled him to prolong his stage life in bright and characteristic roles: Rotbart (“Swan Lake}),
the King (“Cinderella”), Crassus (“Spartacus”), Lorenzo (“Romeo and Juliet”), the Prince (“The Lily”). O. Stalinsky was
one of the founders of the domestic school of a male ballet performance, helped affirm the performance style of the
Ukrainian ballet theatre.

Key words: Oleh Stalinski; Ukrainian ballet; Lviv Ballet Theatre; ballet performer; choreography; ballet.

lMempuk Onea Onezosu4, HapodHUlU apmucm YKpaiHu, conicm 6anemy JlbgieCbKk020 HaujoHanbHo20 akade-
Mi4yHo20 meampy onepu i 6anemy imeHi Conomii KpywernbHuubkoi, npoghecop kagedpu pexucypu ma xopeozpadii
JIb8iecbK0O20 HayioHanbHO20 yHigepcumemy imeHi leaHa ®paHka

BHecok Onera CtaniHCbKOro y po3BUTOK YKpPaiHCbKOro 6aneTHoro reatpy

MeTa gocnigxeHHs — BusaBuTn ponb Onera CTaniHCbKOro y po3BUTKY yKpaiHcbkoro 6anetHoro teatpy. Meto-
ponoris. 3acTocyBaHHA KOMMMNEKCY 3aranbHuxX (aHania, cuctemaTtusauis) Ta cneuianbHuX (MUCTELTBO3HABYMI, KynbTy-
POMOriYyHMn) 4O3BONMMM NPOBECTU HAaYKOBO 06’eKTMBHE AocnifpkeHHA. HaykoBa HoBM3Ha. Bneplue cuctematusoBaHi Ta
npoaHanisosaHi BigomocTi npo O. CtaniHcbkoro, NpoBeAeHo AndepeHLiauito Moro NapTiin, BUSBNEHO BHECOK Y PO3BUTOK
ykpaiHcbkoro 6aneTtHoro Teatpy. BucHoBku. [MpoBigHO pucot BukoHaBcbkoi marcTepHocTi O. CTamniHcbkoro crano
NoeaHaHHA BUCOKOI BMKOHABCbKOiI OaneTHOi TexHikM 3 aKTOpPCbKOW MaWcTepHicTio. [docuTb yMOBHO penepTyap
O. CraniHcbkoro MoxHa audepeHLioBaT 3a rpynamu: knacuyHi 6anetn (3irdppia, Oesipe, AnbbepT, basunb, Kopcap,
MpuHL y «JTyckyH4YnKy»); 6GaneTtn, cTBopeHi 3a pagsaHcbkoi fobu (Mipen, €sreH, Ani-baTtnp), 6anetn ykpaiHcbKkoi Hauio-
HanbHOI TemaTukn (IBaHko, CtenaH, [osbyw, Monbdap). AkTopcbke 06aapyBaHHA AO3BONUIO MOAOBXUTU CLEHIYHE
XWUTTS apTUCTa B AICKpaBO-xapakTepHux ponsax: Pot6apt («JlebeamHe o3epo»), Koponb («lMonentowkar), Kpacc («Cnap-
Tak»), JlopeHuo («Pomeo Ta [xynbettan), KHasb («Jlinesa»). O. CTaniHCbkui cTaB ogHWM 3 (DyHAATOPIB BITYM3HAHOI
LLKOMKM YOnoBiYOro 6aneTHOro BUKOHaBCTBA, NMPUCTTYXKUBCSA YTBEPOXKEHHIO BUKOHABCbKOro CTUIMIO yKpaiHCbkoro 6aneTHo-
ro Teatpy.

Knto4oBi cnoBa: CraniHcbkuin Oner; ykpaiHcbkuii 6aneT; JIbBiBCcbkuiA 6aneTHuii Teatp; apTucT 6aneTy; xopeo-
rpacisi; 6aner.

Mempuk Onee Onezoeud4, HapoOHbIl apmucm YKpauHbl, conucm 6anema JIb808CKO20 HaylOHaIbHO20 aka-
demuyeckoeo meampa onepsbl u banema umeHu Conomuu KpywernsHuykod, npogheccop kagheOpbi pexUcCypbl U XOpeo-
epachuu JTb808CKO20 HaUUOHanbHO20 yHuUsepcumema umeHu MisaHa ®paHKo

Bknapg Onera CtanuHcKoOro B pasBuTMe yKpauHCKoro 6anetHoro teatpa

Llenb uccnepgoBaHus - BbisiBUTbL ponb Onera CTanuHCKOro B pasBUTUM yKpaumHckoro 6aneTHoro teatpa. Me-
Topgonorus. MNMpumeHeHve komnnekca obwmx (aHanus, cuctemaTmusaums) U cneumarnbHbIX (MICKyCCTBOBEOAYECKUM, Kynb-
TYPOSIOrMyeck1in) No3BONMIu NPoBeCTN Hay4HO 06beKTUBHOE uccregosaHne. HayyHass HoBusHa. Brnepsbie cuctematu-
3MpOBaHbl U NpoaHanuanpoBaHbl ceefeHus 06 O. CTanvMHcKoM, NpoBeAeHO AnddepeHLmMaUmio ero NapTuii, BelSBNEHO
BKIag B pas3BuTME yKpavHckoro GaneTHoro TeaTtpa. BbiBogbl. Bepgyuienn 4epTon MCNONHMTENbLCKOTO MacTepcTBa
O. CtanvHcKoro crano coyeTaHue BbICOKOM MCMOMHUTENbCKOW HGaneTHOM TEXHUKM C aKTepCkum macTtepcTBom. [ocTa-
To4HO ycroBHO peneptyap O. CTanuHckoro MoXxHo avddpepeHumMpoBaTth No rpynnam: krnaccmyeckme banetsl (Surdopug,
Oesnpe, Anbbept, Basunb, Kopcap, MpuHy B «lenkyHumke»); 6aneTbl, co3aaHHble B coBeTckoe Bpemsi (Tvpen, Ere-
HUIA, Anun-batbip), 6aneTbl yKpamHCKOW HaumoHanbHon TemaTtuku (MBaHko, CtenaH, JoGyw, Monbdap). Aktepckoe
[apoBaHve MO3BOMUIO YANMHUTL CLEHUYECKYI XM3Hb apTUCTa B sIpKO-XapakTepHbix ponsx: PoTtbapt («JlebeanHoe
o3epo»), Koponb («3onyuwka»), Kpacc («Cnaptak»), JlopeHuo («Pomeo wu [bxynbetta»), KHA3b («Jlunes»)
O. CtanvHckuin ctan ogHUM U3 OCHOBAaTEmNen OTEYECTBEHHOM LLKOSbI MY>CKOro 6aneTHOro MCNonNHUTENLCTBA, MOCIYXUI
YTBEPXKOEHUIO MCNOMHUTENBCKOrO CTUNS yKpanHcKoro 6aneTHoro TeaTpa.

KnioueBble cnoBa: CtanuHckuin Oner; ykpauHckuid 6aneT; JIbBoBCKkMIA GaneTHbIn TeaTp; apTuUcT BaneTta; Xxo-
peorpadusi; baner.
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Topicality of the research. The trends in the approaches to teaching the history of the Soviet-era
Ukrainian ballet theatre as a derivative of the Russian ballet urge to re-consider such concepts. One of the
ways for filling in the lacunas in the history of the Ukrainian ballet is to study the creativity of outstanding art
figures, among whom performers play one of the leading roles. The research of the creativity of Oleh Sta-
linskyi — an outstanding ballet performer who dedicated himself to the stage for more than fifty years and
whose fame went far beyond Ukraine — will contribute to the development of the comprehensive panorama
of domestic ballet theatre.

Analysis of researches and publications. Over the recent years there have appeared numerous pa-
pers dedicated to different problems in the development of the Ukrainian ballet theatre, which include both
the study of creative work of the leading ballet masters and ballet performers, like M. Trehubov [11], V. Kov-
tun [3], and others. Creativity of O. Stalinskyi was not left out by scholars. Some aspects were highlighted in
the papers by M. Zahaykevych [1], O. Palamarchuk [4; 5], Yu. Stanishevskyi [7; 8], A. Tereshchenko [9], and
others. However, no special study dedicated to O. Stalinskyi’s creative legacy and his role in the develop-
ment of the Ukrainian ballet theatre has been done.

The purpose of the research is to identify the role of Oleh Stalinskyi in the development of the
Ukrainian ballet theatre.

Basic material layout. Oleh Mykolayovych Stalinskyi was born in Kyiv in 1906. Since his childhood he
dreamt of dancing. The brightest memory of his childhood was the guest performance of the Bolshoi Theatre
performer, Mykhailo Mordkin, and Oleksandra Balashova, in Kyiv. It was then that O. Stalinskyi saw a man
dancing perfectly for the first time. Oleh Stalinskyi recalls this: “For the first time | got into the atmosphere of
theatre frenzy, for the first time | got under the powerful influence of talent. | was conquered, | fell in love, |
literally adored Mordkin” [6, 323].

He studied in the ballet studio under the guidance of the ballet master of Kyiv Opera Theatre Zakhar
Lange. Later he improved his mastery at the choreography department of “Tsentrstudio” (Kyiv), as well as
with Ye. Vazem, V. Semenov, V. Ponomariov (Leningrad). In 1920-1922 he worked as the actor in the Kyiv
Theatres of Miniatures “Masks”, “Intimate Theatre” [10, 181].

In 1923-1930 O. Stalinskyi worked at Kyiv Opera and Ballet Theatre. Over that period he performed
a lot of roles. In particular, these were pas de trois (V. Markhasina, R. Savytska, O. Stalinskyi) in the first act
of the ballet “Swan Lake” in M. Dyskovskyi's interpretation [8, 30], grotesque character in S. Prokofiev’s bal-
let “Chout” directed by M. Dyskovskyi [8, 58]. In October 1928 the first-night of R. Gliére’s ballet “The Red
Poppy” directed by M. Dyskovskyi took place on the Kyiv stage, and O. Stalinskyi played the role of rude Li
Shan-Fu from whose hand Tao Hoa dies with perfect mastery [8, 51].

In 1930-1941 O. Stalinskyi danced in Thilisi, Sverdlovsk, Minsk, Kharkiv, Kyiv. In 1934 in Kyiv thea-
tre the main ballet master L. Zhukov directed “Don Quixote” by L. Minkus, where Basil performed by Sta-
linskyi seemed to be “a simple and merry guy” [8, 75].

The performer was brave enough to deviate from traditional canons, to look for his own interesting
solutions. Working in the opera theatre in Sverdlovsk, he persuaded ballet master S. Sergeyev directing “The
Sleeping Beauty” to enrich the dancing role of prince Desire with new, technically complicated variations and
generally to make it “tip-toed” (besides, according to the version created for this role in 1890 by M. Petip for
an already not young Pavlo Herdt, the prince danced in the heeled high shoes). Since then prince Desire is a
classical dancing part [9, 15].

In the years of World War Il, in evacuation, in Alma-Ata, he worked in Kazakh opera and ballet thea-
tre, where N. Skorulska and A. Yarygina were dancing at that time, G. Berezova also worked there [8, 111].

In the post-war years O. Stalinskyi was engaged in the restoration of creative activity of Lviv Opera
Theatre where he worked as a performer and ballet master-tutor over forty years (1946-1987) [10 181].
O. Palamarchuk states that stage life of Oleh Stalinskyi in Lviv lasted from 1945 to 1983 [5, 318].

Perfect classical dancer’s skills and exquisite acting talent contributed to the expansion of the per-
former’s creative range. He danced in the role of Siegfried in “Swan Lake” and prince Desire in “The Sleep-
ing Beauty” by P. Tchaikovsky, Ivanushka in “The Little Humpbacked Horse” by C. Pugni and Corsair in the
same-name ballet by L. Minkus. O. Stalinskyi's classical repertoire is characterized by a clear expressive
touch, clear rigorism of ballet techniques, and style correspondence to the score.

O. Stalinskyi’s own vision of the image was also brought by him to the role of the Forester in “Giselle”
by A. Adan. This role in his performance embodied not stupid hatred of a jealous rival, but real human suffer-
ing from unrequited love [9, 47].

The spectator perceived and came to love the art of the talented dancer, he was also appreciated by
professionals, critics. “Very sharply, with clear touches the colourful image of Rotbart was shaped by an
honoured actor of the Ukrainian SSR O. Stalinskyi. We feel in this image not just a spiteful, but a willful and
strong person, failing because he hates all the light, nice, healthy things, hates life. The actors finds both a
characteristic gesture, and expressive mimicry, and bright dancing form”, — indicated one of the critics [9, 15].

Each new role was started by the performer with a diligent study of literature, historical documents,
photos. He was well-known in libraries and museums of Lviv where he was looking for the material that could
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help him reproduce this or that image, find the appropriate make-up, behaviour manner, etc. His stage por-
traits were extremely true-to-life and expressive.

In “The Jay Wing” by A. Kos-Anatolskyi, directed by M. Trehubov on the Lviv stage, O. Stalinskyi
skillfully performed the mimic role of a spiteful Manusia’s tempter, the head of the criminal gang Hen-
ry [8, 128].

In the ballet “Spartacus” by A. Khachaturian produced on the Lviv stage in 1965 by A. Shekera O.
Stalinskyi played the role of an arrogant, self-centered Crassus, indifferent to everything, “who with his im-
perative gestures gave orders either from the golden chariot, or from the circus box, or from the velvet couch
at the banquette”, remaining, in Yu. Stanishevskyi’'s words, a “statuary, pantomime figure” [8, 195].

In 1968 in the ballet “Romeo and Juliet” by S. Prokofiev in the version of the ballet master M. Zaslav-
skyi Stalinskyi brilliantly performed the role of old Lorenzo, the priest wedding the couple [8, 186].

Thus, a considerable achievement of the performer is creation of a gallery of images in the ballets of
Soviet composers. Brave captain in “The Red Flower” by R. Gliére, rude Khan Girey in “The Fountain of
Bakhchisarai” by B. Asafiev, lyrical Eugene in “The Bronze Horseman” by R. Gliere, arrogant patrician Mar-
cus Crassus in “Spartacus” by A. Khachaturian, fanatical inquisitor embodying the world of rudeness and the
evil in Ye. Glebov’s ballet “Till Eulenspiegel”’, — these roles of O. Stalinskyi were memorable for the audience
thanks to his choreographic mastery, accurate dramatic line, psychological truth.

Stepan’s role in the ballet “The Lily” marked mastering of the Ukrainian male dancing by O. Sta-
linskyi. Further performer’s works in the Ukrainian repertoire include Sofron in “Marusia Bohuslavka” by A.
Sviechnikov, Molfar in “The Shadows of the Forgotten Ancestors” by V. Kyreyko, teacher-Communist
Bohdan Ivanovych in “Orysia” and Mr. Henry in “The Jay’s Wing” by A. Kos-Anatolskyi considerably influ-
enced the affirmation and development of the national ballet.

0. Stalinskyi was the first performer of a complicated role of the brave leaders of opryshky Oleksa
Dovbush in A. Kos-Anatolskyi's ballet “The Dovbush’ Kerchief’, that embraced classical vocabulary and
characteristic elements of folk dancing motives of the Western Ukrainian region. This work made the per-
former famous as the master of psychological portrait. He managed to reproduce spiritual growth of his char-
acter that rises to the realization of the need for people’s fight against the evil, injustice, non-exercising of
civil rights in the society [9, 16].

With time the performer switched to characteristic roles performance of which particularly brightly
showed both the experience of pantomime staging, gained in his young years in the theatre of miniatures,
and real drama talent.

Work in supernumeraries prolonged the stage age of the performer. He was both a kind and funny
king in the “Cinderella” by S. Prokofiev, a rude, lustful old prince in “The Lily” by K. Dankevych, a witty story-
teller, the author of “Three Musketeers” who purposefully confused people, and then all of a sudden rescued
his characters in V. Basner’s ballet, a noble and sad strange knight Don Quixote in the same-name ballet by
L. Minkus, an evil genius Rotbart, a magician who fell in love with the beautiful Odette in “Swan Lake” by P.
Tchaikovsky. Erudition, persistent work helped O. Stalinskyi make those images convincing, meaningful, and
complex.

For 60 years O. Stalinskyi actively worked on the ballet stage, of which 35 — on the Lviv stage. His
last work was the tragic image of a people’s singer, Kobzar, in V. Hubarenko’s ballet “The Fire Path”. The
performer was 75 then [9, 15-16].

From the words of Oleh Stalinskyi’'s son — Pavlo — one may once again see how strong and willful
Oleh Stalinskyi was. “My father danced till the last day of his life. In spite of the fact that he had been to the
front, had suffered a shell-shock, had a sick heart, and doctors strongly prohibited physical load, he still
worked extremely diligently before each stage appearance. And when everything during the performance
was not that ideal as he would like it to be, the father stayed on the stage and kept working. He was a fanat-
ic, and each role was a part of him” [2].

Thanks to dedication, great love for his profession O. Stalinskyi danced in many performances being
ill, since his parts were the leading one and there was no one to replace him. He performed in 8-12 leading
performances a month, and went all-out. High intellectual development constituted the basis for his high per-
formance mastery and the skill to get spectators thrilled: Oleh Stalinskyi had a command of the Ukrainian,
Russian, French, German, English, Belarus languages, had a diploma of the teacher of French, with distinc-
tion. The theatre nominated him twice for the title of the people’s actor, but instead Oleh Stalinskyi got diplo-
ma of gratitude and 1,000 krb.

The work of the honoured actor of Ukraine Oleg Stalinskyi over the recent years has been general-
ized by the doctor of art studies Mykola Eliash: “Lacework-refined interpretation of roles, bright and interest-
ing make ups, expressive details any drama actor could envy — all that makes Oleh Stalinskyi’s images much
more noticeable even in case they are dramatically just sketched. And the performer never betrays the na-
ture of his art: his images are primarily plastically expressive and of dancing nature with all their concise-
ness” [4, 24].

High performance professionalism and active mastering of acting in young years enabled O. Sta-
linskyi to prolong his stage life and thrill the audience with his performing talent. That is one of a few exam-
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ples in the history of the world ballet art which once again proves uniqueness and multi-faceted nature of O.
Stalinskyi’s talent.

Scientific novelty. The data about O. Stalinskyi has been systematized and analyzed for the first
time, classification of his roles has been made, his contribution into the development of the Ukrainian ballet
theatre has been identified.

Conclusions. The leading feature of O. Stalinskyi’'s performance talent was the combination of high
performance ballet techniques with acting mastery. Rather schematically O. Stalinskyi’s repertoire can be
differentiated by groups: classical ballet (Siegfried, Desire, Albert, Basil, Corsair, Prince in “Nutcracker”); bal-
lets created in the Soviet era (Girey, Eugene, Ali-Batyr), ballets in the Ukrainian national topics (lvanko, Ste-
pan, Dovbush, Molfar). The actor’s talent enabled him to prolong his stage life in bright and characteristic
roles: Rotbart (“Swan Lake”), the King (“Cinderella”), Crassus (“Spartacus”), Lorenzo (“Romeo and Juliet”),
the Prince (“The Lily”). O. Stalinskyi was one of the founders of the domestic school of male ballet perfor-
mance, helped affirm the performance style of the Ukrainian ballet theatre.
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