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NepepMoBa

«YKpaiHCbKUI TeaTpanbHUM KOCTIOM XX—XXI CT. |A@HTUYHICTb, KOHTEKCT, NaHaLwadT» — BU-
OaHHSA, LLO NPpe3eHTyE HanpauoBaHHA MXKHAPOLHOIO MPOEKTY, 9K peanisyBana O Mane-
pesd cueHorpadii B mapTHepCTBi 3 My3eeM TeaTpallbHOIMo, My3MYHOIO Ta KiIHOMUCTeLTBa YKpa-
iHWM, DOHOOM PO3BUTKY TepuTopianbHOro MapKeTuHry «PLACE ID» (Monblia) 3a migTpUuMKM
YKpPaiHCbKOro KynbTypHOro ¢oHAay.

Lleln 6araToLlapoBUIN MPOEKT OXOMMB PIi3HI HAaMPAMKM PoboTH.

MNoro BaXkMMBOIO CKIafoOBOIO CTasa opraHizauia npodecinHoi dpoTodikcaLlii MUCTEeLbKNX
TBOpPIB. BaroMa 4acTuHa HamnpauboBaHMX doToMaTepianiB ony6nikoBaHa Ha CTOPiHKaX LbOro
BMOQHHA, pellTa nepefaHa a9 noganblloro KOpuUcTyBaHHA My3eto TeaTpalibHOro, My3myHo-
ro Ta KiHOMMCTeUTBa YKpaiHW, a TaKOX MpeacTtaBieHa y BiNbHOMY OOCTyni Ha canTi Manepei
cueHorpadii. 36eperkeHHa Halloi Ky/bTYPHOI CNafLlLMHKM € aKTyanbHO | OiMCHO Ba)XMBOIO
cnpaBoto AN9 nofanblUMx OOCNiAXKeHb Ta Nonynapm3saLii, ocobamMBO KON MU TOBOPUMO MPo
Lle B Yac noBHoMacLWTabHOI 3arapOHMLbKOI BilHUK, aKy P® Befe NpoTu YKpaiHW, 3HULLYIOUYN
abo BMKpaOaodM BeinYesHy KinbKicTb 06'eKTIB HaLLOI Ky/bTYpPU M MUCTELITBA.

KpiM Toro cnifibHO 3 NapTHepaMm Byno opraHizoBaHoO TPW Ny6iYHi BUCTaBKW TBOPIB yKpa-
HCbKUX XyOOXXHWKIB Y Knesi (My3ewn TeaTpasibHOro, My3M4HOro Ta KiHoMucTeuTBa YKpaiHu),
JbBOBI (ranepeq apTueHTPY «O3ura») Ta J1obniHi (ranepea LLeHTPY MiXKKYNBTYPHUX TBOPYMX
iHiLiaTMB «Rozdroza»). KoxxHa BMCTaBKa Mana BflacHMM dopMaT eKCcrno3uLii, mpe3eHTyBana
TPOXM BiOMiHHY 0OGIpPKY aBTOpiB Ta eKcrnoHaTie. OgHaK Lopasy OeMOHCTpyBana NoTY»KHICTb
YKPaiHCbKMX MUTLIB, 3HaMOMM/Ia LWMPOKY ayaMTOpPIto i3 YapiBHMM MUCTELTBOM TeaTpalibHOro
KOCTIoOMa.

MPOEKT MPOMOHYE NOANBUTUCHA HA YKPATHCbKMW TeaTpalibHUIM KOCTIOM, @ Pa30M i3 HUM Ha
YKPAiHCbKMM TeaTp i YKpaiHCbKe MUCTELTBO SK Take, BIAMOBMBLUMCD Bif ONTUKM paadHCbKO-
rO YK POCIMCbKOro KOHTEKCTY M KOHOTaLi, AKi monepegHi pokM arpecmMBHO HaB'd3yBana iM-
rnepcbka nponaraHaa. BaxmBo yCBIiAOMUTU GaKTUUHY HEPO3PUBHICTb NepebyBaHHA yKpa-
THCbKMX MUTLIB Y CMNiJTbHOMY 3araJibHOEBPOMEMCHKOMY KyTbTYPHOMY KOHTEKCTI MPOTAroM, aK
MIiHIMYM, MonepenHix cTa PoKiB iCTopii.

TaKOoXX BaXXTMBUM MecedyKeM HalLOoro MPOEKTY € CNPOCTYBaHHSA LUTYYHUX HapaTMBIB MPO
MUCTELTBO M MOCTaTb XYOOXHWKA MO3a MOJITUKOID, Mo3a 4EPXAaBOTBOPYMMUK MpoLecaMum 1
HaLIOHAIbHO IOEHTUYHICTIO.

Manepesda cueHorpadii — Le rpoMaacbka opraHisauid, gKa Big 3acHyBaHHA 2016 poKy He
NPUAMHANA CBOEI AiFNbHOCTI, OCHOBHMMM HaMpPAMKaMM GKOi € MiATPWMMKa M MpoMOoLLis yKpa-
THCbKMX MUTLLIB, PO3BUTOK i MONyNapm3aLia MUCTeLTBa cueHorpadii M TeaTpanbHOMO KOCTHO-
Ma B YKpaiHi, Npe3eHTaliad YKpaiHCbKOrO MUCTELTBA 3a KOPAOHOM | Halarog)XXeHHa MiKHa-
poOHOI KOMYHIiKaLii M criBApaLi MiXXK MUTUSAMM, OOCNIAHUKAMU, OePXABHUMU IHCTUTYLLIAMM
rpoMafcbKMMKM OpraHizauigmu.

ABTOPOM i KypaTOpOM MPOEKTY € CMiB3acHOBHMK [anepei cueHorpadii, MixxHapoaHoro
dectmBanto J1bBiBCbke KBagpieHane cueHorpadii, cueHorpad, xyooXxXHUK TeaTpalibHOro Ko-
CcTioMa i pexxmcep borgaH lMNMoniuwlyk; KypaTopKoto Big My3eto TeaTpanbHOMO, My3M4YHOIO Ta Ki-
HOoMMCTeUTBa YKpaiHu € ronoBHa 36epiradka GoHAOiB My3eto, 40CNiAHMUA YKPATHCbKOro aBaH-
rapOHoOro TeaTpy M TBopYOCTi BagmMa Mennepa Ta AHaTtonda lNeTpuuybKkoro TeTaHa PyaeHKo;
KYPaTOPKOI Bif MO/bCbKOI CTOPOHMU | NAapTHepa € MUCTELTBO3HaBMLUSA, AOCNIAHMLA CyHaCHOI
rnonbCcbkoi cueHorpadii, fokTopKka Bapbapa XXapiHoB; KepiBHMKOM MPoeKTy — ronosa O lNa-
nepesd cueHorpadii, cNiB3aCHOBHUK MiXKHapoaHoro dectmBanto JIbBiBCbKe KBagpieHane cue-
Horpadii, akTop, pexkucep, Buknagad Oner OHellak.

MpoeKT ByNo peanizoBaHO B IUMMHI—KOBTHI 2024 poky.

OKpeMy noasKy 3a CNpUaHHA Ta HagaHHA oKpeMKMx PobIT ONa NpeacTaBneHHsa Y NPOEKTI
Ta ny6nikauii y uboMy BUOAHHI xoueMo BUCNoBUTKM OneHi 3apelbkin i DoHay Annun MfopcbKoi
Ta BikTopa 3apelbkoro, OneHi Ta Onekcito XapbkaM, a Takoxx ApTdyHaaLii «dykaT», TeTaHi
BaTtunubkin i HauioHanbHOMY ApaMaTUYHOMY TeaTpy iMeHi Mapii 3aHbKoBeLbKOI; €BreHy Xi-
MenuyKy Ta |IBaHO-OpaHKIBCbKOMY HaLiOHalIbHOMY akKageMiYHOMY OpaMaTUYHOMY TeaTpy
iMeHi IBaHa ®paHkKa; AHHI JTUCKK; JIbBiBCbKOMY HallioHa/lbHOMY aKadeMidyHOMY TeaTpy onepu
Ta 6anety iMeHi ConoMii KpyllenbHMLbKOI, JTbBiBCbKOMY akageMiyHoMy obnacHOMY TeaTpy
NanboK; YKpaiHCbKOMY ManoMy gpamMaTuyHoMmy TeaTpy; IpuHi KpnBopydko Ta My3nyHo-Me-
MopianbHoMy My3eto ConoMii KpyluenbHMLBbKOI y JTbBOBI; @ TakoXX HayKoBUAM My3eto Tea-
TpPanbHOro, My3M4YHOro Ta KiHOMMUCTeUTBa YKpaiHn, anpekTopui lpuHi Opo6orT, l[puHi Ta AH-
apito CteneHkaM, Onb3i CeMkaHumy, AHOpito AdaHacbeBy.



Foreword

Ukrainian Theatrical Costume of the 20th-2Ist Centuries. Identity, Context, Land-
scape is a publication that presents the results of an international project implemented by
the Scenography Gallery NGO in partnership with the Museum of Theater, Music and Cin-
ema of Ukraine, the Foundation for the Development of Territorial Marketing “PLACE ID”"
(Poland), with the support of the Ukrainian Cultural Foundation.

This multilayered project covered various areas of work.

An important component of the project was the organisation of professional photo-
graphic documentation of artworks. A significant part of the accumulated photographic
materials is published on the pages of this book, the rest was transferred for further use to
the Museum of Theater, Music and Cinema of Ukraine, and is also freely available on the
website of the Scenography Gallery. Preservation of our cultural heritage is relevant and
important for further research and popularisation, especially when we talk about it during
the full-scale war of aggression waged by the Russian Federation against Ukraine, destroy-
ing or stealing a huge number of objects of our culture and art.

In addition, together with partners, three public exhibitions of works by Ukrainian artists
were organised in Kyiv (Museum of Theater, Music and Cinema of Ukraine), Lviv (gallery of
the Dzyga Art Centre) and Lublin (gallery of the Centre for Intercultural Creative Initiatives
CROSSROADS). Each exhibition had its exposition format and presented a slightly different
selection of authors and exhibits. But each time it demonstrated the power of Ukrainian
artists and introduced a wide audience to the fascinating art of theatrical costume.

The project proposes to look at Ukrainian theatrical costume, and with it at Ukrainian
theater and Ukrainian art as such, abandoning the optics of the Soviet or Russian context
and the connotations that were aggressively imposed by imperial propaganda in previous
years. It is important to realise the actual inseparability of Ukrainian artists in a common
European cultural context for at least the last hundred years of history.

Another important message of our project is to refute artificial narratives about art and
the artist’s figure outside of politics, state-building processes, and national identity.

The Scenography Gallery is a non-governmental organisation that has been operating
since its foundation in 2016. Its main areas of activity are supporting and promoting Ukrain-
ian artists, developing and popularising the art of scenography and theatrical costume in
Ukraine, presenting Ukrainian art abroad, and establishing international communication
and cooperation between artists, researchers, government institutions, and NGOs.

The project was authored and curated by the co-founder of the Scenography Gallery,
the international festival Lviv Scenography Quadrennial, scenographer, theater costume
designer and director Bohdan Polishchuk. The other Ukrainian curator from the Museum
of Theater, Music and Cinema of Ukraine is the chief curator of the museum'’s collections,
a researcher of Ukrainian avant-garde theater and the work of Vadym Meller and Anatol
Petrytskyi, Tetiana Rudenko. The curator from the Polish side and partner is an art histori-
an, and researcher of contemporary Polish scenography, Dr. Barbara Zarinow. The project
manager is Oleh Oneshchak, head of the Scenography Gallery NGO, co-founder of the in-
ternational festival Lviv Scenography Quadrennial, actor, director, and teacher.

The project was implemented in July-October 2024.

We would like to express our special gratitude to Olena Zaretska and the Alla Horska
and Victor Zaretsky Foundation; Olena and Oleksii Kharkos, the Dukat Art Foundation; Teti-
ana Batytska and the Maria Zankovetska Theater; Yevhen Khimeichuk and lvano-Frankivsk
National Academic Drama Theater named after lvan Franko; Anna Lysyk; Lviv National Op-
era and Ballet Theater named after Solomiya Krushelnytska; Lviv Regional Puppet Theat-
er, and Ukrainian Small Drama Theater; Iryna Kryvoruchko and Solomiya Krushelnytska
Musical Memorial Museum in Lviv for their support and provision of individual works for
presentation in the project and publication in this edition. And also to the scientists of the
Museum of Theater, Music and Cinema of Ukraine, director Iryna Drobot, Iryna and Andriy
Stepenkos, Olha Semkanych, Andriy Afanasyev.
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Avant-Garde Theater Costume:
Sign, Function and Message

A Sketch of a Theater Costume
as a Self-Sufficient Work of Art
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ABaHrapaHum TeaTtpasibHMM KOCTIOM:
3HaK, PyHKLiqa, MOCNaHHA

3a3BMYan  gocnigHUUbKMM  POKYC,
CNPAMOBAHMM Ha TeaTpanbHWNM KOCTIOM, €
HaaMip i301boBaHUM. CLieHiYHe BOpaHHS
PO3rNA4aoTh 9K OKPEMMM PI3HOBMA rpa-
dikn. HaToMicTb TeaTpalbHMI KOCTIOM €
CK/1a40BOK CUHTETUYHOIO MUCTELTBa Te-
aTpy, @ MOro aBaHrapaHMmM BUMIip OOCUTb
CKMagHoO 3pO3yMiTK Mo3a 6inbll 3aranb-
HUMKM MpoLecaMm He NuLle y XyOOXKHin
Ky/bTYpi, @ My CycrnifibCTBi 3arasniomM. Tox
B OCHOBi [OOCHIOIXEHHA TeaTpalbHOro
KOCTIOMa BapTO MOKMIACTW KOHTeKCTyani-
3aLito. Y He HamKpalle BiANoOBIOAHY Me-
TOOONOrit0 MOXXKHa peanisyBaT B paMKax
My3eMHO-KypaTopcbkoro nigxony. Came
3 Li€i no3nuii TeaTpanbHMIM KOCTIOM PO3-
rnagaTUMeTbCd Y Wi cTaTTi.

Ha nepwuin norngag, came daBuLLe
TeaTpallbHOrO KOCTIOMa € Haa3BU4Yam-
HO MPOCTMM, OCKIMIbKM Ha TeaTpasbHe
BOpaHHA MoknagatoTh OB dyHOAMeH-
TanbHi GYHKLLT: 3acib6 nMepeBTiNeHHa ak-
Topa Ta igeHTndiKauito nepcoHaxka. Linm
MOXXHa BOOBO/IbHUTUCA NULIE 33 YMOBMU
MPUMITUBHOIO Nornany Ha cam TeaTp 9K
Ha [OXXepeno po3Baru, npote B YKpaiH-
CbKUX peanigx Moro CycnifibHO-MoAITHUY-
Ha QYyHKLIA nepeBarkana.

MUCTeUTBO YKpaiHCbKOIro TeaTpy Ha-
3aBXAW 3MiHMAOCA 3aBOAKWM HOBATOP-
CbKUM ineam Jleca Kypbaca (1887-1937).
o 3aBoaHb nNepuwoi dopMaLlii, aky BiH
o4yontoBaB — Monogoro TeaTpy — BXO-
anna iHTeHCcudiKauia BMNpoBaayKeHHA
nepedoBMX €EBPOMNENCBKMX MepdopMa-
TUBHUX MPaKTUK. Micia > MuUcrteubKoro
ob'egHaHHA «bepe3inb» Oyna MaclTab-
Hiwow. Kypbac 3a ponomorot «bepe-
30/1t0» MparHyB TOTa/IbHOIO OHOB/IEHHS
TeaTpalbHOI KynbTypu Ta dopMyBaHHA
30aTHOI 0o pedopM daxoBOi CMiIbHOTU.
Kpim Toro, TeaTp MaB CMpUATM MOOEPHI-
3aUii YKpaiHCbKOro CycnifibcTRBa.

B MonogoMy TeaTpi FOMOBHUM Xy-
OOXXHWMKOM, LLO BTiMtOBaB igei HoOBOI pe-
YXMCYPW Ha 3pa3kax CBITOBOI ApaMaTyprii,
6yB AHaTonb MNeTpurubkuin (1895-1964), a
B MucTeubkoMy ob’egHaHHI «bepesinb»
i0eonoroM  oCcy4aCHeHHsa  Bi3yasbHOI
MOBW Ta CTU/O TeaTpy 6yB Bagnm Men-
nep (1884-1962). Lli oBOE MUTLIB CTanu
CMpaBXHIMKM  fligepaMn  iHHOBALLIMHOI
TpaHcdopMalii  yKpaiHCbKOro TeaTpy
1910-1920-x.

Avant-Garde Theater Costume:
Sign, Function and Message

Typically, the research focus on the-
atrical costume is overly isolated. Stage
costume is considered as a separate
type of graphics. Instead, theatrical cos-
tume is a component of the synthetic art
of theater. Its avant-garde dimension is
quite difficult to understand outside of
more general processes not only in artis-
tic culture, but also in society as a whole.
Thus, the study of theatrical costume
should be based on contextualization.
Perhaps, the best methodology is imple-
mented within the framework of the mu-
seum-curatorial approach. It is from this
perspective that the theatrical costume
will be considered in this article.

At first glance, the very phenome-
non of theatrical costume is extreme-
ly simple, since theatrical costume has
two fundamental functions: a means of
transforming the actor and identifying
the character. This can only be satisfied
with a primitive view of theater itself as
a source of entertainment. However,
in Ukrainian realities, its socio-political
function prevailed.

The art of Ukrainian theater was for-
ever changed by the innovative ideas
of Les Kurbas (1887-1937). The first for-
mation he led, the Young Theater, was
tasked with intensifying the introduc-
tion of advanced European performative
practices. The mission of the Berezil Ar-
tistic Association was more ambitious.
With its help, Kurbas sought a total re-
newal of theater culture and the forma-
tion of a professional community capa-
ble of reform. In addition, the theater
was to contribute to the modernization
of Ukrainian society. In the Young Theat-
er, Anatol Petrytskyi (1895-1964) was the
main artist who embodied the ideas of
new directing based on the models of
world drama. At the Berezil Artistic As-
sociation, Vadym Meller (1884-1962) was
an ideologist of the modernization of
the visual language and style of theater.
These two artists became true leaders of
the innovative transformation of Ukraini-
an theater in the 1910s and 1920s.



BepesinbcbkoMy Mmepiogy TBOPYOCTI
BagonMa Mennepa nepenyeBana cnienpa-
Ls i3 bpoHicnaBoto HiXMHCbKoOW Yy LLKO-
ni pyxiB y Kmesi 1919 poky. Ha wnaxy oo
BTINEHHA KOHLEeNTyanbHUX pedopM Xo-
peorpadka nparHyna CTBOPUTU aBTOP-
CbKMM TeaTp TaHLo, Lo 3Mir 61 nogona-
TV OBMEXKeHH4A, AKi Hak1agaB KMNacUYHMM
6aneT. Pyx MaB CcTaTy AOMIHAHTOK LWOOO0
IHLWMX KOMMOHEHTIB XxopeorpadivyHoro
TBOPY: MY3MKU, CLUEHIYHOIO ODOPMIEH-
HS, APaMaTUYHOI aii.

MoenHytoum B LLIKONI pyxiB TBOPYICTb
i BMKNagaHHA, BagnMm Mennep ctBopuB
cepito eckisziB — Bi3lyanisauin metooy
Hi>XXKMHCbKOI. B UMX GaKTMYHO MepLumx
CBOIiX TeaTpanbHMX POBOTax 3a paxyHoOK
Ky60-PYyTYPUCTUYHOI CTUNICTUKM MUTLLIO
BOaNOCA nepepaTu CKAagHy B3aeMOLito
NAKOHIYHMX reoMeTpUUYHUX GopM BOpaH-
HA i3 aBaHrap4HO AMHAMIKOK Tifla TaH-
LiBHMKA.

Ba)kko 3HAWTK iHLWOMo XyOoOXHW-
Ka-cueHorpada, 9k 61 Tak nocnigos-
HO PO3BMBaB Ta AOC/IOXKYBaB MPAKTUKMU
BMPA3HOCTI KOCTOMa ana pyxy. 3 1920 no
1923 pik Mennep npaure y pytypmucTmy-
HOMY TeaTpi «MUCTeuTBO AOincTBa», Oe
odopMIIOE, 30KPEMA, MOCTAaHOBKM «Hebo
ropuTb» i «KapHaBan». Lewn TeaTp nOidgse
nig KepiBHULTBOM pexkmcepa Mapka Te-
pelleHka (1894-1982) 3a MeTo4OM Konek-
TUBHOI TBOPYOCTI. Y KOMMo3uLii «Hebo
ropUTb» Ha cnoBa MoeTIB-OYyTYPUCTIB
Mennep BWCTYNMB aBTOPOM KOCTIOMIB,
a TaKOXX PyxiB, TBOpPSAYM 0Opa3 Macu 9k
HOBOro cy6'ekTa CycniNbHO-MOMITUYHOI
aincHocTi. CamMe TOMYy KOCTHOMKM OO Mo-
CTAaHOBKM 6yno yHidikoBaHO. YonoBiku 1
YKIHKM Mann ogHakoBe BOpaHHSA, WO po-
6uno ix piBHUMKM B BOPOTHLOI. |oeqa 3 ec-
Ki3y Oyna LiKaBoO BTi/leHa B KOCTIOMI: Ty-
HiKa 3 aCUMETPUYHUM KPOEM, Ae dopMa
yCKAagHeHa HallapyBaHHAM reoMeTpmy-
HUX geTanen. TyHiKa Ta rofoBHUM y6ip
Oynu Bpy4dHy po3dapboBaHi BiANOBIAHO
OO TPafi€eHTIB YepPBOHOIMO Ha MasltoHKY
XYOOXHMKa. YCi Ui BUpa3Hi 3acobu nepe-
BTIMEeHHA Y MOEQHAHHI 3i CLEHIYHUMK pY-
XaMK CTBOPIOBANKM iMto3ito BorHto (in. 18,
in.19).

Tpeba TakoXK 3ayBaXkuTK, WO gopaT-
KOBOro 0dOpPMIEeHHSA MPOCTopy He Byro.
CueHorpadito yTBOptoBasa HypTykoda
nnactuMyHa dopma 3 Tin, OoropHyTa cue-
HiYHUM BBpaHHAaM. B komnosuuii «Hebo
FOPUTb» BXXe BiAUyTHa HOBA POJ1b KOCTHO-
Ma Ha cueHi. KocTioMa-3Haka, KOCTIoMa,

The Berezil period of Vadym Meller's
work was preceded by his collaboration
with Bronislava Nijinska at the School of
Movement in Kyiv in 1919. On the way to
implementing conceptual reforms, the
choreographer sought to create an orig-
inal dance theater that could overcome
the limitations imposed by classical ballet.
Movement was to become the dominant
component of the choreographic work:
music, stage design, and dramatic action.

Combining creativity and teaching at
the School of Movement, Vadym Meller
created a series of sketches — visualiza-
tions of the Nijinska method. In these, in
fact, his first theatrical works, the artist
managed to convey a complex interac-
tion of laconic geometric forms of cos-
tumes with the avant-garde dynamics of
the dancer’s body through a cubic-futur-
istic style.

It is difficult to find another set de-
signer who has so consistently developed
and explored the practices of expressive
costume for movement. From 1920 to
1923, Meller worked at the futuristic Art
of Performmance Theater, where he de-
signed, among other things, the produc-
tions of The Sky Is Burning and Carnival.
The theater worked under the direction of
director Mark Tereshchenko (1894-1982)
using the method of collective creativ-
ity. In The Sky Is Burning (based on the
lyrics of futurist poets), Meller designed
the costumes and movements, depicting
the masses as a new subject of social and
political reality. That is why the costumes
were unified. Men and women wore the
same outfit, which made them equal in
the struggle. The idea from the sketch was
interestingly embodied in the costume: a
tunic with an asymmetrical cut, where the
shape is complicated by layering of ge-
ometric details. The tunic and helmet are
hand-painted to match the red gradients
in the artist's drawing. All these expressive
means of transformation, combined with
stage movements, created the illusion of
fire (ill. 18, ill.19).

[t should also be mentioned thatthere
was no additional decoration of the space.
The scenography was formed by a plastic
form of bodies wrapped in stage clothes.
Inthe composition The Sky Is Burning, the
new role of costume on stage is already
noticeable. A costume-sign, a costume
that is a full-fledged and, sometimes, the
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1O € MOBHOLLIHHWMM, a MogeKyau Nposia-
HUM BUpPaXkanbHMM 3acoboOM y 3HEOCO-
6neHOMYy aKTOPCbKOMY aHcaMb/i.

BapTo Takoy 4oaaTu, LWo 36eperkeHi
doTorpadii 3 komno3unuii «<Hebo ropuTb»
CcBio4YaTbh, WO pedepeHcoM andg KOCTHo-
MiB Ta pyxiB Bagnm Mennep obpas TBip
XVIII cT. «[Mpucara lopauiie» Xaka-Jlyi
OaBmpa. ToxX poO3yMieEMO, WO cKiagHa
KOHCTPYKLLiS KOCTIOMa — Lie anto3ig Ha
AHTUYHWM OOAT, @ KOHYCOMOLIOHI ro/oBHI
yb6opu yocobntotoTb lonoMmu. OgHak Bif-
Tenep repoem crtae HatoBnM (in. 1).

MucTeubKke ob'egHaHHa «bepesinb»
(KniB, 1922-1926) BigirpaBasio Ba>kK/IMBY
POSb Ha mo4aTky 1920-x 9K ocepenok, ae
aBaHrapd 3HaMLWOB Ha4iMHI IHCTUTYLLIMHI
nigBanunHu. Jlecb Kypbac, MUCTeLbKUM
KepiBHMK o6'edHaHHA Ta rOIOBHUN pe-
XUcep, pO3BMBAB igeto TeaTpy 9K YHiBep-
CaNlbHOIo CUHEPreTUYHOro XyOdOXXHbOro
MeniyMy. B ocobi Kypbaca Mennep Bia-
HaMLWIOB CNiBaBTOPA, AKOro HAaMoNernmMBo
LUYKaB OOTW.

NMpeM'epa BUCTaBM «la3» ekcrnpe-
cioHicTa leopra Kamsepa Bigbynacb Ha
cueHi [lMeplwoi TeaTpanbHOI MaMCTepHI
«bepesonto» B KBITHI 1923 poky. ngnav
OyB 3axonfIeHMM iIHHOBaLIMHICTIO MocTa-

leading expressive tool in an impersonal
acting ensemble.

It is also worth adding that the surviv-
ing photographs from The Sky Is Burning
show that Vadym Meller chose the seven-
teenth-century work The Oath of Horace
by Jacques-Louis David as a reference for
costumes and movements. Thus, it be-
comes clear that the complex construc-
tion of the costume is an allusion to an-
cient clothing, and the conical headdress
represents a helmet. But from now on,
the crowd becomes the character (ill. 7).

The Berezil Art Association (Kyiv,
1922-1926) played an important role in
the early 1920s as a center where the
avant-garde found reliable institutional
foundations. Les Kurbas, the artistic di-
rector of the association and its chief di-
rector, developed the idea of theater as a
universal synergistic artistic medium. In
Kurbas, Meller found the collaborator he
had been looking for.

The premiere of the play Gas by the
expressionist Georg Kaiser took place on
the stage of the First Theater Workshop
of Berezil in April 1923. The audience was
thrilled by the innovation of the pro-
duction. Les Kurbas gave a mechanistic



HOBKW. Jlecb Kypbac HagaB MexaHicTny- character to the actor's physicality: thir-

HOroO XapaKTepy aKTOPCbKiM TiNecHOCTI: ty performers imitated the coordinated
TpMOuATEPO BMKOHABLIB iMiTyBanu 3na- movements of machines and people —
FoyKeHI pyxm MallWH Ta nrogen — rBuH- the cogs of a misanthropic system. Vadym
TUKIB MIi3aHTPOMNIYHOI CcUCTeMU. 3agyM Meller's idea was embodied in a three-di-
Bagnma Mennepa 6yB BTiNeHUN y Me- mensional metal installation, which was
TaneBin o6'eMHIN iHCTaNauii, WO Kapou- radically different from the traditional flat
HanbHO BiOpi3HANaca Big TpagULiMHOIO backdrop. Each costume within the stage
MAACKOro 3agHMKa. KOXHWM KOCTIOM B structure was a separate manifestation.

MeyKax CLIeHIYHOI KOHCTPYKLii ByB okpe- Miller's theatrical costumes for Gas
MO0 MaHidecTaLli€to. accumulate conceptually charged

TeaTpanbHi KocTioMn Men-
nepa 0o «lasy» aKyMyJiolTb B
cobi KoHUenTyaslbHO 3ap4a-
I>KEeHI Bi3yanbHi BUPILLEHHS
(in. 2,in. 26, in. 27). KocTioM

visual solutions (ill. 2, ill. 26, ill. 27).
The costume of the Black Gen-
tleman, a tailcoat, an oblig-
atory attribute of the rich
man of the time — the

YopHoro naHa — @pak, lord of the masses — over
060B'A3KOBUM  aTpMOYT which a skeleton was re-
TOro4yacHoro baraTiqa vealed, carries addition-

— TroBenuTens Macwu,
MoBepx 9KOro onpusaBs-
HIOBABCHA CKeJleT, Hece
OOOaTKOBI CeHcu, a
camMe — cMepTenbHy
Hebe3neky He nuuwe

004 nigsrnagHoro kna-

cy, a W ana cycninb-
cTBa B Uinomy. bini
BepPTUKaNbHI BCTaBKM
B30OBXX BCi€i dirypu

Mig 4Yac pyxy 3mMyLlyBa-

N NepPCOHaXkiB 00 CBO-
€EPIOHOro TaHLO CMepTi.
MakabpUUHICTb XyOOX-
HbOrO PIlUEeHHA TaKoX
NigoKpecntoBanM  KOHTY-
pU Yepena MoXXHOBMaaLgd,
AKMW Bi3yanisyBaBcA 3aB-
O9KN YepryBaHHIO KObopiB
Kpi3b UMAIHOP. TAaKMM YMHOM,

al meanings, namely,
a mortal danger not
only for the ruling
class, but also for so-
ciety as a whole. The
white vertical inserts
along the entire fig-
ure forced the char-
acters to perform

a kind of dance of
death while moving.
The macabre nature
of the artistic solution
was also emphasized
by the contours of the
ruler’'s skull, which was
visualized by alternating
colors through the cyl-
inder. Thus, Meller devel-
oped the expressive means
that had their origins in Nijin-

Mennep pPoO3BUMHYB BUpPaXkasbHi ska's School of Movement.
3acobu, moyaToK kMM Byno nokna- Meller faced a new challenge
aeHo y LWkoni pyxiB HixKMHCbKOI. 2. during Les Kurbas's 1924 production of
MNepen HOBUMM BUKIMKOM Mennep Macbeth. The director set out to actually
onuMHMBCA nig 4Yac Kyp6bacoBoi mnocTa- break the play down into its components
HOBKKM «MakbeTa» 1924 poky. Pexxucep to reveal the technology of the theatri-
MoCTaBMB 3a MeTy daKTU4YHO po3K/ac- cal process. To teach the actor to capture
TV BUCTaBY Ha CKMagoBi, Wo6 oronmtm the moment of transformation, in order
TEXHOMNOTIO TeaTpa/lbHOro MpPoLEecy, Ha- to quickly get into the role. The view-
BUMTKM akTopa diKCyBaTU MOMEHT nepe- er, as an important actor in the process,
TBOPEHHSH, WBWMOKO BMMKATMCA B POb. also had to switch: to dive in and out of
Magay, 9K BaXXNMBUIA Oi€EBeLb MNpoLecy, the moment of action. The actors in cos-
TaK caMO MaB MepeknyaTnca: NopuHa- tumes and make-up appeared on stage
TW Ta BUXOOUTU 3 MOMEHTY Aii. AKTOpK B as if they were just appearing on a daily
KOCTIOMax Ta rpuMi HibM ByoeHHo 3'aBna- basis. Only when the lights came on did
nMca Ha cueHi. | TinbKKM KONy BMMKanocs they instantly enter the character, forcing
CBIiTNO, BOHU MUTTEBO BXOOMUIMN B 06pa3s, the viewer to work intensively with their

3MYLUYIOYM rNagada iHTEHCMBHO MpaLto- imagination. According to V. Vasylko's
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BaTK 3 yaBoto. 3i cnoragiBs B. Bacunbka,
0CcOB6NMBO LEe BUOOBULLE BIM/IMHYMNO Ha
JocBigyeHux TeaTpaniB. 3okpemMa J1. Cra-
pULbka-YepHaxiBCbKa 4ac Big 4yacy Tu-
XEHbKO XpecTmniacsa npsamMo nocepen 3anm
Big HamMpy>eHHa. TBOPYMNIM eKCEPUMEHT
Mig Yac MocTaHoOBKM «MakbeTa» onpuas-
HWB Te3y, WO TeaTpalbHMM KOCTIOM Mo3a
[i€l0 € NMLLEe OEKOPATUBHOIO pivylto.

Yepe3 BIiOCYTHICTb OoCTaTHboro oi-
HaHCyBaHHA Oyno MPUMHATO HEOo4iKyBa-
He M MO3ipPHO MNpocTe pilleHHAa BigMoO-
BUTUCA BiO OPWUriHaNbHOMO CLEHIYHOro
KOCTIOMa, MO3UYMBLLN PEKBI3UT 3 Oane-
KO He aBaHrapgHoro Tteatpy ConoBLOBA.
MpoTe 3'acyBanocd, WO MepeBTiNeHHa €
HEMOXX/TUBUM 6e3 PeneBaHTHOrO CLIeHIY-
HOro B6paHHA: TiNo akTopa Hibu 3aBMCa-
N0 MiXK ByOeHHICTIo | rpoto. ToXK goBenocs
CropaAgXKaTU aAKTOPIB CMNPOEKTOBAHMMM
MennepoM KocTioMaMu ofpasy nepen
BMXOOOM Ha cLeHy. Lle 3acBigumno, wo B
aBaHrapaHin cueHorpadii penoykKuisa Ko-
CTIOMa € HEMOXX/TMBOIO.

Nonpwn Te, WO Mennep BWKNagaB
cueHorpadito B KMiBCbKOMY XyOOXHbOMY
IHCTUTYTI, cTBOpWB Ha 6a3i «bepe3onto»
cueHorpadivyHy ManCTepHLO, @ MOro Yy4Hi,
cepen akmx M. Cumalukesumy, B. LLkn4iB,
[. Bnactok, €. ToB6iH, cTanu ycnilHUMM
XyOOXXHWKaMK, MOMY He BOasfioca nepe-
AaTW aBaHrapgHW iIMNynbC HACTYMHW-
KaM Ha OecaTuniTTa Brnepen. 3anaHyBana
cMepTenbHa HeobXigHICTb OoTpMMyBa-
TUCA PAASHCbKOro colpeanicTUYHOro
KaHOHY, WO YHEeMOXNMBUIO Oyab-aKi
ekcnepmumMeHTU. ToTaniTapHa cucTtema
3MyCUa aBaHrapAHUX MUTLIB OO caMo-
aHIrinauii, NpoBOKy4YMN 3abyTTa IXHbOIO
TBOpPYOro Oopobky. CamMe ToMy BaXkNIMBO
PEKOHCTPYIOBATM CBOEPIAHICTbL iIXHbOrO
BHECKY, 06 OCArHYyTM PI3HOMAHITTS Mo-
TEHULIMHMX HAMPAMIB XyQO>XHbOIO MOCTY-
ny Ana cydacHux cueHorpadis.

OOHUM i3 KNOYOBUX MUTLLIB, LLO 3pO-
6UNM BHECOK Yy PO3BUTOK aBaHrapgHoro
TeaTpalibHOro KOCToMa, byB AHaTonb MNe-
TPUUbKMI. Bnepwe gk cueHorpadp-Ho-
BaTop BiH 3adaBMB Npo cebe B Monono-
My TeaTpi (Kuie, 1917-1919). MeTpuLbKMM
BBakaB CBOIM 3aBOaHHAM MOOepHI3y-
BaTW GiNbll apxaivyHi MUCTeLbki dopMu.
OB6i3HaHICTb XyOOXHWKa 3i crnagllMHOL0,
30KpeMa, 3aBOSKM HaB4YaHHIO y Bacung
KpnuyeBCcbkoro, MoCTiMHO NigXXUBAtOBana
MOro aBaHrapaHy BMHaxignmMBICTb.

LlikaBuMn € pobotn [leTpulbKo-
ro OO BWCTaBW «KaMiHHWW rocriogap»

memoirs, this spectacle had a special im-
pact on experienced theatergoers. In par-
ticular, L. Starytska-Cherniakhivska would
from time to time quietly crossed herself
in the middle of the action out of tension.
A creative experiment during the staging
of Macbeth revealed the thesis that a the-
atrical costume outside of the action is
only a decorative thing.

Due to the lack of sufficient funding,
an unexpected and seemingly simple
decision was made to abandon the orig-
inal stage costume and borrow props
from the far from avant-garde Solovtsov
Theater. However, it turned out that the
transformation was impossible without
a relevant stage outfit: the actor’'s body
seemed to be hovering between every-
day life and the game. So, the actors had
to be provided with costumes designed
by Meller right before they went on stage.
This meant that in avant-garde scenogra-
phy, costume reduction was impossible.

Despite the fact that Meller taught
scenography at the Kyiv Art Institute,
created a scenography workshop on the
basis of Berezil art association, and his
students, including M. Symashkevych,
V. Shkliaiv, D. Vlasiuk, and Y. Tovbin, be-
came successful artists, he failed to pass
on the avant-garde impulse to his suc-
cessors for decades to come. There was
a deadly need to adhere to the Soviet
socialist realist canon, which made any
experiments impossible. The totalitari-
an system forced avant-garde artists to
self-annihilate, provoking the oblivion of
their work. That is why it is important to
reconstruct the originality of their con-
tribution in order to comprehend the di-
versity of potential directions of artistic
development of contemporary stage de-
signers.

Anatol Petrytskyi was one of the key
artists who contributed to the develop-
ment of avant-garde theater costume.
He first made his name as an innovative
set designer at the Young Theater (Kyiy,
1917-1919). Petrytskyi considered it to be
his task to modernize more archaic art
forms. The artist’s awareness of his her-
itage, in particular through his studies
with Vasyl Krychevskyi, constantly fueled
his avant-garde inventiveness.

Petrytskyi's works for Lesia Ukrain-
ka's play The Stone Host at the Taras



Neci YkpaiHkn y [Jep>kaBHOMY [fOpama-
TUYHOMY TeaTpi iMeHi LLleByeHKa (peXxun-
cep OnekcaHgp 3arapos, 1921 p). B Te-
aTpallbHOMY My3ei npegcTtaBneHa Uina
cepiqa ecki3iB geKopaLlin Ta KOCTIOMIB, a
TaKOX 36epeXkeHo ABi OpUriHanbHi CyKHi
3 i€l B1UcTaBu gaga obpasis JoHHM Conb
Ta JoHHWM AHHW. KocTioM [JoHHW Conb
(in. 36, in. 37) 3pobneHnn 3 NaHTyxoBOI
TKaHMHU — pagHa (XapaKTepHoro ansd
MPeaCTaBHUMKIB HUXKUYMX BEPCTB), Ha AKke
HaHeceHO 300paXeHHA COoHAXa, WO Bifg-
cunae go TekcTy Jleci YkpaiHkU. CyKHS
OoHHW AHHWK (in. 34, in. 35) cknagaeTbcA
3 MILLKOBMHM Ta KOMEHKOPY | TaKOX Ma€E
MasltoHOK KfienoBoto ¢papboto, akKMm, Lin-
KOM MMOBIPHO, MNeTpnLbKMM HaHIC BNac-
Hopy4. Ha BO6paHHI 3aMOXHOI icnaHCbKOIi
IHKWM MpeacTaBneHo BapiaHTWM OpHa-
MEHTY CBapru 3aMicTb GaMinbHUX repbis.
TakoXX MUTelb CTUNiI30BaHO 306pa3uB
ApakKoHa, neBa v rpudoHa. MNpum ubomy
FPUPOH HIBM 3aMo3MYeHnM 3i CKipCbKO-
ro 3BipMHOro ctunto. Big 3BUYHOroO Kyp-
Tya3HOro o6pa3y iCNaHCbKMX MaHAHOK He
NNLIMNOCA HIYOro, KpiM MOAePHUX iHTEP-
npeTaLuin yKpaiHCbKMX MUTLLIB.

1925 poky pexxumcep MHaT KOpa 3any-
4ymB MeTpULbKOro 4O CTBOPEHHS Ocy4Yac-
HeHOoi TeaTpanbHOI iHTepnpeTauii «Bia»
3a M. [oronem, TeKCT OO 49KOi Hanwucas
Octan BuwHa. TakKMM YMHOM Y MOJTIOTHO
BMCTaBM OynM BMeTeHi Toro4acHi nogii,
30KpeMa, yKpaiHizalia, 6opoTbba 3 caMo-
FOHHMKaMK Ta iH. [anepea eKcnpecus-
HMX KOCTIOMIB-06pa3iB [MeTpuLbKOro 0o
«Biga» npeMoHcTpye 6araTy manitpy aBaH-
rapaHux igen, HaTXHEHHUX YKPaiHCbKOO
i cBiTOBOtO cnaguimHoto. Cepen HMX Agam
i €Ba, AHron Ta bor-OTeub, 9Ki Nepexun-
BaloTb HAPOAHWMLIbKY eMaHaLlito. Xapak-
TEPHUM Y LIbOMY KOHTEKCTI € 0b6pa3 HaHi
(in. 38, in. 39), WO MeperykyeTbca 3 nop-
TpeToM deopocii Manin HeBiQOMOro aB-
TOopa. lNoctatb COTHMKA B aBaHrapgHOMYy
BMKOHaHHI MNMeTpuubkoro (in. 3) Bigcwmnae
O MOOepHOro BTITEHHSA LbOro Bi3yanb-
Horo obpa3sy 3 «Bia», aKMn CTBOpPMB IBaH
Bypsa4ok (in. 4) 0o nocTaHOBKKM 1914 poky
B TeaTpi M. CagoBCbKoOro. MamcrepHicTb
IBaHa bypsayka aK TeaTpanibHOMo XyLOXK-
HWKa Mnongarana B eKMeKTU4YHOMY MOoEn-
HaHHI OBOX Ha4as: MiCTUYHO-KAa3KOBOIO
Ta icTopuydHoro. MNeTpuubknii xe B6adaB
CBOO MiCito y aBaHrapgHoOMy oCy4YacHeH-
Hi YKPaAIHCbKOro MMUCTELTBA, 9Ke He ne-
pen6adano BiOKWMOAHHA OOCArHEHb Mo-
nepeOHMKiB. MyTelb BBa)kaB, LLO uLIe

Shevchenko State Drama Theater (direct-
ed by Oleksandr Zaharov, 1921) are also
interesting. The Theater Museum pre-
sents a series of sketches of scenery and
costumes, as well as two original dresses
from this performance for the characters
of Donna Sol and Donna Anna. Donna
Sol's costume (ill. 36, ill. 37) is made of
sackcloth, a plain fabric (typical of the
lower classes), there is a sunflower image
on it (referring to Lesya Ukrainka's text).
Donna Anna's dress (ill. 34, ill. 35) is made
of burlap and buckram. It also has a glue
paint pattern, which was most likely
made by Petrytskyi himself. The dress of
a wealthy Spanish woman features vari-
ants of the swarga ornament instead of
family coats of arms. The artist also de-
picted a dragon, a lion and a griffin in a
stylized manner. The latter seems to be
borrowed from the Scythian animal style.
Thus, there is nothing left of the usual
courtly image of Spanish ladies but mod-
ern interpretations of Ukrainian artists.
In 1925, Petrytskyi was engaged
by the director Hnat Yura to create a
modernized theatrical interpretation of
The Viy by M. Gogol, with a text by Os-
tap Vyshnia. In this way, contemporary
events, such as Ukrainization, the fight
against moonshiners, etc., were woven
into the fabric of the performance. The
gallery of expressive costumes for The Viy
by Petrytskyi demonstrates a rich palette
of avant-garde ideas inspired by Ukraini-
an and world heritage. Among them are
Adam and Eve, the Angel and God the
Father, who experience a folk emana-
tion. Characteristic in this regard is the
image of Nanny (ill. 38, ill. 39), which cor-
responds to the portrait of Feodosia Paliy
by an unknown author. The figure of the
Sotnyk in Petrytskyi's (ill. 3) avant-garde
performance refers to the modern em-
bodiment of this visual image in Viy, cre-
ated by Ivan Buriachok (ill. 4) for the 1914
production at the Sadovsky Theater. Ivan
Buriachok's skill as a theater artist was
an eclectic combination of two elements:
the mystical and fairy-tale and the his-
torical. Petrytskyi saw his mission in the
avant-garde modernization of Ukrain-
ian art, which did not imply rejecting
the achievements of his predecessors.
The artist believed that only by living the
experience of earlier artists, which was
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3.

3a paxyHOK MpOyXMBaHHA OocBiay 6inbLu
PaHHIX XyOOXHUKIB, AKe 3HAaXO0O M0 CBil
nposB y 6e3nocepegHboOMy MiMe3unci,
MOXXHa CTaTW Ha HaCTyMHWM €BOJIOLIN-
HUM Wabenb XyOOXHbOI KybTypu.
HanpagnkanbHiwy peBontouito lMe-
TPULIbKOMY BOanoca 3pobutn B 0aHOMY
3 HaMbinbll KOHCEePBAaTMBHUX >KAHPIB
— onepHoMy. B LboMy ceHci nomy 6yno
HabaraTto Ba)kye, Hixx Mennepy, oCKiNnbKu
TOMY BOANOCA 3HAWTU CBOIX OOHOOYMLLIB.
MeTpULbKUIM e MparHyB noaoonatu pe-
AKUIMHUM XyOOXXHIM CMPOTUB CAMOTY)XKMU.
MancTepHiCTb XyOOXXHWKa Mongrana He
nuve y CTBOPEeHHIi eckisiB, Lo B MOoro Bu-
KOHaHHI HabyBanm cTaTycy CaMOCTIMHMX
aBaHrapaHwx TBoOpiB. MNMeTpUuUbKMIN MaB
XWCT OOCAraTM TOYHOro CLEHIYHOro BTi-
NeHHsa CBOIX POBIT, He 3a40BOTbHAYNCH
AJOoCArHeHHAMM Ha nanepi. MNpo ue cBia-
yaTb poTorpadii 3 BUCTaB (Ha »Kalb, YOpP-
HO-6ini), cnoragm, 3rioHo 3 AKUMU MUTELLDb
BMOBMSIB aBTOPIB BMXOOAWTU Ha CLEHY,
OOArHYBLUW BCi MepenbadyeHi eneMeHTw.
Mig yac BucTaB leTpULUbKMM 3a3BUMYaM
nepebyBaB 3a KynicaMmu abo B 3ani, ne-
peBipayYM iMMNeMeHTaLIito HaMMeHLLMX
aetanen. Iig 4ac pagioTpaHcnawii onepu
«Kyrmano» Becb XapkKiB Mir mo4yyTun npwu-

manifested in direct mimesis, could one
reach the next evolutionary stage of ar-
tistic culture.

Petrytskyi managed to make the
most radical revolution in one of the
most conservative genres, opera. In this
sense, it was much more difficult for
him than for Meller. The latter managed
to find like-minded people. Petrytskyi,
on the other hand, sought to overcome
the reactionary artistic resistance on
his own. The artist's skill was not only in
creating sketches, which in his perfor-
mance acquired the status of independ-
ent avant-garde works. Petrytskyi had a
talent for achieving an accurate stage
embodiment of his works, not being
satisfied with his achievements on pa-
per. This is evidenced by photographs
from the performances (unfortunately,
in black and white), and memoirs ac-
cording to which the artist persuaded
the authors to go on stage wearing all
the elements provided for. During the
performances, Petrytskyi was usually
backstage or in the audience, checking
the implementation of the smallest de-
tails. During the radio broadcast of the



MpaBfeHi rocTpuUM cniBLEM HacTaHOBM
XyOOXXHWKaA. AHaTonb [leTpuMubKUM Ha-
MaraBcsa MMUOOKO MPOHUKHYTU Y KOXKEH
efieMeHT, Wo TBOPUTb NepdopMaTUBHY
CUHeprito Ha cueHi. 3o0KpeMa, rogmHa-
MM MPOCAYXOBYBaB My3UKYy 00 OMepHOi
MOCTaHOBKMW, Ky MaB odopmtoBaTu. Lle
JaBafio MOXX/IMBICTb MUTLIEBI MepeTBO-
PUTU KOCTIOMMU | cLeHorpadito y Bupa-
YKanbHUIM 3acib, WO He Nnuue MacuBHO
BIOTIHAE MY3UMKY, aKTOPCbKY Py, CIOXET-
Hi NepuneTii. MeTpruUbKMK B6YyB OOHUM i3
TUX, XTO HabAU3UB CLEHIYHUN Oun3anH
00 PiBHA OKPEMOro CUHTETUYHOIO YKaH-
py MUCTeLTBa.

MNMicna nepiony penpecin, dpyroi cai-
TOBOI BIiMHW ICTOPUYHMM aBaHrapan3Mm
OCTATOYHO MPUMNUMHUB CBOE ICHYBaHHA.
MpoTe Onga pPoO3BUTKY cleHorpadii Ta
0CO6NMMBO TeaTpanbHOro BOpPaHHA Le
Mano [OafleKoCaxKHi Hacnigkuy. 3 1950-x
POKIB CMOCTEepIiraeTbCca CTPIMKa iHBO/tO-
Lig mepdopMaTUBHOIO KOCTOMa. BiH Bxxe
He Hece gKOroCb CKJ1lagHOro, HacM4eHo-
ro ceHcaMu rnocnaHHg, HabyBatodm abo
aTPaKTUBHUX aTpMbyTiB, abo N CKouYyto-
YMCb 00 CTaTyCy «TMUYNHM», AKa HaBITb He
Tak goromarae aktopy nepeBTinnTmUCs, aK
CUTHanI3ye rnagadesi Npo Te, WO BiH ne-
pebyBa€ Ha cneKTaK/i. 3peLUToto, LiTKOM
3aKOHOMIPHO, Cy4YaCHUM TeaTpalbHUM
KOCTIOM MoAdeKydu CTaB BUPAXKEHHAM
arpecmBHOIO, By/1brapHOro HaTypaniamy.
Lle NMpoBOKYyE TUX MUTLLIB, AKi MO3ULLIOHY-
loTb cebe daK ekcrnepuMeHTaTopiB, oasa-
raTW Ha CLLeHi KOCTIOMUK NnLe Ong Toro,
o6 nig Yac BUCTABM iX 3HATU, OrONIMBLLN
CBOIi XyOOXXHI HAMipW M PO3BaXkKMBLUW MS-
nadviB.

BaknmBMM HacnigKkoM BWKMIageHo]l
TYT penpe3eHTalii aBMLLa TeaTpalbHOro
KOCTIOMa € Te, WO aBaHrapgHoro MmTLS,
KOTPWIW MparHe CTBOPUTUM WOCb OINCHO
HOBE Y MUCTELTBI, He MOXXHa MigroTyBaTn
LUISXOM PEMICHMYOro HaBYaHHA. KoxxeH
MUTeLlb, WO MparHe iHHOBALiMHOCTI, Mae
BCTAHOBUTM CBIiM MePCOHaIbHMM 3B'A30K
i3 XyOOXXHbOK CrafWwmHo. TOX yOoCKO-
HafleHHAa OCBITHIX MPaKTUK Yy chepi cue-
HIYHOrO AOM3aWHYy BMMArace iHTerpauii y
OVNOaKTUYHUIA NpoLlec nornmbneHoi po-
60TK 3i cnaguwmHo, AKy, 30KpeMa, 3a-
6e3neuye TeaTpanbHM My3e.

TeTaHa PygoeHkKo,

ronoBHa 36epirayvka

My3eto TeaTpasnibHOro, My3M4YHOro Ta
KiHOMUCTeUTBa YKpaiHU

opera Kupalo, everyone in Kharkiv could
hear the artist’'s sharp-edged instruc-
tions. Anatol Petrytskyi tried to penetrate
deeply into every element that makes up
the performative synergy. In particular,
he spent hours listening to the music for
the opera production he was to design.
This allowed the artist to turn costumes
and scenography into an expressive tool
that not only passively shaded the mu-
sic, acting, and plot twists. Petrytskyi was
one of those who brought stage design
closer to the level of a separate synthetic
genre of art.

After the period of repression and
the World War I, the historical avant-gar-
de finally ceased to exist. However, this
had far-reaching consequences for the
development of scenography and, espe-
cially, theatrical costume. Since the 1950s,
there has been a rapid involution of per-
formative costume. It no longer carries
any complex, meaningful messages, ac-
quiring either attractive attributes or slip-
ping into the status of a “face” that does
not even help the actor to transform,
but rather signals to the viewer that he
or she is at a performance. In the end,
quite naturally, contemporary theater
costume has sometimes become an ex-
pression of aggressive, vulgar naturalism.
This provokes those artists who position
themselves as experimenters to wear
costumes on stage only to take them off
during the performance, revealing their
artistic intentions and entertaining the
audience.

An important implication of the rep-
resentation of the phenomenon of the-
atrical costume presented here is that
an avant-garde artist who wants to cre-
ate something truly new in art cannot
be trained through craftsmanship. Every
artist who wants to be innovative has to
establish his or her own personal connec-
tion with the artistic heritage. Therefore,
the improvement of educational practic-
es in the field of stage design requires
the integration of in-depth work with
heritage into the didactic process, which,
in particular, is provided by the Theater
Museum.

Tetiana Rudenko,
Curator of the Museum of Theater,
Music and Cinema of Ukraine
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Ecki3 TeaTpanbHOro KOCcTiomMa
fIK CaMO[0CTaTHiIM TBip MUCTeLTBaA

B yKpaiHCbKiM KynbTypi icTopia eMaH-
cunauii eckily TeaTpasibHOMO KOCTOMa B
6iK CaMOOOCTAaTHOCTI XyOOXXHbOro ob6pasy
MOYMHAETLCA 3 MEPLUUX eKCrepuMeHTIB
OnekcaHapu EkcTep, 9Ki BOHa moyana y
Kunesi mig yac lNMepLwoi CBITOBOI BiMHM.

Ona cueHiYyHoro BTineHHA n'ecu |. AH-
HeHcbkoro «Pamipa Kidapen» y 1916 poui
BOHa BMKOpMWCTana MNO€OHaHHA HOBaLLiM
CYYaCHOro M TaHLUK 3 aHTUYHMMM KOHO-
TaligMM, KOMM OrofieHICTb CMOPTUBHOIMO
Tina Mpauke Ha yBUpPasHeHHa pyxy. Tina
BakXaHOK Yy iHTepnpeTaLii Exkctep 6ynu
M'A3UCTUMMU, 3 BUOOBXKEHUMU KiHLiBKAMK
i HeBeNMKMMKM rpydbMu. Ha BiaMiHYy Big
cekcyanizoBaHMx obpasiB JleoHa BakcTa,
XYOOXHUMLA 306paykana aTneTuyHi Tina y
HEeCTPUMHOMY PUTMI Biry, akmi nigcunio-
FOTb YMCMEHHI, HIBU 3BUBUCTI 3Mii, KONMbO-
poBi wani (in. 5).

EkcTep Hagana wanaM iHWoro, Hix
y eckKizax bakcTta i KocTiomMax Awncepno-
pu [OyHKaH, Bi3yalIbHOrO CeHCy — BOHMU
CTanu NeTioUYMMK CTPiYKaMuK, LWo onepi-
3YylOTb MalhKe orofieHe Tino. He npukpu-
BalOTb OKPEMI YaCTUHU Tifl, @ CTBOPIOKOTb
ACKPABMM BUXOP HABKOMO HUX, AK Y Tpa-
OVNLIMHMX BiHKaX, | Mpy WBUOKMX obep-
TAaHHAX MaMOPATb HAaBKOMO AiBYadmXx ro-
niB i CTaHiB.

Ekctep pobpe 3Hana YyKpPaiHCbKUIA
CINbCbKMW  KOCTIOM, TMPWHAMMHI  LeH-

A Sketch of a Theater Costume
as a Self-Sufficient Work of Art

In Ukrainian culture, the history of the
emancipation of the theatrical costume
sketch towards the self-sufficiency of the
artistic image begins with the first exper-
iments of Oleksandra Ekster, which she
started in Kyiv during the First World War.

For the stage performance of In-
nokenty Annenskyi's play Famira Kifared
in 1916, she used a combination of innova-
tions of contemporary dance with ancient
connotations, when the nakedness of the
athletic body emphasizes movement.
The bodies of the Bacchae in Ekster’s in-
terpretation were muscular, with elongat-
ed limbs and small breasts. In contrast to
the sexualized images of Leon Bakst, the
artist depicted athletic bodies in an unre-
strained rhythm of running, which is en-
hanced by numerous colorful shawls, like
slithering snakes (ill. 5).

Ekster gave the shawls a differ-
ent visual meaning from that of Bakst's
sketches and Isadora Duncan’s costumes
— they became flying ribbons encircling
an almost naked body. They do not cover
individual parts of the bodies, but create a
bright swirl around them, like in tradition-
al wreaths, they flutter around girls’ heads
and waists when they rotate quickly.

Ekster was well aware of Ukrainian ru-
ral costume, at least in the central region,
and used field observations to depict the
body as a kinetic system. Her bacchantes
are sharp in their movements, wearing
some kind of shorts and bustiers, and the
make-up of their faces and limbs is sim-
ilar to the decorative elements of female
figures of Trypillia-Cucuteni culture'. For
the background of the sketches, Ekster
chose a rich indigo color, which combines
the peasant paintings of Right-bank
Ukraine with the archaic ancient cities of
the Northern Black Sea. The introduction
of a saturated background into a stage
sketch was an avant-garde technique, as
it made the sheet an autonomous image
that could be shown as a separate work,
regardless of the performance. She prob-
ably used this technique in solidarity with
the exhibition works of Hanna Sobachko,
who in the same years created fantasy flo-

1 The culture of painted ceramics discovered
on the territory of Ukraine by Vikentiy Khvoyka in
1893. Ekster was familiar with its artifacts through the
collection of the Kyiv Art, Industry and Science Museum.



TPanbHOro perioHy, i, 306pa)katoum Tino
AK KIHETUUHY CUCTEeMYy, BUKOPUCTana Ha-
TYPHI criocTepexkeHHs. [i BakxaHKM Pi3Ki
Yy pyxax, ogarHeHi y akycb nopgoby Lwop-
TiB i BIOCTbE, @ FPUM 0BNMYYSA N KiHLLIBOK
CXOXXMIM Ha efleMeHTU OeKopy >KiHOo4YMX
diryp Kynbtypu Tpuninng-KykyTteHi'. s
TNna ecki3iB EKcTep obpana Konip Hacu4e-
HOFO IHAMUIO, WO €0HAE CeNAHCbKI pO3MNu-
cun MpaBobepexkHoi YKpaiHM 3 apxaikoto
aHTUYHKMX MICT TliBHIYHOro lMpUYopHO-
Mop'd. BBegeHHsS HacM4eHOro T1a y cue-
HIYHWI ecKi3 Byno aBaHrapoHUM NPUMo-
MOM, afdyke pobuno apKyLl aBTOHOMHUM
300paXKeHHAM, WO MOXXe OeMOHCTpyBa-
TUCb 9K OKPEeMUI TBip, HE3AMEXHO Big
cnekTako. IMOBIPHO, XyOOXHULS BUKO-
pucTana uen NpumomM, Conigapmsyroyncs
i3 BUCTaBKOBUMU TBopaMu MNaHHKM Cobau-
KO, Ka Yy Li > pOoKuM cTBoptoBana dpeHTe-
3iMHI KBITKOBI KOMMO3ULii Ha pPOXXeBOMY
M ryCTO-CUHbOMY TAi.

HoBaTopcbka 06pa3HicTb EkcTep 6a-
3yBa/lacd Ha JIOKallbHOMY Bi3yallbHOMY
MaTepiani i BUABWIaCb BaXKNTIMBOLO nepe-
AOBCIM A9 KMIBCbKMX cLueHorpadis, ii yu-
HiB | Koner Bagnma Mennepa 1 AHaTtonda
[MeTpuubKoro.

1918 poky EkcTtep Bigkpuna y Kumesi
KONy «MancTepHa», NisHille nepemnMe-
HoBaHy Ha «CTymito», Oe MnpaKTuKyBana
MOOEPHICTCbKE HaBYaHHA KOMMO3ULIi M
KOMOPUCTUKU, B OCHOBI 9KUX — OWHaMI-
Ka, pyX, OeKOpPaTUBHWIM KoMip, MiHIMIi3a-
Lig neTtanen, abcTpakuis.

Bagum Mennep 6yB cepen TUX, XTO
BioBioyBaB ii «CTyaito», Xo4da 40 LibOro Bye
MaB O0OCBIif4 chiflkyBaHHA Y MtoHxeHi 3 lNMa-
ynem Knee i HaB4aHHA y [MNapwmXi B AHTya-
Ha Bypaena. 31915 poky B KreBi BiH 6arato
npautoBaB i3 bpoHicnaBo HiXXMHCBHKOL,
AKa BigKpwia TyT CBO BaneTHy wkony (i
nocnpwuana po3BUTKY TanaHTy Cepyka J1n-
dapsa). CueHorpadivHi HoBauii Mennepa
6a3yBanmcsa Ha NpUHUMNax reoMeTpumsa-
Lii dparMeHTiB, KOCTIOMHUX MPOMOpPLLIM
i KOHCTPYKLLii, B KX 306paykeHHsa Tina
o6nMYyYsa Bynu MiHiManbHUMM, MOPIBHAHO
3 AVMHaMIKOK KOCTOMa.

MpnbnmnsHo 3 1920 poky dopMa i Ko-
nip y Moro eckizax nigkopsaTbea Moen-
HaHHIKO MMOWMH i3 MaKCUMManbHUM BU-
KOPWUCTAHHAM [eoMeTPUYHOro edekxTy.
IHKONM BiH Oo3BonaB cobi cneundivuHnm
ryYMOp LWoAo KacuyHoi cnaglmHu, MMo-

1 KynbTypa ManboBaHOI KepaMiku, AKy Ha Te-
puTOpIi YKpaiHu BioKpuB BikeHTin XBoWKa 1893 poky.
3ii apTedakTamun EkcTep Byna 3HanoMa Yepes Konek-
Lito KNMIBCbKOIro Xy40XHbO-MPOMKMCIOBOIO i HayKOBO-
ro Myseto.

ral compositions on a pink and deep blue
background.

Ekster's innovative imagery was
based on local visual material. She proved
to be important primarily for Kyiv stage
designers, her students and colleagues
Vadym Meller and Anatol Petrytskyi.

In 1918, Ekster opened the Workshop
School in Kyiv, later renamed the Studio,
where she practiced modernist composi-
tion and color studies based on dynamics,
movement, decorative color, minimiza-
tion of details, and abstraction.

Vadym Meller was among those who
attended her Studio, although before
that, he had already had the experience
of communicating in Munich with Paul
Klee and studying in Paris with Antoine
Bourdelle. From 1915, he worked exten-
sively in Kyiv with Bronislava Nijinska, who
opened her ballet school (and the talent
of Serge Lifar) there. Miller’'s stage design
innovations were based on the principles
of geometric fragments, proportions and
costume design, where the depiction of
the body and face was minimal in com-
parison to the dynamics of the costume.

From about 1920 onwards, form and
color in his sketches are dominated by a
combination of surfaces with maximum
use of geometric effect. Sometimes he
allowed himself a specific humor in re-
lation to the classical heritage, which is
probably why the costumes are mostly
related to the teatro dell’arte: Harlequin
and Columbine were dressed in robes
made of multi-colored and multi-tex-
tured diamonds or triangles. The images
of Pierrot and Harlequin became espe-
cially relevant in the fin de siécle, and in
this context, it is worth mentioning the
“black Pierrot” by Alexander Vertinskyi,
whose stage career unfolded in Ukrain-
ian cities from 1917. Meller’'s sharp eye,
trained in Cubist deconstruction, used
fashion images for his sketches, trans-
forming geometric patches of both con-
trasting and converging (but always
bright) colors. Movement on the verge of
the physically possible, the expression of
a gutta-percha body, the face as a rem-
nant of a cloak and make-up — Meller
enhances the visual expression of the
costume itself even in unfinished sketch-
es. The costume becomes a character.

Anatol Petrytskyi studied with Fedir
and Vasyl Krychevskyi, Oleksandr Murash-
ko, Mykhailo Boichuk, and at the Ekster
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BipHO TOMYy CTpOi 30eb6inbloro MatoTb
CTOCYHOK [0 TeaTpy OeNb apTe: ApnekiH
i KonomMbiHa BOogaraiunchb y wwaTu, 3WnTi 3
PI3HOKONIPHUX i Pi3HOMAKTYPHMX POMOIB
abo TPUKYTHUKIB. Obpa3mn M'epo n Apne-
KiHa Habynmn ocobnmMBOi aKTyasbHOCTI Yy
fin de siécle, y UbOMYy KOHTEKCTI BapTO
3ragatmn 1 «qopHoro lM'epo» OnekcaHgpa
BepTMHCbKOro, Yma ectpagHa Kap'epa Big
1917 poky po3ropTanaca B YKPaAIHCbKMX
MicTax. focTpui nornag Mennepa, HaTpe-
HOBaHWMWM Ha KyOICTUYHUX OEKOHCTPYKLLi-
Aax, BUKOpPUCTaB O/19 eckKi3iB MoaHi obpa-
31, TpaHCcHOPMYyBaBLUM FEOMETPU3OBAHI
KNanTi aK KOHTPACTHMX, TaK i 3GMXKEHMX
(ane 3aBXaum AcKpaBKX) KONMbopiB. Pyx Ha
Mexi QI3MUYHO MOXKMBOIO, eKCrpecia ry-
TanepyeBoro TiNa, o6MYYa 9K PEeLUTKM
MalUKapu i Makiaxy — Mennep HaBiTb y
He3aKiHYeHMX ecKi3zax Niacuitoe Bisyasb-
Hy eKcnpecito BnacHe KocTioMa. CTpin y
HbOIO CTAE MEePCOHAXKEM.

AHaTonb lMeTpULbKMM BCTUF MOBYM-
Tncb y ®epopa i Bacmng KpuueBCbKUX,
OnekcaHopa Mypalwka, Muxanna bon-
4yyKa, TaKOXK | y CTyaii EKcTep, TOX y Moro
ecKizax CLUeHIYHMX KOCTIOMIB 1920-X pokiB
MPUCYTHI «Ccrigm» iXHiX BAAMBIB. KOHCY/b-
TyBaBcs BiH i 3 JaHunnoMm LLiepbakiBCbKM
OO0 KOCTIOMIB KO3alLbKOi CTapLUMHK, Ta
rONOBHE Yy MOro CLEHIYHMX MOoLlyKax He
TaK iICTOpPUYHA OOCTOBIPHICTb, AK iPOHIqA i
FPOTECK, LWAPXKyBaHHS | KapMKaTypu3aLis
KOCTIOMa 9K XapaKTePUCTUKKM NepCcoHa)a.
Y YMCNeHHWX TeaTpanbHUX NPOEKTax e-
TPULbKOro 00 1930-x pokiB cueHorpadiv-
HMUWM obpa3 akTopa Oyae BM3HaYaNbHUM
32 pPaxyHOK CUAyeTy, KOTOPUTY i TinecHmx
0CcobnMBOCTEN MepCoHaXiB. Y rpadiyHmx
apkyLwax MeTpuubKoro apTUCTU3M Mnep-
COHaXXiB Mir BYyTU eKCLLEHTPUUYHMM, KOMIY-
HWM, €K3O0TUYHWMM | HaBiTb ByNbrapHUM.
YopTa i CmepTb (in. 6) ana «Big» OcTana
BuLHI BiH MepeTBOpPMB Ha OAMBaKIB, AKX
rnagad He 60iTbes, 60 | XyOoXKHUK He 60-
iTbCA rpaTUCh i3 BIATIHKaMKM YOPHOTO.

MeTpuubKMM MNpautoBaB Had Ka-
pukKaTypaMmn Ona «4epBOHOro nepusa»
EnnaHa-bnakutHoro, oTpumMmyBaB 3a-
MOBMEHHA Ha iNCTPYyBaHHA TEKCTIB i
KHUXOK CBOIX MPUATENIB, MEepPLIMM B ic-
TOpii €BPOMNENCBKOrO MOAepPHIZMY 1929
POKY CTBOPMUB i3 BMAaCHUX iHTepnpeTaLuin
HapPOLAHOrO KOCTIOMA Te, WO MU HUHI Ha-
3UBAEMO aBTOPCbKUM apTBykoM. Moro
anbboMm «TeaTpanbHi CTPOi» MoKasaBg, aK
eNeMeHTU CEeNAHCbKOro M iCTOPUYHOIO
(30e6iNbWIOro enoxm Ko3aduymHU) yKpa-
HCbKOIro KOCTIOMa CTaloTb MiAFPYHTAM
HOBATOPCbKMX 06pa3iB.

6.

studio, so his sketches of stage costumes
of the 1920s show traces of their influ-
ences. He also consulted Danylo Shcher-
bakivskyi about the costumes of Cossack
officers, but the main thing in his stage
search is not so much historical accuracy
as irony, grotesque and caricature of the
costume as a distinguishing the char-
acter. In numerous theatrical projects
by Petrytskyi until the 1930s, the actor’s
stage image would be determined by
the silhouette, color, and bodily features
of the characters. In Petrytskyi's graphic
sheets, the artistry of the characters could
be eccentric, comic, exotic, and even vul-
gar. He turned the Devil and Death (ill. ©6)
for Ostap Vyshnia's Viy into eccentrics
that the viewer wouldn't be afraid of,
as the artist was not afraid to play with
shades of black. Petrytskyi worked on car-
icatures for Ellan-Blakytnyi's Red Pepper,
received commissions to illustrate texts
and books by his friends, and in 1931 was
the first in the history of European mod-
ernism to create what we now call an au-
thor's artbook of his own interpretations
of the folk costume. His album Theater
Costumes showed how elements of peas-
ant and historical (mostly Cossack era)
Ukrainian costumes became the basis for
innovative images. Petrytskyi's characters



MNepcoHaxki MNeTpuubkoro — nNigcTyn-
Hi, 6e33axXM1CHi, NMrxaTi, KyMeaHi, 34MBOBa-
Hi a0 CTpUMaHi — OpraHivHi y TiecHoCTI
M MOPTPETHMX purcax. XydOXHWK rpasca 3
OrpPAOHICTIO UM TEHOITHICTIO, CMOPTUBHIC-
TIO YM OMACUCTICTIO FK i3 0O6OB'A3KOBOIO
CK/1a00BOO XyOOXXHbOro 06pa3y, y AeaKmX
pPO3pobKax NpaLYm 9K KyTop'e. 3aans
MOCUNEeHHA KOHTPAcCTy | GaKTypPHOCTI, BiH
KOMaXKy€E, MIKCYOUYM BUPI3KM PI3HUX ra3eT
Yy WpnPTOBI KOMMNO3ULil, MOEQHYOUYM Pi3-
HOKOMbOPOBY GONbry, KpadpToBMM Nanip,
LLIMaTKN MPUHTOBAHMX TKAHWMH i3 TOHKMMMK
KOHTYPaMW, BUKOHAHMMK TYLLLLIO | BENU-
KMMMW IryalleBUMM MAOLLMHAMMN.

XapaKTepUcTUKy MepcoHaXka 4depes
KapUKaTypm3aLito TiITECHOCTI «niarngaHy-
na» y MOOEPHICTCbKMX eckizax lNeTpulb-
Koro Anna lopcbka. Mandpka 3a OCBITOtO,
BOHa BMpPILLUMIA BYNTUCH MPOTECKOBIN 06-
PA3HOCTI CaMOTY»KKW, KOMitoo4YM HamiB3a-
6opoHeHi ecki3n TeTpuubkoro nepiogy
aBaHrapay (akuwm To4i Wwe He BMAINanm
TepMiHoMoriyHo). fopcbKa Morna BiNbHO
BMBYATK CydacHi i adilli M KOCTIOMW aH-
cambnio BipcbKoro, CTBOPEHi XyOOXHW-
KOM, Ta BOHa Bigaana nepeBary HoBaTop-
CbKMM po3pobKaM lMNeTpuLbKoro nepiony,
He CKYTOro AorMaTM3MoM igeonorii, Konu
LLle He moyYasilacb 3a4MCTKa Mig OOKTPUHY
«coLpeaniamy».

7.

i LikaBUNM XyOOXKHE MepebinblleH-
He, rpa 3 PopMaMK | MaXKOPHE 3BYYaHHS
KOMOPUCTUYHMX KOHTPACTIB, O MOMITHO
y il po6oTi 1962-63 pokiB Hafg cueHorpa-
dieto komMeqii M. Kyniwa «OTak 3arnHyB
lycka» (in. 7). lopcbka BMKOPWCTOBYE BW-
KNemKkn nitep, BOAArac HabOKHMX >KIHOK
OOHOYACHO Yy YOPHY XyCTKy i 3Babnusi
YOPHI XX MaHYOXM 3 FOCTPOHOCUMMU TyPnsa-
MUK, NiOB'A3ye BepBULEID iXHI Pirypn, ui-
NNa€ BeneTeHcbki 60a M nNip'a NaBu4iB y
KametoWwKM, WO HAaTAKaoTb Ha YacK Heny
i I»Ka3y. B eckizax cTpoiB BOHa CUYETHO i
MPOMNOPLIMHO MOEOHYE | XpecTu, i obpurcu
«Masioi YOPHOI CYyKHi» Cy4aCcHMX MOOHULLb,
3Millye 6ydoHagHi abpucKM 3 KBITKOBUM
OPHaMEHTOM PYLUHWKIB — 30A€TbCH, Ha-

— insidious, defenseless, arrogant, funny,
surprised or restrained — are organic in
their physicality and portraits. The artist
played with obesity or fragility, sporti-
ness or buxomness as an essential com-
ponent of the artistic image, working as
a couturier in some designs. To enhance
the contrast and texture, he collages,
mixing clippings of different newspapers
into font compositions, combining mul-
ti-colored foil, craft paper, pieces of print-
ed fabrics with thin contours made in ink
and large gouache shapes.

Alla Horska “looked up” the charac-
ter's characterization through caricature
of physicality in Petrytskyi's modernist
sketches. A professional artist, she de-
cided to study grotesque imagery on her
own, copying Petrytskyi's semi-banned
sketches of the avant-garde period (which
was not yet distinguished terminological-
ly). Horska could freely study the contem-
porary posters and costumes of Virskyi's
ensemble created by the artist, but she
preferred the innovative designs of the
Petrytskyi's period, which was not shack-
led by the dogmatism of ideology, when
the purge for the doctrine of “social real-
ism"” had not yet begun.

She was interested in artistic exag-
geration, playing with shapes and the

major sound of color contrasts, which is
evident in her 1962-63 work on the set de-
sign for M. Kulish's comedy How Huska
Died (ill. 7). Horska uses lettering, dresses
pious women in black headscarves and
seductive black stockings with pointed
shoes, ties their figures with a rosary, and
pins giant boas and peacock feathers to
their hats, alluding to the times of the
NEP and jazz. In her sketches of costumes,
she combines crosses and silhouettes of
the “little black dress” of contemporary
fashionistas in silhouette and proportion,
mixes buffonade outlines with floral orna-
ments of towels — it seems that she even
“pixelates” some motifs from traditional
embroideries (ill. 40-45).
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BiTb «MiKceni3ye» oesaKi MOTMBMK 3 BULLMBa-
HOK (in. 40-45).

Eckisau po uiei komepii 6ynu Big-
KPUTTAM BENUKMX MOXKITMBOCTEN YMOB-
HOCTI, 30KpeMa 1M Yy HeCTPMMHOMY pPO3-
OyxaHHi TiNeCcHOCTI, AKy Tak 6nuckyde
BMKOPUCTOBYBAB leTpuLbKMN. TOPCbKY
BabMNO »apTiBNMBE CTaBMeHHA 00 epo-
TM3My. NeTpnUbKMI 3HAB, AK FrEOMEeTPMY-
HUMKW  dirypamMm mnokasaTu 3BabOHICTb
rpyoew 4m oroneHoro »XMBoTa, MULLHICTb
CiAHVUb | BUTOHYEHICTb »XiHOYOI LWKMKO-
NOTKW. TOpPCbKa X BiABepPTO KMNMHUTb Hafg,
«@MNeTUTHUMMU» OKPYFNOCTAMU, MiAcCMito-
€TbCA Had 3aHaAToO MULLHOK Kpacoko
AK YOJNIOBIKIB, TaK i XiHOK, Nepebinbluye
o6’eMn | BepTUKanbHO, i FOPU3OHTaNb-
HO. BOoHa CTBOpPIOE He MMLIEe KOCTIOM, a
ACKpPaBMM XyOOXKHIM 06pas.

loei Mpo napanoKcanbHy TpaHchop-
Mauito Tin BUKopMCTaB 1965 poky i €B-
reH Jlncuk. [Onga pedaxkux repois 6ane-
Ty A. XadaTypsaHa «CnapTak» BiH obpas
napagoKcanbHy 6GpuionodibHy cratu-
Ky B ecKi3ax: He Bino-poXeBuUin MapMyp
MnamM'aTHUKIB i MOPTPETIB, a FPaHiTHI 6/TOKN.
YopgHoi 6aneTHOI pyXNMMBOCTI M AMHAMIKK
— BUTecaHi Npodini, 3aTUCHeHI y Aapani-
PYyBaHHS Tifla: KOCTIOMU LIMX PUMMSAH, Ma-
TpULUIiiB | NerioHepiB BUIOTOBMEHI 3 TOro
X MaTepiany, Wo M MaB30/1eM Ha KPacHin
nnowli MockBW. JIMcKMK gna cueHorpadii

The sketches for this comedy were
a discovery of the great possibilities of
convention, including the unrestrained
swelling of corporeality that Petrytskyi
used so brilliantly. Horska was attracted
to the playful attitude to eroticism. Petryt-
skyi knew how to use geometric shapes
to show the seductiveness of the breast
or the naked abdomen, the lushness of
the buttocks and the grace of the female
ankle. Horska, on the other hand, openly
mocks the “appetizing” roundness, pokes
fun at the overly lush beauty of both men
and women, exaggerating volumes both
vertically and horizontally. She creates not
only a costume, but a vivid artistic image.

The idea of the paradoxical transfor-
mation of bodies was also used by Yevhen
Lysyk in 1965. For some of the characters

9.

in Khachaturian's ballet Spartacus, he
chose paradoxical block-like statics in his
sketches: not the white and pink marble
of monuments and portraits, but granite
blocks. There is no balletic mobility or dy-
namics — just chiseled profiles clutched
in body draperies: the costumes of these
Romans, patricians and legionnaires are
made of the same material as the mau-
soleum on moscow’s red square. Lysyk
chooses a red and black color scheme for
the manifesto performance, with splash-



CMeKTakMto-MaHipecTty obupae 4YepBo-
HO-YOPHY ramy 3 BKpanneHHamm 6inoro,
ciporo, 3efleHaBOro, TeMHO-OXPUCTOro, a
B KOCTIOMW [0OOA€E KOMbopW BpoH3u. Mpo
Te, LLIO caMe B ecki3ax € aHTUpPaasHCbKUM
MNiOTeKCT (i HaTaKKM MPO CpCp AK 4YeTBep-
T PuUM), CBigYNTb BUKOPUCTAHHA OBOX
BIOTIHKIB 4epPBOHOIO: XYOOXHMUK 3aMiCTb
toga purpurea — LaPCbKOi M iMMepaTop-
CbKOi TOMM MypPMNypPOBOro KoMbopy, TO6TO
GarpaHuLL, — OOArac repoa y KymMadony.
MoMy noTpibHa acouiaLis He 3 lcycoMm, a
3 KO/TbOPOM [ePyKaBHOIo rnpariopa cpcp.
JTMCKMK 9K opraHiYHMM MOHYMEHTAaNICT Ha-
BiTb CTPYKTYPY MAaxT BMKOPMUCTOBYE §K
enemMeHT BO6paHH4, Lo He Mac aHanorin y
iCTOpIi PUMCBbKOIO CTpOto, ane crnpummMa-
€TbCA METADOPUNYUHO Y KOHTEKCTI «BEINKOI
LLaXiBHMLL» BiMHW (in. 8, 9).

3BEepPHEHHA 00 iCTopii YKPaiHCbKMX
CUEHIYHMX aBaHrapnaiB (knacudHoro i
YaciB «BiONUIM») ON9 MepeocMUCNeHHs
OKpPEMUX MPUMOMIB, WO CAPUMMAOTb-
CHa dK B/flacHa Tpagmuid, NocTyntoe aHHa
InaTheBa, dKa 6e3nocepenHbO CrocTe-
pirana 3a JIMCMKOM-NeaaroroMm, Komu y
HbOro BYMBCA ii GaraTopiuHMM MapTHEpP
AHOpPiN 3n06iH. B eckizax MNaHHW 00 Ymnc-
NTEHHMX TMOCTAHOBOK 3ayBa)YEMO He
CTiIMIbKW BMMIMB MOM0 MOHYMEHTaNbHUX
inen, a paguwe gobpe 3HaHHA NNacTUYHMX
ocobnmBocTeln pyxnmemx obpasis EKcTep,
TEXHOMOTYHUX HIOAHCIB MPUKpPINIeHHa
agetanem y pobotax XBOCTEHKa-XBOCTO-
Ba, KOMa)XHMX CyMilLleHb MMOWMH i OeKo-
py MeTpuLbKoro. PoO6oTy XyooXKHULI ONns
onepun . Bepai «PironetTto» (in. 66) 3i
3WKMBAHHAM | HaKMadaHHAM reoMeTpuy-
HUX PParMeHTIB MOXXHa TpaKTyBaTW ¢K
MPOOOBXEeHHA Tpaauuin Mennepa, xod i
6e3 eKCrnpecuBHOro 3006paKeHHs PyXy.
BaratopidyHa cniBnpaua 3 «KuiB Mo-
aepH-6anetoM» npuBena XyaoXHULK 00
CTBOPEHHS BEIMKOI KiNbKOCTI eckisiB, Oe
TinecHi ocobnmMBoOCTI 6anepuH i TaHLIBHU-
KiB NepedaHi 9K LWoch, NodibHe 00 KoMax
i MAasyHiB. IHKOMM — 3 iHPepHaNbHMMM
KOHOTaLiAMKM MEXaHICTUYHOro ropopy 3
YKACKMMUM MackaMuy, YOoro paHille B yKpa-
iHCbKiW cueHorpadii He 6yno.

rogMumna HaropHa y geakmx eckisax
YKIHOUYMX KOCTIOMIB 00 «3anopoXus 3a [dy-
Haem» C. ynaka-ApTeMOBCbKOro ¢daHTa-
3y€, MOEQHYIOUM OeTani, XapakKTepHi ans
PI3HMX PErioHiB Haloi KpaiHW. CUHTETMY-
HUW 0BpPa3s i3 YiTKMM CUNYeTOM i Hecro-
OiBaHUM BUKOPUCTAHHAM BepPTUMKaNbHUX
CTPIYOK (WO Haragye oeski piweHHda [Me-
TpuLubKoro ang «TypaHOoT» i «Bia») Tarkie
0o dellH-iHTepnpeTauin. OgHak ocy4ac-

es of white, grey, green, and dark ochre,
and adds bronze to the costumes. The
fact that the sketches have an anti-soviet
subtext (the ussr as the Fourth Rome) is
evidenced by the use of two shades of red:
instead of the toga purpurea, the royal and
imperial purple toga, the artist dresses the
hero in kumach (Turkish red). He wanted
to associate the color of the ussr nation-
al flag with the color of the soviet union,
not Jesus. A natural monumentalist, he
also uses the structure of the embroidery
as an element of the outfit, which has no
analogues in the history of the Roman
system, but is perceived metaphorically
in the context of the “great chessboard” of
war (ill. 8, 9).

Hanna Ipatieva, who directly ob-
served Lysyk as a teacher, when her
long-term partner Andriy Zlobin studied
from him, postulates the need to turn to
the history of Ukrainian stage avant-gar-
des (classical and from The Khrushchev
Thaw) to rethink certain techniques per-
ceived by her own tradition. In Hanna's
sketches for numerous productions, we
notice not the influence of his monu-
mental ideas, but rather a good knowl-
edge of the plastic features of Ekster’s
moving images, the technological nu-
ances of attaching details in Khvosten-
ko-Khvostov's works, and the collage
combinations of planes and decor by
Petrytskyi. The artist's work for Verdi's
opera Rigoletto (ill. 66), with its stitching
and superimposition of geometric frag-
ments, can be interpreted as a contin-
uation of Meller’'s traditions, although
without expressive depiction of move-
ment. Her long-term collaboration with
the Kyiv Modern Ballet led the artist to
create a large volume of sketches, where
the bodily features of ballet dancers are
rendered as something similar to insects
and reptiles. Sometimes with infernal
connotations of mechanistic horror with
terrifying masks, which had never been
seen before in Ukrainian scenography.

In some of her sketches for wom-
en’s costumes for S. Hulak-Artemovskyi's
Cossack Beyond the Danube, Liudmyla
Nahorna fantasizes by combining details
typical of different regions of our country.
A synthetic image with a clear silhouette
and unexpected use of vertical ribbons
(reminiscent of some of Petrytskyi's solu-
tions for Turandot and Viy) tends to be
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HEeHHA CTPOoto He cTae Nogoboto Havepky
ang «HeodONbKOBOI» BYTMYHOI MOAM, 30-
KpeMa ¥ TOMy, WO KONMopuT BaraTollapo-
BUX PO3PO6OK XyOOXKHULI TAXKIiE 0O 3eM-
HUX, MPUPOOHUX TOHIB 6e3 KOHTPACTHMX
aKueHTiB (in. 10, 11).

KOHCTRYKTUBHI 0COBIMBOCTI KPO I
rpadivyHMM MiHiManiam o6'egHaHi B 06'eM-
HUX KoNa)kax HaTani PuaBaHeubKoi o4
BuUcTaBu E. MoHecko «Hocoporu» (in. 61-
63). Obupatoum Onda TrOpPU3OHTaNbHOTO
€CKi3y YopHe TNo M iMiTalito BUKPOWMKMN,
XYOOXXHMLA MPOCTOTY CUAYETIB JOMOBHIOE
iMiTalielo KPYMHUX CTiOKIB, BMPasHUMU
WpHNPTOBMMKM NignmucamMm 1 getanamu,
O MOXYTb PYXaTUCb Y TPETbOMY BUMI-
pi. KoxxHa ropwmsoHTanbHa CMyra-eckis
MepeTBOPIOETLCHA Ha CBOEPIOHY BITPUHY,
Oe CToATb He TaK MaHeKeHM y BOpaHHi, a
paglle Billaky 3 po3in'daTMMKM COpouKa-
MW ¥ €K30TUYHUMK FONTIOBHUMM yBopamMu.
BMKOpPWCTaHHA YOpHOro manepy A4a4 Tha
B eckKi3ax € 6e3npeLeneHTHMM. [1o aHano-
Fil TAKOro MiHiManicTUYHOro 306pa)keH-
HA MOYXHa BiAHECTW po3pobkn Mani (Mu-
nmui) CuMawkeBmy 1924 poky anda n'ecum
E. Tonnepa «MawwnHobopui» i Mennepa
0o «asy» [ Kansepa 1923 poky.

IHecca KynbumibKa g9 BUCTaBM «3a-
CBITHE TaHro»? BMKOpWCTana edeKT Kona-

2 3a MoTMBaMM poMaHy tOpia BuHHMYyKa «TaHro
CMepTi».
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fashionable. However, the modernization
of the costume does not become a sketch
for “neofolk” street fashion, partly because
the color of the artist's multi-layered de-
signs tends to be earthy, natural tones
without contrasting accents (ill. 10, 11).
Constructive style featuresand graph-
ic minimalism are combined in Natalia Ry-
dvanetska's three-dimensional collages
for E. lonesco’s play Rhinoceros (ill. 61-63).
Choosing a black background and imita-
tion of a pattern for the horizontal sketch,
the artist complements the simplicity of
the silhouettes with imitation of large
stitching, expressive font signatures and
details that can move in the third dimen-
sion. Each of the horizontal sketch strips
turns into a kind of showcase, where there
are not so many mannequins in clothes,
but rather hangers with crucified shirts
and exotic headdresses. The use of black
paper for the background in the sketches
is unprecedented, and analogues to the
minimalist image include Maya (Mylytsia)
Simashkevych's 1924 sketches of the ac-
tors for E. Toller's The Machine Men and
Meller's 1923 designs for Gas by G. Kaiser.
Inessa Kulchytska used the collage
effect for her performance Sunset Tango?,
where the silhouettes of the fin de siecle

2 Based on the novel Tango of Death by Yuriy
Vynnychuk.



XY, O€ yMi3HaBaHi 3a YMCNeHHUMKU HOTO
cunyetn enoxu fin de siécle y YopHOMy
BapiaHTi JOMOBHEHI MEPEXXMBHMUMMK anni-
KaligsMM Ha YMOBHUX OBMMYYAX. XyOooxK-
HULS MNepeTBOPOE TPYrNoOBUIM ecKi3 Ha
CLIEHY 3 MiCbKOI0 YXUTTH, HIbK repoi pyxa-
I0TbCA ByNbBapPOM, MPAMYIOYN 00/3 LBUH-
Tap4q, Yepes Le apKyLl MaE BUIMan Manxke
KHMYKKOBOI intocTpadiii (i1. 73).

OneHa TlloniwyK y eckizax KoOCTto-
MiB ONda nepdopmaHcy «[pa B XOBaHKMU
3 MaHoM J1aToWMHCbKUM» (in. 95, 96) BU-
KOPWCTOBYE BeMKi MaacTudHi dopmum 3
KPYMHUMKM MN9gMaMM KOHTPACTHOrO KO-
Nbopy i TOHy. Tpiaga YOpPHOIo, YHePBOHOIO
i 6inoro (ryaweBoro, LWo Bigpi3HAETbCS Bif
KoNbopy Manepy) NepeTBOprOE NepcoHa-
»Ka Ha 3HAK YMOBHOTO, MPUYOMY rPMUM 3 06-
NNYYS MOXKE BiTbHO MEPETIKATU Ha CTPIW,
IO Haragye NpUmMoMK, aKi BUKOPUCTOBY-
Bann y OYTYPUCTUUHKMX MNepdopMaHcax
HaBuoa Bypntoka i KOHCTPYKTUBICTCbKMX
MocTaHoOBKax bpoHicnaBu HixkMHCbKOI.

BorpaH lMoniwyK y eckizax 00 TaH-
LtoBanbHOI BMUCTaBU xopeorpadku
C. OnekctoKk «bpoHicnaBa HiXKMHCbKa:
TaHUpPeKOoHCTpYKLUia» (in. 102) BUKOPUCTO-
BYE YMCTUW KOHTYP, 3aMOBHEHUM reomMe-
TPU30BaAHUMU KOHTPACTHUMU MNIgMaMuU.
LlinkoM cy4dacHi 3adicku repoiHb npwu-
KpaleHi OJOBrMMK CTpiYKaMm, WO 3BMBA-
lOTbCH HaABKOJIO BEPXHbOi YaCTUHK TiNna:
OoCy4YacHeHHS CTpoiB Haragye rpy 3 ¢op-
MaMuK i gekopoM Ekcrtep, Mennepa i MNe-
TPULIbKOTO, ane 6e3 CUNbHOI ipoHii i epo-
TU3aLii, TnLWe 3 aKUueHTYBaHHSA Ha OesaKin
PPMBONBHOCTI MOBeAiHKW. Y KOCTIOMax 00
BMCTaBM «Egin» 3a Codoknom (in. 99) xy-
JOXXHUK CTBOPIOE MIPOMOTiYHMX Mepco-
HaXKiB, B3OPYKOUYMNCb Ha eCTETUKY OepeB'a-
HUX iQOoNiB: CYKHI-CKPWHI, OeKOopOoBaHi
penbeEPHUMM 306paXKEHHAMU CUMBONIB
3 enemMeHTaMm GIoOpPUCTUYUHOT BULLIMB-
KW, OPHAaMEHTU 3 NIXKHUKIB, dparMeHTm
MYLYTbCbKMX CBIYHUKIB. Y LMX apXaidyHMX
iCTOT 3aMicTb 06MY — reoMeTpm3oBaHi
MacKW, i Us aHTUMNNIACTUYHICTb NepcoHa-
XKiB € paglwe ocMumcieHHam igen Ockapa
Lnemmepa y bayraysi cepegmnHm 1920-x
POKIB.

CaMoOoCTaTHICTb CLIEHIYHOIMO eckKily
YTBEPOYKYETbCA | B YMCNEHHUX POBOTax
CTYOEHTIB, AKi MpaLtooTb Y AigyxmTan-gop-
MaTax, ane aKMMuK TyT ByayTb 3HaXiOKM i
HOBaLlii — MoKay<e yac.

HOiaHa Knouko,
MUCTELTBO3HaBMLUS, €CeiCcTKa,
ny6niyHa nexkTopka

era, recognizable from time-lapse photo-
graphs, are complemented by lace appli-
cations on conventional facesin black. The
artist transforms the group sketch into a
scene from urban life, as if the characters
are moving along a boulevard, heading
to/from the cemetery, which makes the
sheet look almost like a book illustration
(ill. 73).

Olena Polishchuk uses large plastic
forms with large spots of contrasting color
and tone in her costume sketches for the
performance Playing Hide and Seek with
Mr. Lyatoshynskyi (ill. 95, 96). The triad of
black, red and white (gouache one, which
differs from the color of the paper) turns
the character into a sign of convention,
and the make-up of the face can free-
ly flow onto the line, reminiscent of the
techniques used in David Burliuk's futur-
istic performances and Bronislava Nijins-
ka's constructivist productions.

In his sketch for the dance perfor-
mance by choreographer S. Oleksiuk
Bronislava Nijinska: Dance Reconstruc-
tion (ill. 102), Bohdan Polishchuk uses a
clean outline filled with geometric con-
trasting spots. The heroines’ complete-
ly modern hairstyles are decorated with
long ribbons that twist around the upper
body: the modernization of the costumes
resembles a play with forms and decor by
Ekster, Meller and Petrytskyi, but without
strong irony and eroticization, only with
an emphasis on a certain frivolity of be-
havior. In the costumes for the play Oedi-
pus by Sophocles (ill. 99), the artist creates
mythological characters, inspired by the
aesthetics of wooden idols: chest dresses
decorated with relief images of symbols
with elements of floral embroidery, orna-
ments from lizhnyks, fragments of Hut-
sul candlesticks. Instead of faces, these
archaic creatures have geometric masks,
and this anti-plasticity of the characters
is rather a reflection of the ideas of Oskar
Schlemmer in the Bauhaus in the mid-
1920s.

The self-sufficiency of the stage
sketch is also asserted in numerous works
by students working in digital formats,
but time will tell what discoveries and in-
novations will be made here.

Diana Klochko,
Art Critic, Essayist, Public Lecturer
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IBaH Bypa4yok
1877-1936

12,13.
Ecki3n KocTioMiB MaBku Ta JlicoBoro [ina
00 BMCTaBU «JlicoBa micHa» Jleci YKpaiHKu
TeaTp M. CagoBCbkoro, M. KmiB
NocTaHOBKa He 3aincHeHa, 1912
Manip, onieeub. 20,5 x 15 cMm; 20,5 x 15,5 cm
®otorpad b. Mowmeamno
3 KonekKuii My3eto TeaTpanbHOro,
MY3UYHOro Ta KiHOMUCTELITBA
YKpaiHu; IHB. N2 E 10187, IHB. N2 E 10188

Sketches of Mavka's and the Forest
Grandfather’s costumes

for the play The Forest Song by Lesia Ukrainka
Theater of Mykola Sadovskyi, Kyiv

The production was not performed, 1912
Paper and pencil. 20.5 x 15 cm; 20.5 x 155 cm
Photographed by Bohdan Poshyvailo

From the collection of the Museum of
Theater, Music and Cinema of Ukraine

Inv. no. E 10187, Inv. no. E 10188



14.

NicoBuk

BuicTtaBa «3avapoBaHe Koo»

1. Pnoensa

TeaTp M. CafOBCbKOTO,

M. Knis, 1912

Pexkmncep M. CagoBCbKUM

Ha ¢oTo €. PUBUYMHCBKUM

3 Konekuii My3eto TeaTpalibHOro,
MY3UYHOro Ta KiIHOMUCTELTBA
YKpaiHu; IHB. N2 D 27692

Lisovyk

The Magic Circle play

by Lucjan Rydel

Theater of Mykola Sadovskyi,

Kyiv, 1912

Directed by Mykola Sadovskyi

In the photo: Yevhen Rybchynskyi
From the collection of the Museum
of Theater, Music and Cinema of
Ukraine; Inv. no. ® 27692

Ivan Buriachok
1877-1936
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IBaH Bypsa4yok
1877-1936

15.

LUMurenbcbkmnm

BMcTaBa «CaBa Yanum» |. KapneHka-Kaporo
TeaTp M. CagoBcbkoro, M. Kuie, 1906
Pexkmncep M. CagoBCbKUM

Ha doTo €. 3axapuyk

3 Konekuii Myseto TeaTpalibHOrO,
MY3UYHOIO Ta KIHOMUCTELITBA

YKpaiHu; IHB. N2 3m 5023

Shmyhelskyi

Sava Chalyi play by Ivan Karpenko-Karyi
Theater of Mykola Sadovskyi, Kyiv, 1912
Directed by Mykola Sadovskyi

In the photo: Yevhen Zakharchuk

From the collection of the Museum of
Theater, Music and Cinema of Ukraine
Inv. no. 3m 5023
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17.

Bypcaku, BucTtaBa «Bim»

M. KpornmnBHMLbKOIO 3a M. Toronem

TeaTp M. CagoBcbkoro, M. Kuis, 1914
Pexxuncep O. Kowunub

3 Konekuii My3eto TeaTpalbHOMO, My3U4YHOIO
Ta KiHOMUCTeUTBa YKpaiHu; IHB. N 3m 5720

Bursaks (Seminarists), The play Viy by Marko
Kropyvnytskyi

based on a story by Mykola Hohol

Theater of Mykola Sadovskyi, Kyiv, 1914
Directed by Oleksandr Koshyts

From the collection of the Museum of
Theater, Music and Cinema of Ukraine

Inv. no. 3m 5720

YopT bopyTa

BMCTaBa «3adapoBaHe Kono» J1. Pupgensa
TeaTp M. CapoBcbkoro, M. Kuis, 1912
Pexkmncep M. CagoBCbKUM

Ha doT1o O. KopornbuyK

3 KonekKuii My3eto TeaTpanbHOro,
MY3MYHOIO Ta KIHOMKCTEUTBa YKpaiHu
IHB. N2 3m 5158

Boruta The Devil

The Magic Circle play by Lucjan Rydel
Theater of Mykola Sadovskyi, Kyiv, 1912
Directed by Mykola Sadovskyi

In the photo: Oleksandr Korolchuk
From the collection of the Museum of
Theater, Music and Cinema of Ukraine
Inv. no. 3m 5158

Ivan Buriachok
1877-1936
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BagumMm Mennep
1884-1962

18.

LLlonom Ta TyHika

[0 KOMMO3ULLii KONeKTUBHOI TBOPYOCTI
«Hebo roputb»

Ha TekcTn O. CnicapeHka, Mmnxamna CeMeHKa,
feo LWkypynis

MucTeuTBO OiMcTBa. KONeKTMB apTUCTIB

iM. . MuxamnumueHka,

M. Kuig, 1921

KepiBHUKWM GaKTyp: 3aranbHOi KOMMNO3uULii,
3BYKY i crioBa M.TepelleHkKo, pyxy B. Mennep
3 Konekuii My3eto TeaTpalibHOrO, My3U4YHOIO
Ta KiIHOMUCTeUTBa YKpaiHM

IHB. N2 3M 268

Helmet and tunic

for the composition of collective creativity
The Sky Is Burning

based on texts by Oleksa Slisarenko, Mykhail
Semenko, and Geo Shkurupiy

The art of action. Collective of artists

named after Hnat Mykhailychenko, Kyiv, 1921
Heads of textures: general composition,
sound and words by Marko Tereshchenko,
movement by Vadym Meller

From the collection of the Museum of
Theater, Music and Cinema of Ukraine

INV. No. 3b 268



19.

Ecki3 kocTtoMa

[0 KOMMO3MULii KONeKTUBHOI TBOPYOCTI
«Hebo roputb»

Ha TekcTn O. CnicapeHka, Mmnxamna CeMeHKa,
reo Lkypynis

MucTeuTBO OiMcTBa. KONeKTrB apTUCTIB

iM. . Muxamnuuenka, M. Kunis, 1921

KepiBHUKWM GaKTyp: 3aranbHOi KOMMNO3uULlii,
3BYKY i crnoBa M.TepelleHKo, pyxy B. Mennep
KapToH, ryall, akBapesnb. 60 X 39,5 cm

3 Konekuii My3eto TeaTpalbHOMO, My3U4YHOIO
Ta KiHOMUCTeUTBa YKpaiHuM

IHB. N© E 7856

Vadym Meller
1884-1962

Sketch of the costume, for the composition of
collective creativity The Sky Is Burning

based on texts by Oleksa Slisarenko, Mykhail
Semenko, and Geo Shkurupiy

The art of action. Collective of artists

named after H. Mykhailychenko, Kyiv, 1921
Heads of textures: general composition,
sound and words by Marko Tereshchenko,
movement by Vadym Meller

Cardboard, gouache, watercolor. 60 x 39.5 cm
From the collection of the Museum of
Theater, Music and Cinema of Ukraine

Inv. no. E 7856
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BagumMm Mennep
1884-1962

20.

YopTULi-TaHLIOPUCTKU

BMCTaBa «ANo Ha XBUIi 477!»

TekcTu M. MoraHceH, b. Bana6aH, J1. dy6oBuK,
B. CknapeHko, K. [ixTapeHKo

TeaTp «bepesinb»,

M. XapkiB, 1929

Lia 3. Pexxucepwu 1. lyboBuk, K. dixTapeHkKo
Ha doTo T. XXeBueHko, O. INirynosuy
Heratus, ckno

3 Konekduii My3eto TeaTpanbHOro, My3mM4HOro
Ta KiIHOMUCTeUTBa YKpaiHuM

IHB. N2 H 5494

She-Devil dancers

Performance Hello on Wave 477! Texts by Maik
Johansen, Borys Balaban, Leontii Dubovyk,
Volodymyr Skliarenko, Kuzma Dikhtyarenko
Berezil Theater, Kharkiv, 1929

Act 3. Directed by Leontii Dubovyk,

Kuzma Dikhtyarenko

In the photo: Tamara Zhevchenko, Olha
Pihulovych

Negative, glass

From the collection of the Museum of Theater,
Music and Cinema of Ukraine; Inv. no. H 5494



21.

ras 3 naHToMiMm

BMCTaBa «ANo Ha XBUIi 477!»

TekcTu M. MoraHceH, b. Bana6aH, J1. y6oBuK,
B. CknapeHko, K. [ixtapeHKo

TeaTp «Bepesinb,

M. XapkiB, 1929

Lia 3. Pexxucepwu 1. llyboBuk, K. dixTapeHkKo
Ha ¢oTo akTopka O. [106p0oBObCbKa
Heratms, cko

3 Konekduii My3eto TeaTpanbHOro, My3mM4HOro
Ta KiHOMUCTeUTBa YKpaiHuM

IHB. N2 H 5294

Vadym Meller
1884-1962

Gas from the pantomime

Performance Hello on Wave 477!

Texts by Maik Johansen, Borys Balaban,
Leontii Dubovyk, Volodymyr Skliarenko,
Kuzma Dikhtyarenko

Berezil Theater, Kharkiv, 1929

Act 3. Directed by Leontii Dubovyk,

Kuzma Dikhtyarenko

Actress Olimpiia Dobrovolska in the photo
Negative, glass

From the collection of the Museum of Theater,
Music and Cinema of Ukraine; Inv. no. H 5294
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Bagpnm Mennep
1884-1962

22.

Ecki3 0o xopeorpadiyHoro eckisy

Ha My3mky @. Ilicta «MedicTo»

LWikona pyxiB b. HixknHcbKoi, M. Kuig, 1920
Manip, akBapenb, onieBelb. 56 x 40 cMm

3 Konekuii Myseto TeaTpalibHOrO,
MY3UYHOIO Ta KIHOMUCTELLTBA

YKpaiHu; IHB. N2 E 7364

Sketch for a choreographic sketch

to the music Mephisto by Franz Liszt
Bronislava Nijinska's School of Movement,
Kyiv, 1920

Paper, watercolor, pencil. 56 x 40 cm

From the collection of the Museum of Theater,
Music and Cinema of Ukraine; Inv. no. E 7364



23.

Eckiz Accupinua 0o 6anety «€ErmneTcbki HoYi»
Ha My3KKy A. ADEHCbKOro

LLIkona pyxiB Bb. HixkmnHcbKoi, M. Kuig, 1919
Manip, akBapensb, ryall. 61 x 32 cm

3 Konekuii My3eto TeaTpalbHOIO, My3WM4YHOIO
Ta KiIHOMUCTeUTBa YKpaiHM

IHB. N2 E 6652

Vadym Meller
18841962

Sketch of the Assyrian for the ballet Egyptian
Nights to the music by Anton Arenskyi
Bronislava Nijinska's School of Movement,
Kyiv, 1919

Paper, watercolor, gouache. 61 x 32 cm

From the collection of the Museum of Theater,
Music and Cinema of Ukraine; Inv. no. E 6652
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BagunmMm Mennep
1884-1962

24.

IOM-IOM

onepeTa «Mikago» M. MoraHceHa, OcTana
BuwHi 3a A. CannisaHom

TeaTp «Bepesinb», M Xapkis, 1927

Pexkncep B. IHKi>XMHOB

Ha doTto H. TuTtapeHko

Heratus, ckno

3 Konekduii My3eto TeaTpanbHOro, My3mM4HOro
Ta KiIHOMUCTeUTBa YKpaiHM

[HB. N° H 3790

Yum-Yum

The Mikado comic opera by Maik Johansen,
Ostap Vyshnia

based on the work of Arthur Sullivan

Berezil Theater, Kharkiv, 1927

Directed by Valéry Inkijinoff

In the photo: Nadiia Tytarenko

Negative, glass

From the collection of the Museum of Theater,
Music and Cinema of Ukraine; Inv. no. H 3790



25.

Byprkyasiqa

BMCTaBa «>XOBTHEBUIW ornag»

Komno3suuia 3 TBopiB M. Kyniwia,

M. MloraHceHa, O. KonuneHka, K0. CMonuua,
C. BoHgapyyKa, Muxamna CeMeHka,

M. TuumHKM, B. MaakoBcbkoro, J1. PybiHepa,
A. EpeHLTenHa, M. Bexepa, E. Tonnepa,

A. lWTtpamMma

TeaTp «Bbepesinb», M. Xapkis, 1927

Pexxumcep J1. Kypbac

Heratms, cko

Ha ¢doTo /1. daueHko

3 Konekduii My3eto TeaTpanbHOro, My3nM4HOro
Ta KiHOMUCTeUTBa YKpaiHu; IHB. N2 H 2809

Vadym Meller
18841962

The Bourgeoisie

Performance October Review

Composition of works

by Mykola Kulish, Maik Johansen, Oleksandr
Kopylenko, Yurii Smolych, Stepan Bondarchuk,
Mykhail Semenko, Pavlo Tychyna, Vladimir
Mayakovsky, Ludwig Rubiner, Albert Ernstein,
Johannes Becher, Ernst Toller, August Stramm
Berezil Theater, Kharkiv, 1927

Directed by Les Kurbas

Negative, glass

In the photo: Lesia Datsenko

From the collection of the Museum of Theater,
Music and Cinema of Ukraine; Inv. no. H 2809
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BagumMm Mennep
1884-1962

26, 27.
TaHeub Oo4kKM i YopHux MaHiB
BucTaBa «[a3» I Kansepa
HeraTtumB, CKNO;
Ecki3 kocTioma YopHoro MaHa
00 BuUcTaBu «a3» I Kanzepa
MucTelbke o6'egHaHHA «Bepesinb,
M. KumiB, 1923
Pexkucep J1. Kypbac
Manip, ryaw, oniBeub, TyLl. 43 x 21,2 cM
3 KonekKuii My3eto TeaTpanibHOro, My3M4YHOro Ta
KiHOMUCTeuTBa YKpaiHu
IHB. N2 H 5364, IHB. N2 E 9833

Dance of the Daughter and the Black Gentlemen
Play Gas by Georg Kaiser

Negative, glass;

Sketch of the Black Gentleman’'s costume

for the play Gas by Georg Kaiser

Berezil Art Association, Kyiv, 1923

Directed by Les Kurbas

Paper, gouache, pencil, ink. 43 x 21.2 cm

From the collection of the Museum of Theater, Music and
Cinema of Ukraine.

Inv. no. H 5364; Inv. no. E 9833




28.

Ecki3 kocTiomMa

00 BMcTaBu «Ma3ena» KO. CnoBaubKoro
Lep>xaBHUM OpaMaTUYHUIM TeaTp

iM. T. LleBYeHKa, M. Kunis, 1920

Pexkmncep K. bepexxkHunin

KapToH, akBapenb. 53 x 28,5 cm

®oTtorpadka I. MNpuxoabKo

3 Konekuii My3eto TeaTpalbHOMO, My3U4YHOIO
Ta KiHOMUCTeuTBa YKpaiHu; IHB. N2 E 4519

Vadym Meller
18841962

Sketch of the costumefor

the play Mazepa by Juliusz Stowacki

Taras Shevchenko State Drama Theater,

Kyiv, 1920

Directed by Kostiantyn Berezhnyi.

Cardboard, watercolor. 53 x 28.5cm
Photographer H. Prykhodko

From the collection of the Museum of Theater,
Music and Cinema of Ukraine; Inv. no. E 4519
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AHaTonb NeTprubKMnMn
1895-1964

29.

Jo

Onepa «TypaHaom K. My4diHi

CTonnyHa gepykaBHa ornepa, M. Xapkis, 1928
OupunreHT A. MaprynaH

Pexxucep J1. Jlabep

Ha doT1o M. Cokin

3 Konekduii My3eto TeaTpanbHOro, My3mM4HOro
Ta KiHOMUCTeUTBa YKpaiHuW; IHB. N2 D 77431

Liu

Opera Turandot by Giacomo Puccini
Metropolitan State Opera, Kharkiv, 1928
Conductor Arnold Marhulyan

Director Louis Laber

In the photo: Mariia Sokil

From the collection of the Museum of Theater,
Music and Cinema of Ukraine; Inv. no. © 77431



30.

Ecki3 kocTioma JTio

0o onepu «TypaHaoT™ K. My4ydiHi

CTonunyHa gepykaBHa onepa, M. Xapkis, 1928
OupureHTt A. MaprynaH

Pexxucep J1. [labep

Manip, ryaul, Ty, 6poH30Ba dapba 72 x 54 cMm
3 Konekduii My3eto TeaTpanbHOro, My3nM4HOro
Ta KiHOMUCTeUTBa YKpaiHu; IHB. N2 E 6472

Anatol Petrytskyi
1895-1964

Sketch of Liu’s costume

for the opera Turandot by Giacomo Puccini
Metropolitan State Opera, Kharkiv, 1928
Conductor Arnold Marhulyan

Director Louis Laber

Paper, gouache, ink, bronze paint. 72 x 54 cm
From the collection of the Museum of Theater,
Music and Cinema of Ukraine; Inv. no. E 6472

41



42

AHaTonb NeTprubKMnMn
1895-1964

31

Ecki3 kocTioMa MpuHUecu TypaHaoT

0o onepu «TypaHaooT K. MyydiHi

CTonunyHa oep»kaBHa onepa, M. XapkKi., 1928
OupunreHTt A. MaprynaH

Pexxucep J1. Jlabep

Manip, ryal, akBapenp, annikauia. 72 X 54 cm
3 Konekduii My3eto TeaTpanbHOro, My3mM4HOro
Ta KiIHOMUCTeUTBa YKpaiHM

IHB. N2 E 6463

Sketch of Princess Turandot’s costume

for the opera Turandot by Giacomo Puccini
Metropolitan State Opera, Kharkiv, 1928
Conductor Arnold Marhulyan

Director Louis Laber

Paper, gouache, watercolor, application.

72X 54 cm

From the collection of the Museum of Theater,
Music and Cinema of Ukraine; Inv. no. E 6463



32.

33.

Anatol Petrytskyi
1895-1964

43

OunpureHT A. MaprynsaH (B LeHTpi)

3 aKTOpaMM B KOCTIOMax

onepa «TypaHaoT» K. MyydiHi

CTonunyHa geprkaBHa ornepa, M. XapkiB, 1928
3 Konekuii My3myHo-MmeMopianbHOro
My3eto Conomii KpyLenbHMLUBKOI Y

JTbBOBI; IHB. N2 248 doA

Conductor Arnold Marhulyan (center)

with actors in costumes

Puccini's opera Turandot

Metropolitan State Opera, Kharkiv, 1928
From the collection of the Solomiya
Krushelnytska Music and Memorial Museum
in Lviv; Inv. no. 248 oA

MpuHueca TypaHooT

Onepa «TypaHao™ K. My4ydiHi

CTonunyHa geprkaBHa ornepa, M. XapkiB, 1928
OunpureHT A. MaprynaH

Pexxmncep J1. llabep

Ha doto M. JTnTBrmHEeHKo-BonbremyT

3 Konekuii My3eto TeaTpanbHOro, My3m4HOro
Ta KiHOMUMCTeuTBa YKpaiHu; IHB. N2 @ 57369

Princess Turandot

Opera Turandot by Giacomo Puccini
Metropolitan State Opera, Kharkiv, 1928
Conductor Arnold Marhulyan

Director Louis Laber

In the photo: Mariia Lytvynenko-Volhemut
From the collection of the Museum of Theater,
Music and Cinema of Ukraine; Inv. no. ® 57369
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AHaTonb NeTprubKMnMn
1895-1964

34.

KocTioM [JOHHU AHHU

3 BUCTaBM «KaMiHHUIM rocriogap»

Neci YKpaiHKkun

Oep>kaBHUW gpaMaTUYHUM TeaTp

iM. T. LLleBYeHKa, M. KniB, 1921

Pexxmncep O. 3arapoBs

®oTtorpad b. Mowwmeanno

3 Konekduii My3eto TeaTpanbHOro, My3mM4HOro
Ta KiHOMUCTeUTBa YKpaiHu;

IHB. N2 3m 282

Donna Anna’s costume

from the play The Stone Host

by Lesia Ukrainka

Taras Shevchenko State Drama Theater,

Kyiv, 1921

Directed by Oleksandr Zaharov

Photographer Bohdan Poshyvailo

From the collection of the Museum of Theater,
Music and Cinema of Ukraine

Inv. no.3m 28



35.

Ecki3 kocTtoMa OOHHU AHHU 00 BUCTaBU
«KaMiHHMIM rocnogap» Jleci YKpaiHKmM
dep>kaBHUW gpaMaTUYHMM TeaTp

iM. T. LleBYeHKa, M. Kunis, 1921

Pexxmncep O. 3arapoB

Manip, akBapensb, ryaul, 6poH30Ba

dapba. 51 x 33,5 cMm

®oTorpadka B. MNaLleHko

3 Konekuii My3eto TeaTpalbHOMO, My3U4YHOIO
Ta KiHOMKMCTeuTBa YKpaiHu; IHB. N2 E 1019

Anatol Petrytskyi
1895-1964

Sketch of Donna Anna's costume for the play
The Stone Host by Lesia Ukrainka

Taras Shevchenko State Drama Theater,

Kyiv, 1921

Directed by Oleksandr Zaharov

Paper, watercolor, gouache, bronze paint
51x335cm

Photographer Viktoriia Pashchenko

From the collection of the Museum of Theater,
Music and Cinema of Ukraine

Inv. no. E 1019
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AHaTonb NeTprubKMnMn
1895-1964

36.

Ecki3 kocTtoma OoHHU Conb

00 BMCTaBW «KaMiHHUMIM rocriogap»

Ieci YKpaiHku

Oep>kaBHUW gpaMaTUYHUM TeaTp

iM. T. LLleBueHKa, M. Ku1is, 1921

Pexxmncep O. 3arapoBs

Manip, ryaw. 51 x 34 cm

®oTorpadka B. MNaLeHko

3 Konekuii Myseto TeaTpalibHOrO, My3U4YHOIO
Ta KiHOMUCTeUTBa YKpaiHuW; IHB. N E2846

Sketch of Donna Sol's

costume for the play The Stone Host

by Lesia Ukrainka

Taras Shevchenko State Drama Theater,

Kyiv, 1921

Directed by Oleksandr Zaharov

Paper, gouache. 51 x 34 cm

Photographed by V. Pashchenko

From the collection of the Museum of Theater,
Music and Cinema of Ukraine; Inv. no. E 2846



37.

KocTtoMm oHHM Conb

00 BMCTaBWM «KaMiHHMIM rocriogap»

Neci YKpaiHKkun

dep>kaBHUW gpaMaTUYHMM TeaTp

iM. T. LLleBYeHKa, M. KniB, 1921

Pexxmncep O. 3arapoB

®oTtorpad b. Mowwmeanno

3 Konekduii My3eto TeaTpanbHOro, My3mM4HOro
Ta KiHOMUCTeUTBa YKpaiHuM

IHB. N2 3m 280

Anatol Petrytskyi
1895-1964

Donna Sol's costume

for the play The Stone Host

by Lesia Ukrainka

Taras Shevchenko State Drama Theater,
Kyiv, 1921

Directed by Oleksandr Zaharov
Photographer Bohdan Poshyvailo
From the collection of the Museum of
Theater, Music and Cinema of Ukraine
Inv. no. 3m 280
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AHaTonb NeTprubKMnMn
1895-1964

38.

Ecki3 kocTioMa HaHi

0o BUCTaBU «Bi» OcTtana BULlHi

3a M. Toronem

TeaTp iM. |. ®paHKa, M. Xapkis, 1925

Pexxmncep I FOpa

Manip, ryall, akBapene, annikauia. 50 x 36 cm
®oTtorpad b. Mowwmeanno

3 Konekduii My3eto TeaTpanbHOro, My3mM4HOro
Ta KiIHOMUCTeUTBa YKpaiHM

IHB. N°E3895

Sketch of Nanny's costume

for the play Viy by Ostap Vyshnia based

on a story by Mykola Hohol

Franko Theater, Kharkiv, 1925

Directed by Hnat Yura

Paper, gouache, watercolor, application
50x36cm

Photographer Bohdan Poshyvailo

From the collection of the Museum of Theater,
Music and Cinema of Ukraine; Inv. no. E 3895



39.

CueHa 3 BUcTaBu «Bim»

OcTtana BuwHi 3a M. Toronem

J1. BepxomieBa B poni HaHi

TeaTp iM. |. ®DpaHKa,

M. XapkiB, 1925

Pexxmncep I FOpa

3 Konekduii My3eto TeaTpanbHOMo, My3M4HOro
Ta KiHOMUCTeUTBa YKpaiHuM

IHB. N2 ® 618

Anatol Petrytskyi
1895-1964

Ascene from the play Viy

by Ostap Vyshnia

based on a story by Mykola Hohol

L. Verkhomieva as Nanny

Franko Theater,

Kharkiv, 1925

Directed by Hnat Yura

From the collection of the Museum of Theater,
Music and Cinema of Ukraine

Inv. no. ® 618
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Anna lopcbKa
1929-1970

50

40.
O6pa3mn 0o BUCTaBMU
«OTaK 3arnHyB lycka»
M. Kyniwa
1962-1963
Manip, MillaHa TexHika
53 x82cM
3 Konekuii OneHun Ta Onekcia XapbkiB

Images for the play

How Huska Died by Mykola Kulish
1962-1963

Paper, mixed media

53x82cm

From the collection of Olena and
Oleksii Kharkos



41.

Ecki3 KocTioMa O BUCTaBU

«OTakK 3arnHyB lNycka»

M. Kyniwa

1962-1963

Manip, MillaHa TexHika

60 x 415 cm

3 Konekuii OneHun Ta Onekcia XapbkiB

Alla Horska
1929-1970

Sketch of the costume for the play
How Huska Died by Mykola Kulish
1962-1963

Paper, mixed media

60 x 41.5cm

From the collection of Olena and
Oleksii Kharkos
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Anna lopcbkKa
1929-1970

42.

_.';\l'..

Ecki3 KocTioMa 0,0 BUCTaBM

«OTakK 3arnmHyB rycka»

M. Kyniwa

1962-1963

Manip, MillaHa TexHika

60 x 37 cm

3 Konekuii OneHun Ta Onekcia XapbkiB

Sketch of the costume for the play
How Huska Died by Mykola Kulish
1962-1963

Paper, mixed media

60 x 37cm

From the collection of Olena and
Oleksii Kharkos



43.

Ecki3 kocTtoMa 0,0 BUCTaBM

«MpaBoa i KpmnBoa»

M. Ctenbmaxa

1963

Manip, onieeulb, TyLl, aKkBapeb

59 x 38,5 cm

3 Konekuii OneHun Ta Onekcia XapbkiB

Alla Horska
1929-1970

..dj:,-ﬂ‘—vo

Sketch of the costume for the play
Truth and Wrong by Mykhailo Stelmakh
1963

Paper, pencil, ink, watercolor

59 x385cm

From the collection of Olena and

Oleksii Kharkos
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Anna lopcbkKa
1929-1970
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44,
Ecki3 KocTioMa O BUCTaBU
«OTakK 3arnHyB rycka»
M. Kyniwa
1962-1963
Manip, MillaHa TexHika
60 x 41 cM
3 Konekuii OneHun Ta Onekcia XapbkiB

opag

Sketch of the costume for the play
How Huska Died by Mykola Kulish
1962-1963

Paper, mixed media

60 x 41cm

From the collection of Olena and
Oleksii Kharkos



45,
Ecki3 kocTtoMa 0,0 BUCTaBM
«OTakK 3arnHyB rycka»
M. Kyniwa
1962-1963
Manip, MillaHa TexHika
60 x 23 c™m
3 Konekuii OneHun Ta Onekcia XapbkiB

Alla Horska
1929-1970

Sketch of the costume for the play
How Huska Died by Mykola Kulish
1962-1963

Paper, mixed media

60 x23cm

From the collection of Olena and
Oleksii Kharkos
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MupoH KunpiaH
1930-2019

46.

KocTioM ApocnaBa 00 BUCTaBuU

«PaycT i cMepTb» O. JleBagmn

[dep>kaBHUW YKPAIHCbKMW gpaMaTUYHUM
TeaTp iM. M. 3aHbKoBeLbkoi, M. [1bBiB, 1960
Pexxuncep bB. TarHo

®oTtorpad b. Mowwmeamno

3 Konekduii TeaTpy

Yaroslav's costume for the play

Faust and Death by Oleksandr Levada
Mariia Zankovetska State Ukrainian Drama
Theater, Lviv, 1960

Directed by Borys Tyahno

Photographer Bohdan Poshyvailo

From the collection of the theater



47, 48.

KocTioM ApocnaBa Ta cLeHa 3 BUCTaBu

«@PaycT i cMepTb» O. JleBagm

[ep>XaBHUIMN YKPAIHCbKUM ApaMaTUYHUI TeaTp
iM. M. 3aHbKoBeLbKkoi, M. JT1bBiB, 1960

Pexxncep b. TarHo

Ha ¢oto B. JaHuyeHKo; H/gomn 14513

Ha doT1o B. CTynka B poni MexaHTpona,
4. lfenqac B poni Baguma; IHB. N2 ® 43015

3 KonekKuii My3eto TeaTpafibHOro, My3M4YHOro Ta
KiHOMUCTELTBa YKpaiHW

Yaroslav's costume and a scene from the play
Faust and death by Oleksandr Levada

Maria Zankovetska State Ukrainian Drama
Theater, Lviv, 1960

Directed by Borys Tyahno

In the photo: Volodymyr Danchenko

n/adv. 14513

Bohdan Stupka as Mekhantrop,
Yaroslav Helyas as Vadym
Inv. No. F 43014

Collection of the Museum of Theater, Music and
Cinema of Ukraine

»J

Myron Kyprian
1930-2019
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YacTtuHa ll.

O6pa3u nocranokKanincucy y nofibCbKMX Ta
YKpPaiHCbKUMX cueHorpadiyHUX peanisauiax

Moka)ku cBOro MapcCisHMHA, i 1 CKaXKy XTO TW,
a6o TeaTpanbHUM KOCTIOM B KOHTEKCTI
$YyTYPUCTUYHUX Bi3il



Images of Post-Apocalypse in Polish
and Ukrainian Scenographic Creations

Show Me Your Martian and I'll Tell You Who You

Are, or A Theatrical Costume in
the Context of Futuristic Visions

Chapter Il.



60

O6pa3u nocTanokanincucy y nosibCbKmMx
Ta YKPaiHCbKUX cUueHorpadiuHux
peanisauiax

B icTopii ntoactBa € MeHLWi 4YM BinbLui
nofaii, 9Ki MoOXXHa Ha3BaTW anokasnincmca-
MUK, CycninbHi yaBneHHsa XXI cTonitra Ha-
CUYeHi Bi3yanizauigMm Kpaxy. PeanbHicTb
TaKOXX He OBMeXyeTbca OOHMM clLeHapi-
€M: KaTacTpodu, KaTakniaMun, enigemia i
naHaeMia, BOEHHMIM OOCBIO 3 MUHYMOrO i
TenepiwHboro. OcTaHHI mogii, aki 3peLu-
TOMO He 3aBXXAM 3aC/yroBYIOTb Ha3MBaATUCh
arokasnincmcom (3 Benmkoi A), MatoTb Bce
YW 0COBNMMBUIM BMNMMB HA YABY MOSbCbKMX
Cy4YacHMX MUTLIB i 36iratoTbcs i3 cycninb-
HUMMK OOCBiIAaMUM Ta CTpaxaMu.

Cepepn 6araTbox clLeHorpadiYHmx rno-
CTanoKaninTUYHUX BIi3iM 9 BUOKpeEMMa
TpW 06Pa3mn-NPOTOTUMNMK, Y AKi BMUCYIOTb-
cqa yci Ti agndepeHLuinoBaHi Ta Mo3Ha4YeHi
MUCTELbKOIO IHOMBIAYANbHICTIO MacTUy-
Hi pilleHHA. HMMK € BKOPIHEHUIN Y MU-
HY/IOMY «MOBOEHHMIM NaHaWwadT», AKUM
3'ABMBCH BHACMIOOK 30POMHMNX KOHOIKTIB
(Moro ocHoBoO € gocBian XX cToniTTd, 9K
HacNiOoOK ABOX CBITOBMX BOEH, @ TAKOX XO-
NoOHOI BiMHW, KONW yBara ntoactea byna
30cepegykeHa Ha 9O0epPHOMY KOHGMIKTI i
noro edpekTax); 3HaK TenepiLlHbOi «MOCTiH-
OyCTpianbHOI MYCTKM», 9Ka BUHMKMA, 9K Y
pe3ynbTaTi 3MiH MONITUYHOIO YCTPOO, TakK
i Yepe3 BMYUYEPMNAHHSA CYCMiTbHMX YyTOMiy-
HMX KOHCTPYKLLIM y nepion iHaycTpianila-
LLii; Ta 06pa3 «yTOMIYHOIo CMITHMKA», AKNI
MOB'A3aHMM i3 CYCMiMIbHMM YABNEHHAM
MpPO eKoNOoriYyHy KaTacTpody i € HaMBINbLL
MpaBOonoaibHMM clueHapieM ManMbyTHbO-
ro, Ha akKe NtoACTBO MPaLLioE BXKe Tenep.

Y Uin cTaTTi 9 ayXe CTUCNo penpe-
3eHTYylO Te3nm 3 MOE€i awmcepTauii nig
Ha3Bow «O6pa3n nocTanokanincucy
y nonbcbkoMy TeaTpi XXI ctonitra»'. ¢
aHanisyw AOBi BUCTABW, Y GKUX MPUCYTHI
OBa OrNnucaHi BMLLEe NPOTOTUMHI obpa3n.
CTBOPEHI 0 HUX KOCTIOMU MOXXYTb ByTU
penpe3eHTaTMBHI A9 Cy4acHOro mofb-
CbKOro TeaTpy. Haneplie — Lie NPOeEKTU
ManroxaTtu LLlueHcHAaK ona BucTaBuM «(A)
pollonia»? y pexucypi Kwunwtoda Bap-
NiKOBCbKOTIO, L0 HanewaTb A0 o6pasiB

1 Barbara Zarinow, “Obrazy postapokalipsy w
polskim teatrze XXI wieku” (rozprawa doktorska pod
kierunkiem dr hab. Iriny Lappo, Uniwersytet Marii Curie-
Sktodowskiej w Lublinie, Lublin, 2022).

2 «(A)pollonia», pexxncep Kwunwtod Bapnikos-
CbKWI, cueHorpadia Manroxkatu LLyeHcHak, HoBum Te-
aTp BaplwaBa, npeM’epa: 16 TpaBHA 2009 poky. BuctaBa
€ KonpoaykKuieto 3 ABiIHbMOHCbKMM decTmBanem, Hauio-
HanbHUM TeaTpoM LUano B Mapwui, 6enbrincbKnmM Tea-
TPOM Yy JIbeXKi Ta XXeHeBCbKMM TeaTpoM Komeqii.

Images of Post-Apocalypse in Polish
and Ukrainian Scenographic Creations

The history of mankind is a sequence
of smaller or larger events that we could
call apocalypses. The public imagination
in the 21st century is saturated with visual-
izations of the end. Nor does reality skimp
onthe scenarios: disasters, cataclysms, ep-
idemics and pandemics, war experiences
of the past and present. Liminal events,
which, by the way, do not always deserve
the name of apocalypse (with a capital
A), nevertheless have a special impact on
the imagination of Polish contemporary
artists and coincide with the experiences
and fears of society.

From the multiplicity of post-apoca-
lyptic scenographic visions, | have identi-
fied three prototypical images, to which
all these diverse visual solutions, marked
by the individuality of the artist, could be
reduced. They are: embedded in the past,
the “post-war landscape” arising from
armed conflicts, is rooted in the experi-
ence of the 20th century (it is the after-
math of two world wars and the Cold War,
when humanity's attention was focused
on nuclear conflict and its consequences);
being a sign of the present, the “post-in-
dustrial wasteland” which is the result of
both systemic changes and the exhaus-
tion of utopian social constructs of the in-
dustrial period; the image of the “utopian
wasteland” associated in the public imag-
ination primarily with ecological catastro-
phe is the most likely future scenario, for
which humanity is already working hard.

In this article, in a very condensed
form, | present the assumptions con-
tained in my doctoral dissertation entitled
Images of the Post-Apocalypse in Polish
Theater of the 2Ist Century'. | will analyze
two plays that present the aforemen-
tioned two prototypical images. The cos-
tumes created for them can be represent-
ed for contemporary Polish theater. The
first is Matgorzata Szczesniak's designs for
the play (A)pollonia? directed by Krzysztof

1 Barbara Zarinow, “Obrazy postapokalipsy w
polskim teatrze XXI wieku” [“Images of Post-Apocalypse
in the Polish Theater of the 2lIst Century”] (doctoral
dissertation under the supervision of Irina Lappo, PhD,
Maria Curie-Sklodowska University in Lublin, Lublin,
2022).

2 (A)Pollonia, directed by Krzysztof Warlikowski,
scenography by Matgorzata Szczesniak, Theater Nowy
Warsaw, premiere: May 16, 2009. The play was co-
produced with Festival d’Avignon, Theater National de
Chaillot in Paris, Theater de la Place de Liege, Comedie
de Geneve-Centre Dramatique.



36POMNHMX KOHPNIKTIB | 06pa3y »XepTBU.
Opyra BuctaBa — ue «Condapic»® Knaeaii
FapTyHM-ByMLUSK, KOCTKOMUK 00 9KOi CTBO-
puna lNaHkKa MNoapasa i 9Ki € TPUBOXXHOO
Bi3i€to MaMbByTHbOTO.

MoBOEHHUM NaHaWwadT

«(A)pollonia» Kwunwtoda Bapnikos-
CbKOro — Lie BWUCTaBa, aka y lonblii He
CXOOUTb 3i CLEeHW BXe MpoTaroMm n'aT-
HagUaTU POKIB i 9ka MOCTiMHO 36upac
CXBaNbHi BiAryku, 9K Bid, KPUTUKIB, Tak i
BiO rnagadvis*. BuctaBa 6a3yeTbca Ha TEK-
cTax Tpareain «Opectea» Ecxina, «ldire-
Hig B ABnigi», «<HecamMoBUTUIM lepakn» Ta
«AnkecTta» EBpimiga, a TakoX Cy4yacHWX
TBOpPIB, @ caMe «ANonoHii» NaHHWM Kpanib,
«Enizabet Koctenno» [O)koHa Makcsen-
na Kytsee 4m «bnaroBonmTenbok» [1Ko-
HaTaHa JliTTena. 3icTaBNeHHa aHTUYHUX
TBOpPIB i3 TEeKCTaMW OBAALATOrO CTONITTA
MoKasye MaHOpIiBKy Yepe3 aoni NoacTea,
AKYy aBTOPW BUCTABM Ha3MBaKOTb «BeNU-
KOO Pi3aHUHOO».

KocTioMU 00 BUCTaBKM 3aHYPHOKTb Yy
peanbHICTb i Cy4acCHIiCTb, CUNbHO OOMOB-
HIOIOTb XapaKTep repod i Moro HacTpiwn.
YBary npuBepTatoTb OBa XiHoYi aTpuby-
TW. Lle cyKHi i YepBOHa KocMeTMKa. BoHu
MaloTb BE/IMKEe CEMaHTUYHE HaBaHTaXKeH-
HA. LLleHCHAK BUKOPUCTOBYE LiNMM CUM-
BOMIYHWIM MOTEeHLUian, 9K 3aKogoBaHUM
Y KPOIi i KONbopi L€l YaCTUHU XKiHOYOro
rapoepoby. [JooaTKOBOK iHCLeHI3alicto
Y BUKOPUCTAHHI € CaM aKT iX ogsaraHHsa Ym
nepeogaraHHa (in. 49).

IbireHia ogarHeHa y CykHo ana nep-
loro npuyacta. CykHa — 6ina i 3akopoT-
Ka, @ Ha rpyadax Ha Hiv BULKUTA roOCTiq.
MacoH CyKHi gogac akTopui Marganedi
[MonnaBCbKiM OUTAYOCTI. TaiHCTBO €BXa-
PUCTIi € 06PAOOM BXOOY Y AOPOCE XUTTH.
DiHanbHWIM xapakTep uiei noaii migokpec-
MOOTb MOAAPYHKUM, AKi BOHa OTPMMYE Bif,
AraMeMHOHa: 6aTbKO Japye iv B3yTTa Ha
nigéopax i cepexku. IdireHia 3 paaicTio
ofAarae€ ix i rpa€Tbca HUMMU, O € AOKA30OM
CUMMBOMIYHOIO XapaKTtepy ii y)KiHOYHOCTI.

3 «Congqapic. Crnoragm 3 ManmbyTHbOMO», pexxmcep-
Ka Knaegaia MapTtyHr-Bynuak, kocTioMum FaHku MNogpasu,
TeaTp OxoTn y Bapuiasi, npeM'epa: 14 ntotoro 2020 poky.

4 BucTaBa TaKoXX € naypeaTtoM GaraTbox Haro-
pon, a came: 2009 KpakiBcbkoi TeaTpanbHoi Haropoam
«BoykecTBeHHMM KoMediaHT» ana KuwuwToda Bapni-
KOBCbKOIO 3a pexucypy Ha MixkHapogHomy decTuBa-
ni «boxecTtBeHHa Komepiar; Haropoan dpaHLy3bKoi
CMiNKU KPUTUKIB TeaTpy, My3MKU | TaHLO Ana Manro-
»waTtn LLleHcHAK 3a HawmKpally cueHorpadito y ce3oHi
2009/2010; wopivHoi npeMii MiHicTpa KynbTypu i HaLio-
HanbHOI cnagwmHmM ana Kwmnwtoda BapnikoBcbkoro 3a
pexumcypy.

Warlikowski, referring to images of armed
conflict and the image of the victim. The
second performance is Solaris® by Klaudia
Hartung-Wdjciak with costumes by Han-
ka Podraza, which is a disturbing vision of
the future.

Landscape after the War

(A)Pollonia by Krzysztof Warlikowski
is a play that has been performed in Po-
land continuously for fifteen years, and
has received great acclaim from both
critics and audiences.* It is based on
the texts of the tragedies Oresteia by
Aeschylus and Iphigenia in Aulis, Hera-
cles the Mad and Alcestis by Euripides,
as well as contemporary works includ-
ing Apolonia by Hanna Krall, Elizabeth
Costello by John M. Coetzee and The
Kindly Ones by Jonathan Littell. The jux-
taposition of ancient and twentieth-cen-
tury works is a journey through the fate
of humanity, which the show’s authors
describe as “the great slaughterhouse.”

Costumes set in reality and in the
present day, they tell a lot about the
character of the protagonist and his
mood. Attention is drawn to two female
attributes — dresses and red lipstick.
They carry with them a rich semantic
baggage. Szczesniak uses all the sym-
bolic potential encoded in the cut and
color of this part of a woman's closet,
additionally the act of putting it on or
changing it is staged (ill. 49).

lphigenia is wearing a communion
dress. It is white and too short, and has
an embroidered communion bread on
the chest. The cut gives actress Magda-
lena Poplawska childishness. The sac-
rament of communion is a rite of entry
into adulthood. The liminal nature of
this event is emphasized by the gifts she
receives from Agamemnon: her father
offers her heeled shoes and earrings. Ip-
higenia eagerly puts them on and plays
with them, proving that the femininity
in her is purely symbolic.

3 Solaris. A Memoir of the Future, directed by
Klaudia Hartung-Wajciak, costumes by Hanka Podraza,
Theater Ochoty in Warsaw, premiere: February 14, 2020.

4 The play also got numerous awards including:
2009 Krakow's Divine Comedian Theater Award to
Krzysztof Warlikowski for directing at the Boska
Komedia International Festival; Award from the French
Union of Theater, Music and Dance Critics to Matgorzata
Szczedniak for best scenography in the 2009/2010
season; Annual award from the Minister of Culture and
National Heritage to Krzysztof Warlikowski for directing.
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CeCTpMHCbKa ClUEHa pPO3irpyeTb-
ca nmepen cMepTo Ankectn (MarganeHa
Lleneubka). Monoga »iHKa, 9Ka 3rigHa
BiOOaTW >XMTTA 3a YO/OBiKa, 3HEepPBOBaHa
i HangKaHa, ane CTapaETbCAa OMaHyBaTU
CBOIMM eMOoLigMN. Y HACTYMHMX 4YacTu-
Hax BWCTaBW BOHa CTac€ AMOJIOHIED 3
penopTa)ky Kpannb — XiHKOI, aKa npwu-
CBAYYE CBOE XXUTTA MOPATYHKY CXOBaAHUX
Helo eBPeIB i 3anMLLUAE CBOIX Manux gitewn.
AnNKecTa BOCTAaHHE BeYyepdae 3 POOMHOLO.
CBiM CTpax nepen cMepTo BOHa BMpa-
YA€ 4yepe3 HaB'a3nMBe nepeopsraHHg,
KiNbka pa3iB BIiAXOOUTb Bid CTOMY i KOXK-
HOro pa3y ogdrac Mamxe iDeHTUYHI CYKHI
— LUMPOKI BHU3Y, 3 NErKUM KNboLleM, 00
KOMiH, y OApiGHMIM ropoLLOoK, aKi Bigpi3Ha-
tOTbCA NULLe BiaTIHKaMKM. BoHa y Lem cno-
ci6 Hade 6 xOoTina 3MiHUTK cUTyalLlito, ane
He Moyke. HanpuKiHui, ogarHeHa B 6iny
KOMBGiHaLio, BOHa MPUMMaE CMepTeNibHY
iH'ekuito. AK iy BMNaaky 3 ldireHieto, Ko-
Nip CMMBONMI3YE YNCTOTY HaMipiB. binn3Ha
i BiAMOBa Big TOro, Lo 330BHi, NigKpec-
ntoe i wmpictb (in. 50).

KocMeTrka aK pekBi3uT 6arato pa-
3iB 3'ABNAETbCA Y BUCTABI | € 3aMiHHMKOM
KpoBi. MepebyBatoun y Tpaypi, APY>KMHA
repos, AKMM NoBepPTaAETbCA 3 BinHKM — Kni-
TeMHecTpa (Manroxata [aeBcbka-Kuiun-
WTOdiK) — Mantoe rybu 4YepBOHOK MO-
Magok, OOHaK TMOMITHO BUMXOOUTb 3a

A sisterly scene takes place before
the death of Alkestis (Magdalena Cielec-
ka). The young woman, who agrees to
give her life for her husband, is nervous
and terrified, but tries to be composed.
In the later part of the play, she turns
into Apolonia from Krall's reportage, a
woman who sacrifices her life to save
the Jews hiding with her, leaving be-
hind her young children. Alkestis holds
a last supper with her family. She ex-
presses her fear of death by obtrusively
dressing up; she leaves the table sever-
al times and each time puts on almost
identical dresses, airy, slightly flared,
knee-length, with small polka dots,
only the shade differs. As if she want-
ed to change the situation this way, but
couldn’t. In the end, she takes the lethal
injection wearing only a white petticoat.
As with Iphigenia, the color symbolizes
purity of intent. The underwear and the
abandonment of the outward appear-
ance emphasize her sincerity (ill. 50).

Lipstick as a prop repeatedly ap-
pears in the play, a substitute for blood.
The grieving wife of the returning war
hero Clitemnestra (Malgorzata Hajew-
ska-Krzysztofik) paints her lips with
red lipstick, but it heavily goes beyond
the corners of her mouth, making her



KOHTYPW ry6, WO Haragye MaKisw KIoy-
Ha. AraMeMHOH »aibHOo Linye OpYy>KUHy,
po3Masytoun nomMany e 6inblie i BTMpa-
toun ii y BMacHy LWKipy. BoHa onmHAeTbcs
Ha Moro ob6NMYYi, 9K NIGMU KPOBI, AKi Hi-
YMUM HEMOXMBO CTEPTU. KOCMETUKY Ta-
KOXX BUKOpUCTOBYE OpEeCT, AKOro rpac Ton
caMuni akTop — Mauewm LWTyp. BiH nparHe
MOMCTW 3a CBOO (6aTbKOBY) CMepTb, BUTSA-
Y€ 3 KMLLIEHiI moMagy i, BUKOPUCTOBYOUM
il HAYe ckNnagaHoro HOoXKa, HAHOCUTb KPK-
BaBO-4Y€pPBOHI NiHii Ha TiNo MaTepi.

Micna TOro, Ak AnkKecta npuMHana
OTPYTY, 3aBAAKM KOCMETULL BOHa Habnm-
YK€ CMepTb, «PiXky4m» cobi BeHW. HacaMm-
KiHeLb Lle KpMBaBe 3Hapsaaaa notpanise
no lepakna-6nasHa (AHmken Xupa). Ha
Moro obnumyyi 3'aBnacTbcs barpaHa, Kpu-
Ba MoOCMilWKa. [li3HilWe BiH BUKOpPWCTaE
KOCMETWKY 0719 BOMBCTBA AMOOHIi.

LLi >KiHO4i aTpMbyTK BidirpatoTb Bark-
NMBY PO/b, CUMBOSI3YOUYM aKT XXEePTOBHO-
CTi, AKMIN Yy BUCTaBI XapaKTEPHMM XiHKaM.
| nonpw Te, WO 06pa3 »epTB PO3LMPIO-
E€TbCA, Lle CaMe BOHM BiirpatoTb KIOYOBY
pPOb, | caMe TOMY By BUKOPUCTAHI Taki
3acobu. KocMeTKKa, Lo CMMBOSI3YE KpoB
— HaO3BMYaAMHO BMpPaA3Ha i MpAMOSIiHIMHa.
OpHak, 3 iHWoro 60Ky, BoHa — TpuUBiasnb-
Ha, il Nerko 3aMMTn, MOXKTMBO, BOHa HaBIiTb
TPOXM CMilWHa. KocMeTMKa He npeTeH-
aye, o6 xoda 6 HaragyBaTK peanicTUYHy
KpOB.

look like a clown. Aamemnon greedi-
ly Kisses his wife, smearing the lipstick
even further and rubbing it into his own
skin. It appears on his face like indelible
blood stains. The lipstick is also used
by Orestes, played by the same actor —
Maciej Stuhr. Eager to avenge his and
his father's death, he pulls a lipstick
from his pocket and, using it like a fold-
ing knife, inflicts blood-red strokes on
his mother’s body.

Alkestis, after taking poison with
the help of lipstick, hastens death by
“slitting” her veins. At the very end, this
bloody weapon goes to Heracles the
clown (Andrzej Chyra). His face is cov-
ered with a crimson, crooked smile. Lat-
er he will use the lipstick to kill Apolonia.

These feminine attributes play an
important role symbolizing the act of
sacrifice attributed to women in the
play. And despite the multiplication of
the image of the victims, they are the
ones who play a key role, hence the
choice of means. Lipstick, which is a
symbol of blood, is very expressive and
obvious. However, on the other hand it
is frivolous, easily washed out, perhaps
even ridiculous. It does not even pretend
to be realistic blood.
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BucrtaBa penpeseHTye obpa3 MnocT-
MOOEepPHOro CycninbCTBa, ajle BoaHodac
JOBOAVTDb, O MOAN 3 MIQIYHMX YaciB He
3MIHUIUCDL, agXXe HUMW Oani KepytoTb Ti
caMi MexaHi3aMu. Ha B6GUBCTBI ANonoHii
NaHLOr CTOCYHKIB KaT — »XepTBa — KaT He
3yMNMHUBCA. 3aKiHYeHHA BUCTaBM € Bia-
KPUTKUM, 6O LI CTOCYHKWM Oani TPUBatoTb i
€ OCHOBOIK KyNbTypHOro nopsaaky. CBiT,
AKMM MpeacTaBneHnn y BUCTaBI, € MocCTa-
MOKaninTUYHOK Bi3i€lo 3aHemany igew i
LiHHOCTeWn. Llen cBiT — cekynapw3oBa-
HUM, HE3Ba)KatouM Ha Te, WO NMepcoHaXka-
MW € BOru, agyke, 3riQHO 3 rPeLbKOK Mi-
Poorie, BOHW MatoTb TIOACbKY Mogoby.
Borv niggatoTbcsa eMoLisgM, BUMUBAKOTb.
OpoHaK Bcynepey Lin Tpagumuii TyT He 3'aB-
NAETHCA MOTMB CBALLEHHOI PONi »epTBW.
BucTaBa 3a/IMLWLAETbCA 3 MUTAHHAM, YOMY
YKUTTA OHMX BBaXXAETbCA BapTUM 36epe-
YKEHHSA Ta BaXKMBILLMM 33 YXUTTH XXePTBU.
Toukoto BiAMiKy, Aka 3MiHUMa peanbHICTb,
CTasla OCTaHH§ CBiTOBa BilMHa, 9Ka TPMBAaE
yrnepeMill i3 yciMa nonepenHiMn BinHa-
MU. MUHYMe PO34YMHAETLCA B 3aragkoBux
crnoragax, BaXKKo po3Mi3HaTK MoYaToK i Ki-
HeLlb, MPUYMHY | HACNiOoK.

CMIiTHUK yTOMin

BuctaBa KnaBaii MapTyHr-Bynmugak
y cniBnpaui 3 gpamatyprom Bitonbgom
MPO3eKOM | XyOOXHMULEK 3 KOCTIOMIB
FaHKoto lMoppa3oto TpakTye nosicTb CTta-
HicnaBa JleMa gk npeTtekcT. «Congapic» €
BMKMIOYHO IHCHipaluieto OO0 CTBOPEHHA
HapaTUBY MPO KOCMIYHI daHTasii, gocni-
IXKEHHS | NiOKOpeHHs KocMocy, dyTypo-
NOTIYHI Bi3ii pO3BUTKY CyCMi/IbCTB | MaLLMH,
CTBOpEeHMX y 1960-x—80-X pokax. 3 MnoB.i-
CTi JleMa 3anmLmnnmncb nue nooauHOKI
dparMeHTn, aKi TpMMatoTb ApaMaTypriy-
HY PaMky BUCTaBU. Temun «Congapicy» He
npeacTaBieHi XPOHOMOMYHO YK peanic-
TUYHO. BrcTaBa € iXHIM BigobpaXkeHHAM,
O Haragye Kpuee asepkano (in. 51, 52).

Lle nactmw noBicTi Jlema, 9K BUAB-
NI€ CBOO MPUCYTHICTb MepenyciMm yepes
KOCTioMU. KeNnbBiH BUXOOUTb Ha CLEHY Y
KOCTIOMi KOCMOHaBTa. MNoapasa cTtBopunia
CyUiNbHUM KOMBIHE30H 3 M'akoro, 6ino-
ro Matepiany, SKM Ma€ CTPYKTYpy rNyoKu
i MICTUTb MPWHT aBTEHTUYHOrO ckadaH-
apa. 3 Lboro camMoro MaTepiany 3pobne-
HWI WonoMm. Moro popmMa yMOBHa, nnacka
i M'dka, nocepenuHi — OBaNlbHUN BUPI3
ang obnumyuua. AKTopka, aKa rpana Kenbsi-
Ha, MA€ Y HbOMY IFPOTECKHUM i KOMIYHUN
BMIMIA4, WO MNiOKPectoeE CepMro3HICTb
crnocoby CNPUNHATTS LbOro KOoCTioMa.

The play presents a picture of
post-modern society, but at the same
time proves that people have not
changed since mythical times and are
governed by the same mechanisms. On
the murder of Apolonia, the chain of ex-
ecutioner — victim — executioner rela-
tions did not stop. The ending of the play
is undecided, because these relations
continue, they are the basis of the cultur-
al order. The world depicted in the show
is a post-apocalyptic vision of fallen ideas
and values. It is secularized, even though
the protagonists are gods, they are sim-
ilar to humans according to Greek my-
thology. They succumb to emotions and
get drunk. However, contrary to this tra-
dition, the theme of the sanctifying role
of sacrifice does not appear. The play
leaves with the question of why the lives
of others are deemed worth protecting
and more important than those of the
victim. The flashpoint that changes re-
ality became the last world war, which
mixes with all the previous ones. The past
dissolves into enigmatic memories, it is
difficult to recognize the beginning and
the end, cause and result.

Utopian Garbage Dump

Klaudia  Hartung-Wojciak's play,
which was created in collaboration with
playwright Witold Mrozek and costume
designer Hanka Podraza, treats Lem’s
novel pretextually. Solaris is solely an in-
spiration for the narrative of cosmic fan-
tasies, the exploration and conquest of
space, futurological visions of the devel-
opment of societies and machines, spun
in the 1960s — 1980s. Only residual frag-
ments have been preserved from Lem'’s
novel, which form the dramatic frame-
work of the play. Threads from the novel
are not presented chronologically or re-
alistically. The play is a reflection of them,
as in a distorting mirror (ill. 51, 52).

It is a pastiche of Lem’s novel, which
is made present primarily through cos-
tumes. Kelvin enters the stage in a cos-
tume representing that of a cosmonaut.
Podraza made a one-piece suit of soft,
white material with a sponge-like texture,
on which an image of an authentic space-
suit is printed. A helmet is made of the
same material. Its shape is conventional,
flat and soft. In the middle it has an oval
cutout for the face. The actress, playing
Kelvin, looks grotesque and comical in it,
which is further emphasized by the seri-



Haye conpaT, BOHa 3HIMae cCBiMl M'aKUM
LLIOMIOM, MILUHO MPUTPUMYE MOro PYyKO
i MPUTUCKAE OO0 rpyden, 9K BiMCbKOBUMN
GepeT. KOoCTiOM OOMOBHIOOTb XaTHi Kar-
LLi, opTOnegnyHe B3yTTa 3 KOIbOPOBUMMU
Maca)kHMMM noaylleykamMm Ta Bini Wwkap-
MeTKW. YBary npuBepTac TaKoX 3adicka
KenbBiHa: BOMTOCCA MPU KOpPeHax Hadeca-
He i NigHATe Bropy, i B TaKMiM criocib winum
oBasn o6NMYYa CTaE BUOOBXKEHWM, LLO Ha-
J3€ He3eMHOro BMrnaay, 0ogaTKoBo Mia-
KpecneHoro cMyroto OGMMCKITOK B3O0BX
MigHATOro BOOCCS.

CHayT Yy BMCTaBi € y AKOMYCb CEeHCi Ka-
miTaHoM. [Mpo Le HaragytoTb 3ipOYKU, LLO €
eneMeHTOM 034061 MOoro KocTioMa. Bepx-
HA YacTMHA OOAry BMKPOEHA AK KIMOHO i
MoLUWMTa 3i LWLiNbHOro 6aBOBHAHOIO MaTepPi-
any 3 KaMyobnaXKHUM MPUHTOM. MaH»eTun
3pob6neHi 3 NyxHacToro MaTepiany y 3ipku,
Hade BMpi3aHOro 3 xanata. [lneui 33any
03006/1eHi HAWNTVUMMN KONMbOPOBMMM 3ip-
KaMW, 9Ki yTBOpPOtOTb BizepyHoOK ayru. Ci-
po-dioneToBi WTaHW MNOWUTI 3 BINCKYYO]
TadTh i MatoTb GopMy MOMYNAPHUX KbO-
WiB i3 1980-x. Dirypy BUOOBXYE | ONTUUHO
36inbllye B3yTTA Ha BeNUWKKMxX nigbopax,
AKi HaragytoTb TaK 3BaHi moon boots.

ousness in the way this outfit is treated. In
the likeness of a soldier, when she pulls off
her soft helmet, she stiffly holds it up with
her hand, pressing it to her chest, like a
military beret. The outfitiscompleted with
“fakirki” flip-flops, orthopedic shoes with
colorful massaging tabs and white socks.
Kelvin's hairstyle is also eye-catching: the
hair at the roots is raised and combed up-
wards, so that the entire oval of the face is
elongated, giving an otherworldly charm,
which is further emphasized by a streak of
glitter along the floating tapir.

Snaut in the show is a kind of cap-
tain. This is reminded by the stars, which
are a decorative element of his costume.
The kimono cut blouse is made of stiff
cotton fabric with a moro pattern. The
cuffs are finished with a plush fabric with
stars, which looks like it was cut from a
bathrobe. The shoulders at the back are
decorated with sewn-on colorful stars ar-
ranged in an arc. The gray-purple pants
are made of shiny taffeta and take the
shape of bells, popular in the 1980s. The
silhouette is elongated and optically en-
larged by boots on a big anchor, which re-
semble the so-called moon boot.

51.

fepi € TUMOBOI MPUHLIECOIO 3 pearb-
HOCTI Sci-fi. [i KOCTIOM MOXHa OxapaKTepu-
3yBaTV AK KPacWBE3HUI KiT4. Lle okcamMu-
TOBa, MpUTanieHa BeYipHS CyKHS KOMbopy

A typical princess from sci-fi reali-
ty is Harey. Her outfit can be described
as beautiful kitsch. It is a fitted velour
evening gown in the color of ripe plum.
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cTurnoi cnmeun. Criepeny BoHa 03406MeHa
KONMbOPOBMMM  KpULLTaNMKaMKM, yknage-
HUMK B aBCTPaKTHMM MaoHOK, LLO Ha-
ragye 3openad. KocTioM Hagae repoidi
BEUIPHbOI | TPOXWM BYNbrapHOI eneraHT-
HocTi. [i BULLYKaHICTb Ta LUASXETHICTb Nia-
KpecntotoTb 6ini konrotn i Npo3sopi Tydni,
AKi HaragyloTb KpWLLTanNeBi 4YepeBUYKM
MonentoWwKy. KoOMiYHMM O0OaTKOM € Ti-
NEeCHIi pyKaBuW, BKPUTI iMiTaLiaMM YOPHMX
TaTyloBaHb, AKi yKnagatoTbca B abcTpak-
THI 3akapndku. lapmy npuHUeci go-
[ac 3ibpaHe Bonocca Konbopy 611oHAa, axke
JOBrOl0 KOCOK cAra€e Mamyxe 4o KiCTOYOK.
BoHo ynogibHioe ii 4o KocMiyHoi MNnaBa-
naryHum 3 ¢inbmy «1'atmin enemMeHT», 9Ka
Tak caMo, 9K i lepi y BMCTaBi, 3axonmntoe
BMKOHaHHAM oMnepHoi apii.

MocTaTTio OOHOYACHO YOJIOBIYOKD i
YKIHOYOO € aKTOopKa HaTawa AnekcaHapo-
BUY, AKa NEXUTb Y XONOOUMNbHIN BITPUHI, 9K
MepTBUI lNbGapaH, ane pasoM 3 TUM BOHa
3'9BNSETLCA 9K MOro «TBip ®d», PaHTOM —
BeMka TeMHOLWKipa [xopoyia, wwobu
Mi3HiLWe nepeTBOpPUTUCH Ha ninoTta bep-
ToHa. [MocTaTb Ma€ COHAYHI OKynapwu, aki
BOHa Ha3MBAE OMTUYHUMMK IMMAAHTaAMU.
xopmKia-bepToH ogarHeHa y po3KillHo
03006MeHUN NigXXak, KM TPOXW Haraaye
CBOIM aCcCoOHOM BIMCbKOBUM CIOPTYK. BiH
BMIOTOBMEHUM 3 BMCKydoro matepiany
3 BEIMKUMM BydaMu, aki 3BY>KYOTbCA Ha
nepegnnivdi. Y nodaci BoHa Mae€ Bigpi3Hy
6acky B ACKpaBi OpaH»XXeBO-CUHI NMPUHTK,
AKi HaragyloTb Bi3epyHOK «aHKapa», TO6To
appUKaHCbKMIM crocib ¢apbyBaHHA BO-
LeHOi 6aBOBHAHOI TKAHMHK. CaM MaTepi-
an nepexoauTb Ha NepeaHto YacTUHY Nia-
YKaKa, oe y OBa psaan npulmnTi o3006neHi
ryO3MKKM TUX caMmx KombopiB. Lli micTpsaBi
MaTepianM O0OaTKOBO MpUKpalleHi 3i6-
raHUM KOMIPOM, MaHXeTaMu i MOACOoM i3
UEepPBOHOIO MepeXxmBa. KocTioM [onos-
HIOKOTb LUTaHWM, CXOXKi Ha NUXKHI, 3pobneHi
3 YOPHOTO, C/IM3bKOIro MaTepiany 3 3e/e-
HO-HEOHOBUMUK efleMeHTaMu. HUXKHA Ya-
CTUHa LWTaHIB NpUKpalleHa LnMyakamMmm
3 TKaHUHW. KymMeaOHWM O0OOAaTKOM € Crop-
TUBHI KPOCIBKM 3 ManbUSAMU, CXOXUMU Ha
iHLUY, HENOACbKY LUKIpY.

CHayT — uUe €OMHMIM YOMOoBIK Y BU-
CTaBi, Yy HbOIro BUIMMAO, Haye BiH OaBHO He
BMXOOMTb 3 AOMY. Ha HbOMY OOBIra CoOpoy-
Ka Yy KIITUHKY 3i 3aKOYeHUMU pyKaBaMu
i 6inoto B'A3aHoOl0 Oe3pyKaBKOK MOBeEpPX,
neriHcm 3 NpPUHTOM, KU Haragye aHa-
TOMIiYHI Ntoacbki M'a3n. Ha Horax y Hboro
Tenni ripcbki WKapneTku i cabo. Bonoccs,
AKe carae Oo nneden, i KopekUinHi oky-

Its front is decorated with colorful crystals
arranged in an abstract pattern reminis-
cent of shooting stars. The outfit gives
the heroine’s evening dress a slightly
tacky elegance. Her distinction and no-
bility are emphasized by white tights and
transparent slippers reminiscent of Cin-
derella’s crystal shoes. A comical interjec-
tion is the flesh-colored sleeves covered
with imitation black tattoos arranged
in abstract doodles. Princess-like charm
is added by her pinned-up blonde hair,
trailing in a long braid reaching almost
to her ankles. It makes her resemble the
space diva Plavalaguna from the film
The Fifth Element, who, like Harey in the
show, impresses with her performance of
an operatic aria.

The character who is simultane-
ously male and female is Natasza Alek-
sandrowitch, she lies in the refrigeration
counter as the dead Gibarian, but at the
same time appears as his phantom crea-
tion F, the great black woman Gorgia, to
later change into the pilot Berton. Wear-
ing black glasses, called optical implants
by the heroine, Gorgia-Berton is wearing
a richly decorated jacket, somewhat re-
sembling a military frock coat in its cut.
It is made of shiny material, with large
shoulder buffets that transition to ta-
pers on the forearms. It is cut off at the
waist with a basque made of fabric with
intense orange and blue prints, reminis-
cent of the Ankara pattern, an African
way of dyeing waxed cotton fabric. The
same material goes to the front of the
jacket, where decorated buttons in the
same colors are stitched in two rows.
These mottled fabrics are further embel-
lished with trims in the form of a ruffled
collar, cuffs and a belt of red lace. To top
it off, the ski-like pants are made of black
slippery material with green-neon ele-
ments. The lower part of the pants, was
decorated with fabric spikes. A fun addi-
tion are sports shoes with toes that look
like a second inhuman skin.

Snaut, the only man in the show,
looks like a geek who hasn't left the
house in a long time. He has a long plaid
shirt with the sleeves rolled up, a white
sweater sleeveless top over that, leg-
gings with a print that mimics the ar-
rangement of muscles in his legs, and on
his feet warm highland socks and clogs.
His shoulder-length hair and corrective
aviator glasses visually transport him to
the 1980s.
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ndapu-aBiaTopK Bi3yalbHO MepPeHOCATb Yy
1980-Ti poKMW.

Ona cTBOopeHHa KoCToMiB [llogpas3a
bepe pedi 3 CeKOHA-XeHOiB YM TeaTpasb-
HUX CKNadiB, BMLLUYKYOYM Ti, 9Ki BXe He
BMKOPMUCTOBYIOTb Yy BMUCTaBax. BoHa 060X-
HIOE OPYrOCOPTHI i HeoUEeBWOHI pedi, noea-
HY€E eneMeHTH, 9Ki He NacytoTb OOHI 40 oa-
HWX, CTBOPIOIOUYM BPaXKeHHA XaOTUYHOCTI
i BiOCYTHOCTI BMopsOKyBaHHA. Lle Haue
CMITHUK, 36ip BMMaaKoOBUX peden, aKuni
3 BiCTaHi CTBOPIOE ecTeTUYHUM 0bpa3s, a
6NMyK4Ya NepcrneKTyBa Oa€ 3MOry BigHam-
TW iHOMBIOYaNbHWW CEHC Y KOXXHIW OeTani.
«Congapic. Cnorag 3 ManMbyTHbOro» — Lie
HEeOMTUMICTMYHA Bi3id CUMBOJIIYHOIO 3aB-
Tpa. HocTanbriyHi yaBneHHs npo MambyT-
HE, AKe CHYETbCS Y BUCTaBI, Biga3epkKantoe
CbOrOAHILLHIO peanbHICTb 3i CBOIMM Mpo-
6nemMamMu i MUHynNe, ake ii cpopMyBano.

TeaTp 9K 6acTioH

Bisyanizauia Takoro 6GaraTo3HadyHO-
ro obpasy, a9k noctanokanincuc, y Tea-
TPi € NPEeTEeKCTOM ANd MigHATTa rMmMoLmnX
pednekcin Ha TeMy MUHYMOro i Cy4YacHo-
ro. Ha ecteTMYHOMY pIiBHI Lle Oa€ WKNPO-
Ki MOXJTMBOCTI pernpe3eHTaLlii BaXKTMBUX
3MIiH HalLoi enoxu: 3MiH, aKi 3'aBnatoTbco
Yy CUCTEMI LLIHHOCTEM, PO3BUTKY abo Kpwu-
3i eTUKK, MOCTYNy HayKuW i TexHonorii. Lga
Bi3yanisalida TaKOXX € BUPaXeHHAM CTpa-

When creating costumes, Podraza
uses cheap clothing stores or theater
warehouses, searching for costumes
that are no longer used in performances.
She loves tacky and unobvious things.
She puts together mismatched items,
giving the impression of chaos and dis-
order. It's like a trash can, a collection of
random things, which from a distance
creates an aesthetic image, while a clos-
er perspective allows you to find an in-
dividual meaning in each detail. Solaris.
A Memoir from the Future is a non-opti-
mistic vision of a symbolic tomorrow. The
nostalgic ideas about the future, spun in
the play, reflect, as in a mirror, today's re-
ality, with its problems and the past that
shapes it.

Theater as a Bastion

The visualization of such a broad-
ly understood post-apocalypse in the
theater is a pretext for taking up deeper
reflections on the past and the present.
On the aesthetic level, it provides exten-
sive opportunities to show the signifi-
cant transformations of our era: changes
taking place in the system of values, the
development or crisis of ethics, the pro-
gress of science and technology. It is an
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XiB, 9Ki Moapa3HoTb CyYacHe MofibCbke
cycninbctBo. OAMH i3 UMX CTpaxiB 3pea-
Ni3yBaBCHa 33 HalIWMM CXiAHVMM KOPOOHOM
yepe3 MoBHOMAacCLUTabHe BTOPrHeHHS
Pocii B YKpaiHy. TeMa BiMHU Oy»Ke CUIb-
HO penpe3eHTOBaHa Yy MOMbCbKOMY Tea-
TPi, HANEXWUTb 0O MWHYIOro, ycrnagkoBa-
HWX TPaBM MpenKiB, oOHaK 3a KiflbKacoT
KinoMeTpiB LeWn HapaTuB BiAOyBaETbCa Y
TenepiwHbOMY Yaci. na MeHe, ak gocnig-
HULI, 9Ka BMBYaE Bi3lyani3aLito Ha cuUeHi
ySBNEeHb NPO CBIT Nicnga kKaTacTpodu, Haa-
3BMYAMHO BaXKNMBMM BYB BI3UT 0o YKpai-
HW Y rpyoHi 2023 poKy B paMKax pe3nageH-
LLii, 9Ky opraHisyBana NbBiBCbKa [anepeq
cueHorpadii. HamcunbHiwmM o6pasom,
AaKMM 36epirca y Moiv ronosi nicnga umx
BiOBiOMH, ByB 06pa3 TeaTpy K GacTioHy. 3
ogHOro 6oky, oy)xe peanictTnyHum, 60 gae
peanbHUIM MPUXUCTOK ON9 rMagadiB i nto-
aew, aki MellKatoTb Mobnn3y, a 3 iHLWoro —
MeTadopunUyHMM, 60 Bepexke yKpaiHCbKy
KybTYpPY, MOBY Ta iO€HTUYHICTb.

DYHKLIA cxXoBMULLA YKpPaiHCbKOro Te-
aTpy, Ha Min mornan, peanilyeTbcsa B OcC-
HOBHOMY Yepes BiAMOBY Bi, POCIMCbKMX
TBOPIB i 3aMiHY iX Ha TBOPYICTb CBOIX BU-
3HAYHMX MUTLIB. [TOMITHMM € TaKOX 3Bep-
HEeHHA [0 €BPOMNEencbkoi AOpamaTtyprii,
fgKa 3apa3 PINbLTPYETbCA Yepe3 Tenepill-
HiMM goceig yKpaiHuie. IMig yac BigBiAWH
YKpaiHM g noamnBmniach peanisauito «ep
[foHTa» l6ceHa y pexkucypi IBaHa YpuB-
CbKOTO® i 30MBYBaHHAM ONS MeHe 6yno
Te, WO B LM TUMOBO YO/OBIYiM icTOpIi,
CMOBHEHIM HECAaMOBUTUX MpUrod i Hecno-
OiBaHWMX CIOXXEeTHWMX MOBOPOTIB, AOMIHYOTb
YKIHKW. Y BUCTaBI 3'9BNAETbCS TiNIbKW OBOE
yonoBikiB — caM [ep MoHT (Octan Cryn-
Ka, OnekcaHgp PopMaH4uyK) i MOro cuH
(OnekcaHap PyoHuubkun, Masno Lne-
FYH), IHWKWX »Xe nepcoHaxkiB, Big Kopond
TponiB Ao KanitaHa Ta ekina)xy kopabna,
rpatoTb »iHKK. [Jo6ip aKTOPCbKOro ckna-
oy He 6yB BMMYLLUEHUM, Lie Byro cBigomMe
PilLeHHSA peXkncepa, ake rnokasye peanii
(xo4ya cama BuMCTaBa 3'dBMNacy Lie nepeq
MOBHOMACLUTAOHMM  BTOPrHeHHaM). B
YKpPaiHCbKOMY MUCTELTBI, 9K i B LLLOJEHHO-
MY YXUTTIi, AOMIHYIOTb YXiHKW. BOHW Y Biflb-
LLIOCTI He NiWan Ha GPOHT, a 3aNMWNINCD
Yy KpaiHi abo BUixanu, i iXHa HaMBaXKNMBiI-
LLa posb NOAArace y Tomy, LWob po3nosina-
TV i NepekasyBaTu Te, WO BigbyBaeTbce.

5 «[Mep MoHT», pexxmncep IBaH YPUBCbKMI, CLLEHO-
rpadia i kKocTioMmu [MNeTpa BoromasoBa, HauioHanbHUI
aKafeMiyHUM OpaMaTUYHUI TeaTp iM. IBaHa DpaHka y
Kuesi, npemM’epa: 10 kBiTHA 2021 pokKy.

expression of the fears that plague con-
temporary Polish society. One of these
has materialized beyond our eastern
border, through Russia's full-scale ag-
gression against Ukraine. The theme of
war is very strongly represented in Polish
theater, referring to the past, inherited
traumas from ancestors, but several hun-
dred kilometers away this narrative is al-
ready taking place in the present tense.
For me, as a researcher who deals with
the visualization on stage of images of
the post-disaster world, it was extreme-
ly important to visit Ukraine in Decem-
ber 2023, during a residency organized
by the Lviv Scenography Gallery. The
strongest image that stayed in my mind
after that visit was that of the theater as
a bastion. On the one hand, it was very
realistic, because it gave real shelter to
the audience and to nearby residents;
on the other hand, it was metaphorical,
because it defended Ukrainian culture,
language and identity.

The shelter function of Ukrainian
theater, in my opinion, is realized main-
ly by abandoning Russian works and re-
placing them with domestic works by
prominent artists. It is also noticeable
in the turn to European drama, which is
filtered through the current experience
of Ukrainians. During a visit to Ukraine,
| saw a production of lbsen’s Peer Gynt,
directed by Ivan Uryvskyi®, and it was
surprising to me that this typically male
story, full of amazing adventures and
unexpected twists, was dominated by
women. Only two men appear in the play:
Peer Gynt himself (Ostap Stupka and
Oleksandr Formanchuk as understudy)
and his son (Oleksandr Rudynskyi, Pavlo
Shpehun), the other characters from the
Troll King to the Captain and the ship's
crew are played by women. The selection
of the cast was not dictated by necessi-
ty, but was a conscious decision by the
director that shows the reality (although
the play was written before the full-scale
outbreak of war). Ukrainian art, as well as
everyday life, is dominated by women.
They, for the most part, did not go to the
front. They stayed in the country or left
and their most important role is to nar-
rate, to report on what is happening.

5 Peer Gynt, director Ivan Uryvskyi, scenography
and costumes by Petro Bohomazov, Ivan Franko
National Academic Drama Theater in Kyiv, premiere:
April 10, 2021.



MPUKNagoM MOXyTb OyTU BUCTa-
BM «Kocauka» tOnii Jlonatn® i «Dance
Macabre. BescMepTHUM TaHOK» BorgaHa
Moniwyka’. B o6MaBox BUCTaBax, y AKMX
BMKOPUCTaHa TexXHiKa Cy4YaCHOro TaHLto,
y4acTb BepyTb TiMIbKU XKIHKW. IXHI repoiHi
He € MaCMBHMMM LWOJ0 Hebe3neKun, aka im
3arpoXKye€, @ akTMBHO KMOAKOTb i1 BUKIIUK.
Lle mokaszaHoO nepeayciM 4yepe3s Xopeo-
rpadito, a 3aBAAKM KOCTIOMaM CTBOPEHUM
06pa3 HEBTOMHUX BOPUMHD.

Y BUCTaBi «Kocauka» rofloBHVMM CUM-
BOJIOM CUMWM € 3a4yiCKa y BUIMGdi Kocw,
Luem cumMBOM MNoB'd93aHUMM 3 NlereHgoro
MPO NpagaBHIO rPYMy XIHOK, YKPAiHCbKMX
aMa30HOK, 6OpYMHb, AKi Manu 6 OyTu
npeaKaMu Ko3akiB. IXHbOK XapaKTepHO
pucoto Byno 3amnneteHe B KOCK BOJSOC-
ca. Lle yepe3 Kocy MOXXHa BUTYMaunUTMH
Ha3BY «KO3aK». Y BUCTaBIi LA XapaKTepHa
puca € CMUMBOJIOM CUMK, @ aKT B3aEMHOIO
3anniTaHHAa Ma€ BUMIip obpaay nepexony.
KocTiomMu, aKi ctBopuna Aca CyTtariHa —
Lie 6iNni CyKHi 3 MpUTaneHnM BepXoM i LWn-
POKMM OOBIMMM HU3O0M, 9KUIN HEe OBOMeXye
pPYyXu TaHUopucTok. KopceTun, o3gobneHi
UEePBOHMMU KBIiTaMW, Ha KLWTaNT Tpagu-
LiIMHMX HAapPOOHUX Bi3epyHKIiB, 3ibpaHi pa-
30M, TBOPATb CNian KpoBi. Binnm konip 9k
YHiBepCanbHMM CUMBOST HEMOPOYHOCTI
i UACTOTU Y LIMX KOCTIOMAX € 3HaKoM 6o-
POTLOU i epTBU (in. 54).

Y BucTaBi lNMoniwyka, 0O 9KOi pexku-
cep caM CTBOPKOBAB KOCTIOMW, CUMBOJSIOM
CUNM € 3Hapagaoa Koca. BoHa € pekBi3n-
TOM, SKMM BUKOPWUCTOBYE TaHLIiBHMLUSA
OnekcaHopa Marepa. XXiHKa € Haniero-
Noto, ogArHeHa BUKIIOYHO Y TiNecHi Tpu-
KOTaKHi LUTaHLi, a pewTy ii Tina o3no-
GNOTb YOPHI MOACKU, AKi yKNagatoTbca B
OpraHiyHi BizepyHKMW. [Meplwa acouiauiq,
aKa BMHWKAE — Lie obpa3 cmepTi. Lle Ta-
Helb, Oy>Xe MepPBUHHUIN, GKUIN B3OPYETb-
CAa Ha pyX TBaApWH i puUTyanbHUX obpaais,
AKMIN Hapae GaraTopiBHEBOro 3HaYeHHs
npeoMeTy i Tiny nepdopmMepku. Y BUCTaBI
€ Takoy)X 6araTo 3BepHeHb A0 GONbKIoPY.
IHwWa nepdopmMepka Bapeapa TypTa rpae
Ha TpadAWUiMHIM KOMICHIM nipi, ogsarHeHa
B KOCTIOM Ha KLUTaNT HapogHoro. TyT Ta-
KOXX 3'aBNat0TbCa CMMBOMKM 3eMni i ii po-
AOOYOCTI, aK, HanpwWKnag, 3epHa YepPBOHOI
KBaconi. OgHaK 3eM9a Y LUbOMY KOHTEKCTI

6 «Kocaykar, pexkucepka tOnia Jlonata, KoCTioMM
Aci CyTariHoi, MNnaTtdopmMa cydacHoro TaHLo, Npem'epa:
3 rpyaHsa 2023 poky.

7 «Dance Macabre. Be3cMepTHUM TaHOK», PEXKMN-
cep, KocTioMn — boraaH Moniltyk, Nnatdopma cyyacHo-
ro TaHuo, npem'epa: 10 >koBTHA 2023 POKYy.

As an example, consider the perfor-
mances Cossachka (Kocauka) by Yuliya
Lopata® and Danse Macabre. Immortal
Dance (Danse Macabre. bescmepTHum
TaHOK) by Bohdan Polishchuk’. Both per-
formances using the technique of con-
temporary dance involve only women.
Their heroines are not passive in the face
of the threatening danger, but are active
facing it. Of course, this is expressed in
the choreography, but it is through the
costumes that the image of unyielding
female warriors is created.

In Cossachka performance, the main
symbol of strength is a hairstyle in the
form of a braid, it refers to the legend of an
ancient group of women, Ukrainian ama-
zons, warriors, who would be the ances-
tors of the Cossacks. Their distinctive fea-
ture was a hairstyle in the form of a braid.
Itisthrough the braid (*kosa” in Ukrainian)
that the name “Cossack” can be interpret-
ed. In the play, this distinctive hairstyle is
a symbol of power, and the act of braid-
ing them together has the dimension of
a rite of passage. The costumes created
by Asia Sutyahina are white dresses with
a fitted top and an airy long bottom that
does not restrict the dancers’ movements.
The bodice is decorated with red flowers,
which refer to traditional folk designs, but
clustered together form traces of blood.
White, as a universal symbol of innocence
and purity in these creations is marked by
struggle and sacrifice (ill. 54).

In  Polishchuk's performance, for
which he created the costumes himself,
the symbol of power is a real scythe. It is a
prop used by dancer Oleksandra Mahera.
The woman is half-naked, dressed only in
flesh-colored leotard shorts, and the rest
of her body is decorated with black stripes
arranged in organic patterns. The first as-
sociation that comes to mind isthe image
of death. Her dance, which is very primal,
modeled on the way animals move and
ritual rites, multiplies the meanings of the
object as well as the performer’s body.
There are also numerous references to
folklore in the performance. The second
performer Varvara Turta plays a traditional
hurdy-gurdy and is dressed in a costume
referring to folk costume, while symbols of
the earth and its fertility, such as red bean

6 Cossachka, directed by Yulia Lopata, costumes
by Asya Sutyahina, UA Contemporary Dance Platform
Kyiv, premiere: December 3, 2023.

7 Danse Macabre. Immortal Dance, directing
and costumes by Bohdan Polishchuk, UA Contemporary
Dance Platform Kyiv, premiere: October 10, 2023.
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He BWCTyMa€E NMPMBaATHUM «BaTbKIBCbKMM
OOMOMp», @ € CMiNbHOK TepUTOpIiEtD, Oep-
YKaBO, 32 UMi KOPpOOHM | Nond y BUrNaai
KynbTypun Tpeba 60poTncs. Y CTBOPEHOMY
MoniulykoM o6pa3si »iHKM BOHa CTa€ BO-
NOOapPKO YXUTTA | CMepPTI, ane Tex Tieto,
XTO OXOPOHSE TepuTopito (in. 53).

3a 3pa3koM MNPOTOTUMHUX 0b6pasiB.,
AKi 9 BUOKpPEMMIA Y MOMbCbKUX CLIEHOTpa-
diuHMX peanizauigx, MOXXHa crnpobyBaTh
BiOHAWTM iX | B Cy4aCHOMY YKPaiHCbKOMY
TeaTpi — Taki 0bpa3u, KOTpi 61 yHidiKyBa-
Nu BisyanbHi TeHOEHL,i y Yaci anokanincm-
cy, AKUM yrKe BiOOyBaETbCs | AKMM € BiMHa.

[Ona MeHe TakMM obpa3oM € BacTioH,
Y AKOMY MeLLKaOTb XiHKW, KOTpi 060poHA-
OTb YKpPAIHCbKY TPaaMLUito i KynbTypy, a Ta-
KOXK OXOPOHSAIOTb YKPUTTA. O6pa3 CUMbHOI
YKIHKM € TAKOXK TUM, LLIO MOXKe MOEOHYBATU
MONbCbKMI | YKPATHCbKMI TeaTp. Y KOXKHIN
BMCTaBI, 9Ky 9 onmcana, >XiHku BifdirpaBa-
N1 BaXKNUBI poni. Y BapnikoBCbKOro, AKMI
BOABABCA [0 aHTUYHMX Tpaauuin, BOHM
BidirpaBasin pPOfb »XEPTBU, WO 3MiHIOE
aoni nogcTtea. Y MapTyHr-Bymuak, 9k i B
YPWBCbKOrro, YHOMOBIKIB 3aMiHIOKOTb »KiHKa-
MW, BiOOatouM iM areHTHICTb. 3peLToto, Y
JlonaTu i Moniwyka BOHM CTatoTb Bopym-
HAMU, 9Ki MOXKYTb 3aMoaiaT cCMepThb.

Bap6apa YapiHoB,
DOKTOpPKa HayK, AocnigHMua
cueHorpadii i cydacHoro TeaTpy

seeds, also appear. However, the land in
this context is understood not as a private
“fatherland” but as a common territory, a
state, whose borders and harvest in the
form of culture must be fought for. In the
image of woman created by Polishchuk,
she is the ruler of life and death, but also
the guardian of this territory (ill. 53).
Following the example of the pro-
totypical images | have identified from
Polish stage productions, one might be
tempted to abstract from contemporary
Ukrainian theater such an image that
would unify visual tendencies during the
war apocalypse. For me, that image is a
bastion inhabited by women, who are the
defenders of Ukrainian tradition and cul-
ture and the guardians of the shelter itself.
The image of a strong woman is also what
can unite Polish and Ukrainian theater.
In every play I've described here, wom-
en have played significant roles. In War-
likowski's, referring to ancient traditions,
they played the role of a victim changing
the fate of humanity. In Hartung-Wojci-
ak’s, as in Uryvskyi's, men are replaced by
women, giving them back their causality.
Finally, in Lopata’s and Polishchuk's, they
become female warriors inflicting death.

Barbara Zarinow,
Doctor of Science, researcher of
scenography and modern theater

53. 54.



MoKa)Xmn cBOro MapcCistHUHA, i 9 CKaXKy
XTO TU, a6o TeaTpasibHUM KOCTIOM B
KOHTEKCTI PYTYPUCTUUHUX Bi3iNn

OyTypm3M i Bi3id MaMbyTHbOro €
OY>Xe BMPA3HOK i MOKA30BOK TEMOKO A4
Oyob-9KOro NPosiBY MMUCTELTBA, TeaTpalb-
HOro KOCTIOMa 30KpeMa. AKe Lie TepUTo-
pia He nuwe daHTasii oKpeMoro MmTuUg,
e TaKOXX [O3epKano CycninbCTBa, WMOro
O4YiKyBaHb, MpPil1, Hadin i cTpaxis.

AKWO MW 3ragaemMo, 9K y ganekomy
1897 poui lepbepT Bennc amManboBye CU-
Tyalito KOHTaKTy 3 iHLWOoMMaHeTaAHaMM B
CBOEMY pOMaHi «BiMHa cBiTiB», TO oOpa3sy
B rofioBi nyHae: Hebe3neka, HEBIOOMICTb,
Hamag, 6e3cunng nogcrtea. CaMux Map-
CigH BiH 3MaNibOBYE, 9K LLOCb 30BCIiM He-
36arHeHHe oNng Hawoi peanbHoCTI. Bennc
6nMCKy4Ye MPOEKTYE B CBOIM yaBi HepOo-
CTYMHI On4a noacTtBa CKMAagHi TeXHONorii,
BUragye HemomdibHy Ao 3eMHOi Npupoay M
dizionorito NprbynbLiB. BiH MpopokKye Ka-
TacTpody nnaHeTapHOro mMaclutaby, aka
PO3MOYHETLCA Yepes 3yCTpid NacTea M
iHWonMaHeTaH. BiH Moka3ye BCO MOTY»K-
HICTb | 3arpo3y He3BigaHOro KocMocy M
MaMByTHbOIO.

OfHaK 4aKLWO MU MepeHeceMocb Yy
1925 piK i HaBiTb MOBGIXXHO MAHEMO Ha ec-
Ki3 KocTioMa MapcigHnHa AHatong [le-
TPULbKOro 00 BUCTaBM «Bivx», To nobaym-
MO reTb MPOTUAEXHY KapTUHY (in. 55).

MapcigHunH [leTpuubkoro Mae Bia-
BEPTO KapMKaTypHUM XapakTep. BiH dak-
TUYHO € XOAA4YMM CaMOTOHHKMM arapaToM.
| HABPSAA YV MOXKe 3arpoyXKyBaTW NIOACTBY
MOBHUM BUHMULLEHHAM, He3Bakatoun Ha
CBOI NOXMYypPi Konbopu. AK6K BiH OyB Tpo-
X1 6APBUCTILLNM, TO LLITKOM Mir 61 cnpuii-
MaTUCa 9K MEPCOHaXK AKOroCb OUTAYOro
pPeTpoOMynbTdiINbMY. 3BUUYAMHO, LIeN eckKi3
BMPA3HO AEMOHCTPYE MUCTELLbKUI CTUMb
i BUHaxiONMBICTb XyOOXKHWKA, ane Takox
BiJoOOpaXka€ i TOM KOHTEKCT, enoxy, B aKin
Moro cTBoptoBanu. «Biv» pexkmcepa MHa-
Ta Opn 6yB Bigao3epKaneHHAM CBOro
yacy. Ocy4yaCcHeHUM KnacuuyHum nitTepa-
TYPHUW TBip a OPUHIB aKTyanbHICTO
i.. MponaraHaoto. 3BMYanHoO, 1925 poky
B iHdOpMaLUiIMHOMY MpoOCTOopi XapKo-
Ba He MOr/fia iCHyBaTW CuMIa, Xal HaBiTb
iHOMMaHeTHa, MOTYXHilla 3a CUY KOMY-
HICTMYHOI MponaraHAM Ta MOrYyTHbOIO
nponeTapiaty. HaBiTb Ha Mapci. NepLia
TpeTuHa XX CcT. — ue Mpig i, NEBHOO Mi-
poto, NMponaraHga obpa3ly paasHCbKOoi
NoOUHK, 9Ka He TiNbKKM BigMiHWMa bora,

Show Me Your Martian and I'll Tell You
Who You Are, Or A Theatrical Costume
in The Context of Futuristic Visions

Futurism and the vision of the future
are very expressive and exemplary themes
for any manifestation of art, particularly
theater costumes. After all, this is not only
the territory of an individual artist's imag-
ination, it is also a mirror of society, its ex-
pectations, dreams, hopes, and fears.

If we recall how, back in 1897, H. G.
Wells depicted the situation of contact
with aliens in his novel The War of the
Worlds, we immediately think of danger,
uncertainty, attack, and the powerless-
ness of humanity. He portrays the Mar-
tians themselves as something complete-
ly incomprehensible to our reality. In his
imagination, he brilliantly projects com-
plex technologies inaccessible to human-
ity and invents the nature and physiology
of aliens, unlike Earth. He predicts a plan-
etary catastrophe that will begin when
humans and aliens meet. He shows the
power and threat of uncharted space and
the future (ill. 55).

But if we travel back to 1925 and even
take a cursory look at Anatol Petrytskyi's
sketch of the Martian’s costume for the
play Viy, we can see quite the opposite
picture.

Petrytskyi's Martian is frankly cari-
catured. In fact, he is nothing more than
a walking moonshine still. And he can
hardly threaten humanity with complete
extermination, despite his gloomy colors.
If it were a little more colorful, it could eas-
ily be perceived as a character from some
retro children’s cartoon. Of course, this
sketch clearly demonstrates the artistic
style and ingenuity of the artist, as well
as the context and the era in which it was
created. Viy directed by Hnat Yura was a
reflection of its time. The modernization
of a classic literary work was bursting with
relevance and.. propaganda. Of course,
in 1925, there could not have been a force
in the information space of Kharkiv, even
an alien force, more powerful than the
force of communist propaganda and the
mighty proletariat. Even on Mars. The
first third of the twentieth century was a
dream and, to a certain extent, propagan-
da of the image of the Soviet man who
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ane M nepemorna npupoay, crana ro-
criogjapeM rnmnaHeTM | OCb-OCb CTaHe ro-
crnogapeM BCbOro KOCMOCY.

3BIiACK MU MPOCTEXXYEMO M 3'dBYy Ky-
MeOHOro M TPoxuM Heaoonyroro MapcigaHm-
Ha y TeaTpalibHiM MocTaHoBLUI «Big». BiH

55.

He BpaXa€ HacC TexXHONorigMu, BiH CMi-
LWNTb HAC CBOEK MNPUPOLOOI MPUMITUBHO-
ro po6ota. OgHUM i3 Moro 3aBaoaHb Byno
HaragaTW ragadveBi-pobiTHUKY TpyOy abo
KoTen, AKi BiH WoaHa 6a4ynTb Ha CBOEMY
3aBOACbKOMY PO6GOYOMY MicLli. 3apuMy-
BaTUCA i3 3HAMOMMM PadaHCbKil NoONHI
HEXUTPUM XIMIYHUM MpUnagaam — 6akoM
i 3MIEBMKOM, 33 AOMOMOIOI0 AKUX YKEHYTb
CaMOroH. 3BMYaMHO, BCe Le obirpaHo y
n'eci, aky HanmcaB OcTan BuwHg, i Mae
CBOE MOACHEHHSA B CloXeTi. [poTe Hac Li-
KaBWTb caMe KOCTIOM.

Toyx MW BauYMMO, 9K CUMbHO BiOPI3HA-
IOTbCS 3arpo3/IMBI anoKaninTU4Hi o6pa3u
iHWOMTAaHEeTaH, HapOOXKeHi ysaBolo M ne-
POM BPUTAHCBKOIO MMCbMEHHMKa Hanpu-
KiHLi XIX CT, BiA TOro KoMi4yHOro o6pasy,
AKMM BUHMKAE 3-Nia NeH319 YKPaiHCbKOro
XYOOXXHMKa B MepLUin TpeTMHI XX CT.

TpMauAaTb POKIB MO TOMY CBIT Ha-
KPWE HOBa XBUMA KOCMIYHOI TIMXOMAHKMN.

not only abolished God but also defeated
nature, became the master of the planet,
and is about to become the master of the
entire cosmos.

This is where we see the appearance
of the funny and slightly clumsy Mar-
tian in the theater production Viy. He
doesn’t impress us with his technology,
he makes us laugh with his nature as a
primitive robot. One of his tasks was to
remind the spectator-worker of the pipe
or boiler he sees every day at his facto-
ry workplace. To rhyme with a simple
chemical device familiar to a Soviet per-
son — a tank and a coil used to make
moonshine. Of course, all this is played
out in the play by Ostap Vyshnia and has
its explanation in the plot. But it is the
costume that interests us.

Thus, we can see how different the
threatening apocalyptic images of aliens
born of the imagination and pen of a Brit-
ish writer in the late nineteenth century
are from the comic image that emerges
from the brush of a Ukrainian artist in the
first third of the twentieth century.

Thirty years later, a new wave of space
fever would sweep the world. The 1960s
and later the ‘70s saw the emergence
of numerous works that immersed peo-
ple in romantic fantasies about distant
worlds, incredible technological progress,
and the possibilities for humanity to es-
cape from earthly problems.

In the 1960s, the music of The Beatles
and Elvis Presley is heard in the USA and
Europe. Marilyn Monroe and Audrey Hep-
burn shine on cinema screens. Meanwhile,
in the Soviet Union, a wave of Ukrainian
cultural and intellectual resistance, called
the Sixtiers, emerged in opposition to the
totalitarian regime. Writers, painters, art-
ists, and intellectuals began to reassert
their Ukrainian identity. This, of course,
leads to a new intensification of repres-
sion, imprisonment, and murder. In these
contrasting and tumultuous years, in Lviyv,
at the Maria Zankovetska Theater, a signif-
icant artist Myron Kyprian worked.

In 1960, he created costumes for the
play Faust and Death (ill. 56). This is a play
by a Soviet writer Oleksandr Levada that
wraps philosophy and propaganda in a
wrapper of space exoticism and futurism,
all based on the same communist Soviet



1960-Ti, a gani 1 1970-Ti, — ue nepiog no-
ABW BenmYyesHoi KibKOCTI TBOPIB, AKi 3a-
HYyptOBaun nogen y POMaHTUYHI ¢paHTasii
MNpo ganeki CBiTU, HEMMOBIPHMM TEXHOSMO-
FYHUM MpPOorpec i MOXAMBOCTI NMtoaCcTBa
BMPBATMUCA 33 PaMKM 3€MHUX Npobrem.

B 1960-Ti poku XX cT. B CLLUA Ta €Bpo-
ni nyHae My3uKa «The Beatles» n EnBica
Mpecni. Ha ekpaHax KiHOTeaTpiB CcAOTb
MepuniH MoHpo 1 Oppi XenbepH. TuMm
YyacoM y PaggaHcbkomy Coto3i 9K npoTmaisa
TOTANITapPHOMY PEeXMMy BUHUMKAE XBUNA
YKPAIHCbKOIO KyMbTYPHOIro M iHTENeKTy-
aflbHOro CrpoOTUBY, AKa OTpMMara Ha3By
LictoecatHMuTBO. [MMCbMEHHUKM, XyO0XK-
HUKW, MUTLI 1 IHTENeKTyanm noYmHaroTb
BKOTPE BIOCTOIOBATW BfACHY YKpPaiHCbKy
iOeHTUYHICTb. Lle, 3BMYanHo, Mpmr3BOOMNTb
00 HOBOMO MOCUMAEHHA penpecin, yB'as-
HeHb | BOMBCTB. | OCb Yy Lii KOHTPACTHI
OypxnmBi pokn, y J1bBOBI, B TeaTpi iM. Ma-
Pii 3aHbKOBELbKOI MPaLOE NOTY>KHUI Xy-
OOXXHUK MUpoH KnnpidaH.

ideology. But if we look at the costumes
from this performance, they are com-
pletely different from Petrytskyi's Martian.
This is a great example of visualization of
high-quality science fiction.

The first USSR and USA astronauts
were just preparing for their flights into
space and to the Moon. This topic is ring-
ing out in the air, but there is still a lot of
unknown, and the images of astronauts,
which today seem like a kind of routine
and cliché, were only just being formed.
Real spacesuits were only just being de-
veloped by scientists. If we take into ac-
count that Gene Roddenberry’s cult sci-fi
television series Star Trek would not be
released in the US until 1966, and George
Lucas’' Star Wars appeared on the screens
only in 1977, we can say that the costumes
created by Kyprian were indeed a strong
artistic move, they show that the artist
was at the leading edge of his time.

56.

1960 poKy BiH CTBOPUB KOCTIOMK 00O
BMcTaBm «PaycT i cMepTb» (in.56). e n'eca
pPaOsHCbKOro NMcbMeHHMKa OnekcaHgpa
JleBagu, 9ka B 06ropTKy KOCMIUYHOI eK30-
TUKK N GYTYyPUM3MY 3aropTae dpinocodito Ta
nponaraHay, 3aMillaHi Bce Ha Ti e Ko-

This is the futurism of the 1960s! We
can see that at a time when the world is
engulfed in a real space race and scien-
tific progress is deciding which state will
lead in geopolitical confrontations, there
is a tendency towards futuristic realism in
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MYHICTMUHIN pagaHCbKiv igeonorii. OgHak
KOCTIOMM Y LiiM BUCTaBI B)Xe 30BCIM iHLLIOI
Apupoaun, HiXX MapciaHMH MeTpuLbKOro.
TyT Le 4yOooBMI 3pa30K Bilyanisauii akic-
HOI HayYKOBOI daHTACTUKM.

Mepuwi actpoHaBTn CCCP i CLUA Tinb-
KW FOTYHOTbCH 4O CBOIX MOMbOTIB Y KOCMOC
i Ha Micaub. Lla TemMa BpUHUTL B MOBITPI,
ane e 6araTo He3BigaHoro, i c6pasum Koc-
MOHaBTIB, AKi CbOroHI 30a0TbCA BXXE CBO-
epigHoto ByoeHHICTIo W Knille, To4i nuLie
dopmyBanmca. HaykoBuUi Nue po3po-
61911 cnpaBXkHi ckadaHgpW. AKLWO B3ATH
[0 yBaru, Lo Ky/1bTOBUIM HayKOBO-daHTac-
TUYHUM Tenecepian kmHa PooaoeHbeppi
«30paHUM Wwnax» sumnae y CLUA Tinbku
1966 poKy, a «30paAHi BiMHM» [xopoyka
Jlykaca ax 1977, TO MU MOXXeMO TOBOPU-
TN MNPO Te, WO KOCTIOMU KunpiaHa gincHo
Oynn CUNbHUM MUCTELbKMM XOOOM, AKi
CBioYaTb, WO XyOOXXHUK NepebyBaB Ha Bi-
CTpi CBOro yacy.

Ocb BiH, ¢dyTypmr3amM 1960-x! M 6aum-
MO, LLLO B Mepiof, KO/ CBIT OropTac peasb-
Ha KOCMiYHa rOHUTBA, | HAYKOBMW Nporpec
BUpPILLYE, 9Ka OepykaBa CTaHe rofioByBaT
B reonofiTMYHUX MPOTUCTOAHHSNAX, Y Tea-
TPaNbHOMY KOCTIOMI BUHMKAE TAXKIHHA 00
PYTYPUCTMYHOIO peaniamy. MeToto cTae
nepenbaunTy, BIOKPUTU TAEMHMULO, Bi-
3yanisyBaTu ONa WKMPOKOi Nybnikn HoBy
KOCMIYHY peasnibHICTb, 3MantoBaT repos
CBOIO Yacy — acCTpOHaBTa, BildyasnilzyBaTu
Ha CLEHi BCKO HEMMOBIPHICTb | MOTY>KHICTb
HayKoBOro mporpecy. A ocKinbkn B 1960
POLi HEMOXXNMMBO Oyfo 3aryrnmTmn Kap-
TUHKY PeaibHOro KOCMIYHOro ckadaHapa,
XYOOXHWKY [OOBOOMNOCHA MaKCUMarbHO
3a4itoBaTK CBOLO JTOTiKY, YABY Ta iHTYiLitoO.

Matouun MOXX/TUBICTb no6auymTun
36nM3bKa | HaBiTb MOTPMMATU B pyKax
KOCTIOM acCTpoHaBTa dpocnaBa 3 BWCTa-
B «DaycT i cMepTb» (iN. 46, 47), 4 MOXy
CKa3aTW, Wo BiH HeoAMIHHO BM/JMBaB i
Ha MNacTWMKy caMoro aktopa. Lle obpa3
acTpoHaBTa-NMuapsa. MoXxamMBo, TyT € Yn-
Mano Big BoOosa3Horo ckadaHgpa, ane
OOMiHyBaHHA 6inoro M cpibnacTtoro, KOM-
OiHyBaHHA GaKTypU TKAHUHK i3 BNTIMCKOM
MeTasnly BCE X He NULLAoTb CyMHiIBIiB. Le
Oy>ke MepeKoHNMBUIM KOCMIYHUM 0bpa3s.
LLle 6inbll KOCMIYHUM Yy CBOEMY CYLLiMb-
HOMY cpibnacTtomy 6nmMcky € MexaHTpon,
AKOro MOXXKHa MobaymT Ha GOTO 3 BUCTa-
BM. LLi o6pa3n HacTiNbKM X TeaTpalbHi,
HACKINbKK N peaniCTUYHI.

Ane 3apa3 6ynoe Hamuikasiwe. Yum
€ dyTypu3sM i daHTacTMKa 4149 Hac i ang

theatrical costume. The goal is to predict,
reveal the secret, and visualize a new cos-
mic reality for the general public. To por-
tray the hero of our time — the astronaut.
To visualize on stage the incredibility and
power of scientific progress. But since in
1960, it was not possible to Google a pic-
ture of a real spacesuit, the artist had to
use his logic, imagination, and intuition to
the maximum.

Having had the opportunity to see
up close and even hold in my hands the
costume of the astronaut Yaroslav from
the play Faust and Death (ill. 46, 47), 1 can
say that it certainly influenced the actor’s
movement. This is the image of an astro-
naut-knight. Perhaps there is a lot of the
working diver’s suit here, but the dom-
inance of white and silver, and the com-
bination of fabric texture and metal shine
still leave no doubt. This space image is
very compelling. Depicted in the perfor-
mance photo Mechanthrope looks even
more cosmic in its solid silver shine. These
images are as much theatrical as they are
realistic.

But now comes the most interesting
part. What do futurism and science fic-
tion mean to us and art today, in our time?
For Anatol Petrytsky, as well as for Marilyn
Monroe, and even more so for H. G. Wells,
the year 2024 was an unattainably distant
territory of fantasies, dreams, and predic-
tions. But now we are already living in this
fantastic twenty-first century. How has
the theater costume changed over this
time, and has it?

What are we fantasizing about to-
day? Where are we trying to look when
the whole of humanity has long ceased
to follow the launches of space satellites,
and children are no longer named after
astronauts?

In My opinion, over this time society
has slightly changed the focus of its fanta-
sies, hopes and fears. We are not so much
worried about contact with aliens as we
are concerned about the development of
our technologies, the risks of artificial in-
telligence, environmental disasters, and
the possibility of humanity's self-destruc-
tion. Technology is developing very dy-
namically today. Information is spreading
as fast as ever before. Our reality isincreas-
ingly immersed in the virtual dimension.
All this cannot but affect art. The theater.
The theater costume.



MUCTEeLTBa CbOroaHi, B Hawi gHi? Ong
AHaTong MNeTpumubKoro, gk i ona Mepwuniu
MoHpOo,aTuUM Binblue ana lfepbepTa Benn-
ca 2024 pik 6yB HeJOCHKHO AaneKot Te-
puTopicto daHTasin, Mpin i NnepenbadeHb.
Ane oCb, M1 3 BaMU BXKe YXMBEMO B LIbOMY
daHTacTMyHOMy XXI CT. 9K 3MiHMBCA 3a
e 4ac TeaTpalbHMM KOCTIOM | UM 3Mi-
HMBCA?

Mpo Wo MM PpaHTalyeEMO CbOrogHi?
Kyamn MM HamMaraemocsa 3a3upHYTU, KOMu
3a 3aMnycKaMm KOCMIYHUX CyMyTHUKIB OaB-
HO BXXe rnepecTanu CTeXWUTW BCIM Ntoa-
CTBOM, a iMeHaMW KOCMOHaBTIB [OaBHO
B)Xe He Ha3uBaloTb aiten ?

Ha Moto ayMmKy, 3a Len 4yac cycninb-
CTBO TPOXM 3MIHWTO GOKYC CBOIX daHTa3iN,
crofiBaHb i cTpaxiB. MU He Tak TypbyeMo-
Ca Yyepes KOHTaKTM 3 iHWonJIaHeTaHaMu,
Hac Oinblue HEernokKoiTb PO3BUTOK BRac-
HUX TEXHOSOTIN, PU3MKN PO3BUTKY LLUTYY-
HOrO IHTEeNeKTy, eKOMNOriYHi KaTacTpodu
i MOXNMBICTb CaMO3HULLEHHSA MoaCcTBa.
TexHonorii cboOrogHi PO3BUBAOTLCA OyXKe
AVMHaMIYHO. |IHdopMaLia PO3MOBCIOOKY-
€TbCA TaK LWBMOKO, AK HIKOAWM paHile.
Halula peanbHicTb Bce GiNnblie 3aHypPIOETb-
csa y BipTyanbHUIM BUMIp. Lie Bce He MOoxke
He BMNMMBaTM Ha MUCTeUTBO. Ha TeaTp. Ha
TeaTpanbHUM KOCTIOM.

B LbOMY KOHTEKCTI LiKaBMM MpuKia-
OOM MOXYyTb CTaTU KOCTIOMW A0 6anety
«System Al» (in. 57), aki MNaHHa InaTbeBa
CTBOpWIA ANa YKPaiHCbKO-6pUTAaHCbKOIo
npoekTy 2021 poKy. TyT KOMMOHEeHTOM dy-
TYPUCTUYHOI nNpobnemMatuky BUCTyMNae
LWTYYHMM iHTeNnekKT. [aHHa 3Haxoa4uTb CBil
cnoci6 Bizyanizauii uboro motmBy. Oc-
HOBHWM BUPA3HMM 3aCOO0OM Y ii pilleHHI €
AEKOP, BUKOHAHMM Yy TeXHIiLi annikauii. BiH
BoOHoOYac € i dakTypoto, i abCTPaKTHUM
OpHaMeHTOM, Lo 6Ge3nepeyHo CTBOPHOE
acoLlialuii 3 XapakKTepHUM MantoHKOM |
CTPYKTYPOIO MiKpPOCXeM Ta MTaCcKuX Liemn-
PiB-KabeniB. XyOoXKHULS NPOMNOHYE rpaTu
B LINTKOM 3pO3yMiny rpy, BMOyOoOBYyOUM
NOFIYHMIM NAaHLUIOT: WUTYYHUI iHTeNneKT —
KOMM'IOTEPHA TEXHOMOria — eNeKTPOoHIKa,
MiKPOCXeMW, Yinm — Bi3yalbHUMN MOTUB i
MaTepian o9 CTBOPEHHS yni3HaBaHOro n
3po3yMifnioro ob6pasy. B TakoMy pilleHHi
OEeMOHCTpaLia, BMBOPIT 3cepeaunHn Ha-
30BHI BCIX LUMX «€NEKTPOHHUX HYTPOLLIB»
TpaHCHOPMYE TEXHOMNOrIO B €CTETUKY |
BM3Ha4aE ii (@ B LbOMY BUMaAKy L& LWTyuy-
HWUI IHTENEKT) 9K OCHOBHUI dpakTop dino-
COPCbKUX, CBITOMMAOHMUX PO3OYyMIB i Nu-
TaHb MOCTAHOBKMW.

In this context, an interesting exam-
ple is the costumes for the ballet System
Al (ill. 57), that Hanna lpatieva created for
the Ukrainian-British project in 2021. Here,
artificial intelligence is a component of
the futuristic theme. Anna finds her way
of visualizing this motif. The main expres-
sive tool in her solution is the decor made
using the application technique. It is
both a texture and an abstract ornament,
which together undoubtedly create as-
sociations with the characteristic pattern
and structure of microcircuits and flat
cable loops. The artist proposes to play a
completely understandable game, build-
ing a logical chain: artificial intelligence
— computer technology — electronics,
microcircuits, and chips as a visual motif
and material to create a recognizable and
understandable image. In such a solu-
tion, the demonstration, the inside-out
of all these ‘electronic insides’, transforms
technology into aesthetics and defines it,
and in this case, artificial intelligence, as
the main factor in philosophical, ideologi-
cal reflections, and staging issues.

75



76

Takn MeToq NexxuTb, HampuKiag, B
OCHOBI CTBOPEHHS KOHLENMLi, eCTeTUKM
M 3aKOHIB LIIOro BCECBiTY CTUMMAHKY,
AKMM Ba3yeTbCA Ha TeXHOMNOoriax NapoBoi
MaLllnHepii.

KocTioMun MaHHM INaTbeBOI aKTyanbHi
M cydyacHi Ha BUrNgaQ, Npu TOMy B MeHe
0COBUCTO BMHUKAE MOTYXKHa acoulialia 3
KOCTIOMOM TOlO > TaKM acTpoHaBTa Apoc-
naBa 3 BUcCTaBM «PaycT i cMepTb». Npu
BCi CBOiM HECXOXOCTI, Mi>XX LMK ABOMaA
XYOOXHIMU PILLEHHAMM MPOCNIOKOBYETb-
CA MPUHLUWMMN BUKOPUCTAHHA TexHIYHUX
BY3/iB AK OEKOPATUBHOIO efleMeHTa, rpa
3 dpakTypaMu MaTepianiB i BUKOPUCTaH-
HA cpibnacToro MeTaneBoro 61MCKY AK
Mapkepa OYyTYPUCTUYHOCTI, KOCMIYHOI
abo X Henwacbkoi nNpupoan. MicugamMm
PUMYIOTbCA HaBiTb KOMbOPOBI MOEOHAH-
HA YepPBOHOIo 3 MeTanoM. NpoTe KOCTHo-
MK |INaTbEBOI, Ha BiOAMIHY Big KOCTIOMIB
KunpigHa, HaBmaku, dakTU4HO no3baBs-
NEeHHI BMNAMBY Ha MNMacTUKy TiNa, y UboMy
BMMaAKy TaHLIBHUKIB. Ii KoCTIOMM TaKoXK
BiNbll BUTOHYEHI | HEe MatoTb Ti€i BayKKO-
CTi M MaTepianbHOCTI, AKa MPUCYTHA B KO-
cTioMax 00 BUcTaBu «DaycT i cMepTb». Lle,
9K Ha MeHe, LINTKOM 3p03yMifio, agyxke Ku-
MpidgH CBOro 4yacy mocunaBca Ha OoBoOni
rpy6i, 3a CcborofHilWHIMK MipKaMu, Koc-
MiYHi TexHonorii 1950—60-x.

TM 4YacoM InmaTbeBa Npautoe i3 pe-
depeHcaMmM Ha Cy4dacHi eneraHTHi Tex-
HOMOrIYHI pilleHHda, 9Ki Bce Binblue po3-
BMBAOTbCA Yy HamnpsaMKy HaHOBUMIpIB.
3BMYAMHO, LS MNapanefib MK MUTUAMM i
KOCTIOMaMK 00 OBOX MOCTaHOBOK € Cy6'eK-
TUBHUM CYIKEHHAM | He MOo)e Cnpun-
MaTMCAa 49K @iKcauig HacnigyBaHHA 4K
iHWoro ceigoMoro 3B'dA3Ky. [1poTe BoHa
OEMOHCTPYE, LLIO HaBiTb BiACTaHb y 60 po-
KiB, GOKyCyBaHHSA Ha PIi3HMX MpobnemMax,
KepyBaHHA PI3ZHUMMK i0€0NOTYHUMKM 3a-
BOAHHAMM, poboTa B aBCOMOTHO Pi3HMX
yMOBax He OOOB'A3KOBO 3MiHIOE fOedaki
6a30Bi MPUHUWMW N MeToaM B POBOTI Xy-
OOXXHMKa, NpoLeci MoLwyKy M CTBOPEeHHA
Xy[OOXHbOIo 06pa3sy.

B cBOiM NpakTMLi 9 MaB gocBsig pobo-
TN Hah GYTYPUCTUUYHOK BUCTABOKD «AH-
apoig. Homep Ha TBOIM cnuHi» (in. 58),
cTBopeHo 2019 poky. CneuianbHO An4
LbOro MpoekTy [anuvHa JIncrBak Hamwu-
cana n'ecy. 4 He Byay 3ynNUHATUCA Ha O0-
BOJTi HEOOHO3HAYHOMY CIOXKETI, 30cepe-
I>KYCb NMLLIE Ha KOCTIOMI OOQHOro 3 OBOX
FOMTIOBHUX MEepPCOHaXiB. AHApoia Myp
— ue [iB4YMHa-aHOpoid, CTBoOpeHa, Wob

This method, for example, is the
basis for creating the concept, aesthet-
ics, and laws of the entire universe of
steampunk, which is based on steam
technology.

Hanna Ipatieva's costumes look rel-
evant and modern, and | personally have
a strong association with the costume
of the astronaut Yaroslav from the play
Faust and Death. For all their differenc-
es, these two artistic solutions share the
principle of using technical components
as a decorative element, playing with
the textures of materials,and using silver
metallic shine as a marker of futuristic,
cosmic, or non-human nature. In some
places, even the color combinations of
red and metal rhyme. However, |patie-
va's costumes, unlike those of Kyprian,
are virtually devoid of any impact on
the body movement, in this case, of the
dancers. Her costumes are also more re-
fined and lack the heaviness and mate-
riality present in the costumes for Faust
and Death, which | think is quite under-
standable, since Kyprian once referred
to the rather crude, by today's standards,
space technology of the 1950s and 60s.

In turn, Ipatieva works with refer-
ences to modern elegant technological
solutions that are increasingly develop-
ing towards nano dimensions. Of course,
this parallel between the artists and the
costumes for the two productions is a
subjective judgment and cannot be tak-
en as a record of imitation or any oth-
er conscious connection. However, it
demonstrates that even a distance of 60
years, focusing on different problems,
managing different ideological tasks,
and working in completely different
conditions does not necessarily change
some basic principles and methods in
the artist's work, the process of search-
ing for and creating an artistic image.

In my practice, | had the experi-
ence of working on the futuristic play
Android. The Number on Your Back
(ill. 58). This performance was created in
2019, and a play was written by Halyna
Lystvak specifically for this project. | will
not dwell on the rather ambiguous plot
but rather focus on the costume of one
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58.

OyTM ocobucTolo MoMidHuueto. B diHani
BUCTaBW Msa0ay Oi3HAETbCH, WO BOHa €
CMpaBXXHbOO MIOOMHOLO, a X/10MNeLb, AK1M
3aMoBMB ii cobi MoLITOK, HaBMakKW, € pPo-
60TOM-aHAPOIOOM, XOo4Ya caM MpPo Le He
nigo3ptoBaB.

ToXX MOIM 3aBOAQHHAM 9K XYOOXHWKA
6yno 3HanTK LUen obpa3 cy4dacHOro aH-
Opoifa-XiHKM. koo BOHa Ma€ ByTH, AKLLO
TeXHoMNorii OOCArHyTb Takoi OOCKOHano-
CTi, WO ii HEMOXXNMBO Byae BiApIi3HUTK Bif,
YKUBOT NoaANHM? Pa3oM i3 TUM rnagady oo
camoro diHany Mae 6yt BNeBHEHWM, LLO
nepen HMM CrpaBXXHiM aHapoia.

A nogymas, Lo 9K6M 9 NpautoBaB Ha
dipMy, 9Ka BUpoOBNFE aHOPOIOiB i MeHe
6 nonpocunn 3pobutM OM3amH HOBOI
Moadeni OiBYMHU-MOMIYHULI, 9 TOYHO He
XOTiB 6U pPoBUTK ii Bi3yanbHO arpecms-
HOK UM MNigKpecneHo TeXHOMOriYHot. ¢
61 cnpobyBaB MaKCMManbHO MpPUXoBaTK
LLi 9AKOCTi | CTBOPUTM iNtO3ito NoaAHOCTI.
A xoTiB 6u, Wo6 Taka AiBYMHa-aHOPO-
i0 BUMPOMIHIOBaNa NarigHicTb, 3aTULLOK,
4YyTTEBICTb. AyKe ii Mormm 6 BUKOPUCTO-
BYBaTW AK Mogpyry, gka 6 cyrnpoBOOY-
Bana [OiTeM OO0 WKOMW, 9K BUXOBATESMbKY,
0COBUCTY BOAINKY, BUNTENbKY iHO3EMHOI
MOBW, KOMMAHbMOHKY AO19 MNPOrynsaHoK

of the two main characters. Android Mur
is an android girl designed to be a per-
sonal assistant. At the end of the play,
the spectator learns that she is a real
human, and the guy who ordered her by
mail is a real android robot, although he
does not know it.

So, my task as an artist was to find
this image of a modern android woman.
What should she look like if technology
reaches such perfection that it is impos-
sible to distinguish her from a living per-
son? But at the same time, the audience
must be sure that they are seeing a real
android throughout the performance
until the finale.

| thought that if | worked for an an-
droid company and was asked to design
a new model of a girl assistant, | would
definitely not want to make her visual-
ly aggressive or overly technological. |
would try my best to hide these quali-
ties and create the illusion of human-
ity. | would like such an android girl to
shine with gentleness, comfort, and
sensuality. After all, she could be used
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UM HaBIiTb KOXaHKy. Lla ©GaratodyHKLio-
HalTbHICTb | MaKCKMarbHa NPUBabNMBICTb,
AKa Ma€ MnpuKpalwaTM ¥ HanoBHIOBATU
TEMNNOM YXUTTA [OiM CaMOTHbOI NMoAVHWN,
MOBMHHa Oyna BTINUTUCb Y GKUNCb Oy)Ke
3po3yMinuimn obpas. CaMe TaK BUHMKNA
ineqa noegHaTU MpPuBabNMBY OiBYMHY 3
OJOMaLHIM yntobneHueM. XTo He NobuTb
KOTUKIB? XTO, 9K He KillKa, pobuTb KBap-
TUPY CNPaBXHIM 4OMOM? 3BigcK 3'aBMNoO-
ca 6araTo pileHb. Hanpuknaag, CTOCOBHO
nig6opy TKaHWHW. KocTioM AHOpoiga ne-
pPeBaYkHO OKCAaMUTOBUMM. M'aka M BaXkKa
TKaHWHA MMUOOKO-YOPHOIo KOMbopy 4y-
OOBO BignoBigae 6a)xaHOMYy eMOLiIMHOMY
M acouiaTMBHOMY HaMoBHeHHIO.  B3ara-
Ni He XOTiB BMKOPWCTOBYBATW »OOHOMO
MNACTUKY, MeTany Y iHLWMX TeXHOMNOoriy-
HUX, «XOMTOAHWX» MaTepianiB. HaBnakwy,
A9 0eKOpYBaHHSA KOCTIOMa S BUKOPKCTaB
PYUHY BULLMBKY. [i OMOBHIOBaNo penbed-
He CTeOHyBaHHA, dKe OKpIM OekopaTuB-
HOro edeKTy HaJaE€ TKaHWHI 1 ogary Miu-
HOCTI Ta cnopigHeHoCTi 3 obnagyHKaMu.
M'akMMK, OKCaMUTOBUMMK, BULLUTUMU
KBiTaMW obnagyHkamMu. Baknmso 6yro,
106 Lien obpa3 6yB MaKCMMaNbHO »KiHOY-
HUM. CaMme ToMy AHOpoIg Myp BOSrHeHa
Yy CMigHULIO, @ BEPXHA YaCTMHa ii KOCTioMa
Ha WHYypiBL,. Bce Tino 3akpuTe, HOrM B Ae-
KOPOBaHWX pPenbeEPHUMU CTIGKaMKM 1OCU-
Hax, PyKM B pyKaBM4YKax, rONoBHUK yBIp,
Haye LWOo/oM, 3aKpMBaAE BOMOCCH M LLUUIO.
HenokpuTUM NULLAETbCA NnLLe obnmyyq,
ane v BOHO MOBHICTIO 3adapboBaHe rpu-
MoM. Lle cBoepigHMM edbeKT NanbKu.

A CcBiOOMO MO€AHYBaB YKPaAiHCbKI,
EBPOMENCbKI MOTMBU 3 AMOHCbKMMMW.
CboOrogHi AMNOHCbKMM BAMMB Y MacoOBIMN
KyNbTYpi, MUCTELTBI M TEXHOMNOriAX Oy»Ke
BENMKMM. 3peLuToto, 1 NoayMaB, Lo aKou
XTOCb i 3aMOBNAB PO3POOUTU AM3aNH ONS
HOBOI Moaeni OOCKOHaNoro aHagpoiga, ue,
LBMALLe 3a Bce, byna 6 anoHcbka KoMna-
Hig. Tak B 0OHOMY TeaTpalibHOMY KOCTIOMI
nepenniTaeTbca Oy)e baraTo pi3HMX 3a-
BOAHb, AYMOK, HampautoBaHb i daHTasin.

KocTioM AHOpoiga Myp — ofHa 3 MOiX
yntobneHmnx BnacHmx pobit. e Ha eTani
3aQyMy 9 po3rgnaB Moro i B KOHTEKCTI
BMCTaBM, i 9K caMogoCTaTHIM TBip. Big ca-
MOrO NMo4YaTKy Moro 6yno po3pobreHo anga
aKTopKK Jlapucun LenoymMoBoi, g9ka npo-
TAroM N'aT¥ POKIB BUKOHYBana L porb,
i 3pelTolo, Pofib Tex Oyno MPUOYMaHO
came gn4a Hel. PasoM i3 TuM a 6ady Len Ko-

as a friend who would accompany chil-
dren to school, as a tutor, personal driv-
er, foreign language teacher, walking
companion, or even a lover. This multi-
functionality and maximum attractive-
ness, which should decorate and fill the
life and home of a single person with
warmth, had to be embodied in a very
clear image. That's how the idea to com-
bine an attractive girl with a pet came
about. Who doesn't love cats? What
better way to make an apartment a real
home than with a cat? This gave rise to
many solutions. For example, in terms of
fabric selection. Her costume is mostly
velvet. Itis a soft and heavy fabric of deep
black color, perfectly matched to the de-
sired emotional and associative content.
| did not want to use any plastics, metal,
or other technological, ‘cold’ materials
at all. On the contrary, | used hand em-
broidery to decorate the costume. It was
complemented by embossed stitching,
which, in addition to the decorative ef-
fect, gave the fabric and clothes strength
and aresemblance to armor. That is why
Android Mur is wearing a skirt and the
top of her costume is laced up. Her entire
body is covered, her legs are in leggings
decorated with embossed stitching, her
hands are gloved, and her headdress
covers her hair and neck like a helmet.
Only the face remains exposed, but it is
completely covered with make-up. This
is a kind of doll effect.

| consciously combined Ukraini-
an and European motifs with Japanese
ones. Today, Japanese influence in pop-
ular culture, art, and technology is very
strong. Finally, | thought that if someone
were to commission a design for a new
model of the perfect android, it would
most likely be a Japanese company. This
is how a lot of different tasks, thoughts,
developments, and fantasies are inter-
woven in one theater costume.

The costume of Android Mur is one
of my favorite creations of my own. From
the very beginning, | considered it both
in the context of the performance and
as a self-sufficient work. It was originally
designed for the actress Larysa Shelou-



CTIOM i IK BUCTABKOBUM OB'EKT y MPOCTOPI
ranepei Ym iHLWOoro cy4acHoOro iHTep'epy.

B Lin poboTi He Byno 6a)kaHHA Npo-
OEMOHCTPYBATWU HEMMOBIPHI TexHonorii
UM MOTPAMUTU Y BXKe NepeBipeHmM KaHOH
0b6pa3y poboTa-aHOpPOiIaa, AKMN MM YacTo
6aummMo y dinbMax. HaBnaku, 4 HamMaraeca
3HanTK 0bpas, aKkMM Byae 3adinaTh No4yT-
T4 | 3a4apoOBYBaTM CBOEK HE3BUYHICTIO M
TOYHICTIO BogHO4ac.

AHOpoig Myp — Lie 30BCIiM He KyMef-
HUM MapcigHuH AHaTonga [eTpULUbKOro,
BiH Tak caMo OJanekumn Big MexaHTpona um
AcTpoHaBTa ApocnaBa KunpidaHa i HaBiTb
BiO aHAOpoigiB NaHHKM IMaTbeBOI.

MeHi 30a€Tbcs, WO OOHIED 3 pPUC Cy-
YacHoOro yTypu3My € PO3YMiHHS TOrO, LLIO
MaMByTHE He MPUXOONTb BUKITKOYHO 3 TEX-
HONOrAMM YN EK3OTUYHUMUM 30BHILLHIMU
TpaHchopMaLLigMM TiNa, BOHO MPUXOOUTb
3 MEPEOLIHKOK | 3MIHOK CAPUNHATTS
3BUYHMX, HABiTb BaHaNbHUX ONA NIOONHMN

Ha 3aBeplUeHHs BapTO CKasaTu, Lo
TeaTpallbHUIM KOCTIOM OJHaKOBOK Mi-
PO BigA3epKantoe 9K 3arasbHi pucu
TeHOeHLUii cBOEi enoxmn, TaK i yHiKanbHy
0COBUCTICTb cBOro apTopa. lloaBa »Ku-
BOro XyOOXXHbOro obpa3sy € pe3ynbraToMm
CNPaB)XHbOro CUMBIO3Y MiX KOCTIHOMOM
i akTopoM, nepdopMepoM 4YM TaHLiB-
HUKoM. CaMe uel obpa3 6aunTb nepen
coboto rnapad. TeaTpalbHUM KOCTIOM €
YyacTuHolo nepdopMaHcy UM BUCTaABMU,
asie Moro TaKoXX MOXHa po3ragath 9k
CaMOOoCTaTHIM TBip 06pPa3oTBOPUOro
MMCTEeLTBa, BTINeHNN y rpadiyHOMY ecKi-
3i abo Npe3eHToOBaHUM 9K apTOB'eKT y ra-
nepei Ha MaHeKeHi YM Ha »XUBIiK Mooeni
Ha NoKa3i.

Bce Le 3axon/toe v 3a4apoByE MeHe
AK XYOOXXHMKA, AOCNiAHMKa | rnagaya.

BorpaH Moniwyk,

XYOOXXHUK, peXxucep, cniB3acCHOBHUK

O Nanepeqa cueHorpadii, Mi>kHapogHOro
decTmBanto J1bBiBCbKe KBagpicHane
CueHorpadii

mova, who played the role for five years,
and eventually, the role was invented
for her. At the same time, | see this cos-
tume as an exhibition object in a gallery
or other contemporary interior.

In this work, | did not rely on the ef-
fect of demonstrating incredible tech-
nologies, | did not want to fall into the
already proven, one hundred percent
working canon of the android robot im-
age that we often see in films. On the
contrary, | tried to find an image that
would touch the senses and captivate
with its strangeness and accuracy at the
same time.

Android Mur is not Anatol Petryt-
skyi's funny Martian at all; he is as far
from Mechantrope or Yaroslav Kyprian's
Astronaut as he is from Hanna lpatieva’s
androids.

In conclusion, | would say that the-
atrical costume equally reflects both the
general features and trends of its era
and the unique personality of its creator.
The emergence of a living, artistic image
is a result of a true symbiosis between
the costume and the actor, performer,
or dancer. It is this image that the spec-
tator sees in front of them. Being a part
of a performance or a play, a theatrical
costume can also be considered a piece
of fine art in its own right, embodied in
a graphic sketch or presented as an art
object in a gallery on a mannequin or a
live model at a show.

All this fascinates and captivates me
as an artist, researcher, and spectator.

Bohdan Polishchuk

Artist, director, co-founder of
the Scenography Gallery NGO,
the international festival Lviv
Scenography Quadrennial
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JlrogMuna HaropHa
1958 p. H.

59.

KocTioMm OKcaHu (TBopYa Bepciqa)

[0 ornepu «3anopoxeLllb 3a yHaem»

C. [ynaka-ApTeMOBCbKOIo

JTbBiBCbKa HaLlioHanbHa onepa, 2023
OupureHTka-noctaHoBHMUA |. CTacKMLLMH
Pexxmcepka-nocrtaHoBHMUA O. TapaHeHKO
®oTtorpad b. Mowwmeanno

Oksana’s costume (creative version)

for the opera A Zaporozhian Beyond

the Danube by Semen Hulak-Artemovskyi
Lviv National Opera, 2023
Conductor-director Iryna Stasyshyn

Stage director Oksana Taranenko
Photographer Bohdan Poshyvailo



60.

KocTioM OKcaHM o onepun «3anopoxkelib 3a
OdyHaem» C. Tynaka-ApTeMOBCbKOIro
JTbBiBCbKa HalioHanbHa onepa,

2023

OunpureHTka-noctaHoBHMUA |. CTacULIMH
Pexxmncepka-noctaHoBHMUA O. TapaHeHKO
Ha ¢oTto O. CaBiHa

®oTorpad A. CiTapCbkui

Liudmyla Nahorna
Born in 1958

Oksana’s costume for the opera

A Zaporozhian Beyond the Danube
by Semen Hulak-Artemovskyi

Lviv National Opera, 2023
Conductor-director Iryna Stasyshyn
Stage director Oksana Taranenko

In the photo: Olha Savina
Photographer Andrii Sitarskyi
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HaTania PuaBaHeubKa
1958 p. H.
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61, 62, 63.
Ecki3n KocTioMiB
00 BMCTaBM «Hocoporu» E. MoHecko
YepKacbkMiM akageMidHnm obnacHum
YKPAIHCbKMW My3UYHO-ApaMaTUYHWNM TeaTp
iM. T. I. LeBueHKa, 2022
Pexkmncep C. CagaknieB
CueHorpadia C. PugBaHeL bk
Manip ToHOBaHWM, doMacTep, annikawia
24,5 x 69,5 cm
®oTtorpad b. Mowwmeanno

Sketches of costumes for the play Rhinoceros
by Eugéne lonesco

Cherkasy Academic Regional Ukrainian Music
and Drama Theater

named after Taras Shevchenko, 2022

Directed by Stanislav Sadakliiev

Scenography by Serhii Rydvanetskyi

Tinted paper, felt-tip pen, application
245x69.5cm

Photographer Bohdan Poshyvailo



64, 65.
CueHn 3 BUCTaBM
«Hocoporu» E. MoHecko
YepKacbkMiM akageMidHnm obnacHum
YKPAIHCbKMW My3UYHO-ApaMaTUYHWNM TeaTp
iM. T. I LLleBYeHKa,
2022
Pexkmncep C. CagaknieB
CueHorpadia C. PugBaHeL bk
®oTtorpad A. LLlenenb

Nataliia Rydvanetska
Born in 1958

Scenes from the play Rhinoceros

by Eugéne lonesco

Cherkasy Academic Regional Ukrainian Music
and Drama Theater

named after Taras Shevchenko,

2022

Directed by Stanislav Sadakliiev

Scenography by Serhii Rydvanetskyi
Photographer Andrii Shepel
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NaHHa InaTbeBa
1971 p. H.

66.

Ecki3 kocTioMiB MpUABOPHUX TaHLIBHUKIB
0o onepu «Pironetto» k. Bepai
HauioHanbHa onepa YKpaiHu, M. Knig, 1998
OMpUreHT-nocTaHoBHWK M. [aatopa
Pexkmncepka-rnocraHoBHMUA |. MonocToBa
CueHorpadia A. 3n106iH

Manip, akBapernb, oniselb, 6poH30Ba Ppapba
73 x 515 cm

®oTtorpad b. Mowwmeanno

Sketch of the Court Dancers’ costumes
for the opera Rigoletto by Giuseppe Verdi
National Opera of Ukraine, Kyiv, 1998
Conductor-director Mykola Dyadyura
Stage director Iryna Molostova
Scenography by Andrii Zlobin

Paper, watercolor, pencil, bronze paint

73 x 51.5cm

Photographer Bohdan Poshyvailo



67.

Ecki3 KocTioMa EBnipakcii

no 6anety «€Esnpakcia» O. KaHepuwTelHa
XapKiBCbKMIM HaLioOHaNbHMM aKageMivyHnM
TeaTp ornepu Ta Ganety iM. M. JlnceHka, 1993
Banetmenctep A. AcatypsaH

CueHorpadia A. 3n106iH

Manip, oniBeub, akBapenb

57 x 42 cMm

®oTtorpad b. Mowwmeanno

Hanna Ipatieva
Born in 1971
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Sketch of Eupraxia’s costume for the ballet
Eupraxia by Oleksandr Kanerstein

Kharkiv State Academic Opera and Ballet
Theater named after Mykola Lysenko, 1993
Choreography by Ashot Asaturyan
Scenography by Andrii Zlobin

Paper, pencil, watercolor

57 x 42 cm

Photographer Bohdan Poshyvailo
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FaHHa InaTbeEBa
1971 p. H.

68.

Ecki3 kocTtomMa Jlnca

0o apam-6anety «ManeHbK1i NpuHL»
HauioHanbHMM akageMiyHUM opamMaTUdHnI
TeaTp iM. |. DpaHka, M. Kuig, 1994
Xopeorpad I KoBTyH

CueHorpadia A. 3n106iH

Manip, akBapenb. 72,5 x 41 cMm

®oTtorpad b. Mowwmeanno

Sketch of the costume of the Fox

for the drama ballet The Little Prince
National Academic Drama

Theater named after Ivan Franko, Kyiv, 1994
Choreographer Heorhii Kovtun
Scenography by Andrii Zlobin

Paper, watercolor. 72.5 x 41 cm
Photographer Bohdan Poshyvailo



69.

Eckiz kocTtoMa o 6anety «[ep MoHT» E. Mpira
TaTapcCbKMIM akageMidHMI TeaTp onepu Ta
G6anety iM. M. [pkaning, 2003

Xopeorpad N KoBTyH

CueHorpadia A. 3n106iH

Manip, po3apyK, akBapenb, oniBelb

21 x 29,7 cm

®oTtorpad b. Mowwmeanno

Hanna Ipatieva
Born in 1971

Sketch of the costume

for the ballet Peer Gynt by Edvard Grieg
Musa Calil Tatar Academic Opera and Ballet
Theater, 2003

Choreography by Heorhii Kovtun
Scenography by Andrii Zlobin

Paper, print, watercolor, pencil. 21 x 29.7 cm
Photographer Bohdan Poshyvailo
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NaHHa InaTbeBa
1971 p. H.

70.

KocTiom Xy4uunum

0o 6anety «[JoMMoBoHbka» tO. LLieBYeHKa
OupureHT-NnocTaHOBHWK B. BpybneBcbkini
Xopeorpad-nocTaHOBHUK,

pexuncep . CeBOAH

OOecbKMiM HauioHaNbHUIM akageMiyHUi TeaTp
orepu Ta 6baneTty, 2023

Cockchafer’s costume

for the ballet Thumbelina by Yurii Shevchenko
Conductor and director Volodymyr Vrublevsky
Choreographer,

director Harri Sevoyan

Odesa National Academic Opera and

Ballet Theater, 2023
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Ecki3 kocTioMa Mypaxu-pobiTHUKa

[0 NMOCTaHOBKU «KoMapuHe Becinia»

(«Bce, Wwo HaMm Tpeba, Le ntobos») J1. NanyTcaH
TaHUtoBaNbHMM aHCaMbb «LLyMka»

M. EoDMOHTOH, KaHaga, 2018

Pexxmncep J1. Cepenia

Xopeorpadia J1. Cepena, . lodmaH,

T. Opwuctok, IN. OninHMK

Manip, dnomMacTtep, akBapenb. 28,5 x 21,5 cm
®oTtorpad b. Mowwmeamno

Sketch of the Ant Worker'’s costume for the
production Mosquito Wedding

(All You Need Is Love) by Lona Galutsan
Dance ensemble Shumka

Edmonton, Canada, 2018

Directed by Les Sereda

Choreography by Les Sereda, Joseph
Hoffman, Tasha Orysiuk, Paul Olijnyk
Paper, felt-tip pen, pen, bronze paint
27 x 21cm

Photographer Bohdan Poshyvailo

72.

Hanna Ipatieva
Born in 1971

Ecki3 kocTioMa MamMumn Myxu

[0 MOCTaHOBKM «KoMapuHe Becinna»

(«Bce, wo Ham Tpeba, Lie noboB») J1. ManyTcaH
TaHutoBanbHMIN aHcaMbb «LLyMKa»

M. EaMOHTOH, KaHaga, 2018

Pexxuncep J1. Cepena

Xopeorpadia I1. Cepena, k. TodmaH,

T. Opuctok, IN. OninHUK

Manip, dnomacTep, py4ka, bpoH3oBa dapba
27 x 21 cm

®oTorpad b. Mowmeamno

Sketch of Fly's Mother’'s costume

for the production Mosquito Wedding
(All You Need Is Love) by Lona Galutsan
Dance ensemble Shumka

Edmonton, Canada, 2018

Directed by Les Sereda

Choreography by Les Sereda, Joseph
Hoffman, Tasha Orysiuk, Paul Olijnyk
Paper, felt-tip pen, pen, bronze paint
27 x 21cm

Photographer Bohdan Poshyvailo
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IHecca Kynb4yumubKa
1972 p. H.

73.

N A AT - P -
AT SID A I T A

- -

Ecki3 KocTioMIB 00 BUCTaBW «3aCBITHE TaHIo»
3a poMaHoM 0. BUHHWMYYKa «TaHIro cMepTi»
J1bBiBCbKUIM aKageMivyHnM obnacHUM TeaTp
nanbok, 2021

Pexxmncepkn Y. Mopos, d. TutapeHko

Manip, onieeub, annikauida. 70 x 50 cm
®oTtorpad b. Mowwmeamno

Sketch of costumes for the play Sunset Tango
based on the novel Tango of Death

by Yuriy Vynnychuk

Lviv Academic Regional Puppet Theater, 2021
Directed by Uliana Moroz, Yana Tytarenko
Paper, pencil, application. 70 x 50 cm
Photographer Bohdan Poshyvailo



74.

KOoCTIOM 3 BUCTaBW «3aCBIiTHE TaHIo»

3a poMaHoM 0. BUHHKMYYKa «TaHIro cMepTi»
J1bBiBCbKUIM aKageMiuyHnM obnacHUM TeaTp
NANbOK,

2021

Pexxmncepkun Y. Mopos, A. TutapeHKo

Inessa Kulchytska
Born in 1972

Costumes for the play Sunset Tango
based on the novel Tango of Death

by Yuriy Vynnychuk

Lviv Academic Regional Puppet Theater,
2021

Directed by Uliana Moroz, Yana Tytarenko

91



92

IHecca Kynb4yumubKa
1972 p. H.

75,76, 77.
KocTioMK 0 BUCTaBU «30/10TOPOrMM ONeHb»
3a [. NaBnnyKom
J1bBiBCbKMIM aKageMivyHMM obnacHUM TeaTp
nanbok, 2017
Pexxmncep C. BpwmxaHb

Costumes for the play

The Golden-Horned Deer

by Dmytro Pavlychko

Lviv Academic Regional Puppet Theater, 2017
Directed by Serhii Bryzhan




78.

EckKi3 KocTioMiB 00 BUCTaBU

«3010TOPOrniN ONEeHb»

3a [. MNaBnunykom

J1bBiIBCbKMI akaeMidHUM obnacHuM TeaTp
nanbok, 2017

Pexxuncep C. bpuxkaHb

Manip, ryaw, oniseub

50 x71,5cm

®oTtorpad b. Mowwmeanno

Inessa Kulchytska
Born in 1972

Sketch of costumes for the play

The Golden-Horned Deer

by Dmytro Pavlychko

Lviv Academic Regional Puppet Theater,
2017

Directed by Serhii Bryzhan

Paper, gouache, pencil

50 x71.5cm

Photographer Bohdan Poshyvailo
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Oner TaTapuHoOB
1978 p. H.
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79.
CueHa 3 BucTaBu «[1'aTb niceHb Monicca»
J1. TMoLLEeHKOo
YepHiriBCbKMIM 061aCHUIN akageMiuyHnm
YKPATHCbKUIN My3UUYHO-APpaMaTUYHUMN
TeaTp iM. T. . LLleBYeHKa, 2023
Pexkuncep |. MarTiiB

A scene from the play Five Songs of
Polissya by Liudmyla Tymoshenko
Chernihiv Regional Academic Ukrainian
Music and Drama Theater

named after Taras Shevchenko, 2023
Directed by Ihor Matiyiv

80.
Ecki3 kocTioMa IpnHKM (dyx cBATUI)
00 BMCTaBM «I'aTb miceHb MNonicca»
J1. TMOLLEeHKo
YepHiriBCbKMIM 061acHMIM akageMivyHnm
YKPAiHCbKUM My3MYHO-OPaMaTUYHUM
TeaTp iM. T. I LLleBYeHKa, 2023
Pexkumcep |. MarTiiB
Manip, oniBeLb, akBapenb. 42 X 29,5 cM
®oTorpad b. NowwmBamno

Sketch of Irynka’s (Holy Spirit) costume
for the play Five Songs of Polissya

by Liudmyla Tymoshenko

Chernihiv Regional Academic Ukrainian
Music and Drama Theater

named after Taras Shevchenko, 2023
Directed by Ihor Matiyiv

Paper, pencil, watercolor. 42 x 29.5cm
Photographer Bohdan Poshyvailo



8l.

82.

Ecki3 kocTioMa OKcaHu 0o BUCTaBM
«M'atb niceHb Monicca» J1. TUMOLLEHKO
YepHiriBCbKMIM 06M1acHUIM akageMivyHnm
YKPAIHCbKUI MYy3UYHO-APaMaTUYHNM
TeaTp iM. T. I LLleBYeHKa, 2023

Pexkucep |. MarTiiB

Manip, oniBeub, akBapenb. 42 X 29,5 cm
®oTtorpad b. Mowmeamno

Sketch of Oksana's costume

for the play Five Songs of Polissya

by Liudmyla Tymoshenko

Chernihiv Regional Academic Ukrainian
Music and Drama Theater

named after Taras Shevchenko, 2023
Directed by Ihor Matiyiv

Paper, pencil, watercolor. 42 x 29.5cm
Photographer Bohdan Poshyvailo

CueHa 3 BucTaBu «[M'atb NiceHb MNonicca»
J1. TMOLLEeHKOo

YepHiriBCbKMIM 06M1acHUIM akageMiuHnm
YKPATHCbKUIN MYy3UMYHO-APaMaTUYHUM
TeaTp iM. T. IT LLleBueHkKa, 2023

Pexkncep |. MarTiiB

Scene from the play Five Songs of
Polissya by Liudmyla Tymoshenko
Chernihiv Regional Academic Ukrainian
Music and Drama Theater

named after Taras Shevchenko, 2023
Directed by Ihor Matiyiv

Oleh Tatarynov

Born in 1978

|

i ‘{_‘.mﬁp <J| B AR
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Oner TaTapuHoB
1978 p. H.

83, 84.

Ecki3n KocTioMiB

00 BMCTaBM «BigHeceHi BiTpoM»

J1. TMoLLEeHKo

[JoHeubkn akageMidyH1m obnacHum
apaMaTuyHumM TeaTp (M. Mapiynonb), 2024
Manip KpadToBMIK, pyuka Ky/lbKOBa, akBapesb
26 X 31 cM

Pexkncep |. MarTiiB

®oTtorpad b. Mowwmeanno

Sketches of costumes

for the play Gone with the Wind

by Liudmyla Tymoshenko

Donetsk Academic Regional Drama Theater
(Mariupol), 2024

Kraft paper, ballpoint pen, watercolor

26 x31cm

Directed by Ihor Matiyiv

Photographer Bohdan Poshyvailo



85, 86.
CueHM 3 BUCTaBM
«BigHeceHi BiTpoM» J1. TUMOLLEHKO
[JoHelubKn akageMidyH1 obnacHum
apamMaTuyHumM TeaTp (M. Mapiynonb), 2024
Pexkmcep |. MarTiiB
Ha ¢doTto O. Bnacos, K. NoneTtaeBa
®oTtorpad T. LLtoTiB

Oleh Tatarynov
Born in 1978

Scenes from the play

Gone with the Wind by Liudmyla Tymoshenko
Donetsk Academic Regional Drama Theater
(Mariupol), 2024

Directed by Ihor Matiyiv

In the photo: Oleh Vlasov, Kateryna Poletayeva
Photographer Tiberiy Shyutiv
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JTio60B OywimnHa
1983 p. H.

87, 88.
CueHu 3 BucTaBu «Pivapn, I1»
3a MoTMBaMuK NM'ecun B. Lekcnipa
AKageMiqa KynsTypu Ta MUCTELTB,
M. Yrxropog, 2024
KepiBHWK Kypcy, pexxuncep K. OyLwimnH

Scenes from the play Richard /Il

based on the play by William Shakespeare
Academy of Culture and Arts,

Uzhhorod, 2024

Course leader, director Kyrylo Dushyn



89.

Ecki3 KocTioMa O BUCTaBU
«MenaHxoninHmnim Banbc» O. KobUnaHcbKoi
YepHiBelbka obnacHa pinapMoHia

iMm. . THaToKa, 2023

Pexkmncepka T. BopoHoBa

Manip ToHOBaHWM, ryaw. 41,5 x 29,5 cm
®oTtorpad b. Mowwmeanno

Liubov Dushyna
Born in 1983

Sketch of the costume for the play
Valse Melancolique by Olha Kobylianska
Chernivtsi Regional Philharmonic
named after Dmytro Hnatiuk, 2023
Directed by Tetiana Voronova

Tinted paper, gouache. 41.5x29.5cm
Photographer Bohdan Poshyvailo
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KOnia 3aynunyHa
1985 p. H.

90.

Ecki3 kocTioMa

00 BUCTaBM «3epHocxoBuLLe» H. Bopoykbut
PiBHEHCbKMM aKaAeMiYHWM YKpaiHCbKMM
MY3UYHO-ApaMaTUYHUI TeaTp,

2022

Pexxmncep M. ToneHko

Komn'toTepHa rpadika

Sketch of the costume

for the play Granary by Nataliia Vorozhbyt
Rivne Academic Ukrainian Music and Drama
Theater,

2022

Directed by Maksym Holenko
Computer graphics



Yuliia Zaulychna
Born in 1985

101

91, 92.
Ecki3n KocTioMiB 0O BUCTaBU Costumes sketches
«3epHocxoBuLLe» H. Bopoxbut for the play Granary by Nataliia Vorozhbyt
PiBHEHCbKMW aKageMiYHUM YKpaiHCbKUM Rivne Academic Ukrainian Music and Drama
MY3WYHO-ApaMaTUUHKMK TeaTp, Theater,
2022 2022
Pexkmncep M. foneHko Directed by Maksym Holenko

Komn'toTepHa rpadika Computer graphics



102

OneHa Moniwyk
1985 p. H.

93.

BepTenHukmn

Bucrasa «Bepten. HeobapokoBa MicTepia»
3a NapTUTypoto MNanaraHiBCbKOro

Bepteny XVIII cT.

MpoekT IO «lgnea Corda»

MpeM'epa y Benukin g3siHUL
Kunepo-leyepcbkoi JTaBpu, Kuis, 2021
Pexkmncep bB. Monilyk

Ha doT1o P. Kipw, O. ®iyk

®oTtorpad M. bycen

Male Vertepnyks (Carol Singers)
Performance Vertep. A Neo-Baroque Mystery
based on the score of the eighteenth-century
Halahaniv nativity scene.

Project of the NGO Ignea Corda

The premiere in the Great Bell Tower of

the Kyiv Pechersk Lavra, Kyiv, 2021

Directed by Bohdan Polishchuk

In the photo: Ruslan Kirsh, Oleksii Fishchuk
Photographer M. Busel



94.

BepTtenHuui

BMUCTaBa «BepTen. HeobapokoBa MicTepia»
3a NapTuUTypoto MNanaraHiBCbKOro

Bepteny XVIII cT.

MpoekT MO «lgnea Corda»

MpeM'epa y Benukin a3iHML
Kunepo-leyepcbkoi JTaBpu, M. Kuig, 2021
Pexkncep bB. Monillyk

Ha doT1o H. KynumHcbka, J1. TuTapeHKo
®oTorpad M. bycen

Olena Polishchuk
Born in 1985

Female Vertepnyks (Carol Singers)
Performance Vertep. A Neo-Baroque Mystery
based on the score of the eighteenth-century
Halahaniv nativity scene.

Project of the NGO Ignea Corda

The premiere in the Great Bell Tower of the
Kyiv Pechersk Lavra, Kyiv, 2021

Directed by Bohdan Polishchuk

In the photo: N. Kupchynska, L. Tytarenko
Photographer M. Busel
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OneHa Moniwyk
1985 p. H.

95.

Ecki3 kocTioMa oo nepdopmaHcy

«[Ppa B XOBaHKM 3 MaHOM JTATOLLIMHCbKUM»
MpoekT IO «lgnea Corda»

Mokas B byanHky POJTIT, M. Kuni, 2023
Pexkmncep bB. Monilyk

KapToH, ryaw

30,5x22cm

®oTtorpad b. Mowwmeanno

Costume sketch for the performance A Game
of Hide and Seek with Mr. Lyatoshynsky
Project of the NGO Ignea Corda

Showing at the House of ROLIT

(Literature Worker), Kyiv, 2023

Directed by Bohdan Polishchuk

Cardboard, gouache. 30.5 x 22 cm
Photographer Bohdan Poshyvailo



96.

Ecki3 kocTioMa oo nepdopmMaHca

«[pa B XOBaHKM 3 MaHOM J1ATOLLIMHCbKUM»
O «lgnea Corda»

Mokas B byanHky POJIIT, M. Kuni, 2023
Pexkmncep bB. Monillyk

KapToH, ryaw

30,5x22c™m

®oTtorpad b. Mowmeawnno

¥

%
f

Olena Polishchuk
Born in 1985

Costume sketch for the performance A Game
of Hide and Seek with Mr. Lyatoshynsky
Project of the NGO Ignea Corda

Showing at the House of ROLIT

(Literature Worker), Kyiv, 2023

Directed by Bohdan Polishchuk

Cardboard, gouache. 30.5 x 22 cm
Photographer Bohdan Poshyvailo
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OneHa Moniwyk
1985 p. H.

97.
O6pazun
MepdopMaHc «[pa B XOBaHKM 3
naHoOM JTATOLLUMHCbKUM»
MpoekT IO «lgnea Corda»
Moka3s B byanHky POJIIT,
M. Kunis, 2023
Pexkmncep B. Moniltyk
Ha doT1o M. MNMoTaneHko, B. TypTa
®oTtorpad M. bycen

Images

Performance A Game of Hide and Seek with
Mr. Lyatoshynsky

Project of the NGO Ignea Corda

Showing at the House of ROLIT

(Literature Worker), Kyiv, 2023

Directed by Bohdan Polishchuk

In the photo: Mariia Potapenko, Varvara Turta
Photographer Max Busel



98.
MTawka
MNepdopMaHc «pa B XOBaHKM 3
naHoM JTATOLLIMHCbKUM»
MpoekT IO «lgnea Corda»
Moka3s B byanHky POJIIT,
M. KniB, 2023
Pexkuncep B. MNoniwyk
Ha ¢oTo O. Marepa
®oTorpad M. bycen

Olena Polishchuk
Born in 1985

Birdie

Performance A Game of Hide and Seek with
Mr. Lyatoshynsky

Project of the NGO Ignea Corda

Showing at the House of ROLIT

(Literature Worker), Kyiv, 2023

Directed by Bohdan Polishchuk

In the photo: Oleksandra Mahera, Varvara Turta
Photographer M. Busel
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BorgaH Moniwyk
1986 p. H.

99.
Ecki3 kocTioMa MokacTm
0o BucTaBu «Eain» 3a Copoknom
IBaHO-DpaHKIBCbKMM HALLIOHANbHMIA
aKageMidyHUM gpaMaTUYHMM TeaTp
iM. |. ®paHkKa, 2020
Pexxuncep A. lNpuxonbKo
Manip, oniBelb, akBapenb. 29,7 x 21 cM
®oTtorpad b. Mowwmeamno

|; __

Sketch of Jocasta's costume

for the play Oedipus by Sophocles
Ivano-Frankivsk National Academic Drama
Theater named after lvan Franko, 2020
Directed by Andrii Prykhodko

Paper, pencil, watercolor

297 x21cm

Photographer Bohdan Poshyvailo



Bohdan Polishchuk
Born in 1986

109

100.
MokacTa Jocasta
BucTasa «Efin» 3a Copoknom Play Oedipus by Sophocles
IBaHO-DpaHKIiBCbKMM HALLIOHANbHMI lvano-Frankivsk National Academic Drama
aKageMiyHUM gpaMaTUYHUmM TeaTp Theater named after Ivan Franko,
iM. |. DpaHka, 2020
2020 Directed by Andrii Prykhodko
Pexkncep A. Mpuxogbko Photographer Bohdan Poshyvailo

®oTtorpad b. Mowwmeanno



1no

BoraaH Moniwyk
1986 p. H.

101.

AHApoig-Myp

Bucraa «Android. HoMmep Ha TBOiIM CUHI»
I lincrBak

YKPaiHCbKMW Manunn gpaMaTUyHmMm Teatp,
M. Kuig, 2019

Pexkucep b. Monilyk

Ha ¢oTo J1. LlenoymMmoBa

®doTorpad b. NowwmBamno

Android-Mur

Play Android. The Number on Your Back
by Halyna Lystvak

Ukrainian Small Drama Theater,

Kyiv, 2019

Director Bohdan Polishchuk

In the photo: Larysa Sheloumova
Photographer Bohdan Poshyvailo



102.

Ecki3 KocTioMa J1anbKu

00 TaHUoBanbHOI BUCTaBM «bpoHicnasa
HidknHcbKa: TaHU-PEeKOHCTPYKLLiA»
Xopeorpadka C. Onekcrok

Ruban Production ITP

MNpeM'epa B HaLioHanbHOMY LeHTpI
TeaTpanbHOro MmucTelTBa iM. J1. Kypbaca,
M. Knis 2021

Manip, py4ka, Mapkep. 29,7 x 21 cm
®oTtorpad b. Mowwmeanno

Bohdan Polishchuk
Born in 1986

£.0, 22}

Sketch of the costume of the Doll

for the dance performance Bronislava
Nijinska: Dance Reconstruction
Choreographer Svitlana Oleksiuk
Ruban Production ITP

The premiere at the Les Kurbas National
Center for Theater Arts,

Kyiv, 2021

Paper, pen, marker.29.7 x 21 cm
Photographer Bohdan Poshyvailo

m
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HOaHuina Konot
1992 p. H.

103.
Ecki3 kocTiomMa
0o BuctaBum «OTtenno» B. LLekcnipa
HauioHanbHMM akageMiyHUM opamMaTUdHNIN
TeaTp iM. Jleci YKpaiHKky,
M. KuiB, 2024
Pexxumncep . lNMeTpocsaH
Komn'toTepHa rpadika

Costume sketch

for the play Othello

by William Shakespeare

Lesya Ukrainka National Academic
Drama Theater, Kyiv, 2024
Directed by Davyd Petrosyan
Computer graphics



Danyila Kolot
Born in 1992

n3

104.
CueHa 3 BucTaBu «OTenno» Scene from the play Othello
B. LLlekcnipa by William Shakespeare
HauioHanbHMM akageMiyHUM opaMaTUUHNM Lesya Ukrainka National Academic
TeaTp iM. Jleci YKpaiHku, M. Kunig, 2024 Drama Theater, Kyiv, 2024
Pexkmcep O. MNeTpocaH Directed by Davyd Petrosyan
O. DopMaHuyK B poni 9ro, Oleksandr Formanchuk as lago,
tO. Oak B poni poni Kaccio Yurii Dyak as Cassio

®oTorpadka I. ComoBa Photographer Iryna Somova



N4

HOaHuina Konot
1992 p. H.

105.
Ecki3 kocTioMa
0o BUCTaBU «3emMna» O. KobUnaHcbKoi
HauioHanbHMM akageMiyHUM opamMaTUdHNIN
TeaTp iM. M. 3aHbKOBEeL|bKOI,
M. JTbBiB, 2023
Pexxmncep [O. MNeTpocsaH
Komn'toTepHa rpadika

Costume sketch

for the play Earth

by Olha Kobylianska

Maria Zankovetska National Academic
Drama Theater,

Lviv, 2023

Directed by Davyd Petrosyan
Computer graphics



Danyila Kolot

Born in 1992
15
106.
Ecki3 KocTioMa Costume sketch
no BuctaBu «3emna» O. KoOBUNAHCbKOI for the play Earth by Olha Kobylianska
HauioHanbHMIM akageMidHUI gpaMaTUUdHMA Maria Zankovetska National Academic
TeaTp iM. M. 3aHbKOBELbKOI, Drama Theater,
M. JTbBiB, 2023 Lviv, 2023
Pexxkmncep . NMeTpocaH Directed by Davyd Petrosyan

KomMmn'toTepHa rpadika Computer graphics
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BacununHa bexxepsaHy
1994 p. H.

18

107, 108.
Ecki3un kocTioMiB PoMeo Ta oro Matepi Sketches of costumes for Romeo and
[0 HaBYaNlbHOIO MPOEKTY his Mother for the educational project based
3a Tparegiceto «PoMeo Ta [KynbeTTa» on the tragedy Romeo and Juliet
B. LLlekcnipa by William Shakespeare
HauioHanbHa akageMisa o6pa3oTBOpPUOro National Academy of Fine Arts and
MUCTeLTBa Ta apxiTekTypu, M. Knis, 2024 Architecture Kyiv, 2024
Kadenpa cueHorpadii Ta eKkpaHHUX MUCTELTB Department of Scenography and Screen Arts
KepiBHKMUA Kypcy J1. HaropHa Course leader Liudmyla Nahorna
KapToH, nanip, TKaHWHa, ansikauia Cardboard, paper, fabric, application
395x19,5cMm 395x19.5cm

®oTtorpad b. Mowwmeanno Photographer Bohdan Poshyvailo



109, 10.

Ecki3un KocTioMiB O)KynbeTTU Ta ii MaTtepi
[0 HaBYaNbHOIo MPOEKTY

3a Tparegicto «<PoMeo Ta [yKy/beTTa»

B. LLlekcnipa

HauioHanbHa akageMmia o6pa3oTBOpPYOro
MUCTeLTBa Ta apxiTekTypu, M. Knis, 2024
Kadenpa cueHorpadii Ta ekpaHHUX MUCTELTB
KepiBHMUA Kypcy J1. HaropHa

KapToH, nanip, TkaHWHa, 6icep, annikauia
395x19,5cM

®oTtorpad b. Mowwmeanno

Vasylyna Bezherianu
Born in 1994

Sketches of costumes for Juliet and

her Mother for the educational project
based on the tragedy Romeo and Juliet
by William Shakespeare

National Academy of Fine Arts and
Architecture Kyiv, 2024

Department of Scenography and Screen Arts
Course leader Liudmyla Nahorna
Cardboard, paper, fabric, beads, applique
395x%x19.5cm

Photographer Bohdan Poshyvailo

19



120

AHHa MallKOBCbKa
2001 p. H.

111, 112, N3.

EcCKi3n KOCTIOMIB 4O HaBYalIbHOIO MPOEKTY

3a Tparegieto «Pomeo Ta [ykynbeTTar

B. LLlekcnipa

HauioHanbHa akagemia o6pa3oTBOPYOro
MUCTeLTBa Ta apxiTekTypu, M. Knis, 2023
Kadepnpa cueHorpadii Ta eKpaHHUX MUCTELTB
KepisHunua kypcy . Konot

Komm'toTepHa rpadika

Costume sketches for the educational project
based on the tragedy Romeo and Juliet

by William Shakespeare

National Academy of Fine Arts and
Architecture, Kyiv, 2023

Department of Scenography and Screen Arts
Course leader Danyila Kolot

Computer graphics




Anna Mashkovska
Born in 2001

121




Mapia YopHolKyp (3anueBa)
2003 p. H.

122




Mariia Chornoshkur (Zaitseva)
Born in 2003

123

14, 115.
KocTioMum go eTioay 3a MOTMBaMUM MPy3MHCBHKOI Costumes for a sketch based on a Georgian
HapOOHOI Ka3ku, 3anmcaHoi T. Pasmkawsini folk tale recorded by Tedo Razikashvili
KMiBCbKMIM HaLioOHaNbHUIM YHiBEpCUTET Kyiv National I. K. Karpenko-Karyi Theater,
TeaTpy, KiHO | TenebadeHHA Cinema and Television University,
iM. |. K. KapneHka-Kaporo, 2022 2022
Pexkmncep . KokoTioxa Directed by Danylo Kokotiukha
Kadegpa MmcTeuTBa TeaTpy NA1bOoK Department of Puppet Theater Art
CneuianbHicTb cueHorpadia TeaTpy NA1bOK Specialty: puppet theater scenography

MawmcTtep Kypcy P. Heynokoes Course master Ruslan Neupokoiev



124

KaTepunHa Map4yeHKO
2003 p. H.

Te.

Ecki3 KocTioMa 3a TPUMINbCbKUMM MOTUBaMU
B paMKax HaB4albHOro MPOEKTY

JTbBiBCbKa HallioHalbHa akKageMia MUCTELTB,
2024

Kadenpa omsanHy ogary Ta B3yTTd
Buknapadka npeaMeTy BUrOTOBNEHHS |
npoektyBaHHsa ooary J1. Pyouk

Manip, py4Ka, ryawd. 29,7 x 21 cm

®oTtorpad b. Mowmeamno

Sketch of a costume based

on Trypillian motifs

as part of an educational project

Lviv National Academy of Arts, 2024
Department of Fashion and Footwear Design
Lecturer of the subject of manufacturing and
designing Liliana Rudyk

Paper, pen, gouache.29.7 x 21 cm
Photographer Bohdan Poshyvailo



Te.

Ecki3 kocTioMa 3a TPUMINbCbKUMKM MOTUBAMM
B paMKax HaB4Ya/lbHOIO MPOEKTY

JTbBiBCbKa HallioHalbHa aKageMia MUCTeLTB,
2024

Kadenpa ansamHy oaoary Ta B3yTTa
Buknagadyka npenMeTy BUrOTOBAEHHS |
MPOEKTYBaHHA ooary J1. Pyounk

Manip, py4ka, ryaw. 29,7 x 21 cm

®doTorpad b. Mowmeamno

Kateryna Marchenko
Born in 2003

Sketch of a costume based

on Trypillian motifs

as part of an educational project

Lviv National Academy of Arts, 2024
Department of Fashion and Footwear Design
Lecturer of the subject of manufacturing and
designing Liliana Rudyk

Paper, pen, gouache. 29.7 x 21cm
Photographer Bohdan Poshyvailo
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KaTepunHa TUWEHKO
2003 p. H.

18, 119, 120, 121.
Ecki3un KocTioMiB
[0 HaBYaNbHOro MPOEKTY 3a M'eCoto
«lHopgi BCce Tak AcHO»
Kaipi KiBipaxka
EcToHCbKa akageMia mmucteuTB (EKA)
Kadepnpa cueHorpadii
KypaTtop npoekTy A. Apyna
Komn'totepHa rpadika

Costumes sketches

for the educational project based on the play
Sometimes Everything Is So Clear

by Kairi Kivirahk

Estonian Academy of Arts (EKA)

Department of scenography

Project curator Arthur Arula

Computer graphics



Kateryna Tyshchenko
Born in 2003

122.

Ecki3 KOCTIOMIB O HaBYalIbHOIO MPOEKTY

3a n'ecoto «<Hocoporm»

E. MoHecko

HauioHanbHa akageMmia o6pa3oTBOpPYOro
MUCTeLTBa Ta apxiTekTypu, M. Knis, 2023
Kadenpa cueHorpadii Ta ekpaHHUX MUCTELTB
KepiBHunua Kypcy O. Konot

Komn'toTepHa rpadika

Costume sketches for the educational project
based on the play Rhinoceros

by Eugéne lonesco

National Academy of Fine Arts and
Architecture, Kyiv, 2023

Department of Scenography and Screen Arts
Course leader Danyila Kolot

Computer graphics
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MpUMITKM

1.

Bagnm Mennep

1884-1962

diHan nponory

KoMmo3unuia KoNeKTMBHOI TBOPYOCTI

«Hebo ropuTb»

Ha TekcTun O. CnicapeHka, Mnxamng CeMeHKa,
reo Wkypynis

MucTeuTBO AiMcTBa. KONeKTMB apTUCTIB

iM. . MuxamnmyeHka,

M. Kuig, 1921

KepiBHUKK daKTyp: 3arasibHOi KOMMO3ULL,
3BYKY i croBa M.TepelleHKo, pyxy B. Mennep
3 Konekuii My3eto TeaTpanibHOro, My3M4YHOro Ta
KiHOMUCTELTBa YKpaiHW

IHB N2 ® 65-7

2.

Bagnm Mennep

1884-1962

KocTioM Pob6iTHMKa 00 BUCTaBW «[a3»

I Kamsepa

MucTelbke o6'eaHaHHa «Bepesinb», M. Knig, 1923
Pexkucep /1. Kypbac

3 Konekuii My3eto TeaTpafibHOro, My3mM4YHOro Ta
KiHOMUCTELTBa YKpaiHW

IHB. N2 3M 204, IHB. N2 3M 274

3.

AHaTonb MNeTprubKMiA

1895-1964

Ecki3 kocTioma COTHUKa

0o BUCcTaBUu «Bin» OcTana BULLHI
3a M. loronem

TeaTp iM. |. ®paHKa, M. Xapkis, 1925
Pexxncep I FOpa

Manip, ryall, akBapesb, anikauia
50 x 36 cM

doTorpad b. Mowmeamno

3 KonekKuii My3eto TeaTpafibHOro, My3mM4YHOro Ta
KiHOMUCTELTBa YKpaiHW

IHB. N2 E 3896

4.,

IBaH Bypsiyok

1877-1936

COTHUK

i3 BUCTaBW «Bi» M. KponmMBHULLKOIO
3a M. lToronem

TeaTp M. CapoBcbkoro, M. Kuis, 1914
Pexxncep O. Kowwnub

Ha ¢doTo M. MeTnaweHKo

3 KonekKuii My3eto TeaTpafibHOro, My3M4YHOro Ta
KiHOMUCTELTBa YKpaiHW

IHB. N2 D 48610

5.

OnekcaHgpa Ekctep

1882-1949

Ecki3 kocTioMma BakxaHKuK

0o BuctaBum «Pamipa Kidbapen»

|. AHHEHCbBKOTO

KamepHum Teatp, M. MockBa, 1916
Pexxncep. O.Taipos

Manip, ryawu

45x36,5cMm

Notes

1.

Vadym Meller

1884-1962

Finale of the prologue

The composition of collective creativity

The Sky Is Burning

based on texts by Oleksa Slisarenko, Mykhail
Semenko, and Geo Shkurupiy

The art of action. Collective of artists

named after H. Mykhailychenko, Kyiv, 1921
Heads of textures: general composition,
sound and words by Marko Tereshchenko,
movement by Vadym Meller

From the collection of the Museum of Theater,
Music and Cinema of Ukraine

Inv. no. ® 65-7

2.

Vadym Meller

1884-1962

Worker's costume for the play Gas

by Georg Kaiser

Berezil Art Association, Kyiv, 1923

Directed by Les Kurbas

From the collection of the Museum of Theater,
Music and Cinema of Ukraine

Inv. no. 3M 204, Inv. no. 3M 274

3.

Anatol Petrytskyi

1895-1964

Sketch of Sotnyk's costume

for the play Viy by Ostap Vyshnia

based on a story by Mykola Hohol
Franko Theater, Kharkiv, 1925

Directed by Hnat Yura

Paper, gouache, watercolor, application
50x36cm

Photographer Bohdan Poshyvailo
From the collection of the Museum of Theater,
Music and Cinema of Ukraine

Inv. no. E 3896

4.,

Ivan Buriachok

1877-1936

Sotnyk

from the play Viy by Marko Kropyvnytskyi
based on a story by Mykola Hohol
Theater of Mykola Sadovsky, Kyiv, 1914
Directed by Oleksandr Koshyts

In the photo: Marko Petlyashenko

From the collection of the Museum of Theater,
Music and Cinema of Ukraine

Inv. no. ® 48610

5.

Oleksandra Ekster

1882-1949

Sketch of the Bacchante's costume
for the play Famira Kifared

by lInnokety Annensky

Chamber Theater, Moscow, 1916
Directed by Oleksandr Tairov

Paper and gouache

45x36.5cm



3 KonekKuii My3eto TeaTpanbHOro, My3M4YHOro Ta
KiHOMUCTELTBa YKpaiHW
IHB. N2 E 3838

6.

AHaTonb MNeTprubKMA

1895-1964

Ecki3 kocTioMa CMepTi

0o BucTaBu «Bin» Octana BuLuHi
3a M. Toronem

TeaTp iM. |. ®paHKa, M. Xapkis, 1925
Pexxncep I FOpa

Manip, akBapenb, ryall, anikaLis
53 x355cMm

3 Konekuii My3eto TeaTpanbHOMo, My3MYHOIo Ta
KiHOMUCTeLTBa YKpaiHW

IHB. N2 E 6590

7.

Anna lopcbka

1929-1970

O6pa3un oo BucTaBm «OTaK 3arMHyB lNycka»
M. Kyniwa

1962-1963

Manip, MillaHa TexHika

3 Konekuii OneHun 3apeubKoi

8.

€sreH Jlncmk

1930-1991

Ecki3 kocTioMa Kpacca

0o 6anety «CnapTak» A. XadaTypaHa

TeaTp onepu i GaneTy iM. |. PpaHka, M. J1bBiB, 1965
Banetmencrtep A. LLlekepa

Manip, oniBelb, 6poH3a. 43 x 31 cM

®oTtorpad b. MowmBanno

3 KonekKuii My3eto TeaTpalbHOMo, My3M4YHOIoO Ta
KiHOMUCTeUTBa YKpaiHM

IHB. N2 E 7865

9.

€sreH Jlncmk

1930-1991

Ecki3 kocTioma JleHTyna

0o 6anety «CnapTak» A. XadaTypsaHa

TeaTp onepu i GaneTy iM. |. PpaHka, M. J1bBiB, 1965
Banetmenctep A. LLlekepa

Manip, akBaperb, oniBeLb, 6poH3a. 43 X 31 cM
®oTtorpad b. MowmBanno

3 KonekKuii My3eto TeaTpalibHOro, My3M4YHOro Ta
KiHOMUCTeLTBa YKpaiHW

IHB. N2 E 7867

10.

JTrogMuna HaropHa

1958 p. H.

Ecki3 kocTioMa OKcaHu o onepu
«3anopoxkeLlb 3a [lyHaemM»

C. lynaka-ApTeMOBCbKOIro

JTbBiBCbKa HallioHasbHa ornepa, 2023
OunpureHTka-noctaHoBHMUS |. CTacULUMH
Pexkncepka-noctaHoBHMUA O. TapaHeHKo
Manip, po3apykK, akBapesnb

415x295cm

®oTtorpad b. MowmBanno

From the collection of the Museum of Theater,
Music and Cinema of Ukraine
Inv. no. E 3838

6.

Anatol Petrytskyi

1895-1964

Sketch of the Death'’s costume

for the play Viy by Ostap Vyshnia

based on a story by Mykola Hohol

Ivan Franko Theater, Kharkiv, 1925
Directed by Hnat Yura

Paper, watercolor, gouache, application
53x355cm

From the collection of the Museum of Theater,
Music and Cinema of Ukraine

Inv. no. E 6590

7.

Alla Horska

1929-1970

Images for the play How Huska Died
by Mykola Kulish

1962-1963

Paper, mixed media

From the collection of Olena Zaretska

8.

Yevhen Lysyk

1930-1991

Sketch of the Crassus's costume for the

ballet Spartacus by Aram Khachaturian

Ivan Franko Opera and Ballet Theater, Lviv, 1965
Choreographer Anatoliy Shekera

Paper, pencil, bronze. 43 x 31 cm
Photographer Bohdan Poshyvailo

From the collection of the Museum of Theater,
Music and Cinema of Ukraine

Inv. no. E 7865

9.

Yevhen Lysyk

1930-1991

Sketch of the Lentulus's costume for the
ballet Spartacus by Aram Khachaturian

Ivan Franko Opera and Ballet Theater, Lviv, 1965
Ballet master Anatoliy Shekera

Paper, watercolor, pencil, bronze. 43 x 31 cm
Photographer Bohdan Poshyvailo

From the collection of the Museum of Theater,
Music and Cinema of Ukraine

Inv. no. E 7867

10.

Liudmyla Nahorna

Born in 1958

Sketch of Oksana's costume for the opera
A Zaporozhian Beyond the Danube
by Semen Hulak-Artemovskyi

Lviv National Opera, 2023
Conductor-director Iryna Stasyshyn
Stage director Oksana Taranenko
Paper, print, watercolor
41.5x295cm

Photographer Bohdan Poshyvailo
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1.

JTrogMumna HaropHa

1958 p. H.

Ecki3 KocTioMa [o onepwu

«3anopoxkeLlb 3a [lyHaemM»

C. lynaka-ApTeMOBCbKOIro

JTbBiBCbKa HauioHanbHa onepa, 2023
OunpureHTka-nocraHoBHMUS |. CTacULUmMH
Pexkncepka-noctaHoBHMUA O. TapaHeHKO
Manip, po3apykK, akBapesnb

415x295cm

®oTorpad b. Mowmeamno

49,

ManroyaTta LyeHCcHakK

1954 p. H.

CueHa 3 BucTaBu «(A)pollonia»

3a TekcTamMu TekcTum EBpiniga, Ecxina, NaHHM
Kpannb, OykoHaTaHa JlitTena, [)koHa M. KyT3ee
Hosui TeaTp, Baplwaga, 2009

Pexkncep Kwunwtod BapnikoBCbKuM
®doTorpad CredaH OKonosmY

50.

ManroyaTta LlyeHCcHaK

1954 p. H.

CueHa 3 BucTaBu «(A)pollonia»

3a TekcTamMu TekcTum EBpiniga, Ecxina, NaHHM
Kpannb, OykoHaTaHa JlitTena, [)koHa M. KyT3ee
Hosuin TeaTp, Baplwaga, 2009

Pexkncep Kwunwtod BapnikoBCbKuM
®doTorpad CredaH OKonoBmY

51.

[aHKa NMogpasa

CueHa 3 BUCTaBu

«Congapic. Criorap, i3 ManbyTHbOro»

Bitonba Mpo3ek 3a HoBenoto CtaHicnaga Jlema
TeaTtp Oxotu, Bapwasa, 2020

Pexxncepka Knaeaia MaptyHr-Bynuak
doTorpad ApTyp BeconoBCbkui

52.

[aHKa NMogpasa

CueHa 3 BUCTaBu

«Congapic. Criorap i3 ManbyTHbOro»

Bitonba Mpo3sek 3a HoBenoto CtaHicnaga Jlema
TeaTp Oxotu, Bapwasa, 2020

Pexxncepka Knaeaia MaptyHr-Bynuak
doTorpad ApTyp BeconoBCbkui

53.

BorpaH Moniyk

1986 p. H.

CueHa 3 BuCTaBm

«Danse Macabre. BeacMepTHUM TaHOK»
Mnatdopma cydacHoro TaHuto, Kuis,
npem'epa Ha cueHi JTbBIBCbKOro akageMiyHoro
TeaTpy iM. Jleca Kypbaca, 2023
Pexkuncep borgaH lMonilyk
Xopeorpadia Jleca KekyaToBa
KomMno3suTtopka BapBapa TypTa
doTorpadka Banepia NlaHoep

54,

Acsa CyTariHa

CueHa 3 BucTaBum «Kocaudka»

Mnatdopma cydacHoro TaHuto, Kmis, 2023

1.

Liudmyla Nahorna

Born in 1958

Sketch of the costume for the opera
A Zaporozhian Beyond the Danube
by Semen Hulak-Artemovskyi

Lviv National Opera, 2023
Conductor-director Iryna Stasyshyn
Stage director Oksana Taranenko
Paper, print, watercolor
41.5x295cm

Photographer Bohdan Poshyvailo

49,

Matgorzata Szczesniak

born in 1954

A scene from the play (A)pollonia

based on texts by Euripides, Aeschylus, Hanna
Krall, Jonathan Littell, John M. Coetzee

New Theater, Warsaw, 2009

Director Krzysztof Warlikowski

Photographer Stefan Okotowicz

50.

Matgorzata Szczesniak

born in 1954

A scene from the play (A)pollonia

based on texts by Euripides, Aeschylus, Hanna
Krall, Jonathan Littell, John M. Coetzee

New Theater, Warsaw, 2009

Director Krzysztof Warlikowski

Photographer Stefan Okotowicz

51.

Hanka Podraza

A scene from the play

Solaris. A memory from the future by Witold
Mrozek based on the novel by Stanislav Lem
Ochoty Theater, Warsaw, 2020

Director Klaudia Hartung-Wodjciak
Photographer Artur WesotowskKi

52.

Hanka Podraza

A scene from the play

Solaris. A memory from the future by Witold
Mrozek based on the novel by Stanislav Lem
Ochoty Theater, Warsaw, 2020

Director Klaudia Hartung-Wodjciak
Photographer Artur WesotowskKi

53.

Bohdan Polishchuk

Born in 1986

A scene from the performance Danse
Macabre. Immortal Dance

UA Contemporary Dance Platform, Kyiv,
premiere on the stage of the Les Kurbas Lviv
Academic Theater, 2023

Director Bohdan Polishchuk
Choreography Lesya Kekuatova
Composer Varvara Turta

Photographer Valeria Lander

54.

Asya Sutyahina

A scene from the play Cossachka

UA Contemporary Dance Platform, Kyiv, 2023



Pexxmcepka KOnia JlonaTa
Xopeorpadia MNanuHa MNexa

55

AHaTonb MNeTprubKMU

1895-1964

Ecki3 kocTioMa MapcigHuHa

0o BUcTaBWM «Bin» OcTtana BULHI
3a M. lToronem

TeaTp iM. |. ®paHKa, M. Xapkis, 1925
Pexxncep I FOpa

Manip, ryall, akBapesb, anikaLis
50 x 36 cM

3 KonekKuii My3eto TeaTpalibHOro, My3M4YHOro Ta
KiHOMUCTeLTBa YKpaiHW

IHB. N2 E 3886

56

MupoH KunpigH

1930-2019

CueHa 3 BuctaBu «dDaycT i cMepTb»

O. JleBagu

[epXaBHUIN YKPAIHCbKUM ApaMaTUYHUI TeaTp
iM. M. 3aHbkoBeL,bKoOi, M. J1bBiB, 1960

Pexkucep B. TarHo

A. lfenac B poni Baonma,

B. CTynka B poni MexaHTpona,

B. PoMaHuMUbKMI B poni YeHusa

3 KonekKuii My3eto TeaTpalibHOMo, My3M4YHOro Ta
KiHOMUCTeLTBa YKpaiHW

IHB. N2 @ 43014

57.

[aHHa InaTbeBa

1971 p. H.

CueHa 3 banety «System Al»

Onbrn JaHuntok
YKpaiHCbKO-6pUTAHCbKMIM MPOEKT

y TeaTpi Sadler's Wells, JllongoH, 2021
Xopeorpadia JTtogoBika OHAiB'ena
XyLOOXHIN KEPIBHUK | CRiBMPOOIOCEP MPOEKTY
[. MyTpoB

doTorpad Enniott ®paHkc

58.

BorpaH Monilyk

1986 p. H.

CueHa 3 BuctaBum «Android. HomMep Ha TBOIM
cnuHi» I Jlncteak

YKpPaiHCbKMI Manui gpaMatnyHmm TeaTp,
M. Kuig, 2019

Pexxmncep B. MonilykK

M. KyLLoB B poni AgamMa

J. lWenoymMoBa B poni AHgpoiga-Myp
doTorpadka Oapba KopykaH

Director Yulia Lopata
Choreography Halyna Peha

55.

Anatol Petrytskyi

1895-1964

Sketch of the Martian’s costume

for the play Viy by Ostap Vyshnia

based on a story by Mykola Hohol

Ivan Franko Theater, Kharkiv, 1925
Directed by Hnat Yura

Paper, gouache, watercolor, application
50x36cm

From the collection of the Museum of Theater,
Music and Cinema of Ukraine

Inv. no. E 3886

55.

Myron Kyprian

1930-2019

A scene from the play Faust and Death
by Oleksandr Levada

Maria Zankovetska State Ukrainian Drama
Theater, Lviv, 1960

Directed by Borys Tyahno

Yaroslav Helyas as Vadym,

Bohdan Stupka as Mekhantrop,

Borys Romanytsky as Monk

From the collection of the Museum of Theater,
Music and Cinema of Ukraine

Inv. no. ® 43014

57.

Hanna Ipatieva

Born in 1971

A scene from the ballet System Al

by Olha Danylyuk

Ukrainian-British project

at Sadler’s Wells Theatre, London, 2021
Choreographer Ludovic Ondiviela
Artistic director and co-producer of the project
lvan Putrov

Photographer Elliott Franks

58.

Bohdan Polishchuk

Born in 1986

Scene from the play Android. The Number on
Your Back by Halyna Lystvak
Ukrainian Small Drama Theater,
Kyiv, 2019

Director Bohdan Polishchuk
Maksym Kushchov as Adam

Larysa Sheloumova as Android-Mur
Photographer Daria Korzhan
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