ISSN 2663-2160 (online)

HA]JIOHA]\bHI/IIjI YHIBEPCHUTET

«KUEBO-MOTUAAHCbKA AKRKAJEMIA»

T Al ol 7 1S Guid IR =5 Signo”_Monila

Leones: A NN y  fallas erif,

- # G e 10y . : _ 7> 3 . e
= ". S n . . . 4| ] : %j—%
LABARYM Triuphalc TRIADOS WS G Toims Victati Theol S
or'Tru Diumifsimos Tutdares gdwd - ‘J rne Viriuiy Thrologirary Choru
’w:&’.{a’nna Palladis l‘aﬁ;‘” raif:g '\\ . p/ e ;ﬁ;‘:f&r ¥ i“f{"a fﬂf.'.;‘ o:;,f’é’:’{:;;f

m Cheiffe Patris P: Procopn Kotac: e o Almi O i f
’Emgﬂ"z})f‘mf imira ftrfrg o drums fﬁynma g \"' nm'nfg 'mmu:hro ,?f::%’lu'.“%:d;gfl:
PRASENTATYM.

QyyerVexilla micdt? tonat exguss elagfiea Mason # Spenh o Fides peforit guas Stiects Ding:




ISSN 2663-2160 (online)

HALIIOHAJIbHU YHIBEPCUTET
«KMEBO-MOTMJIAHCbKA AKAZTEMIA »

HAYKOBI 3AITNCKN HaYKMA
ICTOPIA I TEOPIA KYJIbTYPU

Tom 9 2026

HayxkoBuiil perieH30BaHUM (paxoBUU €JIEKTPOHHUU KypHAIT
[[Topiunuk ¢ 3acHOBaHUU y 1996 P.

nrpcult.ukma.edu.ua

Kuis
2026



Hayxkosi 3anucku HaYKMA. Ictopist i Teopist KyabTypu
(anrz. NaUKMA Research Papers. History and Theory of Culture)

Inentudikarop y Peectpi cy6’exTiB y chepi menia: R40-04346

Kareropia «b»
Kitacrep: I'ymaHiTapHi HAyKH Ta MUCTEITBO
CnernianpHicTb: B12 KysbpTyposioris Ta My3ee3HaBCTBO

JiaMmaHTOBUH BiAKPUTHUH JOCTYIT
IIpoingexcoBano B DOAJ (Directory of Open Access Journals)

MoBu BUAAHHSA: YKpaiHChKa, aHIJIiACbKA
PeneH3yBaHHA: O/BiliHE «coine»

T'OJIOBHA PEJAKTOPKA

Ceititana Kpwiosa, okrop dinocoderkux Hayk, mpodecop, mpodecopka kadenpu
TEeOpeTUYHOI 1 mpakTu4HOi (isocodii KuiBcbkoro HaIioOHaJIBPHOTO YHIBEPCUTETY
imeni Tapaca IlleBuenka, YKpaina

PEJTAKIIIMHA KOJIEI'LA
Karepuna TI'amaJtisi, TOKTOp MHCTEI[TBO3HABCTBA, Ipodecopka Kadeapu aAusaiiHy
1 TexHOJIOTIH haKyJIbTeTy Mu3aliHy i pekiamMu, KUiBCbKUH HalliOHAJIBHUHN YHIBEPCUTET
KyJIBTYPH 1 MHCTEITB, YKpaiHa

Inna KysuenoBa, PhD (¢dinocodis), crapiuii J0CTiTHUK, TOIEHT, BUEHUH CEeKpeTap
Incruryty Kynprypostorii HAM Ykpainu; 3aciy:keHul IpaniBHUK KyJIbTYPH YKpai-
HH, YKpaiHa

Banentuna Jlenpi (Valentina Lepri), 101eHT, IPOBIAHUN JOCTIIHUK, KEPIBHUIISA
IenTpy icropii 3HaHb emoxu BipokeHHS Ta KOOpAMHATOPKA MIKAMCIHUILTIHAPHOI
JlocmiiHunbKol rpynu «Mirpanii Ta 3HaHHS B paHHBOMOJIEPHiH €Bpomi», [HCTUTyT
dinocodii Ta comiosorii [Tosbehkoi akazemii Hayk, [1osbina

Mapisa JIirye, gokrop dinocodii (PhD), crapina Bukiaamauka Kadeapu KyJIbTYPOJIOTil
dakypTery rymaHiTapHux Hayk, HarioHanbHuii yHiBepcuTeT «KueBo-MOTHISHCHKA
akazieMist», YKpaina

Ceitiana MargBienko (Svitlana Matviyenko), jjoniesT kadepu KpUTHIHOTO MejTia-
anaimizy B ko KoMyHiKamii, 3acTyITHAIA AUPeKTopa IHCTUTYTY HdPOBUX /TEMO-
kparti#i, YHiBepcureT Catimona ®peiizepa, Kanama

Mapko Ilyaepi (Marco Puleri), 101eHT, 3aCTYITHUK TUPEKTOPA MariCTepchKoi mpo-
rpaMH 3i CXiTHOEBPOIEHCHKUX Ta €BPA3IHCHKUX OCTIIIKEHDb Kadeapu MOTITHIHUX
Ta COIliaTbHUX HAayK, BoJIoHChKUH yHIBepcuTeT, ITasis

Mapexk Tamm (Marek Tamm), npodecop (icropuuna KypTypoJioris), I'ymaniTapHa
mkoia, TayutiHHChKUH yHIBepeuTeT, EcToHiA

Biraixiit Yepuenskuii (Vitaly Chernetsky), npodecop kadeapu cioB’ AHCHKUX Ta
€BPAa3iliChKUX MOB Ta JIiTepaTypH, IPe3u/IeHT AcoIiallii cJI0B’ THChKUX, CXi/THOEBPO-
MMEeUChKUX Ta €Bpasiticbkux aociimkenb (ASEEES), Kausacbkuii yHiBepcuret, CIITA

Tamna YUmiab, m0kTop (imocodcebkux Hayk, mpodecop, akamemik HarfioHaabHOI
akajzieMii MUCTEIITB YKpaiHu, AupekTopka IHctutyTy KysapTypoJsorii HAM Ykpaiuu,
wieHkuHsA HarioHabHOI criiku KinemaTorpadicrie Ykpainu, YKpaina

© HaYKMA, 2026



Mera xypHainy «Haykosi 3anuckn HaYKMA. IcTopis i Teopis KyJIbTypu» — PO3BUTOK
JIOCJI/KeHDb Y [IAPWHI CydacHUX Ta iCTOPWMYHHX MPAKTHK OIHUCY, aHAaJi3y W Mojze-
JIIOBaHHS KYJIBTYPHUX SIBUII, BUCBITJIEHHS CYYaCHHUX JIOCJIHUIBKUX ITiJIXO/IIB
1 pe3yJsIbTaTiB OpUTIHAIBHUX (HAXOBUX JOCJIIPKEHb, BUKOHAHUX i3 JOTPUMAaHHIM
Mi’KHApPOJHUX aKaIeMiUYHUX CTaHJAPTIB, y Tajy3i Teopii Ta icTopii KyIbTypu.

Tunu marepiaais:
e JOCTiIHUIBKI CTATTI;
« pernensii Ha HOBI MoHOTpadii (3a mpodisieM i TEMATUKOIO KyPHAILY);
e OIVISAW HANOUIBIN 3HAKOBUX CTaTel y 3aKOPAOHHIN HayKOBil mepioguii 3a
TEMAaTHKOIO JKypHAILY;
o Oibmiorpadivuni oryAaM, IO MICTATh KOPOTKUHM ONHC BUZAHb 3a Ipodinem
1 TEMATHUKOIO JKypHAJIY.

KoopauHarnia 3 aBTopaMHu Ta pelileH3eHTaMu
IOpiit /icyaail, BUKOHABYMM KOOPAMHATOD, KaHAWUAAT (inocodChKUX HAYK, AOIEHT
kadenpu KyabTyposorii, Hamionanbauit yHiBepeuteT « KueBo-MoruissHCbKa akasie-
Mist», yu.dzhulai@ukma.edu.ua

Jleruc Kopoaw, BiAoBiganbHUN cekpeTap, KaHAUAAT KyJIbTYPOJIOTii, JOIeHT Kadeapu
KyspTypoJiorii, Harionasbuuit yHiBepcuter «KneBo-MOTrHIsSHCHKA aKaaeMisi»;
CTapIINi HAYKOBHH CHIBPOOITHUK BTy KyJIbTYPHO-IMBITI3aliHUX J0OCTi-
JUKeHb, [HeTuTyT Kysbrypostorii HAM Vkpainu, d.korol@ukma.edu.ua

Ionina Fepqamecbxa BiJIIIOBiIa/IBHUH 3aCTYITHUK PEeAKTOPa, JOKTOP Kyanyponorn
npodecop, 3aBigyBauka Kaq)eupn KyJbTypoJiorii, HamioHanpHU# yHiBepcUTET
«KueBo-MoruasHcbKa akaziemisi», p.herchanivska@ukma.edu.ua

Penarysanus i kopexkrypa Hamanis Minvko, Anna Maauwesa
Komir'totepHe Bepcranusa Audpiit IImapkamiox
Cympogiz i migrpumka Oaexcandpa ApouweHko

3acHOBHUK i BUJaBelb:
Hamionanpuuii yHiBepcuteT « KueBo-MOTrHIsTHCbKA aKaeMis»

CBizroniTBO IPO BHECEHHS 70 [lepKaBHOTO PEECTPY BU/IABIIIB,
BUTOTOBJIIOBAYIB i PO3IIOBCIO/>KYBAUiB
BUIaBHUYOI TpoAyKiii cepis [IK NO 3631 Big 23.11.2009

BreceHo /10 ITepestiKy eJIeKTpOHHUX HayKOBUX (haXOBUX BUAAHb YKpaiHH,
B SIKMIX MOJKYTb OTIPYJIIOTHIOBATUCS Pe3YJIbTAaTH AUCEPTALINHUX PODIT
Ha 3100yTTs HAYKOBUX CTYIIEHIB
JIOKTOPA HayK, KaH/IW/|aTa HayK Ta CTyIeHs okropa dinocodii
(maxa3z MOH VYxkpainu Bif 02.07.2020 N2 886; 3i aminamu Bij| 24.02.2025 NQ 349);
kareropia «b»

Anpeca pegakIiii:
ByJ1. I'. CkoBopoau, 2, M. KuiB, 04070
KOpIyC 1, KiMH. 316
TelL.: (044) 425-60-98
e-mails: d.korol@ukma.edu.ua
yu.dzhulai@ukma.edu.ua
redviddil@ukma.edu.ua



Hayxkogi 3antucku HaYKMA. IcTopist i Teopist KyJIbTypu E-ISSN 2663-2160
NaUKMA Research Papers. History and Theory of Culture 9 (2026)

BCTYIIHE CJIOBO
INTRODUCTORY SPEECH

https://doi.org/10.18523/2617-8907.2026.9.4-15

Vices temporum tenaces indurant”

Mu >KUBEMO B YaCH, KOJIU COIIOKY/IBTYPHIH MAasTTHUK PO3TOU/TYETHCS 3 TAKOIO
aMIUTITYZI0I0, III0 CaMa BiCh, HA SIKIl BiH TPUMAEThCSA, IOUMHAE BHUJIABATH TPU-
BOkHI 3ByKHU. Ilofiil ocTaHHIX POKiB — Bij MaHIEMIYHOTO B3aIlieHIHHA /I0 eK-
3UCTEHITIITHOTO PO3PUBY BEJIMKOI BITHU — 3MYCHJIU HAC HE TIPOCTO «JTOCTIKyBa-
TH» KYJIBTYPY, a IIPOBOJUTH il TEPMIiHOBY iHBEHTApU3allil0 OYKBAJIBHO Il 00-
cTpitaMu Ta B ymoBax Os1ekaytiB. MiHicTepchbki pedpopmMu B HaC He JTOZIAIOTh CTa-
OLTPHOCTI, HEMOBOU 3Mararo4uch i3 HOBUM Ipe3uzeHToM Crosyuenux [lITaris
y IIBUIKOCTI Ta HECTAHAAPTHOCTI CYCITLIbHOI peopraHizarii. Hosi 36poiiHi KoH-
(utiKTH 1 HEKOHTPOJILOBAHU PO3BUTOK IIITYUHOTO iIHTEJIEKTY HE JI0/Ial0Th PiBHO-
Baru 30eHTeXXeHil rpoMazichKocTi. Ta, TOpH TaKy Pi3Ky BTpaTy CBiTOM cTabiib-
HOCTI, Hallle 3aB/IaHHs — HATIOBHUTU HOBHUI BUITYCK HAIIIOTO BUJIAHHS aKa/IeMid-
HUMH 3100yTKaMH1 BHCOKOI siKoCTi. Pobu, 1110 Mae€r, i Hati Oy/ie, AK Oy/e.

JIaTUHCHKUHM BHUCTIB, BUHECEHUH Yy 3aroJIOBOK, HArajaye: CTPIiMKi 3MiHU
He JIUIIIe PYHHYIOTh yCTaJleHe, ajie i 3arapTOBYIOTh THX, XTO 3/1aTeH BUOY/TyBaTH
3 yJIaMKiB HOBIi ceHcu. [leB’ssTuii Tom uaconucy « Haykosi 3amuckun HaYKMA.
IcTopis i Teopis kysnbpTypu» € crpoboro 3adikcyBatu 1i Meramopdo3u Ha
pi3HUX piBHAX: Bij cakpasbHOI BepTuKaiti XI cToiTTsa 10 mudpoBoro MiHi-
MaJTizMy 2020-X.

HuHinrHi# BUITyCcK Ma€ II'Th CTPYKTYPHO-TEMATUUYHUX PO3/ILTIB.

o neporo 3 Hux — « Kpusu, karactpodu, KyJIbTYypOJIOTiA TPABMI» —
VBIHIIUTH JTBA QHTJIOMOBHI MaTepiaIn.

Ananitnuauii Hapuc OJibru BproxoBelbKol BifIkpuBae poszaii i Homep.
«Cultural Trauma between Experience and Meaning» («KyasmypHna mpasma
MIHC 00C8100M 1 3HAUEHHAM») — SIKICHUN TPUKJIAZ, aKaIeMidHOl TIOJIEMIKH, Jie
aBTOPKa BUKPUBAE CAMY OITHKY, Uepe3 Ky MU 3BUKJTU AUBUTUCS HA OB i TpaB-
MAaTHYHUH AOCBiAI. JIOC/TIHUIII POTIOHY€E KPUTHUHY PEBi3ii0 Teopii KyIbTypHOI
TpaBMH, (HOKYCYIOUNCh HA il «IMCKYPCUBHOMY JIeTepMiHi3Mi». ABTOpKA CTBEP-
JUKYyE, o B iHTepnperanii Ixxeddpi Asekcanepa TpaBMa GakTUIHO BiipuBa-
€THCS Bifl peaJIbHOTO JIOCBIJTY CTPOKIAHHS, TIEPETBOPIOIOYICH HA PEITPE3EHTAIII0
YU MPOAYKT YCITIIHOI Iiap-KaMIIaHii B Iy0JIiYHOMY IIPOCTOPI.

SIx BKa3ye aBTOpPKa, OHIEIO 3 MPUYKH MTPOsICHEHHS TOMiHYBaHHs TpaBMa-
TUYHOI IIaTHOCTUKU € PO3YMiHHS HECYMipPHOCTI Yacy iCHyBaHHS TpaBMaTHY-
HOTO edeKTy BOEH, emifileMill, HACWIbHUIIPKUX HPAKTUK BJIAJH, Pi3HUX
MPaKTHK IepecyiyBaHHsa ab0 MPUHIKEHH: JIIOJlell V TOPiBHAHHI 3 4acoM
E€MITIDUYHOTO iCHYBaHHs JIIOAMHU, IO U MOPOMKYE (PEeHOMEH IMOTY:KHOTO
«KOMILJIEKCY TIepPeC/TilyBaHHSA» JIIOANHU 3a epebyBaHHS B O€3MOBHOCTI...

* JIaT.: « MiHJIUBI Yacu 3arapTOBYIOTH HATIOJIETTTHBHX».

© FOpiit /cyaai, /lenuc Kopoaw, 2026
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Ha aymky O. Bproxosernpkoi, cripoba /Ix. Ayiekcanziepa po3BHHYTH MOJEH
KOJIEKTUBHOI TPaBMH He BUKJIFOUHJIA 3 HEl i71et0 JOBOJII MBUIAKUX TpaHCHOP-
Malii mepeOyBaHHS JIFOJIEH y TpPaBMaTUYHOMY JIOCBiZli TPpUBAJIMX IOJIN
Ha il KOHCTPYIOBaHHS B COI[IaJIBHO MO/IIEHIA MepesKi CHMBOJIITHO-OIIOCEPE/I-
KOBAHOTO IOJIaHHS MEPEKUTOTO, Jie TIOYHNHAE MIBUKO BUSIBJIATUCA IOMIHY-
BaHHS IEBHUX JIUCKYPCIB TPABMAaTHYHOTO JI0CBiJTy. Y IIbOMY ITPOCTOPi 06TOBO-
peHHs MOBa (DAKTUIHO MOTJINHAE PEATIbHICTD TPABM.

To:x neHTpaibHy MeTadopy CTATTI — MASTHUK, 1[0 XUTAETHCS Mi?K MOBOIO
Ta JIOCBiZIOM, — MOKHA BBa’KaTH KJII0YEM /IO PO3YMIHHs BCi€l r'yMaHITApUCTH-
KU OCTaHHIX JIECATUIITh: PEJICTABHUKY IITKOJIU AJIEKCaH/lepa 3BUYHO «3aba-
JIAKYIOTb» PEAJIBHICTh JUCKYPCAMU, 1 KeHCH «TpPaBMH» IIPOCTO BUTOJIOIIY-
IOThCSI TAKMMU HiOUW 32 3aMOBUyBaHHAM. [IpoTe moJsiemika B Iil TEMi TaKOX €,
SIK-0T 6OaueHHs1 PoHa AliepMaHa.

Ha nmpuxstazni aHamizy TpaBMU aBTOPKa KPUTHKYE caMy SKIiCTh CyJ4acHOTO
«KYJIBTYPHOTO MOBOPOTY» SIK CBOEPIHOTO CUMYJISKPY, /i€ IOEAHAHHS HEO-
(pyHKIIOHATIZMY 3 KOHCTPYKTHBI3MOM HEYHHUKHO OTOJIIOE TPAAMIIAHI TOTJIA-
nu B nyci Tasnkorra ITapcoHca, MPOIIOHYIOUH HAM YCe CTPYKTYPHO BIIOPSIZIKY-
BaTH Ta J[IarHOCTYBAaTH. ABTOPKA HATOJIONIyE HAa HeOe3Mmelli TaKoro Mixomy
JUISL CHIIBHOT, 10 MEePEXUBAIOTh peasibHe HACHIbCTBO (30KpeMa B yKpaiH-
ChKOMY Ta KOJIOHIaJIbHOMY KOHTeKCTax). /11 Hac, y KOHTEKCTI BiiHH, 1110 TPHU-
Ba€, IS CTATTS — BAKJIMBHUU 3aNOOKHUK: SKINO JIFOJICTBO IPUUME JIOTIKY
«TpaBMa = penpe3eHTallis», MH OIMMMHUMOCS V CBiTi, /ie iCTHHA PO 3JI0YUH
BaKUTh MEHIIE, Hi’K AKICTh WOTO MeJIHHOTO noyaHHs. lle mpAMUA mUIsax
JI0 ETUYHOTO PEJIATHBI3MY, Jie Oy/ib-sIKa MaHIMyJIAIlisA MOKE IIPETEHAYBAaTH
Ha CTaTyC «KyJIBTYPHOI TPaBMU», SIKITO B il aBTOPIB JIOCTATHHO «CUMBOJIITHO-
ro kamitamy». (Bix cebe M0OXeMO 3BEPHYTH yBary Ha 3BOPOTHI KeWCH, SIK-OT
MAaCOBY HiATPUMKY TepopucTtudHOi opranizanii XAMAC yncieHHUMHU T'PO-
Ma/ICBKIMU CIILTPHOTAMU 3aX0/Ty SIK «XKEePTB CYCiICbKOI arpecii».)

HacrymHuM y TeMaTHI[ JI0JIAaHHS KPHU3U Ta TPaBMATHYHOTO JIOCBiTy
€ matepian Biosmertu Cumkannu «Disasters as Cultural Catalysts: Historical
Responses and Contemporary Cultural Crises» («/Iuxa sax xyabmypHi Ka-
manizamopu: icmopuuHi 810noeidi ma cyHacHi KYAbmMypHi Kpusu»), y iKOMy
3aMPOIIOHOBAHO KOHIIENTYAJIbHY PAMKY /IJIsI PO3yMiHHS KaTacTpodu He CTiIb-
KU SIK MUTTEBOTO aKTy PyHHAIlil, CKUTbKH K TPUBAJIOTO MPOIIECY COIIOKYJIb-
TypHOiI pekoHirypamii. ABTOpKa IIPOBOJAHTL YiTKy JeMapKalliiHy JIiHi0
MiXX kamacmpogor (MaTepiaJibHUM PO3PUBOM) Ta kpu3oro (Iporecom iH-
TeprpeTarii Ta azanTarii). 3urmyHT bayman Bxke Ha mouarky XXI cT. cTBEp-
JUKYBaB, 1[0 B HAIIll Yacu CTabiIbHICTh CTaja «piJiKicHOW». HuHI 3By4HnTh
YHMAJIO MAHIYHO-TTECUMICTUYHHUX Te3 i CKJIaJ]a€ThCsI BpAsKEHHS, IO IXHi aBTO-
pU 3aHYpeHi B IMOCTHEOCTPYKTYPAJIi3M i reTh 3a0ysu MpO SBUINA CUHepall
Ta emepOxceHmHocmi. B. CHMKaHUY, CBOEIO UE€PTOI0, IIPOTIOHYE METOI0JIOTII0
TpaHcdiryparii xaocy Ha cTpyKTypy. [IpubIu3HO 1ie came BijibyBasocs 6JIH3b-
KO IU'SITU THCSTY POKiB TOMY Ha THXOOKEaHChKOMY y30epesxki IleHTpasibHOro
IMepy, mpo 110 MU MUCATH B MOTNEPEAHHOMY BUITYCKY IIbOTO BuAaHHsA. Harto-
micth B. Cumkanuu sraaye kevicu [Hyonesii, COVID-19, moTpsiciHHs 000X
CcBiTOBHX BO€H, a Takox Mop XIV cr. o peui, MlopkehKuii UK MicTepii
(1376—1569) € CBiJTUEHHAM TOTO, IO MPOQECIiHI TUIB/III HE MPOCTO BUXKUIIU
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IiCJIsl YyMH, 8 CTBOPWJIH (K BiZ[TIOBiZIb) HOBY (pOPMY KYJIBTYPHOTO MEHE/IK-
MEHTY, TOOTO HaBIiTh MOIIIECTD, IK-OT «YOPHA CMEPThH», MOKE CTATH «MAaTip 10
IHCTHTYI[IOHAJTI3aITii».

VY curtyartii, KOJII CHMBOJIIYHA PECTPYKTYpPH3Allisl Tepe/lye MaTepiaibHiN
PEKOHCTPYKIIii, KyJbTypa He IIPOCTO «BiJfi3epKajioe» Kartactpody, a Oyk-
BaJIBHO ii «xakae». Ili acleKTu MeperyKyrThCs 3 MOIMEPEIHIM MaTepiasioM
B. BproxoBerpKkoi mpo TpaBMy B KyJIbTypi. 1o Toro & B. CHMKaHIY 3BEPTAETH-
s JTO BiZITTOBITHUX JOCITITHUITBKUX IIKUT K. Anekcanzaepa Ta P. AliepmaHa.
JlopeuHrM € TYyT yKpalHCbKHH KOHTEKCT: Ha HAIIOMY IMPUKJIA/i BUPA3HO
BHJTHO, 110 Pe3UNIEHIMHICIMb — Tie KOHQJTIKT; 1le 60poThOa 3a MpaBoO BU3HAYA-
TH, YU TPaBMa «CIIPABKHIIIa» i YMH HapaTHUB MaM STi CTAHE JIEp:KaBHUM
cranzaproM. IlapasesbHO BifOyBatoThess MeTamopdosu mudpoBoi 06w,
3aMilalOYy TPAJUIIAHY MAaTeTUKy TUMYACOBICTIO Ta KiT4eM: IaTdhopMu
TikTok ta Instagram 3BUYHO CTUCKAIOTh CKJIAJHI €K3WUCTEHIHHI Tparemil
JIo BizyasibHOTO (hacTdy/ty, ie TepOi3M CTa€ eCTETUYHOIO KaTEropieio, BTpava-
109U KOHTeKCT. Ie po3miupioe CBiTOBUI TOPU30HT IEPEKUBAHHSI KPU30BUX
SIBUIN, HATOMICTh YKpaiHa B YMOBax TPHUBAJIOTO 30POMHOTO IMPOTUCTOSHHS
(warring memory) y3arasi mocrae moyJiroHoM noaikpusogocmi. «IIporucro-
STHHA — 1€ He ¢1a0KicTh OIIopy, a OJTHa 3 HOT0 YMOB», — CTBEP/IXKYE aBTOPKA.

JlocmiKyIoun CTIMKICTh YV KOHTEKCTI KyJbTypHOI Teopii, B. Cumkanuu
MPOIIOHY€E TPHUETAITHY MOJIE/Tb IHTEPIIPETAIlii, BUPAKEHHS Ta IHCTUTYI[IOHAITI-
3arlii, MEPEeOCMHUCITIOE KaTacTpo(y He K MepepUBaHHsA, a SK [EMEHTYIUUN
MOMEHT Y IIOTOYHOMY IHpoIieci 0(pOpMJIEHHS KOJIEKTUBHOTO MaHOyTHBOTO.
BoHa /eMOHCTpYE, IO CTIHKiCTh (PE3UITIEHTHICTH) — IIe HE ICHUXOJIOTIYHA
SIKICTD UM TOJIITHYHUH Pe3yJIbTaT, a iCTOPUYHO CTPYKTYPOBAHHUH Ta MOTITHY-
HO CyIepPEeWINBUU KyJIbTYPHHUH IIPOIIEC.

HacTymHUM pO3/iIOM, TaKOXK PENpPe3eHTOBAHUM J[BOMA CTATTSMH, I[HOTO
pasy € «KysabrypHa reorpadis». AursiomoBHa crarts « The Semantic Space
of Donbas: From “Wild Field” to “Atlantis”» («Cemanmuunuii npocmip /fonba-
cy: 610 “Jluxoeo IToas” 0o “Amaanmudu”) Aprema Boryupkoro € crpo0oro
HE MPOCTO TIPOJOBXKHUTH aHAJI3 OCOOJMBOCTEH KyJIBTYpPHOI ijeHTH(]iKAIil
JloHbacy Ik IPUKOPIOHHOTO PETiOHY MPUETHAHHAM /10 GPOHTHPHOTO aHAJTIZY
3pasKiB JKUTTS HA TEPUTOPIAX KYJIBTYPHO-IIUBLIIZAIIMHIX a00 €THOKYJIBTYP-
HHX PO3JIOMIB. Y KOHIIEIIIil IMHAMIKA CEMaHTHYHOTO IpocTopy Jlonbacy aBTop
po30upae Tak 3BaHy @poHmupHy OexkoHCcmpykyito, 60 6auuTh HAUGLIBII
perpe3eHTaTUBHUMU OJJUHHUIIMHU ITHOTO IIPOCTOPY He TiOpuW/HI, aflanToBaHi
(opMu eTHOMBITIZAIIHOTO CITiIBICHYBaHHS, a IPOCTOPH, JIe TIEBHI 1CTOPUYHI
Mo/l eTHOHAIIOHAIBHOI i/leHTUdiKaIlil 3a CTOMITTA HAaOyBawTh GOPMU i/len
Ta Mi(iB i TOMy CTAIOTh €KBIB&JIEHTOM CEMAaHTHYHOTO IIPOCTOPY PETIOHY.

OcCHOBOIO iz1eli Ta MiiB IepIIOro eTamy ceMaHTUYHOTO IIpocTopy JloHba-
cy, AKUH OTPUMAB MTOJBIMHY Ha3By — «CTeIy» a00 «IIPOCTOPY IIyKAUiB IIPH-
royi», aBTop obupae mozii XVI-XVIII cr. JloHbac sik IpoCTip «0KUBAE» 3aB-
JISIKU KOJIOHi3alii cestHamu [TpaBobGeperkHOI YKpaiH| ITiJT Yac HalliOHAIb-
HO-BUBBOJIPHUX BOEH TWif mpoBozioM B. XMeJIbHHUIBKOTO Ta OCOBJIHUBOTO
30inbIeHHs Mirpanii cesissH y crenu Jlon6acy micis BimonepkiBebkoi yroau
1651 p. Hactynuuii etan igefiHo-midosoriunoro mpocropy Joubacy aBTop
CUHXPOHI3YE 3 PpO3BUTKOM BUJIOOYTKY BYTLIA 1 MeTasypriiHOTO
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BUPOOHHUIITBA ITiC/IA CKACyBaHHS B POCIMCHKIM iMmepii KpimocHOro mpasa.
Came po3BUTOK BUPOOHUIITBA 3aB/ISIKI MirpaHTaM 3 POCIHCHKUX 3€MEJb ITPHU-
3BiB 3T0JIOM 10 e(PEeKTy «CTHPaAHHS IaM ATi» PO KO3aI[bKe MUHYJIE CTEILy.
VY Meskax BijoMoro (peHOMEHY «ILIaBHJILHOTO KOTJa» copMyBaiach ocoba,
sIKa He MaJla TATJINX HAaBUYOK JKUTTS CeJITHUHA abo mictaHuHA. HoBuMm erta-
oM y opMyBaHHI ceMaHTHYHOTO ITpocTopy JloHbacy crae HOro repeTBOpeH-
HsI Ha TOIIOC ileaJTiB caMOBiTaHOI Ipalli Ta Miclle CTBOPEHHS BUPOOHUYHUX
HOPM /151 Bei€i kpainu. [{el eTan ceMaHTHUYHOTO PO3BUTKY IIpocTopy JloHb6a-
Cy CTa€ OCHOBOIO HOBHX KPOKIB Y CTUPAHHI iCTOPUYHOI ITaM AITi, SIKY IIPUHECIIO
IepeliMeHyBaHHs MiCT Ta BUTHCKAHHSA cpo0 yKpaiHizallii HaB4ajbHOTO IIPO-
mecy y 20-Ti poku XX CT. HOro paIuKajbHOIO pycudikaiiero Bxxe y 50-Ti pOKU
XX cr. Came ToOMy cHCTeMaTHYHE BHHUIIEHHS 3aIUIIKIB a60 cripob Bizpo-
JUKEHHS TPATUIIIHA YKpaiHChKOI KyJIbTYPH aBTOP JOCITI/?KEHHS Ha3BaB PETPO-
CIIEKTUBHUM aHAJII30M, 11100 O3HAYUTH i/iel i Mihu MIPaKTHUK TOHOBHOTO 3HHU-
IIEHHS YKPaiHChKOI KYJIBTYPHOI iZIEHTUYHOCTI Ta ii TpauIiiii.

ABTOD CTaTTi yTOYHIOE, IO CTAH BUXO/Ty PETIOHY 31 cTaTycy «ATJIaHTUI»
3ar03WYEeH0 3 OJTHOMMEHHOTO (uUThMy perkucepa BasenTuna BacsHoBHua.
Tomy # MOzes b 3MiH CEMaHTUYHOrO Ipoctopy JloHbGacy aBTOp po3rJisjae
SIK YaCTHUHY ITPOTPAMHHUX Te3 IT0/I0JIaHHSA BipyCiB pO3KOJIy 1 pO3UHHEHHS i/1eH-
THUYHOCTI YKPaiHChKO1 KyJIbTYPH, IPO sKi BiKe mucaiau B. Areera, P. Jlemuyk,
C. XKazaH, Ta MOJIBIINX JTOCTI/IP)KEHb IIEPCIIEKTUBHUX IIPAKTUK KYJIbTYPHOI
peirTerparii Jlon6acy.

3agepIirye po3ait KyabTypoTtomis Big Map ssau HikiteHko «ITeuepu sk pika:
cepedHbOBIUHI NPOCMOPO8L YsaeaeHHs npo nidzemui aabipunmu Kueso-
Ileuepcbko20 MOHAcMUpPs», MO € IPYHTOBHUM aHAII30M OaraTopiBHEBOI CHIM-
BOJIIYHOI pernpe3eHTarlii 30JIFKEHHS ITeYep Ta BOAU SIK CAKPATILHOTO ITPOCTOPY
HaOJIMKEeHHS JI0 PO3YMIHHS CeHCy ITTHOMH 60roTBOpHOTO Beecrity. /Iy Toro
o0 MMOKa3aTH, IO caMe CITIBICHYBaHHS BOJY 1 ITeYep Ha JOCTAaTHIX ITHOMHAX
€ TaBHBOIO CUMBOJIIYHOIO CKJIQJIOBOI0 PO3YMiHHS KaHOHY 00KECTBEHHOTO TBO-
piHHsA, aBTOpKa 3raaye ¢aKkTu BBEIEHHS 00pa3y 3aHyPEeHH: Y BOIU SIK 3pa3Ka
PO3YMiHHS CHMBOJIIYHUX TJIMOWH OOKEeCTBEHHOTO TBOPiHHSA B icuxa3mi, 30Kpe-
Ma y BueHHi Cumeona borocsosa.

ABTOpKa 3rajJlye TaKOK Pe3yJIbTaTH apXeoJIOTIYHOI ekcrenumii 1978—
1979 pp., Aka pocrigmwia noxoBaHHs XI-XVIII cr. B BiawkHix medepax
Kuepo-IleuepchKoi JJaBpH YEHIIIB Y KOJ10/1aX 1 TpyHax. HabyvKeHHS TOXOBaIb-
HOI KOJIOAY IeYepy /10 YOBHA JKUTTS YeHIld, Ha [YMKY aBTOPKH CTaTTi, Ma€
03HAK{ OJJHOYACHOI CHMBOJIIYHOI IIPUCYTHOCTI B TOTOUOIYHOMY CBITi Ta paro
3 yBiYHEHUM icHyBaHHAM. Te, 1[0 CXOKUM IIJISIXOM — BiJi BOJ MOPSI 10 IeYep
repeHeceHO MOl IpenoobHoro €Bcrparia [locTHIKA, TO3BOJIMIIO aBTOPIL
BUJIUTUTH CBITH MOpS Ta Medvep sK CKJIaJ0Bi YaCTHHU «OOT0CIOBCHKOI JIOTi-
KU», HasBHI B on0Bizi mpo €Bcrparia I[loctauka. 1 sorika € BUsBOM 3MiHU
JIOKYCIB JIFOJICBKOTO KHTTSI — BiJ[ ?KUTTS y BUMIPOOYBAHHSAX KPi3b OUUINEHHS
JIO OTPUMAaHHS 00KECTBEHHUX CUJI | YBIYHEHOTO JKUTTSI.

[TikaBo, 110 3 GOTOCIOBCHKOI JIOTIKU CBATOCTI MOITel €BcTparisi [TocTHIKA
aBTOPKA He CTBOPIOE KAHOH 1 pO3TJIsA/Ia€ HOBUH i1 Pi3HOBH/I HE IIPOCTO HA icTopii
HOBOI 0cobu — cBsiToro I'puropis YymoTBopIis, a B il 3B’s13Ky BiKe 3 XBUJISMU
¥ mmbuHamMu J{Hipa. YTOIUIEHOTO HACH/ILHUIIBKY 32 TPATivHi epeoaueHHs
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cBsiToro I'puropis JJHINpo K «BOKUH Cyysi» Ta «KUBA BO/A», 3IATHUH BijI-
JIUIATH IPiX BiJi IpaB/iy, HOBEPTAE IO BIYHOTO CIIOKOIO B Iieuepax JIaBpu, sKuil
IIOCTa€ 3a O3HAUEeHHWH pail. I came 111 6OTOCIOBCHKA JIOTIKA, SIKY CKJIQJIEHO i3
CYyMillleHHs JIOKYCIiB IJTHOWH BOJU i Ileuep, € MPUHIIUIIOBO HOBOK Bi3i€r0
CBATOCTI IOXOBaHHSA B meuepax Jlaspu.

M. HikiTeHKO CTBOPIOE CBOEPIIHUN CHHOIICUC JIOCBiZly OCMUCJIEHHS IIPO-
TSKHOCTI leyepHux J1abipuHTiB KueBo-Ileuepchkoi IaBpu Ta iIXHBOTO JKUTTSA
izt Bomamu Jluinpa Cr. Capuuiipkoro, O. I'BanbiHi, A. lemnapis, C. @. Kipo-
HOBHYA, A. KabHOMOMCHKOTO0, B AKOMY aKyMYJIBOBAHO OCBiJ] BUXO/Y 32 IO€e-
THYHI MeTadopH, JMOAAHUX JO IXHIX (DIBUYHHX BUMIDIB Y KOMITUISTABHIN
cakpaJbHiH reorpadii, BIIKpUTIH 0 CHMBOJIIKY if€l TepeMory cCaKkpaJbHOTO
JIa/Ty HaJT CTUXISIMU Ta IPOCTOPY 30epesKeHHs HETJIIHHOCTI, KOJIEKTUBHUX aCO-
miamii i3 cakpanpHuM 3HaueHHAM CTikca Ta AXepoHa, 3/[aTHOTO JapyBaTH
JIIOIVHI HE YsIBHE PO3pi3HEHHs PiBHIB OyTTs, Ta NUIAXY, SIKi HE MOTJIUHYTH
Teuii )KUTTS, 60 JapYIOTh MiCIIsl OUHINEHHS Ta IyXOBHOI ITUOWHH.

M. HikiTeHKO MOKasye, 10 OmucH mpoctopy mnedep Kuepo-Ileuepchkoi
JIaBpH Kpi3b cwty Bof JHimpa mobu mizHporo CepeaHBOBIUYSA Ta PAHHBOTO
MOJIEPHY MAIOTh HOTY>KHUH KOHTEKCT ITiJICUJIEHHs CBOTO 3HAYEHHS 3 OLIbII
PaHHIX ySBJIEHb IIPO 3B 130K JIDIMHU 3 iJI3EMHUM cBiTOM. MiclieM icHyBaH-
HsI TAKUX HAWJIaBHIIIKX TPO0OOPA3iB 3B’I3Ky IeuUep i BoJI mifi3eMeslis, siKk BKa-
3y€ aBTOPKa, Oysu Miu i pestiridHi cucteMH, TAIJIa YCHA TPAJUIIiA JETeH/ T,
MMJIOMHUIILKUX OIOBi/IEN Ta BJIACHE PEJIITiWHUU JOCBi/l JKUTTS HeYep caMoi
JlaBpu, SIKMH BUXOJIUB 32 ME3Ki JIOCBi/Ty ycaMiTHEHHS i TOXOBAaHHS YEHIIiB.

«KyapTypHa mam’aTh, MaM ITKH, MY3€HHHUIITBO» — TPETIH pO3/in
[IOT'O BHUITYCKY HAIIOTO (haxOBOTO MEPIOUYHOTO BUIAHHA. Y CTPYKTYPi TOMY
BiH HeJlapMa IIOCiIa€ IEHTPOBe Miclle, a/Ke caMe 3 2025 POKy Halla IIpo-
dinpHa mucnuuTina HaOyma dopmaty B 12: Kyavmypoaozia ma my3ee3nas-
cmeo. I el po3/iT EAUHUN Y HOMEPI MICTUTB TP MaTepiasiu, a He JiBa.

PosnounHa€eThes BiH oisizioM Bi, Enxbmipu AGssttimoBoi-Uuiiros «Penpe-
3eHmMayis KpuMCbKOmMamapcobkoi KYyaAbmypu 8 CyuacHOMY XYOOHCHbOMY
KIHO: HApamueu KOAeKmMueHOl nam’sami, empamu ma No8epHeHHN», 10 €
3pa3KoOM BJIJIOTO 3aCTOCYBAHHS /10 PiibMorpadii MeTo10J10Tii IUCKYPCUBHOTO
aHAJTIZY Xy/I03KHBO-300pa’KyBaJIbHUX HapaTHUBiB. Po3misiHyTO hiytbMu: « Mamari»
(Osecw Canin, 2003), «Tarapcbkuii Tpuntux» (Osekcanap Mypartos, 2004),
«Xautapma» (Axrem Ceitabiaes, 2013), «Uyka mosutBa» (Axrem Ceirabia-
€B, 2017), «Jomomy» (Hapiman AsieB, 2019), «Yepkacu» (Tumyp fAmenko,
2019), «Kucnesa craunis» (IBan TumueHKo, 2025). JIJIs1 KOKHOTO 3 HUX aBTOP-
IIi BIAJIOCS TTO/IATH ITI0 TTOCJTIZIOBHICTD BXKE SIK CTPYKTYPOBAHUU IOCTYT KPUM-
CHKOTATapChKOI TEMATHKH y 3MiHAX JOMiHAHTHUX MOJIEJIEH 11 perpe3eHTallil.

K110 MU 3BEpHEMOCS 10 Tlepiioro GuibMy B Kiacudikallii Takux Mojie-
JIeH, TO cTpiuka «Mamari», /e OIOBiJli Ha TEMY KyJIbTYPH KUPUMAU TTOOY/10-
BaHO MO JIiHII «MeTadOpUIHOI MPHUCYTHOCTI», Ta OCTAHHBOTO QLIBMY
3i cnucky — «KucHeBa craHIfisi» — II0 JIiHII «BHYTPIIIHBOI CBOGOAM», MU
3MOKEMO PO3IJVIANATH IX pa3oM i3 pernpe3eHTAaTUBHUMHU MOJEJISAMU iHIIIX
(inpMiB SIK IEBHY aHTUTE3Y BiITBOPEHHIO B I[bOMY 3HAYHOMY iCTOPUUHOMY
iHTepBaJIi T. 3B. «Te€H/IeHIi1». KyMyJIATUBHOIO OTUHUIEI0 BUPAKEHHS TAKO1
AHTUTE3H € MO3UIIiA peXrcepa, eTUYHUH, CEHCOTBIPHUHN Ta CUMBOJIIYHUU
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BUMIp pernpe3eHTaTUBHOI Moiesi. Kosu sk Mu moBepHeMocs Bij kiiacudika-
IiiHOI penpe3enTarii pipmy « Mamaii» peskrucepa O. CaHiHa, MU 3MOKEMO
IepeBIpUTH HA BiJIMOBiHICTH (OpMATIB MOAAHHA KPUMCHKOTATAPCHKOTO
JIOCBimy B 1iboMy GUIbMI JIiHIT «MeTapOPUUHOI TPUCYTHOCTI».

V¥ suxutazi E. A6ssurimoBoi-Uuiiros mosesti «MeTadOpHUYHOIL IIPUCYTHOCTI»
BiJITOBiTaTMe 300paKyBaJIbHUI IMOTEHITIA T. 3B. «JIAHAIIAQTHOI TaM’ ATi»,
3 BigTiHKOM Mi(iuyHOI XpOHOJIOTIi, JIe CHMBOJIUHUU Jiajior yKpaiHCHhKOI
Ta KPUMCHKOTATAPCHKOI KyJIBTYPH € BiZITOMOHOM CITIJIBHOTO IIPUKOPIOHHOTO
CTEIIOBOTO KUTTS. Y IbOMY 300paKyBajibHOMY IIPOCTOPI Ife HEMA€E Pe/ICTaB-
JIEHHS BJIACHOI iCTOPIl 1 3KMBOI KpUMCHKOTAaTAPChKOI Ky/IbTYpH. AJIe 1151 penpe-
3eHTallis BJKe ITiJ[phBajia IOMiHyBaHHs B pellpe3eHTallil KyJIbTyp ieosorii
OiHApHUX OIO3UIIIH, AKY IIe He OyJI0 MiJIKPIIJIEHO /1e0I0TIE0 IEKOIOHI3aITi].
BinmoBigHicTs penpesentatuBHOi Mozeni ¢pinpmy «KrucHeBa cranmis» IBana
TrUMYeHKa SIK CHCTEMU Y3TOJ[?KEHUX OIOBIJIeH 110 JIiHil «BHYTPIiITHBO1 CBOGO-
JIi», HA [yMKY aBTOPKH, € I10 CYTi CHHOHIMOM THX OJIMHUIIH ITPOSIBY JYXOBHOI
cwit Mycradu [I:kemisieBa, Ky He 3MOIJIA 3JIaMaTH PAaJSHChKA CHUCTEMA
MOJIITUYIHOTO TiepectiyBanHs. CaMe TOMY COJIiIapHUI CIIPOTHB JIIOOOBI K
Hapi>KHUH aKIEHT B ONOBii 1Tpo 3aciaHHA M. J[skemisieBa Jj11 aBTOPKH CTATTi
1 mocTa€e 3a BiANIOBiZIHY pelnpe3eHTaTUBHY MOJIENIb «BHYTPIIIHBOI CBOOOH »
y dinbpmi « KucHeBa cTaHITis».

Otxe, Ha IYMKy aBTOPKH, IepexXiJ Bif KiHeMarorpadidyHUX JHUCKYPCiB
JKUTTA B HAI3BUYAWHUX iICTOPUYHUX TOJTISIX /IO 300paskeHHs TPUBAIUX iCTO-
piii 3 MOBCSKIEHHS, siKe O He OyJI0O YEPTrOBUM BapiaHTOM PO3BUTKY «30BHIIII-
HbOI OIITUKU» TA T€HIEPHUX CTEPEOTHUIIIB, MA€ BiJIKPUTH UMMAJTi IEPCIIEKTH-
BH KyJIBTYPOIIPAKTHUK.

Oxkcana Bonzapers y cratti «IJugposi mparcgopmauyii sk o0Ha i3 cyuac-
HUX MeHOeHUlll po38UMKY YKpaiHcbKux myseig» posrisizae mudposizaiio
SIK CIpOoOy BIIUTH PO3ipBaHy TKAHWHY HAIIIOI KYJIBTYPHOI aM sITi 3a JIOIIOMO-
ror 1mu¢ppoBUX HUTOK. ABTOpKA (piKCye MOMEHT, KOJIM TEXHOJIOTII 3 irparku
JUIS «IIPOTPECUBHUX » IIEPETBOPUJINCS HA 3aCi0 BIPKUBAHHA. 3TaIaHUH y CTATTi
npoekT «APK III» (KoBuer) — 11e He IpOCTO Ha3Ba, a BIy4Ha Metadopa oTod-
HOTO CTaHy HaIloi KyJbTypu. MU HUHI 3aliMmaemocs TuM, o Mipua Emiane
Ha3BaB OU «CTPYKTYypPYBaHHIM XaocCy»: OIU(POBYEMO BCe, 110 MOKHA, HaMara-
FOUKCh 30€PETTU CAKPAJIBHE S/IPO KYJIBTYPH B 6€31IETHOMY BipTyaJIbHOMY ITPO-
CTOpi, TIOKKU peaIbHUI MPOCTIp IepedyBae IIiJi 3arpo30r0 JIMX i KaTaK/Ii3MiB.
IMudpouii peecTp mocTae He GIOPOKPATHYHUM CIIHCKOM, a HOBOK (HOpPMOI0
«CBAIIEHHOI KHUTHU» CcaMOl HAIOl IIEHTUYHOCTI. Y KOHTEKCTI I[bOr0 BaKKO
He 3raZiaTi po3ayMu Ipo izentuyHicts Epika Epikcona. CX0:XKuM YiHOM i TyT
aBTOPKA CTBEPIIKYE, ITI0 I/IEHTUYHICTh My3eto (i Hallil) He Moxke OyTH CTaTH4-
HOIO; BOHA MOTPeby€e MOCTIHHOTO MEePpEeOCMUCIEHHS, 1 «Iudpa» — I JIHIIIE
JI3EPKAJIO, sIKE [TOKA3YE, UM € HAM III0 CKA3aTU CyIaCHOMY IJISIavYeBi.

VY craTTi HATOJIOIIEHO Ha POJIi My3€el0 SIK «IIPOCTOPY Iy IiYHOCTI». ABTOPKa
IOKAa3ye, IO OHJIAWH-3aHATTA 1A cryfeHTiB HaYKMA — 1ie He «cyporar»,
a HoBa (popMa COILITBHOI aM’SITi, KOJIM KPUTHYHE MHCJIEHHS (QOPMYETHCS
yepe3 eKpaH, ajie He BTpayae CcBO€i mmbuHu. TexHosoris 6e3 peduiekcii
Ta OHOBJIEHHSI CEHCIB — ITyCTOIOPOXKHICTh. Tok 3D-Typ 1o ekcro3uiiii 3paska
1970-X POKIB — IIe BCe OJHO, IO HamaraTvics samyctuTd Windows-11
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Ha nepdoraprax. BogHouac imepcuBHi BucraBku IlleBuenka Ta IlpumadeHKo,
0 TOZOPOKYIOTh CBITOM, — Il€ HE IIPOCTO «KAPTUHKU, IO OXKUBAIOTH»,
e opMa KyJIbTYPHOTO CITPOTUBY. BOHU JIOBOJATD, 1110 MU 371aTHI OyTH Cy0 €K-
TaMH IJI00aJILHOTO KyJIbTYPHOTO TI0JIsl, BAKOPUCTOBYIOUH HAUCYJaCHIIIT KOMY-
HiKaIiiHi MozeJIi.

[TizcymyBaTH aBTOPCHKi BUCHOBKH MOXKHA TE3010, 0 «IHppa» He 3aMi-
HIOE My3€H, a CTBOPIOE HOBY sKicTh Mejiarii. MaibOyTHE IHCTHTYIT —
y TiOpUTHOMY TTO€THAHHI (Pi3UUHOTO JTOCBiAy Ta udpoBoi crifikocTi. Bix cebe
MOKEMO y3araJIbHUTH My3el SIK ypeueBJIeHI «Iaylalid ImaM sTi», 0 Jal0Th
3MOTY OIIEPATUBHO 3iCTaBJISITU MOHYMEHTAJIbHI iH(GOpMaIiiiHi 6JI0KU COITio-
KYJIBTYPHOT'O PO3BUTKY JIKOJICTBA, SIBJIEH] EKCIIO3UITIMHUMU MOJIEJISIMHU.

3aBepIrye poO3AUT aHATITUKA JAaBHBOPYCHKOI COITIOKYJIBTYPHOCTI Bif
Hapnii Hikitenko «Kusorcuil nopmpem y Coghii Kuigewvkiil y piuuwi icmopii:
ceimebvkuil croxcem 1 aimypeiiiHuil koHmekcem». JJuckycis mpo atpubyiio
noptpeTiB Ha ppeckax Codii KuiBcbkoi He BIyxae s1oci. Ajie aBTOpKa poKamMu
HaIIOJIETJINBO aPTyMEHTYE, 10 XpaM OyJI0 3aKJIa/IeHO Ha JIBA AECATIJIITTS pa-
Hillle Bil «TpagumifiHoro AaTyBaHHa» (Y 3KOBTHI 2009 p. pineHHsaM 35-1 cecil
Tenepanpuoi koHpepentii FOHECKO 1000-piuus 3acuyBanasa Codii Kuis-
CHKOI BHECEHO 10 KaJeHAaps maM sITHUX JaT Ha 2011 pik). I dyrmaropom
cobopy, fIK JIOBOAUTH aBTOpPKAa, € He fpociaB Bonmoaumuposuu (3rigHO 3
H. HikiTeHko, BiH yivie 3aBepimuB Oy/[iBHUIITBO ¥ 1018 p.), a caM Bosiogumup
CBATOCIABUY B OCTAaHHI POKU HOTO KUTTA. ToK i came 300pakeHHs KHA3,
Ha IyMKy aBTOPKU, Ma€ perpe3eHTyBaTU He CUHA, a OaThKa.

Mo2kHa CTBEP/KYBATH, 1[0 ABTOPKA He IIPOCTO aHAJII3YE JKUBOIIHC, a IIPO-
BOJIUTH «KPUMIHATICTUYHY eKCIIEPTU3Y» CTIHOMHICY. MU 3BUK/IN OaUUTH B ITiii
(pectii «CBITCHKHUH CIOKET», TaKy cO0i cepelHhOBIUHY IpeATEYY apCYHHOTO
moprtpeTta. Aje aBTopka Harajaye HaM: Y Cogii He Oys10 HIYOTO CYyTO «CBITCHKO-
ro». B aHayi30BaHil KOMITO3HIIil pyX MOHAPIIIOI POJMHU /IO BiBTaps CUHXPO-
HIBYETBCS 3 PyXOM IIPUXO0ZKAH Ta CBAIIEHHOCIYKUTEJIIB: II€ «JKUBA IKOHA», JIe
KHs3b Bosogumup Hece Mojiesb JlecATUHHOL IIEPKBH, i TOPYY IMOCTaE AHHA
ITopdipoposHa — He MPOCTO SK TiHL YOJIOBiKa, a sIK [IOBHOIIPABHA CITiBaBTOP-
Ka JIePKABHOT'O IIPOEKTY.

Otxe, MOXKHA CKa3aTH, 10 Bosogumup Benukuii HapenTi moBepTaeThes
y BJIACHUH JIiM — He fIK «3armo3udeHuii» MOCKBOIO OpEH/I, a AK aBTEHTUYHUH
ktuTop xpamy Csroi Codii. MaTepian H. HikiTeHKO € BOXKJIMBUM IOJIITHY-
HUM JKECTOM: TBEP/KEHHS PO 1011-1 pik — Iie He mpocTo 1udpa, a TEPUTO-
pis Hamoi HezanexxHocTi. Akmo Codis KuiBcbka crapima Ha Ifijie IOKOJIiHHSA
3a CBOiX «Te30k» y HoBropozi um I1oyonpKy, TO BCSI KOHCTPYKIiS «€IMHOIL
KOJICKM OpaTHIX HapojiB» PO3CHUIIAETHCS, SAK CTAape BAIHO IIij] MEM30IH0
pecraBpatopa CosHIlEBa. ABTOpPIII BKOTpE BAJIOCSA IOKasaTd, mo Kwuis
XI crostittsi OyB HE «OKOJIUIIEI», & €BPONEHCHKUM I[EHTPOM, IO BiJIHLHO
OIIepYyBaB IMIIEPCHKUMU KO/IaMU KOHCTaHTHHOIOJIA.

YerBepTuil po3aili — «BUMipH iIeHTUYHOCTI Ta COLiOKY/JIBTYpHI
MNPAKTUKN CY4acCHOCTi». Po3mounHae #Oro aHIVIOMOBHHEH Marepia
Pycnauu Jemuyk «The Trickster Phenomenon within the Sociocultural
Practices of the Metamodern Political Sphere» («®@enomen Tpukxcmepa 8 couio-
KYAbMYPHUX NPAKMUKAX NOATMUYHO20 NPOCNOPY Memamo0epHy »).
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Buxosy Ha KOHIENTyaJIbHUH piBeHBb pelnpeseHTallii oopasdy Tpukcrepa
SIK CKJIQ/IOBOI CyYaCHUX IOJIITUYHUX IIPAKTUK 100U METaMOJIEPHY B aBTOPKU
CTATTi Iepenye, 30KPEMA, ONUC KOHIENTYyIPHUX CXOAWHOK, IPOHUIEHHX
TIpe/ICTAaBHUKAMU BiJIeHCHKOI IIIKOJIN «iCTOpUYHOI eTHOrpadii» B po3ropraH-
Hi TJIyMa4yeHHs CHMBOJIIB KYJIBTYPH SIK Kamitary I1. Bypabe, sike 3rozom i gao
3MOTY POBIJISIZIaTA €IHICTh €THIYHOI KYJIBTYPH K JUCKypC, SKHUA 00 €HYE
O/THOYACHO iCTOPUYHO-KOPEHERI MO/Iii €THOCY Ta IMO/Iil MPOSBY IXHBOI KUTTE-
371aTHOCTI. MOMUJIMBICTD aKyMyJIsAIlil MEBHHUX IOJIA HAIIOHAJIBHOI icTOpil
B JKUTTE3NATHUX OCHOBAX HAIIOHAIBHOI KYJIBTYPH JIa€ 3MOTY PO3IJIAJATU
icHyBaHHA Midy y hopMi apXeTHIy sik 0COOJIMBO BaXKJIUBY (peHOMEHAIbHY
(opmy yszarajrbHeHb HPUYETHOCTI JIIOAMHU IO >KUTTE3ZATHOI KyJIBTYPU
Ta il CIITBHOT, SIKi CTAIOTh HOCISIMH TAKOT'O YKUTTECTBEPIHOTO iCHYBaHHS.

3a cnocrepeskeHHAM aBTOPKH, came C. KpuMCbKOMY HAJIEIKHUTH CBOEPIJ-
HHUH KaTeropiaJIbHUH PO3IIO/iJI YKPAiHCHhKOTO HAI[IOHAJIBHOTO JKUTTs, Ha3Ba-
HHUH €K3UCTEHIIAIIOM, Y SIKOMY CHJIH *KHUTTS PO3IO/IUIEH] 10 JIiHil apXeTHITiB:
Jim — nosae — xpam, siki ¥ HaOy/Ii 3HAYEHHSA YMOB ITiZITOTOBJIEHOTO CIIPUH-
HSITTS SIBUII B3Ke K (DEHOMEHIB, IKi MIiCTSTb CBITOIVIS/THI apXETUITHI HACTaHO-
Bu. Ile 1 gaso 3mory, Ha yMKy P. JleM4yK, BBaKaTH, 1[0 MOKJIIBE HAIIOB-
HeHHs (PeHOMEeHY TpUKcTepa 3 00Ky Mi(iB yke JIocTaTHBhO 3a6e3IeUeHo 1o-
CJIIIOBHUM KPUTHYHUM pyxoM gociimkens 1. Paxina, K. IOura, K. Kepensi
ta K. JleBi-Ctpoca i Ha /1o1aTOK Ma€ 3HAYHY KiJIBKICTh HApaTUBHUX (HopM
CBOTO BTiJIEHHS y (OJIBKIIOPI, JIiTEPaTypi, My3UYHIH KYyJIBTypi Ta KyJIBTYp-
HO-MUCTEIBKIX IIPAKTHKAaX. ABTOPKA 3BEPTAE TAKOXK yBAry He CTLIBKH HA ITI0
HENOBHOTY, CKiJIbKM Ha HEOOXiTHICTh BBEJIEHHs, 3 OJHOTO OOKy, B aHAJII3
MOJIITHIHOTO HAapaTHUBY (€HOMEHY TPUKCTEPA PO3Pi3HEHHS MOHATH «KYJIb-
TYPHOTO TE€POsi» i «Treposi KyJbTypw», 3ampomnoHoBarHoro M. Hatimopdowm,
a 3 Ipyroro OOKy, BpaxyBaHHs HASIBHOCTI OITHICY aTPUOYTUBHUX PHC TPUKCTEPA,
3anponoHoBaHoro JI. [IpokonoBuuem.

Tepoit MacoBoi Ky/IbTYpH i MacoBa KyJIbTypa, sika ()OpMy€e T'epoiB, € CHH-
XPOHHUM i aCMHXPDOHHUM KOJIZJKeM, TOOTO Maike MipoM, — i He MOKe
He MicTUTH B c0o0i MOMITHYHUX KoJaxiB. Il]e olTHUM aBTOPCHKUM BHECKOM
€ CBOEpiJIHA BiJIMOBi/Ib aTPUOYTUBHIN TaOJIHUINI pHUC TPUKCTEPA, Micle SKOI
3aiiMae TaOJHUI 3 CIMOX KOPEJIATHBHUX PHC IICHUXOJIOTIYHOTO apXETHUILY
Tpukcrepa B nostituili. CaMme 3 MO3HITiT KOMOIHAIN UX ICHXOJIOTIYHUX PUC
MOJIITUYHUX JIId TPUKCTEPa 00U MeTaMOIEPHY aBTOPKa MEePEXOUTh 70 Iiji-
CYMKOBOI XapaKTEPUCTUKH MOJITUYHOTO (eHOMEHyY Ipe3uzieHTa B. 3eieH-
cbKoro i npesuzenTa /[. Tpamia BiAMOBiHO /10 clieHapiiB rpu 3 oOpaHUMU
TICUXOJIOTIYHUMHU PHCaMU apXeTuIry Tpukcrepa.

3aKJI0YHOI0 CTATTEI0 PO3Ainy € «MenedyicmeHm KYyabMypHoO20 Kani-
maay 8 ymosax 2e0noAlMuuYHUX Kpu3: cmpamezii 8idyanizauii Hayio-
HaabHUXx Hapamueie (Ha npuxaadi doceidy Pecnybaiku Kopes ma Ykpai-
Hu)» BikTopii InpkoBuY. TyT yuTaueBi ABJE€HO BapiaHT BBEJIEHHS B aHAJII3
CYCIIIPHO JII€EBUX HAPATUBHUX OJIMHUIb YKPATHCHKOI KYJIBTYPHU, OJIU3BKUX
JIO TIOHSTTS «CHMBOJIIYHOTO Katmitany KyJabTypu» I1. Bypawe. llei cumBo-
JIIYHUH piBEHDb iICHYBaHHS YKPaiHCHKOI KyJIBTYPH aBTOPKA BBOJUTH Y IPO-
CTip MPaKTHK YIPaBJIiHHA — COIiaJIbHOI iHXK€eHepii, IKa CTa€ He CAMOCTil-
HUM, a (QYHKI[IOHAJBHUM €TaloM, Ha SIKOMY BiZI0yBa€ThCA CTBOpPEHHSA
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1 IOIUPEHHS JTIEBUX Bi3yaJIbHUX 00pa3iB 30eperKeHHA YKPAiHChKUX HAIli0-
HaJIbHUX HapaTUBiB. Bkazanuii GyHKIIIOHATBHUN BEKTOP PO3BUTKY CHM-
BOJIIYHOTO KaIliTaJly YKPaiHChKO1 KyJIbTyPH aBTOPKA IOJAE i/l KyTOM I10-
HSATTS «CTPaTeril» IPaKTHK KYJIBTYPHOTO MeHEIKMEHTY, Jie CTpaTerii Biji-
MOBi/IaI0Th JIKIIE TIEBHI KaTeropii icTOpUYHUX HApaTUBIiB: OMUCH HAOYTTA
3/aTHOCTI 30epiraTu HaIiOHAJIBHY KYJbTYpPYy Ta HAJaBaTH i PO3BUTKY
B CHUTYaI[isIX PEaJIbHO MEPEKUTHUX I'€OMOJIITUUHUX KPU3 JIJII KOPEHCHhKOT0
MEHE/)KMEHTY Ta PO3BUTKY YKPAIHCHKOTO MEHEIKMEHTY B TATJIOMY KPHU-
30BOMY HapaTHBi 30€pesKeHHs 1 3aXUCTy YKPAIHChKOI KyJIbTYPHOI aBTOHO-
Mii, SKWUH Iij] yac pociiicbkoi 30poiiHoi arpecii npotu YKpaiHu TiJIbKU IMO-
CWJIWB CBiM IUBLII3aNiHHUEN BUMID.

Ha mpuxsazi JOCBily IOJ0JIaHHA HACJIJIKIB cpo0 IHUBiIi3aIiiiHOI
nectpykmii ITiBgennoro Kopeero micia BifiHM modaTKy 50-X pokiB XX cT.,
AKAU OyJI0O QYHKI[IOHAJIbHO PO3BUHEHO B JOCBIiJIi JIEPKABHOTO MEHEJK-
MeHTy «XaJurio», SKUH B aBTOPKU CKJIAZIEHO 31 CTAaBOK HAa «KYJIBTYPHHHI
PEeBaHII» i «BUIEPEKAIOUY MOJIEPHi3aIil0», AKUH Y CBITOBOMY IPOCTOPi
TEXHOJIOTIH aBTOpKa 3apaxyBaJjia JIo eCTETUYHOI KaTeTopii iJieaIbHOI IITy4-
HocTi. 1[s KaTteropis MeHeXKMEHTY Jiajla 3MOTy He OJIOKYBAaTH TPaAUIIIIO
3JIaATHOCTI CUHTE3yBaTU JIaBHIK @imocopchbkuil i cyyacHUH MemidHUN
posym. Came Ha TJIi onuciB cTpaTerii KOPEUChKOTO KyJIbTYPHOTO MEHE K-
MEHTY aBTOPKA IEPEXOJIUThH /10 MOPIBHAJIBHUX OIKCIB CTpaTerid yKpaiH-
CHKOTO KYJIbTYPHOTO MEHE/[?KMEHTY .

Came B MeKax KOMIAPaTUBICTUKH KyJBTYPHOTO MeHe:KkMeHTY ITiBeH-
Hoi Kopei Ta Ykpainu BikTopist [ITbKOBHY 3BepTaEThCS 0 MPAKTUKH MOPiB-
HSUTbHHX y3arajibHEHb, /€ MEKOBUM TOPU30HTOM BiJIMiHHOCTEN HApaTHBIB
IJIEHTUYHOCTI TOPIBHIOBAHUX KYJIBTYp CTa€ IXHE BEKTOPHE Ta I[iHHICHE
cupsiMyBaHHA. [leHTpasbHE Miclle B EPCIEKTUBHIN TabJIUIi BiAMiHHOCTEN
KOpENChKOTO Ta YKPAIHCHKOTO KYJIBTYPHOTO MeHe:KMeHTY B. IibkoBuu
HaJlajia caMe aHTUTe31 KOPEHChKOTO BEPTUKAJIBHOTO JIEPKABOIEHTPUIHOTO
MEHE/[?KMEHTY Ta JIe[€HTPATi30BaHOT0 YKPAiHCHKOTO MEHEPKMEHTY MEPEK
IHCTUTYIiN rpoMa/i (BOJIOHTEPiB, KypaTOPiB Ta aBTOHOMHHUX apPTiHCTUTYITIH),
JIo SIKO1 aBTOPKa JIo/lajia i BUMIpP IMX BiJIMIHHOCTEH HA aHTPOIIOJIOTIYHOMY
Ta CEMIOTHYHOMY PIBHSIX, a TAKOXK Ha PiBHI ileHTH}IKAIINA, 3aITPOTIOHOBA-
HUX YKPAIHCHKUMH JIOCTiTHUKAMU 32 OCTAHHI POKU.

JlBa diHaIbHI TEKCTH /IEB’ATOrO BUILYCKY CKJIAZA0Th po3aii «CeMioTH-
Ka KyJIbTYyPHUX HapaTHUBiB (KiHO, Bifeoirpu)».

ApteM PeMi3oBCHKUH ITpE3eHTYBaB aHIJIOMOBHY aHAJIITUKY BiTYH3HSIHOI
reiim-inzaycrpii «Images of Ukraine of the Future in the Sci-Fi Video Game
Series of The Cosmoodyssey World» («Obpasu Ykpainu maiibymubso20
8 cepii Haykxoso-PpanmacmuuHux gideoiecop “The Cosmoodyssey World”»).
[ITe moHeTaBHA MU MaWsKe He 3BEPTAJIUCS /IO TAKOI HAaCUUeHOi chepu KyJib-
TYPOJIOTIYHUX CIIOCTEPEKEHb, K Bizeoirpu. I mapma, amxke 1us cdepa
32 COPOK POKiB IPOUIILJIA MUUISX BiJl o poOBaHUX JUTAYNX 3a0aBOK Uepes
HOBHUH opMaT MeialmpoIyKIlii B KOHKYPEHTHOCTI 10 KHUT Ta KiHeEMaTorpa-
dy /10 HUHINTHBOI penpe3eHTallil HOBUX HAPATUBIB — (QaKTUUHO AK 3acaju
(dopmyBaHHS HOBITHIX (HOpPM iJIEHTUUHOCTI Yepe3 TUMYACOBI 3aHYypEHHS
B aJIbTepHATHUBHI 6iorpadii B asibTepHATUBHUX CBITAX.
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ABTOp MPOIOHOBAHOI PO3BiZIKU BBOJUTH Y XUMEPHHUU CBIT XapKiBChKOTO
1HTi-TeM/IeBY, AKHUH, IOMPH CBill PyTypUCTHUHUH (dacajl, BUSIBIAETHCA HAB-
JINBOBIDKY KOHCEPBAaTHBHUM y HauWkpamomy (i HaWripmomy) po3yMmiHHI
poro cjaoBa. Ilepesr HAMU He TPOCTO AHAJTI3 MiKCEJIBHUX MPUTO HAa Mapci
YK B HETPsX PUHKY «BapabarioBo», a cripoba Maiike MO-I0PaHIBCbKU 3a-
(ikcyBaTH aHTPOIOJIOTIUHI CTPYKTYPU YKPAIHCHKOI YsABU, SIKi HE 3/1al0THCA
HAaBITh ITij] THCKOM IIOBHOMACIITAOHOTO allOKAJIITICUCY. ABTOP CJIYIITHO 3ayBa-
JKy€, 10 IpoTaroHicTu cepii pantacTuunux Bimeoirop «The Cosmoodyssey
World» — 11e He cTepuIbHI repoi 3axiHOTo KibepIaHKy, a T/In60K0 BKOpiHe-
Hi cy6’ektr. BoHU TATHYTH 3a cOOOK B e€Mirparfifo Yu B KOCMOC IIpaIropu
XapkiBIIMHY Ta cnorajau npo 6abycuHy mauy. Lle cBoepigHuil «mudpoBui
aMyJieT» IIPOTH TPABMH BillHH, Jie XalTEK CTA€E JIUIIIE PAMKOIO JIJISL OJI/ICKYJTb-
HOTO YKPaiHCHKOTO JKUTTECBITY.

Haui6iybI ipoHIiYHUM 1 BOJTHOYAC aHATIITHYHO TOYHUM MOMEHTOM JI0CTi-
JUKEHHSI € OIUC COIiaJibHOI (pparmMenTarii MaibOyTHHOTO. PHHOK y rpi —
Ile He MPOCTO JIOKAIlisl, e CTaH JAYIIi Ta COLIOKYJIbTYpHA MOAeNb. ToOTO
HAaBITH ITiCJISI IEPEMOTH Ta MOTEHIIHHOI KOJIOHI3aIlii IJIaHeT MU He 1030y/1e-
Mocs «bapabarriBcbkoro» BaiOy. I1o HemoraHo meperykyeTbes 3 HENO/1aB-
Him kiHoxitoMm «Tu — Kocmoc» (2025). Tparnchopmanis Tapaca BysinOeHka
3 arpoHOMa-MpiliHUKA B oJTlirapxa-aHTaroHicra B «Son of Perun. Kharkiv» —
e G6JIMCKyd4a iTrocTparlis Toro, siKk Hallli BHYTPIlIHI UBUII3aniliHI XBopoOu
IIPOEKTYIOThCS Y BIiYHICTh. ABTOP CTATTi TOHKO MiJ]Midya€: MU rotoBi OymyBa-
TH PEAKTOPU Ha KapJIMKOBHX 3ipKaxX, ajie KepyBaTH HUMU Oy/ie UeproBUU
«MIITHUH TOCIIOZaDHUK» i3 MeToAaMu JieB’ sTHOCTuX. CBOEPiHE MOCTIHIY-
cTpiasibHe HE00APOKO «KOCMiUHOI ['eThMaHIITUHU» .

CTaTTs NEPEKOHJINBO JIOBOJUTD, IO OIMKCAHI BITYU3HSHI Bifieoirpu mo-
cTaTh (POPMOIO KOJIEKTHBHOI Tepallii, uecHO (GiKCYIOUH, 0 Hallle MaubyT-
HE, BiJIMIOBiZIHO 710 OYiKyBaHb PO3POOHUKIB, Oy/le TAKMM CaMUM Hei/ieasb-
HUM, 5K 1 Halll CbOTOHIIIHIN IeHb, — 13 YUCAeHHUMHU COIliaIbBHUMU Oaramu,
oJTlirapxaM#, HEIPOCTUMU CYCiZICbKUMU B3aEMOBITHOCUHAMHU, aJIe ITiJi yKpa-
iHcpkuM mpamopom. HaaHuii orisizi — CBOEPi/IHE A3€pKAJIo, B SKOMY Hallle
«3aBTpa» BUIJIS/IAE ITiTO3PLIO CXOKUM Ha HAIlle «BYopa», Xiba o 3 mokpa-
II[eHO0 rpadikoio Ta 3 BUXOJA0M Y BiIKPUTHIA KOCMOC.

3aBepurye poszin (i cam HOMep) Mmarepian Muxaiina CoOyIbKOTO
«Opeanizayis npocmopy gaHmacmuuHux ceimie (Ha npuxaadi cepianbHoi
npodyxuii Apple TV)». CtaTTsa NpuUCBsAYeHa aHATIZY IPOCTOPOBUX MOZEIeH
y HOBITHIX HayKOBO-(haHTAaCTUYHHX cepianax Big Apple TV+: «Severance»
(«Po3puB»), «Silo» («Byukep») Ta «Pluribus» («Eauna»). ABTOp pO3IJisi-
Jla€ apXiTeKTypy YSABHUX CBITiB sIK IHCTPYMEHT IIPUMYCY Ta MapKep JIUCTOIIi],
MIPOBOJISIYM MMApaJIesi Mi’K CyJacHUM T'eHM-TM3aiHOM CepiaiiB Ta MoJiep-
HICTCHKUMH yTOMiAMU mo4yaTtky XX crositts. Tema Apple TV+ Ik HOBOrO
«3aKOHO/IABIA MOJ[» Y IUCTOIISAX IOBOJII aKTyaJIbHA, a/IKe IXHIH Bi3yalbHUHN
MiHIMaJTi3M iHOJII JIsiKa€ Oiblie, Hi’K KJIACHYHUU KibepITaHK.

Jns M. CobyIpKoro eKkpanHi HapaTUBU MIIJHO IIPUB’SI3aHIi /10 apXiTek-
TYPHOTO KOJTy, B SIKOMY iCHYIOTh ayJIUTOpisl Ta aBTOp MecemkiB. Tiaom 1iel
onoBijii crasu 6etoHHi yromii Jle Kopbrosse. Herapma Tako BIYyYHOK BU-
naetbes MeTadopa 6yHkepa B «Silo» sAK 371aMaHOT0 «comiaabHOro Jridra»,
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ajpKe Ie IOBEPHEHHS JI0 miflecHocmi lepapxii: «HIKYi» 3a KJIACOM KUBYTh
Ha HHUKHIX MoBepxax OIS TreHepaTropa, TOMy BOHU PeaJibHO «HHKUi» (Ta
U HOTH B HUX CHJIbHIIIIE 60JIATH, 60 Tpeba /0JI1aTH YiMMaIo OBepXiB). AHa-
JIOTIYHO 1 KOHIIENT PO3/AiJIeHHs po60YOTo IPOCTOPY (IIOp. KOPOIO3bEBCHKUH
«11aH ByaseH») moypaHepamMu «Severance» IMepeTBOPEHO HA MIPOCTOPOBY
mu30dpeHio. Ock Jie TPOsIBJIIEHO AEKOHCTPYKIIiI0 MO/IEPHICTCHKOTO YHIBEp-
caJIi3My: MH XOTLJIM PaIioOHAJILHOCTI, 8 OTPUMAaJIH KOPUJIOPH, AKUMH Tpeba
Utu 8 XBWJINH, 00 3a6yTH, XTO TH € 1103a 0dicoMm.

Iest KOJIEKTUBHOTO PO3YyMy SIK «MiHIMaJIiCTUYHOTO XOCTEeJy» Ha BCIO
IJTaHETY B cepisax « Pluribus» BUAAETHCA JIOTIYHUM (hiHasoM Gyb-AKO1 yTO-
mii. 3a crocTepeskeHHsIM aBTOPA, KOJIM MU HAPEMITI CTAEMO «EIMHUMU»
(E pluribus unum), Ham yxe He OyZyTh OTPiOHI JOMiBKH, KOPZIOHU YU, BJIac-
He, MU caMmi. Taka cobi «yToIis mopoKHEeUi», /e METaMOAEPHICTCHKII MasAT-
HUK 3aBMHPAE B TOUIIi aOCOIIOTHOTO CIIOKOI0, IO ITi/T03PiJI0 HATaAy€E CMEPTh.

ABTOp JIOBOZIUTH: PEBOJIIONIIA B TAKUX CTPYKTYPHO-JIOMiHAHTHHUX CBiTaX IO-
YHHAETHCS He 3 0apUKaJl, a 3 6a’KaHHS IIPOCTO BUHTH 3 IBepi ab0 3rajiatu iMm'st
pinHO1 py>kuHU. CTaTTA NPUMXIIUBO IMOEAHYE KEHCH MOJIOAKHUX BHIOBHIII-
HUX MPOEKTIB 3 aKaIEMIYHUMH 3I00yTKaMH apXiTEKTYPHOI KPUTHKH i IOCTaE
BEJIBMU BIAIUM (DiHAJIOM 3aIIPOIIOHOBAHOI JTOOIPKU HAYKOBOI AaHATITHKH.

Ocbhb Taki mikasi J0poOKH HOBUX «OYpPEMHUX JIBAAIATHX» MOCTAIN IEPE]T
Hamu. KoxxeH marepian — 4u To npo sekosioHizanio Codii KuiBebkoi, uu To
po BKUBaHHsA B OyHKepax Apple TV, uu To mpo (GisUYHUI MOPATYHOK
My3eiB — Iie iCTOpis Mo Te, K HATIOJIETJINBICTh IEPETBOPIOE KPU3Y HA HOBY
CTPYKTYDY.

HamosiersuBicTh y JIATUHOMOBHOMY 3aroJIOBKY Ii€l MepeiMoBU —
Ile He JIMIIEe PO 3JaTHICTh IHCTUTYIIH UM MaM SITOK MEePEKUTU YEPTOBUU
KaTaKJIi3M, a ¥ HacaMIIepe/i PO i1HTEJIEeKTyaJIbHY BiJlBary yTpUMyBaTH Bep-
THUKAaJIb CEHCY B UaCH, KOJIU HABKOJIO [TaHy€ TOPU30HTaIb eHTporii. Ili Texcru
He mpocTo (BIKCYIOTh CTaH CIpaB, 1o 3BuuHo /it Cultural Studies, a B kpa-
mux Bumipax Culturology neMOHCTPYIOTD, SIK KYJIbTypa 3arapTOBYE HAC TYT
1 3apa3 — uyepe3 JIEKOJIOHI3aIlil0 MHHYJIOrO, MU(POBI3aIi0 ChOTOJEHHSA
gy GyTypOJIOTivHi Bi3il irpoBUX CBITiB. 3pelITOI0, AKIIO YACH CIIPABi 3aTATO
rapTyoTh THX, XTO TPUMAETHCS, TO T'YMaHITADUCTUKA — I[€ T€ caMe TOPHO,
y SIKOMY I[€ 3arapTOBYBAHHS CTA€ YCBiJOMJIEHUM.

CnojiBaeMocs, 110 TPEJCTaBJIeH] PO3BIKYM CTAaHYTH JJIA Bac HE IIPOCTO
JoKepesioM iHdopManmii, a e 0fHI€I0 TOYKOI0 OMOpH. 3UYNMO HATXHEHHOTO
(i MO-MOTHMJISHCHKM KPUTHYHOTO) UUTAHHA, NpuHazioHo Hazadyrouu, wo
dymka pobouoi epynu sunycky ma pedaxuilinoi kosaeeii moxce He 36iecamucs
3 dyMKoio agmopis.

MupHoro Ham ycim Heba!

IOpitt /Ixcyaait, /lenuc Kopoas
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Cultural Trauma
between Experience and Meaning

Abstract

The article offers a critical reassessment of cultural trauma theory,
focusing on Jeffrey Alexander’s influential formulation and its claim to
provide a universal framework for understanding collective trauma. It
argues that this theory is best read as a neofunctionalist appropriation of
the cultural turn, in which trauma is recast as the product of successful
public representation rather than as lived experience. The article describes
this shift from experience to meaning as a_form of “discursive determinism”
and traces its ethical and conceptual consequences, showing how an
originally critical constructivism is transformed into a diagnostic, system-
building paradigm. Although the critique is motivated by the Ukrainian
context of war and long-term colonial violence, the article’s primary
contribution lies in sharpening broader questions about the relation
between experience and meaning.

Keywords: cultural trauma, collective trauma, collective identity, cultural
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Problem Statement. In the Ukrainian context of a prolonged full-scale
war, the question of trauma inevitably comes to the forefront of the humanities.
Mass traumatization of the population requires not only therapeutic work
with individual physical and psychological injuries, not only reflection on how
these individual traumatic experiences are represented in culture, but also the
consideration of trauma at the level of collective experience: the numerous
ways in which the war changes the forms of our shared life and our self-
understanding, transforming culture as a whole in the broadest sense of the
term. Such consideration also necessarily opens up territories of earlier painful
experiences, often half-forgotten or normalized, which likewise call for
recognition and reflection.

Against this backdrop, the theory of cultural trauma, proposed in the early
twenty-first century by a group of sociologists led by Jeffrey Alexander, may
appear appealing: it offers an extensive conceptual vocabulary for describing
how communities experience painful events, and how these events become
part of collective identity, shaping public narratives of suffering and
responsibility. Presenting itself as a universal and readily applicable model,
the theory of cultural trauma claims that cultural trauma is “an empirical,
scientific concept, suggesting new meaningful and causal relationships
between previously unrelated events, structures, perceptions, and actions”
(Alexander 2004, 1). It is no coincidence that Ukrainian scholarship published
after the full-scale invasion increasingly turns to the theory of cultural trauma
developed by Alexander and his colleagues. Ukrainian researchers seek to
apply this theory in various directions: from analyzing -cinematic
representations of the Russian invasion (Demura 2024) to interpreting long-
standing practices of Russification as a traumatic intrusion into the cultural
fabric (Boichenko 2025).

However, this raises the question of whether the theory of cultural trauma,
in fact, offers an adequate and productive way of conceptualizing such
traumatic experience. Despite its universalist claims, the theory of cultural
trauma has very clear limits, which are not always acknowledged by its
authors. Moreover, as will be shown below, the understanding of cultural
trauma proposed by Alexanderisinternally inconsistent, and thisinconsistency
permeates the entire theory built upon it. Applying this theory as a ready-
made universal model inevitably reproduces the contradictions embedded
within it, and it is particularly important to articulate this in the Ukrainian
context, since the experience of an ongoing war and of colonial violence that
has long been silenced does not necessarily fit into the conceptual framework
that the theory offers.

State of Research. The concept of cultural trauma was proposed to
describe how collective experiences of suffering are interpreted and integrated
into collective memory. It was formulated by a working group of five prominent
sociologists of culture led by Jeffrey Alexander, which also included Neil
Smelser, Bernhard Giesen, Piotr Sztompka, and Ron Eyerman. They co-
authored the foundational volume, Cultural Trauma and Collective Identity
(Alexander et al. 2004), which presents both the conceptual basis of cultural
trauma theory and examples of its application. The volume opens with
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a chapter by Jeffrey Alexander, in which he outlines the main principles of
cultural trauma theory; in the following chapter, Neil Smelser defines the
specificity of this approach in comparison with psychoanalytic understandings
of trauma. In the applied part of the book, the authors demonstrate the
theory’s potential by analyzing various cases of cultural interpretation of
collective suffering: Ron Eyerman examines the formation of African American
identity as a response to the experience of slavery in the United States,
Bernhard Giesen explores the expansion of responsibility for Nazi crimes in
postwar Germany, Piotr Sztompka addresses the acceptance of social change
in post-communist Poland, Jeffrey Alexander analyzes the universalization of
the Holocaust as a tragedy of all humankind, and Neil Smelser studies
American society’s reactions to the terrorist attacks of September 11, 2001.

As the above list suggests, the theory of cultural trauma is illustrated by
rather heterogeneous cases that encompass qualitatively different phenomena,
with varying temporal, geographical, and positional distance from the
immediate experience of suffering. What they share is not the specificity of
experience but the conceptual framework into which these cases are placed.
The authors of Cultural Trauma and Collective Identity present their
understanding of trauma as radically different from all previous approaches,
which Alexander describes as “lay trauma theory” (Alexander 2004, 2). In
contrast to this, Alexander and his colleagues place their primary emphasis on
distinguishing between a painful collective experience and the meaning
ascribed to it in the process of cultural representation, reserving the term
“cultural trauma” precisely for this symbolic level. In other words, cultural
trauma here appears as a discursive construct: not the painful event itself with
its real consequences for communities, but the meaning generated in the
process of interpreting the event. The positions of the theory’s authors and
adherents, however, do not always coincide regarding the degree of such
emphasis on discursive processes: for instance, Ron Eyerman, perhaps the
most prolific scholar of cultural trauma, partly counterbalances it by also
paying attention to emotional responses to painful experience (Eyerman 2012;
Eyerman 2019; Woods 2019).

The not-always-clearly-articulated divergences among the authors of
cultural trauma theory have subsequently allowed commentators to speak of
the existence of not one but two, or even more, distinct theories of cultural
trauma (Sciortino 2018; Madigan 2020). In particular, Todd Madigan
proposes distinguishing between two versions of cultural trauma theory:
one focused on traumatic events, and another oriented toward traumatized
societies; according to Madigan, the difference between them lies in whether
profound changes in a group’s identity have taken place (Madigan 2020,
52). This approach may help to describe different ways of applying the
theory, yet it does not address the deeper conceptual problems that will be at
issue in this article.

Reviews of the volume Cultural Trauma and Collective Identity were
generally positive (Bartmanski 2007; Ben-Yehuda 2005; Hirschberger 2018;
Tota 2006; Steensland 2005), although some reviewers cautiously pointed to
aninsufficient elaboration of the methodological foundations of constructivism
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(Ben-Yehuda 2005, 1849). However, there is a curious anachronism regarding
the concept of cultural trauma itself: it began to be actively criticized even
before this volume appeared, that is, before Alexander and his colleagues
made their joint research project public. The main critic of this notion of
cultural trauma prior to the formulation of cultural trauma theory was the
German historian Wulf Kansteiner, who published a few polemical texts on
the subject (Kansteiner 2004; Kansteiner and Weilnbock 2008). Although by
cultural trauma he primarily meant postmodern trauma theory within literary
deconstruction, many of his reservations turn out to be relevant to the
constructivist theory developed by Alexander and his colleagues, and I will
therefore dwell on them in more detail.

Although Kansteiner briefly mentions Ron Eyerman’s work on the legacy
of American slavery (Eyerman 2001; Kansteiner 2004, 207—208; Kansteiner
and Weilnbock 2008, 235-236), his main target is not the still little-known
sociological theory of cultural trauma, but the already well-established literary
deconstruction. His primary polemical engagement is with the approach of
Cathy Caruth (Caruth 1995; Caruth 1996), for whom, in Kansteiner’s view,
trauma is important not as a problem of acknowledging the victims’ experience
and of healing, but as a privileged example of the postmodern collapse of
signification (Kansteiner 2004, 203). Kansteiner rejects this use of trauma
because it blurs the boundary between the group that has suffered violence
and the audience that empathizes with it. In his opinion, Caruth and other
representatives of deconstruction offer a “model of cultural trauma, one which
is stripped further of any concrete suffering, and which turns us all into
accomplished survivors” (Kansteiner 2004, 203). Such an optic, he argues,
radically distances the concept of trauma from the reality of violence and
suffering, turning it into part of a broader poststructuralist emphasis on
discursivity — a tendency that, as we will see, also characterizes the theory of
cultural trauma developed by Alexander and his colleagues, despite the many
differences from postmodern trauma theory, the discussion of which lies
beyond the scope of this article.

The most thorough and consistent critique of the sociological theory of
cultural trauma per se has been offered by the German sociologist Hans
Joas, who very precisely identified its central flaw. This flaw, not unlike the
one identified earlier by Kansteiner, lies, according to Joas, in the fact that
the theory of cultural trauma does not clearly distinguish between the real
consequences of trauma — whether individual or collective — and the
cultural construction of memory about this trauma (Joas 2005, 371). In
what follows, I draw on Joas’s argument, expanding and specifying it in my
own analysis.

Despite these and other methodological and conceptual difficulties, the
theory of cultural trauma has gradually acquired the status of a research
paradigm, applied to numerous historical and contemporary cases in different
regions of the world. The Holocaust has become one of the most emblematic
examples of this theory: as perhaps the most extensively examined instance of
collective trauma, whose belated recognition and subsequent universalization
serve, for Alexander, as a persuasive confirmation of his constructivist
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program (Alexander 2004; Alexander 2009). In addition to this, the theory of
cultural trauma has also been applied to other collective experiences of
suffering, including American slavery (Eyerman 2001) and ongoing racism
(Onwuachi-Willig 2016), global, local, and civil wars (Eyerman et al. 2013),
political assassinations (Eyerman 2008; Debs 2013), natural and technological
disasters (Eyerman 2015; Zhukova 2016), the return of colonial settlers to
metropolitan centers after decolonization (Eyerman and Sciortino 2020), the
destruction of cultural monuments (Debs 2012), and so on.

Academic interest in cultural trauma theory is evidenced, among other
things, by Google Scholar search results. In January 2026, a search using the
keywords “cultural trauma theory” returned more than two million results.
The programmatic chapter by Alexander, “Toward a Theory of Cultural
Trauma,” which opens the volume Cultural Trauma and Collective Identity,
appears first in this search and has accrued nearly three thousand scholarly
citations. The sheer scale of this reception makes a critical reassessment of the
theory’s premises not only possible but necessary, especially when it comes to
its application to the Ukrainian context.

Purpose Statement. The aim of this article is to offer an assessment of
the universalist claims of cultural trauma theory. In particular, I seek to show
that cultural trauma theory, at least in Jeffrey Alexander’s version, is much
more closely tied to a neofunctionalist appropriation of the cultural turn in
sociology than to the study of collective (let alone individual) trauma. As will
be demonstrated below, this appropriation has ethically questionable
consequences.

Main body. A closer look at cultural trauma theory reveals that its
conceptual foundations are quite unstable — a weakness that Todd Madigan
aptly describes as “theoretical muddiness” (Madigan 2020, 45). In attempting
to address this issue, Madigan inadvertently formulates what will become
the core of my critical analysis: he notes that at the heart of this theory lies
a “foundational question as whether cultural trauma has occurred
in a particular society” (Madigan 2020, 47). Madigan does not question the
adequacy of this very formulation and instead focuses on how to provide
a more precise answer to it. By contrast, it is important for my purposes to
take a step back and problematize the presuppositions of this question.
Another helpful phrase I borrow from Madigan is “social diagnoses” as
a description of what results from the application of cultural trauma theory
(Madigan 2020, 47). Again, it is crucial to underscore the difference between
our approaches: whereas Madigan is concerned that different versions of
cultural trauma theory led to different social diagnoses of the same
phenomenon, I, by contrast, am troubled by the fact that theory as such is
oriented toward diagnosis. I am less interested in the solution Madigan
proposes to what he sees as a problem of cultural trauma theory, for he offers
this solution in order to refine the “social diagnoses” it provides. Instead, I
am concerned with the fact that the question of whether cultural trauma has
“occurred” in a given society is taken as self-evident and left unexamined.
Why should cultural trauma theory be oriented toward diagnosing
a community in the first place? Why is its fundamental question about
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trauma framed in terms of “has occurred” or “has not occurred”? These are
precisely the questions that, in my view, need to be asked if we wish to dispel
its theoretical muddiness.

To approach these questions, I will first, following Hans Joas’s
insightful critique, situate the concept of cultural trauma along an axis
whose poles are experience and meaning, or event and interpretation. It is
important to note that the non-simultaneity of experience and meaning is
a fundamental aspect of human existence in culture. People always
discover the meaning of events after the fact, and this meaning can change.
In situations of trauma, the interval that culture typically “stitches
together” can become insurmountable. Trauma ruptures the connection
between an event and the possibility of integrating it into existing
frameworks of understanding; it blocks the operation of the meaning-
making machinery that ordinarily works continuously within everyday
consciousness. This is why trauma gives rise to a sense of speechlessness,
of frozen time, of an inability to convey one’s experience in words, and at
the same time to compulsive repetition in images, dreams, and bodily
reactions, as has been repeatedly noted by both culturally oriented trauma
theorists and clinical practitioners (Caruth 1995; Caruth 1996; Felman
and Laub 1992; Herman 1992; van der Kolk 2014).

For the authors of cultural trauma theory, this gap between experience
and meaning becomes a reason not to attend more carefully to experience,
but effectively to cancel it: the real consequences of a traumatic event
dissolve into the process of signification, and traumatization is understood
primarily as the symbolic representation of trauma. The legitimate question
of why some historical events (the Holocaust, September 11) acquire the
status of cultural trauma, while others — such as the mass killings of civilians
in Nanjing in 1937-1938 — remain on the periphery of global memory, is
something Alexander seeks to resolve not by analyzing differences in the
resources and capacities of victims, but by examining discursive and
symbolic processes, which he understands in a very specific way: as an
impersonal “system of collective representations” that functions as the
main determinant. Speaking about the causes of the Holocaust’s
universalization, he asserts: “It was neither emotional repression nor good
moral sense that created the early responses to the mass murder of the
Jews. It was, rather, a system of collective representations that focused its
beam of narrative light on the triumphant expulsion of evil” (Alexander
2004, 214). In this formulation, emotional responses, moral intuition, and
the experience of victims are consistently relegated to the background in
favor of an impersonal “system of representations” — a gesture whose
conceptual context I will locate below.

The initial thesis — which at first glance appears innocuous — that events do
not “speak” for themselves but become meaningful through processes of
interpretation is radicalized by Alexander into the claim that events are not
traumatic by nature at all; traumaticity emerges as the result of a particular
kind of cultural attribution. As Hans Joas aptly notes, in this configuration
Alexander effectively opts for one pole in a false dilemma between ignoring
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interpretive mediation and merely “reconstructing cultural constructions”
(Joas 2005, 373). Joas himself proposes to overcome this dilemma by
clarifying the dynamics of the articulation of experience, a line of inquiry he
elaborates in another study (Joas 2002), which merits separate discussion but
lies beyond the scope of this article.

Alexander’s choice, however, turns out to be inconsistent. In the often-
cited definition of cultural trauma that opens his programmatic chapter
“Toward a Theory of Cultural Trauma,” he appears, by contrast, to return to
the language of experience and to emphasize how an event is lived through by
members of a collective:

Cultural trauma occurs when members of a collectivity feel they have been
subjected to a horrendous event that leaves indelible marks upon their group
consciousness, marking their memories forever and changing their future
identity in fundamental and irrevocable ways. (Alexander 2004, 1)

This definition is intuitively clear and seems to show sensitivity to the
experience of suffering: war, genocide, mass repression, or colonial violence
obviously exert a lasting impact on how communities perceive themselves and
others. Yet subsequently, as in the plot of Orwell’s Animal Farm, the key
words in this definition begin to mean something quite different, and at times
even the opposite of their original sense. In fact, the remainder of Alexander’s
programmatic chapter is devoted to dismantling the intuitive understanding
of trauma embedded in his own definition, although the author himself
appears not to notice this inconsistency.

Following the zigzagging logic of Alexander’s argument, we discover that
(cultural) trauma does not “occur” but is constructed: “For trauma is not
something naturally existing; it is something constructed by society”
(Alexander 2004, 2). We then learn that events, however painful they may
be, cannot in principle be called traumatic: “events are not, in and of
themselves, traumatic” (Alexander 2004, 8). This means that the “indelible
marks” events leave on group consciousness and that, according to the initial
definition, were supposed to play a decisive role in determining whether
“cultural trauma occurs” ultimately have, for Alexander, no direct relevance
to cultural trauma. At best, these indelible marks are merely raw material for
its subsequent construction; at worst, they are simply constructs that may or
may not come into being. Any straightforward causal claim that the
experience of a traumatic event leads to trauma counts, for Alexander, as an
instance of what he calls “the naturalistic fallacy of the lay understanding”
(Alexander 2004, 8). The entire “professionalism” of his own approach
effectively relies on its rebuffing: “It is upon the rejection of this naturalistic
fallacy that our own approach rests” (Alexander 2004, 8). As we will see,
however, this simple negation of the “naturalistic fallacy” leads to another
extreme, and its mirror reversal, which by analogy can be called the
“constructivist fallacy.”

In his critique of cultural trauma theory, Hans Joas observes that the
only genuine innovation in Alexander’s definition is what Joas calls the
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“subjectivization” of trauma; the key term here is the verb “feel” in the
formula “when members of a collectivity feel” (Alexander 2004, 1; Joas
2005, 367). We can further specify that even with respect to this word
Alexander remains inconsistent: feeling is too closely tied to the sphere of
experience, whereas Alexander repeatedly insists that traumatization
properly occurs in the symbolic dimension of representations: “The persons
who compose collectivities broadcast symbolic representations (...). These
group representations can be seen as ‘claims’ about the shape of social
reality, its causes, and the responsibilities for action such causes imply. The
cultural construction of trauma begins with such a claim” (Alexander 2004, 8).
As already noted, for Alexander it is crucial that cultural trauma is not
the result of a group’s experience of pain but “occurs” only through the
socially mediated attribution of meaning. An event becomes “traumatic”
only when it acquires this status through processes of signification in culture,
at the discursive level. Joas’s thesis about the subjectivization of trauma
should thus be refined: the central innovation of cultural trauma theory is
what might be called discursive determinism, and this form of monocausality
generates serious ethical problems, which I will address shortly.

So far, we can formulate an interim summary: what proves decisive for
the diagnostic verdict toward which cultural trauma theory is oriented is not
the experience of the event itself, but whether trauma has been constructed
in culture. The diagnosis is very simple: if no such construction has taken
place, then cultural trauma “has not occurred.” The accurate observation
that painful events of comparable magnitude are, in some cases, accompanied
by the construction of a narrative — what Alexander and his colleagues call
cultural trauma — and, in other cases, are not, does not prompt them to ask
“why does this happen?” Instead, this observation is used as an argument in
favor of the claim that trauma is primarily a construct, a mode of signification
rather than experience itself. From this perspective, within cultural trauma
theory the expressions “traumatic experience” or “traumatic event” amount
to a contradiction in terms.

Consistency is not Alexander’s strong suit, and this is why the phrase
“traumatic event” nevertheless slips into his vocabulary and appears
without any reflection alongside his insistence that events are not traumatic.
More precisely, Alexander uses the expression “traumatic event” six times
in his chapter (Alexander 2004, 4, 5, 6, 24, 27), and not once does he
question it. The last and most telling of these occurrences, which appears
in the chapter’s final sentence, is worth quoting in its broader context. In
this sentence, Alexander sums up his efforts to demonstrate that cultural
trauma theory is not confined to privileged communities — “first world”
societies and groups with the resources to construct trauma — but allegedly
has a universal character:

The theory of cultural trauma applies, without prejudice, to any and all
instances when societies have, or have not, constructed and experienced
cultural traumatic events, and to their efforts to draw, or not to draw, the moral
lessons that can be said to emanate from them. (Alexander 2004, 27)
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It is worth noting that the unexpected formula “cultural traumatic events”
appears only in this final sentence of the chapter and is not used anywhere else
in the volume. This solitary occurrence is nonetheless revealing: it vividly
illustrates the inconsistently eclectic character of Alexander’s argumentation,
which attempts to hold together mutually incompatible claims while
completely ignoring their incompatibility. Let us recall the zigzag logic of this
argument. First, in his definition of cultural trauma, Alexander asserts that
“cultural trauma occurs when members of a collectivity feel they have been
subjected to a horrendous event,” effectively presupposing a causal link
between an event and its consequences. Then, in the main body of the chapter,
this link is rejected as a “naturalistic fallacy,” events are declared to be “not, in
and of themselves, traumatic,” and trauma is defined purely as a cultural
construct. Finally, these mutually exclusive claims are “stitched together” in
the hybrid formula “constructed and experienced cultural traumatic events,”
where the event is not merely traumatic but “culturally traumatic” and is
simultaneously constructed and experienced — precisely in that order. This
way of “reconciling” incompatible statements conceals the theory’s internal
inconsistency rather than resolving it, creating an impression of conceptual
coherence where there is in fact a logical contradiction.

However, it is important to stress that the problems of “discursive
determinism” do not originate with cultural trauma theory; they reflect
a broader tendency of the cultural turn, the powerful transformation in ways of
thinking about the place and role of culture that took place in the second half
of the twentieth century across a wide range of disciplines. In contrast to crude
“economism” or “economic determinism” (the now largely forgotten
euphemism used by mid-twentieth-century Western leftist intellectuals to
refer to the Stalinist version of Marxism), the cultural turn emphasized the
autonomy of the sphere of production of meaning, with its own specific
symbolic efficacy. There is no space here to map the entire territory of the
cultural turn — or rather the series of “turns” in the plural, as Doris Bachmann-
Medick suggests in her helpful and well-researched cartography (Bachmann-
Medick 2016). AsThave argued elsewhere, the cultural turn can be productively
understood as a stage in a movement of a pendulum set in motion by the
linguistic turn: by the late twentieth century this impulse had exhausted itself,
and the pendulum swung in the opposite direction — toward embodiment,
affectivity, visuality, materiality, experience, and so on (Briukhovetska 2024).
In this article, I will offer only a brief, targeted excursion along this pendular
trajectory to situate cultural trauma theory within it.

Two foundational books for the cultural turn appeared in 1973: Hayden
White’s Metahistory (White 1973) and Clifford Geertz’s The Interpretation of
Cultures (Geertz 1973); each elaborated the implications of symbolic efficacy
for history and anthropology respectively. In both cases, the impulse of the
linguistic turn is clearly felt: language is conceived as a relatively closed system
of signs, while the “referent” — that which lies beyond the utterance — is
systematically bracketed out. In a depoliticized version of analytic philosophy,
this is formulated by Richard Rorty, who writes in the preface to the collection
The Linguistic Turn, which he edited:
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Since traditional philosophy has been (so the argument goes) largely an
attempt to burrow beneath language to that which language expresses, the
adoption of the linguistic turn presupposes the substantive thesis that there is
nothing to be found by such burrowing. (Rorty 1967)

In a later, politicized version of the linguistic turn, this stance is radicalized
into a consistent discursive monism, as in Laclau and Mouffe, who in their
influential 1985 work Hegemony and Socialist Strategy, engaging polemically
with the late Foucault, categorically declare:

Our analysis rejects distinction between discursive and non-discursive
practices. It affirms: a) that every object is constituted as an object of discourse
insofar as no object is given outside every discursive condition of emergence.
(Laclau and Mouffe 2001, 107)

This constructivist impulse to deny any non-discursive reality delineates
the horizon of discursive determinism within which, albeit much later, cultural
trauma theory is also formulated.

More moderate voices occasionally sought to soften the radical denial of
non-discursive reality characteristic of the cultural turn. Thus, in 1973
Stuart Hall insisted: “Reality exists outside language, but it is constantly
mediated by and through language: and what we can know and say has to
be produced in and through discourse” (Hall 1991, 121). Later, in 1981,
Fredric Jameson formulates the same point with regard to history, which “is
inaccessible to us except in a textual form, and (...) our approach to it and to
the Real itself necessarily passes through its prior textualization (...)”
(Jameson 2002, 35). In these cautious formulations, the reality “beyond”
discourse is not abolished, yet discourse remains the only route of access
to it, so these formulations do not move very far away from discursive
determinism.

By the 1980s and early 1990s, the cultural turn and its constructivist
program had already secured a place in academia, despite resistance from
more conservative intellectual circles. For critical movements such as
feminism, the emphasis on the constructedness of identities had an obvious
emancipatory appeal: in 1985, looking back on the path traversed by
second-wave feminism, Laura Mulvey notes that for her generation it
opened up a way of thinking about femininity and masculinity not as
biological givens but as the result of social and symbolic constructions,
which made it possible to imagine women’s oppression as contingent
rather than inevitable (Mulvey 1985).

At the same time, already in the early 1990s there emerged several crucial
(though still limited) attempts to criticize constructivism from within critical
theory itself, which go significantly further than the cautious formulations of
Hall and Jameson. In 1993, the anthropologist Michael Taussig became one of
the first to articulate a much sharper critique of constructivism, insisting on a
return to experience. Taussig does not reject the promise of the constructivism
of the preceding two decades, but he clearly points to its limits:
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When it was enthusiastically pointed out within memory of our present
Academy that race or gender or nation... were so many social constructions,
inventions, and representations, a window was opened, an invitation to begin
the critical project of analysis and cultural reconstruction was offered. And one
still feels its power even though what was nothing more than an invitation,
a preamble to investigation has, by and large, been converted instead into
conclusion (...). The brilliance of the pronouncement was blinding. Nobody
was asking what’s the next step? What do we do with this old insight? If life is
constructed, how come it appears so immutable? (Taussig 1993, xvi)

Taussig accurately captures the internal inconsistency of the erasure of
experience that I term discursive determinism, as well as its ultimate
impotence, when the assertion that the world is “constructed” replaces the
question of how it might be reconstructed. His words anticipate the broader
sense of fatigue with the emphasis on discursivity that, by the end of the
twentieth century, gave rise to a series of “anti-linguistic” turns: the
pendulum of intellectual interests began to swing in a direction opposed to
language (Briukhovetska 2024). Against this backdrop, cultural trauma
theory can be understood as a belated variant of the cultural turn, inheriting
its discursive determinism at a moment when this program had largely
exhausted its emancipatory potential. By the late 1990s, this shift was
conceptualized in the volume Beyond the Cultural Turn (Bonnell and Hunt
1999), which in effect turns the page on the cultural turn and outlines new,
experience-oriented directions for the study of society and culture. Tellingly,
the afterword to this collection is written by Hayden White himself, one of
the founding fathers of the cultural turn.

Around this same time, Alexander, who had made his name as
a neofunctionalist, began actively integrating a constructivist vocabulary
into his own approach. In this respect, Alexander’s intellectual trajectory is
highly revealing. In the 1970s and 1980s, when the cultural turn was
a radical intellectual phenomenon associated with the curriculum wars
and efforts to open academic space to marginalized groups, he emerged as
the chief promoter of neofunctionalism, oriented toward describing
ordered, relatively conflict-free systems. In 1985 he introduced the very
term “neofunctionalism,” defining it as “a self-critical strand of functional
theory that seeks to broaden functionalism’s intellectual scope while
retaining its theoretical core” (Alexander and Colomy 1985, 11). This
theoretical core of functionalism includes, among other things, faith in the
possibility of an objective description of society and in the secondary
nature of conflict in relation to systemic integration — assumptions that
made functionalism, and with it its neofunctionalist modifications,
a convenient theoretical mouthpiece for the status quo. During the turbulent
period of the curriculum wars, when the cultural turn was the project of an
intellectual avant-garde, Alexander, with his neofunctionalism, spoke for
the sociological mainstream. In 1998, when the cultural turn had run its
course, Alexander declared his break with neofunctionalism in the book
Neofunctionalism and After (Alexander 1998) and moved toward
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constructivism. The question, however, is how deep this break with
neofunctionalism really was, and whether it might not be more accurate to
speak here of a neofunctionalist appropriation of the cultural turn.

A closer look at Alexander’s neofunctionalist project reveals the same
eclectic and inconsistent style of thinking that also manifests itself in cultural
trauma theory. Alexander’s neofunctionalism appears as a loosely organised
package that integrates elements of various, often mutually incompatible
traditions — from structural functionalism to Marxism — while preserving
abasic commitment to a descriptive model of society as a system of interrelated
parts that sustain overall order. Critics have repeatedly drawn attention to the
eclectic character of this construction: neofunctionalism, Fauske notes in
particular, seemstoaimatincorporating everything that classical functionalism
was once criticized for lacking while at the same time preserving its name and
genealogy (Fauske 2000, 245). We observe the same eclectic inconsistency in
the way Alexander appropriates the cultural turn: a constructivist vocabulary
is combined with a neofunctionalist worldview oriented toward maintaining
systemic integration. In effect, cultural trauma theory, with its emphasis on
impersonal “systems of representations,” amounts to yet another cosmetic
update of functionalism, now recast in the vocabulary of constructivism.

At the conceptual level, this generates serious problems. The constructivist
vocabulary appropriated by Alexander clashes with his functionalist mode of
thinking, which is oriented toward building systems. Constructivism — at least
in its earlier, critical versions — was a fundamentally anti-systemic way of
thinking; its task was to expose the constructedness of any systems, not to
offer yet another overarching scheme in their place. It is precisely this critical
component that is missing from Alexander’s constructivism and from that of
other authors of cultural trauma theory. They replace a critical optic with
a diagnostic one: they are primarily interested in whether cultural trauma has
“occurred” in a given society, that is, whether it has been constructed or not.
Like a psychiatric diagnostic manual, they offer a set of criteria by which
a social “diagnosis” can be made. Yet on what basis are these criteria
formulated, and why should they claim universality? These questions are
virtually never addressed by the authors of cultural trauma theory. They
simply posit what Neil Smelser calls “the textbook features of cultural trauma
as we have come to understand them” (Smelser 2005, 267).

At this point, the ostensibly constructivist character of cultural trauma
theory reveals its own inconsistency and comes into conflict with its
functionalist thinking, oriented toward building general schemas. If everything
is a construct, then the “features” of trauma described here — defining the
nature of pain, the character of the victim, and questions of responsibility —
should themselves have the status of variable frameworks that change from
context to context. Instead, in cultural trauma theory they are presented as
virtually universal and necessary conditions for “successful” traumatization.
Despite its professed constructivism, these elements function like quasi-
natural laws in the functionalist vein, operating independently of specific
historical contexts. Having distanced itself from the “naturalistic fallacy” at
the level of events, cultural trauma theory falls into a similar fallacy at the level
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of concepts: instead of a “nature of trauma,” we are given a “nature of trauma
discourse,” which behaves like a new, unquestioned essence — effectively
a new “naturalism,” merely displaced into the realm of representations.

This functionalist version of discursive determinism effectively cancels
experience, and this has even more serious ethical consequences than
those Kansteiner identified with respect to deconstruction (Kansteiner
2004; Kansteiner and Weilnbéck 2008). Cultural trauma theory, which
ostensibly aims to give voice to traumatized communities, turns their
experience into a secondary effect of “systems of representation.” According
to Alexander’s logic, people do not suffer and become traumatized directly;
they come to feel traumatized because a certain configuration of public
discourse, shaped by cultural and political actors, conveys to them
a narrative in which their group is designated as a victim. Within this optic,
the victim of trauma is not the one who has lived through catastrophe, but
the one who is inserted into a particular narrative about it. An even more
radical erasure of the difference between victims and external observers
takes place: within cultural trauma theory, all participants appear as
players in the representation of trauma.

By turning trauma into the outcome of a “successful” communicative
campaign, this theory inevitably undermines the privileged status of victims’
experience. Testimony ceases to be a source of truth about trauma and is
transformed into a fragment of symbolic capital that can be deployed to
promote a particular version of the past. Accordingly, a group that has suffered
violence but lacks the cultural resources to project its experience into public
space is, by this logic, not traumatized at the collective level — cultural trauma,
supposedly, has not occurred.

In the sphere of memory of genocides, mass repressions, or colonial
violence, this has particularly dangerous consequences. If trauma is conceived
solely as the result of construction, then any alternative reconstruction of the
past, even openly revisionist, can claim equal validity, provided it manages to
mobilize sufficient symbolic resources and gain support in the public arena.
From the standpoint of the theory, the difference between a narrative that
seeks to do justice to victims’ experience and one that denies or minimizes this
suffering loses its ontological weight: both appear merely as different offers of
meaning. The moral distinction between them is described as a clash of
different codes, rather than as an opposition between truth and falsehood or
between memory and denial — a logic that, in the era of “post-truth,” proves
especially open to manipulation.

None of this is a side effect; it follows from the internal logic of Alexander’s
belated constructivism. The event becomes “raw material” for representation,
and what he calls trauma becomes merely a particular type of narrative about
this event. Accordingly, experience becomes literally an epiphenomenon of
language: feelings, suffering, bodily and psychological consequences have no
weight of their own; their significance depends entirely on whether they are
incorporated into a “successful” narrative. According to the logic of cultural
trauma theory, which claims that events “are not inherently traumatic,” the
real suffering of people — their pain, losses, violations of bodily integrity,
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destruction of homes and of their familiar world — is not sufficient to speak of
trauma. It is not experience but successful or unsuccessful representation that
renders an event traumatic.

Conclusion. As we have seen, the limits of constructivism were broadly
recognized several decades ago, prior to the emergence of cultural trauma
theory. This recognition opened space for the development of alternative
approaches better suited to societies experiencing war or colonial violence.
As an alternative to discursive determinism, scholars have proposed
approaches that acknowledge the plurality of modes linking experience
and meaning: the narrative mode is important but not unique; alongside it,
there are somatic, affective, ritual, spatial, and other forms through which
experience acquires structure and is transmitted among people and across
generations.

On the other hand, although the pendulum of intellectual thought has
swung in a direction opposite to language, this should not entail denying
the importance of social processes of discursive meaning-making. Rather,
it is a warning against a reductionist schema that eliminates one pole of the
fundamental rupture between experience and meaning, between event and
interpretation. This is precisely why it is important to distinguish what is
genuinely productive in constructivist trauma theory from what leads to
the erasure of experience. What is indeed crucial is the emphasis on the
fact that the way a society speaks about trauma is never neutral or
predetermined; that the struggle for the recognition of trauma is at the
same time a struggle for the recognition of victims, for changes in norms
and political practices; that public narratives, artistic representations, and
rituals of remembrance can either aid in working through trauma or
entrench denial, stigmatization, or secondary violence. Yet none of these
insights require reducing trauma to representation. It is possible and
necessary to study social processes of discursive meaning-making without
denying the reality of experience as such.

From this perspective, the theory of cultural trauma appears not
as a universal framework for understanding traumatic processes but as
a symptom of a particular stage in the cultural turn in sociology — a stage
at which faith in the constitutive power of language not only reaches
a logical extreme and begins to undermine its own premises, but also
transforms from a critical tool into a means of administrative diagnosis,
abstracting trauma into narrative capital at the cost of erasing embodied
suffering and healing.
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KyabTypHa TpaBMa
MIK TOCBIZIOM 1 3HAYEHHAM

¥V craTTi 3Ai1iCHEHO KPUTUYHE IIEPEOCMUCIIEHHS BIUIMBOBOI TeOpii KyJIb-
TYpHOI TpaBMu, po3pobiienoi dxeddpi Anekcanzaepom Ta HOro Kojgeramu,
1 moCTaBJIEHO MIiJT CyMHIB ii IpeTeH3i0 Ha POJIb YHIBEPCATBHOI MOJIEi 1JIs
PO3yMiHHSA KOJIEKTUBHOI TpaBMU. CTBEP/IKYETHCS, IO ITI0 TEOPIiIO JTOMIbHI-
e po3IIAZATH SK HeO(PYHKIIOHATICTCHKY ampompialiio KyJIbTYpPHOTO
IIOBOPOTY B COLIOJIOTIi. ¥ il Teopil KyJIbTypHA TpaBMa IIOCTAE HACTIIKOM
yemimHoi my6siyHOl pempe3eHTamnii: TUCKYPCUBHUM KOHCTPYKTOM, SIKUH
MO2KHA JIIaTHOCTYBATH Ha PiBHI HApaTUBIB i KOJIEKTUBHOI iIeHTUYHOCTI (Te,
[0 aBTOPKa HAa3WBA€E «JIUCKYPCUBHUM JIETEPMiHI3MOM>» ), TOZi K IUTAHHA
BTiJIEHOTO JIOCBiJTy ¥ 3IIiJIEHHS BiJIXOJATh HA IPYTUH IIJIaH.

VY craTTi MOKa3aHo, K Iie 3MillleHHs Bij| IOCBily 0 3HAUYEHHS CyIIPOBO-
JDKYETBCS IIarHOCTUYHIM (POKYCOM TeOPil KyJIbTYPHOI TPaBMU, KOJIU KJTIOUO-
BHUM CTa€ MUTAHHS HE IIPO Te, K MEPEKUTO YU IEPEKUBAETHCS HACUIIBCTBO,
a 9i «CKOHCTPYHOBAHO» TPaBMY B I[bOMY CyCHiIbCTBi. KOHCTpYKTHBIiCTChKA
JIEKCUKA AJIeKcaH/epa MPOYUTYETHCS Kpi3b MPU3MY HOTO (QYHKIIIOHAJICT-
CHKOTO, OPI€EHTOBAHOTO HA CHUCTEMHICTh CTIJII0 MFCJIEHHS, IO BUSBJIIE
HaIpy>KeHHS MiXK aHTUCUCTEMHICTIO KOHCTPYKTHBI3MY 1 HOro ampormpiarieio
JUIsT TOOYZIOBU JIIarHOCTUYHOI crcteMu. CIIMpalYuch Ha JIUCKYCii JIOBKOJIa
KYJIBTYPHOTO IIOBOPOTY, aBTOPKA BBOJIUTH TEOPiI0 KYJIBTYPHOI TPABMH B IIIHUP-
MUY iHTEJeKTYyaJbHIH KOHTEKCT. SIKIO Bipa B CHJIy MOBH KOHCTPYIOBATH
PEeasIbHICTh CIEPINy BiIKPUBAIA MOMKJIMBOCTI KPUTHYIHOI POOOTH 3 KYJIBTY-
POI0, TO Ha Mi3HIIIOMY eTarti ii 07JHOOOKICTh CTajia OYE€BUHOIO, TOPOIUBIIN
oTpeby 3BepHYTHUCH /IO BTUIEHUX BUMIPIB IOCBiny.

3 IIbOTO MOTJISAZY TEOPis KYJIBTYPHOI TPABMHU IIOCTA€E HE CTLIBKU YHIBED-
CaJIbHOIO 1 TOTOBOIO JJIs 3aCTOCYBAHHS MOJEJLIIO, 32 SIKYy BOHA cebe BUIAE,
CKIJIBKM CUMIITOMOM 3ali3Hij01 (a3 KyJIbTypHOTO IIOBOPOTY, IO PU3UKYE
IepeTBOPUTH TPAaBMy HAa HApPAaTUBHUM KaIliTasJ, MapriHaIi3yloudl IOCBif
CTPaKAAHHA 1 TPAKTUKHY 3I[UIEHHA. YKPAIHChKUU KOHTEKCT BiliHU Ta TpUBa-
JIOTO KOJIOHIJIBHOTO HACWJIBCTBA MOTUBYE KPUTHKY TeOpil KyJIbTYpHOI
TPaBMU, OZHAK FOJIOBHUU BHECOK CTATTI IOJISTAE B IPOSICHEHHI KOHIIEITY-
AJIPHUX Ta €ETUYHUX MUTAHb, BAXKJIMBUX JIJIS TOCTIIKEHD TPABMU, KYJIbTYPHU
Ta KPUTUYHOI Teopii.
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Abstract

This article examines how societies transform catastrophic disruption
into structured cultural frameworks of resilience. It analytically
distinguishes between catastrophe as immediate material rupture and
crisis as prolonged processes of interpretation, negotiation, and institutional
adaptation. The study argues that disasters operate as catalysts of cultural
reconfiguration rather than episodes of breakdown.

Drawing on historical and contemporary cases, this article proposes
a three-level model of cultural response to catastrophe: interpretation,
symbolic expression, and social institutionalization. These interrelated
processes convert traumatic rupture into collective memory, artistic
innovation, ritual practice, and institutional transformation.

However, cultural resilience is neither uniform nor consensual. It is
historically contingent, politically contested, and increasingly shaped by
digital mediation and transnational narrative circulation. The findings
demonstrate that cultural recovery simultaneously produces solidarity and
exclusion, and that resilience emerges through power-laden processes
rather than neutral cultural healing.

Keywords: catastrophe, polycrisis, cultural trauma, cultural resilience,
sociocultural transformations, cultural dimension, cultural problems, collective
memory.
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I. Introduction: Problem and Conceptual Framework

Problem Statement

In conditions of escalating global instability — climate disasters, pandemics,
technological failures, armed conflicts — responses to disaster are
predominantly framed in economic, technological, or administrative terms,
leaving the cultural dimension insufficiently systematized. Yet disasters
disrupt not only material infrastructure but also symbolic systems of meaning,
identity, and legitimacy.

Historical evidence demonstrates that culture does not passively reflect
catastrophe but actively shapes processes of adaptation. However, the
mechanisms through which catastrophic rupture is transformed into durable
cultural frameworks of resilience remain undertheorized and fragmented
across disciplines. This article therefore examines how historical cultural
mechanisms convert catastrophic rupture into resilience, and how these
processes can inform responses to contemporary polycrisis conditions,
reconceptualizing resilience as a structured cultural process rather than an
immediate outcome of recovery. This article is part of a broader research
project on catastrophe and cultural transformation, including studies on
meaning-making and spatial reconstruction.

Conceptual Framework

Disaster scholarship spans sociology, anthropology, history, psychology,
and cultural studies. Foundational sociological approaches conceptualize
disaster as social disruption that exposes underlying structures of
vulnerability and collective response. Classical approaches highlight the
integrative role of social practices under conditions of crisis. For instance,
Emile Durkheim emphasized the capacity of collective rituals to restore
social cohesion in moments of disruption (Durkheim 2008, 389—409), while
Kai Erikson’s study of the Buffalo Creek flood framed disaster as a “collective
trauma” affecting the social fabric rather than individuals alone (Erikson
1976, 153154, 233-234).

Building on these foundations, contemporary sociological theories further
shift attention toward structural and systematic dimensions of risk. Ulrich
Beck’s theory of risk society conceptualizes modern hazards as systemic, that
is, built-in, rather than external (Beck 1992, 19—23; 2006). Anthony Giddens
similarly described late modernity as structured by manufactured risks
(Giddens 1990, 28-36, 109—111). Zygmunt Bauman’s analysis of liquid
modernity extends this perspective by highlighting institutional instability
under crisis conditions (Bauman 2000, 26—50; 2007, 45—73; 2017, 72—95).
Yet while these approaches explain structural vulnerability, they devote
limited attention to processes of symbolic reconstruction through which
disruption is rendered meaningful.

This limitation is addressed in Jeffrey C. Alexander’s theory of cultural
trauma. He positions it as a socially mediated process in which collective
actors construct meaning through narrative and institutional processes
(Alexander 2004, 10—30).
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Crucially, trauma is not inherent in an event but emerges through
interpretative processes shaped by social actors and power relations. However,
emerging scholarship demonstrates that trauma mediation is contested and
shaped by power asymmetries. Literary analyses of partition and genocide
reveal how competing groups struggle to establish authoritative interpretations
of collective experience, and how narrative forms act as counter-memory,
challenging dominant interpretations (Rai and Bhat 2025).

Despite these advances, existing research demonstrates that cultural
responses to disaster are diverse, encompassing ritual practices, artistic
production, memory formation, and forms of social organization. Yet, this
body of scholarship remains analytically fragmented, with studies typically
confined to specific cases or domains and lacking integration into a coherent
explanatory framework. Although these works provide detailed empirical
insight into mechanisms such as memory transmission, cooperative
organization, institutional mediation, and affective response, they rarely
theorize their interaction. Consequently, a systematic account of how cultural
processes transform catastrophic rupture into durable and institutionalized
forms of resilience remain underdeveloped.

Addressing this gap, the article proposes a structured analytical framework
that conceptualizes cultural transformation as a sequence of interrelated
processes.

Drawing on and extending Alexander’s, Madigan’s, and Eyerman’s theory
of cultural trauma, the analysis distinguishes three key dimensions:
interpretative framing of rupture, symbolic and artistic expression, and
processes of institutionalization and stabilization. Together, these dimensions
enable systematic examination of how meaning is constructed, materialized,
and embedded within social structures.

The persistence of this fragmentation becomes particularly evident in
empirical resilience research, which has expanded toward integrative
frameworks distinguishing psychological, relational, and sociocultural
processes (Niyonsenga et al. 2025). Yet empirical studies remain geographically
and conceptually fragmented. Indonesian research on the smong knowledge
system ' demonstrates intergenerational transmission of disaster memory
embedded in daily practice (Fitriani et al. 2026). Similarly, gotong royong 2
cooperative structures illustrate culturally embedded adaptive systems that
integrate social organization and resilience (Hakim et al. 2025).

Comparative memory research between Japan and South Korea further
demonstrates how institutional structures shape memorialization practices
and political accountability (Nam, Park, and Yoon 2025). At the same time,

! These studies attribute the survival of the Simeulue islanders to a deeply rooted form of local
knowledge known as smong. The term smong is not merely a translation of tsunami in Devayan, the
indigenous language of Simeulue. Rather, it is a local concept that embodies collective memory,
warning narratives, and moral wisdom about the signs of an impending tsunami. This concept has
been transmitted orally across generations since 1907 (Fitriani et al. 2026).

2 Gotong royong is a traditional Indonesian system of mutual aid and communal labor,
literally meaning “carrying together.” Rooted in indigenous social and cosmological frameworks,
it organizes voluntary cooperation in everyday tasks and crisis response. Beyond village practice,
it functions as a national symbol of unity and a culturally embedded mechanism that strengthens
participation, social cohesion, and community resilience (Slikkerveer 2019).
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recent scholarship complicates celebratory narratives of resilience. Allouche
identifies contradictory vernacular resilience forms — resistance, resignation,
improvisational survival — coexisting within communities (Allouche 2025),
while studies of media exposure among elderly Iranian populations show that
prolonged crisis representation may produce emotional exhaustion rather
than resilience (Marzaleh et al. 2026).

Taken together, these studies reinforce the persistence of analytical
fragmentation, illustrating both the diversity of cultural responses and the
absence of an integrated framework capable of explaining their interaction.

This article conceptualizes catastrophe and crisis as distinct but interrelated
phases of disruption, thereby addressing a key analytical limitation in existing
scholarship.

Catastrophe refers to the immediate material rupture produced by large-
scale disruptive events, whereas crisis denotes the prolonged processes of
interpretation, negotiation, and institutional response through which societies
attempt to render such rupture intelligible. While this distinction is frequently
acknowledged in disaster studies (Quarantelli 2006), it is rarely employed as
a systematic analytical tool for examining cultural transformation.

This analytical distinction provides a basis for examining historical cases
as sites in which cultural mechanisms of transformation become observable.
Across such cases, interpretive, symbolic, and institutional processes emerge
as recurring patterns through which societies respond to disruption. The
Black Death, for example, illustrates how religious interpretation and ritual
practice function as mechanisms of meaning-making and social stabilization
following catastrophic rupture (Aberth 2011, 120—-155, 229—237). The Lisbon
earthquake of 1755 similarly triggered interpretative reconfigurations through
philosophical debates involving Voltaire and Immanuel Kant, contributing to
the Enlightenment secularization (Dynes 2000). World War I transformed
aesthetic forms, as artistic and literary practices restructured the limits of
representation in response to mass violence and social collapse. Art historical
analysis demonstrates that World War I transformed aesthetic representation
itself, as seen in Otto Dix’s war imagery and Tristan Tzara’s avant-garde
experimentation (Foito 2025). The Chernobyl disaster generated new
ecological consciousness and dystopian cultural narratives (Rozinkevych
2025), while the COVID-19 pandemic accelerated digitalization and reshaped
ritual practices globally (Morgan 2020). Taken together, these cases
demonstrate that resilience does not emerge as an immediate or uniform
outcome of catastrophe, but as a process structured by culturally mediated
mechanisms that recur across contexts while remaining historically specific.

To demonstrate the analytical value of this framework, the following
sections apply it to selected historical and contemporary cases, illustrating
how cultural mechanisms convert catastrophic rupture into structured forms
ofresilience. Thefirstsection outlines the conceptual framework, distinguishing
between catastrophe and crisis and situating resilience as a process of cultural
transformation. The second section reviews relevant historical and empirical
studies, highlighting the fragmentation of existing approaches. The third
section presents the methodological framework, drawing on Alexander’s
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theory of cultural trauma and developing a three-stage analytical model. The
fourth section applies this model to examine cultural mechanisms of
transformation, including interpretive framing, symbolic expression, and
institutionalization. The fifth section analyses the contemporary Ukrainian
case as a central empirical illustration. The final section discusses the
implications of these findings and concludes.

I1. State of the Art: Historical and Empirical Studies

Disasters as cultural catalysts: theoretical approaches. Disasters have
long compelled humanity to confront fundamental questions of existence,
responsibility, and meaning. While such reflection spans centuries, the
modern philosophical interpretation of catastrophe as a meaningful condition
emerged most clearly in response to the extreme ruptures of the twentieth
century, particularly World War II and the Holocaust.

In this context, existentialist philosophers such as Albert Camus and
Jean-Paul Sartre reframed catastrophe not as senseless tragedy but as
a condition revealing human vulnerability and the necessity of meaning-
making. In The Myth of Sisyphus, Camus argues that extreme suffering
exposes the absurd, the tension between the human search for meaning and
the indifference of the universe (Camus 2018, 2—7, 20—22). Sartre, in Being
and Nothingness, shows that crisis strips away illusions of predetermined
order and confronts individuals with radical freedom and responsibility
(Sartre 1943, 21—24, 33—36, 707—711). Cultural practices such as art, ritual,
and collective narrative thus emerge as primary responses to rupture rather
than secondary to material reconstruction.

The existentialist philosophy developed in response to twentieth-century
conflicts remains relevant for understanding contemporary crises. Yet the
nature of contemporary crises has transformed itself into ways that
simultaneously confirm and challenge existentialist insights. Twentieth-
century catastrophes — world wars, genocides, regional conflicts — were
understood as discrete, localized disasters: terrible beyond measure but
bounded in space and time, with discernible causes and endings. Communities
could understand themselves as surviving disasters, then moving into recovery
and reconstruction with some sense that the disruption was temporary.

Contemporary crises operate fundamentally differently. Rather than
discrete disasters, humanity faces increasingly interconnected, mutually
reinforcing, systemic disruptions that resist simple causation or localized
response. Edgar Morin’s theory of complexity provides a critical bridge
between existential exposure and systemic instability. In Terre-Patrie, Morin
argues that contemporary crises reveal the interdependence of ecological,
technological, economic, and cultural systems. Crisis is not an anomaly but an
emergent property of interconnected global structures (Morin and Kern 1999,
19—26, 73—77). This perspective shifts analysis from discrete disaster events
to systemic vulnerabilities embedded in modernity.

In a condition increasingly described as polycrisis, multiple risks interact
across scales, producing cascading effects that destabilize social, symbolic,
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and institutional frameworks simultaneously (Mark et al. 2025). Cultural
narrative reconstruction therefore operates within overlapping crises rather
than isolated ruptures. Morin’s complexity framework reinforces the article’s
central claim that resilience is not a return to equilibrium, but a process of
dynamic reorganization under conditions of structural uncertainty. Cultural
processes do not simply respond to crisis; they participate in the reconfiguration
of systemic interdependence.

Existing research demonstrates that cultural practices, such as memory
formation, ritualization, and narrative construction, play a significant role in
shaping responses to catastrophe. However, these studies are often
fragmented and rarely integrated into a coherent framework that connects
historical experience with contemporary global challenges. Disasters disrupt
not only material structures but also the social and symbolic systems through
which societies interpret reality. In this context, it is useful to distinguish
between catastrophe and crisis. Catastrophes refer to large-scale destructive
events characterized by immediate material impact and structural rupture,
while crises denote extended processes shaped by uncertainty, perception,
and institutional response (Quarantelli 2006; Hewitt 1983, 24—29; Rosenthal
and Pijnenburg 1991, 1—3). In practice, these categories overlap, as a single
event may function simultaneously as a material catastrophe and a prolonged
social crisis.

Disasters should be understood as structural features of modernity that
expose systemic vulnerability and provoke cultural transformation. Beck’s
risk society thesis demonstrates that modern hazards emerge from
technological and institutional systems (Beck 1992; 2006). Nuclear accidents
and pandemics reveal the limits of control and generate reflexive awareness
(Adam et al. 2000). Bauman’s theory of liquid modernity suggests that crises
accelerate institutional fluidity, dissolving norms and enabling adaptive
restructuring (Bauman 2013).

Yet, instability becomes generative.

From a cultural perspective, Jeffrey C. Alexander conceptualizes trauma as
a socially mediated process (Alexander 2004). Building on this literature, this
article argues that cultural trauma is not merely socially mediated but actively
contested across different social groups, shaped by unequal access to symbolic
power and competing processes of meaning-making.

III. Research Methodology and Methods

The methodological design follows the theoretical framework and adopts
a qualitative historical-comparative approach grounded in interpretive
cultural analysis. Rather than seeking causal generalization, it identifies
recurring cultural mechanisms through which societies transform catastrophic
rupture into resilience.

Case selection follows a theoretical sampling strategy, examining whether
similar mechanisms operate across different forms of catastrophe. Cases were
selected according to three criteria: 1. Large-scale catastrophic disruption
with broad societal impact across demographic and institutional levels;
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2. The emergence of sustained crisis conditions extending beyond the
immediate event; 3. Observable processes of cultural transformation,
evidenced through changes in symbolic expression, collective meaning-
making, and institutional configurations. This ensures that selected cases are
analytically comparable in terms of both scale and depth of cultural response.

The selected cases — mediaeval plague responses, post—World War I
cultural production, and the Russian Federation’s war against Ukraine —
represent distinct types of disruption and heterogeneous historical contexts.
The aim is analytical generalization: testing the proposed three-dimensional
framework across diverse conditions while identifying recurring patterns of
cultural transformation without assuming uniform outcomes.

The Ukrainian case serves as the primary empirical focus, while historical
cases provide contextual reference, supporting a cross-contextual rather than
strictly comparative approach. The analysis draws on historical sources,
cultural artefacts, memorial practices, and scholarships to trace how meaning
is constructed, materialized, and stabilized.

Each caseis analyzed using a consistent analytical framework — interpretive
framing, symbolic expression, and institutionalization — allowing for
comparability while accounting for variation in institutional configurations
and power relations. Meaning is treated as socially constructed, and resilience
as a dynamic, context-dependent process rather than a fixed outcome.

The analysis builds on key theories of cultural trauma developed by
Jeffrey C. Alexander, Todd Madigan, and Ron Eyerman. Alexander
conceptualizes trauma as a socially mediated process of meaning construction
shaped by narrative, symbolic representation, and public communication
(Alexander 2004). Rather than residing in events themselves, trauma emerges
through interpretive struggles in which social actors define suffering, attribute
responsibility, and seek recognition.

Extending this perspective, Todd Madigan distinguishes between
approaches that treat trauma as an event incorporated into collective memory
and those that conceptualize it as a process of collective transformation
(Madigan 2020). In the latter, the decisive issue is whether interpretive
struggles lead to the reconstruction of collective identity; the discursive
contest over meaning thus constitutes the event itself.

Ron Eyerman further conceptualizes cultural trauma as a process linking
disruptive rupture with interpretative and discursive responses, in which
meaning is negotiated within asymmetrical fields structured by access to
symbolic and communicative resources (Eyerman 2012). Traumatic events
therefore involve both rupture and mediated interpretation, often structured
through narrative oppositions such as victim and perpetrator.

Taken together, these approaches frame trauma as a process of
interpretation, representation, and transformation. Yet they do not sufficiently
specify the mechanisms through which meaning is stabilized within cultural
and institutional structures. They offer limited tools for tracing how
interpretive processes translate into durable forms across contexts.

To address this limitation, this paper operationalizes cultural trans-
formation through three interrelated analytical dimensions: interpretive
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framing of rupture, symbolic and artistic expression, and institutionalization.
Applied consistently across cases, this framework enables systematic analysis
of how meanings are translated into cultural forms and embedded within
social organizations, functioning as both a conceptual model and
a methodological instrument.

At the same time, Wulf Kansteiner and Harald Weilnbock critically reassess
the concept of cultural trauma, arguing that it risks functioning as an overly
expansive and metaphorical category lacking analytical precision (Kansteiner and
Weilnbock 2008, 229—240). They reject deterministic event—trauma models and
emphasize the variability of reception, mediation through representation, and
unequal access to interpretive authority, demonstrating that engagement with
traumatic narratives is not uniform but shaped through interaction with mediated
representations. While often focused on individual reception, these approaches
confirm that meaning is actively produced rather than transmitted, supporting
the emphasis on cultural mediation at collective and institutional levels. From
this perspective, trauma is contingent, mediated, and contested.

This critique reinforces the need for a structured analytical framework
capable of tracing how meaning is constructed, negotiated, and stabilized
across contexts. By distinguishing between catastrophic rupture and crisis,
understood as an interpretive process, and by modelling transformation
through interpretive, symbolic, and institutional mechanisms, this study
addresses these limitations.

Purpose of the Article. This article develops a conceptual framework
that explains how cultural mechanisms transform catastrophic rupture into
durable forms of resilience, and assesses its relevance across different disaster
contexts as well as for contemporary crises.

IV. Analysis: Cultural Mechanisms of Transformation

By recognizing that cultural trauma is fundamentally contested rather than
consensual, this study extends Jeffrey C. Alexander’s framework by
emphasizing that cultural mechanisms of adaptation simultaneously
strengthen collective identity for some groups while marginalizing or excluding
others (Alexander 2004; Eyerman 2012; Kansteiner and Weilnbock 2008). To
analyze these dynamics, the study proposes a three-stage model of cultural
transformation through which disaster is translated into resilience. This
model serves as an analytical tool for tracing how meaning moves from
disruption to stabilized cultural form.

Stage 1: Interpretation. Catastrophic rupture disrupts established
frameworks of meaning. Through narrative construction, philosophical
reflection, religious discourse, and media framing, societies reinterpret
disruption as an intelligible experience.

Stage 2: Expression. These interpretive frameworks are materialized in
symbolic forms such as art, ritual, memorialization, and digital communication,
translating trauma into shared representations that make collective experience
visible.
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Stage 3: Institutionalization. Through repetition and coordination,
these symbolic practices stabilize into durable structures, including
commemorative institutions, civic networks, policy frameworks, and
educational narratives. At this stage, resilience becomes embedded in
social organizations.

These stages are not linear but recursive: institutionalized meanings
remain open to contestation, reinterpretation, and transformation under
changing conditions. Resilience therefore emerges not as equilibrium, but
as a dynamic process shaped by ongoing power relations and historical
context.

This framework challenges purely economic or institutional models of
recovery by demonstrating that symbolic restructuring precedes and
shapes material reconstruction. It shifts analytical attention to how
meaning is constructed, expressed, and stabilized, positioning cultural
adaptation as a site of negotiation rather than neutral recovery.

1. Religious and Ritual Frameworks

Religious and ritual frameworks illustrate how catastrophic rupture
is transformed into structured cultural responses. The Black Death
(1347—1351) constituted a catastrophe marked by large-scale mortality and
social disintegration. This rupture rapidly evolved into a prolonged crisis,
as communities sought to interpret the causes and meaning of the epidemic
within existing moral and cosmological frameworks.

Within this phase of crisis, interpretive mechanisms emerged through
religious narratives that framed the disaster as divine punishment or moral
trial (Cohn 2002, 223—252; Aberth 2011). These interpretations provided
notonly an explanation but also normative orientation, enabling individuals
to situate suffering within a broader symbolic order. In this sense, religion
functions not only psychologically but also epistemologically, shaping
ethical interpretations of suffering (Figus-Illinyi 2025).

They were subsequently materialized in symbolic and ritual practices,
including penitential processions and liturgical performances, through
which these meanings were translated into collective experience. Such
practices did not merely reflect belief but actively structured social cohesion
by reinforcing shared moral codes and collective identity (Rosenberg 1992,
279-284, 294-299).

Through repetition and organizational coordination, these symbolic
forms became institutionalized through deliberate processes of
organizational innovation rather than spontaneous adaptation. The York
Cycle of Mystery Plays (1376—1569) illustrates this dynamic, as guilds
actively translated catastrophic disruption into structured cultural
production, formalizing communal participation and embedding cultural
memory within institutional frameworks (Varela 2026).

This process illustrates how religious systems transform catastrophic
rupture into stabilised cultural forms, through which resilience emerges as
a socially organized capacity rather than a spontaneous response.
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2, Artistic and Literary Transformation

Artistic and literary transformation demonstrates how catastrophe
restructures not only social meaning but also the limits of cultural
representation. World War I constituted a catastrophe characterized by mass
violence, technological destruction, and the collapse of established social and
moral frameworks. This rupture generated a prolonged crisis in which existing
modes of representation proved inadequate to capture the scale and nature of
traumatic experience. Within this phase of crisis, interpretive mechanisms
emerged as artists and writers sought new ways to render the experience of
war intelligible. The breakdown of linear narrative, coherence, and aesthetic
harmony reflected a broader crisis of meaning, in which traditional cultural
forms could no longer adequately express collective experience.

These interpretive shifts were materialized through symbolic and artistic
expression in the form of fragmentation, montage, and non-linearity
characteristics of European avant-garde movements (Foito 2025). Romanian
avant-garde writers such as Tristan Tzara and German artists like Otto Dix
produced works that did not merely depict trauma but redefined the very
structure of representation, translating rupture into new aesthetic forms
and expressing the psychological dislocation of a “disenchanted age” (Foito
2025). The modernist use of fragmentation and montage emerged directly
from the experience of trench warfare and social collapse, demonstrating
that catastrophe restructures aesthetic possibilities rather than merely
eliciting cultural response. Literary counter-memory further contributes to
this process by challenging dominant narratives and forms of nationalist
amnesia, transforming narrative form into a space of critical engagement
with silenced histories (Rai and Bhat 2025).

Through repetition, circulation, and institutional recognition, these
artistic innovations became stabilized within cultural canons, educational
systems, and collective memory. What initially emerged as a response to
crisis was gradually institutionalized as a new aesthetic regime.

This process illustrates that artistic transformation converts catastrophic
rupture into durable cultural forms, through which resilience emerges not as
restoration, but as the creation of new representational capacities.

3. Memory and Institutional Power

Memory and institutional practices reveal how the transformation from
catastrophe to resilience is structured through processes of power and
negotiation. Disasters constitute catastrophic events that disrupt not only
material systems but also established narratives of responsibility, identity,
and legitimacy. These ruptures evolve into prolonged crises in which competing
actors seek to define the meaning of the event and its implications for collective
memory. Within this phase of crisis, interpretive framing occurs through the
construction of narratives that assign responsibility, articulate victimhood,
and define the moral significance of the event.

These interpretations are inherently contested, as different social groups
possess unequal access to symbolic resources and institutional authority.

These competing meanings are materialized through symbolic practices of
memorialization, including monuments, commemorative rituals, and public
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discourse. Such practices do not simply preserve the past but actively structure
how it is understood, privileging certain interpretations while marginalizing
others. As shown in comparative research, memorialization operates across
multiple dimensions — including governance, educational integration, politics
of memory, sustainability, and resilience impact — highlighting its role as
a contested rather than neutral process (Nam, Park, and Yoon 2025).

Through institutionalization, these symbolic forms become embedded within
governance structures, educational systems, and national narratives. Comparative
analysis of Japan and South Korea demonstrates how differing institutional
configurations shape memorial practices, with decentralized systems emphasizing
integration and continuity, and citizen-driven initiatives foregrounding
accountability and critique (Nam, Park, and Yoon 2025). Digital reconstruction
projects further extend these processes, as immersive technologies create virtual
heritage spaces that function not only as tools of documentation but as emotional
and memorial environments facilitating mourning, identity reconstruction, and
community resilience (Di Franco et al. 2025).

This process demonstrates that resilience emerges not as a neutral
consolidation of shared memory, but as a structured outcome of power-laden
processes through which interpretations become stabilized within institutional
frameworks.

4. Economic and Social Interdependence

Economic and social interdependence illustrates how material recovery
processes are inseparable from cultural mechanisms of resilience. Disasters
constitute catastrophic disruptions that affect livelihoods, infrastructure, and
social organization simultaneously. These disruptions generate a prolonged
crisis characterized by uncertainty, resource scarcity, and the need to reconstruct
both economic and social systems. Within this phase of crisis, interpretive
processes emerge as communities redefine priorities, responsibilities, and
strategies for survival. Economic activity is not merely technical but embedded
in cultural understandings of cooperation, obligation, and collective well-being.
In this context, livelihood restoration is closely linked to psychological recovery,
as economic survival directly shapes mental health outcomes (Pratiti 2023).

These interpretations are materialized through social and organizational
practices, including cooperative labour systems, community-based enterprises,
and hybrid forms of traditional and digitally coordinated collaboration.
Mechanisms such as gotong royong demonstrate how culturally embedded
practices translate shared meanings into coordinated action, enabling collective
responses to disruption (Hakim et al. 2025). Similarly, practices such as the
Tolak Bala 3 ritual in West Sumatra illustrate how disaster memory is integrated
with environmental knowledge and digital documentation, reinforcing the
epistemological role of cultural systems in shaping responses to crisis (Rosa and
Handayani 2025).

3 Symbolic structure of the “Tolak Bala” ritual with meaning and function: 1. Flower Water —
purification and location markers at risk. 2. Sea Offerings — symbolic offerings to nature,
communication with natural/spiritual forces. 3. Prayer Together — the call for spiritual protection,
strengthening religious values and unity. 4. Narration — cross-generational disaster knowledge
and memory transfer. 5. Gotong Royong (Working Together) — adaptive practices, strengthening
solidarity and social preparedness (Rosa and Handayani 2025).
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Through institutionalization, these practices become stabilised within
economic structures, organizational forms, and long-term recovery
strategies. However, this process is characterized by structural tensions. As
shown in studies of post-disaster enterprises, efforts to achieve economic
sustainability — through quality improvement, organizational credibility,
and long-term market integration — may conflict with inclusivity and
community cohesion, producing uneven outcomes across social groups
(Matsumoto and Ishiwatari 2024).

This process reveals that resilience in economic and social domains does
not imply equilibrium or harmony, but rather the stabilization of new forms of
interdependence shaped by competing demands, resource constraints, and
culturally embedded norms.

Case study: Ukraine

The Russian Federation’s war against Ukraine demonstrates that
cultural resilience operates through ongoing negotiation among competing
interpretations rather than through stable consensus. Public discourse,
media narratives, and philosophical reflection attempt to render disruption
intelligible, yet these interpretations remain uneven and contested.
Cultural practices simultaneously strengthen national identity while
producing divergent understandings of belonging, legitimacy, and
historical meaning. Trauma, in this sense, is not merely socially mediated
but politically contested across groups with unequal access to symbolic
power (Alexander 2004).

These dynamics can be traced through the three-stage model of
interpretation, expression, and institutionalization, demonstrating that the
analytical model operates empirically in contemporary conflict conditions.

Street art, digital media, and performative practices do not merely
reflect trauma but actively structure collective experience by amplifying
certain meanings while marginalizing others. Shymko shows that, under
hybrid warfare, cultural production becomes a strategic arena for
ideological contestation (Shymko 2025). Interpretations vary depending
on geographic location, socioeconomic position, displacement status,
ethnic identity, and lived experience of violence. As result, the same
artwork — a Ukrainian flag painted on destroyed buildings, a song about
homeland defense, or a performance depicting civilian suffering — may
affirm sovereignty, express local grief, mobilize diaspora support, or
provoke critique.

At the same time, these artistic practices expose internal divisions that
were previously less visible. Which historical narratives do artworks
depict? Whose suffering is centered? Which social groups’ experiences are
recognized as legitimate subject matter? A song about defending the nation
may celebrate military sacrifice while obscuring the experiences of women
soldiers, displaced civilians, or ethnic minorities within Ukraine. A visual
artwork depicting heroic resistance may implicitly raise the question of
who qualifies as heroic, potentially excluding those whose wartime
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experience has been characterized by displacement, survival, or moral
ambiguity rather than overt acts of resistance. Cultural practices that
reinforce national cohesion simultaneously reveal that “national identity”
is neither homogeneous nor uncontested.

Digital mediation intensifies these processes. War-related narratives
circulate transnationally in real time, aligning with Arjun Appadurai’s
concept of global cultural flows while revealing asymmetries in visibility and
interpretive authority (Appadurai 1996, 27—47). However, digital circulation
inevitably transforms meaning. Short-form video platforms such as TikTok
compress complex artistic works into brief clips that privilege emotional
intensity over contextual depth. Twitter discourse often reduces nuanced
artistic expression to binary political statements.

Instagram tends to highlight eye-catching images, such as scenes of
destruction, acts of military bravery, or clear signs of suffering, rather than
focusing on subtler details of wartime life. Telegram channels enable direct
information sharing among Ukrainian users while potentially reinforcing
narrative echo chambers.

Cultural meanings are accelerated, simplified, and recontextualized
across global audiences (Appadurai 1996; Bauman 2000). At the same time,
resilience emerges from the capacity to sustain this ongoing negotiation of
contested meanings. At the individual level, artists continue to create despite
trauma, displacement, and uncertainty; the act of creation itself becomes
a resilience practice, irrespective of whether artworks achieve consensus
meaning. At the community level, cultural networks sustain practices despite
disruption, enabling continued identity expression and mutual recognition.
At the institutional level, cultural organizations persist despite destruction,
resource scarcity, and displacement. Continuity itself becomes a form of
resilience, even when institutional functions are transformed.

Recent research conceptualizes wartime musealization in Ukraine as
a form of “warring memory” (Kharkhun 2025), produced under conditions
of ongoing conflict and oriented toward testimony, resilience, and mourning.
The martyrdom narrative embeds individual loss within collective identity,
while museum practices remain provisional and document war crimes,
contributing to transitional justice. Emerging across institutional and
grassroots initiatives, this memory work reflects a broader “cultural front,”
in which museums function as sites of documentation, mourning, and
symbolic resistance (Kharkhun 2025).

Contestation is not a weakness of resilience but one of its conditions.
Communities that suppress internal disagreement, demand interpretive
uniformity, or marginalize dissent may demonstrate fragility rather than
strength. The capacity to accommodate competing interpretations
constitutes a form of resilience. Some Ukrainians experience the war as
a heroic national struggle; others experience it as a catastrophic rupture.
Some interpret artistic expression as patriotic affirmation; others read it
critically. Different communities legitimately derive divergent meanings
from the same works. Such plurality may instead constitute the foundation
of collective endurance.
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Arjun Appadurai’s theorization of transnational cultural flows
illuminates how meanings, symbols, and interpretive frameworks circulate
globally, transcending national and institutional boundaries (Appadurai
1996). In disaster contexts, this circulation becomes particularly
consequential, as interpretations of catastrophic events are shaped
simultaneously by local historical experience and global narrative
circulation. This dynamic generates both opportunities for transnational
solidarity and risks of distortion, asymmetry, and misrepresentation,
further intensified by digital mediation.

The Ukrainian case therefore demonstrates that resilience does not
arise directly from catastrophe, but is produced through a sequence of
interpretative, symbolic, and institutional mechanisms that transform
rupture into durable, yet contested, cultural forms. Cultural resilience
emerges as a dynamic process through which communities manage
competing and sometimes incompatible interpretations while maintaining
the capacity to continue negotiating them. It is structured by power,
unequal visibility, institutional capacity, differential experience, and global
interconnectedness rather than by consensus or stability.

Conclusions

This study argues that disasters should be understood not merely as
disruptive events but as generative conditions that produce cultural
structures of adaptation. However, these mechanisms are neither neutral
nor universally stabilizing.

The analysis demonstrates that the transformation from catastrophe to
resilience occurs through a structured sequence of cultural processes.
Catastrophic rupture initiates a phase of crisis characterized by competing
interpretations of meaning, responsibility, and identity. Theseinterpretations
are subsequently materialized through symbolic and artistic expression,
including ritual practices, visual culture, and mediated representations, and
are stabilized through institutionalization. Through this sequence, resilience
emerges not as an immediate outcome of disaster, but as a culturally
embedded and power-laden social formation. It is important to note that
these stages may also be recursive or arrested: in practice, some contexts
exhibit stalled interpretation or failed expression, leading to fragmentation
rather than reconfiguration. This suggests that culture begins to reconfigure
itself within the chaos of disruption rather than waiting for complete material
breakdown.

Cultural resilience operates through negotiation, contestation, and
power differentiation. Efforts to construct shared meaning may unify
certain groups while marginalizing others, embedding inequality within
adaptive structures. Material and symbolic reconstruction are inseparable,
as economic recovery, memorial practices, and identity formation co-
evolve within the same processes.

Wartime musealization in Ukraine illustrates these dynamics at the
institutional level. Emerging under conditions of ongoing conflict, museum
practices remain provisional while producing “warring memory” oriented
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toward testimony, resilience, and mourning. The martyrdom narrative
embeds individual loss within collective identity, while exhibitions
document war crimes and contribute to transitional justice, positioning
museums as sites of memory, mourning, and symbolic resistance.

The Ukrainian case illustrates how these dynamics unfold under
conditions of ongoing conflict, where symbolic production and
institutionalization occur simultaneously and remain subject to continuous
negotiation. In the context of global interdependence, digital mediation
further accelerates and amplifies these processes, extending cultural
reorganization into transnational arenas where narratives circulate
asymmetrically.

Historical precedents do not provide transferable templates for crisis
management, but they reveal that cultural resilience is contingent, unevenly
distributed, and deeply embedded in processes of interpretation and power
relations. Also, they show the change of dynamics of mediation process —
from slow-burn communication in the times of Black Death to —
instantaneous in the contemporary digital times. Recognizing this
complexity is essential for developing more reflexive approaches to crisis
response that acknowledge culture not as a supplementary domain of
recovery, but as a primary arena in which collective futures are negotiated.

By situating resilience within cultural theory, this three-stage framework
of interpretation, expression, and institutionalization reframes disaster
not as interruption, but as a formative moment in the ongoing negotiation
of collective futures. It demonstrates that resilience is not a psychological
attribute or policy outcome, but a historically structured and politically
contested cultural process.
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JInxa AK KyJbTYPHI KaTajai3aTopu:
icTopuuHIi BiIMOBI/II Ta cyYacHi KyJIbTYPHiI KPU3U

VY crarTi po3mISHYTO KaTacTpodu He JIMIIE fK PYHHIBHI mozii, a i sk
YMOBH, IO iHIMIIOIOTH IIPOIECH KYJIBTYPHOI TpaHcdopMmartii. BuxigHoro Te3o010
€ PO3MEKYBAHHSA KaTaCTPODHU SIK MOMEHTY PAIUKAIIBHOTO PO3PUBY Ta KPU3HU
SIK TPHUBAJIOTO IIPOILleCY IHTepIIpeTallii, KOJU CYCHIIbCTBA HAMAararoThCs
OCMUCJIUTH MTOPYIIEHHS 3BUYHUX CMHUCIOBUX ITOPS/IKIB.

Po3pob6sieHO KOHIIENTyaJ IbHY PaMKYy, IO MOSCHIOE, SIK KyJIbTYPHI Mexa-
Hi3MU TpaHCc)OPMYIOTh KaTacTpodiuHuil po3puB y crabiiizoBaHi ¢gopmu
pe3wrieHTHOCTI (KUTTECTiMKOCTI). CHUpPAIOYNCh HA TEOPiI0 KYJIBTYPHOI
tpaBmu [[xxedbdpi Asekcanzmepa, aBTOpKa IMPOIMOHYE TPUETAIHY MOEJb
KyJbTYpHOI TpaHcdopMmariii: 1) inTeprperanis — ¢opMyBaHHA HapaTUBIB,
yepes sIKi KaTacTpoda CTae OCMHCIEHOK; 2) eKCIpecisi — BTIJIEHHS ITUX
iHTepHmpeTamii y cuMBOIiYHUX GOpMax, 30KpeMa B MUCTENTBi, pUTyaIax
i Mexia; 3) iHCTUTYIIOHAJTI3AIlIs — 3aKPIIJIEHHS ITUX CMUCIIB Y COIiaIbHUX
CTPYKTypaX, SIK-OT IPAKTHUKHU I1aM SITi, OCBITHI CHCTEMH Ta OpraHisaiiiHi
opmu. 3a Takux 06CTaBUH PE3UTIEHTHICTh IIOCTAE HE K CIOHTAaHHUU pe-
3yJIbTAT BiZJHOBJIEHH, a SIK CTPYKTYPOBAHUU KyJIBTYPHUH IIPOIIEC, ByMOBJIE-
HUH BJIaJHUMU Ta CAMBOJIIYHUMHU BiJHOCHUHAMMU.

JocimkeHHs IPYHTY€EThCSA HA SKICHOMY iCTOPUKO-TIOPiBHSJIBHOMY aHAJTi-
3i, MO 7a€ 3MOTY BHUSBHUTH IOBTOPIOBAaHI KyJIBTYPHI MeXaHi3MU B Pi3HHUX
KOHTEKCTax.

AHasri3 iCTOpUYHHUX 1 CyJacHUX KeHCiB i3 meHTpaabHUM (POKyCcOM Ha
Bifini Pociiickkoi @Penmepanii mpotu YKpaiHu IOKasye, IO KyJIbTYpHA
TpaHcdopMaris BiOyBaeThCA Yepe3 KOHKYPEHIIiIo iIHTepIpeTanii, HepiB-
HHUU JOCTYII 0 CHMBOJIIUHUX PECYPCIB 1 IPOIeCH IHCTUTYI[IHHOTO 3aKpiI-
JIEHHSI CMHCJIB. Y IIUX YMOBaX KyJbTYypPHA PE3WIIEHTHICTh IIOCTAE AK CO-
niasbHO MU epeHITiHoBaHUH TPOIEC: HEPIBHOMIPHUH OCBi/T HACUJIBCTBA,
IepeMilleHHs Ta BTpPAT (POPMyE MHOXKUHHICTh IHTEpIIPETAIild i KOHKY-
peHIIiI0 HapaTUBIB maM sITi, BOAHOYAC MOPOKYIOUH COJIiIapHiCTh i Biji-
TBOPIOIOUM MEXaHI3MU COL[iaIbHOTO BUKJIIOUEHHS B KOHTEKCTI MTOJIIKpU3H,
[0 MiJICHJIIOE fIK IHTerpaliflHUU MOTeHIias KyJIbTYpH, TaK i pU3UKHU il
dparmenTarii.

Y KOHTEKCTI TyI00asIbHOI B3a€EMO3JIEIKHOCTI ITU(POBI Mezlia MPUCKOPIO-
IOTh 1 pPO3MIMUPIOIOTH i TpaHchOpPMAIii, BUBOAAYN iX Yy TpaHCHAI[IOHATbHI
IIPOCTOPH, Zie HAPATUBU IIUPKY/IIOI0Th ACUMETPUYHO. [cTOpUYHi npenesieHTH
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He TPOIOHYIOTh YHIBEPCAJbHUX MOJIeJIell pearyBaHHs], IIPOTE JAIOTh 3MOTY
BHUSIBUTHU ITOBTOPIOBaHI KyJIbTYPHI MEXaHI3MU, 1[0 CTPYKTYPYIOTh IIEPEXiT BiJl
KaTacTpodu 10 PE3UITIEHTHOCTI.

PesysibTaTi AOCITII?KEHHS OOTPYHTOBYIOTH PO3YMIHHS KYJIBTYPHU SIK IIEP-
BHHHOT'O MeXaHi3My colliajibHOoi afanTarii. Karacrpoda mocrae He siK mepe-
PHUBAHHSA COLIAJILHOTO MOPSAKY, a IK MOMEHT HOTO IlepeopraHisariii, Koau
Yyepes IMPOLECH IHTEPITPEeTAaIlii, CAMBOJIIYHOTO BUPQKEHHS T IHCTUTYIIOHAITI-
3arii GOpMy€EThCA HOBUU KYJIBTYPHUM 1 CONiaJIbHUH JI1aJ] Ta BinOyBa€eThCsA
IIeEpEOCMUCIIEHHS KOJIEKTHUBHOI 1/IEHTUYHOCTI.

Kirrouosi ciroBa: kartacrpoda, IOJIiKpH3a, KyJIbTypHa TpPaBMa, KyJIbTYypHA
JKUTTECTIMKICTD, COIIOKYJIBTYPHI TpaHchOpMaIllil, KyJIbTypOJIOTIYHUH BHMID,
KyJIBTYPHI IIp00JIeMH, KOJIEKTUBHA 1AM SATh.
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Abstract

The study aims to analyse the semantic transformations of Donbas and
the factors that led to the formation of regional identity — the colonisation of
the “Wild Field”, Soviet industrialisation and the collapse of the region during
the Russo-Ukrainian war. The article examines how semantic transformations
in the region’s toponymy and mnemotopes, together with the powerful
ideological policy of the Soviet Union, led to the intensification of self-isolation
processes in the region, especially after the collapse of the USSR, and made it
vulnerable to modern Russian aggression.

The results of the study are of significant theoretical value and can be used
to develop a clearly defined state strategy for the development of the Ukrainian
sociocultural space, which would prevent any cultural or based on regional-
identity self-isolation of any Ukrainian region.

Keywords: national identity, values, globalisation, cultural dimension,
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Formulation of the problem. The Russo-Ukrainian war, precipitated
in 2014, despite its scale and hybrid nature, was long categorised as a localised
conflict within certain areas of the Donetsk and Luhansk regions. And this is
even though the full-scale Russian invasion that began on 24 February 2022
has expanded the geographical scope boundaries of hostilities to the whole of
Ukraine and is actively influencing the geopolitical situation in the world.
Now, in the fourth year of full-scale Russian aggression and the 12th year of
the Russo-Ukrainian war, despite all the changes in the fighting, the main
theatre of war is still the eastern part of Ukraine. Furthermore, if we consider
the statements made by various public officials and the direct statements of
Russian President Vladimir Putin on the need for “Ukrainian troops to
withdraw from Donbas”, we can conclude that the localised nature of the war
has not disappeared, but only its scale has changed.

The aim of the study. This study seeks to deconstruct the semantic
space of Donbas, not only as a region but also as an idea and a myth. Its
sociocultural space extends from the frontier exploration of the steppe (Wild
Field) by adventure seekers in the 16th and 17th centuries, with the subsequent
development of this region as one of the most powerful industrial centres of
the Soviet Union and independent Ukraine, until its stagnation during the
Russo-Ukrainian war. In our opinion, the study of sociocultural practices
would make it possible to identify the factors, other than the obvious
geographical location, that eventually led to a more active spread of the ideas
of the “Russkiy Mir” than in other regions of Ukraine and will also make it
possible to develop a strategy for the reintegration of the occupied territories
and create conditions and a sociocultural environment that would prevent
a repeat of the so-called “Russian Spring” scenario.

The methodology used in this article is based on an interdisciplinary
approach, which allows for a comprehensive study of Donbas as a sociocultural,
geographical, symbolic, and historical phenomenon. The integration
perspective includes a semiotic method that deciphers Donbas as a sign system
with a list of symbolic dominants that have determined the image of the region
in different historical periods. The historical-analytical method allows us to
trace the evolution and transformation of the socio-cultural space of Donbas
in a historical perspective. The observation method used reveals the specifics
of social phenomena. Therefore, the methodology used allows us to study
various spheres of the region’s life in a cultural context.

State of scientific development. Before providing a list of recent
publications, we consider it relevant to note that research on Donbas as
a separate socio-cultural space after Russia’s full-scale invasion in 2022 is no
longer relevant. The main reason for this is the region’s integration into the
Russian social-cultural space with its typical practices: the cult of death, the
cult of strength, and the cult of the leader, followed by the militarisation of all
aspects of life.

Nevertheless, this transformation does not negate the necessity of
retrospective research of the socio-cultural space of Donbas in the period
preceding the full-scale invasion, and particularly the period preceding the
start of the Russo-Ukrainian war.
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With that in mind, we should point out that there’s been a small amount of
recent research (from 2022 to now) on this topic. As for the existing studies,
most of them cover the early years of the Russo-Ukrainian war. One of the first
comprehensive scientific studies on this topic was conducted by the Kuras
Institute of Political and Ethnic Studies of the National Academy of Sciences
of Ukraine and presented to the public in a book entitled Donbas in the
Ethnopolitical Dimension (2014). The main goal of the researchers is to

reveal the connection between ethnicity and politics in the genesis of the
composition, employment and socio-professional stratification, linguistic,
cultural, and religious orientations and preferences, regional identity, and
characteristics of social behaviour of the population of the Donbas region of
Ukraine. A set of proposals regarding the conditions and methods for
reintegrating Donbas and its population into the social space of Ukraine has
been substantiated (Kotyhorenko 2014, 9).

Eastern Ukraine is usually associated with a contradictive border region,
the native field of the frontier studies. In such a dimension, we should name
the works of Hiroaki Kuromiya (1998), Oleksiy Sukhomlynov (2008),
Yaroslava Vermenych (2023), etc.

The study of the socio-cultural space of Donbas as one of the most
representative forms of frontier was presented in Yaroslava Vermenych’s
article “Donbas in the Context of Frontier Theories: A Socio-Humanitarian
Analysis” (2015). In this work, the author conducts a detailed analysis of how
the frontier nature of this region influenced the peculiarities of individuals’
lives and ultimately the formation of the so-called “regional identity”. At the
same time, in addition to the analysis of the frontier nature, there are questions
about the author’s theses that the central “authorities were in no hurry to
understand the people of Donetsk and Luhansk” (Vermenych 2015, 129) and
“the need to take into account in their policy the objective growth of the
regional factor in eastern Ukraine” (Vermenych 2015, 129). Without sharing
Yaroslava Vermenych’s theses presented above, the author of this article
considers it necessary to highlight this position as an example of the pluralism
of opinions in the Ukrainian scientific community of that period.

Vladlen Maraiev’s work “Deconstructing of the Russian Historical Myth
about Donbas and Crimea as ‘Gifted Lands’ for Ukraine” (2023) and Olena
Bondareva’s work “Overcoming Stereotypes about Ukrainian/Non-Ukrainian
Donbas in Contemporary Ukrainian Literary, Artistic, and Essayistic Practices
and Cultural Diplomacy Actions” (2021) were written on the eve of and during
the full-scale phase of the Russo-Ukrainian war and are devoted not only to
analysing the socio-cultural past of Donbas, but also to debunking myths and
narratives associated with this region, which are actively used by Russia to
legitimise its aggression.

We would also like to point out the significant creative output of Ukrainian
artists, most of whom were born, grew up, and spent their youth in Donbas,
a home they had to leave behind when the region was occupied by Russia in
2014 and, sadly, again in 2022. This is primarily the artistic work of Ukrainian
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writer, musician, and current soldier in the Khartia Brigade, Serhiy Zhadan.
In all his works, Zhadan, in his characteristic manner, depicts the fates of
cities, villages, Donbas, Ukraine, and people — in general, everything and
everyone who found themselves caught in the grip of history. The work “I Will
Mix Your Blood with Coal” (2016) by Oleksandr Mykhed represents the
author’s journey to eastern Ukraine, followed by a retelling of its history
through the voices of workers, miners, teachers, and artists who lived and
worked there.

It should also be noted that audiovisual art forms, such as films and songs
related to the Donbas region, are also important. Among the long list, we
consider it appropriate to once again mention the film Atlantis' (2019), which
depicts the dystopian reality and socio-economic crisis in which Donbas finds
itself in the hypothetical year 2025, directed by Ukrainian director Valentyn
Vasyanovych.

The film Cyborgs (2017) by Akhtem Seitablaiev is about the defenders of
Donetsk Airport. Musical compositions are primarily dedicated to the
hostilities in eastern Ukraine. Among the works of recent years, the song “Za
terykonamy™ (2023) by the Ukrainian group Miusli UA stands out. The lyrics
were written by soldier Mykhailo Stasula in 2022 during the battles near
Maryinka. The chorus of this song best conveys the semantic significance of
Donbas during the Russo-Ukrainian war (Miusli UA 2023):

Za terykonamy, za terykonamy
Tam, de viyna ide.

(3a mepukoxamu, 3a mepukoHam,
Tam, Oe siitHa 10e)3

Presentation of the main body of the study. Donbas as a symbol
of Ukrainian resilience: the beginning of war. We consider it relevant
to begin this study by clarifying that when we refer to Donbas, we mean the
territorial boundaries defined by the current borders of the Donetsk and
Luhansk oblasts, which actually form the basis of this region. Our second
thesis is that Donbas has become one of the main symbols of resistance to
Russian aggression. And it was in this region that the Ukrainian nation and its
state began their fight for independence. The socio-political instability in 2014
gave Russia the opportunity to launch a military operation to annex Crimea
and, together with the local pro-Russian population, attempt to occupy certain
areas of the Luhansk and Donetsk oblasts. However, while the annexation of
Crimea took place almost bloodlessly, the struggle for Donbas and Ukrainian
independence was only just beginning.

1 The movie shows the lives of people living in Donbas. The main characters are Serhii, a former
soldier trying to find himself, and Kateryna, a volunteer searching for the bodies of dead soldiers.
The events of the film take place in eastern Ukraine in 2025, one year after Ukraine’s victory in the
war. Russian aggression led to the closure and flooding of mines, which ultimately resulted in an
environmental disaster, people exhausted by war and suffering from post-traumatic stress disor-
der, and land covered with mines and the remains of soldiers that need to be reburied.

2 Slagheap, spoil tip.

3 Behind the slag tips, behind the slag tips,

Where the war is raging.
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The official start of armed conflict between Russia and Ukraine can be
considered 13 April 2014, when “...in the battle near Sloviansk, the Ukrainian
military opened fire on the enemy for the first time in the war. Mykola
Lavrenchuk follows Vadym Sukharevskyi’s order and fires the first shots of the
war from the Vladimirov heavy tank machine gun (KPVT)”4 (Butusov 2024).
It is interesting that the beginning of the first (2014—2022) and second
(2022 — present) phases of the Russo-Ukrainian war are consistent in their
absent lexical attitude towards the enemy.

The full-scale phase of the war began with the eloquent negotiations of
aborder guard from Zmiinyi Island, who sent the “Russian warship” on a course
that is recognisable today. At the same time, the beginning of Ukrainian
resistance and the Russo-Ukrainian war began with a phrase that was shared
with the public by Yurii Butusov, editor of the online publication Censor.Net
and now a military officer. The order to open fire, given by then-senior
lieutenant and now colonel and Commander of the Unmanned Systems
Forces, Vadym Sukharevsky was, verbatim: “What the fuck are you looking
at?! Shoot!” (Butusov 2024).

Incidentally, the same lexical and semantic characterisation of Donbas as
a region was given much earlier, in 2002, during a football match between
FC Dynamo Kyiv and FC Shakhtar Donetsk, in which the team from Donetsk
won 2-0. At that time, Viktor Yanukovych, the Prime Minister of Ukraine,
said, “I will say the words that they love in Donbas: Donbas poroznyak ne
gonit!”s (Genialnyi Shuler 2013).

In 2019, Russian President Vladimir Putin made a similar remark. At a press
conference dedicated to the Minsk Agreements, the Kremlin leader emphasised
that any attempts by Ukraine to suppress the so-called “Luhansk People Republic”
(LPR) and “Donetsk People Republic” (DPR) by force would fail: “There is a well-
known phrase: ‘Donbas poroznyak ne gonit’. It’s a bit of a hooligan phrase. Well,
proud people live there” (Beha 2019). The use of such slang phrases should be
perceived as an important part of the socio-cultural space of this region, primarily
as a personification of the dichotomy “friend” — “stranger”, because a “stranger”
will never know such an expression. Ultimately, when one of “their own” becomes
president of the country, as was the case with Viktor Yanukovych, any of his
actions are perceived as aimed at improving the welfare of “their own”, which
corresponds to the policy of nepotism that was characteristic of Ukrainian political
circles on the eve of the Revolution of Dignity:

Only 7.5% of Donbas residents supported the Orange Revolution in 2004 (for
comparison: in Halychyna, this figure was 81.7%, and in Kyiv, 48.1%) and
12.3% supported the Revolution of Dignity (compared to 94.3% of Halychan’s
and 60.4% of Kyiv residents) (Libanova and Dmytrenko 2015, 23).

The survey data presented indicate a lack of support for actions that are,
firstly, incomprehensible and, secondly, would harm the welfare of “their
own”. At the same time, there is a significant third factor, which is primarily

4 KPVT — krupnokalibernyi pulemet Vladimirova tankovyi.
5 “Donbas doesn’t speak empty words” (our translation).
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represented by the interests of Russia, for Putin, as a person who seeks to
restore the borders of the USSR. From his point of view, the whole of Ukraine
is “his” because he needs it completely to fulfil his goal. The occupation of the
Donbas region is the first step in conquering Ukraine.

It is useful to begin our chronological examination of the semantic space of
Donbas at a time when these lands were not yet under the influence of the
Soviet authoritarian regime, whose industrialisation ambitions transformed
Donbas and its mineral resources into one of the leading proletarian myths.

“Wild Field”: the frontier stage of the formation of the socio-
cultural space of Donbas (16th—19th centuries). Long before the
construction of any manufacturing or mining facilities, these lands were a wild
steppe region known as the “Wild Field”, which served as a symbolic border
between the agricultural civilisation of the West and the nomadic East. But
this did not prevent these harsh lands from attracting many, as we would call
them today, adventurers who, for various reasons, set out to seek a better life
in these lands. Finally,

active colonisation of the region began during the war led by Bohdan Khmelnytsky,
when thousands of peasants from Right-Bank Ukraine were fleeing the war to the
lands of modern-day Donetsk Oblast. This process gained considerable momentum
after the Bila Tserkva Agreement of 1651, when the Polish nobility began to return
to Ukraine to their former estates (Nikolaets 2011, 198).

The reform of 1861 gave a further boost to this region’s development.
Shortly after, along with the existing enterprises for the extraction of various
minerals, mainly coal, large-scale metallurgical factories gradually began to
appear. Nevertheless, adventurers, who were still the main labour force in the
region, came here searching for work rather than fleeing or seeking adventure.
It was during this period of rapid development in the region that a situation
arose that directly influenced the modern development of Ukrainian
nationhood.

Ukrainian researcher Yuriy Nikolaets, in his study “The Historical Memory
of Donbas” (2011), notes that

in Donbas, approximately 70% of workers were immigrants from the Great
Russian provinces. Entrepreneurs were mostly interested in immigrant workers,
as it was more difficult for them to leave their jobs. The participation of Russian
miners in the exploitation of coal deposits gradually began to be used to change
perceptions of Donbas, which involved “erasing the memory” of the participation
of Ukrainian Cossacks in the development of the region and the role of immigrants
from modern Ukrainian regions in the construction of defence lines against
nomads and the maintenance of military units (Nikolaets 2011, 202).

As a result, the large number of migrants who were uprooted from their
homeland and resettled in a place characterised by harsh working conditions
and constant threats to their lives contributed to the formation of “separation”
as one of the fundamental features of the so-called “regional identity”.
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Once they found themselves in the factory cauldron, Russians, Ukrainians, and
Greeks gradually became denationalised, losing the holistic worldview of the peasant
and failing to acquire the skills of the city dweller. The symbiosis of residual
patriarchy and radical, egalitarian sentiments created an explosive mixture that was
skilfully exploited for their own interests by both left-wing radicals of various stripes
and right-wing conservatives — the Black Hundreds (Vermenych 2015, 119).

Soviet “Atlantis”: an industrial myth and its socio-cultural
implications. Nevertheless, Donbas has undergone the most significant
sociocultural transformations during the Soviet period. The Soviet authorities’
desire to create a homogeneous Soviet identity, in which work and service to
the state played a central role, had a significant impact on the formation of the
sociocultural space of this region. Ultimately, “the artificial ‘halo of glory’ it
created around the work of metallurgists and miners, together with a system
of awards, distribution of housing and necessities based on ‘labour indicators’,
created an atmosphere of patriotic fervour in which workers felt they were
masters not only of their own destiny” (Vermenych 2015, 121).

Consequently, these changes also affected the renaming of cities: Yuzivka
became Stalino, Mariupol became Zhdanov, and Luhansk became
Voroshilovgrad. In other words, instead of names associated with geographical
features that reflected the creation of a cultural space in the place of the “Wild
Field”, such as Luhansk, named after the Luhansk River, or in honour of the
founders of the cities, such as Yuzivka (now Donetsk), which was founded by
British engineer John Hughes, the new names no longer glorified human
labour but rather leading party figures: Zhdanov, Voroshilov, Stalin, etc. (one
of the few exceptions was Soledar, which during the Soviet era was renamed in
honour of one of the leaders of the labour movement, Karl Liebknecht).

It should be emphasised that the planned economy, with its strict
requirements for production and sometimes even overproduction (the famous
phrase “Five-year plan in four years!”), led to a situation in which the life of
the individual was levelled out. Ukrainian writer Volodymyr Rafeyenko, who
was born and lived in Donetsk for most of his life, believes that it was precisely
the lack of a human-cantered approach by the Soviet authorities that led to

the so-called working environment being organised to meet economic
requirements. People as individuals were never of particular interest here. The
main and decisive factor was their professional and business suitability. All
other aspects of personality were ignored. Even with the label “enemy of the
people”, you had a good chance of getting a job in a mine in those days. And
while you were working there, you could count on the special department not
making any special claims against you (Rafeyenko 2014).

It is also noteworthy that in 2011, Rafeyenko wrote a book titled “The Demons
of Descartes”, which took place in a fictional city called “Z”, modelled after his
native Donetsk. Interestingly, the book ended with troops entering this fictional
city. From today’s perspective, it can be said that the choice of the city’s name
and the mention of the use of troops were surprisingly prophetic. However,
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even the perception of people as mere cogwheels in the production machine did
not hinder the rapid development of the region, especially its urban and
industrial capacities. At the same time, it was this fast growth, combined with a
planned economy, that created favourable living conditions for the average
person, in which the most important thing was confidence in the future:
guaranteed employment with the possibility of obtaining living space, decent
wages, and other social privileges in exchange for extremely hard work. The
guarantee in the formation of a working-class community was the state policy of
the USSR, which was aimed at the “merger of nations” and whose slogan was
“the dying out of national languages” (Kotyhorenko 2014, 139). The brief period
of Ukrainization in the 1920s was replaced by a policy of rapid Russification of
the region, which began in the 1950s. At the end of the 1980s,

the overall picture for Donetsk Oblast was as follows: there were
634,300 schoolchildren in total, with 15,995 attending Ukrainian-language
schools, meaning that only 2.5% of pupils were taught in Ukrainian. These
schools did not have the necessary equipment, had not been replenished with
teachers for decades, and, understandably, could not be considered prestigious
(Kotyhorenko 2014, 139).

The struggle of the Shistdesiatnyky® movement, like any other effort to
defend national identity, clearly demonstrated what true “friendship between
nations”in the USSR meant: accusations of “Ukrainian bourgeois nationalism”,
arrests, long prison sentences, as was the case with Ivan Dziuba, and ultimately
the physical elimination of certain individuals, as happened to Vasyl Stus. The
socio-political processes on the eve of the collapse of the Soviet Union also
became the starting point for the collapse of this industrial “Atlantis”. At the
same time, it should be noted that Ukraine’s declaration of independence was
supported by most residents of the Donetsk and Luhansk regions.

Table 1
Comparison of the results of the All-Ukrainian referendum
on 1 December 1991 in Ukraine as a whole and in the Luhansk Oblast
(Kotyhorenko 2014, 170)

Yes No )
Voted Invalid
(persons, %) (persons, %)
persons % persons % persons % persons %
All-Ukrainian 31891742 | 84.1 28804071 | 90.32 241754 7.58 670117 2.10
referendum on
1 December 1991
in Ukraine
All-Ukrainian 1682344 | 80.65 1410894 | 83.86 225589 13.41 45861 2.73
referendum on
1 December 1991
in Luhansk Oblast

6 Shistdesiatnyky or Sixtiers. This term refers to the generation of Ukrainian intellectuals
who were trying to reawake national consciousness in the 1960s.
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Table 2
Comparison of the results of the All-Ukrainian referendum
on 1 December 1991 in Ukraine as a whole and in the Donetsk Oblast
(Kotyhorenko 2014, 170)

Voted Yes (persons, %) No (persons, %) Invalid

persons % persons % persons % persons %
All-Ukrainian 31891742 | 84.18 283804071 | 90.32 241754 7.58 670117 2.10
referendum on
1 December 1991 in
Ukraine
All-Ukrainian 2957372 | 76.73 2481157 | 83.90 372157 12.58 104,058 |3.52
referendum on
1 December 1991 in
Donetsk Oblast

The Downfall of “Atlantis”: From Independence to Occupation
(1991—2014). The almost unanimity of the vote shows that people wanted
change and hoped that their socio-economic situation would improve
significantly in the new sovereign state. However, the demise of “Atlantis”
stretched out in time and space, and the collapse culminated with Russia’s
occupation of Donetsk and Luhansk oblast in 2014 and the full-scale phase of
the Russo-Ukrainian war in 2022.

As early as the 1990s, it became clear that Donbas, producing 1/5 of all
industrial output, was on the verge of economic disaster. The density of harmful
emissions from industrial enterprises reached 60 t/km? and was almost
9 times higher than the average for Ukraine. More than 100 hectares of land
were occupied by landfills and dumps, but not a single plant for the processing
and disposal of toxic waste had been built (Vermenych 2015, 124).

The 1990s were marked by the rapid privatisation of various city-forming
enterprises in Donbas. This phenomenon was known as “prihvatisation”
and was characterised by their extensive exploitation, which led to an even
greater socio-economic crisis in the region. The Ukrainian government also
implemented a program to close unprofitable mines, which led to a further
deterioration of the situation. In the end, the new local authorities were
represented by shrewd entrepreneurs who managed to take control of the
region’s production facilities, which brings us back to the beginning of this
study, when at the aforementioned football match between FC Dynamo
Kyiv and FC Shakhtar Donetsk — Viktor Yanukovych and Rinat Akhmetov —
celebrated their team’s victory, first at the football match, and then in the
2010 presidential elections.

Assessing Viktor Yanukovych’s state policy from today’s perspective, we
can confidently say that its main goal was to create a social crisis and destabilise
all state institutions to create a situation favourable to Russia, in which an
attack on Ukraine would be instantaneous and effective.

7 Tllegal appropriation of state property during privatization.



E-ISSN 2663-2160. Haykogi 3aniucku HaYKMA. Ictopis i Teopist Kynasrypu. 2026. Tom 9
Artem Bohutskyi. The Semantic Space of Donbas: From “Wild Field” to “Atlantis”

64

With the establishment of the so-called occupation administrations and
quasi-state entities “LPR” and “DPR” for Donbas, the “Atlantis” phase
begins, which we have decided to name after the 2019 film of the same name
by Ukrainian director Valentyn Vasyanovych, which takes place in 2025 in
Donbas and depicts a region destroyed by war and shattered human
destinies. In this final part of the article, we consider it appropriate to
highlight the reception of Donbas by cultural figures. According to Ukrainian
literature scholar Vira Ageyeva, the key to future attempts to reintegrate this
region lies in the fact that “schools need to talk about how Donbas was
Ukrainian, Donetsk poets need to be promoted there, and Vasyl Stus or Ivan
Dziuba must be promoted as symbols of Donbas. We have symbols, we just
haven’t worked with them. Culture is, after all, an opportunity to partially
reintegrate territories” (Aivazovska 2024).

Another well-known Ukrainian writer, musician, and now soldier, Serhiy
Zhadan, highlights the socio-cultural space of Donbas in many of his works
Internat®, Voroshilovgrad (The Wild Field) and Hlibne peremyrya. In his
interviews, the writer repeatedly emphasises that “unfortunately, the feeling
of one’s country as an “internat” applies to the whole of Ukraine, and it is not
very objective or honest to reduce Ukrainian problems to Donbas alone. As
a result of the post-colonial years, we are all very unloved, neglected, and
unspoken”. Finally, we should also note that the formation of regional
identity was not unique to Donbas. In particular, Ukrainian researcher
Ruslana Demchuk, in her article “Humanitarian Strategy of Ukraine
‘Donbassization’, notes that the reasons for the formation of this type of
identity before 2014 were “the enormous catastrophes of the Holodomor
and the Holocaust, Stalin’s and Hitler’s concentration camps, as well as the
policy of industrialisation and the formation of the Soviet nation (“Soviet
people”) laid the foundation for modern identity divisions — forming
“Bandera’s” Western part of Ukraine and the “proletarian Soviet Donbas”
(Demchuk 2017, 23). Only the Revolution of Dignity and the Russo-Ukrainian
war demonstrated that the Ukrainian nation is united in its desire to live in
a free and independent Ukraine.

Conclusions. The study of the semantic component of the socio-cultural
space of Donbas demonstrated and confirmed its development from a
dangerous but promising frontier region to a planned and stable industrial
region of the Soviet Union and Ukraine and ultimately to a socio-economic
catastrophe during the Russo-Ukrainian war.

Ultimately, it is clear that the occupation of this region was made possible
not only by the formation of an antagonistic confrontation between “us” and
“them”, but also due to significant Russian influence, which, thanks to
powerful ideological propaganda, represented nostalgia for the Soviet Union
with its myths about “friendship between nations” and “prosperous Donbas”,
which is falling into decline because it “feeds the whole of Ukraine” (and not
because its coal industry was plundered and destroyed by pro-Russian
oligarch politicians).

8 The orphanage.
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Describing the perspectives for further studies in the chosen direction, we
consider it appropriate to emphasise that research on Donbas should be
conducted simultaneously in the context of research on the contemporary
Russian sociocultural space as one that poses a constant threat to the Ukrainian
sociocultural space, as well as in the context of research on the frontier and the
peculiarities that have influenced the development of domestic sociocultural
practices and space. Undoubtedly, it is possible to claim that new experiences
have been gained through reflection and rethinking of the historical past and
identifying those decisions and trends that would have allowed the
development and implementation of successful strategies for the reintegration
of occupied territories in the past.
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CemanTuunui npocrip JoHo6acy:
Bia «/Iukoro ITosa» 10 «ATJIaHTHAN»

IToBHOMAacIITaOHE POCIIChKE BTOPTHEHHS 24 JIIOTOTO 2022 POKY aKTyasTi-
3yBajIo MOTPeOy B JIOCII/I?KEHHI BITYUN3HAHOTO COIIOKYJIBTYPHOTO IIPOCTOPY,
ocobsiuBo JloHbacy, ajipke caMe B IIbOMY PETiOHI po3mnouasocs 36poiiHe mpo-
TUCTOSHHA YKPATHCHKUX BiICHKOBUX IMPOTH POCIKCHKUX OKYIAIIHHIX BIiCBHK.
TeopeTHYHUM MTiATPYHTAM IIi€l PO3BIIKU € KOHIIEMI[iA perioHaJIbHOI i1eH-
TUYHOCTI. ¥ CTaTTi mpocTekeHo (HOpMyBaHHsA PETiOHAJIBHOI iIEHTUYHOCTL
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Jlonbacy B yMOBax TPUBAJIUX COIIOKY/IBTYPHHX TpaHCHOpMAITii: Bij] KOJIOHI-
3arii Jlukoro ITosst y XVII ¢T., pO3BUTKY IPOMHCIOBUX MOTYKHOCTEH y XIX—
XX cT. 0 HUHINIHBOTO 3aHEIA Ty BHACTIIOK O0MoBUX Ail. Harosomeno Ha
CEMaHTUYHUX 3MiHax y TornoHiMmini (F03iBka — Crasiino, Mapiymosns — Kna-
HOB, JIyraHchbKk — BopoIuioBrpas), mocTylioBOMY BUTICHEHHI MaM ATiI IIPO
KO3aI[bKy CHa IIIUHY Ta 00pOTHOY Ha GPOHTHUPI, 3MiHi il HA PaJAHCHKUHN KYJIbT
BOK/IiB 1 MapTiHHUX KEPiBHUKIB; HA MOJIITUI pycudikariii, JeHanioHatiarii
Ta pajAsHizalii Jroel, 1a skux /Joadbac cras HoBuM goMoM. Poszmay CPCP
1 KpH3a B paHHIU ePio/i yKpaiHChKOI He3aJIE3KHOCTI IIPU3BEJTH JIO CAMOI30JIs-
1ii perioHy Ta WOro iZIEHTUYHOCTI, BHAC/TIIIOK YOTO BiH BUSBUBCSA BPa3JIUBUM
JIO POCIHICHKOI i/1€0/IOTIYHOI eKCITIaHCii.

3 oAy Ha HEOAMIHHY ITiC/IIBOEHHY BiZIOYZ0BY YKpaiHU aKI[EHTOBAHO HA
oTpebi GopMyBaHHs CUCTEMHOI JIepKaBHOI CTpaTeril peiHTerpariii He TiJTbKU
Jlonbacy, a ¥ ycix THMYacOBO OKYIIOBAaHUX TEPUTOPIN YKpaiHH, 3aJJ1s1 CTBO-
PEHHs CITJIPHOTO HAI[IOHAJIIBHOTO COIIOKYJIBTYPHOTO IPOCTOpY. Peasizaris
TAKOTO IiJIXOy VHEMOMKJIMBUTH CAMOI30JIAII0 OyAb-AKUX IHIIUX «PETio-
HaJIPHUX IJIEHTUYHOCTEH» ¥ 3araIbHOYKPaiHCHbKOMY KOHTEKCTI.

KirouoBi ciroBa: HalliOHa/JIbHA iIIEHTHYHICTD, IHHOCTI, II00aIi3aris, Kyib-
TYPOJIOTIYHUN BUMID, 1IEHTHYHICTD, COLIOKYJIBTYPHI IPAKTHUKH, COI[IOKYJIBTYPHI
Tpancdopmarliii, BiiHa, KyJbTYPHUA BUMID, MiKIUCIUILUIIHAPHICTD, KyJIBTYPHI
po0JIEMU, IEMOKPATHYHE CYCIIIBCTBO, TOTATITAPHI CYCIIBCTBA, Jie3iHdopMaItis.
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ITeuepu AK pika: cepeHbOBIYHI
IIPOCTOPOBI YABJIEHHA PO Ii/I3€eMHI JIAGIpUHTH
KueBo-Ileuepcbkoro moHacrups

Y ecmammi poseasHymo cepedHvbo8iuHi yseneHHs npo neuepu Kuego-
Ieuepcvroi aaspu Kpisb npusMy CUMBOATUHO20 MUCAEHHS, XAPAKMEPHO20
028 xpucmusHcebkoi kyabmypu CepedHbosiuus. Aemopka nponoHye 810xio
810 cymo no3umueicmcbkoz20, Pi3uKo-2e010214HO20 MPAKMYBAHHA Nevep
1 30cepedicyemuvesn Ha ixHbOMY 0YX08HO-006PAZHOMY BUMIDL, 30KpeMa Ha 800-
Hill cumeoaiyl, axa, nonpu gaxmuuHy eidcymticms 8o0u, sidiepasana k-
Y08y pPOAb Y CAKPANbHOMY cnpuilHammi nid3emHozo npocmopy. Ileuepu
npoiHmepnpemo8aHo K CUMB0ATUHI piku abo Mops — npocmopu nepexody,
ouuweHHA, THiulayii ma wasxy oywi do siunocmi. Ha mamepiani namepuxo-
8ux mexcmis, azioepadiuHux croxcemis, apxeon02ivHUX OQHUX T PAHHBLOMO-
depHux onucis Kuesa nokasaHo, wo mope, pika (3oxkpema /[Hinpo) ma nevepu
MUCAUAUCA AK CEMAHMUYHO MOMOX}CHI cakpanvHi aokycu. Ocobausy ysazy
npudineHo mpaduyii noxosaHv Yy depes’THUX K0400ax, AKI MAYMAUAMysCa
K 06pasu woeHa ii XpecHoi cmepmi, a MAaAKoH#C YA8AEHHAM NPO HA038UUALIHY
npomsicHicms nevepHux aabipunmis, cniesioHeceHux 13 nidzemHuMU pika-
Mmu. /losedeHo, Wo 800HA cUMB0AIKA € He nepugepiliHuUM MOMUBOM, a yHda-
MEHMAAbLHUM eNeMEeHIMOM cepedHbosIuHOl cakpaabHoi eeoepadgii Kueso-
Ieuepcvroinaspu, 6e3 ypaxysaHHa AK020 HeMOoKHcause adeK8amHe pO3YyMIiHHA
JYX08H0O20 CeHCY nevep.

Kirrouosi cioBa: Kuepo-Ileuepcrka j1aBpa, meuepu, cepeJHbOBIiYHA CHMBO-
JIiKa, BOJHA CTHXif, CAaKpaJIbHUH IPOCTIp, pika, Mope, Iif3eMHi JIabipwHTH,
Kueso-Ileuepchkuii HaTepUK, IOXOBAIbHI IPAKTHUKHY, CAMBOJIiYHe OaueHHH CBITY,
cakpasbHa reorpadis.
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ITocmanoexa npo6aemu. JlyxoBHO-0Opa3Ha Mapajeyib MK «BOJHOIO
cTuxi€o» (pikor uu MopeM) Ta neyepamu KuiBchbKoi JIaBpH JIOCi HE IPUBEPTA-
Jla yBary HayKoBIIiB. I]e 3yMOBJIEHO IOMiHYBaHHSIM CyTO IIO3UTHBICTCHKOTO ITiJT-
X0y 10 beHOMEHY TIeUep, Y MeKaxX sIKOTO iX pO3TJISAIAI0Th TePEAYCIiM K (PisuKo-
TeO0JIOTIYHUH 00 €KT, IITYYHE IiI3eMeJLIs i BOAHOYAC JKOPCTKO CTPYKTYPOBAHUU
MIPUPOTHUMH ITPOIIECAMH MaTepiaIbHUN IPOCTIp, SIKUH MOKHA BUMIpIOBATH,
kaprorpadysary, kiacudikyBatu ta pobutu TexnHiyHui omuc (CirkapboBa
1997, 112—21; Bo6poBchkuii 2007). Boia B IbOMY KOHTEKCTI € JIUIIIE YHHHIUKOM
€po3ii abo TiJIPOJIOTIYHUM eJIEMEHTOM, T030aBJIEHUM CUMBOJIIYHOTO, MioJ1o-
TIYHOTO Y CAaKPAJIbHOTO 3MICTY.

[To3uTHBi3M, 30CepeKEHUH Ha EMITIPUYHO (PiKCOBAaHOMY Ta paIliOHAIHHO
MTOSICHIOBAHOMY, CBIiJIOMO BiJiciKa€ CMHUCJIOBI TOPU30HTH, SIKi HE MiIAI0ThCA
KiJIbKICHOMY aHaJTidy. YHACJIJIOK IIbOTO IEeYepH BUIIQJAIOTh i3 IIHPIIOTO
KYJIBTYPHOTO ¥ [YXOBHOTO KOHTEKCTY, B IKOMY BOHH 37]JaBHA OCMUCJTIOBAIUCS
SIK TMIPUKOPJOHHI ITPOCTOPU MiXK CBiTaMH, yTpOOW 3eMJIi, MiCIisl IIepexoy,
OUMITNeHHS 1 iHimianii. BogHa 3k cuMBoJsTika — 06pas miIBeMHUX PiK, JIZKepeT,
«BOJT 3a0yTTsI» YU «BOJ| )KUTTS» — OIUHSIETHCA 1032 HAYKOBUM iHTEPECOM
camMe TOMY, 10 HAJIE?KUTh 710 cpepu CUMBOJLY, a He (QaKTYy.

Onnak y CepeIHbOBIUYI TAHYBAJIO CUMBOJTiUHE OAUEHHS CBITY, B IKOMY BH-
JIIMa PeaIbHICTh CIIPUHAMAJIacs JIUIIE K 000JI0OHKA IJTUOIIHX, TPAHCIIEH/IEHT-
HUX cMHCIIB. CBIT YHTaIM SIK TEKCT, HAMCAaHWM Borom: KokHA pid, mozis
YH icTOTa Masid He Jinile OyKBaJibHE 3HAUEHHS, & U aJleTOPUYHE, MOPAJIbHE
ta mictruuHe. [Ipupoza Oysia KHUTOIO 3HAKIB, icTopis — 3zilicHeHHsIM [IpoBu-
JIIHHSA, a JIFOJICKE JKUTTS — IUIAXOM cnaciHHsA. [Ipoctip i yac ocMucroBaiucs
iepapxiuyHO: BepX i HU3, CBITJIO 1 TeMpsiBa, IeHTp i nepudepis Bigobpakamiu
JIyXOBHi CTaHM Ta KOCMIYHHH Jia7l. MUCTEITBO, apXiTEKTypa, JITYPrif Ta IMo-
BCSK/IEHHI MMPAKTUKU OyJIM MPOHU3aHI CUMBOJIAMU, TOKJIMKAHUMU HE CTUIBKU
300pakaT, CKUIbKH BiJKpuBaTH HeBUUMe. Take OaueHHs CBITY (popMyBaso
[UTICHY KapTUHY OYyTTsA, /e MaTepiaJibHe MOCTIHHO BKa3yBaJIo 3a CBOI MeXi —
110 Biunoro (BoiiTtoBuu 2006a; 2007).

KpiM TOTO, TTOBUTHUBICTCHKUH JUCKYpC MparHe YHIBEPCAJIbHOCTI U 103a-
YaCcoOBOCTI, TO/II SIK BOJ[HA CUMBOJIiKa ITeYep TiCHO MOB’si3aHa 3 KOHKPETHUMU
TPAJIUIiIAMU, PEJIITIHHUMHE ySIBJIEHHSIMH Ta KOJEKTUBHOK maMm sTTI0. Taka
CUMBOJTIKa TOTPeby€e MiKUCIHUIITIHAPHOTO MiIX0/Y: 3a/IydeHHs icTopii pesti-
rifd, aHTPOIOJIOTii, (PeHOMEHOJIOTII MPOCTOPY, TEPMEHEBTUKU Midy, — 110
BHUXOJIUTH 32 MEKi KJIACHYHOTO IMPUPOTHIYOTO aHATi3Y.

Otke, iIrHOPYBaHHS BOJHOI CHUMBOJIIKH ITIeUep € He BUIIAIKOBOIO IIPOTJIH-
HOIO, 2 CHMIITOMOM METO/I0JIOTIYHOTO OOMEXKEHHSI: KOJIU ITeUepa PEAYKYETHCS
1o 00’eKTa JOCIIJIPKEHHsI, BTPAYa€eThes 11 cTaTyc AK HOCIA cMHCTIB. Jluiie
BHIXiJ] 32 MeXi IMO3UTHBIZMY J1a€ 3MOTY IIOOAYHTH B TI€UEPi HE JIUIIIE TOPOK-
HUHY B TIOPO/Ii, a 1 HACHUYEHUU CUMBOJIAMH IIPOCTIP, /ie BO/IA € 3HAKOM IIepe-
XOJTy, OUHIIEHHSA Ta CAKPATIHHOL TJIMOWHI.

3 oryALy Ha 3a3HaYEHe BUIIE METO/I0JIOTIA HAIIIOTO AOCTi/IKeHHSA IPYHTY-
€THCS HA CBiJIOMOMY BUXO/Ii 32 M€K IIO3UTHBICTCHKOTO MiIXO/Ty, SIKUHA peay-
KY€ TIe4epH /10 Qi3HKO-Te0JIOTiTHOTO 00 €KTa, Ta Iepedavae iX OCMUCIEHHS K
CHMBOJIIYHO HAaCHYEHOTO cakpaypHOro mpocropy (Hikirenko 2013, 216—-66;
PeyroB 1997, 101-111). PoboTa cnupaeTbcss Ha TePMEHEBTUYHHU aHAJII3
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cepeTHbOBIUYHUX 1 pAHHBOMOJIEPHUX TEKCTIB — mepeayciMm Kuepo-Ileuepcbko-
ro marepuka ta nmoemu «Pokcosanisi» Cebacthsina ®abiana KiapboHOBHUA,
SKI PO3IVIAHYTO He SIK JKepeso GaKTUYHOI iHdopMallii, a K CBiTYEHHS cIie-
uGIivYHOTO CrIOco0y IPOCTOPOBOTO MUCJIEHHS €IOXU. 3aCTOCOBAHO (heHOMe-
HOJIOTIYHUW TiJXiJT 70 CaKpaJbHOTO IIpocTopy (aHasi3 mnepekuBaHHA
IJIUOWHU, TEMPSABH, IMPOTSXKHOCTI), i€pOTOIMIUHY IepcreKTuBy (meuepu
SIK CKOHCTPYWOBAHUU IIPOCTIP CITACHTEIBHOI IO/i1), a TaKOK THIIOJIOTIYHO-
MOPIBHSAUIBHUM METOJI, IO JA€ 3MOTY IIPOCTEKHUTH CEMaHTHYHI Tapasiesi
«7eyepa — pika — MoOpe — IUISAX Imepexoyry». JloCimiiPKeHHsI Ma€ MiK/TUCITH-
IUTIHADHUH XapaKTep, IMOEJHYIYHN iCTOPiI0 peJtirii, 60rocioB’st, apXeosIoTiio
Ta aHAJTI3 MiOIMOETUUYHUX CTPYKTYP. Y HiJICYMKY PEKOHCTPYIOETHCS CEPEJI-
HbOBIiYHA CUMBOJTIUHA Teorpadis meuep KuiBchbKkoi s1aBpH SIK JIIMiHQIBHOTO,
«TIC/ISIBOJTHOTO» TIPOCTOPY OYHUINIEHHS, TaM SITi Ta MEPEXO0/Ty JI0 BIYHOCTI.

BaxiuBo, mo Boza HasgBHA B medepax KuiBCHKOI JIaBPU CHMBOJIIYHO:
uepes ifieliHi 06pasu, 60TOCIOBCHKI CMHUCIU Ta IPOCTOPOBI acoIriariii, 3aKo-
piHeni B 6ibuidHiN i JiTyprifiniii Tpagumii. Came 1 BiICyTHS-IIPUCYTHS
«BOJHA CTUXisA» POpPMy€e OCOOTUBUY PiBEHDb CIIPUUHSATTSA ITeuep, fe GpizudHa
CyXiCTh IPOCTOPY HE 3allepeuye, a HaBIAKU — IIiJICHJIIOE CUMBOJIIKY
Xpemenns, [Tacxu, palicbKUX PiK 1 «BoaM *KUTTsA». [Teuepu KuiBchkoi staBpu
IOCTAIOTh SIK CAKPaJbHUU IPOCTIp, Y SIKOMY BOJla iCHYEe He eMIIipUYHO,
a CMHUCJIOTBIDHO — SIK KOMIIOHEHT J[yXOBHOI PEAJIbHOCTI, 110 CYIIPOBOKYE
IIJISIX aCKEeTa BiJl MOKASTHHSA 0 BOCKPECIHHS 1 000KeHHS.

3a/1/151 yCBiIOMJIEHHS IIbOTO OAYeHHs MepeyciM 3BEPHIMOCS 10 TPAJIUIIil
icuxazMy, B SIKid HAOJIVKEHHS JIIOJUHH /10 bora crmiBBiHOCHTHCA 3 ii 3aHYy-
PEHHAM y ITHOOKI BOJU — 00pa3oM BXO/XKEHHS B TAEMHUIIO BorkecTBeHHOT
IJIUOWHM, Jie 30BHIIIHE MOBYAHHS W TEMPSBa BiJNIOBIZIal0Th BHYTPIIITHHOMY
OYHINEHHIO TA YMHOMY CXOJ/PKEHHIO. lle CHMBOJIiUHE «ITipHAHHA» O3HAYAE
BiZIMOBY Bi/l TOBEPXOBOTO, YyTTEBOTO OYTTA i IEpEXi/l y IPOCTip ceplis, /ie MO-
JIUTBA cTae 6e3MePEePBHOIO, a JIIOAUHA IIOCTYIIOBO J0JIA€ MEXKY MiK TBADHUM
i HetBapHuM (HikiTeHKO 2022, 519—20).

3HaMeHHO, o NUIAX anodatuyHoro 60orocaor’ss Cesati OTIi OTOTOXKHIO-
I0Th i3 3arIHOJIEHHSAM Y MOPCBHKI ITy4YnHH. 30KpeMa, mpenoobuuii CuMeoH
Hosuii Borocsios roBopuTh:

Toii, XTO CTOITH Ha MOPCHKOMY Y30eperkiKi, rmepebyBatouu 1103a BogaMu — 6a4uTh
yce i 06iliMae po3yMOM OKeaHChKUI IIpocTip. Kosiu 3k BiH MOYHE BXOAUTH Y BOAH
1 MIOPHHATH B HUX, TO I10 Mipi 3aryi0/IeHHsT BCe MEHIIIEe 0aUNTh HABKOJIUIIHE. Tak
€aMo H Ti, 110 JI0JTy4atoThCsA 710 BoXKeCTBEHHOTO CBIT/Ia: STKOI0 MipOIO ITPOCYBAIOTh-
s B IMi3HaHHI BokeCTBEHHOTO, TI€I0 3K MIPOIO BITQJIAl0Th Y HE3HAHHSI.

<>

SIK TOH, XTO BXOZUTh ¥ BOAM MOPCHKi /10 KOJIH YU 10 ITOSICY, SICHO Oa4uTh BCE,
1110 11032 BOJIAMU, KOJIH 7K 3iiijie BIJIHOWHY i OIMHUTHCS BECH IIi/T BOZIOIO, HE MOKE
0aunTH HIYOTO 3 TOTO, IO 11032 BOAAMH, i 3HAE JIUIIIE TE, IO BiH ILJIKOM 3aHype-
HUH y TJIHOWHY MODsI; TaK TPAIUISIETHCS 1 3 TUMH, SIKi 3POCTAIOTh Y TyXOBHOMY
VCITiXY 1 CXOZATh Y IOCKOHATICTh 3HAHHSA 1 crioryisiganus (IIpemoo0ubiii CuMeoH
Hosgsrit Borocsios, IIpenogo6usiii Hukura Ctudar 2011, 40; TyT i aji mepexsiaz
3 pociticpkoi Hamt. — M. H.).
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¥ TakoMy KOHTEKCTi BOJIHA 0OPa3HICTh y CAaKpaJIbHOMY MUCJIEHHI Oe3moce-
PeAHBO KOPEJIIOE 3 IeuepHuM IpocTopoM KuiBehKoi jIaBpH, IIO IOCTAE SIK
MarepiayizoBaHa MeTadopa JyXOBHOTO 3aHYPEHHS Ha IUIAXY /10 000KeHHs.

IIpo Te, 10 B AaBHUHY II€UEPH YABJISIN CBOEPITHUMHU PiuKaMu i B3arasi
BojlaMH, cBiunTh Kuepo-IleuepchKuil IaTEPUK i JaBHSA TPaUIIis, 0 30epi-
rajacs B MOHACTHPi IPOTATOM CTOJIITh. OJTHUM i3 HANACKPABIIINX IPUKJIALIB
IbOr0 OAYEHHS € MeYePHi TOXOBAaHHS YEHIIIB ITij] Mi/IJIOTOI0 B JIepeB’ THUX KO-
sogax (is1. 1) — obpasax YOBHA, IO «IIEPEBO3UTDH» JTYIIIi CIIOYMJIUX ITPABETHU-
KiB Ha iHmu# 6eper mictuyHoi piuku — y LlapcrBo Hebecne. Bysbki, mokpy-
YyeHi JJabipUHTH [TeYep ITOCTABAIN TAKUMH 3BUBUCTUMHU PiUKaMH.

30KpeMa, IIij] Yac apXeosIOTiUHUX pOo3BioK y bimkHix meuepax KuiBcpkoi
JIaBpH y 1978—-1979 pp. Oys10 3HAH/IEHO /IeB’ATh TAKUX ITOXOBaHb. B apxeoJio-
rivHoOMy 3BiTi HjeTbes: «JIjis 1pOoTO [1MOXOBaHHs] Opasii COCHOBY KOJIOAY
BEJINKOTO JiamMeTpa. BepxHIO il YaCTHHY CKOJIIOBAJIM Y BUIJIAJI JIOIIKU,

L. 1. IToxoBasibHi Kostou 3 BimkHix neuep Kueso-IleuepchKoi taBpu
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sIKa CAyTyBaJia BiKOM TpOOHHII, a B HHMKHIM YacTHHI BHJIOBOyBaJid MicIle
JUTSI TIOKJIQJIEHHS TY/TH Tijla OKiiHOTO» (MOBUaH, ABarsiH 2012, 160).

fAx 3a3HauaroTh apxeosioru (MoBuaH, ABarsiH 2012), KoJI0/1u OyJIH i COCHO-
Bi, i Ay0O0oBi. fAkI1mo Kos1071a OyJ1a 3 M'SIKO1 IEPEBUHM, 1i HUKHIO YaCTUHY BH/IOB-
OyBasTH, a SIKIIO [yDOBOI0 — BUIMATIOBAIN. Y TAKUU CIIOCIO Y KOJIOZ CTBOPIO-
BasTu Micie 71 HeGixkunka. Kooy BiapisHsIucs 3a po3mipaMu (3ayIeskHO
Biz 3pocty mokiitHOTO0) i hopmoro. Jleski Masu ¢hopMy 3BHYATHOTO KOPHTA,
iHII Oysiu aHTpOoNOMOpP(HUMU: IM HaJlaBaIu CIPOIIEHY (GOPMY JIFOJCHKOTO
TiJIa, BCEpEJINHI /IJI1 TOJIOBU POOMJIN HEBEJIMKE MiIBUIEHHs. KpHIIIKY TaKux
KOJIOJT pO3TecyBaJIk 3 IO3JIOBJKHIX OOKIB Tak, IO BOHA HarajyBajia JIBO-
CXWJINH Jax.

BaxxmBo, 110 HIKHIO YaCTUHY IIOXOBAaHHSA B KOJIOZAX 3aIIOBHIOBAJIH ITiC-
KOM, JTUOOHb, 331151 JOCATHEHH MyMidiKallii MoIIeH, 1o ¥ crpap/ii HasBHA
B ux rpobax. Jlekinbka Kooz Oys0 3HAUEHO B ITeYEPHUX JIOKyIax. OxgHa
3 Hux Oysa 066uTa mkiporo (MoByaH, ABarsH 2012, 177). HuHi ofiHy 3 k01071
eKCHoHyI0Th Y HarionanpHOMY 3anoBigHuky «KueBo-Ileuepcbka jaBpa» —
y nepiii ceknii Myseto icropii KueBo-Ileuepchkoi saBpu. @parmMeHTH iHIIOT
KOJI0/T 30epiraroThesi y GOHaX 3aIl0BiTHUKA.

JlaTyBaHHSA KOJIOJ, 3HAlIeHUX Y eduepax KuiBchKOi J1aBpH, € CHIpHUM:
XI-XVIII ct. (MoBuaH 1993, 66). [IpoTe cama MpaKTHKa TaKUX ITOXOBaHb
nyxke naBH:A. e miaTBep/kye NOXoBaHHS B BAMIKHIX meuepax y jepes’si-
Hil Kos10/1i mpemnoo6HoTo Mepkypis (emuckona CMOJIEHCHKOTO?), IO *KUB
y XII-XIII ct. (MoBuan 1993, 66). Mloro MOTHIy JTOKaIi3yOTh y CTiHi mme-
YepHOi rajiepei 1o eKCKypciiHOMY MapIiipyTy 6iisi MoIel mpenogo06H0ro
I[Tumona baraToxBopoOJIUBOTO.

HatimaBHinm gepeB’siHi KoJyiogu NpsAMOKYTHOI dopmu Oys0 3HAUIEHO
e B JTaBHbOKHUIBChKOMY HekporoJi (kinens X — mouarok XI cr.). OxHa
3 KOJIOZ MaJjia pO3MipH 1,9 X 0,5 M, ipyra — O0KOBi CTIHKHM 3aBTOBIIIKH 10 CM.
BuyioB6aHi koJio/1u MpsAMOKYTHO1 popmu (710B:kMHA 1,85 M, IIIUPUHA 0,4 M),
3HaAWJIeHI i1 yac pociikeHHs 1epksu bopuca i I'y1iba 8 Hosropogi, narty-
1o1h XII cromitrsiMm. ITouatkom XIV cT. (1302 p.) ZIaTOBAaHO ITOXOBAaHHA
y BunoB6aHiil kosozi y Crnaco-IIpeobpaskencrkomy cobopi Ilepesciass-
3anecpkoro. Borno nHanexano onyky Osekcanzmpa Hescbkoro, micrieBomy
kHs310 [Bany JImutpoBudy. /loB6aHI KOJIOIH IIHOTO BU/TYy OYJI0 BHKOPUCTAHO
i B Hekpomnosi Cracekoro cobopy B fApociasi (XIII-XIV cr.). 3Haxonmnu
Taki KoJ10/1¥ i B Oisbir mizHix moxoBaHHAX XV—XVI cr. y HoBropoai (ITaso-
Ba 2004). Bigomi gaBHbpopychbki (XII cT.) yepHEUi MOXOBAaHHA B KOJIOJAX
Ha nozBip’i FOpieBoro monacrtups B Hosropozi (IlanoBa 2004), a Takox
y Codii Kuiscekiit (XI cr.). 3okpema, M. Kaprep mwuie momo moxoBaHb
y xosogax y Codii KuiBebkiii:

¥V 3aximHOMY WiIeHyBaHHI I[€eHTPAIbHOI HaBH, TOOTO Ha AIISHII Mi*K JaBHBOIO
3axi/THOIO CTIHOIO 1 OCHOBOIO JIBOX BOCBMHUTPAHHUX CTOBITIB, BUSIBJIEHUX PO3KOII-
KaMHM, PO3KPHUTO 12 IMOXOBaHb. YCi ITOXOBAaHHSA 3PO0JIEH] y IVIMOOKUX I'PYHTO-
BHX sIMax IIi/l JaBHBOIO ITiJ[JTOI0I0 cOOOPY B JAEPEB SIHUX TPYHAX Pi3HOI 30epe-
JKEHOCTi. Y ceMU IMOXOBaHHsX OyJI0 BHUSIBJIEHO HASBHICTH J€PEB’sIHOI KOJIOMH,
B iHIIUX — JiepeB’siHi TpyHH, 30uTi 3amisnumu npsaxamu (Kaprep 1950, 245).
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Hanpouyyn mikaBumu B nedepax KHIBCHKOI JIaBpU € KOJIOAHM aHTPOIIO-
MopdHOi hopmu. IxHi 06pHCH TOBTOPIOIOTH KOHTYPH JIFOACHKOTO Tina. IHO/i
Ile TiJIKpeCceHo JINIe O0JIaITyBaHHAM Yy3ToJIiB’a. [HO/i, KpiM OKpyTJIOro
V3TOJIIB’SI, € 3By:KeHHsI Ot Hir. IlomibHI «dirypHi» BHAOBOAHI KOJI01HU
XV cr. 3HAUILUIN 11 HA MOCKOBCHKUX KJIAZIOBUIIaX. MeHII cKIaiHOI (hopmu
BUI0BOaHi aHTpormoMopdHi rpodbu (XVI-XVII cr.) 3adikcoBano y IIckoBi.
TyT Aemo BUOKpeMJIEH] JIUIIIE TOJIOBHI YacTUHU KoJ1oft ([TaHOBa 2004).

3BepTaeMo yBary Ha Te, III0 IIOXOBAHHS B KOJIOZAX MA€ IIPAJIABHE, A3MIHUIIb-
Ke KOpiHHA. BiiroMOHOM ITi€l TTOXOBAJIBHOI TPAJIUIIil € JIABHBOPYCHKUH €I0C.
3okpema, y OwinHi «Muxaiio IToTuk» (60raTHp HOBTOPOJCHKOTO ILHKIIY)
3raJIaHo «KOJIOAy 6iy10/iy6oBY», B SIKY ICJIS CMEPTI MOTPAIUISIE TEH EPCOHAXK.
VY BapiaHTax OWJIMHU MPOCTEKYEMO OIHC ITOXOBAaHHS B KOPAOJIi UM YOBHI.
I. ®posiroB Ta 0. HOmiH OTOTOXKHIOBATIN «KOJIOAY OLUTIOIYOOBY» came 3 IOXO-
BJIBHUM YOBHOM (J1071i€10). I cipaBi, cam onuc OMJIMHHOI «KOJIO/IA» HABOJTUTD
Ha JIyMKY IIPO KOHCTPYKIO IABHBOPYCHKUX CyZIEH, 110 OYJTH «KOJIOZAMU»-/I0B-
6ankamu. Lle MOHOKCHIH (Bif] JaBHBOTPEIIHKOTO LOVOSVAOG — 3 OTHOTO JIEpPeBa)
Koncrantuna barpsaopoaHoro 3 HapomeHuMu 60pTaMu 3 AoIoK-Tecy. Came
TaK OIUCYIOTh cyziHA Pyci 1 inmmi mpxepena (ITpo3opos 2006).

Tpaaullisi OXOBaHHS B KOJOJaX IepEeKOoUyBajia 3 SI3UYHHUI[TBA
B XPUCTUSHCTBO, 30araTUBIINCh HOBUMHU IMTUOOKUMH cMuciamu. Hemgapma
B yKpaiHChKill MOBi Ta Ky/JIbTypHIiH Tpaauiii yoBeH-Oymapy (abo 3araiom
YOBEH-ZI0BOAHKY) Ta MOTHJIY IOPiBHIOIOTH Uepe3 CIIJIbHY Ha3By — «JIOMO-
BHHA», IO MMOXOJUTH BiJI IaBHBOI'O IOXOBAJIBHOI'O OOpsiy, a B OaceiHi
piuku Pochk 3HalieHO TOX0oBaHHA B yoBHaX e XII-XIII cT. B 06psaai cum-
BOJIIYHUX «IIOXOPOHIB» MacHHUII, AKiI iIMITYIOTh SI3UNYHUIIbKE TOXOBAHHS,
ii B IeIKUX MICIIAIX HE MPOCTO CIIAJIFOBAJIH, a came Ha Kopabuti. @. Byciaes
[[O/I0 3BMYAI0 ITIOXOBAHHS B «KOJIOZi» 3Ta/AyeE, 10 3a HOTO 4YaciB crapo-
00PAAI XOBAIH MOKIHHUKIB ¥ Ay60BUX Kosoax ([Ipo3opos 2006).

BoueBuib A3UYHHIIBKI, @ 3TOJIOM i XpUCTUAHCHKI IMIOXOBAaHHS B KOJIOJIAX
MaJId CUMBOJIIKY CMepTi SIK IIepEeIUINBAaHHs B YOBHI Ha iHITUN OIK MiCTHYHOI
PIUKH — y TTIOTOUOIYHUUN CBIT. Y XPUCTHUSHCTBI MTOTOUOIYHUN CBIT — 1e Biu-
HicTb i Pali, 3anopyka BockpeciHHsA. [IpUKMeTHO, 110 JIesiKi KOJIOU, 3HAU/IeHi
B Bamwxknix neuepax KuiBchkoi s1aBpm, € cocHoBuMH. JlaBHI ykpaiHCBKi
MOBip’sAl BiUHY 3€JIeHb I[bOTO JI€PEBa IMOSCHIOITh BOKUM 6J1aroCIOBEHHSAM,
OCKIJIPKM COCHA BUSBWJIACA HENPHUAATHOIO JUUIS NBAXIB il 9ac pPO3IISTTA
Xpucra (BoiitoBud 2006b, 479).

[likaBo, IO €KBiBaJIEHTOM COCHH € KHUIIAPUC — BiWHO3€JIEeHAa POCIHMHA
(cuMBOJI BIYHOTO KUTTS) 3 POJIMHU COCHOBHUX. B emoci ojiHuUM i3 ermiTeTiB
XpecTa € «KUIIAPUCHUK ». 30KpeMa, «KUIIapHUCHOI0» B HU3II BapiaHTIB HA3BaHO
JIOIIKY, HA sAKi# Bupymae B Mope Cazko (B OLIBIIOCTI BUIIAKIB BOHA, SIK i KO-
Jgona, — nybosa). Kunapuc y «[osyOuHIM KHU3i» Ha3BaHO «BCIM JepeBaM
MarTip’10», OCKUIBKH «Ha HhOMY OyB posin’atuii Xpucroc» (IIpo3opos 2006).
MoskHa TPUIYCTUTH, IO MOXOBaHHS B BJIMIKHIX Imeuepax Imij ITiiororo
B COCHOBHX 1 JIyDOBHX KOJIOZIaX BTUIIOBAJIM iZIEl0 XPECHOI CMEPTi «pa3oM
i3 Xpucrom». Jluime Taka CMepTh € 3alOPYKOI0 BOCKPECIHHS, OCKIJIbKU
Xpucroc, momepIy Ha XpecTi, Bockpec. OTke, IepeB’THy KOJIOY — Iel CBOEPIA-
HHH KopabeJib ciaciHHsA, o jomomarae aymii pocsarra [{apersa HebGecHoro
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(BOCKpeCHYTH), OTOTOXKHIOBATHU 3 xpecToM Cracuresis. A cam IedyepHUH KO-
PHUZIOP, V WiJI031 SKOTO BJIAINITOBYBAIN ITOXOBAaHHS B KOJIOAAX, CIIPUAMAIIA
SIK pIUKy YM MOpe, SIKHMH JIyIli ITOXOBAHUX y KOJIOZAxX (YOBHAX) YEHIIIB
MIOTPAIUISIIOTh HA IMTIOTOUOIYHUN Oeper paro.

Y Kueso-IleuepchbkoMy NATEPUKY € J€KiJIbKa PO3IOBifiel PO CBATHX,
SIKi BHAWIIUIM BIYHUH CIIOKiH Y BOJI, ajie 3T0/I0M iXHi MOIIi OIMMMHUJINCS B IIe-
yepax («CioBa» nmpo npenonobuux €scrparis [Toctauka i I'puropis Yyzmo-
TBOPIISA).

€Bcrpariti [TocTHUK moTpanuB y moJioH, OyB posim’atuil y XepcoHeci,
a oro MOII[i KHHYJIH B MOPE, Jie cTajocs 6araTo uyzaec. [Ipore 3roioM BOHU
B IMBOBWIKHUU cIiociO onuHWINCA B neyepax KuiBcbkoi ytaBpu (AGpamo-
BUY 1991, 138). Huni Momi cBaTOrO €BCTpaTis CIIOYUBAKOTH y BimkHIX
rmevepax M0 eKCKypCiHHOMY MapIIpyTy HEMOJIaIiK MOIIEN MPernogo0HOoro
Hecropa Jlitonucrsg. ¥ npoMy pasi Mope i medepu, JIHOOHB, OTOTOKHEHI
SIK CBSAII[eHHE MicIie mepebyBaHHSA MOIIel €BCTpaTif.

Mope i mmeuepu MOCTAIOThH SIK PIBHO3HAYHI CaKpasIbHI MMPOCTOpH, 00 €THAHI
CITBHOIO OOTOCIOBCHKOIO JIOTIKOI0. Mope, B sIKe KUHYJIM MOII ITPENo00HOTO
€BcCTpartis, y XpUCTUSHCHKIHN TPAUITii € He JIUIIe CTHXIEI0 Xa0Cy, a ¥ MicIleM BH-
IpoOyBaHHS, OUUIIEHHS Ta sABJIeHH boxkecTBeHHO] cmutn. Te, 10 MOIIIi CBATO-
ro, IepebyBarouu B MOPi, TBOPWJIN UyZeca, CBIIUUTh PO MeTaMopgOo3y CTHXIi
BOJIM B IpOCTip 6s1aro/ari, HoAiGHO JI0 TOTO, 5K II€ Bi/IOYBAETHCS B XpEIATbHINA
Kynesti ud B 06pasi UepBOHOTO MOpsI SIK IOPOTH criaciHHs. [loabiie «moBep-
HEHHsI» MOIIe# i3 Mops 10 ieuep KHIBChKOI JIaBpU He BUJIAETHCS BUMIAZIKOBUM
MepEMIIIIEHHAM PEeJTiKBii, a paJillle JIOTIYHUM 3aBEPIIEHHSM CAKPaJIbHOTO
nusixy. [ledepu B ITil IEPCIIEKTHBI MOCTAOTH K (PYHKITIOHATBHUI €KBiBaJIEHT
MOPCBKOI TJIMOMHU: 0OW/[BA MIPOCTOPU € TEMHHMHU, IPUXOBAHUMU Bif CBITY,
1030aBJIEHMMHU 3BUYANHOIO KUTTSI, aJIe BOAHOYAC 3/JAaTHUMU BMIIATH 1 ABJISATH
mpucytHicte Bora. Omxke, meyepu mepeOupaioTh HA cebe CHMBOJKY MODS
SK MICIIS «IIOXOBaHHS 0e3 [IOXOBAHHSI», JIe CMEPTh HE MA€ OCTATOYHOI BJIA/IH.

Oco6IMBO TIOKA30BUM € T€, [0 MOIIi CBATOTO OIUHSIOTHCSA CaMe B IIeve-
pax — cakpaJIbHOMY ITPOCTOPIi, MOB’sA3aHOMY 3 ifeer0 I'poby I'ocriogHbOTO,
ITacxu i BockpeciHHs. MokHa TOBOPHUTH IPO IEpexij Bifi BOAHOI cTHXii
JI0 KaM’sTHOI, IKUU He 3MIiHIOE CYTi CBSIIIIEHHOTO MiCIlf, a JIUIIE Hajae ik
iHII01 (DOPMU: MOpE i eYepu MOCTAITh K pi3HI 00pa3u oHIEl peasbHO-
CTi — mpocTopy nepebyBaHHS OCBSIYEHOTO TiJIa, 1[0 HAJIEKUTD BKE HE 3EMUJTI,
a IlapcrBy boxomy.

Otxe, y BUnagxKy npemnonobuoro €scrpartia [loctHuka mope i neuepu Ku-
{BCHKOI JIaBpU MOKHA PO3YMITHU SIK TOTOXKHI 32 CMHUCJIOM CaKpaJIbHI JIOKYCH,
MiK SIKUMU BiZIOyBa€ThCs HE BTPATa, a 30epesKeHHs U IPUMHOKEHHS CBSITO-
cti. [Tedepu TyT mOCTarOTh HE JIMIIE MICIIEM CIIOYHHKY MOIIEHN, a U MPO/IOB-
JKEHHSAM Ti€l 3K «IVIMOMHU », ¥ AKIH O6y1arofaTh Jisijia B MOpi, — BiKe B iHIIIH,
ajie GOrOCJIOBCHKY CIIOPITHEHIN CTHXIl.

[Ile ofHUM IIPUKJIIAJIOM OTOTOKHEHH Ieuep KuiBchKoi 1aBpu 3 BOSHOIO
CTHUXI€I0, IPOTE BIKE HE 3 MOPEM, a 3 PiuKoIo, a came 3 J[HinmpowMm, € icTopis
KHEBO-TIeuepchbKoro ueHIsd 'puropis YUyxnorsopus. 3rigao 3 Kuepo-Ileuep-
CHbKUM ITaTEPUKOM, PYChKe BIMChKO Ha 4oJii 3 KHsA3eM PoctuciaBom Beepo-
JIOZOBUYEM PYIINIIO /1o Tpemosis HA OUTBY 3 MOJOBIAMU. [lepes moxomom
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BoHU npuunn /10 Kueso-Ileuepcbkoro MoHacTupsi, iMoBipHO, 3a 6GJiaro-
cJI0BeHHsAM. Y MOHAacTupi 6uis /[Hinpa BoOHU BUMIAJKOBO 3ycTpisu ['puro-
pisi i crasu 3 HbOTO HacMixaTucs. Toyi cBATHH, AKUUA MaB Jjap mepeadadaTu
MauWOyTHE, HAIIPOPOUMB PYCHKOMY BIHCHKY IOpa3Ky uepes3 iXHi rpixu,
a KHA310 — 3arubesib y BoAi. Ile mpopoITBo Ayke 3aCMyTHIIO KHS35 1 BOi-
HiB, BOHU BOWIU ['pUropiss — npup’si3aBIIu 0 HOTO Ui KaMiHb, YTOTIHJIA
B J{Hinpi. 3rogom i3 BifickkoM PocTrciaBa i 3 HUM caMUM yce CTajIoCcA TaK,
SIK cka3aB ['puropiii: BilicbKO 3a3HAJIO TOPA3KH, & KHSI3b YTOIUBCS B PivIli.
Mo :x ['puropisi, kunyTi B J[HIITpo, B 4y/leCHUH CITOCi6 OMMHUIINCS B KEJTil
CBSITOTO, 3BiIKU iX 3ro/ioM IepeHecau B neuepu (AbpamoBHY 1991, 125).
YOposoBK CTOJTh MoOINi cBsitoro I'puropis YyaoTBOpIsA CIIOYHBAKOTH
y BimkHix meuepax.

1151 icTopis CBiTYUTH HE TPOCTO IMPO CUMBOJIIYHUH 3B’5I30K, a PO (QaKTHI-
He 0TOTOKHeHH: /[Hinpa i neuep KuiBchKoi JIaBpH SIK €IMHOTO CAKPAIHHOTO
MIPOCTOPY, B IKOMY 3/[iCHIOETHCSI BOKECTBEHHUNU Cy/T 1 BOJTHOYAC SIBJISIETHCSA
Os1aroziaTh. JJHITIPO B I[bOMY HapaTHUBI IOCTAE He JIUIIE SK reorpadidHa pika,
a ¥ SK TeOJIOTIYHO HABAaHTAXKEHA «KWBA BOZa», IO BUABJISAE iICTUHHICTD IIPO-
pOYOro ¢JI0Ba CBATOTO i BUKOHYE (QDYHKITII0 MEXKi MizK I'PiXOM i IpaBo0.

Yromnenas 'puropis Yygorsopiis B JIHINIpI € aKTOM HACUJIBHHUI[BKOTO
«3aHYPEHHSA» Y BOJY, SKE 32 CBOIM BHYTDIIIIHIM CEHCOM HapaJOKCAJIbHO
HaOJIMIKAETHCS /IO XPEIAJIbHOTO JKECTY: BOJIA IIPUUMAE TiJIO CBATOTO HE SIK
Mmicie 3arubesti, a sIK IPOCTIpP CBiIUEHHS HOTrO IPABEHOCTI i mepexojy
1o KUTTA Biunoro. Came Tomy /IHimpo He yTpUMYy€e MOIII MyYeHUKa, a «Bij-
Jla€» iX: BOHU IOBEPTAIOTHCSA B KEJI0 CBATOTO, TOOTO B MPOCTIp MOJIUTBH,
a 3roZIoM 1 B medepw, sIKi nepebupailoTh Ha cebe (QYHKINI OCTaTOYHOTO
CaKPaJIbHOTO IPUXUCTKY, CEMAaHTHYIHO TOTOKHOTO Paro.

[lepeHeceHHs MOIIEH 3 PiKU 0 ITeUep 3acBiIuye, M0 IeYepa MUCTUTHCSA
SIK TIPOJIOBKEHHS PIUKOBOI IVTMOWHU, aJie BKe B CTabilIi30BaHOMY, «OCBsYe-
HOMY>» BHUIJIA/I. Ko /IHIIpo € pyXoMOI0, MiHJIUBOIO CTHXI€I0, UePe3 SAKY
Bor 3Bepimye cyz i OKpOBEHHS, TO ITeUepa € MiciieM 30epeskeHHs i TpUBaJIo-
ro nepebyBaHHs CBATOCTi, TakuM sIK [lapcTtBo HebecHe. Y 11bOMY ceHCI pika
1 meyepa CIiBBITHOCATBHCA SIK AiA 1 IUTiZ, AK moxis i il BiuHa mam’sATh —
YW BiYHE JKUTTS.

Oco6IMBO BaKJINBO, IO /Iisl PO3TOPTAEThCSA caMe Ot JlHinpa — cakpasib-
HOI piku Pyci, mop’sa3anoi 3 XpemeHHAM Bosiogumupa i HaposKeHHAM XpHC-
THSHCHKOTO Hapory. Toxk MydeHHIbKa cMepTh ['puropis UymoTBopIis y Bojiax
JlHiITpa BIUCY€EThCA B XPEIIATBHO-ITACXIBHIN KOHTEKCT, Y IKOMY BO/IA OJTHO-
YaCHO BiJIKpUBAE TI'PiX BOIHIB i mpocsapisie cBaAToro. Ileuepu x, mpuiMadu
HOT0 MOIIIi, CTAal0Th BHYTPIIIIHIM, TPUXOBAaHUM BUMIiPOM Ti€l caMOi CBSAIIEHHOI
PEaIbHOCTI, SIKYy piKa sIBJIsI€ HA30BHi.

Otxe, y Bunazgky cssaroro I'puropis Uygorsopis Juinpo i meuepu Kuis-
CBHKOI JIaBPU IIOCTAIOTH SIK JIBi B3AEMOJIONIOBHIOBAHI (OPMU OJTHOTO CAKPAJIb-
HOT'O IIPOCTOPY: pika — K Micie Bokoro cy/ty i mpopodoro cBiiueHHs, meve-
pa — sk micre 30epekeHHs, THINI ¥ MOJUTBH — mpoobpa3 HebecHoro
E€pycasumy. Came B iHl €HOCTI BOAHOI i mig3eMHOI «TyTMOUHI» PO3KPUBA-
€ThCSA TITMOMHHUN O0TOCTIOBCHKUI CEHC IIepeO0yBaHHsI MOIIEH CBATOTO B Ieve-
pax, AKui paHiire He OyB MPOYUTAHUH y HAYKOBIH TpaJIHIIil.
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Takox BapTO 3BEpHYTH OCOOIMBY yBary Ha 3HAYHY IPOTSKHICTh ITeuep-
HUX JIa0ipUHTIB, [0 IX Y JaBHUHY MOPiBHIOBAJIH 3 JOBTUMHU IIi/I3eMHUMU
piUKaMu, SKUMH JyIIi JICTAIOTBCA Jy:Ke JAJIEKUX 1 HaBiTh HETOCSKHUX
6eperiB moroitbiuHoro cBiTy (1. 2). HuHi goxuHa BimkHix meuep csrae
383 meTpu, a JlanpHix — 293 Metpu. [IpoTe cepeTHbOBIUHI MPOUYaHU MaIU
IHII yABJIEHHS PO JOBXKUHY JIABPCHKUX Iifi3eMestb. 30KpeMa, OyekcaHip
I'BaHbiHi (1538-1614), HAYJIPHUK IIXOTH B MOJLCHKOMY BIHCBHKY ITij] yac
BiliHu 3 Pociero i komeHanT Bite6epka, B «Onuci eBpomneiicbkoi Capmarii»
(1581) posmnosizae i mpo Kuis. 3o0kpema, HAeThesA PO HAA3BUYUANHY TOBKHU-
Hy nedyep KuiBchKOI JIaBpH: «...€ TaKi BeJIMUE3HI IMi/I3eMHI meyepu, MpoKo-
MaHi mig 3eMJIel0 HAa BEJIMKY BiJICTaHb, AK JEfAKi KaXKyTh, HA 80 MWJIb...»
(mmr. 3a: 2KueHko 1997, 39).

J17151 cepeTHBOBIUHOI CBimOMOCTI (pi3nyHA IPOTAKHICTD Teuep He Oyra apy-
TOPSHOIO XapaKTEPUCTUKOIO, 2 HAWOLIBIIIOI0 MipOIO BILUIMBAJIA HA iX €K3HUCTEH-
nifine nepexkuBaHHsA. [Ipore, 3BicHO, «80 MmIb» y I'BaHBiHI — 1€ He peaspbHa

L. 2. JIabipunT Bapsaspkux nedep KuiBcbkoi 1aBpH, 0 HATAAYIOTH ITiJ[3€MHI PiuKy
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BiJICTaHB, a pajiie ikcallis BpasKeHHs: [IeUepU IMOCTATh SIK IPOCTIp, 1[0 BTPa-
Yyae Mipy, BUXOJUTD 32 MEKi 3BUYHOTO JIFOZICBKOTO MacIITaly.

BakuBo, 0 1l ysABJIeHHs (hiKCy€e HE MOHAX, a cBiTcbkuit aBTop XVI crT. Ile
03HAYae, 1110 00pa3 JIABPCHKUX IeUep SK HECKIHUEHHOTO ITiZI3EMHOTO ITPOCTOPY
OyB IOIITUPEHUM i BUXO/IUB JIAJIEKO 32 MEXKi BHYTPIIITHBOMOHACTHPCHKOI Tpa-
nunii. OT:Ke, HIETHCS IPO KOJIEKTUBHE CAKPAIbHE YABIEHH, a He IIPO BUIIAJ-
KOBy MeTadopy.

IMonbepkuit ictopuk CranmiciaB Capaunbkuil B «Omuci JaBHBOI Ta HOBOI
[Tosbimi» (1585) Takok BKa3aB Ha BeJIMUE3HY JOBKUHY JIABPCHKUX IT€Yep:

...pPYCBKI Teltep cTaparoThCs IPUMYCHTH IHIITUX ITOBIPUTH B CBOI Uyzleca i TepoiB,
SIKHUX 3BYTh OOraTHUPsAMH, TOOTO HamiBOoramu. BOHU IIOX0OBaHi 32 PyCHKUM 3BH-
YaEM B TiPCHKUX IeUepax, siki HiOU TO, K IIiI3eMHi KOPUIOPHU, TATHYThCS HA
BEJIUKY BizcTanb, HaBiTh 10 HoBropoma Besnukoro. Tinbku Te, 6e3cyMHIBHO,
1 BBAJKA€ETHCS Uy/I0M OOTOMOJIBIISIMH, SAKI CTiKa0ThCs 10 Krepa, 110 MOHAXH I10-
KasyloTh TaM HETJIIHHI Tijla KHsI3iB, KOTPi 3aBAAKU AKIHACH OCOOJIMBOCTI MiCIs
3aJTAIIAIOTHCS HE3PYWHOBAaHUMU 6araTo pokiB (1uT. 3a: JKuieHKo 1997, 40).

Orxe, CraniciiaB CapHUIIBKUN HAWUOIIBIITUM TMBOM BBarKaB came HEUMO-
BipHY NOBKUHY nedep. CBimueHHs IbOTO aBTOpa (IKCye PaHHBOMOJIEPHE
parioHaTiCTUYHE IUCTAHITIIOBAaHHSA BiJl CAKPAJIBHOTO JIOCBIy CAMUX ITPOYAH.
ABTOpP ipOHIYHO 3HEIIHIOE MICI€BY TPaJHIliI0, HAMAralo4uch MOSCHUTHU
«4y/lo» He HAANPUPOJHUM BHUMIPOM, a BHHSITKOBUMU BJIACTUBOCTSMHU
MpoCTOpy. ¥ WOTro BUKJIA/II HETJIIHHICTD T Iepectae OyTH 3HAKOM CBSTOCTI
¥ Boxoi fii Ta peayKyeTbes O HPUPOAHOI «OCOOJMBOCTI MicCIsi», TOJi
SIK CIIPAB’KHIM INBOM BiH BU3HAE JIUIIIE MAaTePiaIbHy MPOTSIKHICTD Ievep.

AXIIEHT Ha HEHWMOBIpHINA JOBXKHWHI IiJI3eMHUX XOJIB CBIIYUTBH MPO Te,
0 BXKe HanpuKiHIl XVI cT. meyepu COpUuUMAIIHCS SIK IIPOCTIP, IO BUXOIUTh
3a MeXKi 3BUYANHOTO JIIOZICHKOTO A0CBiny. Obpas nmeuep-KOpuAoOpiB, M0 HiOU-
TO MPOCTSATAIOTHCS «HA BEJIMKY Bi/ficTaHb, HaBiTh 710 HoBropoza Benukoro»,
€ Tinep60J1010, ajie BOJHOYAC BKA3yE Ha YABJIEHHS PO MeYepH SK Ipo 0es3-
MEXXHUH IMiJI3eMHUH CBIT, CHIBMIpHUU 3 BEJIMKMMH 3€MHHMH ITPOCTOPAMH.
Ortxe, noB:KUHA HaOyBae Maizke Mi)OJIOTIYHOTO BUMIpY.

CapHUIIbKUH MIMOBOJII 3aCBiUy€ )KUBYJICTh apXaiuHUX YSABJIEHD IIPO ITiI-
3eMHi NUIAXY, SIKi 3’ €THYIOTh BiJi/laJieH] IIEHTPU CaKpaIbHOTO ITpocTopy. Ha-
BiTh 3alI€PEUYIOUH «Uy/IeCa», BiH BiITBOPIOE MOTHB ITiJI3EMHUX IIISIXIB, T0OpE
BimoMui y MidoJ1oTii pisHUX HAPO/IiB, Jie Imi3eMHI piku 400 KOPUAOPH CIIyTY-
IOTh [IUISIXaMU TTEPEXO/y Mi3K CBITAMU, 3eMJISIMH Y CTaHAMH OyTTS. Y 1IbOMY
CeHCi WOTO TEKCT € I[iIHHUM JIPKepeJIOM He JIWIIE JUIs iCTOpii CpUiHSATTA
JlaBpwu, a ¥ JIIs1 pEKOHCTPYKIIil CMMBOJIIUHOI reorpadii paHHROMOIEPHOI Pyci.

Bopuuii migTeKCT IHOTr0 YABHOTO MiZI3EMHOTO IIPOCTOPY B TeKeTi CapHUIlb-
KOT'O 3JIUIIAETHCS HE aPTUKYJIbOBAaHUM, X04a caMa MeTadopa «KOPUIOPiB»,
[0 TATHYTHhCS HA BeJIMYE3HI BijicTaHi, CTPYKTYpHO OJyiM3bKa 0 06pasy mij-
3eMHUX piK. Lle 1me pa3 migTBep/rKye, 10 HAaBiTh TaM, /i€ CHMBOJIiKA € iMILTi-
[IUTHOIO, IIO3UTHBICTChKE 200 paIlioHATI3yI0Ue YUTAaHHS 3BOJUTH il /10 IPO-
CTOPOBHX ITapaMeTpiB, 3IHINAIOYM 11032 YBaroko IVIMOWHHI CMUCIU PYXY,
Tedii Ta mepexoy.
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Omxe, ny1s1 CranicsiaBa CapHUIIPKOTO HAUOITBIIMIM INBOM € HE CaKpaIbHA
Jlisi, 2 MPOTSKHICTh 1 HE3BUYHICTH IIpocTopy. [IpoTe came 115 30cepeKeHiCTh
Ha JIOBXKHHI Tleuep, 1mo36aBIeHa CUMBOJIIYHOI iHTepIIpeTariii, mapajokcaib-
HUM YWHOM 30epira€ BiJIOMiH J]JaBHIX ysBJIEHb IPO IiI3EMHHH CBIT fK
0CO0JIMBY, MalKe KOCMOJIOTIUHY PeasIbHICTh, IO BUXOJHUTH 3a MEXKi CyTO
MaTepiaJTbHOTO OIHUCY.

IIpo nuBOBMKHY AOBXKUHY mnedep KuiBcbKoi JiaBpU TOBOPUTH 1 KpaKiB-
CBPKUU KaHOHIK, Bimomuii ictopuk i mybusinuer Cumon CTapoBOJIBCHKHUI
(momep 1656 poky). Moro omuc Kuepa Bmimeno B «[eorpadii» Biasiana
(AMmcrepmam, 1662), ajie CkIaJieHO HabaraTo paHinle — mpuOIU3HO MizK 1622
11632 pp. IIpo neuepu KuiBchkoi staBpu 11ei aBTop 3a3Havae: «...11i migzem-
Hi meuepw, SIK iX HAa3UBAKOTh, IIPOCTATAIOTHCA HA JEKiJIbKA JIECATKIB MUJIb,
axx 10 MockBH...» (ut. 3a: 2KuieHko 1997, 42).

Anppint Lennapint, aBrop komminaTuHoro «Omucy Ilompmi» (1658),
roBopsyu mpo neyepu KuiBebkoi 1aBpu, 3ayBakye: «...[Blix Kuesa mo Cmo-
JIEHCHKA iCHYIOTH ITi/I3EMHI IIPOXO/IU, 1 Ta iXHS YaCTHHA, IO TPOXOJIUTH Iij
caMoro Teuiero J[Himpa, B yClo iX IIHPUHY Ma€ JIUTI CKJIeTiHHA... []e moBioM-
jgsie Mrosutep mix 1585 pokom» (muT. 3a: YKuyieHkKo 1997, 45). Piu y TiMm,
o onuic Kuesa Anypint Lesutapiii B3sB i3 3amucok /1. JlaBpeHnTiss Mrosiepa,
PaiHUKA KYPJISTHJICBKOTO TepIiora. Y IbOMY IOBiJIOMJIEHHI I[IKABUM € 3B -
30K JIAaOipUHTIB euep i3 piukoro JHimpo.

et pparMeHT € HaABBUYANHO MTOKA30BUM CaMe IIOJI0 BOJHOI CHMBO-
JIIKU JIAaBPCHKUX TTeYEP, aJ[?Ke TYT YIEPIe HACTIIBKY BUPA3HO 3’ €THYIOTHCS
JIBa Pi3HI, Ha MEPIIUH OIS, IPOCTOPU — IiI3eMHUU JIAOipUHT i BeTuKa
pika. IlepeayciM mpuBepTae yBary TBEP/KEHHs PO MifI3EMHI IMPOXO/H,
o mpocrsaraTbes «Bim KueBa go CmoseHcbka». fK 1 B momepemHix
CBITYEHHSIX, MAEMO CIIPABY 3 TrinepO0JIi30BaHOI0 YSIBHOK MPOTSKHICTIO,
sIKa BUBOJIUTH ITEUEPH 32 MEXKI JIOKAJIbHOTO CAaKpaJIbHOTO 00’ €KTA U Iepe-
TBOPIOE iX HA €JIEMEHT IMHUPIIO0i cakpabHOI reorpadii. [IpoTe IpUHITUITOBO
HOBUM € MOTHB IMPOXO/’KeHHs JabipuHTIB nid camor meuiero /JHinpa.
To06To mig3eMHUN IPOCTIP MUCTUTHLCS HE IPOCTO SIK TapaJieIbHUH /10 3€M-
HOI MOBEPXHI, a sIK TaKWUH, [0 BXOJIUTh y Oe3mocepeHill KOHTAKT i3 BOJI-
HOIO CTUXIEIO.

¥ cumBostivHOMY BUMipi /THinpo — He Juire reorpadivyHa pika, a i OTUH
13 KJII0YOBUX 00Pa3iB KUTTS, PyXy, ICTOPHYHOI TaM SITi Ta YXOBHOI TATJIOCTI
Pyci. ¥ XpuCTUSAHCHKIN TpaAuIIii pika acoIiIEThCS 3 XPEIeHHIM, OUHIIEH-
HSM 1 BiIpOJIPKEHHAM; y GiJIbIII apXaidyHUX YSIBJIEHHAX — i3 MEKEI0 MiXK CBi-
tamu. Te, Mo medepHi J1abipuHTH HIOUTO TPOXOAATH MMij Tewiew J[Himpa,
MOJKHA TJIYMA4UTH SK 00pa3 IPHUXOBAHOTO, IIJIBOAHOTO BHUMIpY ITiel
CaKpaIbHOI PiKU — 11 «BHYTPIIIHBOTO» 200 «HIYHOTO» OOKY.

Oco06JIMBO TTIPOMOBHCTHM € OITHC «JIUTHX CKJIEMHb» IIij] CAMOI PiKOI0.
[leit MOTHB HAJIA€ MiIBEMHUM XO/IaM PHC YIOPSAKOBAHOIO, MakKe XpaMo-
BOT'O IIPOCTOPY, 37JaTHOTO MTPOTUCTOATH XaOTUUHIN CHJIi BOJAH. Y CHMBOJIIU-
HOMY IUIaHi Ile MOKHA IIPOYUTYBATU K IIEPEMOTY CAKPAJIBHOTO JIaay HaJ
MEPBICHOK CTHXIi€I0 a00 SIK 3HAK TOTO, IO MMiIBEMHUH CBIT IEYep € MPOCTO-
pOM He pyHHYBaHHS, a HaBIIAKU — IIPOCTOPOM 30epesKeHHs, THUIIl Ta He-
TIiHHOCTI. Bosia TyT He 3HUIIYE, a JINIle HAKPUBAE, IPUXOBYE, 0bepirae.
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BaxxyiuBO # Te, 110 B I[bOMY TEKCTI IMi/I3eMHi J1aOipuHTH (PAKTHIHO yIIO-
JIIOHIOIOTHCA JIO MiABOJHUX NIIAXiB. Taka ysBa CTPYKTYPHO 30JIFKY€E IIeUepu
3 00pa3oM Ii/I3eEMHUX PiK, BiJOMUX SIK B aHTUYHIN, TaK 1 B XpPUCTUAHCHKIN
tpaaunisax (Crikc, AxepoH, «Boau 0e3oaHi»). HapiTh AKIO0 BOAY MPSAMO
He 3ra/IaHo SIK eJIEMEHT, caM (aKT IPOXO/IZKEHHS i/l PIKOI0 aKTHUBYE CEMaH-
THKY IEPEXOTY, MEKi 1 OJ0POKi MiK PIBHUMU PiBHAMH OyTTSI.

BomHowac cirii HaroJOCHTH, IO aBTOPU IMOBioMJIeHHS — i MroJuiep,
i lleyutapii AK KOMIIUIATOP — HE OCMUCIOITH IIHOTO 3B’I3KY B CHMBOJIIYHO-
My KJIEOYi. JIJ1s1 HUX i71eThCsl TPO JIUBOBIDKY 1H3KEHEPHOTO 260 ITPOCTOPOBOTO
xapakrepy. [Ipore came 11 HEyCBiJToMJIEHA CHMBOJIIKA POOUTH TEKCT 0CO0-
JIMBO I[IHHUM: BOHA (DiKCy€ KOJIEKTUBHI YSIBJIEHHS €IOXU, B SAKUX I€UYepH
JlaBpyM MUC/ITHINCA SIK IIPUXOBAHUU «IIIJBOZHUU» CBIT, TICHO OB SI3aHUM
13 TOJIOBHOIO PiKOIO KpaiHH.

OTike, 3B’130K JIAaBPCHKUX 1evep i3 J[HITpoM y 1iboMy ITOBiZJOMJIEHH] Biji-
KpPUBA€E BAYKJIUBUH IIJIACT BOJHOI CUMBOJIIKU: TleUepa MOCTAE SIK IMiI3EMHUU
aHAJIOT PiKHU, K NUISAX I/ TEYIE€I KUTTSA, iCTOpIl Ta cakpasbHOI mam ATi.
Came B IbOMY ITO€JTHAHHI 3€MJTi 1 BOJTH, TBEP/OTO CKJIEMIHHSA 1 IJIMHHOI CTU-
xil mpocrymnae rimubuHHNN 06pas3 neyep KuiBChbKOi JIaBpH AK MICIISI IEPEXO-
Jly, OUHINEHHS U JlyXOBHOI TJIMOUHU.

AJe HalisicKpaBillle el 3B’ 130K Ieuep i3 BOTHOK CTHXI€I0 BUCBITIUB Bi-
JIOMUH IMOJILCHKUH 1oeT /100U Bigpomkenns Cebactbsin ®abian KitboHOBHY
(621. 1545-1602), KU AeAKUN yac *KuB y JIbBoBi. ¥ moemi «PokcosaHisi»
(1584) BiH ocmiBaB Kpacy ¥ 6araTcTBO YKpaiHChKOI 3€MJIi.

3okpema, CebactbssH KIIbOHOBHUY TaK OIHUCYE MOSIBY HEIMOBIPHO JIOBTHX
nmeyepHuX JabipuHTiB KUIBChKOI JIaBpHU Y BUCOXJTUX pycCJIaX PiK:

€ y Hac piku, 1110 3BEPXY 3eMJIi cobi pyciia MpoKIau,

€ i Taki, 110 IIUBYTH JIeCh Y ITTAOMHHUX IIapax.

Yacro Bo/1a BUCHXAE Y piKax i pycsia 3HUKAIOTh,

Yacro Bozia mpobuBa pivuiie iiie cooi.

TUIBKY TOTMHKY AKYCh Ha IJIAXY CBOIM piuKa 3ycTpiHe —
TyT 7Ke HeraiiHO cTapuil 3MIiHIOE IIIJIAX HA HOBHH.

Tesx Mz 3eMJIel0 BCi PiKU TeUyTh 3a TAKUM K€ 3aKOHOM,
CrpiHyTb euepy HOBY — TYT JKe MiHAIOTH CBii Oir.
BuTeuyTh BOJU 3 IIeUepU — yIKe BUCHUXAE IIEUepa,

[I1sax mpo6UBaOTh HOBHI — COXHE Ievyepa crapa.

TiapKu AKIIO IIap TBEPAUH ITiJT 3eMJIEI0 1 He TPiCKa€E CKOPO,
JIOBrO CKJIEIiHHSA TO/Ti 1 IaBHI II€YEPH CTOATD.

Tax, s ragaro, nmocraiau y Kuesi pycbki neuepu,

lany rmnboky Temnep iM Ha Pyci BimaroTs.

¥V maBHUHY IIi/1 3eMJIEIO /IECh JKUJIKA BOZH MPOTIKaJIa,

HuHi B KOJUINTHIM PyC/Ii TIIBKY IIeYepa cama.

3ro/1oM CTPYMOK I1€¥ IIBUIKHUI I€CH TPOTIaB B AXEPOHTOBHUX BOZ[AX,
Tok 3asuIImIN Horo Boau neuepy cyxy (Kienosuu [1584]).
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Ie#t ypuBok i3 «PoxcoaaHii» Cebacrbsina ®abiana KipoHoBUYa €, 6e3
mepebiIbIIIeHHs], KJIIOUYOBUM TEKCTOM JIJII PO3YyMiHHS BOJIHOI CHMBOJIIKU
neuep KuiBcbkoi J1aBpH, OCKIZIBKU TYT BOJHA CTUXifl € HE IPOCTO TJIOM
q1 OOIYHOIO AHAJIOTIEIO, & TOJIOBHUM IOSICHIOBAIBHUM IIPUHIIUIIOM iXHBOTO
MTOXO/I?KEHHS Ta CEHCY.

Hacawmmepes BaxnBo, mo KitbOHOBUY MUCITIUTH ITeUepU He K CTATUYHI
MTOPOKHUHH, a AK CJIIN PyXy Boau. [leuepa mocTae He «IIOPOKHIM ITPOCTO-
poM», a 810AYHHAM Mmeull, 3HAaKOM KOJIMIITHBOTO KUTTA MMig3eMHol piku. Le
MPUHITUIIOBO BiApi3HsA€ HWOro OauveHHs BiJi Mi3HINIOTO MO3UTHBICTCHKOTO
OTHCY: BOZA TYT He IIPOCTO TEeOJIOTIUHUU areHT, a aKkTHUBHA, JKUBA CHUJIA,
AKa «IpobuBa piuniie iHme cobi», «CTapuil 3MIHIOE IIAX HA HOBHI».
ITeuepu — 11€ CBOEPIZHI «3aCTUIJII piUHINa», IaM AT PO MUHYJIY TE€UiIO.

HapnzeuuaiiHo mpoMoBucTuM y KiiboHOBHYA € ITapajiesrisM MiK Ha[3eM-
HUMH H MiI3EMHUMY piKaMH: 32 OJHUM i THM CAMHUM 3aKOHOM iCHYIOTb 1 BU-
JuMi, i HeBUIEMI Bojiu. Taka CUMETpisl CBiTiB — IOBEPXHEBOTO U MifI3€MHO-
ro — BKa3ye€ Ha I[UTiICHY KOCMOJIOTIUHY MOJI€JIb, JIe IMiI3eMEeJIs HE € Xa0COM
YU IOPOXKHEUEl0, a BIOPSIAKOBAHUM IIPOCTOPOM, IO HiKOPSETHCA THUM
caMHM PUTMAaM, IO U CBIT )KUBUX. ¥ IIbOMY CEHCi JIABPCHKI II€UYepPH BIIUCY-
I0ThCS B 3aTaJIBHUU J1aJT OYTTA, Jie pyX BOJIM € YHiBEPCAJIbHUM IPUHIUIIOM
¢dopmoTBOpEHHS.

Oco6smBoi Baru HabyBae (piHanpHUM 00pa3 AXepoHTy — B aHTHYHIN Tpa-
JUIIT piKA MeKi, mepexoy MisK CBITOM KHBHX 1 IapcTBOM MepTBUX. Koym
Ki1b0HOBMY MHIIIE, II[0 «3TO0M CTPYMOK I€li IIIBUIKKH /IeCh IPOTIaB B Axe-
POHTOBUX BOJIaX», BiH IIEPEHOCUTD JIABPChKi ITeUepH B YiTKO apTUKYIbOBA-
HUU AlMmiHaabHull mpoctip. Iledyepu craroTh MicieM, e BOja IEpeHIia
B HEOYTTSI, ajie 3aJIUIITNJIIA IO cOOi IIJIAX — TaK caMo, SIK JIyIa 3aTUIIAE CITiJT
y IIPOCTOPi MizK )KUTTAM i cMepTio. []e Hai3BUYaiHO BaKJIMBO JIJIST PO3YMiH-
HS TIeYep sIK MICIISl IOXOBaHb CBATHUX: CyXe PiUHIle KOJUIIHBOI IiJI3eMHOI
PIKH CTa€ JIOMiBKOIO HETJIIHHUX TiJI.

OTike, y KiiboHOBIYA BO/Ia BUKOHYE IO/IBiTHY (DYHKIIiI0: BOHA € TBOPIIEM
1 BiicyTHicTIO BosiHOUAc. CaMe 3aB/SIKH TOMY, 110 BOJIa 3aJTUINHJIA 1€ MiCIIE,
Ieyepy CTAIOTh IPUJATHUMH JIJIS JIIOJICBKOTO IepebyBaHHA I cCaKpaJIbHOTO
BUKOPHCTAaHHA. Y OMY MOKHA BOQYATH CHMBOJI OUHINEHHS Ta BUIPOOy-
BaHHSA: BOJIA IPOXOUTD, OUHUIIYE, GOPMYE, a IOTIM BiIXOITUTH, 3AJIUIIAI0YN
MPOCTIp THIII, CyXOCTi ¥ CIOTJISA/TaHHA.

BapTo Takok HaroJIOCUTH Ha MMOETHUYHIH iHTYinil KiiboHOBHYA, sIKa 3HAY-
HO BHUIIEPE/KAE CYXi PalliOHAJIICTHYHI cxeMH. BiH (paKTUUYHO IPOIIOHYE Mi-
(omoeTHuHY Ti/IpOJIOTiIO, /i MiA3EMHI PiKH € aHAJIOTaMU JIyXOBHUX IUJISXiB:
BOHU HEBU/IUMIi, 3BMIHIOIOTh HAIIPSIM, MOKYTb 3HUKATHU, aJie iXHIN CJIij] 3a1u-
maeTbesa. Came 1ed ciriyi — meyepHUil JyIabipuHT — 1 CTae cakpaJbHUM
MIPOCTOPOM I1aM SITi, MOJIUTBH U IIEPEXO/TY.

Y «PoxcoaaHii» JIaBPCHKI Ie€YepH IMOCTAKTH SK IMiCISABOJTHUU MPOCTIp,
HapO/IKEHUH TEUi€I0 U OCBAYEHUH i1 BHUKHEHHSIM. Bojia TyT — mepronpu-
YpHAa, MeXa i mam’siTh BojiHOUac. CaMme B Takomy Kiatoui KiiboHOBUY fae
HaurubIIe ¥ HalloOpa3Hille OCMUCIEHHs BOJAHOI cTuXii neuep KuiBchKkoi
JIaBpH, MOETHYIOYN PUPOJIHE, MiposIOTiuHE U caKkpasbHE B €JTHHY CUMBO-
JIIYHY ITiCHICTB.
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JlaBpchkuii €poMoHax Adanaciii (Aranaciii) KaspHODOMCHKUN y Tpari
«Teparyprima» (1638) mopiBHioBaB Heuepn KuiBchkoi saBpu 3 Mopmasowm,
IIPOTE BCUIAKO KPUTUKYBAB THUX, XTO TOBOPUB YU ITHCAB IIPO BEJIMUE3HY JOBKUHY
evep, BBAYKAIOUN TaKi TBepKeHH: Oe3rty3nuvu (KaspHodolckuii 2013, 20).
Ie /ty»xe TPOMOBHUCTE ¥ BOJHOYAC MMApaJIOKCaIbHE Miclie B KanbHOdoHChKOTO,
1 caMe TOMy BOHO TaK JIo0pe MpaIlioe Ha TITUOIIH, CHMBOJIIYHUH PiBEHb.

Xoua Adanacii KasbHOGOHCHKUN TOJIEMI3Y€E 3 VSABJIEHHSIMU MPO «be3-
MipHY>» (Gi3UUHY IPOTKHICTh JIJaBPChKUX ITeUep i HaloJIATae Ha IXHIH peaib-
Hil, BUMIpIOBaHIl CKPOMHOCTI, ¥ lyXOBHOMY BUMIipi BiH MHUCJIUTD KaTeTropisi-
MU 30BciM iHmoro Maciraby. [TopiBHAHHEA Heuep i3 MopaaHoM mepeBouTh
ix i3 mpocropy reorpadii B mpocrip cmacurenpHOi mopmii. Amxe Mopman
V XPUCTHUSHCHKIN TPAJIUITil — 1€ He IIPOCTO PiuKa, a MeKa MiXK CTapHUM 1 HOBUM
OyTTSIM, MiCIle ITepeX0/Ty, OUHIIEHHS Ta OHOBJIEHHS.

Y oMy ceHci medepu KuiBChbKoi JIaBpH IMOCTAIOTh SIK CBOEPITHUH IifI3eM-
Huit Vlopan — IpocCTip yXOBHOTO XPeIeHHs, y AKOMY JIFO/IHHA 3aHyPIOETh-
sl He y BOJIY, a B TEMPSIBY, MOBUAHHS 1 CMepTb I cBiTy. Ik Xpucroc BXOAUTH
y Bomu Moppany, npuitMaroun Ha Cebe JTIOACHKY HEMid, TAK i IOABIKHHK
BXOJIUTH y IEYEPY, JOOPOBIIBHO CXO/SIYH B ITUOUHY 3€MJTI, 00 Y IiK ToTHOU-
Hi oHoBUTHCA /i1 bora. TyT BifOyBaeThcss He PyX yIlepes y MpoCTopi, a pyx
ycepeInHy — JI0 OUHINEHHS CePIA i mpeobpaskeHHs] 0COOUCTOCTI.

Ileuepn sx MopaaH Takoxk € Mexkero. BOHH BifloOKpeMITIOIOTh «6eperu»
MHPCBHKOTO KUTTS BiJl 3KUTTS YEPHEUOTO, 3eMHE CBITJI0O — BiJ| CBiT/Ia HEBUJTH-
moro. ITepexin uepes Mopaan y 6i6miiiniit Tpagumii o3Havae BXix y 3emo
0biToBaHy, IIepeXiJI 3Ke JI0 Ileuep 03HAYAE BXiJl B iHIIY peayIbHICTh — €CXaTo-
JIOTIYHY 3a CBOIM 3MiCTOM, /i€ JKUTTS BK€ OPIEHTOBaHE He Ha Jac, a Ha Bid-
HicTh. CaMe TOMy peasibHa JIOBXKHUHA IeUep CTa€ HeCYTTEBOIO: IXHS «IIPOTIK-
HiCTb» BUMIPIOEThCS HE METPAMH, a TJIHOMHOIO JTyXOBHOTO ILJIAXY.

O6pas MopaaHy HifKpecIoe OUYHCHUM XapaKTep MEe4epHOTO IIPOCTOPY.
TyT, mopy4 i3 MoImaMu Ipenoo0HuX, mepeOyBaHHs B Iedepax MHUCTUTHCSA
SIK JIOTHK JIO CBATOCTI, SIK TyXOBHE OMOBiHHSI, 1110 3HIMA€E TATap rpixa i crpaxy
cMmepri. [ledepu He pO3MIMPIOIOTHCA ¥ (PIBUUHOMY ITPOCTOPi, ajsie po3ropra-
I0ThCS B CaKpaJibHOMY uaci I[epKBH, 3HOBY i 3HOBY CTalOUM MiCIIEM IEPEXO-
JTy — BiJl TJIIHHSA /10 HETJIIHHS, B/l TEMPSIBH JI0 CBiTJIA.

¥V rtakuii crocib, HaBiTh 3alepeuyiouyn «Oe3KpalHiCTh» Iedep y MaTepi-
ayibHOMY BUMIpi, KaspHODoMChKI BU3HAE IXHIO 6€3MEKHICTD Y CEHCI CHMBO-
gidHOMYy: K MOpaaH He BHUEpITyeEThCSA CBOIM pycJIOM, Tak i medepu JlaBpu
He BUYEPIYIOTHCS CBOEIO JOBKUHOIO, 60 BOHHU € IIPOCTOPOM CIIACUTEJIBHOI
3ycTpivi JiropHY 3 Borom.

Xoua HaBeJIeH] CBiTYEHHS HAJIEXKATh 10 Ti3HhOCEPETHBOBIUHOI TA pAHHBO-
MOZIEPHOI 100H, 32 CBOIM 3MiCTOM BOHU BUPa3HO BiJI0MBAIOTh 3HAYHO JTABHIIIII
VSIBJIEHHS TIPO TeYepH SIK IMPOCTIp, TICHO IMOB’A3aHUU i3 BOJHOIO CTHUXIEIO.
MneTbea He mpo BUMazKoBi Metadopy UM iHAMBIAya bHI oeTHuHI daHTAasii
aBTOPIB, a PO CTIHKYy 0Opa3Hy MaTPHIIIO, III0 MA€E TTUO0KE KyJIbTYpHE KOPiH-
Hsl 1 BIATBOPIOETHCS 3HOBY U 3HOBY B PI3HUX TEKCTaX.

Ilepemycim Taka CIIaJIKOBICTh 3yMOBJIEHA apXaiYHUM JIOCBIZIOM B3aEMO/i1
JIIOJIUHM 3 MiJI3EMHUM CBiTOM. Y JOHAYKOBY €II0XY II€YEPH PiJIKO MUCTUIIACS
SIK «IIOPOKHUHUY»: IX CIIPUHAMAJIH SIK JKUBI IPOCTOPH, JI€ 3aBK/IU ITPUCYTHIN
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abo mpuHAWMHI MOTEHIIWHO MOKJIHWBHU PyX Boau. KpamaHHs, BOJOra,
MiI3eMHI JKepesia, TYMaH i X010/, GOpMyBaIU BiTUYTTS MIPUXOBAHOI TeUii,
HAaBiTh TOJIi, KOJIX BOja Oysia HeBUAUMOI0. ToMy Ieyepa MpUPOHO aCoIli-
IOBaJIAaCS 3 PyCJIOM — HassBHUM a0O0 BUCOXJIUM, ajieé TAKUM, 1o 306epirae
aM’ sITh PO BOAY.

JIpyroro NpUYMHOIO € YHiBEPCAIbHICTh BOJTHOI CHMBOJIIKY B Mi()OJIOTIUHUX
1 pestiriiHuX cucteMax. Bojia Maii>ke IMOBCIOJTHO MUCJIUTHCS SIK ITEPIIIOOCHOBA,
CEpeIOBUINE TEPEXO/Y, OUMIIEHHS W HapomkeHH:A. Ili3eMHa 3k Boja —
SIK 0COOJTMBUU, TPUXOBAHUH ii CTaH — TOB’SI3YETHCS 3 MEKEI0 MiXK CBiTaMH,
3i cMepTIo Ta BimpomkeHHAM. CamMe TOMYy MOTHBHU IIiI3eMHUX PiK, IPUXOBa-
HHUX TeUill i 3HUKJIUX BOJ| TaK JIETKO HAKJIAJIAIOTHCA HA oOpa3 mevepu, He3a-
JIESKHO BiJT €IT0XH T4 KOHKPETHOI KyJIbTYPHOI TPaJIHITil.

BasxkstuBy poJib Biflirpa€ v TATJICTD YCHOI TpauIlii. YBJIEHHS PO ITeUepu
SIK Tifi3eMHi piky abo iXHi CITijiu mepemaBavicsl He JIMIIE Yyepe3 KHUTH, a U
uepe3 JIET€H/IM, IlepeKas3d, MaJOMHHUIbKI omnoBifi. ITizHbOCepeaHbOBIUHI
aBTOPH, HABITh KOJIW IParHyJIX pamioHaIi3yBaTH ab0 MOETUYHO OCMUCIUTU
mouyre, (pakTUYHO (PiKCyBaJIM 3HAYHO JABHIIIUH IIap KOJEKTUBHOI ITaM SITi.
Towmy B ixHiX TBOpax 3’IBJISIOTHCSA MOTUBY HAI3BUYANHOI TPOTSI?KHOCTI II€YED,
I/I3eMHUX [UISIXIB 1 BOAHUX aHAJIOTIH, 1[0 MAIOTh apXaiuHy IPUPOIY.

3pEIToI0, CIIAJKOBICTh X YABJIEHb MOKHA IMOSICHUTH CAMOIO IIPUPOIOI0
cakpanbHuX Micib. [Teuepu KuiBcbKkoi 1aBpu He OyJTv HEUTPaIbHUM ITPOCTOPOM:
BOHU (DYHKIIIOHYBAJIM SIK MiCIl€é MOJIUTBH, ITIOXOBaHb, IEPEXOAY BiJl >KUTTA
JIO CMepTi ¥ OUiKyBaHHS BOCKPECIHHS. Y TaKOMY KOHTEKCTI BOJHA CHIMBOJIIKA
BUSIBJISIETBCSA OCOOJIMBO JIOPEUHOIO, a/KE caMe BOJAAa B 0araThOX TPAUITIAX
€ 00pa3oM Tepexo/1y, OUHIeHHS Ta MexXi. HaBiTh KoJu peasibHa BOjja BHUKIIA, 1
CHMBOJIIYHA IPUCYTHICTH IPOZOBKYBAJIA «3KUTH» Y CIIPUAHSITTI [IOTO IIPOCTOPY.

[TisHBOCEpPETHBOBIUHI CBiUEHHS PO BOJIHY Mpupoay neuep KuiBchbkoi
JIAaBpHU € HE aHAXPOHI3MOM, a BUSIBOM INTHOWHHOI KyJIBTYPHOI TsTI0CTi. BOoHH
30epiratoTh i TPAHC/IIOIOTh apxaiyHe YsBJIEHHS IPO Ievepy sIK PO MPOCTip
BOJM — BUJMMOI UM IPUXOBAHOI, TENEPINTHbOI UM MUHYJIOI, ajie 3aBXKIU
cMHCITOTBipHOI. CaMe IS CITaJIKOBICTh i POOUTD TaKi TEKCTH IIIHHUMH JIZKEPe-
JIAMH JIJI PEKOHCTPYKITii IaBHIX CAMBOJIIYHUX YSBJIEHD, 110 TIEPEKMIIN 3MiHY
€I10X i cI0co6iB MUCTIEHHS.

BucHoexu. AHaTi3 cepeTHhOBIYHIX i pPAHHBOMOZIEPHIX JIPKEPEJI IAE 3MOTY
JIATH y3araJIbHEHOTO BUCHOBKY: TTleuepu KHUiBChbKOI JIaBpH B ySIBJIEHHSX JIIO/IEH
Ti€l 106u 6y YUMOCh 3HAYHO OUIBIIIIM, Hi?K MiCIIEM YEPHEUYOTO YCAMITHEHHS
Y¥ ITOXOBaHHS. BOHH clIpUMaIucs SIK MPOCTip, IJTMOMHHO OB sI3aHUH i3 BOJI-
HOIO CTHXI€I0 — PEAIbHOI0, YABHOIO 800 IIaM SITTIO ITPO Hel.

¥ pi3HUX aBTOPIB — BiJi XPOHICTIB i KOMITIATOPIB /10 MOETIB — MOCJTiIOBHO
IMOBTOPIOIOTHCS MOTHBH ITI/I3EMHUX XO/iB, IO YIIOAIOHIOIOTHCS 10 PiK, T€Uil
1 pyces, HaJ3BHYaWHOI MPOTSHKHOCTI JIAOIpUHTIB, CIIBMIpHOI 3 BEJIMKUMU
3eMHUMU Ta BOJHUMHU IUIAXaMU. TakoX HAasABHI ySIBJIEHHS IIPO IeYepu
SIK CJTiTA 3HUKJIOI Mmiji3eMHOI Bogu. HaBith TaMm, /e BOAy MPSIMO HE 3rajlaHo,
caMa JIOTiKa OIHCY — PyX, HAIPSMOK, 3HUKHEHHS, IaM ATh MPO TEYilo —
3aJINIIAETHCS BOJTHOIO 32 CBOEIO CTPYKTYPOIO.

Oco06IMBO TTOKA30BHM € Te, IO 115l CAMBOJTIKA HE 0OMEKYEThCS TIOETHIHUMU
TEKCTaMH, a IIPOCTYIIAE i B HIOUTO pallioHai30BaHUX omucaxX. [I03uTHBiCTChKA
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abo CKeNTHYHA iHTepIIpeTariis auBa (dya) peiyKye CaKkpaIbHe /10 TPOCTOPOBO-
TO, aJIe BOJTHOYAC MUMOBOJII 30epirae apxaiuHi 00pa3u MiI3eEMHUX MUIAXIB, IPO-
XOZIIB ITiJT piKaMU Ta HEBUAUMUX Tedil. le cBimunuTh mpo rimmboKy BKOpiHEHICTh
BOJTHOI CHMBOJTIKH B KOJIEKTUBHOMY CIIPUIHSATTI II€Yep.

VY cepemHBOBIYHIH CBiIOMOCTI Imeuepa mocTae sk 0COOTUBUH JIIMiHATbHUN
MPOCTIp — «IMCJIABOHUI» ab0 «IIiZIBOAHUM» CBIT, /Ie BOJIa BIKE MPOUIILIA,
ajie 3aJIUIINIIA 10 cobi dopmy, mam’sTh i HanpsaMok. Came TOMy Ieuepu Tak
IIPUPOJIHO TOEAHAINCSA 3 IPAKTUKAME [TOXOBAHHS, MOJIUTBU Ta OUYiKyBaHHS
BOCKDECIHHs: CyXe PiuHIle IMiZI3EMHOI PiKU CTa€ MicleM THIII, 36epeKeHHs
U TIepexozy.

Otxe, B CepenupoBiuui meuepu KuiBchbKoi J1aBpU MUCTHINCA HE SK BH-
IaJIKOBI T'€O0JIOTIUHI MMOPOKHUHH, a K CAaKpaJbHUU MPOCTIp, chOPMOBAHUU
1 OCMUCJIEHUH Yepe3 BOJHY CTUXi. Boja — siBHa yu mpuxoBaHa — OyJsia ro-
JIOBHHM CUMBOJIOM, IIIO ITOETHYBAB IPUPOHE ITOXO/PKEHHS Ieuep, MidoJio-
riyHi ySIBJEHHS NMPO MiJIBEMHHU CBIT i XpUCTUSAHCHKI CMUCIU OYHUINEHHS,
IIePEXO/Ty Ta BIYHOTO JKUTTS.
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Caves as a River: Medieval Spatial Imaginaries
of the Underground Labyrinths of
the Kyiv-Pechersk Monastery

Abstract

The article explores medieval perceptions of the caves of the Kyiv-
Pechersk Lavra through the lens of symbolic thought that dominated
Christian culture in the Middle Ages. It argues that modern positivist
approaches—focused on geology, measurements, and physical structure—
are insufficient for understanding the caves’ original spiritual and cultural
meanings. Instead, the study emphasizes the symbolic association between
the cave space and the water element, even though water is physically
absent from the Lavra caves.

In medieval consciousness, the visible world was perceived as a sign-
bearing reality pointing beyond itself. Within this framework, the caves
were not understood merely as underground corridors but as liminal
spaces analogous to rivers or seas—places of passage, purification,
initiation, and transition between worlds. Drawing on hagiographic
narratives, the Kyiv-Pechersk Patericon, archaeological evidence, and
early modern descriptions of Kyiv, the article demonstrates that water
(particularly the Dnipro River, as well as the sea and subterranean waters)
and the caves were often perceived as semantically equivalent sacred loci.

Special attention is paid to burial practices in wooden logs discovered in
the Lavra caves. These coffins are interpreted symbolically as boats carrying
the soul across a mystical river toward the heavenly shore, while the cave
corridors themselves are understood as winding underground rivers. This
imagery reflects ancient and Christianized conceptions of death as a
crossing and of burial as participation in Christ’s death and Resurrection.

The article also examines medieval and early modern accounts emphasizing
the extraordinary length of the Lavra caves. Such descriptions are interpreted
not as factual measurements but as expressions of an existential experience of
boundlessness, consistent with the symbolic identification of the caves with
vast underground rivers or seas. Poetic interpretations, particularly those of
Sebastian Fabian Klonowic, are shown to preserve a mythopoetic vision of
caves as the dried beds of vanished subterranean rivers—spaces formed by
water and sanctified by its absence.
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In conclusion, the article argues that during the Middle Ages the caves
of the Kyiv-Pechersk Lavra were understood as a sacred, “post-water”
space shaped by the symbolism of the water element. Whether explicitly or
implicitly, water functioned as a key symbol linking natural formation,
mythological imagery, and Christian theology of purification, passage,
death, and eternal life. Only by moving beyond positivist frameworks can
the caves be fully understood as carriers of meaning within medieval
symbolic geography.

Keywords: Kyiv-Pechersk Lavra, caves, medieval symbolism, water
symbolism, sacred space, river imagery, sea imagery, underground labyrinths,
Kyiv-Pechersk Patericon, burial practices, symbolic worldview, sacred
geography, liminal space.
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Penpe3eHTaIlia KpUMChKOTATAPCHKOIL KyJIbTYPH
B YKPaiHCHKOMY Cy4aCHOMY irpoBoMy KiHO:
HapaTUBH KOJIEKTUBHOI IIaM ATI,
BTPAaTH Ta MOBEPHEHHS

Cmammio npucesiieHo aHanidy penpe3eHmaull KpuMcbKomamapcobKoi
KYAbMYPU 8 CYUACHOMY YKPATHCHKOMY XYOOHCHbOMY KIHO KPI3b NPU3MY KO-
AexmueHoil nav’ami, empamu ma nogepHenHs. Ha ocrosi mixcoucyunainap-
Ho20 nidxody (memory studies, nocmxoaoHianbHUll aHanis, mediadocai-
0JiceHHs1) npocmedceHo esoA0Ul0 penpedeHmauiiiHux modeaell Ha mamepiant
YKpaiHcokux Phinvmis 2003—2025 pokis. BuokpemaeHo maki HapamueHi
KoH@ieypayii: memag@opurHa nPUCYMHICIMb KPUMCbKOTMAIMAapCbko20 Ceimy;
nepcoxanidayia uepe3 nobymosi icmopii; camoapmukyAayisl KoAeKmueHol
mpasmu denopmauii; gopmysants emuuHoi cy6’exmHocmi; pumyanizosa-
He nosepHeHHs ma cakpanizdayis domy-Kpumy; 88edeHHs kpumcbkomamap-
cbko20 0ocgidy 8 cninbHUll NPOCMIp CYUaAcHO20 NOATMUYHO20 CNPOMUBY;
OCMUCAEHHA BHYMPIWHBOT c80600U 8 ymosax Hecsoboou. Bussaeno nocmy-
nosuii nepexio 00 6iabl cyb’ekMHOI nepcnexmueu it OKpecaAeHO 0bMexHceHHA
KiHemamozpagiunozo ouckypcy.

KiaiouoBi ciioBa: KpUMChKOTaTapchbKa KyJIbTypa, YKpaiHChbKe irpoBe KiHO,
HapaTuB, KOJIEKTUBHA IIaM fTh, JENOPTAIlif, JEKOJOHI3allis, perpe3eHTallid,
ileHTHuHicTh, Kprm.
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Bemyn. Y cydyacHOMY CyCITIIBCTBI €KpaH CTaB He JIUIIE 32c000M KOMYHi-
Kallii, a ¥ Ba?KJINBUM YUHHUKOM (POPMYBAHHS COLIATbHUX YSIBJIEHD TA KOJIEK-
TuBHOI 1am sTi. KinemaTtorpad, TeebaueHHs, UPPOBi miaTgopmu ta iHTep-
aKTHUBHI MeJlia CTBOPIOKIOTH CIUIBHUM iH(pOpMamilHUN TpOCTip, Y MexKax
SIKOTO BHUOYZIOBYIOTBCS MOJIEJII MMOBEIHKHU, EMOIIMHI peakIlil Ta KOJIEeKTUBHI
VSIBJIEHHS IIPO PEAJIBHICTB, iCTOPIIO U COIiaJIbHI IMTPOIEeCH.

¥V 1poMy CeHCi BIUTUB €KPAHHOI KyJIbTYPU HE € OJJHO3HAYHUM: BiH MOXKe
CIIPUSATH SIK 3aKPIIJIEHHIO VIIEPEIKEHUX YsIBJIEHb, TaK i GOpMyBaHHIO eMIIa-
Tii, cOJTiTapHOCTI Ta GBI KOMIIEKCHOTO PO3YMiHHS iCTOPUYHUX MTO/IH.

B ykpalHCHhKOMY KOHTEKCTI ITOKa30BHM € TPHUBAJIHN BIUIUB POCIHCHKOTO
MeJIianpoAyKTy, KU ¢opMyBaB crienudiuHi 06pa3u BiliHU, OATHKiBIIUHH,
JIEP?KABHOCTI, «TepOIYHUX» IEPCOHAKIB Ta BOPOTIB. BogHOUYac eKpaH MOKe
OyTH IIPOCTOPOM IIEPEOCMHUCIIEHHS ITUX 00pa3iB i CTBOPEHHS HOBUX MOJIEJIen
imenTruHOCTI. EKpaHHI HapaTHBU Jielali JacTillle CTaloTh IIPOCTOPOM 0OTOBO-
PEHHS coIiaTbHUX KOHQJTIKTIB, i/IEHTHYHOCTEN 1 TPABMATHYHOTO MUHYJIOTO.

Ha okpemy yBary 3aciIyroBy€ MUTAaHHS pelpe3eHTAallil Bpa3JIUBUX Ta Map-
TiHATI30BaHUX CIUIBHOT. Y IIbOMY KOHTEKCTI KPUMCHKOTATaPChKUU JIOCBiJ
€ TIOKa30BUM IPUKJIAJIOM TPUBAJIOI KYJIbTYPHOI HEBUUMOCTI, CIPUYHHEHO1
KOJIOHIQJIBHOIO MOJIITHKOIO, JIEITOPTAIli€l0, CyJacHOK OKYIIAITEI0 Ta oOMesKe-
HHUM JIOCTYIIOM JIO BJIAaCHUX MeJiapecypciB. [IpoTATrom JIecsaTUIIiTh B EKpaHHO-
My IpocTopi abo B3arasti He OyJ10 06pa3y KpUMCHKHUX TaTap, ab0 K HOoro mojia-
Basi (pparMeHTapHO i Yepe3 30BHIIIHIO ONTHKY. [IosiBa KpUMCHKOTATAPCHKOI
TeMaTUKH B CydaCHOMY yKpaiHChKOMY KiHeMaTorpadi Bce Ije He CBi[YUTh
PO CHCTEMHUH iHTepec 4yu cHOPMOBAHY TPAJHIII0 PEIpe3eHTallil: pajiie
HUIeThCsl TIPO MMOOJWHOKI 3BEPHEHHS JI0 NIEBHUX ICTOPUYHUX MOJIH, aT abo
mocraTtel. JIuie B OCTaHHI POKHU Xy/[03KHE KiHO IIOYWHAE MMPOIIOHYBATH OLIBIII
cy0’€KTHY IEPCIEKTHUBY, y MeKaX sIKO1 KpIMChKOTaTapChKa CIiJIbHOTA IIOCTAE
He fK IacUBHUM OO’€KT icTOpii, a AK HOCIH mam’siTi, KyJbTypH Ta IpaBa
Ha BJIACHUH HaApaTWB, VTiM, I Cy0 €KTHUBAIlifd 3aJIHIIAETHCA OOMEKEHOI
¥ (pparMeHTapHOIO.

Memoro uiei cmammi € aHasi3 penpe3eHTallii KPUMCbKOTATAPCHKOI
KYJBTYPH B Cy4acHOMY YKPaiHChKOMY XYZOKHBOMY KiHO uyepe3 IMpU3My
HApaTUBIB KOJEKTHUBHOI IaM'fATi, BTPAaTH Ta I[OBEPHEHHS. 3aBJaHHAM
JTOCJIi/I’KEHHSI € BHOKPEMJIEHHsI OCHOBHHX HApaTUBHUX MOJieJiel, BUSB-
JIEHHSI JIOMIHAHTHUX MOTHUBIB i 00pasiB, a TaKOK OKpecJIeHHs OOMeKeHb
1 J1aKyH y KiHeMaTorpadiyHOMY TUCKYPCi.

Memo00.402tuH0 00CAi0XHCeHHA CNUPAEMbCA Ha MIXKIUCIUILTIHAD-
HUH TiAXi, M0 MoeaHye memory studies, TOCTKOJIOHIAIbHUI aHAII3 1 aHasTi3
Meaiapernpe3eHTarliid. Y poOoTi 3aCTOCOBAaHO 3araJIbHOHAYKOBI METOIY aHAJTi-
3y, CHHTE3Y Ta IMOPIBHSIHHSA, a TAKOXX HAPAaTUBHUH 1 THUITOJIOTIYHUN aHAJII3
JUIS BUSIBJIEHHSI KJIIOUOBUX MOJIeJIel perpe3eHTallil KpUMChKOTAaTapChKOTO
JIOCBijly B CydacHOMY yKpaiHChKOMY KiHemaTorpadi.

MikauCOHUIUTIHADHUKM MiAXiZ /a€ 3MOry pO3IJIAAaTH XYAO0KHE KiHO
He JINIIE SIK eCTETUYHUN IPOAYKT, a 1 SIK KyJIBTYPHY IPAKTUKY, y MeKaxX K01
GOpMYIOThCS U TPAHCTIOIOTHCA YABJIEHHS PO MUHYJIE, IIEHTUYHICTD 1 TOJTi-
THYHY Cy0 €KTHICTbD, @ TAKOK BiJIOYBAETHCSA aPTUKYJISAIIS KOJEKTUBHOI I1aM si-
Ti, TPABMATUYHOTO JIOCBi/ly Ta iCTOPUYHOI CyH EKTHOCTI.
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V Mmexkax memory studies eKpaHHI HapaTUBH OCMHCIIIOIOTECA K (popmu
CHUMBOJIIYHOTO 30€peskeHHs U TPaHCIALIl mam aTi, o 6epyTh y4acTb y KOH-
CTPYIOBaHHI ysIBJIEHb PO MUHYJIe Ta (OpMyBaHHi iieHTHYHOCTI. KoJleKTHBHY
IaM’ AATh PO3IJISAIAIOTH SIK COMIAJIBHO CKOHCTPYHOBAHUH MPOIIEC, AKUHA peaizy-
€TBHCS Yepe3 CUMBOJTIUHI (OPMU, HAPATHUBH Ta MeJIia. Y TaKOMY paKypci KiHema-
torpad (YHKIIIOHYE SIK OFWH i3 K/IIOYOBHX MeiaTOpiB MMaM sATi, 37aTHUU
TpaHcOpMyBaTH IHIUBITyaTbHUNA TPABMATUUYHHUH JIOCBI/T ¥ KOJIEKTUBHY KYJIb-
TypHy MaTpuiio. OcobINBOro 3HaUYeHHs Ha0yBa€ PO3Pi3HEHHS KOMYHIKaTHB-
HOI Ta KyJIbTYPHOI ITaM sITi, 3aIpOITIOHOBaHe AJIeH/I010 ACCMaH: KOMyHIKaTHBHA
IaM’sATh ITOB’si3aHA 31 CBiJIKaMH, a KyJIbTypHA ITaM SITh 3aKPIIUTIOETHCS B iHCTH-
TYIiOHAJTiI30BaHUX (OpMax — 30KpeMa B MHCTEITBI Ta KiHemaTorpadi, — 3a-
0es3Ieuyroun JIOBroTpuBasie 30epeKeHHs U TPAHCIIAIII0 iCTOPUYHUX CMHUCITIB
(muB. y Bouchat and Rimé 2018; Olick 2025).

ITocTKOIOHIAIPHUH TiAXIJ y IIbOMY JIOC/TI/IKEHHI 1a€ 3MOTY ITPOaHaITI3Y-
BaTH aCHUMETPil perpe3eHTallii, 30BHIITHIO ONITHKY Ta HACIIIKA KOJIOHIaJIbHO-
ro IOMiHyBaHHS, 30KpeMa JIeropTallii, HACHJIbHUIIbKE MTePEPUBAHHSA KYJIb-
TYPHOI TATJIOCTI Ta TPUBAJLY IHCTUTYI[IMHY HEBUJIUMICTh KPUMCHKOTAaTapChKOI
CIIJIBHOTH. Y MerKax ITOCTKOJIOHIAJIbHUX CTY/TIH IEKOJIOHI3aIIiI0 PO3TIISAAI0Th
He sIK 3aBEPIIEHUN MOJITHIHUH aKT, a IK TPUBAJIUH IIPOIIEC IEMOHTAXKY KO-
JIOHIQJIbHUX CTPYKTYP, 110 30€piraroThCs HABITH Miciist (OPMaTbHOTO ITPUITH-
HEHHsI KOJIOHIQJIbHOTO IaHyBaHHs. Y IIbOMY CEHCI JIEKOJIOHI3allisl IocTae
SIK KyJIBTYpHA TPAKTHKA, B MeXKaxX SKOI MUCTENTBO Bi{irpa€ KJIYOBY POJIb
y IIEPEOCMHUCIJIEHH] iICTOPUYHOTO JIOCBi/Ty Ta BiTHOBJIEHHI Cy0 €KTHOCTI.

fAx 3ayBaxkye Ocrtin IIlapoH, KPUMCHKOTATaPCHKUI JIOCBI/T € YACTUHOIO
IIAPIIOI YKPaiHChKOI ITOCTKOJIOHIAJBHOCTI, IIPOTE Ma€ BJIAcHY crenudiky,
OB’ AA3aHy 3 KOMILJIEKCOM KOJIOHIaJIbHUX BTPAT, 30KpeMa 3 JIIKBiJIaIli€l0 moJTi-
TUYHOI Cy0O’€KTHOCTI (BTpaTa Aep:KaBHOCTI 1783 p.), IEMIOPTALi€I0 K aKTOM
MacoOBOTO BUKOPiHEHHS (1944 P.), IepepUBAHHAM KyJIbTYPHOI CIIaJKOBOCTI,
3aMiHOIO0 iICTOPUYHOI IaM ATi IMIEPCHKUM HapaTHUBOM, TPUBAJIOK IHCTHUTY-
IIHOI0 MapriHaTi3alli€l0 Ta MOBTOPHOK BTPATOI) IIPOCTOPY KUTTS IIiC/IA
2014 poky. lle moTpebye OKpeMUX cTpaTerii KyJIbTYpHOI JEKOJIOHI3amii,
SIK1 He 3BOJIATHCS 710 3arayibHOHAIiOHAIBHUX HapaTusiB (Charron 2019).

Takosk OTPiOGHO BPaXOBYBaTH, 1110 KpUM 3aJTHUIIIAETHCSA THMYACOBO OKYIIO-
BaHOIO TEPUTOPIEIO, a ITPOIIECH JIEKOJIOHI3aIli] Bi/[0yBAIOTHCS MEPEBAYKHO 103a
MeXKaMU ITiBocTpoBa. KpyuM i KpUMCBKI TaTapu, IO MPOKUBAIOTh B YMOBax
OKyTallii, OMUHAIOTHCS Y CKJIA/THIN CUTYyallil CIIiBiCHYBaHHS KUIBKOX PEKUMIB
ZocBiny (BumipiB). 3 ofHOTO OOKY, 1€ POCIHCHKUN MOITHIHUN BUMIp, chop-
MOBaHHH IMIIEPCHKOIO 1/I€0JIOTI€I0, y SKOMY €THIUHA Cy0 €KTHICTh MapriHaTi-
3y€ThCA a0 MiAMOPSAAKOBYETHCSA JOMIHAHTHOMY HapaTHUBY. 3 iHIIOTO OOKY,
iCHy€e YKpalHChKUU BUMID, AKUH y camoMy Kpumy npeictaBieHuil 00MeKeHO,
poTe 30epiraeThcsi AK rOPU30HT OUiKYyBaHOTO MalOyTHBOTO. HaperTi, KpuMm-
CHKOTaTapPChKHUI BUMIp OB’ SI3aHUH 3 €eK3UCTEHIIHHO-IIHHICHIM CAMOBHU3HA-
YEeHHSM CIIUTbHOTH, SIKE IiJITPUMYETHCS YePE3 KYJIbTYPY, IaM ATh i CHMBOJIiYU-
ui nmpaktuku (Charron 2022).

VYkpaiHa cboroiHi B yMOBax BilHH Ta JIEKOJIOHIAJIBHOTO IIEPEOCMUCIEHHS
MPOXOJUTh MPUCKOPEHUH IPOIEC 3BIIbHEHHS BiJ] HAB’s3aHUX iMITIEPCHKUX
HapaTUBiB 1 (opMyBaHHS BJIACHOI iCTOPUYHOI ONTHUKHU. YCBiZJOMJIEHHS
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nux OaraTOpiBHEBHX KOHTEKCTIB Ta KOJIOHIQJIBHHUX BTPAT KPUMCHKOTaTap-
CHKOTO HapO/y MOTpedye 0COOJUBOI yBaru Jio TOTO, AK (QOPMYIOThCs 00pasu
Kpumy # KpUMCBHKUX TaTap B YKpaiHChKOMY ITyOsiuHOMy mpoctopi. Came
B IIbOMY OaraTOBUMipHOMY ITOJIi Xy/TIO’KHE KiHO MOKe OYTH ITPOCTOPOM CHUMBO-
JIITHOI IEK0JI0HI3a1ii Ta 60pOTHOU 3a KYJIFTYPHY BHJIUMICTD i ITPABO BJIACHOTO
roJocy.

AHaJti3 Memiapernpe3eHTallid i HAPATUBHUX CTPYKTYP /A€ 3MOTY IPOCTe-
JKUTH, 5K Xy/IO’KHE KiHO (popMye 00pa3 KPUMCHKUX TaTap Ta IXHHOTO KOJIEK-
THBHOTO JIOCBiZly — MiK BTPaTOl, BUTHAHHSM, [IPAarHEHHSIM IOBEPHEHHs
Ta YMOBaMHU HUHINTHBOI OKyTIAITii.

Jlo aHaJTi3y 3a/Iy4eHO CTPIUKH, Y SIKUX KPUMCHKOTATApChKHUU JIOCBim abo
obpa3 Kpumy Biflirpae KOHIIENTYaJbHO 3HAYYIIY POJib, 30KpemMa: «Mamaii»
(pexucep Osech Canin, 2003), «Tarapcpruii TpunTux» (pexucep Oyekcanap
MypatoB, 2004), «Xaitapma» (pexxucep Axtem Ceitabsaes, 2013), «Uyxka
MosuTBa» (pexkucep Axrem Ceitabiaes, 2017), «Jogomy» (pexucep Hapimau
Auties, 2019), «Yepkacu» (pexxucep Tumyp AmeHko, 2019) Ta «KucHeBa ctaH-
uis» (pexxucep IBan Tumuenko, 2025). Takuii Bibip 0XOIUTIOE YACOBUH ITPOMi-
JKOK TIOHAJT JBa JECATHITTS (2003—2025), IO JIa€ 3MOTy MpOaHAJIi3yBaTh
TpaHcdopManio ekpaHHUX 06pasiB. ChopMOBAHUI KOPITYC PO3IVISHYTO HE K
BHUEPITHUY KaHOH, a K PENPEe3eHTATHBHY BUOIPKY, [0 J]a€ 3MOTY BUOKPEMH-
TH JIOMiHAHTHI HApaTHUBHI MOJEJIi Ta MPOCTEXUTH JUHAMIKY perpe3eHTarlil
KPUMCBKOTAaTapPChKOTO JIOCBi/ly B YKpalHChKOMY KiHeMaTtorpadi.

Bapro 3ayBakuTH, IO MOSIBA KPUMCHKOTATAPChKOI TEMAaTHUKHU B YKpaiH-
CHbKOMY €KPaHHOMY ITPOCTOPi He OOMEKYETHCS KOPIIYCOM ITHOTO JOCIi/I?KEeH-
Hsl. Haliepioro MacoBow cripo60i0 3BEpHEHHS /10 OCMAaHCHKO-KPHUMCHKOTO
KOHTEKCTy cTaB Teyecepian «Poxcomana» (pexucep bopuc Hebiepinze,
1996-1998), y AKOMY KPHMCBKI TaTapu IEPEBa)KHO IIOCTAIOTh y MeXKax
CTEPEOTUITI30BAHOI POJIi IIOCEPETHHUKIB Y PaOOTOPTIBIII, a caM HapaTHUB BHOY-
JIOBYETHCSI HABKOJIO POMAHTH30BaHOI icTopil koxaHHs AHacracii JlicoBchkol
ta cynarana Cyseifimana (Gontarska 2018). Iliznime KpHUMCbhKOTaTapChKi
00pasu 3’ ABJIAIOTHCSA TAKOXK B ICTOPUYHUX cTpiukax « borgan-3uHoBii Xmenb-
HUIbKUN» (peskucep Mwukosia MaieHnko, 2006) ta «I'etbMaH» (peskucep
Banepiit AMOypcpkHii, 2013), OTHAK Y ITUX (DLTbMAaX BOHU 3aTUIIAIOTHCS IPYTO-
PAAHUMU, a KPUMCHKOTAaTaPChKUU IPOCTIP IOJIAHO Yepe3 OPieHTaJiCTChKI
Bi3yasIbHI KOJI — 3 aKI[€HTOM Ha €K30THU3allil0, /IEKOPATUBHICTh Ta €pOTU30-
BaHI MOTHBH. 30KpeMa, CIIeHH JUILIOMAaTUYHUX 3yCTpiueil BUOY/I0BAaHO B ra-
PEeMHIN ecTeTHUIli: KPUMCHKUHM XaH IIOCTA€ B OTOYEHHI JKIHOK y BiIBEPTHUX
KOCTIOMaX, a mocyiiB bormana XmesbHUIIBKOTO PO3Barkae TaHIiBHULA. Taxi
00pasu He JIUIIE CIPOIILYITh ICTOPUYHY PEaIbHICTh, 4 U PEYKYIOTh KPUM-
CHKOTATapPChKUH ITPOCTIp 70 eK30THYHOTO TJ1a, 1030aB/IAI0YN HOTO BJIACHOI
MTOJTITUYHOI Ta KyJIBTypHOI areHTHOCTI. [TomibHa Jiorika pernpeseHTariii Bifmo-
BiJlae KOHIleNIii opieHTati3mMy, onucadiii E. Caigom, y Mexkax sikoi «Cxim»
IOCTa€E K yke chOPMOBaHUH i cTabii3oBaHUY KyJIBTYPHUH 00pas, 1o Bij-
TBOPIOEThCS 4epe3 HaOip BITI3HABAHUX Bi3yaJbHUX i HApAaTHBHUX KIIIIIIE.
Y 1IbOMy KOHTEKCTI KPHMCHKOTATAPChKUU CBIT IOJAETHCS y3araJbHEHO
SIK «CXITHAH », X04Ua iCTOPUYHO U KYJIBTYPHO BiH € CKJIQ[THUM CUHTE30M CXifl-
HUX 1 3aXi/THUX BIUIUBIB, COOPMOBAHUM Ha MTEPETUHI PI3HUX UBLIi3AI[iHUX
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TPAAUIiN. 3araIoM Y IIUX CTPIiYKaX KPIMChKOTATaPChKUM 00pa3 3a/INIIAETh-
cs1 nepudepiiHUM I110/I0 OCHOBHOT'O ICTOPUYHOTO CIOJKeTy 1 He HaOyBae BJiac-
HOI HaPaTUBHOI IMEPCIEKTUBU.

Came TOMy ITOQIBIIHNI aHATI3 30CEPEPKEHO HA CTPIUKaX, V AKUX KPUM-
CHKOTaTapPCHhKUH JIOCBi/T BUXOUTH i3 epudepii croxkeTry i mounHae popmysa-
TH BJIACHY CMUCJIOBY KOH]ITrypariro.

[Tepury HapaTUBHY MO/IeJIb PeNpe3eHTallii KpIMChKOTATaPChKOTO JJOCBi-
JIy B Cy4aCHOMY YKpaiHCbKOMY KiHeMaTorpadi MOKHA OKPECTIUTH K Mido-
nmoetTuuHy abo MeradOpUUYHY NMPUCYTHICTh. Y 1I Mekax KpHUMCbKOTaTap-
CBbKHH CBIT ITOCTA€E HE K IMOJITUYHUU Cy0 €KT i He K HOCIA apTHUKYJIbOBaHO1
iICTOPUYHOI TpaBMU, a SIK CAMBOJIIYHHUU TOPU30HT CIIUILHOTO KYJIBTYPHOTO
npoctopy. [IOKa30BUM IPHKIAJOM TaKOTo Imiaxoay € ¢urbM «Mamai»
(pexucep Oznech CaniH, 2003). Ak 3a3nHauae Oxbra Fonrapebka (Gontarska
2018), «Mamaii» IPUHIUIIOBO BiJIXO/IUTH BiJl J€PKaBOIEHTPUUHO]I JIOTIKU
1ICTOPUYHOTO KiHO ¥ TPOIIOHYE TEPUTOPIAIbLHUN HOTJISA/] HA MUHYJIE, Y MEXKAX
SIKOTO KO3aIlbKa Ta KPUMCBKOTATaPChKA KYJIBTYPH IIOCTAIOTH HE SIK AHTaro-
HICTHYHI MOJIITUYHI CHJIM, a K TPAJAUIIii, 0 TPUBAJIUUA Yac CIiBiCHyBaIu
Ha OJTHOMY IIPOCTOPi Ta B3aEMHO BILJIMBAJIM OJ[HA Ha OAHY. Taxkui miaxiz nae
3Mory nobauutu Kpuwm i cremn He sk nepudepito HallioHaJIbHOI icTopii, a sk
IIPOCTip KyJIBTYPHOTO IEPETUHY.

KpumcpkoTaTapchbka IpUCYTHICTD Y (istbMi BUOY/IOBY€EThCs Yepes oOpas3u
BOIHIB, IXHIO cecTpy (BOHA pSITY€ 3HECHJIEHOTO KO3aKa-BTiKaya B/l HEMUHYYO1
CMepTi, BUXOJ[’KY€ HOT0, a 3T0/I0M Mi*K HUMU BUHUKAIOTh CTOCYHKH), 8 TAKOXK
Jepe3 IMOETUYHI MOTHUBU CTEIY, My3UKH, KDHMCHKOTATaAPChKOI MOBU 11 MOB-
vanHA. OcobuBe 3HAUEHHA Ma€e 06pa3s crely, o (PyHKITIOHYe K MeTadopa
BIIKpUTOTO MPOCTOPY MiXK JIBOMAa Pi3HUMH, ajie iCTOPUYHO CITiBiCHYIOUNMU
KyJIbTypamu. /IuHaMika pyXy B CTpiUIli CHMBOJII3y€ ITepEXiTHICTh i HecTabLIb-
HICTh IIPUKOPJAOHHOTO OYTTS, TOZI SIK My3HKa Ta Ioe3is € popMaMu CHUMBO-
JIITHOTO JIiajIoTy MiXK cBiTaMu. Y IIid ONTHIII KPUMCHKOTaTapChKa KyJIbTypa
IHTETPYEThCS B 3aTIHHY Mi(OJIOTiI0 TEPUTOPIl, CTAI0YN YACTHHOIO CUMBOJIIU-
HOTO JIaHAImAaTy Iam sTi.

IIpoTe Taka pempe3eHTalis 3aJHUIIAETHCA IIEPEBAXKHO MeTaDOPUUHOIO:
MPUCYTHICTDH «iHIIOTO» (PiKCyeThCsT pajile yepe3 arMocdepy Ta BidyasrbHi
KOJIY, HIJK Uepe3 BJIACHUU rosioc. IIOKa3oBUM y I[bOMY KOHTEKCTI € CIOCiO
MMOZIaHHA KPUMCHKOTAaTAPChKOTO JKiHOUOTr0o 00pasy. I'epoinsa oTrpumye okpe-
My HapaTUBHY JIiHiIO, OJTHAK ii aT€HTHICTh CYTTEBO OOMeEKeHa 30BHIITHIMU
obcTaBUHAMU: 11 HE JIO3BOJISIOTH 3ATHUIITUTHUCS 3 KOXaHUM, i ii icTopis 3aBep-
IIYEThCSA OYiKyBaHHAM JUTUHHU. Taka crokeTHa KoHiryparmis Qopmye
00pa3 KiHKU SIK HOCIKH KUTTS U IIaM STi, IPOTe He K cy0 €KTa BJIACHOTO
BUOODY. Y IIbOMY CEHCI JKiHOUMH TepcoHaK QYHKITIOHYE pajIie K MeTtado-
pa TPOJIOBKEHHS Ta CUMBOJIIYHOTO IOEJHAHHS JIBOX KYJIbTyPHUX CBITIB,
CIIOHYKAIOUM TJIsggauva 70 pedJiekcil HaJl CHiJIBbHICTIO, a He BiAMIHHICTIO
VKpaiHChKOTO I KPUMCBHKOTATaPChKOTO A0cBiny. BogHouac cam dakT nossu
nozi6HO1 perpeseHTartii y ¢isibMi 2003 pOKy MOKHA PO3IJIAATH SIK PAHHIO
HOBaTOPCHKY CIIPOOY IO/I0JIaHHS yCTaJIeHUX OiIHAapHUX OIMO3HUIlIH, Y mepios,
KOJIY JIEKOJIOHIJIBHI IiIXO/TH I1e He OyJId apTHKYJISIPHO HAasBHI B YKpaiH-
CHKOMY KYJIBTYPHOMY JUCKYPCi.
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Iepexin Big MiomOETHUYHOI MOJIENTi 10 GiIbIII KOHKPETU30BAHOTO HAPATHRY
maMm’siTi oKpecyieHo y durbMi «Tatapchkuil Tpuntux» (peskucep OJexcasHap
MyparoB, 2004), 110 € eKpaHi3ami€n TpboxX HOBeal Muxaiia KomroOuHChKOTOo
«B myrax matitana», «Ha kameni» ta «Ilix minaperamu». Baxiuso, 1m0 Giapm
3HIMasu 6e3mocepeIHbo B Kpumy, a posti BUKOHYBaJIM KPUMCHKOTAaTaPChKi aKTO-
PH, 110 BXKe CTBOPIOE eheKT HABIMKEHHSI /IO KUBOTO KyJIBTYPHOTO CEPE/IOBHIIIA.

Y kiHemarorpadiuHiii iHTEpHpeTanii mpo3u KoIIoOMHCHKOTO KPUMCHKI
TaTapu IIOCTAIOTh K >KMBA CIUIPHOTA 3 BJIACHOIO TPAJUIIEI0, IaM ATTIO
Ta KyJIbTYPHOIO TATJIICTIO. BOHU YCBiIOMITIOIOTh YMOBH KOJIOHIQJIBHOTO THCKY,
B SIKUX ITepebyBaloTh, 1 BOAHOYAC IEMOHCTPYIOTh BHYTPIIIIHIHN IMITYJIbC 10 BijI-
pOKeHHS Ta 30epeskeHHs KyJIbTYPHOI ileHTHYHOCTi. Ha BiamiHy Bix cuMBo-
JigHOI mpucyTHOCTI B «Mamai», TyT KpUMChKOTATapChKUU JIOCBif ymepiie
MIO/IaHO Yepe3 KOHKPETHI JIJIChKI icTopii Ta moOyToBi cuTyarrii.

IIpore 1151 penpeseHTallisi BUOYOBYEThCS KPi3b YKPAIHCHKUH KYJIBTYPHUU
KOJT 1 aBTOpPCHKY Cy0’€KTHBHY OIITHKY, IO HEMHUHYyYE BIUIMBAE Ha CIIOCIO
300payKeHHsI «IHIIOTO». Y Ppe3ysbTaTi MOpsjA i3 HaMaraHHAM 3pPO3yMiTH
KPUMCBHKOTAaTaPChKUU CBIT BiZITBOPIOIOTHCA YCTAJIEH] YABJIEHHS Ta KyJIbTYPHI
MPOEKIIii, 30KpeMa I[0/[0 CTAHOBUIIA KPUMCHKOTATapCHKOI KiHKH. fKIIO
3icTaBUTH JKiHOUI 00pa3u B «Mamai» Ta « TaTapchbKOMY TPUIITHXY », TO IIPOCTE-
JKYEThCsL y3araJbHeHa MOJIEIb PENpe3eHTallii KPUMChKOTATaPChKOI KiHKH
SIK irypH, 3a sIKy TOJIOBHI JKUTTEBI pillleHHS YXBATIOIOTD iHIII — I[0/I0 ILTIO0Y
(EmiHe, «¥Y myTax manTaHa»), MOKJIMBOCTI 3aTUIIUTHCSA 3 KoxaHuM (PaTtime,
«Ha xameHni») abo BusHauaTu BiacHy gouto («ITig minaperamu»). HaBiTh
KoJIH Tepoinsa ®aTiMe HaMaraeThCsl 3pOOUTH BJIACHUU BUOID, IIEH JKECT 3aBep-
IIYEThCs Tparemielo, M0 ITiJKPECIIOE BiJICYTHICTh PEATbHUX AJIBTEPHATHUB.
Taka cxema BiITBOPIOE TOIIMPEHE YSIBJIEHHS PO Oe3IpaBHY MYCYJIbMAaHChKY
JKiHKY, T036aBjieHy aBTOHOMHOI areHTHOCTI (?KypasyipoBa 2014).

OTke, HABITh y CIIBUYTJIMBIN Ta eMIATIHHIA MO/esTi 300pa’keHHA KPUM-
ChKOTaTapChKa KyJIbTypa iHTEPIIPETYEThCS Uepe3 MPU3MYy YKPaiHChKOI icTo-
PHUYHOI Ta CHMBOJIIYHOI MaTPUIIi, [0 BUABJISAE TAIIICTh y:Ke cHOPMOBAHUX
o0pasiB i HapaTUBHUX KOHCTPYKLiA. BogHouac «TaTapchbKuil TPUIITHUX» IIO-
3HAYa€ BOKJIUBUU MEPEXiTHUN eTar: BiJy moeTuYHOo1 MeTtadopu 70 pparMmeH-
TApHOI IlepcoHasTi3amii KPUMChKOTATApPCHKOTO JIOCBily, XO4ya IIed JOCBixg
11e He 0(pOpMJIEHO B ITICHY iCTOPUYHY a0 MOJIITUYHY ITEPCIIEKTUBY.

BoaHowac moziOHa perpeseHTarllisi He BiJloOpaska€e KyJIbTYPHOI Ta PeJTiriiHOI
CKJIQ/THOCTI CTAHOBHIIA KIHKA B KPUMCHKOTATAPCHKOMY CYCITUTBCTBI, JI€ TTOPSI/T
13 maTpiapXaJIbHUMH IIPAKTHKaMU Oysii ¥ (DOPMH COIiaJIbHOI ydacTi, 30KpeMa
Y4acTh y JUIUIOMATHYHOMY JIICTYBaHHI, peastizallisi MAHOBHUX ITPAB Ta HASIBHICTh
PEJTIriiHO 3aKPIIJIEHNX MEXaHI3MIB IIPABOBOT0 3aXUCTy. BasKIMBO OpaTH /10 yBaru
Te, IO HIeThes Mo KiHeMaTorpadiuHy iHTeprpeTariio TBopiB Muxaiiia Korro-
OMHCHKOTO, a OT3KE — IIPO BKE OITOCEPETKOBAHUI aBTOPCHKUH MOTJIA, HA KPHM-
CBHKOTaTapCchKUi cBiT. O/tHAK came y DibMi I JTiTepaTypHa ITepCIeKTHBa HabyBae
Bigyastizarlii Ta HApaTHBHOCTI, ()OPMYIOUH II€BHE YSIBJIEHHS PO KPUMChKOTATap-
CHKUH KIHOYHMH TOCBi/ y cydacHOro misiaada. OT:Ke, HaBiTh 3a HASBHOCTI eMITATIH-
HOTO 3KECTy KPHMCBHKOTATAPChKA PEAIbHICTh HMPOYUTYETHCS HMEPEBAXKHO KPi3b
30BHIIITHIO KyJIBTYPHY OITHKY, IO 3HOBY K TAKH 3aCBiTUye MeXi cy0 €KTHBAIT1
«IHIIIOTO» B PaHHIX MOJIEJISIX YKPAiHCHKOI €KPAHHOI pelrpe3eHTalrtii.
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Crpiuka «Xamitapma» (pexucep Axtem CeitabiaeB, 2013) 3HAMEHYE
SAKICHUH 3CYB — IEepeXxij| 10 BiAKPUTOI apTUKYJISAIIl KOJEKTUBHOI TpaBMH
1 GopMyBaHHS KPUMCHKOTATAPCHKOTO JIOCBIZy SIK CAMOCTIHHOTO iCTOpPHY-
HOro HapaTuBy. ®iyibM yIepiie B yKpaiHChKOMY Xy/I0KHBOMY KiHO ITOCJTi-
JIOBHO BUOY/IOBY€E OTIOBi/Ib i3 BHYTPIillIHBO1 IEPCIIEKTUBU KPUMCHKHX TaTap,
30CepeKYI0UNCh Ha JleopTaIlii 1944 poKy He sik abCTpaKTHIN nozii, a Ak
eK3UCTeHI[IHOMY 3y1aMmi crtbHOTH (Gontarska 2018; €nuk 2024). Bax-
JIUBO, 1[0 TPAaBMATUYHHUU JAOCBIJI ¥ (iIbMi HE OIIOCEPETKOBYETHCS CHMBO-
JIIYHUMHU oOpa3aMul 4u MeTa(pOPUUYHUMH KOHCTPYKIIAMH, a IMOJaHO Oe3
JIUCTAHIIl — yepes TiJIeCHiCTh, PO3PUB POJUHHUX 3B SI3KiB, iHUBiIyaTbHI
MEpPeKUBaHHA, a TAKOXK Yepe3 XaOTUYHICTh HACHJIbCTBA U PpAINTOBICTh
BTPATH JIOMY.

[IpUHIIUIIOBOIO € TAaKOX 3MiHA IMO3UIil KaMepHu: SKIINO B IOMEPETHIX
CTpiUKaX KPUMCHKOTATaPChKHUH CBIT CIOCTEpIraBcsl «330BHi», TO B «Xau-
TapMi» BiH KOHCTPYIOETHCS K IIEHTP, a He Ty10 omnoBixi. Cam daxkr, mo pe-
JKHCEPOM € MPEJICTABHUK KPUMCHKOTATapPChKOI CHIIBHOTH, TpaHCHOPMYE
JIOTIKY perpe3eHTallii: WJeTbcsl BKe MPO caMOapTHKYJIAMi0 nam sati. Tyt
yIepiie 3’sBJsEThCA HE JIUIIE IaM SITh, 4 W iCTOpUYHA areHTHICTh: KPUM-
CBHKI TaTapu IPeJCTABJIEH] HE SIK YaCTHHA Uy»KOT'0 CIOJKETY, a K HOCii BJ1ac-
HOI TpPaBMH, BJIACHOTO T'OJIOCY U IIpaBa Ha iHTEPIIPETAIlil0 MUHYJIOTO.

IToka30BO, IO MPHUBATHI icTOpii TyT HEPO3PUBHO NepeEIIETEH] 3 KO-
JIEKTUBHUM BHUMipOM: OCOOHUCTI 0JIi HE BiJJTOKPEMJIIOIOTHCS BiJl KATaCTPO-
¢u Hapoay, a HABIAKHU — MiAKPECTOTH il Macmrtab. OTxe, dinbm dop-
MY€E MOJIeJIb ITaM ATi, y IKif JIemopTallisi IOCTa€ He SK eIi30]T paJsiHChKOI
icTopii, a K CTPYKTYpPOTBipHHUH YMHHHUK Cy4acCHOI KPUMCHKOTATapPChKOI
1IeHTUYHOCTI.

Crpiuka «Yyxa monutsa» (pexucep Axrem Ceitabiaes, 2017) 3minrye
OIITHKY BiJi KOJIEKTUBHOI TPAaBMH /10 iH/IUBiTyaJIbHOTO MOPAJILHOTO BUOODY
B YMOBaX TOTQJIBHOT'O HACHJIBCTBA. Y II€HTPi HapaTuBy — mocrtath Caine
ApidoBoi, BuxoBaTesibku baxyncapalichbKOro AUTSIYOTO OyTUHKY, SKa i
yac /Ipyroi cBiTOBOI BilHU pATYE €BPEUCHKUX JIITEN, IPUXOBYIOUYH iXHE TO-
XOJI)KEHHS CIIOYATKY Bijl HAIMCTCHKOI, & 3roJI0M i Bijl paJiTHCHKOI BJIaJH,
IO 3/IMCHUJIA IENOPTAIlil0 KPUMChKHUX TaTap. BaxkiuBo, mo ¢isibMm pos-
rOpPTA€EThCS HA IIEPETUHI JIBOX icTOPUYHUX KaTacTpod — [osokocTy sik Tpa-
rejlii €BPEUCHKOTO HAPOJIy Ta JIeMOpTaIlii KPpUMCbKHUX TaTap 1944 POKY.
Came 1151 B3a€MOJIisl TpaBM (POPMYE CKIAHY ETHYHY PAMKY OIOBIIi.

Y dinocodcepkili mepcrekTuBi Ig icTopis Moke OyTH IpOYHTaHA
SIK TIPUKJIQ/] EK3UCTEHIIIMHOTO BUOOPY B CHUTYyaIlil paJlHKaJIbHOTO BUKJIUKY.
lepoins gie B ymMoBaxX, KOJIM HEMa€ rapaHTid NMPaBUJIbHOCTI pillleHHS,
a Oy/b-AKUH KPOK MOB’A3aHUM i3 pUBUKOM cMepTi — abo BiyacHOi, abo
qy:koi. TyT akTyasi3yeTbcs KJIIOYOBA JJIsl €K3UCTEHIliajlizMy mpobiema:
JIIOJIMHA HE € IPHUPEUYEHOK Ha MOMHJIKOBUU BHOIp, ajie € MpPUpPEYEeHOI0
Ha BIAIIOBIAJIBHICTD 34 HHOTO.

Ha BigMiHy BiJi CHMBOJIIYHHX MOJIeJIEd paHHIX penpe3eHTalli,
y «YyKild MOJIUTBi» KPUMCBKOTATAaPCHKUU JIOCBiZ PO3KPUTO SIK MPOCTIp
eTU4HOI pedIiekcii mpo ceHc Jiii, cBOOOAY Ta 0COOUCTY BiIIIOBIIaIbHICTD.
Bubip Caine ApidoBoi He TIDYHTYyeTbCA Ha imeosorii um eTHIYHIN
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JIOSUTBHOCTI, Ile eTUYHUH aKT Y CHTYyallil icToOpuuHOTO abCypay, Jie TyMaH-
HICTB CTa€ €INHOI0 (POPMOIO CIPOTUBY JIeTyMaHi3allil.

OTXe, KPUMCHKOTATAPCHKUI IIEPCOHAXK VIIepIle IIOCTAE€ He JIUIIE
SIK HOCIY TTaM SITi UM 3KepTBa icTopil, a AK Cy0’€KT MOPAJIBHOI JIii, UM JOCBi
BUXOJIUTh 3a MeEXi ETHIYHOTO HapaTUBy U HaOyBae yHiBepCaJIbHOTO
€K3UCTEeHIlIHHOro 3By4yaHHs. [loka3oBo, 1mo came B «UyKild MOJIUTBI»
BiZIOyBa€eThCA MPUHIUIIOBA TpaHChOpMaIlis KiHOUOro oOpasy: Ha BiiMiHY
Bin «Mamas» Ta «Tarapcbkoro TpunTuxa», e KPUMChKOTAaTapChKa JKiHKa
peIpe3eHTyEThCA IEPEBAKHO AK 1030aBIeHa aBTOHOMHOI areHTHOCTI, Caine
ApioBa mocrae sk MOpPaJIBHUH Cy0 €KT, IO POOUTH CBIOMHN e€THYHHUUI
BUOip, Oepe Ha cebe BiATIOBITAIbHICTD 32 KUTTS iHIIUX 1 30epirae JIFIChKY
rifiHicTh y cuTyanii pauKkaabHOTO HACKIIBCTBA. 11 i HabyBa€ YiTKO apTHKY-
JIbOBAHOTO ETUYHOTO BUMIipy, IEPETBOPIOIOYH 0COOUCTE pillleHHs Ha (GOpMY
TYMaHICTHYHOTO CIIPOTHUBY.

[Toka30BUM y IIbOMY KOHTEKCTI € W IMIUIIIIUTHE 3iCTaBJIEHHS HAIHUCT-
CBKOI OKymaiIlii Ta paJTHChKOTO PeXUMY, AKi y (PinbMi MmocTarTh K Pi3Hi
opMu pempecuBHOro MHOPAAKY. 3 MO3UINN ITOCTKOJIOHIAJBHUX CTYZAiH
«Yyka MOJIUTBAa» JIa€ 3MOTY IMOOAYHUTH iHIINY OiK paJiTHCHKOTO HAPATUBY
«BU3BOJIEHHS» Ta IEPEMOTU — SIK MOMEHT, IO /11 KPUMCBHKUX TaTap O3Ha-
YaB He 3BiJIbHEHHS, a IOYATOK MACOBO] JIENOPTaIllii Ta YeproBUil eTam KOoJIo-
HiaJIbHOTO HACHJIBCTBA. Y TaKHWU crocib GibM JAEKOHCTPYIOE iCTOPUYHUU
JIUCKYPC, Y IKOMY PaJIsTHChbKA BJIAJ|a PEIPE3EHTYEThCA K BU3BOJIBHA CUJIA,
1 BOJTHOUAC aKTyaJTi3ye JOCBi] MaJITUX HAPOJiB, /UISl AKUX 1944 PiK CTaB TOY-
KOIO PaJINKJIbHOTO BUKOPiHEHHS.

Y dinbmi «Iomomy» (pexxucep Hapiman A€, 2019) KpuMcbKOTaTap-
CBKHUH JIOCBIJT BMIIYETHCA 3 IIONHHU MOPAJIbHOTO BUOOPY /10 PUTYAITLHOTO
nuiaxy-noBepuenHs (KaniBenp 2024). HapatuB, mimboko BIIETeHHH
B YKpPaiHChKUH BOEHHUU KOHTEKCT, BUOYZIOBAHO sIK icTOpit0 mpo OaThka
Ta cuHa. BaThKO, KpUMCHKUH TaTapuH, BUpyae 3 Kuepa 10 Kpumy pazom
13 MOJIOAIITUM CHHOM, BE3YUH TiJIO CTAPIIIOTO, 3arubJioro Ha BiiiHi Ha /[oHOa-
ci. Mloro mparseHHs MOXOBATH CHHA HAa GATHKIBIIMHI 3a MyCyJIbMaHCHKOIO
TPAIUIIEI0 CTAE IEHTPAJIBHOIO IPaMaTyPTriYHO0 Biccio (ibMy.

Ha BigMminy Bim «XaWTapMu», ie TpaBMY apTUKYJILOBAHO SIK KOJIEKTUBHY
karactpody, i «Uy:koi MoIUTBHU», Jie B IEHTPi mepeOyBae eTHYHHUH aKT
igmuBiga, «JlogoMy» (OKyCyeThCs Ha JOCBiZli BTpaTH Ta MOBEPHEHHS SIK
€K3UCTEHITIHO 3yMOBJIEHOTO ¥ 6e3aIbTepPHATUBHOTO ITPOIIECY.

OuUTPM MOXHa MPOYUTYBATH SK BHYTPIIMIHIO pedJIeKCiF0 HAa OKYIAIlilo
KpuMmy Ta po3pWB KPUMCBHKOTATapChKOI CIIUIBHOTH HA «JI0» 1 «ITiCJISA»
2014 poky. «Jlomomy» (biKCye JIOCBiJl KUTTS MiXK JBOMAa TEPUTOPiAMH —
OKYIIOBAaHOI0 Ta HEOKYIOBAaHOI, MK JBOMAa IMPOCTOPaMU — (i3HYHUM
i cuMmBosivHUM. Y I cuTyarii 6aThKiBIIMHA HepecTae OyTU MPeaMeTOM
BiJIbHOTO BHOOpPY ¥ NHOCTA€ K TpaBMAaTUYHA JAHICTh, TO3HAYEHA BTPATOIO
Ta IPUMYCOBOIO PO3/IiIEHICTIO.

Ob6pasz Kpumy y odinemi — me obpas gomy, a caM IPOIEC IOBEPHEHHSA
HaOyBa€ TpPaBMaTHUYHOTO XapaKTePy, OCKIJIbKY ITOBEPHEHHS HE O3HAYAE BiJI-
HOBJIEHHS [IUTICHOCTI — BOHO Pa/IIlie BUSABJISIE HEMOKIIUBICTh «TOBEPHYTHCS
JIOJIOMY>» B IIOBHOMY CEHCI IIbOT'O CJIOBA.
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VY 1iti orruiti KpuM mmocrae sik cakpym — cakparisoBaHa 3eMJIs IOBEPHEH-
Hsl, /1O SIKOI IIParHyTh HABITh Yepe3 CMEPTh; IPOCTIP MOXO/KEHHS, 1110 CTPYK-
TYPYE€ i/IEHTUUHICTh, HaBITh IEPEOYBAOYH 1103 JOCIKHICTIO.

Oco01MBO MOKa30BUM € 00pa3 6aThKa, /IS SIKOTO TPAJIUIlis TOXOBAHHSA
Ha PiJTHIH 3eMJIi € OCTaHHBOIO (GOPMOIO 30epesKeHHS 3B’ sI3KY 3 IOMOM 1 KyJIb-
TYPHOIO TATJIICTIO. J[JIsT MOJIOZIIIOTO ITOKOJTIHHS el 3B 130K Y?Ke HE € OYEBH/I-
HHM, 10 ITIKPECTIOE PO3PUB MiXK CIaJKOBOIO ITaM SITTIO T CyYaCHHUM JIOCBi-
JioM kuTTs mo3a Kpumowm. [IpumupeHHs 6aThKa i3 CHHOM HAIIPUKIHI GLTbMy
MO’KHA TPOYUTYBATH SIK MPHUUHATTA CAaKPaJIbHOrO BUMIpYy bBaTbKiBIIMHU
Ta HOro MiKIIOKOJIIHHEBE yCIIaJIKyBaHHA. VleThea He JIMINe IIPO 0coGHcTe
MIOPO3yMiHHS, a ¥ PO CHMBOJIIYHE BU3HAHHA KpuMy sK cakpaJbHOIO IIPO-
CTOpY ¥ mepeiauy I[bOTO YSBJIEHHS MiK ITOKOJIIHHAMHU.

®iybM TTOPYIITye HU3KY BHYTPIIIHIX JJ1sI KDEMChKOTAaTaPChKOI CITIBHOTH
OiHapHOCTEN: «cTape — HOBE», «TPAJIHIlisl — CyYaCHICTh», «OaThbKiBIIUHA —
emirparisg». OHAK IIi OMO3UIIIl He 3THUIIAIOTHCS KOPCTKO PO3MEKOBAHU-
MHU: Yy TIPOIIEC] IMOJIOPOKi BOHU IMOCTYTIOBO BUSBJISIOTHCS B3aEMOIIOB SI3aHU-
MM i TAKUMU, 110 TOTPEOYIOTH ITepeoCMUceHHs. Y IiboMy ceHcl «Jlomomy»
apTHUKYJIIOE HE JIUIEe IPUBATHY iCTOPiI0 POJWHU, a ¥ KOJIEKTUBHUH JIOCBiJ
po3ciueHol i/IeHTUYHOCTI, Y IKOMY Z[iM OiJbllie He QYHKI[IOHYE SIK cTablIbHA
TOYKa OIIOPH, & CTA€ IMPOCTOPOM HANPYKEHOI Iam fTi, BiJ[ITOBimaibHOCTI
Ta eK3UCTEHIIHHOTO BUOODY.

Y oinmemi «Yepkacu» (pexucep Tumyp Amenko, 2019) Kpum mocrae
SIK MicIle HUHIIITHBO1 BOEHHOI OKyTmatii. [Tozii cTpiuyku po3ropTaroThes i yac
aHekcii Kpumy y 2014 pori # 30cepe/keHi Ha eKimaki yKpaiHCHKOTO Tpasib-
muka «Yepkacu», octaHHbOro Kopabssi BMC Vkpainm, o YUHHUTH OIIip
pociiicekili 6s10kazi B 03epi JloHy31aB.

KpumcpkoraTapchka TeMa He € IEHTPAJIBHOI0 CIO3KETHOIO JIiHI€I0, O/THAK
BOHA BBOJIUTHCS UepPe3 eIMi30/{UIHY, IPOTE KOHI[ENTYaIbHO BJKJIUBY IIOCTATh
MiCIIeBOTO KpUMCBHKOTO TaTapuHa Taripa. Came BiH mepeiae exinaky pariio,
DKy Ta mpamnop KpUMCHKHUX TaTap, IKUH MOPSKU BUBIIIYIOTh Ha KOPMi ITOPYY
i3 mpanmopom BMC Ykpainu. Lleii ;kectT Mae CHMBOJTIYHE 3HAUEHHS: KDUMCHKO-
TaTapChKa MPHUCYTHICTh apPTHKYJIIOETHCA SK aKT COJIIAPHOCTI Ta CIiBydacTi
y cripoTuBi okymarrii. Koporka iHdopMmarris mpo 3HUKHEHHS U IMOBIpHY 3aru-
Oesp Taripa miKpecyIroe pU3UK 1 BPa3IuBiCTh KPUMCHKHX TaTap y CHUTYaIlii
OKyTIaITii.

Y nupomy ceHci «Yepkacu» QiKCyOTh ITe OHY TpaHC(pOpMaIlio perpe3eH-
Talii: KPUMChKOTaTaPChKUH JIOCBIJT OUIbINE HE MOJAETHCS BUHITKOBO Yepes
mam’siTb, TPaBMy ab0 cakpasbHiCTh BaThbKiBIIMHU, & BBOJIUTHCA B CIIJIBHUU
MPOCTIpP Cy4acHOI YKpaiHCHKOI MOJITUYHOI JTii.

dinpm «Kucuesa cranmisa» (pexxucep IBan TumueHKo, 2025) perpe3eHTye
KPHUMCBHKOTAaTapChKUH JTOCBij yepes emi3on i3 »kuttsa Mycradu /[>xkeminesa,
Jiiepa KPUMCHKOTATapChKOTO HAIIOHAJBHOTO PyXy, Ta HOTO JApPY:KUHH
Cadinap y nepioz passHCHKOro 3acyiaHHsA. Ha BigMiHy Bif momepegHix cTpi-
YOK, /Ie KpUMChKOTATapChKa TeMa apTUKYJIIOETHCS Yepe3 KOJIEKTHBHY TPABMY
(«Xatitapma»), Mmopanbaui BUOIp («Uyska MosuTBa») ab0 €K3UCTEHI[IHHUI
nwIsix moBepHeHH: («Jloomy»), TyT QOKyc 3MIllyeThCsl HA KaMepHUH (par-
MEHT JKUTTS MOJIITUYHOTO B’SI3HS K HOCIS iCTOPUYHOI ITaM sITi Ta CIIPOTHUBY.
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®iyibM He TpeTeH/yE Ha MOBHY OiorpadiyHy PEKOHCTPYKIIIIO IOCTATi
>xemisieBa, a cBijoMo obupae emizoguuHy GOpMY: iCTOPis po3ropTaEThes
HaBKOJIO 3acjaHHs Mycradwu, Horo poOOTH HAa KHCHEBIH CTaHITI Ta MPHUisIy
Cacdinap micsis TpuBasoro auctyBaHHs. Came 1151 0OMeKeHa YaCOBO-IIPOCTO-
poOBa paMKa Ja€ 3MOTY CKOHIIEHTPYBATHCS He Ha XPOHOJIOTII MOJiH, a Ha
BHYTpPIIIHBOMY BHMIpi JIOCBily — Ha TOMYy, fK iCHy€ JIIOJIHHA B yMOBax
TOTaJIbLHOI HECBOOOIH.

KucHeBa craHImis y ¢inbmi Mae He Juiie OyKBajJbHE, a U, HA JAYMKY
aBTOPKH, CUMBOJIiUHE 3HaueHHs. KuceHb — K ymoBa 6i0JIOTiYHOTO icHY-
BaHHS — TYT CHIiBBiJTHOCUTHCSA 31 CBOOO/IOK K YMOBOIO JIFO/ICHKOI Ti/THOCTI.
PapgssHCHKUU TIPOCTIp — CEPENIOBHUIIIE, /i€ JKUTTS MEXaHIYHO BiITBOPIOETHCA,
ajsie cBo0O/1a CUCTEMHO eJIIMiHY€eThCs. BoyiHOUAac GiTbM ImiIKpeCTIoE: ¢cBOOO-
Jla He 3BOJIUTHCS IO 30BHIINIHIX 0O0CTaBUH — BOHA 30epiraeTbes y BHYTPIlI-
HBOMY BHMIipi 0cOOHCTOrO BUOODY.

O6pas Mycradu /I>xeMisieBa I0/IaHO HE K FePOIYHUN MOHYMEHT, a K
JIIOZIMHY B CUTYaIlil paInKaibHOI BPa3JIMBOCTI: OJITUYHOTO B’SI3HS B CHCTE-
Mi, e ¢pabpuKalis cupaB € HOPMOIO, a CIIPABEIIMBOCTI HEMAE SIK 1HCTUTY-
IIHHOI MOKJIUBOCTI. Y I[bOMY KOHTEKCTI 0COOJIMBO BaXKJIUBOIO € ITOCTATh
Cadinap, sxa cBigomo ine mo doguau 6e3 craTtycy, 6e3 rapanTiii MaibyT-
HEOTO, /10 Y0JIOBiKa, HO3HAYEHOTO BJIAJION AK «BOPOT». i pillleHHA He Mae
MParMaTHYHOTO CEHCY — BOHO € UHCTUM €K3UCTEHIIIHHUM 3KECTOM COJIiziap-
HOCTI % JII060Bi.

Y dinocodcebkiil mepcneKkTUBi ISl iCTOPis aKTyasli3ye €K3WUCTeHI[IHHY
JIOTIKY BiZIIOBiaJIBHOCTI: JIFOWHA HE NMpUpeYeHa Ha MOMUJIKOBUH BHOIp,
ajie mpupeveHa BifnoBizaTu 3a Hporo. Mycrada i Cadinap o6UparOTh CBO-
0oJly — He sIK TIOJIITHYHHU JIO3YHT, a K BHYTPILIIHIO MO3UIlil0, 1110 30epirae
JIIOZICHKY Ti/THICTh Y IPOCTOPi HACHUJIHCTBA.

BaxxsmBo i Te, mo ¢diHasbHa mepcrekTuBa GijbMy He 3aMKHEHa B pa-
JSTHCBKOMY MUHYJIOMY. BiorpagiuHa TpaeKTopis repoiB BUXOJUTH 3a MeEXKi
ekpaHHOI ictopii: Mycrada 1 Cadinap mosepraroTbesa 10 Kpumy, omHak
ImicJist 2014 POKY 3HOBY 3MyIIIeHi O0poTucs 3a mpaBo Ha baTekiBIIUHY — BXKe
B yMOBaX pOCiHchKOi okymarii. Tak 0COOHUCTHH CIOJKET PO3TOPTAETHCA
B IIUPIILY iCTOPUYHY ZIyTy TOBTOPIOBAHOTO BUKOPiIHEHHS, /le CBOOO/1a Imopa-
3y motpebye HOBOTO MiZITBEP/KEHHS.

«KucHeBa cTaHIlisI» pENpe3eHTye KPUMChKOTAaTaAPChKHU I MTPOCTIip maM sITi
Yyepes IHTUMHY iCTOPil0 CIIPOTHUBY, JIIOOOBI Ta BiimoBigaibHOCTI. KprMchKo-
TaTapChKUU EPCOHAK TIOCTAE HE JIUIIE K KePTBA icTOPil YU CUMBOJI MOJTi-
THYHOI O0OPOTHOU, a U AK HOCIH BHYTPIIIHBOI cBOOOAN — Tiel MiHIMaJIBHOI,
aJie TIPUHITUIIOBOI JIFO/ICHKOI aBTOHOMIi, 10 30epiraeThcsi HABITh y HaU-
JKOPCTKIIIUX yMOBax. @is1bM apTUKYJTIOE JIOCBi/T KOJIOHIaJIbHOTO HACHJIbCTBA
yepe3 TUXY €K3UCTEHI[IMHY HAIpyTy, y SAKiiH ocobucTe pimeHHs cTae Gop-
MO0 iCTOPHUYHOTO OTIOPY.

BucHoeku. [locmimkeHHs TOKa3aao, M0 eKpaHHI 00pa3u KPHUMCHKUX
Tatap B YKpaiHi (opMyIOThCs He sSK yCTaJieHa TPAJUIlif, a SIK JUCKPETHUU
KiHemaTorpadiyHUU TUCKYpC, Y IKOMY TEMaTHKa 3 ABJISETHCSA Yepe3 OKpeMi
mozii, Girypu Ta «By3/I0Bi» MOMEHTH iCTOPUYHOI TpaBMU. BogHOUAC Y MexKax
BUOPAHOTO KOPILYCY IMPOCTEKYEThCS BUPa3HA JUHAMIKAa — BiJi B0BHIITHBOTO
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CHOTJISIZIAHHSA ¥ MeTadopu3allii 10 IMOCTYIIOBOTO BXO/I?KEHHS B OUIBII Cy0 EKT-
Hy [IePCIEKTUBY. BaXKJIMBUM aceKTOM ITi€l €BOJIIONII € ITOCTYTIOBE BBE/IEHHS
KPUMCHKOTAaTapChKOTO JIOCBi/y B YKpaiHChbKUU KiHeMaTorpadiuHUU MPOCTip
SIK eJIEMEHTY CITiIJIBHOI iCTOPUYHOI Ta eTHYHOI pedJIeKcii.

T'oJIOBHUM pe3yJIbTaTOM € PEKOHCTPYKIIiSl €BOJIIOLIHHOI JIiHII penpe3eHTa-
MIHHUX MoJIesied: «MeTadopruyuHa MPUCYTHICTD» (pinbM «Mamaii») — «mepco-
HaTi3aIis — mooyToBi ciieHn» («TaTapChbKUU TPUIITHX») — «CAMOAPTUKYJISITIA
TpaBMu» («XaWTapMa») — «eTH4YHA Cy0 €KTHicTb» («YUyxka MOJIHMTBa») —
«pHUTyaJIbHE IIOBEPHEHHS — cakpaJtizalis qomy-Kpumy» («Jomomy») — «reo-
TOJIITHKA CIPOTHUBY» («UepKacu») — « BHyTPIIIIHA cBOOOIa B yMOBax HECBOGO-
nu» («KucHeBa crtaHIlisi»). L[s1 TpaeKTOpis JEMOHCTPYE, IO CyO EKTHBAIlisS
KPHUMCBKOTATapChKOTO JOCBiy Bi/I0YBa€ThCsI HE OJTHOMOMEHTHO U He JIiHiU-
HO, a 4yepe3 3MiHy (OKyCy, aBTOPCHKOI IO3HIlii, €TUYHOI MOJIaJIbHOCTI
Ta TUILy HAPATUBY.

IIi cnocrepeskeHHsI JIOTIYHO IHTETrpylOThCA y dimocodcbKy pamky
«TEKCT — KOHTEKCT — JIUCKypC». Y IbOMY HiZIX0/i (PisibM IIOCTA€E AK TEKCT
(cmucoBu# mpocTip 06pasiB i HApaTUBHHUX CTPYKTYP), iCTOPUYHI KaTa-
cTpodu Ta KOJIOHIaJbHI BTPAaTH — K KOHTEKCT (JemopTarlis 1944 pOKY,
TFonoxoct, passHCHKI pemnpecii, OKymamis 2014 poKy, BiliHa), a penpe3eH-
TaIisg KPEMChKOTATaPChKOTO JIOCBily B YKPAlHCHKIA KyJIbTypi MOKe OyTH
OCMHCJIEHA fK JUCKYPC — JUHAMIYHHU IPOIEC B3AEMOJIiI KyJIbTyPHHX
MOB, aMm sTi 1 nepcrexkTuB. CaMe B I[ifl TPUEIHOCTI CTa€ BUAUMUM 3CYB
VKpaiHChKOTO €KPaHHOTO IOIJIS/Y: Bifi «TOBOPIO IPO» 70 00EPEKHOrO
«TOBOPHUMO pa3oM», KOJIU KiHO (DYHKI[IOHYE He JIWIIE SK BijoOpaskeHHs
peasibHOCTI, a ¥ K IMPOCTIP CMHUCJIOTBOPEHHS, NMEPEOCMHUCIEHHS KOJIO-
HIiaJIbHOTO CIa/IKy Ta BUPOOJIEHHS eTUYHUX O3UITIH.

BoaHouac aHasi3 BUSBUB 0OMEXKEHHs U JIAKyHH KiHeMaTorpadgiaHOro
nuckypcey. [lo-mepiie, pernpeseHTalrii 4acTo TSKIIOTH 0 MOiEBUX «ITiKiB»
(memoprariisi, oKymaiis, BiiHA), 3aJIMIIAI0OYU 11032 YBarolo TPHUBAJIICTb
KyJIPTYPHOI TIOBCSAK/IEHHOCTI Ta BHYTPIIIHIO TOJMi(OHII CIiJIBHOTH.
ITo-npyre, cy0 €KTHICTH HEPIAKO O(POPMITIOETHCS YEpPE3 BUHATKOBI CUTYya-
nii (karactpoda, pernpecis, TepoiYHUHA YUH), IO 3BYKY€E CIIEKTP areHTHO-
CTi ¥ BiZITBOPIOE «PEKHUM HAJ[3BUYAHHOCTI» SIK TOJIOBHUH CIocib BHUU-
Mmocri. [To-Tpete, paHHI Mo/iesi 36epiraloTh acuMeTpii 30BHIIIHBOI ONTHKU
U CTEPEOTHITI30BaHI I'eH/IepHi KoHIiryparii; xoua misHimr QibMu 4acTKo-
BO KOPUTYIOTb Ile, 3aTaJIbHA KAPTHUHA 3aIUIIAEThCA GParMeHTapHOIO.

OTxe, pelpeseHTaIiss KPUMCHKOTATAPCHKOTO JIOCBiy B CY4aCHOMY
yKpaiHChKOMY KiHO MOe OyTH IPpOUYHMTAHA SIK ’KWBA TyMaHiTapHA IMPaKTH-
Ka, V AKIA TEKCT, KOHTEKCT 1 JUCKYPC B3aEMOJIIOTH, GOPMYKOUYHU IPOCTIP
JIeKOJIOHIaJIbHOTO MHUCJEHHSA I eTHYHOl BigmoBigasibHOcTi. ITomaabInuii
PO3BHUTOK LIBOTO AUCKYPCY HOTPeOY€E He JINIe IOBTOPEHHS TPABMAaTUYHUX
«By3JIiB», a U PO3IIMPEHHS peNpe3eHTaIrid A0 MosidoHii BHYTpIIIHIX
rOJIOCiB, KyJBTYPHOI TPHUBAJIOCTI Ta IOBCAKJAEHHUX (OPM areHTHOCTI,
0 3pOOHUTh KPUMCHKOTATAPChKY HPUCYTHICTh B YKPAiHCHKI €KpaHHIU
KYJIBTYPi He eIi30/JUIHOI0, a CTPYKTYPHO BHAUMOIO.
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Representation of Crimean Tatar Culture
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Narratives of Collective Memory, Loss,
and Return

Abstract

This study conceptualizes contemporary Ukrainian feature cinema as
a discursive space in which Crimean Tatar experience is gradually articulated as
an active subject of historical representation rather than an object of external
narration. Drawing on memory studies and postcolonial theory, the analysis
reconstructs the evolution of representational models from 2003-2025 and
formulates a framework for understanding how film participates in processes
of symbolic decolonization.

Early representations rely on metaphorical inclusion, where the Crimean
Tatar world functions as a symbolic element within a shared territorial
mythology. This model is followed by partial personalization, which introduces
everyday cultural textures but still presents them from an external perspective.
A decisive shift occurs with the emergence of internally framed trauma
narratives centered on the 1944 deportation. Here, cinema transforms
communicative memory into cultural memory and establishes Crimean Tatars
as agents of historical narration.
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Subsequent films move beyond victimhood toward the portrayal of ethical
agency, presenting Crimean Tatar characters as moral actors whose decisions
affirm dignity under conditions of total violence. The motif of return further
reconfigures Crimea as a symbolically significant homeland structured by
intergenerational responsibility rather than mere geography. In the context of
the 2014 occupation and the ongoing war, Crimean Tatar presence becomes
embedded in a shared Ukrainian framework of resistance, redefining solidarity
as a joint ethical and geopolitical stance.

The article argues that these shifts collectively signal a transition from
speaking about Crimean Tatars to speaking with them. However,
representation remains concentrated around major traumatic events—
deportation, repression, occupation—while everyday cultural continuity and
internal plurality are underrepresented. Expanding cinematic discourse
requires integrating multiple voices, normalizing cultural presence beyond
catastrophe, and recognizing Crimean Tatar history as constitutive of
Ukraine’s broader postcolonial condition. Through such strategies, cinema
becomes not merely a medium of remembrance but an active site of
decolonial knowledge production.

Keywords: Crimean Tatar culture; Ukrainian feature films; narrative;
collective memory; deportation; decolonization; representation; identity; Crimea.
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ITudposi Tpanchopmarii
AK OJHA i3 Cy4YaCHUX T€HIEeHIIN
PO3BUTKY YKPAIHCHbKUX MYy3€iB

ITo200xcyrouucs i3 me3or, wWo MailbymHe myseis He mae bymu subopom
MIHC KAACUHHUM 810810Y8AHHAM MA YUPPOBUMU MEXHON0LIAMU, A8MOPKA
aHanizye yu@dposi mpareghopmauii Sk 00HY 13 cyuacHux mendeHylill po3eum-
KY YKpaiHCcbKux my3eis.

PoszeasaHymo meopemuuHi 3acadu yugposizauii ma yu@posoi mpaHc-
dopmauii, npoepamu cmpameziit uugposoi mparcgopmauii sk o0He 3 nep-
wouep2osux 3a80aHb HA CYUACHOMY emani, BUKAUKU UUPPO8OT mpaHcpop-
Mmauii (disavHicms ykpaiucbkux myseie nid uac navdemii COVID-19 ma
8 YM08ax 80EHHO20 CMAHY).

Hazoaoweno, wo HUHI 8ax3causo He auilue 30epeemu MyseliHi KoaeKuil,
HepyxoMi 06’ exmu KyabmypHoi cnadwunu ma yu@posy KyabmypHy cnao-
wuHy, a it nonyaspusysamu ix. Yepes npesenmauio ma iHmepnpemauio
MUHYN020 MYy3el OpMY0OMb KPUMUUHEe MUCAEHHA, KYAbMYPHY NaM’amb,
10eHmuyuHiCMb.

K1i04oBi c1oBa: My3eHHUIITBO, My3€ei, KyJIbTypHA CIIa/IIIMHA, [UbpPOoBi3allis,
nudposa TpaHcdopmariis, udpoBa KyJIbpTypa.
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ITocmanoeka npo6Gaemu. BuBuaoum €BpONEHCHKUH Ta YKPaiHCHKUM
JIOCBi/I PAKTUYHOTO BUKOPHUCTAaHHS ITU(MPOBUX TEXHOJIOTIH y cdepi KyIbTypH,
Osera bapkosa ta IBan Kysibunnpkuii B aHUTITHIHOMY OIVISIZIi BUSHAUIIIH, 30Kpe-
Ma, OCHOBHI MOJIEJTi «ITOBEJIIHKI» B CEKTOPI KYJIBTYPH B €I10Xy ITA(poBi3artii:
HIYOTO HE poOUTH;

HaMaraTwucs He BiZICTaBaTH BiJi PO3BUTKY TEXHOJIOTIH;
«JIOBUTHU XBUJIIO»;
6ytu nonepeny (bapkosa, Kysmpunnpkuii 2019).

fx mpuwsIas moBemiHKU «OyTH IOIlepesy», aje «HEeBUACHUI», Ha3BaHO
IHTEpaKTHUBHE 0araToCIOKeTHe Bifieo 3 iHTerpoBaHuMu 3D Ta 3B’A3KaMu i3
30BHIIIHIMH pecypcamu, a caMe IIPOMOBiZIE0OpOJIUK MPoeKTy HarioHaibHOTO
1CTOPUKO-apXiTEKTypHOTO My3er0 « KuiBchka oprensi», IKHA MaB MeTy I10-
Ka3aTHU MOKJIMBOCTI IIO€THAHHSA MEPEIOBUX TEXHOJIOTIH: iHTerpatiro 6arato-
CIOKETHOTO iHTEPAKTUBHOTO Bifleo 3 BOyZoBaHUMH 3D-MOAeIAMU Ta Timep-
MTOCUJIAHHSAMU Ha PeCypcH MU(PPOBUX KOJIEKITIH.

ITo3UTHUBHUI MPUKJIAM MOBEAIHKUA «OyTH IOIepeay» — MPOEKT «BipTy-
asmpHa TycTaub», AKU y 2007 P. po3nouas Jlep:kaBHUH iCTOPUKO-KYJIbTYP-
HUH 3anoBiiHUK «TycTanb» (JIbBiBCchbKa 00J1.), CTBOPUBIIH 3D-MO/IETb CKEJTh
JUISL TIOJAJIBIIIOTO KOMITIOTEPHOTO MOJIEJIIOBAaHHS apXiTeKTypu Qoprerri
Tycraup. 3D-Mmojep TycraHi € MPpOAYKTOM KOMITIOTEPHOI rpadiku, 1o aae
3MOTY MaTEMATHYHO IPEJICTABUTH TPUBUMIPHI TOBEPXHIi CKEJIb i /lepeB’ THOI
3a0y10BU (OPTEITi 3a JOIMOMOTOK CIEIiAII30BaHOTO MMPOrPaMHOr0 3abe31e-
YeHHS. Y 2016 . IPE3eHTOBAHO MOOITBHUI 3aCTOCYHOK «/[0IIOBHEHA peaThb-
HICTh», IO JIa€ 3MOTY MOOAYUTH BipTyaJIbHy MOJiesIb (GOPTEI B PEaTbHOMY
MaciTabi Ha eKpaHi rajipkera. A B 2017 p. IT04aB JIiSITA BIOCKOHAJIEHUH 3aCTO-
cyHOK «JlomoBHeHOI peanbHOCTi» Tustan AR, po3pobsieHHE KOMaH/IOK
SoftServe (pobuts (ororpadii, BMuKae aHimario, /ie e MOKJIUBO, (PPOH-
TaJIbHY KaMepy Ta BITIi3HA€E MOTPIOHI paKypcH CKesIb HaBiTh HA (poTorpadisix).

Bapro 3a3HauyuTH, 1[0 BUCHOBKU (a caMe «CKJIQ/HICTh BIIPOBA/[?KEHHS
3aKOP/IOHHUX IPOTPAMHUX IIPOAYKTIB, iX JIoKasi3arii Ta migTpUuMKU, HEO-
Bipa /70 BITUMBHSHUX MPOTrPAMHHUX PO3POOOK, HABITH y:Ke ampoOOBaHUX
Ha MPAKTHUII, IHEPITIA y CIPUAHATTI Ta 3alIUTi, MEHTAIbHA, Ka/IpOBa Ta TEX-
HiYHA HETOTOBHICTh yCTAaHOB IaM SITi BIIPOBA/[?KyBaTH HOBI PpillleHH:»),
3pobJieHi B uepBHi 2019 p. (bapkosa, Kynpunnpkuit 2019), 0BOJII MIBUAKO
BTpaTuiIu akTyasnbHicTh. [Tanmemis COVID-19 npuckopusa mepeocMucaeH-
HS My3esIMU HaIPSMiB CBOEI JisIJIBHOCTI, iIXHBOI cienudiku Ta/9u mpiopu-
TETiB; 3MycHIa pOOUTH Pilllydi KPOKH.

Cy4acHi My3e0JI0TiUHi JOCTi/IKeHHA aKIEeHTYIOTh YBary, 30KpeMa, Ha icTo-
pii mmdposizalii cBiTOBOI KyJIBTYpHOI CIAJIIMHU, HAIpsAMax OU(POBOTO
PO3BUTKY y cdepi MyseitHoi cripaBu (Hamp.: Opuiryk 2021). BinOyBaerscs
HM3Ka HayKOBUX ceMiHapiB, 30kpema: «Iludpa B My3ei: Bi JaHUX 10 3HAHb»
B YKpalHCBKOMY KAaTOJUIIPKOMY VHiBepcuTeTi (29 sucromaza 2018 p.),
«IIudpa B iHcturymiax nam sari. Jlocsig Ecronii» (25—-27 6epesHs 2019 p.),
«(He)cBigoma mmudpa B My3sei» (16 rpyiHsa 2021 p.).

Memoto docaidxcenHs € aHamti3 1udpoBoi TpanchopMaliii K OHIET i3
CYJaCHUX TEHIEHITIH PO3BUTKY YKPAiHChKUX My3€iB, BPAXOBYIOUH iHIII OCHOBHI
CKJIQJIOBi, IO BU3HAYAKIOTh € PO3BUTOK (KOMYHIKAI[i0, iHTEPAKTHBHICTB,
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naprucumnanito (Hamp.: JloBak 2019)). (Y 1npomMy BUMIAJIKy MU TOBOPHUMO
PO TEHJIEHIIii, AKi CIOCTepIraéMo BiKe IcJIs IyOJTiKallii 3raJlaHOTO BUIIE
QHATITUYHOTO MaTepiany, miarorosieHoro Osbroio bapkoBoio Ta IBanom
KyJIBUUIIBKUM Y MeKaxX IIPOEKTY « AZIBOKAIlisl TPOEBPOIENCHKUX 3MiH B HAITIO-
HJIbHIA IHHOBAIIHHIH MOJTITUI », SKUU BUKOHYBas1a ['O «AreHIlis €Bporen-
CHKUX IHHOBAIIM» i/l TapacobKOW YKpaiHchKol croponu ITinardopmu rpo-
MaJITHCBKOTO cycrinberBa Ykpaina—€C (YC III'C) 3a migTpumkn €Bporen-
cproro Coro3y Ta MixkHaposHOTo GoHAY «BinpomkeHHs» B MeKaX rPAaHTOBOTO
KOMIIOHEHTA IPOEKTY «'poMaicbKa CUHEPTisf».)

Buxaad octosHo20 mamepiany

1. Houarra nudposoi rpanchopmaii

Ciiyi 3BepHYTHCH /10 TEeOPeTUYHHX 3acaj Iudposizarmii Ta mudpoBoi
TpaHchopMarrii.

Iugposizauis — 1ie iHTErpamis MUOPOBUX TEXHOJIOTIH y MTOBCIKAEHHE KUTTSI
CYCITIBCTBA Yepe3 onudpyBaHHs BChOTO, 110 MOXKHA onudpyBaTu. [{Tudposi-
3allis 03HaYa€ KOMII FOTEPU3AIiI0 CHCTEM 1 POOOYMX Miclb AJIs1 GiIbIIOl JIer-
kocri ta gocrymnHocti (Khosrow-Pour 2017).

HaykoB1ii BBa)kaloTh, III0 OCHOBHOIO MeTOI0 Iudporizamii € mudposa
TpaHchopMarlis Beix cdep KUTTEMIAIBHOCTI B OLIBIIT e(pEKTHUBHI Ta CyJacHi.

Iugpposa mpatrcghopmauina — 1ie TMPOIEC TTepeXo Iy BaIlol opraHisariii Bij 3a-
CTapLIOrO IMiJXO/y 0 HOBHX CIIOCODIB POOOTH i MHC/IEHHS 3 BUKOPHCTAHHAM
¢ POBUX, COLIATBHIX, MOOLIbHUX 1 HOBUX TexHOJIOTIH. Ile mepemdavae 3MiHy
KEPiBHUIITBA, iHIIIE MHUC/IEHHS, 3A0X0YeHHs iHHOBAI[Il Ta HOBUX Oi3Hec-Moze-
JIeH, BIIPOBA/I?KEHHSI OLU(PYBAHHs aKTUBIB 1 OLIBIIOr0 BUKOPUCTAHHSA TEXHO-
JIOTIH JIJIsl TIOJIIIIIEHHsI TOCBiy CIIBPOOITHHKIB, KJIIEHTIB, ITOCTAYaJIbHUKIB,
MmapTHEPIB i 3aIlikaBJIeHUX CTOPIH BaIoi opraxisarii (Terrar 2015).

Hudposa TpaHchopMarllisi Ak MeBHA CTpaTeTisA opraHizarii Mae Ir'siTh
OCHOBHUX €JIEMEHTIB:

1) maHi (B My3ei 1e Hacamiiepesi iHGopMarlis Mpo KOJEeKIito, Bi/iBiTyBadiB

1T.1iH.);

2) cHiBpoOITHUKY;

3) wiienTu (TobTO My6IIiKa / BiZIBiyBaUi Ta MOTEHITIHI BiiBiAyBayi);

4) npoaykT (ToO6TO OCHOBHI Ta JIOAATKOBI My3€eliHi ITOCIyTH 1 TOBapH);

5) ormepartii.

2. Crparerii nudposoi rpancdopmarii

HuHi My3eHdHUKN HArOJIOMIYIOT, [0 «...BAXKJIUBO PO3YMITH, 110 “nrdpa”
HE CaMOIIUTb, a IHCTPYMEHT, KUK NOTPeOyE YCBiIOMJIEHOTO 3aCTOCYBaHHSI»
(Hamionanpauii 3anoBinHuk «Kueo-Ileuepchka saBpa» 2021). Came Tomy
VKpaiHChKi My3el BUBUAKOTh JIOCBi/l pO3pO0OJIEHHS IPOTpaM CTpaTeTin 1udpo-
BOi TpaHchopMallii B 3aKOPIOHHUX My3€esiX Ta BBaXKAIOTh IEPIIOYEPTOBUM
3aBJIaHHAM pO3PO0JIEHHS BJIACHUX ITU(MPOBHUX CTPATETIH.
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Hwuska 3aKopZIOHHHUX My3€iB OIy0OJTiKyBasia IugpPoBi crpaTerii Ha OpiIliiHuX
caiiTax. Y KOXKHOMY 3 IIPIOPUTETHUX HAIPSMIB IXHBOI TIsUTBHOCTI € U POBUL
KoMIOHEeHT. OKpiM TOro, IUIAHYIOTh 30UTBIINTH IUGPOBUN KOHTEHT, & TAKOXK
CTHMYJTFOBATH BUKOPHICTAHHS MaTepiaJIiB, 110 € B 3aTaJIbHOMY JIOCTYIII.

HarioHaJIbHUHA KyJIbTYPHO-MHUCTENBKUH Ta My3eHHUH KoMIUIeKC «Mruc-
TENbKUH apceHas», po3yMil0odH, IO Iu@poBa cTpareris iHCTUTYIIII /103BO-
JIUTH «...iHTETPyBaTU BUKOPHUCTAHHS OHJIAWH-IIIIXO/IB Ta MU(GPOBUX iHCTPY-
MEHTIB y mporpaMHy po0oTy. A Takok 3a0e3MeYnuTh IMUPOKY IPUCYTHICTh
IHCTHTYIIIl HA MiXKHApOAHUX MU(PPOBUX IUIATHOpPMAaX, AOCTYI JO KOJIEKIIil
Ta AisIbHOCTI MUCTEIBKOTO apceHasTy IS YKpaiHChKUX Ta MIXKHAPOTHUX J10-
CJTITHUKIB Ta TOI[IHOBYBadiB 1O BchboMy cBiTy» (KoTyOei-I'epylipka 2021),
y 2021 p. po3nouas MpoeKT «IlranyBaHHsA NHMPOBOI cTpaTerii MUCTEIHKOTO
apceHaTy» (peasizoBaHO 3a MATPUMKHA MiKHapoIHOTO (GOHIY JOTIOMOTU
denepasibHOTO MiHiCTEPCTBA 3aKOPAOHHUX cripaB ®enepaTuBHOi Pecmybitiku
Himeuunna, Goethe-Institut Ta iHmux mapraepis). 3aBasku miarpumii Mixk-
HapoyiHOTO (HOHY JOTOMOTH BIPOBA/?KEHO HHUMPOBI pillleHHS, BasKJIUBi
JUISL IIPOTPaMHOI Ta OIepariiiHoi poboTu. MucTenbKui apceHasa po3poOuB
udpoBy cTparerio Ha 2022—2024 poku (Hamnp.: Mystetskyi Arsenal 2022a).

Miciro rugpoBoro MucTenpbKoro apceHaay BU3Ha4Y€HO TaK:

OyTH CTIHKHM [?KEePeioM KyJIBTYPHOTO JOCBifly, XabOM KyJIBTYPHHUX CIILIBHOT
Ta ayJUTOPIl 3a PI3HUX YMOB IPHUCYTHOCTI (BipTyasibHOI, BipTyaabHOI + (izud-
HOI, Gi3uYHOl + eJIeMEHTH BIpTyasIbHOI) Ta 3a HelepeadauyBaHUX OOCTABHH.
A TaKOK PO3MIUPIOBATU MOXKJIUBOCTI (Pi3UYHOI peayIbHOCTI 3aBIASAKU ITU(PPOBUM
npaktukam (Mystetskyi Arsenal 2022b).

BaraThoM yKpaiHChKUM My3€siM IIle HaJIEXKUTh PO3POOUTH BJIACHI cTpare-
rii mugposoi Tpanchopmariii.

3. OniaiiH-¢popMHu  KyJIbTYPHO-OCBITHBOI MifJIBHOCTI yKpaiH-
ChbKUX My3eiB B ymoBax naunaemii COVID-19

OCHOBHHUM KaHAJIOM IOMIMPEHHA iHGOpMaIii Ipo My3elHi aKTHBHOCTI
CTJIN CAWTHU Ta CTOPIHKH B comMeperkax. OfHAK, aHATI3YIOUN pe3yJIbTaTh
nocrimxenb OHECKO ta IKOM (onpritro/iHeHi B TpaBHI 2020 p.), ['enHamin
AHJTPOIIYK 3ayBaskuB, IO Jinile GJIU3BKO 150 YKPAiHCHKHUX My3eiB MaroTh
BJIACHI caliTh (TIepeBaskHO 6€3 aHTJIOMOBHOI Bepcii) (AHIpoIIyK 2020). Osek-
canyip Pomanyxa ta Jliymis BepioBa, 30kpema, TpoaHaIi3yBaJIl aKTHBHICTb
COIliaJIbHUX CTOPIiHOK HaWOiIbIuX My3eiB Ykpainu (Pomanyxa, Beprosa
2022, 63—5). BoHu KoHcratyBasu, 1m0 3pocTaHHs aktuBHOcTi y Facebook
PO3I10YAaJIOCh IIie 10 OTOJIOUIEHHS JIOK/IAyHy 2019 P., & IOTIM IIPOTATOM IIep-
IIIOTO MIBPivYs 2020 p. BiAbOysocs piske 306iymblIeHHS akTUBHOCTI. IIpucyt-
HICTh Yy COIIaJIbHUX Meperkax, sIKk HEOJIHOPA30BO 3a3HAYaId My3e€HHUKH,
3pocJia BABIYI JIJIs1 OUIBII Hi3K IOJIOBUHU MY3€iB CBITY.

Cepen opM KyJIBTYPHO-OCBITHBOI JisIZIBHOCTI, fIKI YKpalHCBhKiI My3el
3aIpOMOHYBAJIH BIKe ITiJI Yac IepIIoro JOKAayHy, — BipTyasbHi Typu 3 10-
CTYITHOK TOTINOJIEHOW iH(OpPMAIi€l0 PO eKCIIOHATH, BipTyasbHi Mpo-
TYJITHKW, OHJIAHH-BUCTAaBKU, OHJIAWH-JIEKIIii, Bifleo- Ta ay/liOMyTiBHUKH,
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OHJIAWH-CIIEKTAKJIi, TEJIEBUCTABH, TUCTAHIIINHI MalicTep-KIacH, 3aBJaHHA-
KBECTH JIJISI ZIiTel Ta 6AThKIB, IUCKYCii 3 MUTIISIMH Ta IHTEPB'I0 3 KypaTOpaMu
(BoHpmaperp 2021, 21).

Anastizyrouu AisutbHiCTs O/IECHKOTO XY03KHBOTO My3ero (HuHI O1eChKOoro
HaIiOHAJIBHOTO XYZ0KHBOTO My3elo), Osyekcannpa KoBayibuyk Harosaocuia,
[0 B2KE IMPOTSATOM IEPIIUX JIBOX JIOKJAYHIB JiesKi IXHI BifieoeKcKypcii moiu-
BHJIMCh IIOHA/T 30 THUCSY JIIOJIEH 1 T1e JIOTTOMOIJIO CITIBPOOITHHKAM MYy3€l0 «Biji-
YyTH IO-1HIIIOMY 3aITUT Ha Te, 10 BOHU pobJisiTh» (bpaiisaa 2021). [Ipuxuiib-
HUKH I[bOTO My3€l0 BU/IUIHIN, 30KpEMa, iIHTEPAKTUBHY POOOTY «IasJ i3 Kap-
THHU» T4 KOHKYPC JIUTSYUX TBOPIB HA MATPUMKY JIiKapiB, sIKi MpaioBaIu
B HAJICKJIQJITHUX YMOBaX maH7ieMii (iHTepakTUBHUE 3axii OyJ10 OpraHi30BaHO
pasowm i3 mpoekroM ORMAN, #MaTIOHKITIKapsIM).

HarmionanpHuM My3eli mucrenTs iMeHi borana ta Bapsapu XaHeHKiB 3a-
mycrus yesenk ExhibitionOnQuarantine a5t my3eiB, siki I0Bro rotysaiu
BHCTaBKY, ajie yepe3 MaHAeMil0 He 3MOIJIN BiIKpUTU. Takok 3amam siTaIvuch
mojikacTu «XaHeHKiBChKi ictopii». Ha YouTube 3’siBustochk mepiiie Bizieo ykpa-
THCHKOIO KECTOBOKD MOBOIO, CTBOPEHE CITIJIBHO 3 ToJIOBOI0 KHIBCHKOI CITiiKu;
HEeUyIOUUX XyA0KHUKIB « Harxuenusa» Osekciem HammBouHiKOBUM.

Bineoekckypcii 3 cypaonepekiazioMm IpoNoOHyBaB, 30KkpeMa, HarioHaib-
HuH 3anoBiHUK «Codis KuiBchka».

Yumasto ykpaiHChKHUX My3€iB miaTpuMaitu yesieH ik # MuseumFromHome,
0 TAKOX CTaB BAJKJIMBUM KPOKOM Y II€PEOCMUCJIEHHI, 30KpeMa, IXHbOI
KYJIBTYPHO-OCBITHBOI JiSUTbHOCTI Ta IHTETpAIlil My3€iB Y IOBCAK/EHHE JKUTTS
HaceJIeHHs.

«CpOTO/IHI MU PO3yMi€EMO, IO HE MOBEPHEMOCH y JIOKAPAHTHHHY €IIOXY
1 oHJIaiiH-(popMaTH 71l My3€iB CTaHyTh PIBHOIIPABHUM CIIOCOO0OM KOMYHIiKa-
ii», — 3a3Havasa, 3okpeMa, TerssHa [Trtnmayk (XapKiBChbKHH JIiTepaTypHUN
My3el) Ha mouatky OepesHs 2021 p. (Bpaitnan 2021). Ak 10ka3 1poro BxKe
y BEPECHI 2021 P. B MeKax IPOeKTY «Bipryanpauii JIitMy3eii» mpe3eHTOBaHO
MOOIJTBHUH 3aCTOCYHOK, a TaKOXK PO3IOYaTO pPOOOTY HAJ PeaicTUYHUM
3D-mpocTopoM 1 CTBOpPEHHSI KOHKYPEHTOCIPOMOKHHUX IHHOBAIlIMHUX
OHJIAH-BUCTABOK i3 BHKOPUCTAHHSAM ay/lio, BiZieo, aHiMalii Ta ejleMeHTIiB
KOMIT IOTEPHOI I'pU. A Ha ITOYATKY KBITHS 2023 P. MU PaJIijIH, 1110 OHJIAWH-ILIAT-
dopma «Bipryanpauii JIitMy3eii» y I ATIpIi HAWKpaIUX y CBiTi B KaTeropii
«App, dApps Ta mporpamHe 3a6e31eUeHHS — MUCTENTBO, KyJIbTYPa Ta MO/il»
(Apps, dApps and Software — Art, Culture, and Events).

Jemo inmn BucHoBkH pobdbuth Osibra Hocko (HamioHaapHUN My3el Muc-
TenTB iMeHi Boryana ta BapBapu XaHeHKiB): Ha ii AymMKy, caMe KapaHTUH
IOKa3aB., 110 JKO/THI OHJIAaWH-TYPH «HE 3aMiHATH KUBOTO BPasKeHHS BiJi 0CO-
6ucroro Bizuty» (CeMeHik 2020).

BoyiHOUac 3ByYasid JyMKH, IO IiCAA TaHAEMIl «KHUBUH» OCOOUCTUU
JIOCBiy] yce Oiybllle cTaBaTUMeE POBKIIIIII0, TOMY KYJIBTYPHHUM YCTaHOBaM,
SIK 1 OCBITHIM 3aKJ1ajiaM, CJIij] TOJyMAaTH, SKUH caMe KOHTEHT HalKpallle mepe-
JIaTH Yyepe3 «KUBUU» KOHTAKT.

BapTo moroguTHch i3 T€3010, IO AOCTIPKEHHS PI3HOMAHITTS Ta edek-
THUBHOCTI BUKOPHUCTAHHS OHJIAWH-(OPM KyJIbTyPHO-OCBITHBOI JIisSIBHOCTI
My3€eiB, BUBUEHHS YKPaiHCHKOTO JIOCBiZly KpeaTUBHUX My3€HHUX ITPOEKTIB,
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SKI 37IHCHIOBAJIUCS HacaMIIEPE] 3 METOIO IMOMYJIAPU3Allil iICTOPUKO-KYJIb-
TYPHOI CITQIIUHMY, 1 HAJlaJIi 3a/TUIIAETHCA MepCeKTUBHUM (Hamp.: Hosi-
KOBa 2021).

4. BUKJINKM cbOTO/IeHHA. 30epexkeHH Ta nomyasipusanisa. Hosi
croco0u pernpe3eHTarii

Mannpemis COVID-19 sk royioBHHH BUKJINK IU(POBOI TpaHchopMmariii
BiIIMAIIIIa HA IPYTUH IJIaH Yepe3 oBHOMacITabHe BTOprHeHHs PO B YKpainy
B JIIOTOMY 2022 p. 'octpo nocrasia notpeba onudpyBaHHS Ta €JIEKTPOHHOTO
OOJTIKY KyJIbTYPHOI CITQ/IIIHHH.

YcBizomiieHHS TOTO, IO « I POBA EBPOIHTErpallis YKpaiHU € CKJIaI0BOIO
HAI[IOHAJIPHOTO BEKTOPY PO3BHUTKY Ta ifleHTUdIKAI]l YKpaiHu 32 yMOB r106a-
Jizarii mudpoBUX TEXHOJIOTIH, MOB’sI3aHUX i3 30epelKeHHAM Y IU(pPOBOMY
CEpeoOBUINI iCTOPUYHOI, KYJBTYPHOI CHAJIIAHH W HAYKOBOTO HAJI0AaHHSA
Ta OpraHisarlil JJOCTyIy 70 OmMHU(POBAHOTO KOHTEHTY (TEXHOJIOTIH onudpy-
BaHH:)» (bapkoBa, Kyapunuipkuii 2019, 18), He 3HAXOIUJIO MiATBEP/?KEHHS
B peasIbHUX pesyJsibTaTaX. /o modatky naHjieMii 6ys10 onudpoBaHO KOJIEKIIil
JIUIe ceMU yKpaiHChKuXx My3eiB (Pomanyxa, Bepirosa 2022, 62).

3BiCHO, MOXKeMO IPUTaaTH, IO y 2021 p. MiHicTepCTBO KyJIBTYypH Ta
iHpOpMAIIHHOI OITHKU pO3MoYasio pobOTy HAJl CTBOPEHHAM IH(POBOTO
peecTpy HepyXOMOi KyJIbTYPHOI CIIAJIIIUHY 1 B3Ke HAIPUKIHII POKY MOBiIOM-
JISLTIH, 10 90 % 00’€KTiB MaIOTh €JIEKTPOHHY JeKJIaparliio.

udposizariis Oysa oJTHUIM 3 OCHOBHUX HAIPSIMIB YU HE BCIX TPAHTOBUX
mporpam YKpPaiHChKOTO KyJIbTYPHOTO (hOH/IY.

B yMoBax BOEHHOIO CTaHy CTaJI0 BRJKJIMBUM HacaMmiiepe]| 3a6e3meuuT
3aXUCT IMaM SITOK Ta 3aikCyBaTH 3JI0UMHU.

Byno crBopeno Kowmirter momomoru mysesim Ykpainu (Komitet Pomocy
Myzeum Ukrainy). Bin mae Taki 3aBZiaHHs: MiATPUMKA BCiX My3€iB i 3aKJIa/IiB
KyJIBTypH YKpaiHH B €BaKyallii Ta OXOPOHi KOJIEKITiH, HAUI[IHHIIIINX €KCIIOHA-
TiB 1 MaM’ SITOK YKPAiHCHKOI KyJIbTYPH; I0IIOMOTA 3 JJOKYMEHTAII€10, OUPPY-
BaHHSAM Ta iHBEHTApHU3aIli€I0 KOJIEKIIH; HAJIaHHS MarepiajiiB, HeOOXiTHUX
JUTSI 3aXUCTY Ta IEPEXOBYBAHHSA KOJIEKITi; 0OMiH JI0CBizoM; 36ip IOKYMEHTIB,
1[0 HiATBEP/XKYIOTh PO3KPAZIaHHS Ta 3HUIIEHHS YKPAIHCHKUX KYJIbTYPHUX
ninHocrel (Network of European Museum Organisations).

MiHicTepcTBO KyJIbTYpHU Ta iHGOPMAaIiHHOI ITOJIITHKY YKpPaiHU CTBOPHUIIO
pecypce I HaJIeXKHOTO IOKyMEHTYBAaHHS BOEHHUX 3JI0YMHIB IIPOTHU JIFO/IsI-
HOCTI Ta 00’€KTIiB KyJIBTYPHOI CHAIINHY, CKOEHUX apMieio PO (3adikcoBani
BOEHHI 3JIOUUHN).

Onpasy micsis moBHOMacinTabuoro Bropruends Competence Centre for
the Conservation of Cultural Heritage (4 CH) po3smnouas ixiniatuby «SUM —
Save the Ukraine Monuments» («3ITY — 36epekeMo maM iTKU YKpaiHu»),
o6 30epertTu mu@poBy JOKYMEHTAIII0 PO YKPATHCHKY KyJIBTYPHY CIIajI-
uuHy (The 4CH Project).

Peasizariito mpoeKTy «BIpoBa/i>KEHHsSI €JIEKTPOHHOI CHCTEMHU PEECTPY
MysetiHoro ¢hoHTy YKpaiHu» y Mexkax ciiBiparni MiHicTepcTBa KyJbTypH Ta
iHpopMaIiiHOI HoMiTHKY YKpainu 3 MiHicTepCTBOM KyJIBTYPH Ta HAI[iIOHAIb-
Hol cmasuuuu Ilonsmi ta Solidarity Fund PL Gysio posmouato y 2022 p.



E-ISSN 2663-2160. Haykogi 3aniucku HaYKMA. Ictopis i Teopist kynasrypu. 2026. Tom 9

Okcana Bondapeys. Ludposi Tpanchopmarii Sk oHa i3 Cy4aCHUX TSHICHIIN PO3BHTKY...

108

(ITudpogizaris MyseiHoro ¢GoHay YKpaiHH: IPEACTAaBHUKH 12 MPOBiTHUX
My3€eiB PO3IIOYHYTh TECTYBAHHS POTOTUITY €JIEKTPOHHOI CHCTEMHU PEECTPY).

IMnatbopma Museum-digital o6’eiHye 1022 my3ei cBity, 30kpema Himeu-
yuHu, ABcrpii, [IIBefinapii, bpaswiii. Museum-digital: Ukraine craptyBaa
B k0BTHI 2022 p. (Museum-digital: Ukraine). ITpoTsiroMm poky 20 ykpaiH-
CHKUX IHCTUTYIIIN TPE/ICTABUIJIN 2056 €KCIIOHATIB.

VY nunHi 2023 p. crapTyBas npoekT Memory Savers (opranizaropu — LleHTp
rudpoeoi icropii Ta Saving Ukrainian Cultural Heritage Online (SUCHO)),
0 He JIWIIE MiITPUMY€E My3el HeoOXiTHUM /71 g poBizariii o61ajHaHHAM,
a ¥ MpOIIOHYE OCBITHIO ITPOTpaMy, 30KpeMa JIeB siTh BebiHapiB mporpamu «Bee-
JleHHs B II(POBY iHBEHTapHU3AIiI0 My3eiHIX 3i6panb» (06.07 — 03.08.2023).
Iepmwmii BeGinap «Museum-digital: mporpamue 3abesmnedenHs, miatdopma
Ta My3eiHa CIIbHOTa» (06.07.2023) 3aliKaBUB He JIUIIEe My3eHHUKIB, IIpOTe
BO/{THOYAC BUKJIMKAB KPUTHUKY III0/I0 MOBHU HOTO TIPOBEIEHHSI.

MosxHa Takosxk npuragaTd ininiarusy SUCHO (SUCHO: Saving Ukrainian
Cultural Heritage Online) 111010 6€3KOIITOBHOTO Ta HEOOMEKEHOT'O 32 PO3Mi-
pamu micis 36epiranss gaitis uepes wiargopmy NextCloud (3anpomnoHoBa-
HO YKpaiHCBKUM My3esM, apxXiBam, 6i0ioTekam Ha IMOYaTKy JIMITHA 2023 P.)
(Jolicoeur 2023).

VkpalHchbKu#i KyabTypHHI GoHA y coiBmpami 3 Digital Transitions |
Heritage peanizyBas nmpoekt «I[udposa cnagiuHa: 30epekeHHs] MUHYJIOTO
3apaii MaOYTHHOTO», IO TAKOK IIPOIIOHYBAB CEPil0 BOPKIIIOIIB i3 U POBi-
3aril KyJIbTypHOI cCaIuHu (19.09 — 12.10.2023).

HarmionanpHuit 3amoBigauk « Kuepo-Ileyepchka saBpa» Ta MiHicTepCTBO
Ky1bTypu Yechkoi PecityOtiky miimucaIy JeKaapaniio Mpo peastisallito mIpo-
ety APK III (KoBuer), 1o TpuBaTHUMe JiBa POKH (3 2025 p.). [IpoekT nepes-
Oauae poOOTY IBOX MOOLIIBPHUX CTAHIIIH, SKi JOIOMOKYTh ONIUMPYBATH JIABHI
MAaHYCKPHIITH Ta 3po0uTH 3D-ckaHyBaHHSA KyJIbTYpHUX 00 €KTiB. HarjioHanb-
HUH 3anoBiiHUK « KueBo-Ileyepchbka taBpa» miaHye cratv 6a30BUM IEHTPOM
JUTST HABYAHHS YKPAlHChKUX (DaxiBITiB.

3BiCHO, MU 3a3HAYIIIN JINIIE JIeSKi IPOEKTH, CIIPSAMOBAHI Ha 30epeKeHHs
KyJIBTYPHOI CHA/IIIIUHU YU IMATPUMKY My3eHHUX KOJIEKTUBIB, SIKi MTPAITIOIOThH
B YMOBaX BOEHHOTO CTaHY.

[ITe BBazkaeMo 3a MTOTPiOHE 3BEPHYTH yBary Ha BiJIEOIHCTPYKIIii 3 KOHCEP-
Ballil My3eHHIX €KCITOHATIB, 1[0 CTBOPYJIH JIJIsl YKPAIHITiB, 30KPEMa, MOJIbChKI
myseiiHuku (Hamp.: Muzeum Powstania Warszawskiego 2022). Takoxk Bizneo-
IHCTPYKIIi miATOTYBaIN CcIiBpoOITHUKN KaHa/IChbKOTO iHCTUTYTY KOHCEPBAIIil
(PhotoLviv. “Porady z Kanady”) ta My3sero mucrernrs MerpomnoJtiten (CIIIA)
(mamp.: ProtoLviv 2022). 1li iHCTpPyKIIii € BAXKJIMBUMU He JIUIIIE /IS YKpaiH-
CHbKUX My3€HHUKIB, a U JIJIs CTYZIEHTIB, sIKi BUBUAIOTh My3eiHy crpaBy. Ha-
npukiiana, crygentu HaYKMA i3 3amikaBieHHSAM iX IMeperyisaiaad I Jac
OTIaHYBaHHs HABYAJIBHOTO KypCy «3arajbHa My3€0JIOTisI».

YKpaiHChKi My3el MpOJIOBKYIOTh TBOPYI MOIIIYKH HOBUX (pOopM poboTH 3 Imy6-
JiKoro (ToOTO BifiBiZlyBauaMu Ta IOTEHI[IHHWMH BiJIBilyBauamMu) B yMOBaX,
KOJIM HEMA€E TOCTIHHOI eKkcro3utiii. I 1ie He jtuie oHIaiH-GOpPMU. AJie OCKLTb-
KH MOBa /ie caMe PO HUX, TO BAPTO 3rajlaTu ciiBIpaiiio [{eHTpaabHOTO ep-
JKaBHOTO apXiBy-My3€l0 JIITepaTypHy i MUCTEITBA YKPATHU 3 HU3KOIO 3aKJIa/IiB
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BHINOI ocBiTH (HamioHaIbHUM aBialliiHUM yHiBEpCUTETOM, KHIBCHKMM HaIlio-
HaJIBPHUM yHiBepcuTeToM iMeHi Tapaca IlleBuenka, HamioHasibHUM yHIBEpCH-
TeToM « KueBo-MOTHJISTHChKA aKaZIEMisi») B MeKaxX Pi3HUX MPAKTHUK. 30KpPeMa,
B Me’KaX HaBUYAJIbHOI (KyJIBTYPOJIOTIUHOI) MPAKTHUKU /IS CTY/IEHTIB Kadenpu
kysabTyposiorii HaYKMA 6ys10 IpoBe/IeHO OHJIaH-3aHATTSA (3 BUKOPUCTAHHAM
Mpe3eHTAllill), Ha SIKUX CTYJEHTIB 03HAHOMIIH 31 CTPYKTYPOIO apXiBHOI CHCTe-
MH YKpainu ta HamioHaspHOTO apXiBHOTO (POH/TY, 0COOJIUBOCTSIMHU IIEHTPATh-
HUX JIEP?KaBHUX apXiBiB, ictopieto [[JTAMJIM Ykpainu Ta ckiazoMm ioro GpoH-
niB. IIpo ocoGsmBoCTi poOOTH Pi3HUX BiJTIIB yCTAaHOBH, BipTYaJIbHI ITPOEKTH
ta iHdopmarliiHi pecypcu B Mepe:xi « [HTepHeT» (IIJJAMJIM: OdimiiiHuii caiT;
Hudposuit noprasr LIJTAMJIM; IITAMJIM: Onvc ¢poH/iB) pO3NIOBIIAIH ITPE-
CTaBHUKU KX BijautiB. My3ei, apxiBu Ta 6i0J1i0TEKU SIK yCTAaHOBU KYJIBTYPHOI
mam’ATI (coIiabHOI MamM’ATi) € BaXKJIUBUMU JIJIsI MAaUOYyTHIX KyJIBTYPOJIOTIB,
TOMY CTY[IEHTH Ta BHUKJIJadi BAsA4YHI npariBaukaMm [[JIAMJIM, ski rotosi
B3aEMOJIISAAITH OHJIAWH 31 CTY/IEHTCHKOIO ayAHuTOpi€ero. Taka crmiBmpars TaKoXK
CBiTUUTH PO 6KaHHA HU3KU My3€iB ITOIyJIIPU3YBATH CEPE] CTYAEHTCTBA CBOI
OHJIAIH-KOJIEKIII] Ta iH.

OnHUM i3 HOBHX cIIOCcOOIB pempes3eHTanii KyIbTYPHOI CHAAIIIHU € iMep-
CHUBHI BUCTaBKH. Y 2021 p. (mo 30-7iTTs HesanexxHocti Ykpainu) B ApTieHTpi
imeni Bipu Xosomnoi Ojiechkoi KiHOCTYAIl BiKpuiiacs MyJIbTUMEiHA BU-
craBka «ImepcuHui cBit Tapaca IlleBuenka» (doro 1). «BizyasnpHO mpuBa0-
JIUBI 00pasy, M0 0KUBAIOTh, BUPUBAIOUKCH 3 XY/IOJKHIX IIOJIOTEH, HAIIOBHIO-
I0Thb BHCTaBKOBUU IIPOCTIP, IiJIKHUBJIIOIOYUCh MY3UKOIO, CTHPAIOTh MeXKi
MiK TJIS/IaYeM Ta CBITOM MHCTEITBA 1 JAI0Th 3MOTY CIPUUMATH iH(QOpMAITito
He JINIIE B ITi3HABAJIbHIN, a I eMOIIHIHA IIOIMUHI», — 3a3Hadasia fIpociasa
PisaukoBa (PisHukoBa 2021). ITicia moBHOMAcCIITAGHOTO BTOPTHEHHS ITHO
BHcTaBKy nobaurniiu B Kanani ta CIIIA, 6ys0 3i6pano nmoHas 4 MijIblOHU J[0-
JIapiB Ui yKpaiHChKUX BiicbKOBUX (Kysmpumibkuit 2022). IlikaBicTs 70 miel
eKCITo3uIlil He 3HUKaE. /o 210-pivusa Kob3aps ii mpogemoHncTpysaiu B Hartio-
HapHOMY My3ei Tapaca IlleBuenxka (9 Ta 10 6epe3Hs 2024 p.).

¥ HamionanbHOMY My3e€i JIEKOPAaTUBHOTO MHUCTENTBA YKpPaiHHU IIPOUIILIA
BucraBka «Pik gpakonHa» (12 ci4HA — 11 JIIOTOTO 2024 P., TPOJOBKUIU
Ilo 3 Oepes3Hs1 2024 p.): TOHAA 20 KapTuH Mapii ITpumadeHnko 3 My3eHHOI KO-
JIEKIII O’KWBAJIM U pyXaJIucs B PUTMI My3UKHU IypTy «/laxabpaxa». Kpim ani-
MOBaHUX KapTUH €KCITO3UIIisA MICTHJIA 13 OpUTIHAIIB poOiT XynoxkHuti. Has
MyJBTHMEiHHAM IOy MpaIfoBanu ¢axismi TBopuoi komauau EMY3EN
Prodaction, HarioHaJibHOTO My3€l0 JIEKOPATHBHOTO MHCTENTBA YKpaiHu
Ta ®oHny poaunHu [IpuMadeHKo.

ITonorHa Tapaca IlleBuenka, Mapii [IpumaueHko MoKHA Oys10 TT0OAYUTH
Ha iIMEpCHUBHIN BUCTaBIIi «YKpaiHa: PiK CTIHKOCTI, KyJIbTypa OIOPY>» B Tajiepei
«I'panax IMane» B ITapmki (20 Jsrotoro 2023 p.). BucraBka ckiamanacs 3 JBOX
YaCTHUH: TBOPYOCTI YKpalHCHKHUX MAaWCTPiB i BijleomaTepiasly mpo HUHIIIHIO
BiliHY B YkpaiHi (poTo 2—4). CerMeHT I1iJ1 Ha3BOIO «YKpaiHa: 3eMJI XOPOOpUX»
3aHYPIOBaB IVISIAYiB Y IOBCAK/IEHHY peasIbHicTh BiltHU B YKpaini (I'opiau 2023).

BucraBka UKRAINE LAND OF THE BRAVE («Ykpaina: 3emysi cMmiiu-
BUX») yIepiie OyJa mpeacTaBieHa Ha YKkpaincbkomy (ectuBaii Bloor West
Village B ToponTo y BepecHi 2022 p. (Ykpindopm 2022) (doTo 5).
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®doto 1. BucraBka «ImepcuBHuii cBit Tapaca [lleBueHka» B ApTIIeHTpi
imeHni Bipu Xosonnaoi Ofecpkoi kKinoctyzil (PisHuKoBa 2021)

®oTo 2. BucraBka «YKpaiHa: piK CTIHKOCTI, KyJIbTypa OIopy»
B rasiepei «'pany [Tane» B ITapuxki, @panmis (I'opiay 2023)
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®oTo 3. Bucraska «Ykpaina: pik CTIHKOCTI, KyJIbTypa OIIOPY»
B rayepei «I'pany ITasne» B ITaprki, ®pannisa (Fopsiag 2023)

®oro 4. Bucraska «YkpaiHa: pik CTIHKOCTI, KyJIbTypa OIIOpy»
B rasiepei «'pany [Tane» B ITapuxki, @panuis (I'opiay 2023)
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®oto 5. Bucraska «Ykpaina 3emsist cmisiuBux» Ha BWV Toronto Ukrainier Festival
y Toponto, Kauazga (UkrInform 2022)

3rajyiaHi BUIIle iMEPCUBHI BUCTABKU MaH/APYIOTh Jajli CBiTOM (7UB., HATIP.:
O6epeHKo 2024).

BBarkaemo, 110 CHOTOHI BaXKJIMBO He JIHIIE 30eperTu My3eiHi KOJIeKITil,
HepyxoMi 00’€KTH KyJIbTYPHOI CIIa/IIMUHU Ta ITU(PPOBY KyJIbTYPHY CIAIIIHHY,
a 1 momysiapusyBaTu ix. CyJacHi TeXHOJIOTI 0IoMaraioTh IPOAEMOHCTPYBa-
TU KyJIbTYPHY CHAJIINHY B HOBOMY (pOpMAaTi, JAI0Th My3€esIM MOXKJIUBICTh 3a-
JIyYUTH HOBY ayAUTOPIIO (CTAaTH KOHKYPEHTOCIPOMOXKHUMHU B 60pOTHOi 32 yac
Ta yBary misgayda), 1o HaJj3BUYaiHO BaXKJIMBO B YMOBAaX BOEHHOTO CTaHY.

Bucnoeku

IIporpama Tpancdopmarii KyJabTypu IIiJi Yac BiHHM Ta A0 2033 p.
«Ykpaina 2033. Tpancdopmaris 3a 10 pokiB» Tmependadyae, 30KpeMa
B pyoputi «L{udposizariis B KyJbTypi», 3aIyCK PEECTPiB HEPYXOMOI CITA IIITITHU
Ta My3eHHOTO (POH/TY, Oy ISIPHU3AIIiI0 Ta JOCTYIIHICTD; I POBi3alliio 10CTy-
Iy 10 KOHTEHTY My3€iB / 3alOBIHUKIB / MaM ATOK; MPOMOIIiI0 YKPAiHCHKOI
KyJIbTYpH Uepe3 JBOMOBHI oHtaiH-miaTdopmu (Minkynbr 20232a). [{ludbposa
TpaHchopMalis, K i KOMyHIKaIlisa, iIHTepaKTUBHICTh Ta TAPTUCHIALIIA, HUHI
BU3HAYAIOTh PO3BUTOK YKPATHCHKUX My3€iB.

B ocrauHi poku nudposizallisa IpocTopy My3eiB Ma€ yCIixu HacaMIlepes
3aBAsSKA mapTHepcTBY. OcoOJIMBO BapTO 3BEPHYTH yBary Ha (iHaHCOBY
U opraHizamiiHy WTiATPUMKY HEBEJIMKUX PETiOHAJBHUX My3eiB Ta ixHix
KOMaH/I Yy BOEHHUH 4ac.
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BBakaemo 3a moTpibHe Ie pa3 Harosocutu: «...CTpiMka nudposizarisa
MOBCSKJIEHHsI HE 3MIiHIOE PO3yMiHHS (DEeHOMEHy My3el0 Ta WOoro 0a3oBUX
dyuknin. I[TpoTe udpoBi TEXHOIOTII 3/IaTHI MiJICUJIUTH KOTO pOOOTY, ONTH-
Mi3yBaTh BUKOPUCTAHHS PECYPCiB, 3a0€3II€UUTH HOBY SIKICTh M€/TiaIliil TOIo»
(Hamionanpauii 3anoBiguuk «Kuepo-Ileuepchka saBpa» 2021). Iludposa
KyJIbTypa 3JIaTHAa KapJIMHAJIbHO BIUIMHYTH Ha CEHCHU Ta I[IHHOCTI OyTTs,
BHECTH CYTTEBI KOPEKTUBU B CTHJIb JKUTTS.

fAx comiaTbHU TPOCTIp My3€eH 3aJTHIIIAEThCA HAaCAMIIEPE]T MICIIEM CITUIKY-
BaHHS PO KYJIBTYPHY CIAJIIUHY, MPOCTOPOM (OPMyBaHHS KPUTHUHOTO
MUCJIEHHS, KyJIbTYPHOI ITaM SITi, i/IeHTUYHOCTI.
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Digital Transformation as One of
the Modern Trends in the Development of
Ukrainian Museums

Abstract

Agreeing with the thesis that the future of museums should not be a choice
between traditional visits and digital technologies, the author pays attention to
the analysis of some current trends in the development of Ukrainian museums.

1. Digital Transformation as a strategy includes five main elements: data,
empowering people, engaging customers, transforming products, and
optimizing operations.

2. Ukrainian museums are studying the experience of developing digital
transformation strategies in foreign museums and consider the development
of their own digital strategies to be one of the top priorities.

3. Research into the diversity and effectiveness of the use of remote forms
of museum cultural and educational activities, as well as the study of the
Ukrainian experience of creative museum projects in the context of the spread
of the COVID-19 pandemic, remains promising.

Among the forms of cultural and educational activities that were offered by
Ukrainian museums during the first lockdown were virtual tours with
accessible in-depth information about exhibits, virtual walks, online
performances, online lectures, video and audio guides, and online
performances, TV shows, remote master classes, quests for children and
parents, discussions with artists, and interviews with curators.

Rethinking cultural and educational activities and the integration of
museums into the daily lives of the population, museum workers noted that
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they understand that in the future, online formats for museums will become
an equally important means of communication.

According to other museum professionals, it was the quarantine that
showed that no online tours would replace the live impression of a personal
visit. At the same time, there were thoughts that after the pandemic, “live”
personal experience would increasingly become a luxury, so -cultural
institutions, in particular, as well as educational institutions, should consider
what content is best delivered through “live” contact.

4. The COVID-19 pandemic as the main challenge of digital transformation
has faded into the background due to the full-scale Russian invasion of
Ukraine in February 2022. There is an urgent need for digitization and
electronic accounting of cultural heritage.

We believe that today it is important not only to preserve museum
collections and immovable cultural heritage objects, and not only to preserve
digital cultural heritage, but also to promote them. Modern technologies help
to demonstrate cultural heritage in a new format (for example, immersive
exhibitions), and give museums the opportunity to attract a new audience
(becoming competitive in the fight for the viewer’s time and attention).

Conclusions. The digitalization of Ukrainian museum spaces has been
successful in recent years primarily thanks to partnerships. It is especially
important to pay attention to the financial and organizational support of small
regional museums and their teams during wartime.

As a social space, the museum remains primarily a place of communication
about cultural heritage, a space for the formation of critical thinking, cultural
memory, and identity.

Keywords: museum work, museum, cultural heritage, digitalization, digital
transformation, digital culture.
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Kus2xkuil mopTper
y Codii KuiBchki y pivyuiii icTopii:
CBITCHBKHU CIOZKET i JIITYyPpriiHU KOHTEKCT

Y cmammi 8 Hosomy paxkypci 00cAi0#ceHO KMUmMopcobKy dpecky nouamxy
XI cm. Ha cmiHax yeHmpaavHoz2o Hega mumponoauuozo Cogiiicbko20 cobo-
py 8 Kuesi, axa € poOuHHUM nopmpemom 020 3acHo8HuUKa i 6ydieHU1020.
Tpusaauil wac esaxcanu, wo Hum 6ys Apocras Mydpuii. Ha nidcmasi pe-
3yavmamis cyuacHozo susuents Cogii Kuiscvkoi dosedeHo, 1o cnpasicHim
xmumopom cobopy € kuiscvkuili KHA3b Boaodumup Beauxuii. Apocaas
Myopuil auwe 3agepwius poanouamy cnpasy, npome came tiomy aimonucut
meHOeHUIlIHO Npunucaiu 3acHYe8aHHs it 6ydisHuymeo xpamy. L[sa cmammas
Mae Ha memi nozaubaeHe 8UCBIMAECHHA 3Micmy @pecku Ha 0CHOB8T IcmopuY-
HO020, KYAbMYPO.a02THHO20 MA MUCMeYme03Hasu020 amanidy. Baxcausum
niorpyHmMaM € npocmedsxiceHull aBMmMopKoo suUpasHull AimypeaitiHuil KoHmexcm
ubozo croxcemy. IloxazaHo mpancgopmayii, akmyarbHicms ma aHauUywicms
dpecku sk 043 dobu it cmeopenHs, mak 1 041 nodarvwuux enox. HazonoweHo
HA KoMeMOpamueHiil PYHKUIL KHAHCO20 NoOpmpema ma Ha 8axcAusocmi to2o
KOPEeKmHOo20 NPOUUMAHHS CYHUACHOIO AH0OUHOTO.

Kirouosi ciioBa: Bizanris, Pycs, Codis KuiBebka, natyBaHHA, icTopis, apxi-

TEKTypa, CTiHOmHC, rpadiTi, KHMKUH MOPTPET, JITyprisa, Bomogumup Benukwuii,
ponuHa Bonogumupa, Apocias Mynpuii, CBsaromnosk I, Octpomup.
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ITocmanoska i cmaHn po3pooku npodaemu. YHikaabHy iHbOpMAaIiio
mpo yac nobynoBu Codii KuiBepkoi Ta 1mpo ii ktutopa-0yaiBHUYIOrO MiCTUTH
BEJINKUH CIMEWHHH MMOPTPET KUIBCHKOT'O KHA3S Ha TPHOX CTiHAX IIEHTPAIHLHOTO
Heda Coditicekoro cobopy. KHmKUI MOPTPET, 1032 CYyMHIBOM, € TOJIOBHUM
CIOJKETOM He JIUIIIE JIJIS PABUJIBHOTO JATYBaHHA rOJIOBHOTO XpaMy KuiBchkoi
Pyci, ane ¥ 711 po3yMiHHSI WOTO PO3JIOTOI iIEHHO-ZIEKOPATUBHOI ITPOTPaMH,
a OTKe JUI 00 €KTUBHOTO CIPHUHATTSA icTopil i KysnbTypu YKpaiHU yChOTO
BEJIMKOKHSKOTO Tiepiony. 1o 3HaMeHuTY (ppecky mouyatky XI CT. BKe JIaBHO
Y JTOBOJII IUPOKO PO3IJISAZAIN HAYKOBIII, ITPOTE JOHHUHI 3aTUIIAIOTHCA JTUCKY-
CIMHMMU HaBITh KJIFOUOBI TUTAHHSA Yacy il CTBOPEHHsI, aTpUOYIIil Ta BU3HAUEH-
HsI TIEPCOHAKIB, 10 CBITYUTD IMPO HEOOXITHICTh MOIAIBIIIONO BUBYEHHS TEMU
Ta i akTyasbHicTh. Takok o3HaYeHa MpoOJIEMa € aKTYaJIbHOIO 3 OIJISIAY Ha
cyJacHy HOJITHKY B Tasysi icropii. Maersea mpo iMmepebke 3asixanns Pocii
Ha KHEBOPYCHKY CHA/IIIMHY Ta HA CIIPOBOKOBAHE HUM IHEPIIiHE CIPUUHATTSA
KHSDKOTO TIOPTpeTa K YsIBHOTO MoKka3y moctaHHs Cogii KuiBcpkoi 3a wacis
SApociaBa Myiporo, 3 IKUM paJISTHChKi iCTOPUKH OB’ sI3yBaJIX Mi(biuHy «KOJIHC-
Ky TPbOX OpaTHiX Hapo;1iB». ToMy IIUIKOM CIIpaBeIIMBUM € HAroJI0C iCTOPUKIB
Ha TOMY, IO VKpAiHIIAM Tpeba MEePEeUTH BiJi CTATyCy «HECIOJ[iBAHOI HAaIlii»
JIo cTaTycy Hatii «icropuuHoi» (boryciasepka 2019, 7).

L5 cTaTTs CTaBUTH 32 Memy 3’ACYBaHHA Ta NOIINOJIeHe BUCBIT/IEHHS 3Mi-
CTY YHIK&JIBHOI CBITCHKOI (DPECKH B CEHCI 1i aKI[EHTOBAHOTO aBTOPKOIO JIITYp-
TiAHOTO KOHTEKCTY, IKUU IIPOJIMBAE CBITJIO SIK HAa aTPHUOYIIiI0 OPTPETa, TaK
1 Ha 3aTaJIbHY i/IEHHO-ZIEKOPATHBHY IporpamMy cobopy. Lle BaskIuBo 151 06’ €K-
THBHOI PEKOHCTPYKIIil IAaHOPaMHOI KAPTUHHU TOTOYACHOI iCTOPUYHOI CUTYAIIil
B KuiBcebkiit Pyci Ta €Bporri 3arasiom. OJTHUM i3 3aB/IaHb I[bOTO JOCITi?KEHHS
€ OTPUMAaHHS HOBUX apTYMEHTIB IIOZI0 PaHillle BU3HAYEHOT'O aBTOPKOIO /IaTy-
BauHs 1mobynosu Codii KuiBcbkoi B 1011-1018 pp. 1 pO3KPUTTA 3MicTy
CIOZKETY (DpPECKU 3aCTOCOBAHO HE JIUIIE TPATULIIHHUHN TOCTITHUIIBKUIA MOJIYC,
a i kaysaavbHuil Memood, ce6TO MPUINHHO-HACTIIKOBUH Mi/IXiJ 3 ypaxyBaH-

Buxaad ocHoeHo20 mamepiaay. Y naBHuHYy 115 baratodirypHa dbpec-
Ka po3MillyBajiacsi Ha TPhOX CTiHAX IeHTpaabHOro Heda i Mmana II-nmomibHy
dopmy (puc. 1). lle nHatibinpima (3aBnoBxkku 15 MeTpiB) dppecka Codii Kuis-
CbKOI, 3arajbHOBiJIoMa SIK KHSKUHM TPYIOBUU IMOPTPET IEPIIOI MOJIOBUHU
XI cr. HamuciB Ha mopTpeTi Hemae, i HEBIOMO, UM B3araji BOHHU OyJsiu
Ha HBbOMY THUCSUYOJITTA TOMY. ®pecKy TpaJuliiHO BHU3HAYAIU SK ITOPTPET
poauuu fApociaBa Myaporo, OCKUIBKH JIITONHMC HA3UBAE UOTO 3aCHOBHUKOM
cobopy B 1037 p. (JIazapeB 1970; Bricorkuii 1989; Poppe 1968). Ha ¢pecmi
CIpaB/i 300pajkeHa KHsKa POJIMHA KTUTOPA, TOOTO TOTO, XTO 3aCHYBAB 1 IO-
6ynmyBaB cobop. CaMme TyT i KPHETHCS 3aKO/I0BAaHA JJI BCIX KJIIOYOBA, OHAK
TrOCTpO JIMCKYCiliHa, mpobJieMa J1aTyBaHHs cOOOpy, MOrO 3aCHOBHHUKA Ta Oy-
JIBHUYOTO. FKIIO JUBUTHCS IITUPIIIE, TO Il mpobsieMa Bei€i Tiel 1oou, 60 B Hik
MICTHTBCS BiZITIOBiZb HA MHUTAHHS MPO KYJIbMIHAIIWHUNA TEPIOJ PO3BUTKY
KHsKO1 Pyci-YKpainu, MapKkepoM SIKOTO € Jac 3BeZieHHs cobopy. [loptper OyB
i € He JiuIIe MapKepoM BikonoMmHoro ¢akty mobyznoBu Codii, a i1 BTiIEHHAM
TOJIOBHUX TOTOYACHUX 1I€0JIOTIYHUX 1 MOJITUYHUX 3AIUTIB 1 3aBJaHb BEJIU-
KOKHSTJKOI BJIAJIH, BiJi/I3€pKaJIEHHSAM HAIO1 IJTHOMHHOI icTOpii.
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Puc. 1. PosmimenHs kasxoro noprpera B Codil Kuiepkiit

dpecka 3puMO MifIHECEHA HAJT COTHAMU 00pa3iB CBATUX Y HIIKHBOMY SIPYCL
Xpamy, a OTKe 1 HaJl MiiZITaHUMU KHs351. BoHa BupinieHa 3 HebaueHUM po3Ma-
XOM, imtocTpytoun mapaguuil Buxis y Codilficbkuii co60p KUIBCHKOTO KHA3S
i fioro cimM’i, fAKa, cyAsuM 3 KiTbKOCTI IIEPCOHAXKIB, CKJIaianacs 3 10 ocib. Ixms
YPOUHCTA XO/Ia OCAMHUM IEHTPAJIbHUM IIPOCTOPOM i/l TOJIOBHUM KYIIOJIOM
€ BEJIbMH HE3BUYHOIO JIJI CBITCHKUX IOPTPETIB ¥ CXiZTHOXPUCTUAHCHKOMY MO-
HyMEHTJIbHOMY >KHBOIIHCI I[HOTO Iepiofly. CBITCHKI TOPTPETH B XpaMax Ti€l
mo6u Oy 3HAYHO MEHITUMHM i po3MilyBaiucs Ha mepudepil xpamy abo
B HIDKUili 30Hi PO3IHUCY, OCKIJIbKU 3eMHe, a TOMY TPilllHe, He MOTJIO OYTH piB-
HuM HebecHOMy. HaToMmicTs kHsKui mopTpeT y Codii KuiBcbkili 3pumo min-
HeceHHUH HaJ yCiero ii HUKHBOIO 30HOI0 PO3IIUCY, /i€ CTOSUTH IIPOYaHH, 3aiiMa-
oYM Micie «Mix HeboM i 3emieto». TyT BTiJIeHO i/iero mpo Te, 1110 Haj Beecsi-
TOM IMMaHy€e 300pakeHUH y KyToJIi B TeXHiIi Mo3aiku Xpuctoc [TanToKpartop,
a Ha 3eMJIi TPaBUTH Horo BIpHUU HaMIiCHUK, BEJIMKUH KHA3b KUIBCHKUH,
SKUN BUCOYIE HAJ MiAJIAHUMHU. 32 CBOIMHM po3MipaMu i po3TallyBaHHAM
(dpecka He Mae TpeELE/IEHTIB y cepeTHhOBIYHOMY MOHYMEHTAJIHHOMY IIOP-
TPETHOMY >KHBOIIMCi, YUM 3aBXK/U BUKJIUKAJIA 3/TUBYBAHHSA JOCIiTHUKIB.
OTXe, KHSKUU MOPTPET BBeZleHO B ocHOBHUU mpoctip Codii KuiBchkoi, e
po3ropTaJiacs JITYpris, 110 aKIEHTYE HOr0 CAKPaJTbHUU 1 BOTHOYAC ITPOTPaAM-
HUU [IEPKOBHO-TIOJIITHYHUN XapaKTep.

o crorosHi Bim dbpecku 30eperyiucs 3HaYHI PparMeHTH: YOTHPHU IIOCTATi
Ha MiBJIEHHI CTiHi, /1Bl Ha MIBHIUHIN 1 peIITKY 300paskeHb IOCTaTel Ha KyTOBUX
3AJTHIIKAX 3axiHol (pHc. 2, 3, 4, 5). LleHTpanbHa, 3axXifHa JJaHKA KOMIIO3HITil,
BTpaydeHa, OCKIbKU PO3TAIlIOByBasach Ha posibpaniit Ha 3mami XVII-XVIII cr.
CTiHI 3aXi/HOI MOTPIMHOI apKa/iv; 3AJIUIIKN apKaau oOPMUIIH i vac i€l
mepebyIOBH Y BUIJISA/I ITJIOHIB XpEIaTUX CTOBIIB, sIKi IPUMUKAIOTH
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Puc. 2. Kusoxuit moptpert. IliBzienHa nososuHa dpecku. Bianspko 1018 p.

Puc. 3. Kusoxuii noptper. IliBHiYHA 0710BHHA pecK.
®dparMeHT y IpaBOMy HIDKHBOMY KyTi. Biiu3pko 1018 p. Tpu BHCOKI mocTaTi
BaBUJIOHCHKHUX OTPOKIB JIIBOPYY — pecTaBpaliiiiHa BcraBka cepequnu XIX cr.
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Puc. 4. Ilocrats kHA3A Puc. 5. I[Toctath KHATHHI
Ha IIJIOHI cTOBIA. B HIDKHIN YaCTHHI ITiJIOHA CTOBIA.
@®parmMeHT EeHTPATbHOI YaCTUHHU @parmMeHT HeHTPATBHOI YaCTUHHU
¢pecku. bauspko 1018 p. IIpaBopyu — dpecku. biuzpko 1018 p.

iMiTarliss opHaMeHTY, BUKOHAHA
pecraBpatopamu B cepennHi XIX cT.
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JIO MBHIYHOI i MiB/IeHHOI cTiH Heda 3 OOKOBUMH YacTHHAaMH IMoptpera. Ha
[UX TiJIOHaX 6AYMMO PEIITKH MOCTaTeN KHA3S i KHATHHI, 300paKeHUX y HOTo
[IeHTPaJIbHIH YacTuHi. [1iB/ileHHy TOJI0OBUHY (DPECKH BIIKPHJIU ITiJ] Yac PECTaB-
paiiii crinomucy cobopy B cepenuHi XIX CT. 1 clmoyaTKy BBayKaTu 300paKeHHAM
cBaTux MydeHuIls Codii, Bipu, Hazii Ta JIro60Bi, Ha/i rOJI0BaMU SIKHX BiJ[ITOBi/I-
HO Oysi0 300pakeHO HiMOU. Aste Bxke B XX CT., ITiC/Is BUSIBJIEHHS 3aPUCOBKU
¢pecku, BUKOHAHOI B 1651 p. TOJUIAHACBKUM XyJOKHUKOM A. BaH Becrep-
espmom, i BUBHAUIIIH SIK POJUHHUN TOpTpeT ApociaBa Myaporo, OCKUIbKU
JIITOTIMICH CYTOJIOCHO HA3WBAIOTh Horo 3acHOBHUKOM Coditicbkoro cobopy. Ak
BiJTOMO, JIITOIIHCHI JIATH € CIHIPHUMH, OCKiJIbKH HoBroposichkuii I titomnuc natye
sawtaguau Codii 1017 p., a «[ToBicTs BpeMeHHUX JIiT» — 1037 p. Tak camo BBa-
3KAIOTh 1 JIOCITITHUKY, TOTPUMYIOUHCH OJTHI€l 3 IUX JIaT, 0 CIPUYHHUIIO TPH-
BaJIy JHCKYycCilo, IpoTe 3a Mexi KHsmkiHHA fpociaBa mobynoBy Codii BoHK
He BUBOJIATH. AJIe MU JIOBEJIU sIK HAYKOBUH (dakT, mo Hacupas/i Cesara Codisa —
mam’siTka ;1oou He fIpociasa, a fioro 6atbka Bosmonumupa Besvkoro, xpecTuTe-
ss1 Pyci. Ile ae 3Mory mo-iHIIoMy cripuiiMaTté co0op i Horo KTuTopa. ApKe
came Bostogumupa sik OyiBHUUOTO cOOOPY MPSAMO a00 CHMBOJIIYHO MTPOCIIAB-
JISTIOTB YCi CIOKETH HOTO MO3aiK i Ppecok, 10 HAIIMHO MiATBEPIKYIOTH 1 JyKe
pauHi coditiceki rpadirti. Hadinasuinn 3 HUX MicTATh Aatu 1018 Ta 1019 pp.,
KoJu Jiiti flpocyiaBa Ie HaBiTH HE HAPOAMJIHCA, a 11 rpaditi € JaBHIIITUMU
3a «xpecroMmaTiiiHuii» 1037 pik (Hikirenko, KopHieHko 2012; HikiTeHKO
2022a). Y 2011 p. 3a pe3y/IbTaTaMU HAIINX KOMIUIEKCHUX JOC/TI/KEHDb YKpaiHa
i Bech cBiT Ha mizcTasi pimenas FOHECKO Bigznaumiu 1000-JIiTTS 3aCHYBaH-
Hs Codil KuiBcpkoi. 1le mano 3Mory mo-HOBOMY pO3IVISHYTH JaHI IOpPTpeTa
1010 TTepcoHidikarrii 300pa*keHrX Ha HbOMY iCTOPHUYHUX OCi0.

Ha xap, Ha/l BU3HAUEHHSIM KHS)KOTO ITOPTpeTa Iie ¥ Jjoci TsKie 3acra-
pUIHH, TIpOTE JKUBYYUH, MOMYJISIPHUU Yy CyCIIJIbCTBI CTEPEOTHUI, OCKIJIbKU
BiH «OCBSIYEHUI» JITONUCHUMHU JaTaMU, X04a iX y»Ke JaBHO BU3HAHO TeH-
JeHIiHHUMH. PekoHCTpyr0UYn (GPECKy, JOCTIHUKN 3a3BUYAll 3aJIy4alOTh
3rajlaHy BHUIIEe 3apUCOBKY A. BaH Becrepdenpza, IpyHTYIOUNCH HA TIEPEKO-
HaHHI, 1110 BOHA 300paKy€ IPYIMOBUHA OPTPET POAUHU ApociaBa, OCKiIbKU
JIITONIHCH caMe HOro Ha3WBAIOTh 3aCHOBHUKOM cobopy (puc. 6). B ocHOBI
BCiX 3aIPOINIOHOBAHUX TIMOTETUYHUX PEKOHCTPYKIIIH, sIKi Pi3HATHCS B JleTa-
JISIX, JIE3KUTDH OJTHA CXeMa: y IeHTPi KOMITO3HuIlii 300paskeHa TpoHHA (irypa
Xpucra, o fxoro 3 060x cropin miaxoguwtn fpocnas 3 mozaewtio Codii
Ta Horo apy:kuHa IpuHa; 3a ApociaBoM ciilyBau ixHi cuHH, 3a [puHOIO —
nmouku. CepeJt CUHIB JIMIIE BiIOMUE TOJbChKUH icTOpuK A. [Tomme mob6auyus
yOpaHy B sIBHO *KIHOYHH OJIAT AKYCh HEBIJIOMY JIOUKY I[bOTO KHs135 (JIazapeB
1959, 148-69; 1970, 27—54; Bucoupkuii 1967, 35—44; Bbiconmkuii 1989,
63-112; Poppe 1968, 1—-29; 1981, 15-66).

VsBHe 300pakeHHs B IIEHTPi (PPeCKH TPOHHOTO XPHUCTA, OTHOTO YU 3 ITOCe-
penuukaMu Mizk HuMm i KHspKOIO poguHOI0 fApociiaBa, — 1ie Mid, IKUH KOUye
3 mybOsikarii B mybsikarito. Hegapma xojHe jpKepesio He (IKCYe TYyT TaKUX
mepcoHakiB. YoMych HIXTO 3 JIOCITTHUKIB HE 3BEPHYB YBard Ha Te, 1110 BEJIH-
ye3Hud TpoHHUH XpucToc sk [ap HebecHuit axk HisIK He Mir OyTH 300paskeHUN
ITi] HOTaMU KHS3s1, IKUH i1 9ac BiJIIIpaB CTOSB Ha 3aXiJIHUX XOpaxX, IKpa3 HaJl
IleHTpoM TopTpera. Ile HOHCEHC, aJike, sIK 100Ope BiZIOMO 3 cepeaHBOBIUHOI
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Puc. 6. Kusmxuii moprpet y 3amManboBLi A. BaH Becrepdenpaa. 1651 p.

JliTepaTypH, KHI3b BBaXKaB cebe HamicHMKOM bBora Ha 3emuti. 3BicHO, IIOTO
He GpaJTu 710 yBaru 3rajlaHi MpeCTaBHUKH TOJIIIITHBOI CYyTO aT€iCTUYHOI HAYKH.
Tomy crapi rimoTeTnyHi peKOHCTPYKIii dbpeckn € XuOHUMH, 60 cylepedaTh
cepelHbOBIUHIM MeHTasbHOCTI. Citiyi 000B’A3KOBO BPaxOBYBAaTHU 3aCaHUYUN
MIPUHINI iKOHOTPahiYHOTO KAHOHY: CTIHOIUC COOOPY BUPIIIIEHUH Y KOHTEKCTI
iepapxiunoro eqHauHs llepkBu 3eMHOI, sAKa Moswiacs B xpami, 3 IlepkBoio
Heb6ecHoto, 306pakeH010, TOOTO UyIeCHO SBJIEHOIO JIIOINHI, B HOTO apXiTeKTypi
i crinonuci. Ie 0co6IMBO CTOCYETHCS MiTHECEHUX HAJI IIPOCTOPOM XpaMy BeJIH-
KUX iIKOHHUX 00pa3iB, Iijl IKUMU BipSHU MOJIUTOBHO CTOSLTH, a HE 3QJIUIIAIIN
ix mig cBoiMuM HoramMu 4u 1mo3amy cebe. IIpUKMeETHO, IO penpe3eHTaTHBHA
Ta MaHIBHA HAJ[ MiIJJaHUMH KHsDKAQ POJIMHA IMMOTPAKTOBAaHA HA IOPTPETI SIK
MMOCEPETHUK MiXK HeOECHUM i 3eMHUM CBiTaMHU.

3 oruisity Ha GBI paHHE JJaTyBaHHS cOOOPY i IapChbKUE cTaTyc 300pa-
JKEHHUX Ha MOPTPETi KHA3S 1 KHATHHI, 5 1e 3a70Bro /10 Bigkputtsa B Codil
HaWJaBHIIMKUX JaToBaHUX Tpaditi, 3ampomoHyBajia BJIACHY aTPHOYIIiIO
¢dpecku. Moro yBary IpuBEepHYB TOH BOXKJIUBUH DAKT, 1[0 KHIKUH OPTPET
JiTKO (DIKCYE I[IJIKOM NMEBHUU LIEPKOBHUI 00OPsA — HAa MOE IEepeKOHAHH,
Ile YUH OCBSIYEHHs XpaMy poAuHOoI0 Bomomammupa Benukoro. Ileii kirouo-
BUU HIOAHC (pecku (g BIepIle 3ayBayKWaa HOTO) CUMBOJI3YE XPeEIeHHS
Pyci BosogumMupoMm Ta CTBEPAKY€E PiBHICTH KHS35 allOCTOJIAM, IO IIEPETy-
KyeTbes 31 «CmoBoM mpo 3akoH i Biaromars» #oro cydacHHKa — MUTPOTIO-
suta Inapiona KuiBcbkoro. Imapion HazuBae KHsA3A «y BIAJUKaX aroCToO-
JIOM» 1 CTBEP/KYyE HOTO XPHUCTHSIHCHKY PiBHICTH cB. mapio KoHcranTHHY
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Besnvkomy, HasuBaroun Bosogumupa «piBHUM pO3YMOM, PIBHUM XPHCTO-
06CTBOM, PIBHUM YecTio cayxuTesneM Moro» (Mosmosan 1984, 96, 191a,
98, 1936). Ines Bosogumupa PiBHOamocTosbHOrO GYyKBaJIbHO IPOHU3YE
Bech aHcaM0Oyp Mo3aik i ¢pecok Coditicekoro cobopy (HikiTeHko 2025,
59—70). Citi 10/1aTH, 10 AaHAJIOTIYHO ITOCTAE Ha MOPTPETI Ta B IHIITUX CIOXKe-
Tax posMucy U apyxuHa Bosmogumupa ArHa ITopdipoposiHa, 110 BOUYEBUIb
€ JKUBOIO pedJIeKCier0 TOAINTHBOI iCTOPUYHOI peayibHOCTi. BapTo 3a3HauunTH,
110 S1 B3KE JIOBOJIi TaBHO aTpUOyTyBasia GpecKy K KHKUH IOPTPET POUHU
Bosopumupa Benukoro, 1Mo Majao MO3UTUBHUN PE30HAHC Y 3aKOPJIOHHIN
Hayni (Hukurenko 1987, 237—44; Kampfer 1992, 76—94).

Jlesiki mpe/iICTAaBHUKK MeMIEBICTUKU YKpaiHu, 30kpemMa akajemik 1. To-
JIOUKO Ta WOT0 HAyKOBi NPUOIYHUKHU, Pi3KO HE CIIPUUHSIA HOBOTO OaueHHs
dpecku. Ixusa mosumis, 30kpema, Gya 3yMOBJIEHA TOTAIBHOK KPUTHKOIO
HOBUX IiZIX0/TiB HayKoBIiB HamionanmpHOTO 3amoBigHuKa «Codis Kuicbka»
JIo BUBYEHHs coO0py. Bkpali HeraTHBHUH iMITyJIbC OTIOHEHTIB OYB TOPOJIZKeE-
HUU He JIUIe iXHIMU aMOIIiAMHU K « HAQyKOBUX aBTOPUTETIB», a U epeaycim
MaB Ha MeTi 3aBaguTH BifzHaueHHIO Ha piBHI FOHECKO 1000-miTTsa Codil
KuiBchKOi — 1aTH, HAYKOBO BCTAHOBJIEHOI 1 BCEOIUHO OOTPYHTOBAHOI BUEHU-
MH 3amloBilHUKA. Piu y TiMm, 10 Ile maTyBaHHs HE BKJIAJIAJI0CS B IIEKAHY
I1. ToslouKOM CYMHO3BICHY PafsTHCHKY JOKTPUHY «€IMHOI KOJHUCKU TPhOX
OpaTHiX HAPOAiIB» 3 HIOUTO OAHOYACHOIO MOABOIO TPHOX CodilichKux cobo-
piB (Kuie — Hosropojg — Ilosionpk). Hacnpasni k 3acHoBaHa Bosiogumu-
pom Benukum Codisi KuiBcbka Ha Iijie JIIOJIChKE ITOKOJIIHHS JaBHIIIa
3a CBOIX T€30K, IO IiJITBEP?KEHO Pe3yJIbTaTaAMU HAIIMX 6araTOpivHUX J0-
CoTiyPKeHb. Y 1M cuTyalnii HoBe 6adueHHS KTUTOPCHKOI (ppecku, K i cobopy
B3araji, W10 Bpo3pi3 3 aMOIIisAMH i 3aCTapuUIMMU HiX0JaMU 3TalaHUX
«aBTOPHUTETIB», 3asyueHux [1. TomoukoMm. BoHu opraHizyBasu Iiyini lecaHT
HayKOBIIiB i3 Pocii Ta pa3oM 3 HUMU NPOBEJU MOTPOMHUIIBKUHA «KPYTJIUU
cTin», xoua gocimikernHs Codii He Oysio mpeaMeToM ixHiX 6e3mocepenHix
HAayKOBHUX 3alliKaByieHb. /[0 TaKUX KPOKIB iX CHOHyKasio Te, 1m0 MockBa
B piumimii il IOKTPUHU «POCIHCHKOI JIEPKABHOCTI», KA MPETEHIyBaa Ha
1000-JITHIO CHA/IIIHY, ITe 3 iIMITIEPChKIX YaCiB «TPUBJIACHIIA» 3ACHOBHUKA
cobopy Bosiogumupa Besnkoro. He HaBiBIIIM KOHKPETHHUX apTyMEHTIB, MO0
rirmore3y moA0 aTpuoyIlii Ta 3MicTy KHAKOTO MOPTPETA, AK 1 BCi 1HIIT A0CTi-
JUKEHHSI Cy4yaCcHUX YUeHUX 3allOBiIHMKA, Ha3Baiu «mpodaHamieio». Bapro
3ayBasKUTH, 110 JKOJIEH 13 WIEHIB 3raJIaHOl «KOMaH/IU» HIKOJIU HE JTIOCITiIKY-
BaB CKJIAJIHY KOMIUJIEKCHY ITpo6JieMy KHIKOro nmoprpera. OOHEHTH ITOBEpP-
XOBO 3TaJJaJTH i1 Ha KIJIBKOX CTOPIHKAX CITEI[iaJIbHO MiITOTOBJIEHOTO KPUTHUY-
Horo BuzmaHHA (Matepianu Kpyrioro cromy 2010, 40—42). HaTtomicts Mu
Ha/IaJIu 3Ba)KEHY JIOKJIAJ[HY BiJIMOBiZb HA 6Cl MOPYIIEHi B I[bOMY BUIAHHI
pobsieMu koxcHoMy 3 foro aBTopiB (bobpoBcrkui, IBakin, Tosouko 2010),
MIPOTeE KOJIHOI PeaKIlii Ha Hel Tak i He JJOYeKaJIHCA.

OTike, HA KTUTOPCHKOMY ITOPTpeTi dirypye 3oBcim He fpociaB Myzapui,
a oro 6aTbko Bosmogumup BesTmkuil ik XpecTUTE b CBOTO HAPO/Y, 3aCHOBHUK
1 OyziBHIYMH JlecATHHHOI IEPKBH, a 3ro/IoM — MuTponondoro Codiiicbko-
ro cobopy B Kuesi (puc. 7). Lle 1miyikom JIoTigHO, a/ike MUATpOIOJIisA Pyci Oysa
3aCHOBaHa He3abapoM Iic/Is il XpeIeHH HaMPUKiHIi X CT., 0 3aCBiTIyOTh
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Puc. 7. Mozesb JlecATUHHOI IIEPKBU B pylii Bosogumupa.
3amanboBKa A. BaH Becrepdernpaa. 1651 p.

Bi3aHTIMCHKI HOTHIII — CIIMCKU MUTPOMOJTii KOHCTaHTUHOIIOIBCHKOTO IaTpi-
apxaTy, HyMepoBaHi 3a jjatramu ix 3acHyBanHsa ([I[amoB 1989, 25—27, 191).
Boxe Toz1i BUHUMKIIA HarajapHa notpeba B 6y1iBHUIITBI MuTpomosundoro Coditi-
CBKOTO cO0OOpY, OCKibKU mpucBsyeHa boropoauti [JecsatuHHA 1epkBa Oysa
KHSDKOIO, IayIalfoBOI0, IO BiZITOBiZlayi0 Bi3aHTIWCHKiA MOKTpUHI Aiapxii
Ta cuMdOHil CBITCHKOI i AYXOBHOI BJIaIN, KOJKHA 3 IKUX MaJla BJIACHUH OCI/IOK,
MIPOTE «OHE TiJIO i OHY YIITY».

Coparnuriero KHs13s1 Bosionumupa y cripasi xpereHss Pyci Ha mopTperi mo-
cTae HOTo Apy:KWHA — BizaHTilicbka mpuHIieca AHHa IlopdipoposHa, pigHa
cectpa imneparopis Bacuis IT i Koncrantuua VIII, qouka Pomana II i oHyuka
Koncrantuna VII BarpsHopoanoro. Ock yoMy Ha 3apucoBli Becrepdesbia
Bosomumup i AHHaA 300pakeHi B ITapCHKUX KOPOHAX, IO IJIKOM BifOBiae
Jorepesiam. HaliOuibIn 1OCTOBIpHUMY 3 HUX € MOHETH Ta IIeYaTKH Bosiogumu-
pa, Ha SIKUX BiH He3MiHHO (irypye y BizaHTilichKiil kKopoHi (cTemi) (HukureH-
k0 1987, 237—44). AHHA K, IKY B yCiX JaBHbOPYCHKHUX JI?KEPEJIAX 3aBIK/U BEJIH-
YalTh «I[ApUIEI0» (a2 He «I[apiBHOI» ), € TEPOIHEI0 3HAMEHUTOTO (PECKOBOTO
IUKJIy CBITCHKHMX (PpPEcoK MBOX CXOMOBHX BeK, IO BEAYTh HAa KHSKI Xopu
(«moati») Codii. 3a MOIMU AOCTIIIKEHHAMY,  BEsKaX peaicTUYHO 300paske-
HO 3apyuunu Bonogumupa i Auau B KoHcrantunormosti Ha 31ami 987/8 pp.
T'0JIOBHOIO CIIEHOIO IMBHIYHOI <«)KIHOYOI» BEXI, CXOJaMM SIKOI MifiiMasiacsa
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Puc. 8. Kusaruua AHHa Ha KHSKOMY OpTpeTi (J1iBopyy)
1 B KOpoHariitHii cueni Ha ppecui XI cr. y miBHIUHIN Bexi

Ha XOpU KHATHHA 31 CBOIM IMOYTOM, € ¢pecka « KopoHariiHuil Buxij mapiBHu
Annpn». Ti 3a MapebkuM MUTIOGHEM 06PAIOM Bi3aHTIHIT KOPOHYBAIM HA 3apy-
yrHax 3 BosogumMupom, Kl oTpuMaB THTYJI Kecaps (1japs), 60 nopdipopoa-
Ha I1apiBHA MaJia BUMTH 3aMiXK JIHIIIE 32 aps 3 IOTPUMAaHHAM yCixX 00pA0BUX
nepemoHiit (HikiTenko 2018, 40—177). 3aBBaKy MMOBHY TOTOXKHiCTH 000X 00pa-
3iB Aunu (puc. 8) — Ha ¢dpecrii Bexki i Ha KHAKOMY [TOPTPETi, BOHH BiIpi3Hs-
IOTBCS JIUIIIE 11 BIKOM: Y TIEPIIIOMY BUIIQ/IKY BOHA ITe HApeUYeHa, y IPYToMy — 3pijia
kinka. [{ikaBo, 110 06pa3s ii pigHoro 6para — morytaboro Bacwris I1, sskuit diry-
pye B Codii B iMmrepaTopchKil JIoxi Ha ppectii «Imogpom», sKa 300pasKye MO0
1 ciyusa 988 p. (miBmeHHA Beka), TOTOKHHUE HOTO JIENIO Mi3HIIIOMY OPTPETY
Ha 3HAMEHUTIN BUXiHIN MiHiaTIOpi 1019 p. 3 IlcaysTupsa 1poro imreparopa,
110 36epiraernes B 6i6stioreri Mapuiana y Bererrii (Hikiterko 2024b, 7).

He moskHa 3a6yBaTH TOTO BaXKJIUBOTO (DaKTY, 10 KHAKUH MTOPTPET BUPi-
IIIEHO BiITIOBiIHO /10 KAHOHIB IEPKOBHOI 0OPsTHOCTI, y PyCJIi cepeTHbOBIUHOT
XPHUCTUSHCHKOI iyXoBHOCTI. Ha HhOMY 300pazkeHa pUTyaIbHA [IEPEMOHIS OCBs-
yenHs Cogii. Ha Mmoe nepekoHaHHs, 1le peasibHa icropuuHa noxis. [lepen-
yciM 3BepHY yBary Ha Ty 06CTaBHHY, IO 114 CBITChKa (Ppecka HaBIPOTH TOJIOB-
HOTO BiBTaps 3pUMO IIEPETYKYETHCA 3 HOTO Uy/I0BOIO0 MO3aiKOI0 « EBXapUCTisi»,
Ha piBHI AKOI BOHA po3TamoBaHa. COKPOBEHHUU CIOKET «EBXapHCTii» UIr0-
crpye Ceare Ilpuuactss — rosioBHe TaiHCTBO llepkBH, mij| yac AKOTO XJIi6
1 BUHO 4uyziecHO TiepeTBoprooThcs Ha Tino i Kpo Xpucrosi. llelr meperyk
MO3aikt i PpecKu YiTKO KOHCTATy€e MPUTAMaHHUH KHAXKOMY IIOPTPETY JITYP-
rifiHu# XapakTep Ta poOUTh aKIEHT Ha allOCTOJIbCHKiM Micii BEJTMKOKHSKOI
poxuHu. BojiHOUac MOPTpeT npocsasJse 3aciayry Bomogumupa Benukoro sk
3acHOBHUKA i 6ymiBHIYOTO CodilichKOTO COO0PY — « MUTPOIIOJIi] PYCHKOI».

3’sicyBaTH 3MICT ITi€l TPAHI03HOT KOMIIO3HUIIII, AK 1 BCIX iHIIHMX CIOKETIB,
MeHI JJOMIOMOTJIN YHCJIeHH] BiZloMi IIparli mpo cXiJHOXPUCTUSHCHKY JIITYPTilo,
B SIKUX PETEeJIbHO OMMCAHO BiAmoBifgHi i1 nepkoBHi unHu (O umHe 1858;
Jlebenes 1890; JImurpueBckuii 1907; CkabaianoBud 1910; [osy61ioB 1918;
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Tpebuux ITerpa Mormmu 1988; XKenroB 2000). Ha Binmminy Big aTeictnannx
PaJISTHCBKUX YaciB, Y TaKOMY paKypci HHUHI JOCHIJKYIOTh ¥ iHIINI XpaMoOBi
KOMILJIEKCH Bi3aHTIHCHKOTO CBITy SK YHIKaJbHI iCTOPHKO-KYJIBTYPHI Ta
mucrelbki peHomenu (Busantuiickuii Mmup 2006; JInmos 2009b). Beazkaro,
10 B MOJIOHOMY JAHCKYpPCi IOTPiOHO po3misagaTy i KHskuil noprpet y Codil
KuiBcbkill, ajike, OMIPU HOTO «CBITCHKICTh», BiH BUPIMIEHUH Y [yci ITHO0KO1
XPUCTUSHCHKOI IYXOBHOCTI, 1110 OyJI0 HEBIJTIJIBHUM OJTHE BiJi OJTHOTO. 3BiCHO,
B aTeiCTUYHIN paJSHCHKIH Haylli IepeayciM aKIeHTYBaJIM Ha CBITCHBKOMY
XapakTepi mopTpera, 3a0yBalOUM PO Te, IO BiH € BUTBOPOM CYTO XPHUCTH-
STHCBKOTO XPaMOBOTO MHUCTEITBA CEPENHBOBIUHOI /106u. BusHavaapHUM
JUISI IPOYMTAHHSA TOPTPETA B JITYPTiIHHOMY KOHTEKCTI JIIsi MEHE B)Ke JIABHO
CTaJIO Te, IO BiH TiCHO OB sI3aHUU 3 Mo3aiuHO0 boromartip’to OpaHTOI0 B ro-
JIOBHOMY BiBTapi co00pY 3 YiJIbHUM T'PEIbKUM HAIIMCOM HaJ| Hew. Besrmues-
HUH TOCBATHUU Hamuc cobopy Hax OpaHTOI0 HABIPOTH MOPTPETA MiCTUTH
cjIoBa TcayMa: «bor cepes HbOro — Hexall He XUTa€EThCsA. bor moMoske romy,
KOJIM paHOK HactaHe» (I1c. 45:6). Y mcanmi HAEThCA PO HAZIWHO 3aXUIEHUN
Borowm Bij cuit 3712 «ThMHU 30BHIIIHBO1» HebecHuii Epycasum. Hamuce BiguyT-
HO acomioeTbesl 3 CodificbkuM cOOOPOM fAK OCEPASM XPHUCTUAHCHKOTO
KueBa — «HOBOTO €pycanumy», Ha 110 3BepHYB 0c0obuBy yBary C. ABepuH-
nieB (ABepHUHIIEB 2004, 278—352).

CyrosiocHo 6i6utiitHilt mapagurmi Hamwcy Bosiogumup, 3006pakeHUH
Ha MOPTPETi, Hece Ha MPecTos cobOopy JITYPrilHUN pestikBapiil (epycaanm)
y BULJIAI Mozeni JlecATHHHOI IEPKBH siK ecclesia matrix, TOOTO «MaTepuH-
CbKOI IlepKBU». Mojiesp 00pa3HO BTUIIOE i/Ief0 HOBOHaBepHeEHOI Pyci, Ky
KHA3b Besie 10 BiBTapsa CraciHH:, 60 mis iMeHeM €pycaauMy po3yMi€Thes
Lepksa, 1o BipuTh y Xpucra. Moziesb nepe/iae JIHCHUNA apXiTeEKTYPHUH BU-
s JlecsITUHHOI MEPKBH, SK il PEKOHCTPYIOITH JIOCJITHUKU 34 PEIITKAMU
(pyHmAMEHTIB: aKIEHTOBAHO 3CYHEHE /10 CXOAY ITSITUKYIIOJIbHE SIZIPO, TPHU-
BiBTapHICTh, OJIMH PSJ] BUCOKUX BiIKPUTUX OIYHUX rajieped, BiICyTHICTh HA
3axigHOMY (pacajii CXO/IOBUX BeXK, HATOMICTh HAsBHICTb TaM JIBOX BXOJiB —
BEJIMKOTO IIEHTPAJILHOTO i MEHIIIOTO B ITiBEHHO-3aXi/THY Kallesry (XpeIaabHIo).
MaemMo mpaBauBe yHiKaJIbHE 300pakeHHS apXiTEKTYpHOTO 00pasy IIsATH-
KYIIOJIbHOI Ta TPUBIBTapHOI JleCATUHHOI IIEPKBH, HA IO CJTiJT 3BAXKATH.

Tox Epycanum y pyui Bonogumupa € cumBosiom Llepksu XpucroBoi (xpu-
CTUSTHCBHKOI Pyci), sIKy KHA3b, SIK «HOBUU Moticeli» (Tak Bosiogumupa Benya-
JIV TaBHI KUiBChbKi KHIDKHUKM), Besie /1o BiBTaps Codii [Ipemyzapocti Boxoi.
S maBHO MOMITHIIA, IO HATIUC € KAHOHIYHOIO MOJIUTBOIO UMHY HA OCBSIYEHHSA
Xpamy, sIKy IPOMOBJISIOTH TO/[i, KOJIA 3aKJIa/IAI0Th HOTO MiIBAJIMHU 1 Ha/T Ha-
PIXKHUM KaMeHeM, Jie Oy/ie BJIAIITOBAaHO IIPECTOJI, CTaBIATh XpecT (HukuTeH-
KO 1999, 55). Y MOJIUTBI HIeThCs TIPO 2Kke371 Molices, 1110 € Mpoo6pa3oM XpecTa.
O6pas mpopoka Moticess — TBopus 6ibitiHOI cKiHil (Ipoobpasy xpamy) —
€ He IPOCTO BAXKJIUBUM, a KOHILENTYAJBHUM JJIs YUHY OCBSIUYEHHS XpaMmy,
YOMY Bi/IIIOBiTAI0Th OCHOBHI apXi€perchKi CBANEHHO/IINCTRA.

BBazkato, 110 MOPTPET KOHIIEHTPOBAHO UIFOCTPYE MTOBHUN YWH I[€PEMOHIT
OCBsTYEHHA poAnHOI0 Bosogumupa xpamy Codii Biz ii 3axianus (ocBAUeHH
(yHIaMeHTIB) 10 BXOY /10 Hel KHSKOI POJIUHH i aK /IO KyJIbMiHaIiiHOTO Be-
JIIKOTO BXOJly KHA3s-XpectuTess 3i CBatumu J{apamu B ii BiBTap, 10 3puMo
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CHUMBOJIiBy€e cob010 xpemeHHs Pyci. /o peui, 11i To10BHI JIITYprifiHi MOMEHTH
OCBSTUEHHS XpaMy aKIIEHTOBaHI TaKOK MO3aikaMU royioBHOTO BiBTaps Codil
Kuiscrkoi (HikiTeHKO 20223, 119—60). Y cepeTHbOBIYHOMY MHUCTEITBI U JIiTe-
paTtypi, 3a 3aKOHOM ILUTICHOCTI 300pasKeHHs, AiI0 IepefaBajii IOBHICTIO,
BiJl MOYATKY 0 KiHIIsSI, TOMY CIOXKeT (DiKCyBaB JIUIIE TOJIOBHE, CYTTEBE. TpuBa-
J1a 71is 3a3HaBasia CXeMaTH3allii Ta YIIUIbHEHHS, TPHYIOMY PEUTiICTUYHE i CHM-
BOJIIYHE HE PO3MEKOBYBAJINCH, 3aB/ASAKN YOMY i HabyBasia 1103a4acoBOTO
(BiYHOTO) CAKPAJIBHOTO XapaKTePY.

IITo 6yno 300pakeHO B meHTpi moprpera? IIpukMeTHO Te, IO MOCTATi
KHS35 1 KHATUHI 3CYHYTI B IPOTHJIEXKHI KyTH 3aXiZHOI CTIHM — IIPO IIe CBia-
YUTH SIK PUCYHOK Bectepdenpaa, Tak i 3ayuinku Ha Hill dpecku. Ha moe nmpu-
IyIIeHH:, Y HeHTp (ppecKoBoro noprpera 6ysa BMOHTOBAHA BEJTHMKA MapMy-
pOBa mmaHesb, aJKe MapMyp — BiTOMUH 3 apXaldHUX 4YaciB CHMBOJI BiBTaps
(puc. 9). Ilnutwy, axi ii GopmyBasm, criafasy MOHYMEHTATIBHUU MOTHB
BiBTapsI, OCKUJIbKY CaKpaJIbHA MapMypOBa iHKPyCTAaIlisl aKIIeHTYBaJIa PUTYaJIb-
HUH anoreii 306pakeHoro fifictBa. Bapro mpumyckaru 6e3nepeuny iHimiatu-
By IIpUHIIECH AHHHU Ta II KOHCTAHTUHOIIOJIBCHKOTO OTOYEHHS, SKi CKJIaZaIn
SIZIPO KYJIBTYPHOI eJIiTH IPU KUiBCbKOMY ABOpi. Piu y Tim, 1m0 mozibHa naness
X cr. po3mimena B Coii KOHCTaHTHHOIIOIBCHKIN y TAKOMY CAMOMY MICITi, TTi/T
3axifHUMU Xopamu i Haj ImmepaTtopchkum BxozoM. KosbopoBuil MapMyp
BIZITBOPIOE TYT 00pa3 MPECTOJIY, 0 SIKOTO PyXaBCs Bijf TOJIOBHOTO BXOJY 10
BiBTaps BiHuaHWi borom BacmieBc. Ha milf KOHCTAaHTUHOIIOJIBCHKIN TaHeT
JIBa BeJIMUE3Hi XpecTy GIaHKYIOTh CUMBOJIIYHHH BiBTap i3 3aBiCOIO Ta XpecToM
y KiBOpii I YoTUpMa MeaJIbHOHAMH IO KyTaxX — CHMBOJIAMU €BAHTEJIICTIB.
Binomo, mo B ikoHOMUCI 300pakeHHS KiBOPil0 CHMBOJIIZYE BiBTap. Y HbOMY

Puc. 9. Mapmyposa nasesns HaJl IMnepaTopcbKUM BXOZ0OM
y Cogii KoHCcTaHTHHONIOIBCHKIH. X CT.



E-ISSN 2663-2160. Haykogi 3aniucku HaYKMA. Ictopis i Teopist kynasrypu. 2026. Tom 9

Haois Hikimenxo. Kusoxuii moprper y Cogii KuiBcbkiil y piuumii ictopii...

132

Ha ITOCTaMEHTI IIPEJICTaBIEHO IKOHIYHIH 00pa3 TpiyMdabHOTO XpecTa, IKUU
BiJIKpUBAETHCA B KiBOpii-eUKys1i uepe3 po3KpuTi 3aBicu. [loctameHT 15
xpecta (OpMy€E CTYIiHUYACTY TOpy, sika BUKJIMKAE acolfiamiio 3 «JlicTBuiero
HebecHoto». OCKUJIBKH BiBTApHUM HPeECTOJl cUMBOJTIZye KuBoHOCHUU ['pob
TocniojieHb, 1151 KOHCTAaHTHHOTIOJIbChKA KOMITO3HITiA € ajTto3ier Ha Xpam ['poby
TFocrionaporo B Epycanumi i yocobioe coboro Hebecuuit Epycanum, rpaii-
03HHUI 00pas AKOro BiATBOPIOIOTH K Codis KOHCTAHTHHONOIBCHKA, TAK 1 il
«te3ka» Codis KuiBcbka.

JlocImiTHUKY 3’sCyBaJIH, IO 3rajlaHa InuTa 3 [oarodchbKuM XpectoM Oyia
BCTaBJIeHA B IepBicHYy MapMypoBy iHkpycramio cTiH Codii KoncrantuHo-
MTOJIbCHKOI Ha MOYaTKy X CT., TOOTO B ernmoxy Make/IoHChKOI IMHACTII, 0 I10-
poanuaiacs 3 Propukosuuamu depe3 AHHY ITopdipopoany. s iHcTansAmis
Oysa iHcmipoBaHa mporpamoro Immepartopepkux Bpat Codii Koncrantuo-
MTOJIbCHKO1, CTBOPHUBIIIA TUM CAMHM CBOEDITHUY apXeTHII, TOB I3aHUH i3 CUM-
BoJtiko10 Ilapchkoro BXozy, po3po06JsieHO 3a mpajiiia KHATHHI AHHY iMIiepa-
topa JleBa VI Mynporo (886—912) (JIuzmoB 2009, 163—209, 211). LI kommo-
3uniss 6aratToro mapmypoBoro o03700eHHa Codii KoHcTaHTHHONOIBCHKOI
€ VHIKaJIbHOI B OOJIMITIOBaHHI ii CTiH, OCKUIPKHM BOHA OyJia TiCHO IOB’sA3aHa
3 riepeMoHiaioM llapceroro Bxozy mo «Marepi immepii».

BpaxoByroun po3mileHHs EHTPAIBHOI JIAHKU POJUHHOTO TopTpeTa Bosto-
JIIMHUPA HaJT BXOZI0M y royioBHe cBaTmiuIe Codii KuiBcbkoi, el KoHCTaHTH-
HOIIOJIbCHKUU aPXETHUII IIUTKOM MiT OyTH B3ipIEM /IS JIEKOPATHBHOTO 0POpM-
JIEHHS ¥ PO3p0O0JIEHHS CHMBOJIIKH BEJTMKOKHSIKOTO BXO/y. /1o Toro sk Bosiogu-
MHP i AHHA MaJTH TTAPCHKHUH TUTYJI, IO BiZIOMO 3 JizKepeJt i 6yJ10 3puMO IoKa3a-
HO Ha KHs?KOMY HopTpeTi. [I[pruHaiiMHi (paKTHYHA CHHXPOHHICTb, TOTTOTpadiv-
HAa Ta iJlefiHa CIIUTbHICTh BUPIIIIEHHS IIHOTO 3aBJJaHHSA B 000X ITaM ATKax 6e3cyM-
HiBHI. Kusmxuii moptpet y Codii KuiBebKiii € CK1aJHIM CHHTE30M JIITYPriliHOTO
Ta iCTOPUYHOTO, CBAIIEHHOTO TA MUPCHKOTO, PEATICTHYHOTO Ta CUMBOJIIYHOTO.
Ile «xuBa ikoHa», yHIKa&JIbHA MOHYMEHTAJIbHA 1HCTAJISAIA, 0 CIIPUAMAIacs
SIK OJTHE IMTHAMIYHE ITiJTe 3 6araToirypHUMU CIOJKETaMU i JIMKaMu CBATHX. ba
OLUTbBIIIE, TPAH/TIO3HUH TTOPTPET, ITiJT IKUM 3YITUHSIACA KHSKA POJUHA, OYB Op-
TaHIYHO BIUIETEHUH y *KUTTsI FTOJIOBHOTO Xpamy Pyci, a orke, ii camoi. Moxkemo
3 IOBHUM IIPABOM FOBOPHUTH IIPO MiCTHYHY PeaJIbHICTh IIOPTPETA, IKA BBOJIMIIA
HOT0 y BIUHICTP i BOZTHOYAC Y ?KUBY KHIBCHKY JIHCHICTb.

IToTpiliHi apKu HaJ EeHTpoM IopTtpera (Ha xopax) i mig HuM (Y IeH-
TpaJIbHIN HaBi), Y IKUX BEJIUYHO «SBJISJIOCS» HAPOAY KHSIKE IOJPYIKKS,
3MYIIYIOTh 3TAJIaTH «apKU YCJIaBJIEHHS» Bi3aHTIHCHKOrO IlepeMOHiay:
y IeHTpaJbHy apKy KHWIBCHhKHU MUTPOIIOJIUT, SIKUH yOocoOJoBaB XpHCTa,
BHOCHB xpecT KoHcTaHTHHA, 062614 AKOTO, HA T/Ii OIYHUX apOK, 3YITHUHJIUCS
KHs3b | KHATHHA — «HOBI KoHcTanTHH i €1ena». Hemapma Bosogumup tpu-
Ma€ MpUHeceHHH HUM y Pych Benuknii YUecHUH XpecT Ha CBOiX MOHETax,
YyucieHHi 300pakeHHA AKoro 6aunmo Ha ppeckax Codii Kuiscerkoi. Lle 6y1o
3pUMHUM CHMBOJIOM CBSIIEHHOI Micii Bosiogumupa i AHHU — «aIoCTOJIiB
Pyci» (HikiTeHko 2003, 180—201).

Y Codii KuiBcpkil sKpas Haj MapMypOBOI0 IAHEIII0 — CHMBOJIOM
BiBTaps — Oysia nmugepHa IIUTa OTOPOKI 3aXiTHUX KHSKUX XOP 13 BMOHTO-
BaHOIO B HeEl BEJUKOIO 3€JIEHOK SIIMOK, Ky B AIOKaJilcuci Ha3BaHO



E-ISSN 2663-2160. Haykosi 3amuckn HaYKMA. Ictopis i Teopist KyasTypu. 2026. Tom 9

Haois Hiximenxo. Kuspxuii moprpet y Codii KuiBebkiil y piammi icTopii...

133

Puc. 10. [lTudepHa n1ura 3 [apCbKUM OpPJIOM
HaJ MiBJIEHHOIO II0JIOBUHOIO KHSKOT0 IoprpeTta. biuspko 1018 p.

ceitTuiiom HebecHoro Epycanumy i oroToskHeHOo 3 Xpuctom (06. 21:11). Y Bi-
3aHTIUCHKIN apXiTeKTypi 3eJIeHN KaMiHb MapKy€e 3B 130K 3 iMIIepaTOPChKOI0
11 BorkeCTBEHHOIO MIPUCYTHICTIO Ta ACOI(IIOETHCA 31 CBAIIEHHUIIBKUM JIOCTOIH-
crBoM mapcrtBa. CodilichKUi Maparner i3 sIIMOI0, 32 IKUM Ha XOpax CTOSB
KHsI3b, BUBHIIYIOUMCHh HAJ MiJaHUMU, Haraaye, mo B bBiosii Tocmoga sk
MMOKPOBUTEJISI KHS351 MOPIBHIOIOTH 31 muTOoM: «BiH Moe Mumiocepas i obro-
POJIXKyBaHHS MOE, IPUTYJIOK Mil i Ciacuresns Mil, mut Miit, — i 1 Ha Hporo
crioziiBatocs; Bin migkopsie meni Hapoa mii» (Ilc. 143:2).

Ockinpku ikoHHUI 06pa3 Xpucra He Mir GirypyBaTé B I[eHTPi TOPTpeETA,
TOGTO Wiz HOraMM KHA3:, Moro yocobuia BeJHKa KpyIya AIIMa — CBiTHIIO
Hebecuoro €pycanmumy sik cumBosi Criacutessi — HEOECHOTO MTOKPOBUTEJSA
kHA35. CaMe 110 «TIOIOHY /10 I3epKaia» 3eJIeHy SIIMY, IKY KUSHU BBaXKaJIU
YapiBHUM JI3€PKAJIOM, 3TaAyIOTh Y IIbOMY MicIli iHO3eMHI MaH/IpiBHIKH Map-
tuH [pyneser i Epix Jlscora. [IpuyoMy mepiiuii 3 HUX y 1584 p. 1ie 6auus
SIIMY, & IPYTUH Y 1594 P. — JIMIIIe 3QUTiIJIeHe BAITHOM THi370 /iyis Hel. [Tig gac
mepebyI0BY 3aXi/THOI YACTHHHU IeHTpasbHOTO Heda Ha 3mami XVII-XVIII cT.
3axiiHI XOpU PO3TOPOUIIH, a TUIUTY i3 3aTVIHOJIEHHAM JJIs SIIIMU IT€PEMiCTH-
JIM JTO OTOPO2Ki MiBHIYHUX XOPiB, Ie BOHA € IOHUHI.

Ha moni6Hi mporecyasbHi CIleHH HATPAIJISIEMO K Y PAHHbOMY Bi3aH-
TiliChKOMY MHUCTEITBi (3HaMeHuUTI Mo3aiku 6a3uirik Cau-Birane B PaBenHi
546-547 pp. Ta CauT-Anostinape Hyoso kinns V— mouatky VI cT.), Tak
i B Tpy3UHCHKUX (ppeckax, Ha AKUX KTUTOPU 300pakeHi B pyci 10 BiBTaps.
Hanpukiaz, y Beranii (Henmomasik Big T6imici) y xpami 1207 p. 306pazke-
HHUM Ha HOTO HiBJAEHHIH CTiHI KTUTOD, AKUH OYOJIIOE MPOIECiio, He MiIHO-
CUTh MOJIeJIb Xpamy OesmnocepeZiHbo Xpucty uyu boromarepi, a Hece ii 10
BiBTaps. XapakTepHO, 10 B 6araTbOX TIPY3UHCHKHUX PO3MUCAX XPUCTOC,
Boropoautis Ta iHIImi CBATI mepcoHai MoMiIleHi He B IeHTPi, a lepes KTU-
TOPCHKUM PSZIOM, IO HiIKPECTIOBAJIO PyX Y IEeBHOMY HAnpsAMKY (Anube-
ramBUiIu 1957, 24—5, 46—7). HaBefeHi mpukIau CIpPOCTOBYIOTh TBEP-
JUKEHHS JIeAKUX JOCTITHUKIB, 0 KTUTOPChKI KOMITO3HUIlI 000B’A3KOBO
nepenbavaloTh EeHTPAIbHY Qirypy Xpucra.
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Yu MaB KHKUHU HOPTPET Y JAaBHUHY CYIPOBITHUN HAamuC (YU HAIMKCH)?
Jlymato, 1o MaB, ajie BiH 3HUK ITiJT Yac KOPEryBaHHs CI0KeTy a00 IIOHOBJIEHHS
dpecku. I1. Okin, ssxkuil po3uninas dpecky 3-Iij OIIHHOTO 3anucy B 1935 P.,
BUSIBUB Ha Hill IPOKpeCIeHy TOPU30HTAIBHY JIiHiI0-rpad 10 y BEpXHil yacTh-
Hi IBJIEHHOI IIOJIOBUHHU IOPTPETA, 10 AKiH, SIK BiH BBaXKaB, OyJI0 3p00JIEHO
B JJaBHUHY HAIWCH, 3YHUIIEH] B TIepio/i COTHIIEBCHKOI pecTaBpallii cepeinHu
XIX cr., xonu ¢pecky peresnbHO nmpoTtepsin nemson (HikiTenko 2017, 186).
3 opieHTAaIIi€10 HAa CYITPOBiAHI HanKCcH Ha Mo3aikax i dpeckax Codii (miminTi)
51 BBasKaro, IO 11e OyJIk He iMeHa EPCOHAKIB, AKI MICATN BEPTUKAIHHO Oijis
KOKHOI (pirypH, a TOpU30HTAIIBHUK CYIIPOBITHUI HAITHC JI0 BChOTO CIOKETY,
0 TPSMO abo 3K CUMBOJIIYHO (HAIPUKJIA/, CJIOBAMHU BiJ[IIOBITHOTO TICaIMa)
MOSICHIOBAB HOTO 3MicT i ITpocsiaBiisaB Bosogumupa sik xpecruress Pyci. e
HaIKC BOYEBHU/b Ile MOKHA OyJI0 IPOYMTATH 32 YaciB BiTHOBHHKA cOOOpY
i meprmoro pecraspatopa mi€i ppecku y 40-x pp. XVII ct. mutponosnura ITerpa
Morwrtu. MabyTh, 1le ¥ CHOHYKaJI0 MOro 300pa3uTH B IEHTPi KOMITO3HIIil
Bosiogumupa (B ikonorpadii XVII cr.). He 3Hamoum jaBHBOI ikoHOTpadii
Bosiogumupa, Mormwia HazilaB #oro obpasy-/IBIHHUKY MEBHY HOPTPETHY II0-
JIIOHICTD i3 IMepcoHakeM (Ppeckw, 10 TPUMAE MOIETb XpaMy, TOOTO, Ha HOTO
IyMKY, 3 fIpociiaBom. O6pas Bosmomumupa, sikuii 3’ aBuBcs Ha dpectri 3a Iletpa
Morwty, BiJipi3HSEThCS BiJl OibII paHHIX 300paskeHb Bosiojumupa Ha MiHia-
TrIopax XIV—-XV cr., /ie KHsA3B IT0CTAE CHUBOOOPOUM CTAPIEM, IIIO HE MA€ HiYO-
TO CITIJTBHOTO 3 peaJIbHUM 00pa3oM Bosiogumupa, IKUi IoMep IIe He CTapuM,
y BiIli 6JIM3BKO 55 POKIB.

ITerpo Mormna, sxkuii 3HaB 3 JiiTonuciB mpo mobynoBy Codii fIpociaBom,
OyB IIE€BEH, III0 caMe BiH 300pa’keHUI Ha IOPTPETI 3 MOJIEJUTIO XpaMy, HECYUU
ii ycutisr 3a BBEJIEGHMM MHUTPOIIOJIUTOM JI0 KOMITO3UIlii Bosiogumupom, To6TO
IIOCTa€ Ha MTOPTPETi 3aBepIIlyBaueM CIIPABH CBOTO OaThbka 3 OOYZ0BH COOOPY.
Morwua, 3BicHO, 100pe 3HaB 30epeskeHe 3 XI cr. «CiroBo mpo 3akoH i biaro-
JlaThb» MUTPOIIOJIUTA-pycuHa LnapioHa, B skoMy pedpeHOM B3BYyUYUTH ifiesi:
«1mo0 Bostogumup posmouas, Te Apociias 3aBepmuB» (MosgoBaH 1984, 97—8).

Hacnpasi aBHil o6pa3 Bosiogumupa (a He Apocnasa!l) 3 mogesuro [lecs-
TUHHOI IIEpKBU GirypyBas Ha ¢ppecili Hops 3 HOro OiIbIN Mi3HIM ABIHHUKOM,
o 3’ABuBcA TYT 32 [lerpa Mormwtn B 40-x pp. XVII cT. 32 pEKOHCTPYKITIEIO
ITerpa Mormu, Ha dpeci 6ys10 306paskeHo 3acHyBaHHs CB. Codii Ha JriTo-
IMUCHOMY «IIOJIi 1032 TPajIoM»; SIpociiaB He MiTHOCUTH MOJIETb Xpamy 6aThKO-
Bi (AK ramaau esiki JOCHTiIHUKY), 60 I1e CyliepeduTh KaHOHAM, a ITiTHOCUTh
xpam Xpucry sk cBitiwry HebecHoro €pycannmy, MOCTaloun 3aBepIIyBadyeM
capasu 6arpka B mobyzosi Codii. Ampxe mutponosut [Terpo Morwia uyznoBo
PO3YMIB CUMBOJIIKY 3€JIEHOI SAIIMU, 110 CSASIIa HAJT TOPTPETOM.

Tak, MabyTb, [Terpo Morusa BUPIIIUB CKJIAHY MPOOJIEMy y3TO/[?KEHHS Bi-
JIoMoT0 oMy (haKTy 3acHyBaHHs cOO0pY e 3a yaciB Bosogumupa ta jritomnuc-
HOTO CBi/TUEHHS PO 3BeJIeHHsA Horo fIpocyiaBom. Came TOMY MUTPOIIOJIUT BBiB
JIO KHSKOTO IopTpera o0pa3 Bosiogumupa, 60 KHA3eM 3 MOJIEJUTIO XpaMy BiH
BBazkaB fApociaga. [1po Te, mo Moruia 6yB IEBHUM I0JI0 PUYETHOCTI BoJto-
nuMupa 1o 3acHyBaHH: Codii, BBaskaB HOT0 OJTHUM i3 JIBOX KHS31B-KTHUTOPIB,
CBiIYMTH CTBOPEHHS MHTPOIIOJIUTOM y COOOpi CIPaBKXHBOTO MEMOpIary
cB. Bosmoyiumupa. [Tetpo Morwia BOylyBaB y CXif[Hy YaCTHHY HiBHIYHOI rajepei
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co0opy KaIUTHITIO-ycunaabHio Bosmoaumupa (ii perrrku 36epersucs 10 Choro/-
Hi), Jle MaJId TTOKOITHCS BifHAW/IeHI MUTPOIOJIUTOM Ha pyiHax JlecATHHHOI
IIEPKBU MOIIIi CBSITOTO KHS351, OCBATHB HA HOTO YECTh CYMDKHUU Il KaIUIUII
BiBTap i3 rpobHuUIer0 ApociaBa. MUTPOIIOIUT TAKOK JIaTyBaB 3aKJIaIUHU CO-
60py 1011 p. ¥ CBOEMY KTUTOPCHKOMY Hamwuci iz Kyrosiom Codii, AKui mouu-
HaBcs cioBamu: «Hauva 3patucs ceit [Ipemypocti Boskoi xpam B y1iTo 1011».
ITosa cymHiBaMH, BiH HEe BUTQ/IaB [0 TOUHY JIaTy, aJie MaB SIKiCh HEBIJIOMi HaM
BTpaveHi Mi3Hilre apredakTH, MOKIHNBO, HaBiTh 3aKJIaJHUA KaMiHb i3 Ii€r0
nmaroro. Criy HaraaaTy, o [Terpo Moruia nepeo6siaiHaB IPeCTOJT Y TOJIOBHO-
My BiBTapi co0Opy, a TAKUHA KaMiHb 3a 00PS/IOM 3aKJIaJIAJIA SKpa3 IIij] Miciie
MaHOyTHBOTO IIPECTOITY, i€ Tlel apTedaKT, MOKJINBO, OyJI0 3HAUJIEHO 3a YaciB
mMuTtporonuTa. Mormia, sk HaMarascs BiIPOJKYBATU CBSIIEHHY KUIBCHKY
JIaBHUHY, MaB TBep/ie IepEKOHAHHA, 1110 06pa3 Boyoxumupa dirypysas y nas-
HUHY K [TPOBiZ{HA 32 CMUCJIOM IIOCTATh IIOPTPETA, iHAKIIle MUTPOIIOIUT He Ha-
BaKUBCA O Ha HOT0 BBEJIEHHS B KTUTOPCHKY KoMmmiozutiio Codii KuiBepkoi. Cy-
JIsT9U 3 ycboro, Morusa mobadus Ha 1ill ppeciii mpaBayuBe 300paskeHH 00PSAY
3acHyBaHHsA Codilicbkoro cobopy B 1011 p. 3a Bosmogumupa, o6pas sikoro BiH
VBIB 710 HopTpeTa. AJi?Ke epyZIOBaHUA MUTPOIIOJIUT J0OPe PO3YMIiB JITypriiHUH
Ta ICTOPUYHUI KOHTEKCTH 3Ta/IaHOTO BHIIE IIOCBATHOTO Hanucy Hast OpaHTOIo
B TOJIOBHOMY BiBTapi cobopy (HikiTeHKO 2015, 30—34).

IToBepratoumnch /10 iHTEpIpeTalil CIOXKETy KHSKOTO IOPTPETa, 3aBBAXKY,
IO YMH Ha 3aCHYBAaHHS XpaMy — JIHIIIE TI0YaTOK HOTO I0BOJIi TPUBAJIOTO OCBSI-
yeHHs. ['0JI0BHA CKJIa/I0Ba YaCTHHA 00y — XPECHHH XiJT 32 MOII]AMHU CBATHX
y CYCIZTHIO IIbOMY XpaMy IlepkBy. TakuM nepeHeceHHs M Motrel LlepkBa mana
IMOKA3aTH CIIaJIKOEMHICTD i BIUHICTh XPUCTHUSHCHKUX i/leaTiB, TOMy MOIIIi TIEpe-
HOCHWJIH B HOBi XpaMu 3 OUIBIII JIJaBHIX i IEPIUX. B ypouucTHX BUIIQIKAX XPHUC-
TUSHCHKI peJtikBii, 30kpema CsaTi Jlapu (eBxapuctuyHi x1i6 i BuHO) 11pu Bestu-
KOMY BXOJIi HOCHJIU B OCOOJIMBHX XPaMOIIOIOHMX peJlikBapisax, ski Ha Pyci
HasuBau €pycaauMamu abo cionamu (3 XVII cr.). Ile Oysim Mojesi MepKOB,
0 BifioOpaskaiyd peajibHI PUCU apXIiTEKTYPH CBOTO Yacy. fK CKa3aHO BHUIIIE,
TaKUM EPYCATHMMOM Y pyIii 300paskeHoro Ha ¢ppecti Bosiogumupa Oysia BesbMu
peasticTiyHa MoJiesTb nepkBu boroponuili JlecATHHHOI sIK cakpaJIbHUH 00pas
HOBOI XpUCTHUSAHCHKOI Pyci, sIKy KHA3b-XpecTuTe b Befie A0 Cracinas. /[xxepesa
Ha3WUBAIOTH IIeH XpaM «MaTEePUHCHKOIO IIEpKBOIO» (ecclesia matrix).

XTo 2k ime, kKpiM KHA3s Bostogumupa i kHATUHI AHHU, Mir OyTH 300paske-
HuH Ha nopTpeTi? Citi/i BpaxoByBaTH Ty 0OCTaBUHY, ITI0 IOPTPET CTBOPIOBABCS
OyKBaJIbHO HA 3JIaMi IIpaBJ/IiHb: HANPUKIHII 100U Bosogumupa, motiM Ha
IMOYaTKy KUIBCHKOTO KHsDKIHHSA fApociasa (kiHenb 1016 — j1iTo 1018), moTiM
y pik kHsoKiHHA B Kuesi Csaronomnka (J1ito 1018 — J1iTo 1019) i 3perrToro OyB
3aBepureHui 3a fpociasa B 1019 p. Jlatu A BUYKCINIIA 3aBAAKH XPOHOJIOTIY-
HUM CBiJTYEHHSM Pi3HUX JIZKEPEJI, IPOAHATI30BaHUX Y PAKYPCi TOUHHX JTAHUX
aBTeHTHYHOI XpoHiku Titmapa Mepsebyp3bkoro (Tutmap 2006, 162—-3, 234).
Taka uexapzia mpaBJIiHb 3a YaciB ycoburri 1015—1019 pp. He MOIJIa He IT03HA-
YUTUCh Ha KHSXKOMY IOPTPETI, TaKil cobi 15-MeTpOBi «MOHYMEHTAIbHIN
Iporaral/ii» BeJIUYi KOKHOTO HOBOTO KHIiBCHKOTO BOsIoZiapsi. IIpore Ha Ifo
0o0cTaBUHY HIiXTO 3 JIOCJiJTHUKIB YBaru He 3BepTaB. A MaEMO 3Ba)KaTH HA BU-
KJIMKH PEaJIbHOI icTOpil, iHaKIIIe I CKJIaHa TPobieMa 3aBUCAE Y BAKyyMi.
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PeKOHCTPYKIIifl KHS2KOTO IIOPTPETa

MoskHa BUCYHYTH TakKy Timotesy. Haramato, 1o 1o fpociaBa, 3 14 ceprHs
1018 p. i 10 j1iTa 1019 P., BEJIMKUM KHA3eM KHiBchbKUM OyB CBsTOIoNK Bosomau-
MHPOBHY. BiH BOueBH/Ib MPOIOBIKUB ONOPSIKEHHS COO0PY, /i€ Bifidystacs Horo
IHTpOHi3aIlisA, CyIPOBO/?KYBaHa KOPOHAIT€!0. Lle miTBepIKyI0Th HOTO MOHETH
(cpibHUKM), Ha AKKUX € TaKUH Hamuc: «CBATOIOJIK HA CTOJIE a ce ero cpebpo»,
a caM KHs3b 300paskeHUH y Bi3aHTIHChKIH KOPOHi (cTemi). Bin OyB curom BoJto-
numvupa Bemwkoro Big OsricaBu — 60rapchKo-Bi3aHTIHCHKOI IPUHIIECH, AKY
CasrociaB Xopobpuii mpusiB y KuiB /1 fIpomosika, 1o 3aTUHYB IIif] 4ac yco-
ouri ki X cr. (HikiteHko 2024b, 15—42). OTiKe, IpHUILyCKalo, 1110 Ha ITOPTPe-
Ti (pHC. 11) mepIINM KHKUYEM, SIKHH CTiyBaB 32 6aThbkoM, 3 1018 p. OyB
Casrononk I. ¥ 1019 p. fIpocias Bini6pas y Hporo Kuis, i kuBomnucIyi 3aMiHIIN
rioro Ha flpociyaBa 3 Boii 2K ocTaHHBOrO. OCh YOMY Ha IiBJEHHIN IOJIOBUHI
IOpTpeTa MEPIINN KHSKHUY, SKOTO HUHI 6aunMo, HMOBipHO, ApociaB — mMo-
Jonmuii 3a CBATOINONMKA CUH Bostogumupa, KHA3b IPYToro 3a 3HAYEHHIM MicTa
Pyci — Besimkoro Hosropoja, Bosiomap sikoro OyB mimBiagHuii KueBy i maB

MopTpeT poankn kHA3s Bonoaumupa CeAtocnasnya
(PeKOHCTPYKUiA A.i.H., npod. Haaii HikiTeHko)

o 4

- KHA3b B

w

T LepKBU 5 - wundpepHi NUTK napaneTis xop 9 ni6

AWM=

- KHArMHA AHHA 6 - fipocnas 10 - ®eodhaHa - cTapLia AOHbKa
- MapMmypoBa naHenb (no axanorii 3 Codietlo KoHcTtaHTuHONoNbCbKoW) 7 - Bopuc Bonoaumupa ta AHHU
- p Ha MapMypoBii naHeni 8 - apyxwuHa Bopuca 11,12, 13 - goHbku Bonogumupa ta AHHU

Puc. 11. PekoHcTpyKitist KHsKOTO mTopTpera 3a H. Hikitenko
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CIIa/IKOBe IIPaBO Ha HBOTO. Ajte fIpocyiaB mocBapuBces 3 6aTPKOM HaNEPeNOHI
HOro CMePTi 1 po3B’s13aB KpUBABY yCOOUIIIO, 3 SIKOI BUUIIIOB IepeMozkiieM. Te,
mo Ha ¢pecri oxpasy 3a Bosmogumupom — fpocias, Mayio 3a HOro 3a1yMoM
O3HAUaTH, 1[0 caMe BiH € 3aKOHHHUM CIAJKOEMIIEM BEJIMKOKHSKOTO CTOJIY.
[HIIa piy, 1110 HOTO JIMK IEPETBOPUIIU Ha KIHOYUH ITi/T Yac pecTaBpailii cepeiu-
Hu XIX CT., KOJI1 Yepe3 BTPATy T'OJIiB IIEPCOHAKIB BUPIIIIIIH, IO TYT 300paske-
Hi Codist, Bipa, Haist i JIro60B (1uB. BUIIE).

Bci inmmi mepcoHaski mopTpeTa HasieskaTh 710 poauHu Bosopumupa i AHHA
(HikiTenko 2022c¢). [Ipyruii KHSKU4 Ha dpecti Mae aTpubyT HAapChKOi BIIAH:
Ha HHOMY, €IMHOMY 3 YCiX CHUHIB, TAKHH CAMUH, SIK y 6AaThKa, IJIAN[-KOP3HO
13 300pa’keHHSM OPJIiB Y KoJiaX (AaBTEHTUYHHUH PUCYHOK BTPAdyeHO, YVSBJIEHHS
PO HBOTO MAEMO 3 MaJItOHKA Bectepdernbza). AHAJIOTIYHUN repabIunIHuN
3HAK MOJKHA MOOAYUTH Ha 3raJiaHidl BUlle mMudepHid IJIUTI mapameTy Xopis,
SIKpa3 HaJ Mi€lo MOCTaTTIo. 13 cuHiB Boslogumupa B 1011 p. MapchKuil caH MaB
Bopuc, po 1o cBivaTh JaBHI JxKepesia. Yumasto icTopukiB Hebe3ITiicTaBHO
BBaXKaIOTh, 110 bopuc i I'1i6 craiu HammaikaMu KAiBCbKOTO CTOJIY, 60 HapOIu-
JIMCA B XPUCTUSHCHKOMY HILTIO01 Bift mapiBHu AHHU. OTKe, KHSKUY Y [APChKil
MaHTil — Bopuc, criajikoeMens i criBmpaBuTtesib Bosogumupa. Bopauuii y Mmas-
TiI0 ¥ OCTAaHHIN HA TOPTPETi, HAUMOJIOIINY KHAKUY, OYEBUJTHO, IPYTHH 11ap-
cbkui cuH [J1i0, KM 3arvHYB Ie 30BCciM MasuM. MoXkiauBo, Bosiogumup
3a Bi3aHTIMCHKUM B3iplieM HaMITUB Horo y criBipaButesti bopuca. Ha ¢pecii
B pemakiii fpociaBa 3a¢ikcoBaHO JUHACTUYHI IIEPEBary KOKHOTO ITePCOHA-
’Ka: CTapIIMHCTBO 3a BikoM fpociiasa i napcebke nmoxomxeHHs bopuca i I'iba.
Kosu 3aBeprmyBanu posmnuc Codii 3a fpociasa, BiH y»ke He MaB CyIIepHUKIB:
CBSTOIIOJIK 3aTUHYB i Ha3aBK/AM 111e3 3 TopTpeTa, boprca Bxke He OyJI0 B :KUBUX.
Taki meTaMopd03H BiJIoMi Y Bi3aHTIHCPKOMY ITOPTPETHOMY >KHBOIIHCI, 30Kpe-
Ma B IIOYEPTOBil IepepoOIli JIUKIB OTHOTO 3a APYTUM YOTHPHOX YOJIOBIKIB iM-
neparpuili 30i (TiTKH KHATHHI AHHY) B 3HAMEHUTIA MO3ailli IEPIIIO] TOJIOBUHU
XI c1. Codii KorcrarTrHOMOMBCHKOI «ITanHO0 301» (JIazapes 1986, 75, 217).

¥ Codii KuiBcpkiil mepezjocTaHHS B Y0JIO0BIYOMY T'YPTi, CyZs9H 3 yOpaH-
HS — JKiHKa, sIKa uje ciizom 3a bopucowm. Ile ax HisIK He HeBizjoMa 3 icTopil
JeTBepTa JI0UKa ApociaBa, K BBaXKaIU €Ki mocriaauku. Hacrpapai 3a bo-
pHCOM CJTiTye HIOTO0 I0HA HapedyeHa. 32 TOTOYAaCHUMU JUHACTUYHUMY 3BUYAs-
MH BOHA MaJia CTaTyC APYKUHU HAIA/TKa IPECTOJTY i TPaBO JKUTHU IIPU KHAXKO-
My ziBopi. 11 iBuriHA BXOIMIIA JTO KHSKOI POJIMHH HE «II0 KPOBi», a 32 CBOIM
HapedyeHUM, sIK i 300paskeH0 Ha dpecrri. Y TaKUX BUIIAJKaX HapeyeHa Halla/I-
Ka maps abo KHs3s dirypyBasia mopsy i3 HUM, a He Ha *KIHOYIA ITOJIOBHUHI
noptpera. Ha Hiii, sk nisHaemocs 3 HecropoBoro «Uuranusa» mpo Bopuca
i I'miba (XTI cr.), Bosmogumup oxxkenuB Bopuca. KHsxug y3sB nutob «3a nap-
CHKUM 3aKOHOM>», TOOTO IMHACTUYHUH, TaK, K 3BeJIiB Bosogumup (Abpamo-
BHUY 1916, 10). ¥ BizanTii i B kpaiHaxX Bi3aHTIHCHKOTO KyJIBTYPHOTO apeaiy (a
TaKOXK y 3axiZiHill EBpOIi) HapeUyeHa IMpaBUTesIs a00 HOT0 CIAKOEMIIS MOTJIA
3MaJIKy KUTH IIPU JIBOPI CBOTO0 MalbyTHHOTO YoJioBiKa. Ile OyB yxke yxiaze-
HUU, POTE HE KOHCYMOBAaHUU /10 i1 moBHOIITTA nUTI06. Y BisaHTii HapeueHy
CIIaTKOEMIIS] KOPOHYBAJIH ITiJ] Yac 3apyddH, Iic/IsA YOTO 11 HAa3UBAIU «JPYIKH-
HOI0» I0HOTO BaCHJIEBCA 1 BOHA OTPHMYBaJIa BCi ITpaBa MOJIO/IIIOL iMITepaTpH-
i (JImtaBpuH 2000, 178, 188-9).
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Anna I[TopdipopoaHa, Apy>KHUHA KHs35, a 32 HEIO il JJOHBKU 300parkeHi
Ha MPOTUJIEKHIN, )KiHOYIH MOJI0OBHUHI MopTpeTa. BOoHW MarTh cTaTyC KHS3i-
BEH 3a CBOIM HapO/KEHHSM, TOOTO «II0 KPOBi», TOMY IO B iXHiX KuJiax
Tedue Imapchka KpoB. JIBi mepimi mocraTi Ha MiBHIYHIN CTiHI, sIKI BTpayeHo,
30eperyucs JuIle Ha 3apucoBkax Becrepdeinpaa. [lepenoscim mpuBepTae
yBary KHs)XKHa, 300paskeHa ojjpasy 3a Marip’lo. Ii BHpi3HAe Taka caMma,
SK 1 B AHHH, XyCTKa, 3aB’s3aHa Ha IPYyJsAX — TOJOBHUH ybip 3aMiKHBOI
>kiHkHu. BoHa Texk OJIsirHyTa B MaHTIIO BJIaJapKH, HaliMOBipHiIe, HOBro-
POZICHKOI IMPaBUTEIbKH, 32 3HAUYIIIICTIO JIPYToi Micjisi KUIBChKOI KHATHHI.
MMoBipHo, ne Haiicrapma goupka Peodana, Aka HAPOAUIACA HAIPUKIHIL
X cT., Biytana 3amik 3a OcTpoMupa, CHHA HOBTOPOJICHKOTO IOCATHUKA
KocranTuna # onyka JJo6puni Mukutuya. OcranHiil 6yB piHUM 6GpaToM
Manymi — martepi Bomogumupa. Jlouka Arau IlopdipopoaHoi, 3rajjana
pasoMm 3i cBOiM 40sI0BiKOM y miciasaMoBi g0 OcTpoMHpOBOTO €BaHreIis
(1057 p.), Ha3BaHa Ha YeCTh CBO€I 6abui mo marepi — imueparpuri ®Peoda-
Ho (ITomms 1997, 102—120).

JloriyHo ;ymMaTH, IO CIIOYaTKy MapHUM KHsKHI Peodani Ha 4osoBigin
oJI0BUHI nmoprtpera OyB ii wosoBik OcTpoMup, ManOyTHIM HOBrOPOACHKUMI
MMOCAJHUK, y JKUJIaX AKOTO TeKJa KpoB poxay Bosogummpa. Octpommupis
06aTbko KoctsiHTHH JIOOpUHUY K BUXOJEIb i3 IIHOTO POAY TEX OyB HOBIO-
POZCBKUM IIOCaTHUKOM, Io 3abe3meunso Biaxy Kuesa Hanm Hosropomom
1 3B’s130K PIOpUKOBUUIB i3 MOTYTHBOIO 60OSPCHKOIO IJIEMiHHOIO 3HATTIO. He-
nmapma KoctsiHTHH J[0OpUHWY, JPY:KUHHUKH SKOTO 3a/TUIIIINA CBOI rpadiTi
Ha crinax Codii KuiBcpkoi sk ciaBHI epeMokIii, pomnomir fIpociasy, 1o
3 BoJii OaThbka KHsKUB y HoBroponi, oBosionitu Kuepowm. Ilpore fApocias
o/pa3y perpecyBas i He3abapoM yOuUB mocajHuKa, 60 KocTAHTUH BOYeBUIb
BUMAaraB JUIsl CBOTO DPOAY BJafHUX IpedepeHniii. OgHaK HOBOSBJIEHUH
KUIBCHKUH KHA3b fIpOciaB, yCyHYBIIH 3 apeHHU MOJIITHIHOI 60POTHOU CBOIX
6patiB Bopuca, I'1iba i CBATOMONIKA, TParHyB OJTHOOCIOHO BOJIOJITH YCi€I0
Pyccro. I'paditi Codii KuiBcebkoi, AKi wiTKO BimoOpaswmiu 11i mo/ii, 1 HazBaia
«JIITOTMCOM KHiBChKOI ipamu» (HikiTeHKo 2022a, 117-36). Te, mo mig gac
cTBOpeHHs (GpecKH 3a yaciB Bosiogumupa nepmum Ha ii 9010Bidiil m0JI0BU-
Hi OyB 300pakeHUll He KHs3b, a IPEJCTAaBHUK BUIOI IJIEMiHHOI 3HATI — 3a-
cBiuye Horo BOpanHsa. Ha HpoMy Oaunmo He 3acTiOHyTe QiOysI010 KHSKE
KOP3HO 3 TPUKYTHOIO II0JI0¥0, & 6araTUil HAKUHUU IJTAII i3 TPAMUMH I10J1a-
MM, IO TAKOXK € O3HAKOIO0 BJIaJH, aje He KHsKoi. Kop3Ho x 300pakeHO
smire Ha Bonomumupi, Auni, Bopuci, I'71i6i Ta ®eodani. Ie Ti nepconaxi,
B JKIJIAX SKUX TEKJIA CBALIEHHA IaPChKA KPOB, 110 OYJI0 HA/IBAXKINBUM YU H-
HUKOM JIJII TOTOYaCHOTO CYCITiJIbCTBA.

Bapro HazBatu i TPhOX iHIMUX KHA31BEH, 300paskeHux Ha (pecti B Codii:
[TpemucnaBy (Buiinia 3amix 3a yropcbkoro npunna Jlacimo Capa), Mapio-
Jlo6poHiry (npyuHy moJsibcbkoro koposss Kasumwupa I) i Araty-Aradiro.
OcranHa nobpanacs 3 aHIIiHCbKUM IpUHIOM Enyapiom Burnannewm, skuit
3roJIOM CTaB KOpoJieM, Hapojuiaa kopossi Exrapa Eresinra i koposieBy
MMoTnauzxii Mapraputy Ceary. JluHactuuni 3B’s3Ku poguHu Bosogummpa
Benukoro ¥ AuHU IlopdipoposiHOi 3acBifuyioTh TpiymMdasbHUN BUXiJ
MOJIOJIO1 XPUCTUSHCHKOI Pyci Ha MizkHapOiHy apeHy.
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BucHoexu. MaeMo Bci miJicTaBu TOBOPUTH, 110 TPAHTI03HUN KHKUU
MOPTPET POAUHU OYIBHUKIB Hapoay Bosmoxgumupa i AnHmY, sk i cama CaTa
Codis, TeHiaIPHO IEMOHCTPYE OPTAHIUHUY CUHTE3 JIyXOBHOI iflei Ta 3eM-
Hoi Marepii. Bayrpim#ili npoctip Codii € HOCiEM BHCOKOTr0 CaKpasbHOTO
CMUCITy, & He IIPOCTO TJIOM JIJIsI iIKOHHOTO 00pa3y. ¥ oMy IIPOCTOPi Mmop-
TPET CIPUUMAETHCS HE JIUIIE TPABIUBUM 300pa*keHHAM KOHKPETHOI MO/Tii,
ajyie i CHMBOJIIYHOIO CaKpaJIbHOK CIeHOI0 HaBepHeHHs Pyci B XpucTtoBy
Bipy, BUPIIIEHOIO B JIITYPTiHHOMY KOHTEKCTI SIK Uy/IOTBOPHE JIIHCTBO. AJ’Ke
JIITYpTisi 4ylecHO IO€HYe 3eMHe i HebecHe, B Hill ompiu 0Ops0BOro
1 300pa’kaJIbHOTO €JIEMEHTIB HasBHA JOBEpIINEHA JpaMaTypris CBiTJa,
3amaxiB, 3ByKiB. [IOPTPET € BUIIUM OCBSUEHHSIM BEJMKOKHSIKOI BJIAJH,
3aKJIaJIEHUM Yy peasibHy JITYprito BXoay poauHu Bosiogumupa Bemaukoro
1 Aanu [Topdipoponuoi B xpam Codii IIpemyapocti Boxoi, rosioBHy cBs-
THHIO Bciel Pyci-Ykpainu Ta xxuBuii o6pas [[apctBa Boxkoro. Takuii cum-
0i03 cakpaJbHOTO Ta iCTOPHYHOTO 3BYYHUTDH CIIPABKHIM T'iMHOM KHSKOTO
TpiyM@y, OCIIiBAHOTO B «MUTPOIOJii PYChKili» K MeMOpiaysi XpemeHHs
Pyci 3a Bosogmmupa v AHHH. Y 1[I0 (ppecKy 3akyIaZieHO aKTyaJbHY TOJIi
JUI HOBOI Pyci ijiero piBHOCTI KHSKOTO CiMeHCTBa amocTojiaM y CIIpaBi
HaBEpPHEHHs CBOTO HAPO/y B MIPaBY Bipy.
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A Princely Portrait in Sophia of Kyiv
in the Patch of History:
Secular Story and Liturgical Context

Abstract

The article is devoted to the princely family portrait in Saint Sophia of
Kyiv, studied by the author. This is the largest fresco in the cathedral,
located on three walls of the central nave. It depicts the ceremonial entrance
of the family of the Grand Prince of Kyiv into the church.

In antiquity, the fresco originally depicted ten figures: the prince and
princess on the central western wall, and eight of their children on the
southern and northern side walls of the nave. Preserved today are fragments
of the figures of the prince and princess on the remains of the western wall,
four figures on the southern male side of the portrait, and two on the
southern female side. The fresco is known as the portrait of the family of
Yaroslav the Wise (1019—1054). However, modern research has refuted
this attribution, since it has been proven that the cathedral was built
in 1011—1018, when Yaroslav’s children had not yet been born. Yaroslav
established himself in Kyiv in 1019 and completed the decoration of the
cathedral, including the princely portrait, into which he introduced his
own image as the eldest son and lawful heir of Vladimir.

According to the author’s reconstruction, the portrait originally depicted
Vladimir the Great and his wife Anna Porphyrogenita, their sons Boris
(with his wife) and Gleb, as well as their daughters Theophano, Premislava,
Agatha, and Maria-Dobroniega. Opposite Theophano was depicted her
husband Ostromir, the son of the Novgorodian posadnik Constantine and
the grandson of Dobrynia, Vladimir’s maternal uncle. The face of this
figure was repainted twice: in 1018 as Sviatopolk I, and in 1019 as Yaroslav,
both of whom took Kyiv during the struggle for its throne.

The composition is clearly read in a liturgical context. The figures
moved toward the altar of the Church of Christ, represented by a marble
installation at the center of the fresco. Above it was a symbolic biblical
image of Christ as the luminary of the Heavenly Jerusalem, in the form of
a round jasper set into the slate parapet of the western galleries. The
portrait reproduced the liturgical entrance of the family of Vladimir into
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the cathedral and their movement, led by him as the Baptizer of Rus’,
toward the altar throne. The prince carried to it a liturgical reliquary
(the Jerusalem), as a symbol of the new Rus’ in the form of a model of the
maternal Church of the Tithes (ecclesia matrix).

Keywords: Byzantium, Rus, St. Sophia of Kyiv, dating, history, architecture,
mural, graffiti, princely portrait, liturgy, Vladimir the Great, Vladimir’s family,
Yaroslav the Wise, Sviatopolk I, Ostromir.
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The Trickster Phenomenon
within the Sociocultural Practices of
the Metamodern Political Sphere

Abstract

The article examines the Trickster phenomenon, which arises from the
Trickster archetype and the figures of the cultural hero and the hero of culture via
their syncretisation and transformation within a specific cultural context. Similar
patterns are discernible in the public personae and actions of politicians during
the era of ‘comicocracy’— a prevailing trend in global politics whereby individuals
formerly affiliated with show business are elected as heads of state.

The article examines Presidents V. Zelenskyy and D. Trump, each of whom
serves as a hero of culture and an exponent of sociocultural positions, embodying
the attributes of their respective national cultural landscapes. Likewise, both are
characterised by positioning themselves as a cultural hero — a saviour and an
organiser of the world. This imposes order upon the palimpsest of cultural
meanings that define their political personae.

Nevertheless, the Trickster phenomenon serves as the predominant and
unifying framework behind the aforementioned politicians. Furthermore, when
examined in conjunction, they may be characterised as the Trickster (Trump)
and the Joker (Zelenskyy). It is precisely such leaders who have emerged as
indispensable amidst the chaos of political cataclysms in the era of
metamodernism — a period defined by meta-irony, oscillation, and post-truth.

Keywords: cultural dimension, archetype, myth, Trickster, socio-cultural
practices, interdisciplinarity, V. Zelenskyy, D. Trump.

© Ruslana Demchuk, 2026



E-ISSN 2663-2160. Hayxosi 3anuckn HaYKMA. Ictopis i Teopist kynsrypu. 2026. Tom 9

Ruslana Demchuk. The Trickster Phenomenon within the Sociocultural Practices...

147

Statement of the Problem. The research of the ‘Vienna School of
Historical Ethnography’ addresses the modelling — and, by extension, the
discursivity — of not only modern but also medieval proto-national and ethnic
formations (Pohl 2002). Ethnic differentiation, whether real, imagined (such
as the ‘Romans as Trojans’), or modelled, must be examined primarily through
the prism of the cultural determinants of these processes. Indeed, ethnic
consolidation was intrinsically linked to the specific political integration or
disintegration of territories, the establishment of institutions of power and
their modes of legitimisation, and, consequently, the ideology (political
mythology) of state-building as a space of contention for generated meanings.
The stance of the ‘Vienna School’ (represented by W. Pohl, H. Wolfram,
I. Wood, and others, drawing upon the work of sociologist P. Bourdieu)
maintains that ethnic communities are not stable entities of a biological or
ontological order, but rather the outcomes of historical processes — or perhaps
the historical processes themselves. For instance, medieval ‘barbarian’
kingdoms were typically polyethnic entities, while Roman intellectual ‘virtuosi’
not only facilitated their formation but also produced ethnic discourses,
relying either on refined Classical methodology or the Biblical tradition with
its established manner of describing ‘tribes’ and ‘peoples’. Leading academics
subscribe to Stuart Hall’s definition, according to which national culture is
also a discourse — a method of constructing meanings that influences the
nation, whilst also organising the ideas and actions pertaining to it. Conversely,
national cultures model identity, creating the sense of the nation with which
its members may identify (Hnatiuk 2005, 43). Manifestly, the creative catalyst
for such construction is myth.

The mythologisation of history manifests itself in the treatment of events
as extraordinary, necessitating perpetual remembrance. However, to attain
definitive mythological status, events must be endowed with a sense of
uniqueness or decisiveness that determines the fate of the world.
Consequently, they become ‘eternal’, influencing the present as an exemplar
or tradition, and ultimately shaping the mentality. The most representative
manifestation of national mentality is, undoubtedly, culture. Universal
human culture — which functions through the self-actualisation of both
individuals and peoples — exists as a pre-eminent aspect of ethno-national
cultures; these, in turn, are constituted as a value-normative manifestation
of a people’s destiny and their trajectory within the historical cosmos.
Culture operates as a potent ethno-creative force, for it actualises not only
realised but also potential variations of the historical process, accumulating
the collective experience of generations. This explains why, ultimately,
culture always presents itself as national, involving a non-standard
interpretation of the phenomenon of national revival (Krymskyi 2008,
300—301). Research into the realm of national myth allows for an ascent to
a deeper level of national mentality, where realised human experience is
enshrined within archetypes.

The objective of this research is to analyse the Trickster phenomenon
within the representation of contemporary politicians, taking V. Zelenskyy
and D. Trump as primary examples.



E-ISSN 2663-2160. Haykogi 3aniucku HaYKMA. Ictopis i Teopist kynasrypu. 2026. Tom 9

Ruslana Demchuk. The Trickster Phenomenon within the Sociocultural Practices...

148

Main body. The national mentality finds its embodiment in culture
through specific variations of archetypes, associated with the philosophical
notion of the ‘unconscious’ — an idea extensively developed within the
psychoanalytic frameworks of S. Freud and C. G. Jung. Broadly speaking, the
concept of the ‘archetype’ has been subject to various definitions since
antiquity; Jung’s contribution was the introduction of the concept of arche-
types within the collective unconscious.

According to Jung, only the superficial (pre-threshold) layer of the
unconscious is personal, as it comprises acquired individual experience;
conversely, the deeper layer is collective (communal and transpersonal). In
essence, the unconscious represents an objectivity that is both open to the
world and commensurate with it in scope, possessing a creative character.
Whilst the personal unconscious is predominantly saturated with complexes,
the content of the collective unconscious consists of specific symbolic
structures: archetypes. C. G. Jung conceptualised archetypes as unconsciously
reproduced schemata that manifest figuratively in myths, hallucinations, folk
tales, and works of art.

Archetypes construct the very system of coordinates that consciousness is
unable to transcend. Inevitably, the archetype becomes salient, as human
nature cannot confine an individual within the realm of rational truths and
formal logic for a protracted period. Apart from the most universal instances,
archetypes are rooted in an autochthonous cultural tradition and are
transmitted via inheritance within its framework. According to C. Jung, the
collective unconscious is characterised by racial and national peculiarities
inherited from one’s forebears. Archetypal unity is thus embedded in human
nature, including its somatic dimensions (Jung 1976).

C. G. Jung was the first to turn to mythology in order to investigate deep-
seated unconscious ideas; however, he documented only a limited number of
typical mythological motifs. A strictly psychoanalytic approach to the
interpretation of mythological archetypes has frequently faced criticism from
mythologists. In particular, E. Meletinsky critiqued the ‘psychological
reductionism’ of J. Campbell’s concept — wherein mythology is compressed
into the confines of personal ‘psychobiology’ — insisting that the universal
foundation of mythology is rooted in cosmicity rather than psychologism
(Meletinsky 2000, 70, 156—7). As a formidable cultural tradition, supported
by the seminal research of J. G. Frazer, V. Propp, K. Hiibner, and others,
mythology offers substantial insights to augment the psychological
interpretation of images. Presently, the mythological concept of the archetype
is broader and more profound than its psychological counterpart.

In particular, S. Krymskyi treats archetypes not as “some kind of ‘spiritual
genes’, but as certain presuppositions — that is, inclinations or tendencies
which, in different eras, are realised through images that may vary in their
means of expression yet structurally constitute specific prototypes or can be
reconstructed as such” (Krymskyi 2008, 305—-306). Associated with a
methodologically distinct way of seeing, such reconstructions are not always
oriented towards the past, as by transforming the past into symbols, they can
project the future. Consequently, the reconstruction of archetypes is
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perpetually relevant and aids in interpreting specific processes as national
phenomena. The carriers of national identity and ethnic cultures must
‘recognise themselves’ in the past, perceiving it through familiar imagery. This
gives rise to an archetypal mode of perception, wherein the pattern is
internalised — the structural schema of a phenomenon that underlies its
reproducibility and ensures stability and recognisability. The analysis of
archetypes serves as an adequate and rational scientific method for studying
national culture and mentality. It necessitates empirical proof of the
pervasiveness and resilience of structures that can be utilised to characterise
the ethnic individuality of persons and peoples. A vivid manifestation of the
corpus of archetypes is found in folk tales (specifically Slavic ‘fairy tales’) and
the myths that precede them. Through their comprehensive and profound
investigation, one can discern a symbolic structure that reflects the essence of
the individual or collective soul. The gravitation toward these eternal images
is entirely logical; they exist precisely to be reproduced in dreams, phobias,
religious systems, and the rituals of traditional festivals. At the same time, the
density of the archetypal space is not rigid, which contributes to the low
variability of mythological macro-plots. Therefore, archetypes not only
actualise national uniqueness (lest culture fall into the trap of stereotypes) but
also adapt global experience. Thus, universal archetypes serve as the worldview
basis of culture. Notwithstanding that archetypes are steadfast elements of the
unconscious, they can alter their guise within the cultural process; hence, both
the genetic search for universal images and the historical investigation of the
unfolding of archetypal forms remain pertinent. Archetypes of the unconscious
coalesce into proto plots that are reproduced across all artistic forms.

The necessity of the research entails an analysis of the correlation between
archetypes and the identification of the patterns governing their interaction.
Specifically, as S. Krymskyi posits, the existential dimension of Ukrainian
national life is revealed through a sequence of archetypes: Home — Field —
Temple (whereas for nomadic cultures, these are: Power — Authority — Kin).
Manifestly, this concerns the thematization of meanings rather than the full
explication of their entire content, especially since, within the Ukrainian
configuration, they constitute a shared mental field (Krymskyi 2008, 292—3).
Archetypes are not merely imprints (the residue) of a constantly recurring
typical experience; they simultaneously function as forces and tendencies
towards its reproduction. Thus, an archetype is a form of readiness to represent
the same or similar mythical conceptions which, within sensory experience,
may manifest as phenomena that accumulate a broad cultural context.

The concept of the phenomenon primarily encompasses ‘manifestation’, as
denoted by the corresponding Greek term ®awvopevov. However, all
phenomena are intrinsically linked to our perceptions of them during the
process of comprehension; that is to say, they pertain, in one way or another,
to the sphere of consciousness. The conscious coexists with the unconscious,
which exerts a potent influence upon it. Consequently, the Trickster
phenomenon is rooted in the Trickster archetype — a concept that has been
thoroughly reflected upon by scholars ranging from P. Radin, C. G. Jung,
K. Kerenyi to C. Lévi-Strauss and others.
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The author has also touched on this topic before (Demchuk 2023), but
important political shifts that have taken place in the world require further
sociocultural rethinking. The domain of the Trickster is the unconscious. The
figure of the Trickster is well established within the narratives of mythology
(Dionysus, Loki), folklore, and literature (Diogenes the Cynic, Hodja
Nasreddin, Baron Munchausen, Ostap Bender, Venichka Yerofeyev), as well
as in cinema (Randle McMurphy, portrayed by Jack Nicholson in One Flew
Over the Cuckoo’s Nest), musical culture (the horror-opera Hamlet by
composers R. Grygoriv and I. Razumeiko), and cultural-artistic practices
(Orest Liutyi), among others. The Trickster figure blends with the concepts of
the ‘cultural hero’ and the ‘hero of culture’.

The distinction between the concepts of the ‘cultural hero’ and the ‘hero of
culture’ is based on the research of M. Naidorf, who notes: “Times change, and
heroes change with them. Nonetheless, the categories of ‘cultural hero’ and
‘hero of culture’ signify vital ‘points of entry’ into the subject domain when
investigating any culture — from those of an archaic type to contemporary
mass culture” (Naidorf 2013, 303). Specifically, the cultural hero is a creator
of culture (characterised by culture-making and the presence of a mythological
context); conversely, the hero of culture is created by culture (characterised by
culture-conformity and the presence of a social context), which does not
preclude their subsequent mythologisation post facto.

Thus, the aforementioned Trickster phenomenon manifests throughout the
entire cultural tradition, evolving from the archaic (as an opponent to the cultural
hero or a cultural anti-hero) and the modern (as a hero of culture) to mass culture,
where, in accordance with postmodern trends, the figure is assembled as a collage,
syncretising with both the cultural hero and the hero of culture.

The attributive traits of the Trickster are relatively well-defined within the
relevant academic literature (Prokopovych 2019); these notably include
provocativeness, artistry, ambivalence, creativity, guile, and a carnivalesque
nature, among others. Conversely, the political type of the Trickster remains
virtually undocumented in scientific research. We are aware of only isolated
studiesconducted withintheframeworkofpolitical culture (Abrahamian 1999).
Political culture pertains to the realm of ‘policy™ and is intrinsically linked to
the spiritual culture of the individual and society at large, serving as a synthesis
of the respective cultures of all social communities and political institutions
within the state (Antonenko 2010). However, it does not function as
a mechanical substrate; rather, it emerges as a product of culture-making:
“Thus, the analysis of political behaviour cannot be considered comprehensive
without accounting for the motivating function of culture” (Naidorf 2005).

We have previously addressed this aspect in the article “The Mythological
Context of the ‘Orange’ Revolution”, where the events of the 2004 Orange
Revolution are analysed through a mythological lens and carnivalesque
representation (Demchuk 2005). In this study, the pair of presidential contenders
is examined as an opposition: the cultural hero V. Yushchenko (former Prime

1 The English concept ‘policy’ (as opposed to ‘polity’ and ‘politics’) denotes the content of poli-
tics, embodied in its goals and values; the problems it solves; the motives and mechanisms for
making political decisions.



E-ISSN 2663-2160. Hayxosi 3anuckn HaYKMA. Ictopis i Teopist kynsrypu. 2026. Tom 9

Ruslana Demchuk. The Trickster Phenomenon within the Sociocultural Practices...

151

Minister and Ukrainophile) versus the trickster V. Yanukovych (Prime Minister
and former convict), who ‘deculturises’ and brutalises Ukraine’s political
landscape, acting as the Hero’s Shadow in accordance with Jungian theory
(Jung 1956). Subsequently, upon assuming power (2010), and in confirmation of
our hypothesis, Yanukovych executed a classic trickster’s manoeuvre by altering
the Constitution of Ukraine. He further attempted to construct a new reality on
a continental scale — namely, redirecting Ukraine’s trajectory away from Europe
(Euro-Atlantic integration) towards Russia (Eurasian integration).

M. Turchyna rightly posits that “whilst the cultural hero and the trickster
are polar opposites, they often exist in syncretic unity, representing ‘two sides
of the same coin’, and their roles may be reversed depending on the historical
and cultural situation. This ambivalent juxtaposition of two by definition
opposing archetypal figures constitutes the essential meaningfulness of
the Trickster archetype” (Turchyna 2022, 44). Notably, in our article
“‘Comicocracy’ as a Cultural and Political Reality”, other prominent political
figures are discussed within the framework of political tricksterism across
both diachronic and synchronic dimensions, including D. Trump and
V. Zelenskyy (Demchuk 2020). Consequently, there are grounds to propose
the characteristic traits of the psychological Trickster archetype in politics, as
the social imagination operates through archetypal imagery:

« unpredictability/chaos,

« narcissism/sexuality,

« marginality/liminality,

« mutability/mimicry,

« rupture with the establishment/protection of the aggrieved,

« destruction/creation of an alternative reality,

« tragic end/political fiasco (which, for a politician, are commensurate).

This scale may serve as a framework for assessing contemporary politicians,
particularly for understanding their strategies upon the political Olympus; indeed,
a Trickster is easily identified by the controversial response of the electorate —
ranging from emotional rejection to profound admiration. The psychological
portrait of aleader is formed based on their communicative behaviour and specific
manifestations of personality. A frequent marker of such a political persona is
public performance as provocation, executed in the style of a reality show.

Currently, Volodymyr Zelenskyy is undoubtedly a pre-eminent political
figure. At the commencement of his presidential term, V. Zelenskyy substantially
reconfigured Ukraine’s ruling class, replacing the old elite with ‘representatives
of the people’ (a rupture with the establishment/protection of the aggrieved)
and proposing new rules for the political game. In doing so, he radically
transformed the Ukrainian political reality of 2019 (destruction/creation of an
alternative reality), which he presented as a social simulacrum. However, during
the presidency of the charismatic (narcissism/sexuality) V. Zelenskyy —
a president hailing from show business (marginality/liminality) — a full-scale
war erupted (the tragic end of the initial presidential period). Consequently, his
worldview, declared during the election campaign and relayed to society through
the primary message that “the war in Ukraine continues because the ‘party of
war’ profits from it”, suffered a devastating defeat (a political fiasco).
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O. Dovhanyk has analysed the activities of V. Zelenskyy through the prism of
C. Jung’s Child archetype (Dovhanyk 2024). However, we maintain that
Zelenskyy’s ‘political childhood’ reached its conclusion with the onset of Russia’s
full-scale invasion on 24 February 2022 — as is typically the case in the life of an
immature individual when an extreme event catalyses their coming of age.
Nevertheless, the behaviour of the betrayed or abandoned child is characteristic of
the Trickster (e.g., Loki, Prince Hamlet, etc.). Overall, Dovhanyk’s idea
complements the multifaceted nature of the Trickster as a cultural phenomenon.
Indeed, the infernal Putin did not fulfil, but rather violated Zelenskyy’s benign
intentions, which had been declared during the election campaign as the pursuit
of mutual understanding. Even so, the political Trickster is a priori creative and
predisposed to metamorphosis (mutability/mimicry). He will no longer plead for
peace on bended knee, ‘looking into Putin’s eyes’, once the hour of Ragnarck has
arrived (the creation of a new cycle of reality). It is precisely he who can transform
into a neomythological/metamodern cultural hero (mutability/mimicry) — one
who will defend the world against Evil and construct an alternative reality in the
form of victory against the backdrop of a previously predicted defeat. He navigates
events from a plurality of positions, for, in the element of Chaos, he remains
without equal. However, a new stage in geopolitics commenced on 20 January
2025, when, following his inauguration, Donald Trump assumed the US
presidency for a second time. He brought about the collapse not only of the liberal
world order but also of the American-centric world (Pax Americana); consequently,
atpresent, “Ttis nolonger only technologists and sociologists, but also psychologists
and philosophers who are attempting to comprehend Trump” (Posternak 2024).

One of the typical hallmarks of the Trickster is the creation of chaos as
a means of terminating the previous world to facilitate the next civilizational
stage. Similarly, the Scandinavian trickster Loki instigated a universal
catastrophe through a series of his own actions, leading to the demise of the
old world and the rebirth of a new one upon the earth, cleansed following the
battle of the gods. Consequently, the contemporary Trickster is embodied by
Trump; for, in the final analysis, the Trickster corresponds to the scale of the
cultural hero, possessing the traits and potency of a Demiurge. Therefore, if
one considers the current role of President Zelenskyy in relation to President
Trump, he is more akin to the Joker — a transformation of the Trickster
archetype within the process of culture-making.

Conclusions. If, in 1997, global geostrategy was positioned by
Zbigniew Brzezinski as a game of chess (Brzezinski 1997), then today, in the era
of ‘comicocracy’, it is more akin to a game of cards (it is no coincidence that
Trump periodically taunts Zelenskyy regarding a ‘lack of trumps’).

However, the Joker is an extraordinary card that imbues the game with
dynamism, originality, and unpredictability. With a Joker in hand, every move
can become an unexpected turn; this card is capable of abruptly shifting an
opponent’s strategy — a feat which, by and large and at great risk, only Zelenskyy
currently manages in his match with Trump. At present, this is a masterful yet
ruthless geopolitical game, one that exacts a heavy toll in the blood of the
Ukrainian people. It continues, and shall continue, until the other player —
Putin — exits the game, having lost his stakes.
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®enomeH Tpukcrepa
B COIIOKYJIBTYPHHUX IMPAKTUKAX
MOJIITUYHOTO MPOCTOPY METaMOAEPHY

Haibuipll penpe3eHTaTHBHUM IIPOSBOM HAI[IOHAJIBHOTO MEHTAJIITETY,
0e3yMOBHO, € KyJIbTypa. HalioHaJIbHI KyJIbTYPH MOJIEJIOITh iZIEHTUYHICTD,
(opMyroum ceHc MOHATTS HAaIlil, 3 AKUM il YWIEHH MOXKYTh cebe OTOTOKHIOBATH.
3p03yMiJIo, 110 KpeaTUBHUM YHHHUKOM HOZIOHOI TBOPYOCTI € Midostoris.

[Ipore KyJsIbTypa JIi€ sIK MOTYTHsI €ETHOKPEATHBHA CHJIa, TOMY III0 aKTyasli3ye
He TUIbKU BTLJIEHI B KUTTS, a U MMOTEHIIIMHO MOXKJIMBI BapiaHTH iCTOPUYHOTO
TIPOIIECY, aKyMYJTIOOUH JIOCBIJ] IIOKOJTiHb. HallioHaAIbHUI MEHTAJIITET BTUTIOETh-
cs1 B KyJIBTYPi yepe3 crernudivHi Bapiallii apXeTHIIiB, MoB’s3aHi 3 GpitocopchKor0
I7IEEI0 «HECBIZIOMOTO», SIKY Y ICUXOAQHAJITHUYHHUX KOHIEIIIsAX aKTHBHO PO3-
pobssun 3. @peiin Ta K. FOHT. 3arayioM KOHIIENT «apXeTHIl» Ma€ pi3HOMAHITHI
BU3HAYEHHs, IOYMHAI0YH 3 aHTHUHOCTI; K. FOHT JTu1IIe BBiB TOHATTS «apXeTHUITiB
KOJIEKTUBHOTO HecBizjomoro». HuHi MigosioriuHe moHATTs apxeruty (€. MeJe-
tuHChKIH, C. KprMChKUil) € IUPIIIM i TIHOIIIM, HiXK IICHX0JIOTIYHE. ACOITiio-
IOYHCH i3 METOIOJIOTIYHO cenupIYHUM CIIocoO0M OaueHHsI, TaKi pEKOHCTPYKIIii
He 3aBK/IU 3amIH0JIeHi B MUHYJIE, TOMY III0, TPAaHCGHOPMYIOUH MUHYJIE B CHUMBO-
JIM, 3JIaTHI POEKTYBAaTH MalOyTHE. APXETUITH € He JIUIIE BitouTKaMu (0caiom)
THUITOBOTO JIOCBi/TY, IO TTOCTIHO TTOBTOPIOETHCS, aJIe ¥ JIIFOTh BOAHOYAC SK CAJIA
Ta TEeHZEHIIi 10 Horo BiaTBopeHHs. OTKe, PEKOHCTPYKIIiA ApXETUITIB 3aBIKIU
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aKTyaJIbHA 1 JIOIIOMAarae TJIyMaunTH IEBHI ITPOIIECH sIK HAI[IOHAIbHI ()EHOMEHH.
AHaJIi3 apXeTUINiB € aJIeKBaTHUM 1 paIlioHAJIbLHUM HAyKOBHM METOJIOM JOCJTi-
JUKEHHSI HAI[lOHAJBHOI KYJIPTYPH T4 MEHTAJITETY, I[0 BUMAara€ eMIIipHYHOTO
JIOBEJIEHHSI HACKPI3HOCTI Ta CTIUKOCTI CTPYKTYP, AKi MOKYTb OyTH BHKOPHCTaH1
JUTs. XapaKTEPUCTUKY 1HMBITyaIbHOCTI JIto/iel 1 HaposiiB. He3Baskaroun Ha Te
110 APXETHUITN € HETIOXUTHUMU eJIEMEHTaAMH HECBIZIOMOT0, BOHU 37IaTHI 3MiHIOBa-
TH CBill BUIJISIZL y MEKaX KYJIbTyPHOTO IIPOIIECY, TOMY aKTYaJIbHUM € SIK TeHEeTHY-
HUH TOIIIYK 3araIbHOJTIOICHKUX 00pasiB, Tak i iCTOPUYHE JOCTII?KEHHS PO3rOp-
TaHHS aPXETUIIOBUX (POPM Y COIIOKY/IBTYPHHUX IMPAKTHKAX.

¥ crarTi npoaHaiizoBaHo GeHoMeH TpUKcTEpa, SKUU IIOCTAE 3 APXETHILY
Tpuxcrepa, 06pasiB KyJIbTYPHOTO reposi Ta TePOst KyJIBTYPH Yepe3 ixX CHHKpe-
TH3AIli0 Ta TpaHC(OpMaIiio, 3 OIJIAAY Ha MEBHUU KyJIbTYPHHU KOHTEKCT.
AHAJIOTIYHI aITOPUTMU IIPOCTENKYIOTHCS Y IICHXOTHIII Ta JIisIX MOJITHKIB 1001
«KOMIKOKpATii» — Cy4acHOTO TPEH/Y CBITOBOI ITOJIITUKH, KOJIU IJIaBaMU JieP-
’KaB OOHPAIOTH JIIJIEH, Y MUHYJIOMY IIPUYETHHX JI0 II0y-0i3Hecy.

Mema docaidxceHHa nossirae B aHai31 peHomeHa Tpukcrepa B pernpe-
3€HTalii CyJyacHUX IOJITUKIB Ha mpukiazni B. 3enencekoro ta /1. Tpamma.
¥ crarti posrisaHyTo 06pasu npesuzeHTiB Ykpainu Ta CIIA, KoxeH 3 SKuX
IIOCTA€E TEPOEM KYJIBTYPH, BUPA3HUKOM COIIOKYJIbTYPHHX MO3UITiN, YOCOOJIIO-
I0YM BJIACTUBOCTI HAIIOHAJBHOTO KYJIBTYPHOTO HpocTopy. KokHOMY 3 HUX
MIpUTaMaHHE MTO3UIIOHYBaHHA ce0e sIK KyJIbTYPHOTO reposi — PATIBHUKA Ta
yHnopsiiHUKa cBiTy. Ile BIOPSAKOBYE MATIMIICECT KYJIBTYPHHX CMHCIIB, IO
XapaKTEPU3YE IXHIN MOTITHIHUH IMiK.

®enomeH Tpukcrepa € JOMIHAHTHOIO Ta 00’ €THYBAIbHOIO XapaKTEPUCTH-
KOI0 3a3HAaYEHHX MOJIITHKIB. YTiM, AKIIO CIIIBHO PO3TJISAaTH 00pas3u Mpe3u-
JIEHTIB, TO MOKHa JeTepMiHyBath ix sik Tpukcrepa (Tpamm) Ta [[»kokepa
(3enencekuii). Came Taki Tiepu BUABUIINCA 3aTpeOyBaHi B Xa0Ci MOJITHYHIX
KaTakJIi3MiB 100U MeTaMOJIepHY — MeTaipOHii, OCITMJIALII Ta TOCTIIPAB/IHU.
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MeHe :KMEHT KyJIbTYPHOTO KaIiTary
B YMOBaX IeonoOJIITHYHUX KPU3
(Ha mpuxJIaai JO0CBixYy
Pecny6uriku Kopes Ta Ykpainnm)

Y emammi 30iticHeHo xomnapamusHuil aHania cmpameziit GYHKUIOHYBAH-
HA KyabmypHoz2o kanimany Ykpaivu ma Pecnybaixu Kopes xpisb npusmy
CemMiOMuYHO20 peKoOyB8aHHA HAUIOHAAbHUX Hapamuseis. JlocaioxceHo mpaHc-
dopmayiio Kyabmypu 6 npocmip «CUMBOATHHO20 THHCUHIPUH2Y », Oe ICMOPUHHA
mpasma KOH8epMyemsCca 8 pecypc HayloHaavHoi cybexkmHocmi. Buseaero
OUXOMOMIH0 MIdHC NIBOCHHOKOPETICLKOH MOOEANI0 «eCMemuU1HO20 CNOKYWAHHSL»
(top-down) ma yYkpaiHcbkol0 CMPAMe2i€r «eMuUHO20 CMEEPONHCeHHA»
(bottom-up). Ob6rpYyHMOBaHO, WO GIMUUSHAHULL KYAMYPHULL MEHEeOHCMEeHM
onepye «ko0amu icmuHu», Gopmyrouu mun «mMobiAi308aHO20 THMeACKMYana».
/logedeto, W0 8 YM0oBax 2e0NOATMUHHUX PO310MI8 KYAbMYPA CMA€E OHMOA0TU-
HUM 2apaHmom 3bepexceHHs Hauil 8 2100a1bHOMY UUBLAI3aUTLUHOMY NPOCMOPL.

KiouoBi cjioBa: KyJbTypHUU KamiTaJ, CHUMBOJIYHUU IHXKUHIPUHT,
MEHE/KMEHT KyJIbTYpU, HaIioOHajibHA Cy0 €KTHICTh, €TUYHE CTBEP/KEHHS,
COIIIOKYJIBTYPHA 1IeHTUYHICTh, XaJTIO.

© Bixmopis Invkosuu, 2026



E-ISSN 2663-2160. Hayxosi 3anuckn HaYKMA. Ictopis i Teopist kynsrypu. 2026. Tom 9

Bixmopia Inoxosuy. MeHeIDKMEHT KyIbTypHOTO KalliTaly B YMOBAX TCONOMITHIHNUX KPU3...

157

AxmyaavHicmb i nocmaHoska npod.aemu. Y cydacHOMY T7100a7IbHO-
MY COITIOKYJIBTYPHOMY JIUCKYPCI CIIOCTEPIiraeThest (PyH/IaMeHTaIbHA 3MiHA Tapa-
JUrMu QYHKIIOHYBaHHS KyJIbTypPH: Bijl CTATHYHOTO 30€peKEHHs CIIAIIIHU /10
JIMHAMIYHOTO YIIPABJIIHHS KyJIBTYPHUM KaritasioM (y Tepminosiorii I1. Bypabe).
B ymoBax TypOyJIEHTHOCTI CBITOBOTO TTOPSIZIKY TA 3aTOCTPEHHS I'eOMOITHIHUX
AQHTaroHI3MiB 3/IaTHICTH /IePrKaBH /10 e(DEKTUBHOI pelipe3eHTallii BJIACHUX i/1eH-
TUgIKAIITHIX KOJIB TPAHC(POPMYEThCS Y CTPATETiUHU pecypc HaIliOHATLHOI
0e3IeKy Ta IHCTPYMEHT yTBEPKEHHS MiKHAPO/THOI Cy0 €KTHOCTI. KOHKypeHT-
Ha iJIEHTUYHICTh Hallii ChOTO/[HI 6e3IT0CcepeIHbO 3AJIEIKUTH BiJT 371aTHOCTI iHTeE-
rpyBaTH KyJIbTYPy B CTpaTETii0 HAIIOHAJIBHOTO OpPEHJIUHTY, IEPETBOPIOIOYN
1l Ha aKTUBHUI €JIEMEHT 30BHIIIHBOI osituky (Anholt 2007).

AKTyaJIbHICTb JJOCITiJI?KEHHSI 3yMOBJIEHA HEOOXI/THICTIO TEOPETUYHOTO OCMHC-
JIEHHSI CTPATETIA «CUMBOJIIYHOTO BUPOOHUIITBA» B KpaiHAaX, IO MTEPEXKUIN 2060
epebyBarOTh y CTaHi eK3UCTEHITINHOI Kpu3u. Pecrybitika Kopest, mpoioBmu
yepes IeCTPYKTUBHUU 7ocBiz Kopetichkoi BiltHU (1950—1953), IPOAEMOHCTPY-
BaJIa YHIKAJIbHY MOJIeJh KOHBEpTAIlil JIOKAJIbHUX E€THOKYJIBTYPHUX IHTEHIN
y T106abHUH MPOAYKT — deHoMeH «Xayutio» (Kopeficbka XBUIsL), Mif] IKUM
pO3yMieMO cTpiMKe 3pOCTaHHs MOIMyJspHOCTI KyiabTypu IliBmenHoi Kopei,
110 OXOIUTIOE eKcopT K-pop My3ukw, mopam (cepiasis), KiHO, KOCMETHUKH, MOJTA
ta ki, J1st cygacHol YKpaiHu, 4usi COMIOKYJIBTYPHA [UTICHICTh 3a3HAE CUCTEMA-
TUYHOI JIECTPYKIIii BHACIIIOK 30poitHoi arpecii P® (o TpuBae 3 2014 poky
Ta Habys1a (pOpMU MOBHOMACIITAOHOTO BTOPTHEHHS B JIIOTOMY 2022 POKY), LIeH
JIOCBiJT € KPUTHYHO BLKJIMBUM, OCOOJIMBO B KOHTEKCTI 1i TeOIOITHYHOI POoJTi
SIK «1uTa €Bponm» (Yyxitib 2022).

[IpobiiemMa mosATrae y BUSABJIEHHI MeXaHi3MiB MEHEJPKMEHTY KyJIbTYPHOTO
KarliTajy, SIKi al0Th 3MOTY He JIWIIEe MPOTH/IISITH aCUMUISAIIHHUM BILUTHBAM,
a ¥ akTUBHO Bi3yasTisyBaTH HAIIIOHAJIPHUN HAPATHUB Y IVI00AIbHOMY MEIHHOMY
rpocropi. ITIopiBHAJIBHUH aHAI3 JAJIEKOCXITHOI Ta CXiTHOEBPOTIEHCHKOI MOJIe-
JIEH J]a€ 3MOTYy BHOKPEMHUTH YHIBEPCAIbHI 3aKOHOMIpHOCTI TpaHcgopmarrii
KYJIbTYPH 3 00 €KTa 30BHINTHHOTO BIUIUBY HA aKTUBHOT'O €YD €KTa TJIOOTHHUX
[IHHICHUX KOMYHIKaIliu.

Memodoaozia ma emnipuuna 6a3a docaidxcenmn. Haykosuii anapat
pOOOTH I'PYHTYETHCA HA MIDKIUCITATLTIHAPHOMY ITiJTXO/Ti, 1110 TIOEHYE IHCTPYMEH-
Tapiil KyJIbTypOJIOTii, CEMIOTHKH Ta MEHE/IPKMEHTY COITIOKYJIBTYPHOI JIisUTHHOCTI.
KiTt04oBHMM € KOMITADATUBHHUE METO/T, 3aCTOCOBAHUH JI/Is IIOPIBHAHHSA CTPATETiN
MEeHE/DKMEHTY KyJIBTYPHOTO Karmitaay Ykpainu Ta Pecrybstiku Kopest 3 meroro
BUSIBJIEHHSI JIMXOTOMIl MizK MOJIEJISIMH «ECTETUYHOIO CIIOKYIIaHHs» (top-down)
Ta «ETUYHOTO CTBep/KeHHs» (bottom-up). CeMiOTUYHHI aHAI3 JaB 3MOIy
JIOCJTITUTH MEXaHi3MU PEKO/IYBAHHS iICTOPUYHUX TPABM y CyJacCHI HAI[iOHATbHI
HApaTUBH, TOIi SIK METOJT KeHC-CTaTi Y10 BUKOPUCTAHO JIJTsI aHAJTIZY NisTBHOCTI
kopericekoi arenrii KOCCA Ta mpoBigHuX yKpaiHChKUX iHCTHTYIH (YKpaiH-
CHKUH IHCTUTYT, YKPATHCHKHUH KyJIGTYPHUH (DOH/T) SIK MPUKJIA/IIB IHCTUTYIIiAITi3a-
IIil Ta CTPATErivyHOTO MeHEeKMEHTY. EMITipruHy 6a3y JOCTiI?KEHHSI CTAHOBJIATD
JIep>KaBHI CTpaTerivyHi JOKyMEeHTH ¥ HOPMAaTUBHO-IIPABOBI aKTU Yy cepi Kyirb-
TYPHOI ITOJTITUKY 000X KpaiH, aHAIITUYHI 3BITH HPOMUIBHUX IHCTUTYIIIN, 8 TAKOXK
Bi3yaJsIbHi Ta CMHCJIOBI KOHTEHTH CyJacHOTO MEIIapOCTOPY, IO PENPE3EHTYIOTh
HaIlIOHAJIbHI HAPaTHBHU B YMOBAX T'€OTOJIITHYHIX KPU3.
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Cman Hayko0801 po3poodku npood.remu. TeopeTHKO-MeTOI0IOTIIHUN
dyHIaMeHT TOCITi/KEHHSI CTpATeridl YIPaBJIiHHA KYJIBTYPHUM KaIliTaJaoM
OasyeTbcst Ha QyHIaMeHTaIbHIN KoHIemnii ¢popm kamitany I1. Bypabe (Pierre
Bourdieu), 1110 1a€ 3MOTy IHTEPIIPETYBATH KYJIbTYPY K KOHBEPTOBaHHUI aKTHB
V CTPYKTYPi CyCITiJIbHHMX BifHOCHH. [TutaHHsA TpaHchOpMallii «M AKOI CHITH»
(Soft Power) Ta i GyHKI[IOHATBHUX MOKJIMBOCTEH Y MiXKHAPOAHOMY JAUCKYPCi
rpyHTOBHO po3pobuB JI:x. Haii (Joseph Nye), Tozi sik iHCTpymMeHTapiil Hatfio-
HJIBHOTO OPEHIMHTY Ta CUMBOJIIYHOTO MEHE/PKMEHTY TEPHUTOPIH BUBYAIU
C. Auxosst (Simon Anholt) Ta B. Osine.

I[MiBreHHOKOpelichkuit mocBin «Xawmno» (Hallyu) K 1iiecupssMOBaHy JIep-
3KaBHY CTPATEril0 MEeHE/[?KMEHTY CHMBOJIIYHOTO BUPOOHUIITBA AKTHBHO JIOCTi-
mxytots Jlan Honr Txum (Dal Yong Jin), AKuii KOHIENTyaTisye (eHOMeH
«Hosoro Xaywtio» B enoxy nudposux mwiardopm, ta Kim FOu Kean (Youn-Kyung
Kim), sixa ¢oKycyeTbcsi Ha MAPKETUHIOBUX ACIIEKTAX €KCIIOPTY iIEeHTUYHOCTI.
EBoJtronito Jiep:kaBHOI KyJIBTYpHOI HostiTiKY Kopel sik iHCTpyMeHTyY I106aIbHO-
ro BIUIMBY JI€TaJTi30BaHO y cIitbHUX po3Bigkax C. Ksona (Seung-Ho Kwon)
ta JIx. Kima (Joseph Kim), a crienudiky KopeichKol HOIKYIBTYPH K TiOPHUIHO-
T'O IPOAYKTY po3isiHyTo B mpartsix JIxx. Jlenta (John Lent) Ta IT. Xyo (J. Huo).

YKpaiHChKHI CerMeHT IMPO0OJIEMH, TTOB I3aHUH i3 JIEKOJIOHIZAI[IHHIMU ITPO-
I[ecaMu Ta MOJITHKOIO ITaM ATi, IpecTapieHuit y npansax O. ['punenka, Axuit
aHaTi3yBaB MEXaHiI3MH IOJI0JIAHHA KyJIbTYpHOI amHe3sil, Ta H. MycieHko, uui
JIOCJTIJ[’KEHHST TIPUCBSYEHI POJIi MUCTENTBA B KPHU30BI MEPIOAU CYyCITITBHOI
tpaHcdopmariii. CyqacHUH iHTEIEKTyaIbHUH KOHTEKCT JEKOJIOHI3allii Ta 1mo-
BEpHEHHS alpOIpiiOBaHUX IMEH aKTyaJli30BAHO B HAWHOBIIIIMX €CEICTHYHUX
posBigkax B. AreeBoi Ta O. 3a0y»kk0. BasxyinBuii BHECOK Y PO3YMiHHS IHCTUTY-
miasmizamnii KyJbTypHOI JHMIJIOMATii, MEHEKMEHTY ITPOEKTIB Ta cTaburizarii
MHUCTEIBKOTO CEPEIOBUINA B yMOBax BitiHU 3pobrtu O. PosymHa, B. Costormien-
ko ta M. IIporac. /loJlaTKOBHH BUMIp PO3YMIiHHIO TPaBMAaTHYHOTO JIOCBimTy
HazmaroTh mpani T. [yH0poBoi 110/10 TOCTKOJIOHIATbHOI TPABMH Ta €CEICTHKA
1. Bomutepa (Charles Baudelaire), e kaTactpodiune TpanchopMyeThes y BH-
COKY €CTETHKY.

[Torpu 3HAYHKI MaCHB HAIIPAI[IOBaHb, [IOPIBHIbHA TUITOJIOTIisS KOPEHCHKOT
Ta YKpaiHChKOI MOJIeiell MEHEPKMEHTY KyJIbTYPH Kpi3h IMPHU3MY Bizyastizariii
HAI[IOHAJIbHUX HAPATHUBIB B yMOBaX aKTUBHUX (Pa3 reornoIiTHYHOTO MPOTUCTO-
sIHHA (30KpeMa ITicyIs MOBHOMACIITAOHOTO BTOPIHEHHS 2022 POKY) 3aJIUIIa-
€Tbcsl (PparMeHTapHOI0. BifCyTHICTh MUTICHOTO KOMITAaPaTHBHOTO aHAJI3y
MeXaHi3MIB KOHBepTallii KyJIbTYPHOTO KAaIliTaTy B IHUX PETiOHAX 3yYMOBJIIOE
HAYKOBUH 3aITUT HA ITI0 PO3BIJIKY.

Mema cmammi nosnsrae y 3/ilicCHeHHI KOMIIApaTHBHOTO aHAJi3y CTpaTe-
ril MeHeKMEHTY KyJbTYpHOro Kamitamy PecrmyOsiku Kopest ta Ykpainu
JUTS BUSIBJIEHHS YHIBEPCATBHUX 1 clienuivHIX MexaHi3MiB Bidyasrizariii Hario-
HAJIbHUX HAPATHUBIB, IO 3a0e3Meuyr0Th 3MIIIHEHHS JIEPIKABHOI Cy0 €EKTHOCTI
Ta KOHBEPTAIIIF0 CHMBOJIIYHUX PECYPCIB Y MOJIITUYHUH BIUTUB B YMOBaX TPUBA-
JIMIX TEOTIOJIITHIHUX KpU3. Peastizaliisi MeTH mepenbavac JTIOCIIi?KEHHS IIepexo-
JIy Bifi cTaTUYHOrO 30epeKeHHs CIIAJIIAHHU JI0 aKTHBHOTO «CHMBOJIIYHOTO
IHJKUHIPUHTY», JIe KyJIbTypa CTa€ iIHCTPYMEHTOM M SIKOI CHJTH Ta CTPATETiYHUM
aKTHBOM HAaI[lOHAJILHOI OE3IeKH.
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Buxaad ocHo8Ho20 mamepiaay. OyHaaMeHTaIbHE TIEPEOCMUICTIEHHS
CTpaTeriii MEHEPKMEHTY KyJIBTYPHOTO KaIliTATy B €I10XY IVIOOAJTbHUX Te0I0Ti-
TUYHHUX PO3JIOMIB BUMATaE Bij| JIOC/IJTHUKA Bi/IMOBHU BiJl IECKPUIITUBHOTO ITi/I-
XO/Ty Ha KOPUCTh OHTOJIOTIYHOTO aHAJTI3Y KYJIBTYPH SIK aBTOHOMHOT'O Ta CaMO-
JIOCTAaTHBOTO PECYPCY HAIIOHAIBHOI CyO €KTHOCTI. Y MelKaX TeOpEeTHYHOI
mapayiurmu [Tepa Byp/ibe KyJIbTYPHUU KAIliTaI IIOCTA€E HE JIUIIE SIK CTaTHYHA
CYKYITHICTh 3HAaHb YU apTedaKTiB, a K CKJIaJ{HA, OaraTopiBHEBa CHCTEMA ITO-
TEHIITIB, IO ITiJIATae JUHAMIYHIA KOHBEpTAIlii B COIia/IbHY JIETITUMHICTB,
CHMBOJIIYHY BJIazly Ta nmosritnunuii Bivtus (Bourdieu 1986, 243). luist Peciry6uti-
ku Kopes Ta YKpaiHnu, OIpH iXHIO O4eBUIHY TeorpadiuHy Ta COIIOKYIBTYPHY
BiJIZIaJIEHICTb, CIIJIBHUM 3HAMEHHHUKOM € iCTOPUYHUHN JIOCBIJ] «IIO/TOJIAHHS TIe-
pudepifiHOCTI» — TpoIiec 6OJIICHOTO KOHCTPYIOBAHHS MTOTY>KHOTO HAI[IOHATb-
HOTO HApaTUBY B YMOBaX IEPMAHEHTHHX JIECTPYKTUBHUX BIUIMBIB: TPUBAJIOL
KOJIOHIaJIbHOI TPaBMU ¥ MOBHOI aCUMLJIALIII B KOPEHChKOMY Kelici Ta 6araToBi-
KOBOI IMIIEPCHKOI €KCITaHCIT i eK3UCTEHIIIHOI 3aTPO3H Y BUIIAJIKY YKpAiHHU.

KysibTypoJioriyHa iHTepIpeTarist [iboro MmpoIecy Aa€ 3MOTY TPAKTYBaTH Me-
HEJ[’KMEHT He sIK TEXHIUHe aIMiHICTpYBaHHs rajysi, a IK CAMBOJIIUHUHN iHKH-
HIpUHT — CBiJIOMY JisIJIbHICTD i3 KOHCTPYIOBAaHHS PEeaJIbHOCTI Uuepe3 Bizyasriza-
IO Ta TPAHCJIAIII HAIIOHAJIBHUX CMHUCTIB Y VIOOAJTbHUA KOMYHIKAIIHHUN
ripoctip. locBig PecnyOisiku Kopest B zipyridi mosioBuHi XX — Ha MOYaTKy
XXI cToJIiTTA MPOTIOHYE HAYKOBIH CIIBHOTI B3ipIIEBY MOJETDH «KYJIBTYPHOTO
peBaHIIy», 3/[iICHEHOTO 3a JOIOMOTIOI0 BHCOKOTEXHOJIOTIUHHX KPEATHBHUX
igycrpift. Ilics Kopelicbkoi BifiHU (1950—1953) KpaiHa ONUHIUIACA y CTaHI
IHOOKOI ieHTH(IKamiiHOI aHOMii, 10 OyJsia MOCUJIeHAa HACIiKaMU SIIIOH-
CHKOTO KOJIOHIQJIBHOTO TIAHYBaHHS (1910—1945), sIKE CUCTEMHO HaMarasocs
eJIIMiHyBaTH KOPEUCHKY i/IEHTUYHICTD. Y IIbOMY KOHTEKCTI MEHEIPKMEHT COITiO-
KYJIbTYPHOI JTisIJTBHOCTI, IKUH 3TOZI0M TpaHC(pOpMyBaBcs B IVI00ATbHUN (hEeHO-
men Hallyu, 6asyBaBcss Ha KOHIEIIl «BHUIIEpeIXaIbHOI MOJEpHIzalii», ae
KyJbTypa OyJia BU3HAYeHa JEpP)KaBHUM arapaToM sIK TOJIOBHHH JIpaliBep
He JIUIIE HAI[iOHAJILHOI TOP/IOCTi, a i EKOHOMIYHOTO IPOPHUBY Ta iHCTPYMEHT
JIexoJIoHizaril ceigomocrti (Jin 2016, 45).

BusHauaIbHOIO 03HAKOIO ITiBJIEHHOKOPEHUCHKOI MOJIEJTI € ITPENe/IEHTHA POJIb
JIEp’KaBU SIK CTPATETiYHOTO MaKpOMEHE/[’Kepa Ta JieMiypra HallioHaJIbHOTO
Openty, 1110 (PaKTHUIHO (PYHKITIOHYE B POJIi «apXiTeKTOpa CMHUCTIB». EBosTIONis
KOPENCHKOI KYJIbTYPHOI IMOJIITUKHU MPOKIIIIA MUIAX Bifl JKOPCTKOTO MPOTEKITIO-
Hi3My 1960-X POKIB /I0 CHCTEMHOTO IJI00aJIbHOTO eKCIAaHCIOHI3MY, Jie lep:KaBa
€ TOJIOBHUM BEHUYPHUM iHBECTOPOM y cuMBostiuHui Karmitas (Kwon and Kim
2014). CTBOpeHHs Ta cucTeMHe (DiHAHCYBAHHSA CHEI[iaTi30BAaHUX IHCTUTYIIIH,
sk-0oT KOCCA (Korea Creative Content Agency), He IpocTo 3a0e3IeYmI0 eKO-
HOMIYHY IJITPUMKY TaJTy3i, a a0 3MOTY 3/IiIHCHUTH MacIITAOHUH 1HTEJIEKTY-
QJIBHUH aKT: MEPETBOPUTH JIOKAJIbHY MihOJIOTII0 Ta TEPMETHYHY TPAAHUIIHHY
€CTETHUKY Ha BUCOKOJIIKBITHUHA 00 €KT IVI00ATBHOTO CIIO>KUBAHHS.

¥ Meskax KOHIIEMITil CHMBOJII'YHOTO 1HKUHIPUHTY KOPEHCHKUH YPSI/T peaJti-
3yBaB Te, 1o Illapsp Bomyiep y cBoix ecesix Ha3WBaB «Mari€l0 MITYYHOCTI».
Jna Bonyepa xpaca € He IPUPOJIHOIO JAHICTIO, a PE3YIBTATOM BOJIBOBOTO
aKTy Ta CBiZJTOMOTO KOHCTPYIOBaHHs, IIJ0 IIEPETBOPIOE IEPBICHUH XaoC Ha
nockoHany (opmy (Bomtep 2017, 86). IlozibHO M0 60AIEPIBCHKOTO ineany
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«JIEHAU3MY» SIK BUIIIOTO MIPOSBY JUCITUIUTIHU JTyXy HAJT MATEPi€I0 KOPEUCHKUH
MeHEeKMEHT TpaHC)OpPMYBaB HAIIOHAJIbHY iIEHTUYHICTh y O€30TaHHUH,
TEXHOJIOTIYHO BUBIPEHUH Bi3yaJIbHUH MPOIYKT.

Tenesuic «HoBoro Xawmio» (New Hallyu) craB pe3ysibTaToM YHIKaJIbHOTO
cuM0i03y TEXHOJIOTIYHOTO JIETEPMIiHI3MY Ta TJIMOMHHOI HEOKOH(]YIliaHCHKOI
etuku (Jin 2016, 58). TpaauriiiHi COWiIOKYIBTYPHI KaTeropii, SK-OT cyBopa
iepapxiyHiCTh Ta MPIOPUTET KOJEKTUBHOI BiJ[OBiTaIBHOCTI, OYJIO YCIIITHO
PEapTHKYJILOBAHO Y BUCOKOE(DEKTHBHI KOPITIOPATUBHI MOJIEI MEIITHOTO BUPOO-
HUITBA. [I[pUKJIa7I0M TAKOTO «CUMBOJIIYHOTO BUPOOHHUIITBA» CIIYTYE YHIKAIbHA
CUCTEMa ITiITOTOBKYU apTHUCTIB-aUJIOJIB, Y AKIA (popMyBaHHS IIy0JIiYHOI TIEPCO-
HTi pO3IJISAAAIOTh K JIECKPUNTUBHHUN IH)KEHEPHUU IIPOIIEC CTBOPEHHSA
i/1eaJTbHOTO COITIOKYJIBTYPHOTO 00’€KTa. Takuii 00’€KT BOJHOYAC BifIIOBizae
VHIBEpCaJIbHUM CTaH/IapTaM VIOOATBHOI IIOITECTETUKH Ta TPAHCITIOE crienugivHi
CEMIOTHYHI KO KOPEUCHKOI KyJIBTYPH.

Bisyastizariisi bOoro HapaTUBY PeATi3y€EThCA Yepe3 CKIATHUNA «ECTETHIHUN
CHUHKDETU3M», JIe HEOHOBI JIaHAmad T TinepypOaHi30BaHOTO KibepraHKy opra-
HIYHO KOPEJIOIOTH i3 Bi3yalbHUMU IIUTATAMU 3 KJIACHYHOTO >KUBOIIKICY €TIOXU
YocoH, TpaAUIIHHIMU KOCTIOMaMU XaHOOK Ta apXiTEKTYPHUMU eJIeMEeHTaMU
nananoBux KomiuiekciB (Huo 2021). Ile cTBopioe edeKT «KOHCTPYHOBAHOI
aBTEHTUYHOCTI», /le MUHYJIE JIETITUMi3ye MaOyTHE. /[epKaBHUN MEHE>KMEHT
y Kopei cBioMo iHTErpyBaB «KyJIBTYPHUE HAI[IOHAJIIZM>» Y JIOTIKY IJI00aJIbHOTO
PHUHKY, Jie IHCTPyMEHTH M SIKOi CHJTH KOHBEPTYBAJIUCS B PEATbHUH MOJTITHIHUN
tTa ekoHoMiuHMHi BILUMB (Kim 2012, 102). Kopelicbka Mojieb JEMOHCTPYE,
110 JIOKAJIbHA aBTEHTHYHICTh, IPOUIIIOBIIH Yepe3 (iIbTPU IHTEIEKTYaTbHOTO
MeHE/[PKMEHTY Ta «007IepiBCchKOi» ecTeTh3aliil IITYYHOro, 3/[JaTHA CTaBaTU
TJI00aJTBHUM JTiZIEPOM.

VkpaiHcbka MO/IeJib MEHE/KMEHTY KYJIBTYPHOT'O KAIliTaTy PO3BUBAETHCS
3a MPUHIIUIIOBO iHIIIOK, MEPEXKEBOI0 TA PE3HCTEHTHOIO JIOTIKOIO KYJIBTYPHOI
CTIMKOCTI, 1110 KOPIHUTHCS B 6araToBiKOBOMY JIOCBi/li BUKMBAHHS B yMOBax 6e3-
JIEP>KaBHOCTI Ta IEPMAHEHTHOTO KOJIOHIAJIBHOTO THCKY. BiTUYMBHSHA KyJIbTypa
icTopuuHO TIepebyBajia y BUMYIIEHOMY CTaTyCl «KYJIBTYPU CIIPOTHBY», TOJIOB-
HHM OHTOJIOTIYHHM 3aBJJaHHSM SIKOi OyJia He 30BHIIIIHS €KCITaHCisA, a TepMeTHY-
He 30eperkeHHsI 6a30BUX KOHCTAHT ifileHTHYHOCTI (['pHUIIeHKO 2017, 112). Y 1IboMy
KoHTeKcTi ecreTraHa iyocodis [lapsis Bosyiepa mponoHye ifiero mpo «Buo0y-
BaHHS KPACH 3i 371a», Jie TpariuHe TPaHCHOPMYETHCS Y BUCOKE MUCTEIITBO Uepes3
CMHCJIOBY IIepepobky mociny (Bomiep 2017, 12). [Toxibuuii MexaHi3sM «ayiximil
0O0JII0» CIIOCTEPIraETHCSA B CYIACHOMY YKPAiHChKOMY MEHE>KMEHTI CMHUCIIIB, Jie
TpaBMa BilfHU CTa€ CHPOBUHOIO JIJISI CAMBOJIIYHOTO IHKHUHIPUHTY HOBOTO THITY.

ITouaTok riGpuaHOI BiltHU ¥ 2014 POIIi Ta PaIUKAIIbHA €CKAJIAIA B JIIOTOMY
2022 POKY CTJIN KaTaIi3aTOPaMHU iHTEHCUBHOTO (DYHKITIOHAIBHOTO 3CYBY. YKpa-
THCHKHUI TBOPUMH MTPOJIYKT TPAHCHOPMYBABCS 3 MTACUBHOTO «00 €KTa 30eperKeH-
HsI» Ha «aKTUBHOTO Cy0 €KTa I7I00aJIBHOTO IIHHICHOTO (PPOHTHUPY », 110 BUKOHYE
porp «mura €porm» (Uyxumi6 2022). CydacHi JIEKOJIOHI3AI[iiHI ITPAKTHKU
BHMAararTh IOI0JIaHHsA KyJIBTYPHOI aMHe3il Ta IMOBEPHEHHS aIpONPIHOBAaHUX
immepieio imeH (AreeBa 2025). Ilell porec HEPO3PUBHO IOB’I3AHUH i3 IIOJI0-
JIAHHSIM «TPAH3UTHOI KyJIBTyPH» Ta MOCTKOJIOHIAJIBHOI TPaBMH, III0 MOTpeOye
HOBHX CTparTeTil Bisyastizanii HanionaipHoro Hapatusy (['yamoposa 2024).
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3amicTh iIMIEPCHKUX KOHCTPYKTIB BUKPUCTAJTI3yBaBCA TUII CHMBOJIIYHO-
ro BUPOOHHIITBA, OPIEHTOBaHWU Ha Oe3KOMIIpOMicHY adipmariito IpaBa
Ha icHyBaHHsA. llell mpornec iHTepHpeTyeThCcsl Kpidh NPU3MY KOHIIEMITii
«MHCTENTBA HaJ3BUYANHOI CUTyallii», e TBOPYi IPAKTUKHU CTAIOTh aKTaMU
npsamoi aii (MycieHko 2015, 142). CyqacHUH apTMEHEPKMEHT € iHCTpyMeH-
TOM iHCTHTYIIHOI cTaburizalii, KOHBEPTYIOUH pedJIeKCciio B COiaIbHO 3HA-
gymui kamitan (IIporac 2025). Bix BoeHHOI doTorpadii mo mijzxuTa-
apTty — yci 11i opMU BUKOHYIOTH POJIb CTPATEriuHOI KOMYHiKallii, 1o pe30Hye
3 TIOIIYKOM iCTHHU B €IiIeHTpi KaTacTpodu.

Ha mportuBary iepapxiuHili KOpeUChKill cucreMi B YKpaiHi copmyBaBcs
VHIKQIBHUN THUI «/€[€HTPATi30BaHOTO0 MeHeI:KMeHTy» (bottom-up
approach). OcHoBHa eHepris TpaHchOpMAIlili TeHEPYETHCS Yepe3 PO3TAITY-
JKEHY MepeKy I'POMAJISTHCHKOTO CYCITIJIbCTBA Ta THYYKHUX IHCTUTYIIN. YKpa-
fHchku KynpTypHuR doH (YK®) mo 2025 poky npodiHancyBaB moHan
2000 TPOEKTIB, a YkpaiHcbkui iHCTUTYT (YI) Uepe3 mpOEKTH HA KIITAJT
«Postcards from Ukraine» miagBHIIUB BapTiCTh HAI[IOHAJIBHOTO OpEHAY
mo mouaza 100 wupxa gosapiB CIIHA (Global Soft Power Index 2025).
ITnardopma United24 3anyunna nonan 1,4 mipa ponapis CIIA, noBoasuu
CIIPOMOKHICTh KyJIbTyPU KOHBEDPTYBATHCS B NMPSAMY O€3IIE€KOBY ITiITPUMKY,
[0 KOPEJIIOE 3 i/IesAMH aKTUBHOI JIEPKABHOI Cy0 €KTHOCTI B T€OIOJIITHYHUX
sminax (United24 2025).

ApxaiyHi cCHUMBOJIM — BiJ| JISUTBKA-MOTAHKH /0 ODHAMEHTHUKH — 3a3HAIOTh
CEMiOTHYHOTO PEKOIyBaHHsI, TPAaHC(HOPMYIOUHUCH Y KUBI MapKEPH HAJIEKHOC-
Ti /10 TJIO0AJTBHOI CITUTPHOTH. YKpaiHChKa KyJIbTYpa ChOTO/IHI OTIEPYE «KOTAMU
ICTUHU», K1 BUOY/TOBYIOThCS SIK aHTUTE3A JI0 CUMYJISIKPiB arpecopa (Po3ymHa
2023, 28). Ile xoHIENTYaTi3y€e Miclie YKpainu B €BpOITi Kpi3h IPU3MY €THY-
HOTO Ta EeCTETUYHOTO CTBep/KeHHsA (3aby:kko 2025). 3axij 3HaXOIUTb
B YKpPaiHChKOMY JIOCBi/Ii HOBi ETUYHI OIIOPH, IO JOBOJIUTH 3/IATHICTH KYJIBTY-
PH CIIPOTUBY JUKTYBATH IJTIO0QTBHUH MOPSIOK IEHHUH.

[TopiBHSUIPHA THIIOJIOTIS IUX JBOX CTPATETIH BUOKPEMJIIOE (GyHIaMeH-
TaJIbHI PO30I’KHOCTI B IHCTpyMEHTAaxX KalliTaiallii CHMBOJIIYHOTO pecypcy.
SK1Io miBIeHHOKOPENChKa MO/IENh CIPSIMOBAaHA HA €CTETUYHE CIIOKYIIIaHHs
(aesthetic seduction), To ykpaiHChbKa — Ha eTHYHe CTBep/KeHHs (ethical
affirmation). Y xopeiicbkoMy Keici KysibTypa (GYyHKIIOHYE SIK BUCOKOTEXHO-
soriuanii ToBap (Nye 2004, 84), cTBOpIOOUH ifleanbHy peatbHicTh. B Ykpai-
Hi 2K CIIOCTEPIra€ThCs HAPOJKEHHS «EK3WCTEHI[IMHOI COJIiJIapHOCTI», e
KyJIBTYPHHH KaIliTaJl CTa€ rapaHTOM OHTOJIOTIYHOTO 30eperKeHHs Hallil.

CemioTHYHUH aHATI3 TiATBEPAKYE, IO 0OU/IBI HaIil BipTYO3HO peKoay-
I0Th icTropuuHy TpaBMmy. Pecmybisika Kopess TpaHchopMmyBasa mam siTh
PO pyHHAIIi0 ¥ GYTYPUCTHYHY YTOIIiI0, CTBOPHUBIIIN YHIBEPCAJIHHY Bi3yasib-
HYy MOBY. YKpaiHa K PeKOJIy€ T0CBiJl 60POTHOU B «€POIUHHUI €TOC CYyIacCHOC-
Ti», Jie TPAJUI[IHHI apXeTUIIH CTAI0Th MapKepaMH TJI00aJIbHOTO IUBijTi3a-
IIHHOTO MMPOTUCTOSHHS.

AnTponosioriuanil BuMip (¢ikcye hopMyBaHHSA «HOBOTO THUILY JIIOJHI».
V¥ kopelichKkOMy KOHTEKCTI — IIe JIIOJIMHA KpeaTuBHa (creative man), 1o mo-
enHye MUdPOBY IPAMOTHICTH 13 HEOKOH(DYITIaHCHKOIO eTHKOIO (Jin 2016, 58).
B ykpaiHChKOMY IPOCTOpPI BHKDPHCTATIB0BYETHCA TUI MOOiTi30BaHOTO
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intenektyana (the mobilized intellectual), 1yt IKOTO TBOPUICTH € CIIOCOOOM
3aXHCTy BJACHOTO CMHCJIOBOTO ITpocTopy (MycieHnko 2015, 142).

JI1s1 3a0e3meueHHs CTpATErivyHOl epeBaru YKpaiHi moTpiOHO 37iHCHUTH
TPaH3UT Bij CTUXIHHOTO aKTUBiI3MYy /10 iHCTUTYIIHHOI CTAJIOCTI, iHTErpyoun
KOpEHUChKHH JTOCBi/ nep:kaBHOTO naTepHy (CosloleHKo 2020, 56). MeHemK-
MEHT COIIOKYJIBTYPHOI TiSUIBHOCTI B ITUX PETIOHAX € MIPOIIECOM CHMBOJIIYHOTO
IH)KUHIPUHTY, /i€ iCTOpisi Ta KOJIEKTHUBHI TPAaBMU CTAlOTh CHPOBUHOIO JIJIsI KOH-
CTPYIOBaHHS KOHKYPEHTOCIIPOMOKHHUX IJI00aIbHUX HAPATHUBIB.

BucHoeku. IIpoBeneHnii KOMIAapaTUBHUN aHATII3 CTpATETid MeHEeIX-
MEHTY KyJbTypHOro Kamitamy B Pecrybotini Kopest Ta Ykpaiwi s1ae 3mory
CTBEP/IZKYBATH, II0 B YMOBaX Cy4aCHUX T'eOHOJIITHYHUX PO3JIOMIB KYJIbTypa
OCTaTOYHO TPaHCPOPMYETHCA 3 00’€KTA CTATUYHOTO 30€peKEeHHS B ITMHAMIYU-
HHUH pecypc HAI[iOHAJIBHOI Oe3meKkH, mocTaroyu GyHIaMeHTaIbHUM iHCTPY-
MEHTOM CHUMBOJIIYHOTO iH}KHUHIPDUHTY, CHMBOJIIYHOTO BUPOOHUITBA. J[OCBiT
000X KpaiH JIOBOJIUTb, 110 e(peKTUBHE YIIPABJIiHHSA CHMBOJIIYHUMH PECYPCAMU
€ 000B’I3KOBOI0 YMOBOIO JIJIs ITO/I0JIAaHHSA «IIepUdepiiHOCTI» Ta JeK0I0HI3a-
1ii HarfioHaJIbHOTO 06pa3y B IVIOOAJIBHIN CBiZIOMOCTI.

JlocoiizkeHHST BUSBUJIO 3aCaJ[HUUY JIMXOTOMIO CTpaTerii KamiTarisarii
IIEHTUYHOCTI: AKIO KOpelchKa MOJIeb 0a3yeEThCS HA €CTETUYHOMY CIIO-
KyIIaHHI — CTBOPEHHI JJOCKOHAJIOTO Bi3yaJIbHOTO MIPOAYKTY, OPi€HTOBAHO-
TO Ha 33/I0BOJIEHHS CII0KHBava Ta EKOHOMIUHY €KCIIaHCi0, TO yKpaiHChKa
MO/IEJTb IPYHTYETHCS HA €eTUYHOMY CTBEP/KEHHI — TPAHCIAIT pajiKaib-
HOI IMPaBUBOCTI Ta €K3UCTEHIIIHHOTO JOCBiTYy, 0 GOPMYE «EK3UCTEHITIN-
HY COJIiIapHICTh» HABKOJIO IIiIHHOCTEH cBoOomu. CeMiOTHYHUE aHai3
MiATBEP/KYE, 0 OOUBI HAIlil TPOJEMOHCTPYBAJIN BipTyO3HE BOJIOJIIHHA
MeXaHi3MaMHu KOHBepTaIlii KOJIEKTUBHOTO OOJII0 Yy TBOPYY €HEPTilo, IO
KOpeJIIE 3 00/J1epiBCHKOIO i/1e€10 MPO 3/IaTHICTh MUCTENTBA BUA00yBaTU
BUCOKi CMHCJIH 3 KaTacTpO(hidYHOTO TOCBiy.

[IpuHIMITOBA Pi3HUIIA B yIPABIIHCHKUX [TApaIUrMax — i€papxXiuyHa Mo-
nenb top-down y IliBaennitt Kopel mpotu MepeskeBOro JemneHTpaaizoBa-
HOT'O MeHeKMeHTY bottom-up B YkpaiHi — BKasye Ha 0COOJIUBY JKUTTE-
37IaTHICTh HU30BHX iHINIaTUB B YMOBaX €KCTPEMAIIbHUX KPU30BUX CUTYAIIiN.
AHTPOTIOJIOTIYHUH BUMIp IIbOTO IIporiecy ¢ikcye (popMyBaHHS HOBHUX THITIB
IIEHTUYHOCTI: BiJi «JIIOJUHU KpeaTUuBHOI» (creative man) y Kopei 1o mobi-
sizoBaHoro inrtenekrtyana (the mobilized intellectual) B Ykpaiui, 110 mia-
KPECJIIOE POJIb COI[IOKYJIBTYPHOTO IPOEKTYBAHHS K iIHCTPYMEHTY aHTPO-
MTOJIOTIYHOTO JIN3aiHY.

OTxe, 111 YKpaiHU CTPATETIUHO BAXKJIMBUM € TPAH3UT Bif CTUXIHHOTO
KYJIbTYPHOTO CIIPOTUBY 10 CTabiIbHOI IHCTUTYI[IHHOI CHCTEMU « CHMBOJIiU-
HOTO €KCIIOPTY», IO 0a3yEThCSA HAa TPUBAJIOMY KOHCEHCYCI 1010 Mpiopu-
TETHOCTI KyJIbTYpPHU K JIOKOMOTHBA HAI[IOHAJIBHOTO PO3BUTKY. [lo€HAHHSA
€THYHOI IMepeBaru BiTUU3HAHOTO JIOCBiy, BTIJIEHOTO B JislJIbHOCTI YKpaiH-
cbKoro KyabTypHOTro poHAy (YK®) Ta Ykpaincekoro incruryty (Y1), 3 Tex-
HOJIOTIYHOIO Ta OpPraHi3aIiiHO JIOCKOHAJIICTIO KOPEHChKOI IHCTUTYITIHHOT
mozeni (3okpema moceiny areHilii KOCCA) € yMOBOIO JIJII OCTAaTOYHOIO
3aKpilyIeHHs] YKpaiHU K Cy0 €KTa IJIO0AJbHOTO KYJbTYPHOTO IOPSIKY
B IIOCTBOEHHUH 1I€pioi.
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Management of Cultural Capital
in the Context of Geopolitical Crises:
Comparative Study of the Republic of Korea
and Ukraine

Abstract

Modern culture undergoes a fundamental transformation, evolving from
a static heritage into a dynamic resource for national security and international
agency. This process is defined as “symbolic engineering,” where a state
intentionally constructs and broadcasts its identity codes to manage global
perceptions. A comparative analysis of the Republic of Korea and Ukraine
reveals two distinct paradigms of cultural capital management. The South
Korean model, exemplified by the Korea Creative Content Agency (KOCCA),
represents a centralized top-down strategy of “aesthetic seduction.” It
successfully converts historical trauma and local mythology into a high-
liquidity global product known as Hallyu. By integrating technological
determinism with neo-Confucian ethics, South Korea demonstrates a “cultural
revenge” strategy, making its creative industries a primary driver of economic
growth and decolonization of the national image.

In contrast, the Ukrainian model operates through “cultural resilience”
and a decentralized bottom-up approach. It relies on horizontal networks,
civil society, and flexible institutions such as the Ukrainian Cultural Fund and
the Ukrainian Institute. The essence of the Ukrainian strategy is “ethical
affirmation”—the communication of radical truth and the existential
experience of resistance. In this context, cultural products function as acts of
direct action, where symbols are recoded into markers of belonging to the
global democratic community. This “alchemy of pain” transforms the tragedy
of war into symbolic power, positioning Ukraine as an ethical donor for
Western civilization.

The typology highlights that while Korea focuses on a flawless visual
product to seduce global consumers, Ukraine mobilizes cultural capital to
ensure ontological survival and international solidarity. The research
identifies the emergence of a new anthropological type—the “Mobilized
Intellectual”—whose creative activity serves as a primary tool for defending
national semantic space. For Ukraine to achieve long-term strategic
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advantage, it must transition from spontaneous activism to institutional
stability, integrating South Korea’s state patronage patterns. The synthesis
of Ukrainian ethical superiority and Korean organizational excellence
provides the necessary framework for establishing a permanent status in the
global cultural hierarchy in the post-war period.

Keywords: cultural capital, symbolic engineering, cultural management,
Hallyu, national agency, ethical affirmation, socio-cultural identity.
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Relevance. Russia’s full-scale invasion of Ukraine has become a catalyst
for a substantial rethinking by Ukrainians of their own culture and national
identity. In the sphere of Ukrainian visual culture, this has manifested itself
in the creation and circulation of cultural products that reflect on Ukrainian
culture, its images, and its meanings. These processes have already been
identified in studies devoted to contemporary art and cinema (Vashchuk
2025; Lihus 2023; Herashchenko 2025). Similar tendencies can also be
observed in research on Ukrainian video games (Zinovieva 2024).

A video game (game) is “a program stored on a carrier device, launched
on a platform device, and implementing a system of rules and mechanics
that provide a particular experience, present a particular story, and convey
a particular narrative” (Remizovskyi 2023, 12; author’s translation). Video
games are one of the contemporary media that likewise function as a space
for such cultural reflection. In the information age, they have become one of
the sites where ideas about society, history, technology, national identity,
and the future are produced and circulated (Zinovieva 2024; Maliuk 2021).
In this context, it is important to turn specifically to independent games
(indie games) as a distinct segment of contemporary video game culture. By
indie games, this study refers to games created outside the creative or
financial control of major external corporate actors and associated with
relatively small-scale, creatively autonomous, and less hierarchically
organized modes of production. The present definition is based on the
characteristics of indie game production outlined by several scholars (Martin
and Deuze 2009, 276—7; Whitson, Simon, and Parker 2018, 4). Indie games
production constitutes a separate mode of cultural production alongside the
mainstream, while the shift toward smaller teams is often associated with an
attempt to avoid hierarchically organized and creatively restrictive models
of production. For this reason, several scholars regard indie games as
a particularly valuable object of analysis for examining more author-driven,
locally grounded, and less standardized ways of making sense of culture
than those typically found in large commercial projects (Martin and Deuze
2009; Whitson, Simon, and Parker 2021).

Among indie games, the science fiction segment is particularly relevant
to the present study, since it engages directly with cultural images of the
future. By science fiction, we mean works whose plots develop through
events made possible by imagined scientific discoveries and technologies
and which, following Robert Heinlein’s definition, offer realistic speculation
about possible future events (Lukianenko 2021, 6, 9—10). Images of the
future are important because they make it possible to trace how notions of
the desirable, the acceptable, the threatening, and the catastrophic reflect
the values, anxieties, and normative assumptions of a given culture. At the
same time, an image of the future is not only a projection of what may
come, but also a way of interpreting the present. This has been noted by
various scholars of science fiction (Lidchi and Fricke 2019; Londono-
Proano 2026; Djeddai 2022).

Focusing specifically on the work of Brenntkopf Development is relevant
because this is a small Kharkiv-based indie team within whose output it is
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possible to trace a relatively coherent authorial logic of cultural modelling.*
It is also important that CosmoOdyssey: Trip to Mars, CosmoOdyssey 2:
Comeback to Origin, Son of Perun Kharkiv, and Baraban: Maister-torhash?
(in Ukrainian: “Bapaban: Maiicmep-mopeaw”, in English: “Baraban:
Master Merchant”; translated by the author. — A. R.) constitute an
internally connected corpus identified on Steam as The Cosmoodyssey
World.3 Across these games, Ukrainian images are consistently reproduced
within futuristic worlds. For this reason, this corpus provides productive
material for the analysis of images of Ukrainian culture of the future.

Literature review. Several studies on Ukrainian video games are
relevant to the present article. Zinovieva (Zinovieva 2024), analyzing
approximately 26 Ukrainian games, argues that after the start of Russia’s
full-scale invasion, Ukrainian video games became part of a broader culture
of resistance and frequently employed comedic and carnivalesque elements
in representing war. Maliuk (2021), in a cultural studies dissertation that
addressed science fiction video games in Ukraine, examined the
S.T.A.L.K.E.R. and Metro series, as well as You Are Empty and Collapse,
and identified the dominance of post-Soviet aesthetics in these games.
Also relevant is Lassin’s study of how Ukrainian history and the Russo-
Ukrainian war are interpreted within the gaming community surrounding
Europa Universalis IV (Lassin 2024). This study is useful because it
demonstrates that meanings related to Ukraine are actively articulated and
contested in gaming culture.

In the context of the present study, it is also important to consider
several works on science fiction produced in other fields, particularly
literary studies. Of relevance here are Savytska’s analysis of Ukrainian
science fiction (Savytska 2014) and Telestakova’s study of Chinese science
fiction, especially insofar as the latter addresses the difficulties involved in
defining science fiction as a genre (Telestakova 2020). This body of
scholarship can be further situated alongside studies of other national and
regional science fiction literatures, including Londofio-Proafio’s (Londofio-
Proafio 2026) research on Latin American science fiction, Djeddai’s work
on Arab science fiction (Djeddai 2022) and Lukianenko’s study of the
English science fiction novel (Lukianenko 2021).

The study aims to examine the images through which Ukraine’s
future is constructed in the video game CosmoOdyssey series
(CosmoOdyssey: Trip to Mars, CosmoOdyssey 2: Comeback to Origin,
Son of Perun Kharkiv, Baraban: Maister-torhash), developed by
Brenntkopf Development; to provide a systematic characterization of their
development across the selected games; and to analyse their relationship
to the discourse of the Russo-Ukrainian war.

! Information about the Ukrainian origin of the studio: https://brenntkopf-studio-kharkiv.
itch.io/

2 The article uses the transliterated name of the video game from the Ukrainian language,
as the video game does not have English localization.

3 https://store.steampowered.com/bundle/34725/The_Cosmoodyssey_World/
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Methodology. At the conceptual level, the study draws on postclassical
narratology, which expanded narratological inquiry beyond its classical
literary framework and redirected attention from the narrator to narrative
as a representation constructed by the recipient based on a configuration of
signs (Ryan 2023). The central objects of analysis are images, understood as
coherent narrative formations conveyed through different sign systems in
the video games, from the protagonist’s written notes to visual elements of
environmental design. Taken together, these images form a broader
representation of Ukraine’s future within the game series.

The study is based on four main methods: the descriptive method, the
comparative method, discourse analysis, and systematization. The
descriptive method was used to record the narrative and visual elements
identified during the playthrough of the selected video games. In other
words, the analysis relies on the systematic fixation of what is directly
represented in the games’ stories, environments, and character design. The
comparative method was used to compare these elements across the games
to identify both recurring patterns and differences in the representation of
Ukraine’s future. Discourse analysis was applied to the broader context of
game production, including the history of development, the developers’
explanations of their artistic decisions, and their reflections on the influence
of the Russo-Ukrainian war on the creation of the games. It was used to
reconstruct the discursive link between the experience of war, the rethinking
of ideas developed before the full-scale invasion, and the formation of the
series’ images of Ukraine’s future.

The study also employs the method of systematization, drawing on the
analytical framework of Perron’s model of the “three bodies” in horror video
games (Perron 2018, 3) and on its broader application in other studies
(Remizovskyi 2023). The material identified in the games was organized
into several analytical images:

1) images of the Russo-Ukrainian war: the signs and information through
which the war is represented in the narrative and environmental
design of the games, including both written in-game materials and
visual elements of the setting;

2) images of the protagonist — the main character’s biography,
appearance, motivations, and actions throughout the game. The
protagonist’sinitial environment (the room in which the protagonist
lives or the location where the story begins) is also included in this
category, as its visual imagery may reflect the character’s origin
and culture;

3) images of the Other: other characters and enemies, including their
actions, attitudes toward the protagonist, origin, and visual
appearance.

Environmental game design was not treated as a separate analytical
image but was analysed as part of the other images.

By comparing the development of these images across the selected games,
the study provides a systematic characterization of the image of Ukraine’s
future in this video game series.
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Results

Development History. Before turning to the development history of
The Cosmoodyssey World series, it is necessary to briefly outline the
conditions under which it emerged to better understand its discursive
relationship to the Russo-Ukrainian war.

According to Vitalii Chyzh, the series’ principal developer and one of its
two creators, the series was developed by two Kharkiv residents: Chyzh
himself and the programmer Illia Khudokormov. Khudokormov was
responsible for programming, while Chyzh was responsible for the remaining
aspects of development, including the narrative concept, artistic vision, and
overall concept of the games.4 Four games in the series were released on
Steam between 2022 and 2024: CosmoOdyssey: Trip to Mars (18 August
2022), CosmoOdyssey 2: Comeback to Origin (17 February 2023), Son of
Perun Kharkiv (1 September 2023), and Baraban: Maister-torhash
(6 December 2024).

The series was developed under difficult material conditions. According
to Chyzh, the war forced the developers to work from different countries and
exclusively online. The development process was also complicated by regular
power outages and internet disruptions (Danylov 2023).

Russia’s full-scale invasion of Ukraine became an important factor in the
emergence of the The Cosmoodyssey World series. Before 24 February 2022,
Chyzh had already been working on another PC project, “Getaway from
Kharkiv Orbita”, which was intended to unfold in the setting of a large,
unsettling, and partly post-apocalyptic Kharkiv.> After the invasion, however,
this project could no longer retain its original form. According to the developer,
such a game became inappropriate under the conditions of real war, when
Kharkiv itself had turned into a space of destruction, shelling, and desolation.
The series thus emerged through the reworking and replacement of earlier
ideas. As Chyzh recalls, in the first days of the war he began working on a game
almost in a state of stupor and later described this process as a form of “self-
PSYOP,” that is, a way of coping with psychological shock. This was how the
first CosmoOdyssey came into being.® The same logic persisted later: according
to the developer, Son of Perun Kharkiv also grew out of the earlier assets and
ideas behind “Getaway from Kharkiv Orbita”, though they were reworked
through a new plot, a new visual approach, and a brighter vision of the future.”

Another important discursive point concerns Vitalii Chyzh’s attitude
toward other Ukrainian games released before the full-scale invasion. In an
interview for “Mezha”, he stated explicitly that he does not regard Metro or
S.T.A.L.K.E.R. as “purely Ukrainian” games (Danylov 2023). In the former
case, this is because the player takes on the role of Russians; in the latter,
because the game requires the player to shoot at the Ukrainian army. These
statements point to Chyzh’s decolonial position.

4 Information from the developer’s blog: https://gamedev.dou.ua/forums/topic/39639/

5 Information from the developer’s blog: https://gamedev.dou.ua/forums/topic/39639/,
https://gamedev.dou.ua/forums/topic/42156/.

¢ Thid.

7 Information from the developer’s blog: https://gamedev.dou.ua/forums/topic/44911/
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Autobiographical memory, especially memories of family and of
Kharkiv, also functions as an important discursive influence on the series.
This is particularly evident in the development history of CosmoOdyssey 2:
Comeback to Origin, which Chyzh explicitly links to memories of his
grandmother and grandfather, rural life, fishing, a pond, an apple orchard,
a vegetable garden, homemade alcohol, and other everyday village
practices. Chyzh describes the game as a set of “memory-triggers” that
return him to childhood.® The same logic can be traced in the other games
of the series. In developing the first CosmoOdyssey, for example, the
author drew inspiration from the childhood animated film “How the
Cossacks Met the Aliens”.? In his blog, while discussing Son of Perun
Kharkiv, Chyzh describes the game as a project that combines local Kharkiv
memes and uses Slobozhansky dialect of the Ukrainian language.'® In the
case of Baraban: Maister-torhash, the idea for the game, according to the
author, was suggested by his father, who remarked that it would be “great
to recreate the flavor of the Barabashovo market,* where Asians speak
unusual Ukrainian, and you bargain with every seller to get the best
possible price for the goods” (translated by the author. — A. R.).*?

To conclude this section, it should be noted that from the early stages of the
series’ development, the author sought to imagine a postwar horizon in which
Ukraine appears as the victorious side. Discussing CosmoOdyssey 2:
Comeback to Origin, Chyzh wrote that “the idea of victory and of the future
after it runs through the entire game”.'3 As the following analysis will show,
this orientation is also significant for the other games in the series.

Images of the Russo-Ukrainian war. In the video games of The
Cosmoodyssey World series, images of the Russo-Ukrainian war vary in
their degree of directness. In CosmoOdyssey: Trip to Mars, the war is not
articulated within the game itself and appears only indirectly through the
trailer. In CosmoOdyssey 2: Comeback to Origin, it is represented through
individual political markers. In Son of Perun Kharkiv, these images become
a visible component of the narrative and environmental design. In Baraban:
Maister-torhash, images of the war appear in textual and visual artefacts of
the postwar world.

The games also differ in the specific images through which the Russo-
Ukrainian war is represented. In CosmoOdyssey: Trip to Mars, the war is
marked only in the Steam trailer, where the voice-over presents the future as
one in which Ukraine has already won.** The CosmoOdyssey 2: Comeback to

8 Information from the developer’s blog: https://gamedev.dou.ua/forums/topic/42156/

9 Information from the developer’s blog: https://gamedev.dou.ua/forums/topic/39639/

Information from the developer’s blog: https://gamedev.dou.ua/forums/topic/44911/

u Barabashovo market is considered to be one of the largest markets in Ukraine.

2Information from the developer’s blog: https://gamedev.dou.ua/forums/topic/49547/

3 Information from the developer’s blog: https://gamedev.dou.ua/forums/topic/42156/

4In the Steam trailer for the video game, the off-screen narrator states: “What you think of
with goodness comes to pass in the world. All this is our future: we will fly into space, sunflowers
will bloom on Mars, and we will feed our home with wheat. And the moral of this tale is simple:
every thought has but a tail, and along that tail kind guests will follow. Victory has come, and the
viburnum has blossomed. This is how it will be with us, people, and the world will not forget
Ukraine” (translated by the author. — A. R.).
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Origin includes a quest in which the protagonist must clear his garden of
Colorado beetles allegedly bred in Belgorod laboratories. The poison presented
as a means of combating them is named after Valerii Zaluzhnyi.’> Awarded
upon completing this quest, the achievement “Killer of Colorado Beetles!”
reinforces the wartime associations of the episode through its reference to
“Kherson watermelons,” evoking the 2022 liberation of the right-bank part of
Kherson region by Ukrainian forces (Figure 1).

In Son of Perun Kharkiv, the images of the war become more numerous
and explicit. The protagonist is directly marked as a veteran of the war: in his
diary he recalls being shelled “in the battle for what was then Donetsk and is
now Yuzivka,”® while another entry explains the bodily consequences of his
wartime injury (Figure 2). The war is also memorialized in urban space
through a monument to the soldiers at Pavlove Pole, a district of Kharkiv
(Figure 3). In addition, the protagonist’s diary mentions the reconstruction of
the Horizon district in Kharkiv after its destruction during the war (Figure 4).
Further references to the wartime damage inflicted on Kharkiv appear in the
“Interesting Facts” loading screens, which mention, among other things, the
destruction of Saltivka and the shelling of Barabashovo (Figure 5).

In Baraban: Maister-torhash, the war is represented through an in-game
book that can be purchased after completing a mandatory quest. The book is
framed as a memoir-like account of a military UAV operator and describes
hunting tanks, FPV strikes, aerial reconnaissance, electronic warfare, logistics,
and comradeship; one of its pages explicitly states that, unlike another story,
this one is not fictional (Figure 6). Another visual image of the war is the
billboard “OUR UKRAINE — 845 THOUSAND SQ. KM.,” which can be seen
in the streets of virtual Kharkiv. The billboard presents a postwar political
map in which Belgorod and Kuban form part of Ukraine, with Kharkiv
positioned as the capital of this enlarged state (Figure 7).

Taken together, the series moves from a distant image of Ukrainian victory
to a denser representation in which the war reshapes memory, the space of
Kharkiv, and the imagined political order of the future. In this post-war future,
Ukraine appears as the victorious state, Russia is displaced or absent, formerly
Russian territories are incorporated into Ukraine, and Kharkiv is imagined as
one of the central spaces of the postwar order.

Images of protagonists. The protagonists analyzed here combine common
features with important differences that shape distinct images of future human
beings. In CosmoOdyssey: Trip to Mars, the protagonist, Taras Bulbenko, is
an agronomist from Pavlove Pole who is sent to Mars by several Ukrainian
oligarchs to extract metal for transport infrastructure. He wants to grow
sunflower and wheat on Mars and later use the resources gained to open his
own farm. Thus, Taras is portrayed as a dreamer whose vision of the future
remains grounded in farming. At the same time, Taras is portrayed as a
protagonist strongly attached to his homeland. This is reflected in the design

5Valerii Zaluzhnyi was a Ukrainian general who commanded the Ukrainian army at the
beginning of Russia’s full-scale invasion.

Yuzovka is the old name of the Ukrainian city of Donetsk, in the pre-Soviet period. Donetsk
is now annexed by Russia.



E-ISSN 2663-2160. Haykogi 3aniucku HaYKMA. Ictopis i Teopist kynasrypu. 2026. Tom 9
Artem Remizovskyi. Images of Ukraine of the Future in the Sci-Fi Video Game...

174

of his room, which contains icons, a portrait of Chornovil, a prominent
Ukrainian public figure who opposed the communist regime and later stood in
opposition to President Leonid Kuchma, as well as a map of a “Greater
Ukraine” and a flag of Kharkiv Oblast (Figure 8).

In CosmoOdyssey 2: Comeback to Origin, Taras reappears as an
agronomist. According to the plot, he hides in Canada after a conflict over
the precious metals found on Mars and lives at his grandmother’s dacha
while fleeing an angry creditor. He misses Kharkiv, continues to keep
a diary, and remains deeply preoccupied with agricultural production
(Figure 9). His Canadian refuge is filled with Kharkiv markers, including
the flag of Kharkiv Oblast and photographs of the city (Figure 10). Thus,
Taras is portrayed as a protagonist who’s Ukrainian and Kharkiv identity
remains stable across changing settings, from outer space to emigration in
Canada.”

Son of Perun Kharkiv offers a different image of the protagonist. Andrii
Bondarenko is a veteran of the Russo-Ukrainian war and a detective in the
Kharkiv Police Department, which in the game belongs to a private
corporation (Figure 2). His main task is to investigate a failure in the “Kupol”
system that regulates the city’s climate. After a restorative procedure
performed at “KhAI” (“Kharkiv Aviation Institute”) following a wartime
injury to his arm, he becomes a kind of “walking battery” capable of using
electric energy as a weapon. Unlike the protagonists of the other three games,
Bondarenko has both a health bar and an electric energy bar, and he can die
because of enemy attacks. This makes him the only clearly gamified combat
protagonist in the corpus. Throughout the game, he constantly recalls the
war, reflects on urban memory, and compares past and rebuilt versions of
Kharkiv (Figure 5). He speaks roughly and remains deeply attached to the
city. At the end of the game, he is awarded the titles of Hero of Ukraine for
successfully completing his mission. His image combines the veteran, the
cyborg detective, and the guardian of a rebuilt postwar city.

The protagonist of Baraban: Maister-torhash, Yaroslav Varenyk, is the
least heroic in a conventional sense. He is a philology student at Hryhorii
Skovoroda University and moves into an almost empty apartment in
Pavlove Pole (Figure 11). His storyline revolves around furnishing the
apartment, bargaining at the market, and gradually turning a bare urban
space into a habitable home (Figure 12). His image is constructed primarily
through the diary and the apartment itself. He likes video games, comics,
popular food, tea, and consumer goods; later, he agrees to help his father
open a market stall selling agricultural products, comics, and game
cartridges. Yaroslav is a student-consumer who gradually becomes a small
trader. His coming-of-age story is shaped by comfort, family support,
market culture, and everyday urban life.

All the protagonists are strongly tied to Kharkiv. Their images combine
a futuristic perspective with nostalgia and with representations of Kharkiv
and broader Ukrainian national culture. These characters do not abandon

7Tt should be noted that Canada is known for being home to one of the largest Ukrainian
diasporas.
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Kharkiv, family memory, or everyday domestic routines. On the contrary,
they carry them into the future. Thus, these games imagine positive future
protagonists not as radically new subjects, but as locally rooted, memory-
bearing, and domestically oriented Ukrainian subjects who inhabit futuristic
settings without giving up their national and regional identity.

Images of the Other. The image of the Other in these games is constructed
through allies, neutral intermediaries, and enemies whose actions, attitudes
toward the protagonist, origins, and appearance define their narrative role.

In CosmoOdyssey: Trip to Mars, positive Others include the human
sponsors of the expedition (Kondratkin, Kolomyiv, Igor Maskin) and, above
all, the Kharkarsians, a benevolent alien community. The latter are presented
as green humanoids; they inhabit a Martian copy of Kharkiv, explain their
earlier contact with Cossacks, and help Taras understand how to cultivate
sunflowers on Mars. Their attitude toward the protagonist is explicitly
hospitable, and their relation to Ukraine is affirmative, since Kharkiv
functions as the model for their own urban space and technological survival
(Figure 13). This positive attitude is further explained by their earlier contact
with Ukrainian Cossacks, who helped them after their crash and introduced
them to sunflower oil as a resource for their ships (Figure 14).

In CosmoOdyssey 2: Comeback to Origin, this positive image remains
attached to the Kharkarsians, especially Trempel, who returns Taras to
Kharkiv, provides him with technology, and thus preserves the figure of the
alien Other as a helper rather than a threat (Figure 15). In Son of Perun
Kharkiv, positive and neutral Others become more socially differentiated.
The police chief, local residents, and witnesses provide information,
directions, and practical assistance, while remaining embedded in a fractured
urban environment. Radik Kopchenyi, a taxi driver from Batumi (Figure 16),
functions as a mediator between the protagonist and the criminal milieu.
His accent-marked speech and stylized “Caucasian” persona draw on ethnic
stereotypes, which makes his representation potentially problematic from
the perspective of minority representation.*®

The game also depicts homeless people. Although they do not influence
the plot directly, the protagonist may still interact with them through small
acts of charity, which further emphasizes the city’s social fragmentation
(Figure 17).

In Baraban: Maister-torhash, the image of the Other is grounded in
domestic life and the everyday world of the market. The protagonist is
supported by his family, while neutral Others take the form of traders selling
clothes, porcelain, and game consoles (Figure 18); their role is defined by
bargaining and small-scale commerce, with Vietnamese sellers standing out
through accent-stylized speech (Figure 19).

Negative Others are absent from CosmoOdyssey: Trip to Mars, where
the alien encounter is structured through cooperation. In CosmoOdyssey 2:
Comeback to Origin, however, Kolomyiv, previously introduced as one of

8 For example, his lines at the end of the video game often include the phrase “I swear by my
mother!” His voice in the video game contains a strong accent and incorrect pronunciation of
vocal sounds.
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the figures for financing and supporting Taras’s expedition, becomes
a negative Other. He is represented as a wealthy businessman who pursues
Taras out of greed (Figure 20). In Son of Perun Kharkiv, negative Others
become more numerous and socially diverse. The protagonist encounters
armed gangs marked by criminal slang and urban violence, as well as
corporate antagonists such as Tarbull and Bulbenko (Figure 21). Among the
criminal figures is Ptakha, a gang leader who first appears as an enemy but
later becomes an ambivalent character by negotiating with the protagonist
and revealing who hired his group. He presents himself as an anarchist,
a person of the “Makhnovist type,” and a man of principle, and he ultimately
does not attack the protagonist because he understands that the latter was
simply doing his job (Figure 22). Kondratkin, who had previously appeared
among the figures supporting Bulbenko’s expedition, is presented here as
the owner of a private institute and is associated with the privatization of the
police; his image is marked negatively both by the police chief’s remarks and
by the protagonist’s own attitude toward him.*

Taras Bulbenko is the main figure through which this corpus stages
transformation. In the first two games of the series, he is a protagonist,
explorer, and agronomist. In Son of Perun Kharkiv, however, he reappears
as a publicly glorified agrarian innovator and corporate head, represented
through billboards (Figure 23), newspapers as a symbol of progress and
food security. Yet the plot records the same figure as an oligarch-antagonist
who hires armed gangs to stage a coup in the city. His actions are driven by
competition with Kondratkin and by an effort to use urban destabilization
for corporate expansion and control over the critical “Kupol” system
(Figure 24). He is also associated with the privatization of the Kharkiv
metro, which is said to function worse after the takeover.2° In addition, he
controls a dwarf-star reactor that can be shut down with a single switch, a
detail that further reinforces the game’s anti-utopian image of concentrated
private power.

In Baraban: Maister-torhash, antagonism is limited to the sphere of
everyday market interactions, where traders may refuse to bargain or deny
the protagonist a discount. Yulik is the only villain in the game: a market
trader who deceives the protagonist by selling him a defective game console
that later catches fire (Figure 25).

Overall, the image of the Other in this game’s series moves from
benevolent and cooperative figures toward more fragmented and conflictual
social formations. In the first two games, the most important Others are
supportive humans and friendly aliens, whereas in Son of Perun Kharkiv
and Baraban: Maister-torhash the field of the Other expands to include

Y For example, after the protagonist talks to Ptakha and goes for coffee, the boss will contact
him to inform him about the witness. In the monologue, the policeman will say: “Andriy, a woman
contacted us and told us that she lives in Horizon, you need to get there by subway, and we quickly
cleaned it up. And as everyone knows, at one point there was no one there, because Tarbul and
KHAI bought the apartments and moved everyone to Kharkiv. I don’t like these two anymore,
even though KHALI is my boss.”

2°The police chief explains this to the main character in the video: “After this fucking Tarbul,
led by a peasant, bought the subway from the city for loans, it became intermittent. Now and then,
a stranger will slip in and out or a patrol of homeless people will chase them.”
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police officers, witnesses, homeless people, traders, gang leaders, and
corporate actors, thus making social differentiation itself a central feature
of representation.

At the same time, the main source of danger is not the non-human
Other, but increasingly human and institutional power. The clearest
expression of this shift is Taras Bulbenko, who moves from protagonist
and agrarian explorer in the first two games of the series to an oligarch-
antagonist in Son of Perun Kharkiv, where concentrated private control
over infrastructure is presented as an explicitly anti-utopian threat.

Conclusions. The analyzed images do not function in isolation but
together form a relatively coherent representation of Ukraine’s future. The
images of the Russo-Ukrainian war define the historical horizon of this
future as postwar and victorious; the protagonists embody it through
locally rooted, memory-bearing, and everyday forms of subjectivity; and
the images of the Other outline the social world in which this future unfolds.
Taken together, these images construct a vision of a restored and Ukrainian-
centred future in which Kharkiv, family memory, and Ukrainian cultural
markers are not abandoned, but projected into speculative settings. More
specifically, they project Kharkiv, family memory, and Ukrainian cultural
markers into such spaces as Mars, emigration in Canada, and the rebuilt
technological environment of postwar Kharkiv.

Thus, the series imagines the postwar future primarily in terms of
restoration rather than total rupture. Ukrainian victory secures the survival
of Kharkiv, family memory, and nationally marked everyday life, yet this
future remains shaped by familiar oligarchic and market structures. In
these games, people travel into space and use technologies capable of
accelerating plant growth and regulating the climate of an entire city, yet
this same future world still includes criminal bosses, oligarchic control
over key urban systems and bazaars, where people go to buy clothes and
food cheaper than in ordinary shopping centers. The series therefore
projects Ukraine into the future not by abolishing familiar power structures
and relations of production, but by carrying them forward into a restored
postwar world.

This should not, however, be read as evidence that the game series
functions either as an ideological critique of the contemporary Ukrainian
system or as an attempt to ignore its shortcomings. Rather, if one considers
the influence of the Russo-Ukrainian war on the author of the series and
examines these games from a broader perspective, it becomes evident that
the series is not only an attempt to imagine Ukraine after victory over
Russian expansion at a time when the author’s city and country had been
severely damaged by Russian attacks. This is also an attempt to preserve
the memory of his city, his childhood, and his country. In this sense, even
the representation of oligarchism and criminal culture in a rebuilt future
Kharkiv can be interpreted as a form of memory work directed not only at
the city itself, but also at the political culture of Ukraine.
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Figure 1. Achievement for destroying Colorado potato beetles in CosmoOdyssey 2:
Comeback to Origin (Steam game store). The Ukrainian inscription reads: “The
Colorado Killer! You, like Valerii Fedorovych, skillfully cleared Kherson watermelons
and your own potatoes of the Colorado potato beetle from Belgorod biolaboratories”
(translated by the author. — A. R.). It should be noted that in the English version,
the achievement’s in-game text differs and does not mention Valerii Zaluzhnyi, the
Ukrainian general who led the Ukrainian army in 2022. Instead, the English version
reads: “Killer for Bugs. You stopped the invasion of your territory by the Colorado
invaders.”

And yes, | am Andriy Bondarenko. |
work in Kharkiv. A cop. But not a
regular patrolman, as you might think.
No.

Since today the Kharkiv Police
Department, like in that old Paul
Verhoeven movie, is no longer funded
by the city, but is a subsidiary of
Kondratkin's completely private
company, KHAI, the cops are not what
they used to be. They are divided into
ranks.

There are the usual patrol officers, and
then there are those who do the dirty
work and solve the strangest cases.
They don't hire just anyone, everyone
has a difficult background. For
example, in the battle for what was then
Donetsk, now Yuzivka, | came under fire
in a stupid way.

P*Tab" - a diary

Figure 2. A page from the protagonist’s diary in the video game Son of Perun Kharkiv,

And KhAI had a program. It was a

restorative program. One injection, and
everything heals like a lizard. Only there i
a side effect - now | am a walking battery. (i
The cells produce too much electricity. It [f
doesn't harm me, but it can be harmful fo!
the bandits...

Well, they wouldn't have pulled me out of i
my vacation just like that. If it was easy, i
they would have handled it themselves.
My ass knows we're on the verge of a big
shakedown...

in which he recalls his participation in the Russo-Ukrainian war.

*All screenshots were captured by the author during gameplay.
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Figure 3. A memorial to Ukrainian soldiers who died during the Russo-Ukrainian
War in the video game Son of Perun Kharkiv. According to the plot, it is located in
a district of the city of Kharkiv known as Pavlovo Pole.

Then came the victory. The ;

Horizon. It used to be a very quiet Horizon was almost completely

and peaceful outskirts of the city.
‘The only way to get here was by
bus or tram. | am originally from
this area, but after 2022 | moved
to the center. And | stayed there.
But it all started here, at Horizon.
Once upon a time, there was also

< fl ITeBe, which is now a kind of

Walmart and is found all over the

§ world. And there was a handel
called "Losharyk". The Katsaps
destroyed everything. They even
destroyed the handel! There was
no neighborhood here.

demolished, but the Chinese
‘company rebuilt it in two months.
From scratch. This is not Zhilstroy
with its decades-long deadlines!
And now, in what was once a
rather depressing neighborhood,
there is a paradise with
gindergartens, schools, and bars
erving beer from a neighboring

factory. Needless to say, the
Lubway was built here! And now
the line is called
'Rohansko-Kholodnohirska". It's
always good to come to a slightly
hanged, but still dear Horizon.

Figure 4. The diary of the main character in the video game Son of Perun Kharkiv,
in which he describes the reconstruction of the Kharkiv district of Horizont after the
war
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Interesting facts #8

Saltovka is the largest residential area in
Europe. Here, in Saltovka, 356 thousand people
lived! This is more than the population of
Kherson or Poltava before the war. However,
today 1568 thousand people have lost their homes
there. This is the northernmost district of the
city, so it suffered the most during the

beginning of the full-scale invasion.

Loading: @%

Figure 5. The text of one of the “Interesting Facts” displayed in the loading menu of
the video game Son of Perun Kharkiv between levels and upon restarting after
a character’s death. The text describes how Saltivka, Kharkiv’s largest residential
district, was destroyed by Russian troops.

A uie, KONW My BYOPA 3AIKIKANM Ha IMiHY, TO
NoBaunnw, Wo HakCTpawHiLa AiNAHKa AOPOTM AO
[nosuuii, cxoxa Ha Bcinny kpaTepamm nosepxHio
Micsus, yxe 3acunana rpasicm. Tenep uio Ainsiky
MOXHa 4OBON WBMAKO NPOCKOuMTY. LUiBuAWe, aHix
moxe pyxatucs sopoxa FPV. 3a ysect 4ac Haworo
nepeGysanna Ha Uil AINsHUI DPOHTY HaW CTapuit
KOMGAT He 4OAYMABCS TaKe 3aKOMaHAYBaTH. A HOBUI
noHan Te uie  3aKepyBaB anbTEpHATUBHY AOPOTY,
BTpWYi KOPOTLLY 3a NONEpeaHHo.

Tenep Ham BUNMCanu HoBY Moaent APOHiS. | HasiTh
wratne haGpuune BK cneuiansho ans FPV. Yxe He
6yAeMO GOMKYBATO NEpepOGATH PABAHCLKI 3apAAM
A0 rpanaToMeTiB Nia GOMGU Ha APOHM.

MoHan Te 5 OTPUMAB rOHOPAP 3a YacTh y KoHuEpTax
LUMOS Orchestra y lsosi i Kucsi 3a «Bonogapem
nepcHis» i Ha BCi rpowi Kynws coGi Tamaroui no ceity
«Tappi NoTTepay. 3apas 6asnko CBOrO nepuIOro
yno6nenus.

€anHe, WO 3aTLMAPHKOE NOIMTUBHI BPAXEHHS
OCTaHHBOFO THXHA — Hawi ninoTHi no3wuii
o6cTpinany. MpuAiTaTo WOCK He Ayxe Benwke,
AMOBIPHO i3 CaMOXiAHOi yCTaHOBKY. TpOXM cunanucs
nopoxw 3i cTeni Bia BUGYXiB. Ane CXOAUTH Ha
NOBEPXHIO NONICATM BIAYYBANOCA NOABMTOM.

Figure 6. An excerpt from the book by real Ukrainian author Oleksa “Snovyda”
Melnyk, which can be read in the video game Baraban: Maister-torhash. In it, he
recalls his service as a combat pilot in the Ukrainian Armed Forces. The right-hand
page reads: “The author of the book Oleksa ‘Snovyda’ Melnyk. Read also “Ya porvu
buttia sukno’. Their history, unlike this one, is fictional.”
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Figure 7. A billboard in the video game Baraban: Maister-torhash. The text reads:
“Our Ukraine — 845 thousand sq. km. Sepectr, Beresta, Bobrivsk, Voronezh, Gomel,
Kursk, Rostov, Kubanodar, Starii Dub, Yuzivka, Luhanka, Taganrig, Kamianka, Shakty,
Batiysk, Azov, Starii Oskil, Ostrogozk, Shebekine, Nova Tavolzhanka —
25 years like home!”.

Figure 8. The room of the main character aboard a spaceship in the video game
CosmoOdyssey: Trip to Mars. Reference: CosmoOdyssey: Trip to Mars.
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Figure 9. The garden of the main character in the video game CosmoOdyssey 2:
Comeback to Origin, where, according to the plot, he experiments with new plant
varieties.

Figure 10. The main character’s house in the video game CosmoOdyssey 2: Comeback
to Origin.
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Figure 11. The diary of the main character in the video game Baraban: Maister-
torhash. The text reads: “My name is Yaroslav Varenyk. I am a student of the Faculty
of Philology of the Kharkiv National Polyhumanitarian University named after
Hryhoriy Skovoroda, and I am now a resident of the capital! To celebrate my admission
to a state-funded place at the university, my parents bought me an apartment in the
most prestigious district of Kharkiv — Pavlovo Pole! However, they asset one condition:
I must furnish it myself, as all I currently have is a folding bed, a poor-quality table, and
a refrigerator!” (translated by the author. — A. R.)

“Tab” - sanuenilk

Figure 12. The journal of the main character in the video game Baraban: Maister-
torhash, indicating that he needs to purchase an apartment in the Barabashovo market.
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Figure 13. Aliens from the Martian city of Kharkas in the video game CosmoOdyssey:
Trip to Mars. A building modeled after the Kharkiv Regional Administration building
is visible through the tent window. Sunflowers can also be seen inside the tent.

#Find Trempéll
/

V.

Press "E" to continue

Figure 14. A dialogue with an alien in the video game CosmoOdyssey: Trip to Mars,
discussing how the aliens were assisted by the Cossacks.
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Figure 15. The character Trempel in the video game CosmoOdyssey 2: Comeback to
Origin.

ello valiant peoplel 1 /an Radik. Radik kapchcmy and although I have a
buSiness inBatumi, I toxi €0 space for my soul. And-I-hove .q messcagde For
yol. O peaceful i one’ From a\client, a good one!

£

Figure 16. The character Radik Kopchony in the video game Son of Perun Kharkiv.



186 E-ISSN 2663-2160. Hayxosi 3amckn HaYKMA. Ictopist 1 Teopist KyasTypr. 2026. Tom 9
Artem Remizovskyi. Images of Ukraine of the Future in the Sci-Fi Video Game...

RASENENE
e ki o | J
: .

—
.

Figure 17. Homeless individuals in the video game Son of Perun Kharkiv.
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Figure 18. A game console dealer in the video game Baraban: Maister-torhash.



E-ISSN 2663-2160. Hayxosi 3anuckn HaYKMA. Ictopis i Teopist kynsrypu. 2026. Tom 9
Artem Remizovskyi. Images of Ukraine of the Future in the Sci-Fi Video Game...

187

“Tab” - sanueHi

MIpoxaseub "BeTlNT
Y 1iac - Beruameska Ryxna! € 6y7o0i, € MUEKa pue 3 celng, a ¢ 1aneal bec - 25 eaporpuscns! o xorinn G gu?

Figure 19. A Vietnamese food vendor in the video game Baraban: Maister-torhash.
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Figure 20. Kolomyiv in the video game CosmoOdyssey 2: Comeback to Origin.
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Figure 21. Bandits attacking the protagonist in the video game Son of Perun Kharkiv.
Two types of enemies are present in the game: those armed with melee weapons and
those with firearms.

Figure 22. A dialogue with Ptaha, the leader of one of the gangs in the video game Son
of Perun Kharkiv, in which he describes himself as an anarchist and a man of principle.
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Figure 23. A billboard featuring Taras Bulbenko in the video game Son of Perun
Kharkiv.

Kondr atkm S faulf Helwas too b with his "11 feed the world with
LGDSUleS' e broke the contrac <new this r‘ule’ I don’'t meddle wlth
ma uhmerg he doesn tomeddle with m u r‘l(.LJtJFGl gchievements.

boss is a-complete asahol‘. ¥ know_your _name, and_you redl

ot, with 'my “Financial strength. s not uFf' icult. Well, I realize
ve-done. 1'need to fix it

Figure 24. A dialogue with Taras Bulbenko in the video game Son of Perun Kharkiv,
in which he explains the motives behind his actions.
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Figure 25. Julian, a merchant in the video game Baraban: Maister-torhash,
who sells the hero a broken console.
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O6pa3u YkpaiHu MaiOyTHHOTO
B cepii HayKkOBO-(paHTACTUYHUX Bieoirop
«The Cosmoodyssey World»

V cTatTi mpocTekeHo, siK y Bifieoirpogiii cepii «The Cosmoodyssey World»
yKpaiHchkoi HesasmexxkHol cryail Brenntkopf Development xoHcTpyoeThes
obpas Ykpainu manbyTHhOro. MaTepiasoM CTaqu YOTHPU TPH 2022—
2024 pokiB: «KocmoOgices: Ilomopoxk mo Mapey», «KoemoOpices 2:
IToBepHeHHS 10 BUTOKIB», «Son of Perun Kharkiv» i «bapabau: maiicrep-
Toprami». AHaJIi3 30cepe/KeHO Ha TPhOX I'PyIiax 00pasiB: pociichKO-yKpa-
iHCBKO] BiffHH, mpoTarowictis Ta Inmoro. Ix 3icraBienHs a10 3MOTyY BUABH-
TH CIIUTBHY JIOTIKY cepii Ta BHYTPIIIHIO JUHAMIKY ySBJIEHb IIPO IiCJISIBOEHHE
YKpailHChbKe MalOyTHE.

O6pas pocilicbKO-yKpaiHChKOI BifHU B cepii Bapiroe 3a CTylieHEM BUpa-
JKEHOCTI: BiJl OITOCEPEKOBAHOI IPHUCYTHOCTI /10 OL/IBIII BUPA3HOTO BBEJEHHS
B HapaTWB, IPOCTOPOBUH JU3aUNH i TEKCTOBI apTehaKTH IIOBOEHHOTO CBiTY.
V¥ nepiiii rpi BillHa OKPECITIOE 3aTaJIbHUU TOPU30HT YKPaiHCHKOI IIEPEMOTH,
y HACTyIHUX BOHA CTA€ YAaCTUHOIO MiCHKOTO IIPOCTOPY, OCOOMCTOI Imam ATi
reposi Ta MOJIITUYHOI ySIBU PO TOBOEHHUU MOPSAIOK. XapKiB IIOCTAE SAK BiJi-
HOBJIEHE MICTO, SIK OJIUH i3 [IEHTPAJIbHUX IIPOCTOPiB MaOyTHHOI YKpaiHH.

[IporaroHictu cepii nop’si3ani 3 XapkoBoM, CIMEWHOIO MTaM ATTIO Ta II0-
BCAK/eHHICcTI0. MaibyTHE B WX irpax He BiJIpUBAE JIIOUHY BiJl HAlliOHAJb-
HOI Ta peTioHAJIbHOI iZIEHTUYHOCTI, a IMEPEHOCUTH iI B KOCMOC, EMITpaIiro
Ta TEXHOJIOTIUHO TpaHcdopMOBaHe Micbke cepenosuiie. O6pas IHmoro
BOJIHOYAC II0OKA3y€ 3CYB Bij] KOOIEPATHBHUX 1 J0OpO3UWIUBUX Qiryp 10
coriaysibHO AUGepPEeHIIIHOBAHOTO CBITY, Jie 3arpo3a Jieai Oiblile TOX0IUTh
BiJl IpHUBATHOI BJIaJIi Ta KPUMiHAJi30BaHUX CTPYKTYP.
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Opranisania npocropy (paHTACTUYHHUX CBIiTIB
(ma mpursazi cepiaspbHOl mpoaykiii Apple TV)

Cmammio npucesiieHo penpe3eHmayii npocmopy 8 cepianax 2022—2025 pp.
supobruymea Apple TV, sixi narexcams 00 HcaHpy Haykoeoi haHmacmuxu.
Poszastymo mpu cepianu, aKki 0eMOHCMPYOMb HeOANCAHI MOMCAUBOCT
possumky awdcmea, CnPo8oKOBAHT NPO2Pecom mexHoA02lll, 20epHOI Ka-
macmpogdor YU N03azeMHUM 8MOPSHEHHAM, Mo6Mo no cymi € aHmuymo-
niamu uu ducmonismu. IIpocmoposa opeaxizayis cyHacHux cepianie npo-
doedicye 008011 dasHi modepHicmcebki i0ei ma koHyenyii nodiny Ha pobouuil
yaconpocmip i dosdginnesuil (8iabHUIL), WO € 20PUSOHMANBHUM YCIMPOEM;
8 THwill eepcii subydysaHo xcopcmky iepapxiuHy eepmukans. IIpocmip
maxoxc modxce 6ymu MiHIMANi308aHUM, SK-OM 68 OCMAHHbOMY 3A YACOM
1 HailpelimuHneosiwomy cepiani «Pluribus». Iloxasaxo, wo ymonii obepma-
IOMbCA aHMuymoniamu, 2epoi Hamazarmses nodoaamu ix 1 docseHymu
peinmeepauii ma ceobodu. Takox 3aysaryceHo HeabusKy poab HIHOUO20
aidepcmea, wo eidnosidac meHOeHuiam @deminizmy mpemvoi ma/abo
yemeepmoi xeui.

KiarouoBi cioBa: Ky/JIbTYpHUN BUMIpP, KYJbTypPHI MPaKTUKU, aHTUYTOIIisA,
IIPOCTOPOBA OpraHizaris, paHTacTuka, MOIEPHI3M, METaMOZEPHI3M, heMiHIZM,
cepiayibHa MIPOAYKITis.
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CepiaspHa ITPOAYKIiA B KOHTEKCTI KYJIBTYPU CYJaCHOCTI PEIPE3EHTYE OUi-
KYBaHHS CyCITLJIBCTBA, MOTO CTpaxd Ta CIIOiBaHHS, MOKJIUBOCTI PO3BUTKY
1 mryxi kyru. OcoGJIMBO IIe CTOCYEThCS TAKUX KAHPIB, K deHTesi i HaykoBa
danTacTuka. Ak 3acBimuye po3BUTOK paHHBOI TBOpUOCTi /[>kopmxa MapriHa
(Coby1pKumii 2022), Mixk UMY KaHPAMU HeMa HenpoxiiHoi mexi. [TpoTte koH-
BeHIIisA 3 IsimaueM y deHTesi i HaykoBol (panTactuku (science fiction) pisHa.
Bineepra anTaziliHicTh 071pa3y MO3UIIOHYE cebe sIK Te, Y0ro HiKou He 6yJ10,
HeMae i 6yt He Moxke. CBiTH X ¢eHTe3i ab0 mapasiesbHi CBITy peabHOCTI,
sk y «Iappi IToTTepi» ¥ MOXiTHUX BiJ Ii€l caru BUTBOpax MOCIIiZIOBHUKIB, 60
BiZIBEPTO CTBOPEHI B YsIBi, IK-OT CBIiTH B3Ke 3rajiaHoro Jl>xop;xa MapriHa.

Takok MOKa)KeMO IIe B I[id IyOJstikaiii Ha HpUKIazi HaWamOiTHIIIIOTO
mpoekTy Apple.

ITocmanosexa npod6.aemu. CeiTH HayKoBOI (DAHTACTUKYU TPUMAIOTHCSA
Ha IPUITYIIEHHI. Y HUX MU ITIepe0yBaEMO B HAIIIOMY BJIACHOMY YaCOIIPOCTOPI,
ajie 3 SIKOIOCh MOMPABKOI: ab0 IiIBa’KeHO AKUH-HEOY/Ib 3aKOH IpUpou (Ha-
MIPUKJIaJ], MOKHA TIOJIOPOKYBATH B Yaci UM MPOCTO IIBUIIE 3a CBITJIO), ab0
cTastacs MOJTisA, SKOI HUHIIITHS [TUBLTi3allis BXKe MIOHA/T MiBCTOJIITTA 3 OCTPAXOM
yekae (s/1lepHa 4K €KoJIoTiyHa KaTacTpoda). Y KX YMOBHHX IPHUITYIIEHHSIX
MOKHA MOJIEJTIOBATH TIIIOTETHYHY MOBEIHKY 3BUYAWHUX JIIOJIEN Y HE3BUYAK-
HUX oOcTaBHHAaX. Y (aHTACTHYHUX YMOBAaX IE€PEBIPAEThCA PE3UCTEHTHICTD
(pe3WIbEHTHICTD) JIO/ICHKOI IICUXIKU B YMOBAX, SIKi Ille HE HACTAJIH i, MOKJIUBO,
He HACTaHYTb 3aB/SIKA BYaCHOMY Iepe/0aueHHI0. AHTHYTOITis, ITOCTAITOKAJTIII-
TUYHA KapTHUHA CBiTY ab0 Mi( Ipo iHOIJIAaHETHE BTOPTHEHHS JAI0Th 3MOTY
JIFOJICTBY VSIBUTH MEKi CBO€I aJIaITUBHOCTI i BOJHOYAC JieKaTacTpodisyBaTH
CIPUUHSTTS PETIBHOTO CBITY.

Heabusky posib y moOyIOBi aHTUYTOITIH, ab0 K JUCTOMIH, Bijlirpae ixHs
npocmoposa opzaMizayisi. YsiBHi CBiTH MalOyTHBOTO CTPYKTYPOBaHI 3TiTHO
3 6a30BUMU KyJIbTYPHUMHU BUMipaMH 1€papXidyHOCTi, BEPTUKAIBHOCTI i TOpH-
30HTAJIPHOCTI, IO BIUIMBA€E Ha CIIOCOOM MPOKUBAHHS Yacy B TaKUX CBiTax
(TemmopasipHicTh). [HOZII BOHA MOKe OYTH €KCTpEMAaJIbHOIO.

Memoro Hamoi po3BiJIKU € 3’ACYBaHHS TOTO, SIK OPTraHi3allif IMpoOCTOpy
aHTHyTOMHil 00yMOBJIIOE (1100 HE CcKasaTH, 0OCIyroBy€) il HENPUHHSTHICTD
(«maucromisi», BJIacHe, W O3HAYAE «HENPABUIbHE PO3TAIlyBaHHS»). Maemo
Ha MeTi NEePEBIpUTH, HACKIJIBKH IIPOCTOPOBE CTPYKTYPYBAaHHS BijIIOBiziae
MEHTAJIPHOMY €KCIIEPUMEHTOBI, 1[0 HOTO CTABUTH HAJT TIIIOTETUYHUMH JIF/Ib-
MU HayKoBa (paHTaCTHUKA.

[TeBHUI Yac €TAJIOHOM TAKOT0 OaYEHHS 3aTPO3TUBUX MOKIMBOCTEN PO3-
BUTKY CJIyryBaB cepian «HopHe azepkano» (Bupobuuirso Netflix, 7 cezo-
HiB, 3 2011 p.) — AUCTOIIif, ¥ AKi# CBIT HaueOTO 3BUYANHUM, aj1e JeAKi yMOBHU
iCHYBaHHS B HbOMY 3CYHYTI 3TiJIHO 3 0UiKyBaHUMH MOKJIMBOCTSIMU HOBITHIX
TexHOoJIOTiH. Ha choro/iHi Bce Oiybllle MpUBEPTAE yBaTy cepiayibHa MPOIYK-
miss BUpoOHMIITBA Apple, meperiAau SKOI CTPIMKO POCTYTh IMPOTATOM
2020-X POKIB.

Mamepiaaom Haioi po3BiIKK CIYTYBaTUMYTh TaKi cepiajiu:

1. «Severance» («ITomin / Po3puB»), 2 ce30HU (2022, 2025), Ha TPETIU
OUIKYIOTh BJIITKY 2027 p. Ilepie micie Maike B yciX HOMiHAMifgX 2022 p.
Jlo 2026 p. HalipeiTuHroOBiIIE 110y Apple.



E-ISSN 2663-2160. Haykogi 3aniucku HaYKMA. Ictopis i Teopist kynasrypu. 2026. Tom 9

Muxaiino Cobyyvkuii. Opratizaiis npoctopy (paHTaCTUYHHX CBITIB...

196

2. «Pluribus» (Hebe3mizicTaBHO IEPEKIIAIEHO YKPAIHCHKOIO K «EamHa»,
po 110 UruMetrbes aai). Ilepiie miciie B HomiHamil «®antactuka». OguH
CEe30H, Ha IPYTUH OUiKYIOThb He PaHilIe 2027 p.

3. «Silo» («Taemuumni 6yukepa»). JIBa ce3ouu. Ilepime micie B HOMiHAIi1
«JleTexTUB», Ipyre — y HoMiHaIii «PaHTacTUKA» 2023 P.

Mu 3a3HaYaEMO PEUTHHT CEpiaTiB, OCKUIPKA HEMOKJIUBO YiTKO OKPECITUTH
IXHIO aJIpecHy ayIuTOPil0 — «3yMepu» 4u «MileHianmn». OUUTyBaHHA He Ja-
JIyTh TaKOl YiTKOI KapTHHHU, SIK, CKaXKIMO, 010 «BeH3zei», SKui TUBIITHCS
Matixke Bci, komy 710 30. CepiasibHa npo/yKilist Apple azpecoBaHa BCiM BiKOBUM
KATeropisaM, BiK il IEHTPIBHIX IEPCOHAXKIB IPUOIIU3HO 30—45, 1 ONMUTYBaHHA
CTYZEHTCHKUX IPYII JAIOTh T0BOJIi MO3aiuHy KapTuHy. OTKe, odimiiHi peiTrH-
TY € HAWHATIHHIIITUM KPUTEPIEM BifIOOPY 3a HOITYJISIPHICTIO.

Bci Tpu ¢aHTACTHYHI OIOBi/I MICTATh Pi3HI B3aEMHO CYIE€PEUJIUBI,
aJie To-CBOEMY JIOTIUHI ITPOCTOPOBI OpraHisariii, 1o i € mpeiMeToM HAIIIOTO
JTOCJTIIKEHHS.

Cman po3po6ku npoodaemu. IIpobieMaTHKy IPOCTOPOBOTO ITIOBOPOTY
IepeZioBCiM OKPECJIEHO B apXiTeKTypo3HaBcTBi. OCKLIBPKH B THX cepiajyax,
IO IIKABJIATH HAC, APXITEKTYPHUH KOMIIOHEHT, 6€3yMOBHO, HASIBHUH 1 1epe-
TYKYETbCS 3 MOJIEPHICTCHKUMU YTOIISIMHU, 3a3HAYUMO TAKUX KJIOUOBUX
nmocmiguukis, sk K. Tokciagic (Doxiadis 1977) i A. Jledesp (Lefebvre 2005).
[ITos10 0CTaHHBOTO € TPYHTOBHE JlUcepTaIliiiHe nocaikeHHs (Danarei 2025).
BesnocepeiHbO IikaBUMU /11 HAc Oy/Iv TeopeTHuHi HampaioBands Jle Kop-
61036€ (Corbusier 1986; Baltanas 2005).

ITaono Beprerrti (Bertetti 2024) y KOHTeKCTi mPOCTOPOBOI Opraxizarii
HayKoBOI (paHTAaCTUKHU pO3IJIsizia€ aucromiro A. Kiapka, uus TBOpUicTs Mae
JIOTUYHICTD 710 PeTPOGYTYPUCTHIHUX PEMIHICIIEHITIN O/THOTO 3 CEPiaJIiB.

OcCkinpKH cyyacHa cepiajibHA MMPOAYKILis aKTUBHO BUIIPOOOBYE MOXKITHUBO-
CTi ’KiHOYOTO JIiiepcTBa, BapTo BKazaTu posBifky Emizaber Typesuto (Turello
2021), sIKa IPOBeJIa MOPiBHAHHSA 1 PO3PI3HEHHS TPETHOI Ta YeTBEPTOI XBUJIb
(peMiHiZMY B TOMY, IITO CTOCYETHCS JKIHOYOTO JIiZIepCTBa i 00 €KTHUBAITII.

Jlo 3aBmaHb 11i€l poOOTH He BXOAUTh KOMIIAapaTUBHUU Mmiaxia (pazine BiH
€ inTepriperatuBHUM). [IpoTe He MOKEMO He 3a3HAYUTH HASBHOCTI CXOXKUX
MOTHUBIB y CydacHi# (2022-2026) yKpaiHCBKill ¢aHTACTUUHIN JriTepaTypi.
3okpeMa, BKaxkeMo perieHsii Ha TBopu Maxkca Kigpyka (Uyiikia 2023) i Pokca-
Hu TumkiB (MukuTiok 2022). KHUra OCTaHHBOI IEPETYKYETHCA 31 3ralaHuM
BUIIe OpUTAHCHKUM cepiasioM « HOpHE A3epKaIo».

Buxaad ocHoeHo20 mamepiany. Ockisibku GOKycoM HAIIOTO TOCITi-
JUKEHHSI € MPOCTOPOBA OpraHisallisg (aHTACTUYHUX CBITIB fK KyJIbTYPHUH
BUMIp, MapKep AHTHyTONil YW JHCTOIii, IMOYHEMO 3 HAHIIOKA30BiIIOTO
B IIbOMY acIiekTi cepiany «Ilozin». llel mpoeKT HaWKpale BTLTIOE (He)MOK-
JIMBICTh peaJtidalii yTOImiYHOro ifieasy mMojaepHidMy, 3akiazeHoro Jle Kop-
0103b€ y 1923—1925 pp. Y HOro CJIaBeTHUU «IUJIaH ByazeH» — pajiuKaIbHY
niepebyoBy Ilaprky. OnputoiHeHa 3a pik 10 Toro mpars «/lo HOBOI apxi-
TEKTYPH» IIOYNHAIACS aJIbTEPHATUBOIO «aPXITEKTYPa YK PEBOJIIOLIISI», a 3aBEP-
LIyBaJIacsi CJIOBAMU «PeBOJIIOII MoxkHa yHUKHyTH» (Corbusier 1986, 289).
Cto poKiB TOMy aBTOp HaliMacITabHImOI ypbaHiCTUYHOI yTOIIii BBaXKaB J10-
CTaTHIM IOJIJTUTH Yac i MpocTip poOOTH U BiZIIIOYMHKY HA JIBi OKPEMi 30HH,
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BEPTUKAJILHUN BUMIp — /11 p0OOYOTro Yacy / mpoCcTopy, TOPU30HTATBHUN —
JUISI TOTO, IO MOYKHA IIPOKUTH Y BUIBHUH Bijl poboTH uac. KopOio3ne mepes-
OauaB pi3He IJIaHyBaHHSA CBiTiB pOOOTH i 103BULIA (IpAMOJTiHIHHE — /115 Yacy
1 IpocTopy poOOTH, KPUBOJIiHITHE TPUMXJINBE — JJIs BiIIOUYWHKY), ¢hopMuU
SKUTTS TIPU [IbOMY Bi/IUyKYBJIHCS OJTHA BiJl OHOI.

Cepian «Severance» JOBOJIUTH IO JIOTIYHOTO 3aBEPIIEHHS I[EA IO
Moro repoi mepes NpuitHATTAM Ha po6OTY B KOPHOpAIi0 Lumon Ioromxy-
IOThCSI HA BJKUBJIEHHS B MO30K MiKPOUHIIA, IKUU 3a0€31eUye MO i iXHiX 0co-
O6ucrocrel Ha poboUy i 103BILIEBY YacTUHHU. PaKTUUHO I1€ J[Bi Pi3HI JIFOUHH.
Ha po6oTi BOHU He ITam SITAal0Th TOTO, SIK KUBYTh Y BUIBHUH Yac, a B IPOCTOPi
BIJILHOTO Yacy He IpUTaayIoTh cebe Ha poboTi. [lepemukanHs 3a6e311eUy€eTh-
51 BXOJIKEHHSAM Y Oy/TiBJII0 KOPIIOpAIIil 3 IOMIOMOTO¥0 KapTKu. Byzies Lumon
OpraHi3oBaHa BEPTUKAIBHO, XOUa ii CKJISHUH Mapasiesieline]] HaraJaye He
XMapo4ocH «IUIaHy ByaseH», a paaie Oyaisiiro bayxaysy B Jleccay 1925—1926 pp.
(Ha HamIy AyMKY, MAaEMO TYT KOHTaMiHAIIiIO /IBOX CHHXPOHHHUX MOJIEPHICT-
CHKUX JUCTOMIN). BeepeuHi Bce 3k Taku SIBHO MPOIVISAZIAETHCS i€papXis 1mo-
BEPXiB, OJIMH i3 SKUX CIIEIiaJIbHO HAa3BAHO «IIOJiJIEHHUM>», MpU3HAYEHHS
PeITH /10 KiHIS He PO3KPHUTO (cepias Ie He 3aBepIieHo). BHyTpimHii mpo-
CTip OpraHi30BaHO /iy:Ke 3aIIyTaHO, BUKOPUCTOBYEThHCS JIMIIE Majla YacTKa,
pellTa MpUMIIIeHb TOPOKHi, BIZI[IIN pO3TAIlIOBaHI TaIEKO i HE KOMYHIKYIOTb,
Oe3kiHeuHi KOpuaopu, AKUMHU Tpeba UTh mo BiciM XBUIHH. CTBOPIOETHCSA
edeKT MOBHOTO BiIUyKEHHS HE TiJIbKU BiJl CBITY Ha30BHIi, a 1 CIIiBPOOITHUKIB
Bcepe/inHi. PeasbHO CIUIKYIOTHCS MiK COOOIO JIHIIE MPAIliBHUKUA KOXKHOTO
3 TIMiB: y TOMy, SIKHWA OYOJIIOE IEHTPAJILHUH ITEpCOHAK Ha iM’s1 Mapk, Jiuiie
YOTHUPH JIIOUHU. HajT HUMU € BHCOKOIIOCAJIOBINi, SKI HE TaK IOJiIEHI, sIK
PANOBI NpamiBHUKU. 3JA€ThCsS, KEPIBHUN IePCOHAI OibINe YCBiIOMIIOE
CBOIO IUTICHICTD, ITPOTE II€ 3’COBYEThCS He 0/Ipasy (cepiay Mae€ meplie Miclie
TaKO’K 1 B HOMiHAIlI «/[eTEKTHB»).

30BHIIIHIH IPOCTip OPraHi30BaHUN TOPU3OHTAIIBHO, SIK MiCIIs /IS BiAImO-
uynHKYy Kop06ro3be 260 sik JoMiBKU MaKcTpiB bayxaysy. JlesypbaHi3zm mpuBaT-
HOCTI TPOTUCTABJISIETHCS MICISIM POOOTH THUM YCIHIIIHIIIE, IO MepCOHaXKi
He BITI3HAIOTH O/IHE O/THOTO, IIEPETHYBIIH MeXKy nozity. Ckakimo, Mapk Biz-
MPAaBUBCA B IIOJIUIEHUH ITPOCTip HE B OCTAHHIO YEPTry JIJIsl TOTO, 1100 BiAlIyKa-
TH CBOIO JIPYKUHY J[>keMMy, 60 HOMY ITepioJUYHO HATSAKAKOTh, III0 BOHA HE 3a-
THHYyJa B Katactpodi, a mepedyBae B Lumon (Tak BOHO i €). AJie BiH He BIIi3HAE
ii, Koot Ha po6OYOMY MiCIli KEPIBHHUIITBO IMPOCTO MPUCTABJISIE ii 10 HOTO KO-
MaH/IU SIK HaTJISAauKy (aHaIOTiYHE MepeMUKAaHHsI BITiI3HABaHHS / HEBITi3HA-
BaHH Oy/ie i B MPUKIHIIEBOMY €IIi30/1i 2 Ce30HY).

MerTor0 iCHYBaHHs IOJIJIEHOTO IIPOCTOPY € BIOPSAKYBaHHsA cBiTy. Kopro-
pamiro 1866 poky 3acHyBaB Aisf4 Ha ¥iMeHHA Kip, Horo nepioguyHo BIIAHOBY-
I0Th AK HaImiBOOXKeCTBO (BiZICHJIaHHA 710 aMEPUKAHCHKUX PEITIHHUX Tedin
XIX cromitrs). Cepias Mae MiCTHYHI ¥ MariyHi CIO?KeTH, IPOTe EPENOBiIaTH
iX HeMae ceHcy ¥ MOKJIUBOCTI. JIJ1s 3aB/TaHb HAIIIOTO JIOC/TI/IKEHHS BAXKJIHBO,
[0 Bci, XTO mepebyBae B IIbOMY ITPOEKTI, SIK HAMaHi MOTiJIeH] paIliBHUKH,
TakK i IOHPKA HUHINIHBOTO BJIACHUKA KoMIaHii XeseH / XeJuti, ska HABMUCHO
YBIHIIIa BCepeIMHY IIOJIUIEHOTO CBIiTY, Bi[4yBalOTh MOTpPeOy B peiHTerparii.
[Toxin mae 6yTH MOOIaHUH.
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3ycwuia Mapka 3 BUIaJIeHHS YHIIa, CIIOCTEPEIKeHH XeJlTi 32 06010 30B-
HIIIHBOI0 Ta BHYTPIIIHBOK 3aBEPIIJINCA YCIixoM. MapK 3HAUIIOB CBOIO
JIDY’KUHY 1 pATye 1l Bij| >KEPTBOIPUHOIIEHHS, IONPAaB/a, BiIMOBJISETHCS
Bijl Hel 3apaau Xesuti, pa3oM 3 SIKOK BTiKa€ TAEMHUM Kopujiopom. Jlo peui,
KODHJIOPU € €JIMHUM CIIOCOOOM OPIEHTYBaHHS y BHYTPIIIHBOMY IIPOCTOPI,
He Mara, a epeJIiK MOBOPOTIB: «JIiBOPYY, JIIBOPYY, ITPABOPYY, JIiBOPYY» 1 TaK
KiJbKa psAkiB miapsz. HeBizloMo MOKH 1110, HACKIJIBKHU YCITIITHOIO € BTEYa
TOJIOBHUX T'€POIB 1 YU BAACTHCA peiHTerpartis.

BcepenuHi HapaTUBY € 3araiIkoBa CHiJIBHOTA, KA PO3BOJUTH Ki3 (came
TaK, I[le MOTPiOHO JJIA *KEPTBONPUHOIIEHHS, fKe IMiATPUMAE MOPSI0K
y CBiTi BaraJiIkOBUX « MaKpOJaHUX», OUUIIEHHAM SKUX BECh Yac 3aUMAaIOTh-
cs mpaIriBHUKK). L[ crmisibHOTa 30MPAETHCS CKA3aTH CBOE CJIOBO, «aJie yac
IIle He HACTaB».

Hanpsamoxk pyxy npoTuiieskHui yrorrii Kop6to3be. Y HbOTO 3aBSKH IO/IUTY
ypOaHICTHYHUX TPOCTOPIB CKACOBYBasacs peBOJIIONis. TyT 3aBsIKH PEBOJIIO-
IIAHUM HaCTPOSIM CKaCOBYETHCS TOJILJ.

3BiCHO, MU JKHBEMO ¥ 2026 p., a He Y 1926-My, 1 Uepe3 Ipu3My MeTaMo/iep-
Hi3My 6a4nMO cy1abKi MicIlsl SIK ITIOCTMO/IEPHY, SIKHH B3Ke IM03ipHO MUHYB, TaK
1 KAHOHIYHOTO MOJIEPHiI3MY, y OiK AKOTO SIBHO XUTHYBCS MAasTHUK B aHAJIi30-
BaHOMY TYT cepiasi. MojepHicTehKi yTomil mpuBabiuBi ¢BOiM yHiBepcastis-
MOM, PaJUKAJIBHICTIO pillleHb. AJjie pPO3BUTOK moAid y «Ilozgimi» sIBHO
3aCBi/luye HEMOKJIMBICTD /IS JIIOJIEH iCHYBAaTH B TPAHUYHO PaIliOHAIHHO
PO3MEKOBAHUX YaCcOIIPOCTOpPax PoOOTH i MPUBATHOTO JKUTTS.

IonatkoBo 3adikcyeMO Iiie O/IHe CIOCTEPEKEeHHs. Y BCIX ImocTepax Jio ce-
piasty Mapk rmocrae six [eHTpaIbHU U IepcoHak. Hacrpasii BiH 10BOJTI Ba?KKO
HAQIAETHCSA TS TUIAAIBKOIL ileHTrdiKarlii, HeJjapMa IepIa cepis mepIioro
Ce30HY HOYMHAETHCS 3 MOTPAIUISTHHSA B IOJIUIEHUN MpocTip XeJuTi, fAKa CIo-
YaTKy He BIi3HA€E cebe, HaBiTh poOUTH CIpoOy camoryOcTBa (IIicyis 4oro 3°sB-
JISIETBCA K JIOTJISIZIauKa CIIPaBXHs Jpy:KuHa Mapka, Ky TOH He BITiI3HAE),
aJIe IIiJT KiHellb caMe 3a Helo, XeJuTi, mifie peaTbHUN Mapk, 3aJIUIITUBIIH IPY-
skuHy /[>keMMy 3a iBepruMa (BUpa3HUH, NapoAiiHO KiHeMaTorpadiuHUN IpHU-
KiHIeBu# Kajip). JKiHode JIiIepCcTBO CIOCTEPITAETHCSA K Y IIbOMY CepiaJi, Tak
1y IBOX iHIIKX. 3TiIHO 3 TPETHOIO TA YETBEPTOIO XBWIAMHU (EeMiHI3ZMYy, BOHO
MIPUMXJTUBO B3aEMOJTI€ 3 TAK 3BAHOI0 00 €KTHBAIIIEI0 T€POTHi.

Hactynaum posrisiHeMo cepian «TaemHuIl OyHKepa», Jie MPOCTOPOBA
opraHizarlisi He MEHIII BUPa3Ha, 1 TeXX MOJIEPHICTChKA, ajie iHakie. BoHa TyT
3HAYHO OiTBII BUPA3HO BEPTHKAILHO i€papXi3oBaHa.

MaeMmo cIpaBy 3 THIIOBOIO ITOCTATIOKTINTAYHOK JIUCTOIIEI0, CBIT IMiCIIs
sAAepHoi KaTtacTpodu. JII0ICcTBO BxKE 200 POKiB KuBe B OyHKepax, 60 Ha II0-
BEPXHI 3eMJIs BUITaJIEHA BIIEHT, a MOBITPs 3apakeHe. [IpoTarom cepiay Bij-
OyBaeTbCsi HEOAHO3HAUHA Irpa — YK TO HACIPABi, UM BJKE JaBHO MOKHA
BUUTH Ha MoBepxHI. [IpakTuku iHGopMyBaHHA Ta JAe3iHdopmariii 1o0pe
MPAIIOI0Th HA CIOKET, SIKUU He TIeperoBilaTuMeMo (Tepiie Miciie B KaTeropii
«/letekTuB»). [I0KHU BCi BipsiTh, 1110 HA30BHI BUHTH HEMOKJINBO, HAJIATO/IKE-
He XXUTTs B OyHKepi BCixX BJIaITOBYE (TaKUX OYHKEDIB 50, i ITe OMH KEPiBHUH,
PO IO MEIIKAHII He 0/Ipasy 30TaayoThes). Llel ¢BiT 4y/10BO MPHUCTOCOBA-
HUU JIJI1 BEDTUKAILHOTO KJIACOBOTO / KACTOBOTO IOJIiTY.
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Y OyHKepi BCHOTO JECATH THUCAY MEINIKAHITIB 1 MOHAJ] COTHS HOBEPXIB,
3’€JHAaHUX CHIpAJILHUMH CXOJaMH, SKHMH He TaK IPOCTO ITiJTHiMaTHCs.
JlipTi 3a60pOHEHO.

Ha HmxKHIX moBepxaxX JKUBYTh MEXaHIKHM, TaM poO3TalloBaHa QepmMa,
sIKa Tojye Beix. Ha cepesiHixX moBepxax >KUBYTb aUTIBI, fKi, K 3’ ACYETHCS,
OB’ s13aHi 3 cycimHiMu OyHKkepamu. Ha BepxHiX — afiMiHicTpalis, e BUIe —
imasbHA 3 TOXMYPHUM KPa€EBUIOM HA30BHi, [0 HiZITBEP/IKYE HEMOKIUBICTD
BUXO/y. Buxiyi Ha30BHI — cMepTHA Kapa, 60 KHCHIO B cKadaH/Ipi BUCTaYaE
Ha TPU-YOTHUPH XBUJIUHHU (IIPOLIEIyPA «3AUUCTKI»).

[Ipocrip TyT moziyIeHUH He HA POOOUYHH 1 JO3BIJIEBUH, JTIOAU 371€6iTh-
III0TO B OYHKEPI *KUBYTH TaM CaMo, Jie | MPpaIoTh. BiH BUOy0BaHUH SK CO-
IiaJbHA BEPTUKAIb. SIKOU JTidT icHyBaB (a maxra Jijisi HbOTO €, BCE MOKJIU-
BO), BiH OM mepeTBOpHWBCS 3 MEXaHIYHOI'O MPHUCTPOI0 Ha MeTa(pOpUYHHUU
«COIaJIbHUU Ji(T», AKUU ITTHOCUB OU 32 KiJIbKa XBUJIMH MEXaHIiKa JI0 PiBHS
alTiBIA, a TO ¥ Mepa. J[os1aTu MIIMIKKA 117 TOBEPXiB 13 OJIOKIOCTAMH JIEI0
Ba’kue, i BCi IMMOKU 110 JIOTPUMYIOTHCA KOHBEHIIII.

AJe JIIOY € JIIONH, 1 JKUTTS B OyHKepi He MOKe OyTH HECKIHUEHHO JIOB-
ruM. IcHyIOTHh peJtikBil momepesHbOTO Yacy (37e6isbiioro 3ab0poHeHi),
SIKI 3MYIIYIOTh 3aMHUCIUTHCA, II0 OYyJI0 BTpAayeHO IiC/Is 3aKOIMyBaHHSA IIij
3eMJTIO Ha 200 pokiB. Ha BepxHbOMY ITOBeEpCi € 30psiHA MaIna, YOMYCh MiHJIH-
Ba. € 3a60poHEHI OMOBiAi 3 KOJMUIIHIX KHIKOK («Pomeo i /:kymaperTa»
B IIbOMY OyHKepi Mae€ IMacjauBU# (iHAJ, Y CyCiIHBOMY 3HAIOTh, II0 BOHA
3aruHysia). [I0YnHAETHCA TOIIYK MOA0JIaHHs CUTYAITil.

VY umpomy cepiasti, BpelITi-peliT, BUPIMIaIbHO € TEX KiHOYA iHiIiaThBa.
TosroBHA TepoiHs, 0 JKUBE HA HAHHMKYOMY IIOBEPCi, HABAKYETHCSA HA BUXI]T
HA30BHI, 1 Tl CKJIaITHUMU MUISIXaMH BJIAE€THCSA JIiCTaTUCS 0 CyCiTHbOTO OYyH-
Kepa, Jie BKe BiZi0yJiocs MOBCTAaHHSA i Mai’ke HIXTO He BUKHB (30BHI Bce
I1e TOCT AIEPHUN MOPOK, 1110311 po3Bir0I0Thes). BisuT 710 cycizHboro 6yHKe-
pa HaUOILIBIN AKICHO IMpoIpalboBaHuil KiHemarorpadiuno (Apple B3arai
0ar0Th MPO SIKICTh MPOAYKINiI), ajie I 3aBJaHb HAIIOTO JOC/TiIKEHHS
BayKJIMBO iHIIe. [1ocTynmoBO 3’ACOBYETHCS, IO MOCTATIOKATINTUYHUM JIHC-
TOIIIYHUM CBITOM Kepye AKach iHCTaHIIifA, HAaWiMOBIipHillle, ITyYHUH iHTe-
JIeKT. BiH 371aTeH 3amyckaTi MeXaHi3M 3HUIIEHHS, SAKIIO JIIOAU B OyHKepax
MMOYMHATH OYHTYBAaTH U MParHyTh BUHUTH HA MOBEPXHIO.

MabyTb, e Haiicnabie Micie cepiany Ak ¢paHTaCTHKH, 00 HETBOZHAYHO
BificWyiae /0 [aBHIX CTpaxiB Ilepesa IITYYHUM IHTEJIEKTOM, BTiJIEHHX
1968 poky Aptypom Kiapkowm i Crenni Kybpukom y «Koemiuniti Omiccei».
IIpore perpodyTypusMm cydacHOi (aHTaCTUKH, MOMITHHUUA 1 B «Ilomimi»,
JI03BOJISIE IPUUHSATH TaKY ifiero.

Cr0o’KeTHO CHUTYaIlifl € HEOJHO3HAYHOIO, 3HUIIEHHS MOKHA II0ZI0JIATH, 1 11e
JIIIIAE BiIKPUTE BIKHO B IIe HE BiJI3BHATUU TPETIH CE30H.

ITokwu 110 % migi6’emo migcymku. OCHOBHUM MeCe/K cepiasly o0 MpaK-
THKH IIPOCTOPOBOI OpraHi3arlii mojsrae B TOMy, IO KOPCTKAa BEPTUKAIb 0e3
COLiaJIbHUX Ji(TIB HE CIPAIBOBYE TaK caMo, 5K y «[lozximi» He crpanoBana
TOPU30HTAIb «30BHIIIHE — BHYTPIIITHE». JIIO[U TOYMHAIOTh PyHHYBATH TaKi
HaJlyMaHi MOJIEPHICTChKI YTOMIYHI CTPYKTYpH, PO3XUTYBAaTH iX, IIyKaTH,
[0 32 HUMH (B 000X cepiaiaX IETEKTUBHUM IIISIXOM).
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IToxin BuMarae peinrerpartii, a Meki — BUXO/y 32 HUX. Y «ByHKepi» gosia-
€TBCA 11 U MO i3 MUHYJINM, sIKE TAKOXK MOTpedye peinTerpariii (HarpukKin-
i PYTOTO CE30Hy MAEMO PETPOCHEKTUBHY CIIEHY 3 YMOBHOI CYYacHOCTI —
SIK yCe TIOYHUHAJIOCS).

KopoTko ckaxeMo Tako:x i mpo cepian «Eauna» (Pluribus). Buie mu 3a-
3HAYWIH, [0 MEePEKsaj JIATHHCHKOTO «yciM» UM, B iHIIIOMY BiAMIHKY, «Bif
yCiX» K «€IUHA» MOKJIUBUH. BiH Bificriae acoriaTuBHO /10 HeHOPMATBHOTO
racia CIIA “E pluribus unum” Ha fiep:KaBHiii medaTii 3 1782 p., a TaKOXK
Ha OJTHOZI0JIAPOBIiH Kymmopi. O3Hauae «3 6araTbox OHE».

Maemo crpaBy IIie 3 O/THI€I0 BEPCIEI0 aHTUYTOITI — iHOIIJIAHETHUM BTOPT-
HEHHSIM. 3eMJII0 HiT€qHye 70 cebe KOJIEKTUBHUH pPO3yM, IO JiCTAETHCA
JI0 HAIIIOTO CBiTy 4Yepe3 eJIEKTPOMATHITHI CHUTHaJU. I/iless SBHO He HOBA,
€ B cepiasiax iHIIUX BUpOOHUKIB (Hanpukiian, «Pik i Mopri»), aje TyT, y Bepcii
Apple, kBasiikoBaHo ompaipoBaHa. CUrHaJI i3 KOCMOCY OZHOMOMEHTHO
puesHye A0 cebe BCiX, XTO OTPUMAaB HOro, Ha 3eMJIi JIUIIAIOTHCS BCHOTO
12 JIFOJIEH, AKI 3 TUX YU TUX MPUIHH He Mg exHanucs. Cepen Hux — Kepou,
aBTOPKa *KiIHOUMX (PeHTe3IMHUX pOMaHiB 3 MicTeuka AibOykepke y Hpto-Mek-
cuko. MabyTp, He IpueAHATIAcA TOMY, II0 B MOMEHT €IHAHHS 3aruHysa
il mapTHEpPKa i MPOAIOCEPKA, SIKYy BOHA HamMarasacs BpsATYyBaTH.

Jlasi MaeMo IOTEIHY icTOpito KOMyHIKaIlii 3 KOJUIIHIMY JI0IbMH, B U1
Tijla BCEJIMBCS KOJIEKTUBHHUU po3yM. BoHH BCi 3HAIOTH BCe OJTHE PO OJTHO-
ro, a TAKOX i IPO HENPUEAHAHUX. Y HUX HEMA€E 3JIaTHOCTI BiIMOBJISITH,
Tomy Kepos («enuHa» HenpUEIHAHA) JIETKO MAHIIYJII0OE HUMH. Ajie BOHH
IMOYMHAE OOPOTHUCH.

[s1 cara sIBHO He 3aBepllleHa, ajie B HIlA T € CBOsI IPOCTOPOBA OpraHisa-
mis. ITpueaHaHi 10 KOJIEKTUBHOTO pO3yMy (KOJIMIITHI) JIFOTU MIOKU/IAI0Th ITPH-
BaTHI JIOMiBKH, i KepoJ xuBe Tam, Jie Ui Hel MITYYHO BiITBOPIOIOTH PECTO-
PaHHY KyXHIO, BOTHi Ha0epeXHOi, HOpOXXHIN cymepmapker. Cami BOHU
IMOKHHYJIY IPUBATHY BJIACHICTD, MEXi 1 KOpZ0HU. KOJIUIITHIN Mep 1 KOJIUIITHIN
BOJIOITIOTA IIPUXOJIATH PA30M HOUYBATH y BEJIMKI MOPOXKHI CIIOPT3aaud abo
TOPTOBEJIbHI MPUMIIIeHHs (camMe Tak Tpeba po3yMiTH IXHIO 3a5IBY «HaM IOTPi-
OeH mpocCTip», SIKA MePiOUYHO BUHUKAE B Cepiasli), BKJIaIAI0THCA HA ITiJIJIOTY
y CIIAJIbHUKAX YK Ha MaTax i Tak IPOBOJISITh HiU B €HEProOIaIHUH CIIO0CiO.
IxHe icHyBaHHA MiHIMaTiCTHYHe, 3HAIOUHN BCe O/[HE PO OJHOTO i BidyBalOUH
Te caMe, 10 U yci iHIII Ha IUTaHEeTi, BOHKU MakKe Hidoro He moTpebyoTh. Tpya-
HOIIIi Oy/TyTh, ajie iX MOJI0JIaHHA IIe YeKA€E Ha IIsA1ada 2027 POKY.

[Tpocrtip y wi#t AuCTOIII CIPUIMAETHCSA HETATUBHO, SIK BiIMOBA BiJ| yChOTO
KOJIUCH CTBOPEHOTO JIIOZICTBOM (XO4a 3aJIUIIIKOBIH TI0KUHI JIIOJIEN TTOKH 110,
HaBITaKH, JIOCTYITHO Bce, ajie TeX HaOpuzja€). K0 3rajjlaTu eTHMOJIOTIIO
coBa «yTolisa» («Hige»), TO TyT BOHA JIOpedyHa. PajluKaJIbHUUA MOJEPHiZM
TaK 4M iHAKIIEe MPifAB IIPO MOBHE €IHAHHSA Bcix 3 ycima. Crioctepiraemo TyT
HACJIIKA HOTO — SIK y «Severance» HACTiKU PaINKAILHOTO BHYTPIITHHOTO
pO3’€THAHHSI.

BucHoeku. Po3riissHyBIIN KyJIBTYpHI IIPAKTHKH IIPOCTOPOBOI OpraHisa-
il TPhOX CyYaCHUX CepiasiB Yu He HaUOLIbII cOGiCTUKOBAHOTO BUPOOHUKA
cepiasibHOI MpOAyKIii (He B3HEIiHIOEMO, 3BiCHO 3K, aucromii Big HBO
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ta Netflix — BigmoBigHo «OcraHHi 3 Hac» Ta «ApPKeHH: Jiira JiereHa», 4us
pobJIeMaTHKA JeI0 BUUIILIA O 32 MeKi i€l pO3BiZIKHU), MOKEMO ITiICyMyBa-
TH HAIlll pe3yJIbTaTH.

IIpocTopoBUil BUMIp yTOMil — AUCTOII — aHTUYTOIII (paHTACTUIHUX CBi-
TiB CTBOPIOETHCSA JIJIsl TOTO, 1100 JIIO/IH, YH1 aIaTITUBHI MOKJIUBOCTI BUIIPOOO-
ByIOTbCS (HAyKOBOW) (haHTACTHKOK, HAMAarayiuCs WOTO 3710JIaTH, BUUTU
3a MeXi 33/IJaHUX MOMJIMBOCTEH. MOJIepHICTChKI yTOTil, sIKi HE MOXKYTh HE
ITOHOBJTIOBATHUCS «ITIC/IS ITIOCTMO/IEPHI3MY», HEMHUHYYE JEMOHCTPYIOTH CBOIO
JIICTOITIYHICTh, HECYMIPHICTB i3 HOpMaMHU JIIOJICHKOTO icHyBaHHs. [IpocTopw,
y sKi haHTACTUKA TIOMIIA€ EMITIPUYHIX NEPECIYHUX JIFO/IEH, HEe BimoBiga-
I0Th IXHIM TTOTpebam, K He BijimoBifana im ypbanictuuna yromis Kop6ro3be
yn MiHiMamidam bBayxaysy. Tak caMo He BUTPUMYE JIIOJICBKE CYCITLIBCTBO
1k0pcTKOi 3aMKHEHO1 iepapxii (v « Byrkepi» € crienudivyna xsopoba 3 Tpemo-
POM PYK, IIIOCh HAOJIMKEHE JT0 AHIYHUX aTak). MeTaMOIepHICTChKUN MasiT-
HUK TIOKH III0 YIIEBHEHO PYXa€ThCsA MiK MOJIFOCAMU KPaWHbBO1 persiaMeHTartii
(mucrormist) Ta iHAUBIMyaicTHYHOI (X04a U yTOIMYHOT) CBOOOH.

JKiHoue JstiiepcTBO, aKTHBHA POJIb TOJIOBHOI T'ePOiHi BiZl0OpaskaroTh TEH-
JleH1ii pemiHi3My (TpeTboi Ta/ab0 YeTBEPTOI XBUIII).

Cnucok BUKOPHUCTAHOI JliTepaTypu

MuxknTiok, Ocran. 2023. «Taka Bike peaybHICTh, i IpaBa MOJIATAE Y TOMY,
1[0 HIXTO He 3HAE, AK y Hill KUTU» — pelleH3is Ha KHury Pokcanu TUMKIB
«Ille muBHimnG HOBHE CcBiT». IHgopmamop, 5 cepuHs. https://kalush.
informator.ua/2023/08/05/taka-vzhe-realnist-i-pravda-polyagaye-u-
tomu-shho-nihto-ne-znaye-yak-u-nij-zhyty-reczenziya-na-knygu-
roksany-tymkiv-shhe-dyvnishyj-novyj-svit/

Cobympkuii, Muxaitno. 2022. «Cepiaz 1o cepiay: eTuka i MOBUa3HA CEHTHU-
MEHTaJIBHICTh y IepiioMy onoBifganHi J»kop/rka MapTina B »xaHpi ¢heHTe-
3i». Haykosi 3anucku HaYKMA. Icmopia i meopia kyasmypu 5: 16—20.
https://doi.org/10.18523/2617-8907.2022.5.16-20.

danareit, Poctucias. 2025. « PerrpeseHTaltis IpocTOpy B KYJIBTYPHUX TEOPifAX
Ta mpakTukax». Jluc. gokropa ¢inocodii: Kyapryposorisa. KuiBcbkuii Ha-
1ioHasIbHMM yHiBepcuteT iMeHi Tapaca IlleBuenka. https://ir.library.knu.
ua/handle/15071834/6228.

Uyiikin, [1aBso. 2023. Penensisa Ha kaury Makca Kigpyka «Hosi Temni Biku.
Konowniss». IT Community, 23 mwororo. https://itc.ua/ua/articles/
retsenziya-na-knygu-maksa-kidruka-novi-temni-viky-koloniya/

Baltanas, Jose. 2005. Walking through Le Corbusier. Thames and Hudson.

Bertetti, Paolo. 2024. “Science Fiction: World Creation and Diegetic Space
Organization.” Between, 14 (27).

Corbusier, Le. 1986. Towards a New Architecture (1* ed., 1923). New York:
Dover Publications.

Doxiadis, Constantinos A. 1972. Architectural Space in Antient Greece.
Translated and edited by Jaqueline Tyrwhitt. The MIT Press. https://doi.
org/10.7551/mitpress/1343.001.0001.



202 E-ISSN 2663-2160. Haykogi 3aniucku HaYKMA. Ictopis i Teopist kynasrypu. 2026. Tom 9

Muxaiino Cobyyvkuii. Opratizaiis npoctopy (paHTaCTUYHHX CBITIB...

Lefebvre, Henri. 2005. “The Production of Space.” In Rethinking Architecture.
A Reader in Cultural Theory, edited by Neil Leach, 132—9. Routledge.

Turello, Elisabeth. 2021. “Modern-Day Fantasy: The Progressive Role of the
Active Female.” The Macksey Journal 2: 154. https://mackseyjournal.
scholasticahq.com/article/28409-modern-day-fantasy-the-progressive-
role-of-the-active-female.

References

Baltanas, Jose. 2005. Walking through Le Corbusier. Thames and Hudson.

Bertetti, Paolo. 2024. “Science Fiction: World Creation and Diegetic Space
Organization.” Between, 14 (27).

Chuikin, Pavlo. 2023. Retsenziia na knyhu Maksa Kidruka “Novi Temni Viky.
Koloniia.” IT Community, February 23. https://itc.ua/ua/articles/
retsenziya-na-knygu-maksa-kidruka-novi-temni-viky-koloniya/
[in Ukrainian].

Corbusier, Le. 1986. Towards a New Architecture (1* ed., 1923). New York:
Dover Publications.

Doxiadis, Constantinos A. 1972. Architectural Space in Antient Greece.
Translated and edited by Jaqueline Tyrwhitt. The MIT Press. https://doi.
org/10.7551/mitpress/1343.001.0001.

Fanahei, Rostyslav. 2025. “Representations of space in cultural theories and
practices.” PhD diss., Taras Shevchenko National University of Kyiv.
https://ir.library.knu.ua/handle/15071834/6228 [in Ukrainian].

Lefebvre, Henri. 2005. “The Production of Space.” In Rethinking Architecture.
A Reader in Cultural Theory, edited by Neil Leach, 132—9. Routledge.

Mykytiuk, Ostap. 2023. “Taka vzhe realnist, i pravda poliahaie u tomu, shcho
nikhto ne znaie, yak u nii zhyty.” Review of “Shche dyvnishyi novyi svit” by
Roksana Tymkiv. Informator, August 5. https://kalush.informator.
ua/2023/08/05/taka-vzhe-realnist-i-pravda-polyagaye-u-tomu-shho-
nihto-ne-znaye-yak-u-nij-zhyty-reczenziya-na-knygu-roksany-tymkiv-
shhe-dyvnishyj-novyj-svit/ [in Ukrainian].

Sobutsky, Mykhailo. 2022. “A Series before the TV Series: George Martin’s
First Fantasy Story.” NaUKMA Research Papers. History and Theory of
Culture 5: 16—20. https://doi.org/10.18523/2617-8907.2022.5.16-20
[in Ukrainian].

Turello, Elisabeth. 2021. “Modern-Day Fantasy: The Progressive Role of the
Active Female.” The Macksey Journal 2: 154. https://mackseyjournal.
scholasticahq.com/article/28409-modern-day-fantasy-the-progressive-
role-of-the-active-female.



E-ISSN 2663-2160. Hayxosi 3anuckn HaYKMA. Ictopis i Teopist kynsrypu. 2026. Tom 9

Muxaiino Cobyyskuii. Oprasizaris npoctopy (paHTaCTUYHHX CBITIB...

203

Mykhailo Sobutsky

Dr. habil. (Philology), Professor,

Department of Cultural Studies, Faculty of Humanities,

National University of Kyiv-Mohyla Academy (NaUKMA), Kyiv, Ukraine
https://orcid.org/0000-0003-1449-7938

sobutskyi@ukma.edu.ua

The Spatial Organization of Fantastic Worlds
(Exemplified by the Serial Products of
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Abstract

The article is devoted to the problem of dystopian special worlds created in
sci-fi TV series during the last years (2022—2025). We limited ourselves to the
products presented to the public by Apple TV. The series considered here are:
“Severance” (2022—2025), “Silo” (2023—2024), and “Pluribus” (2025). All of
them are to be followed, and two of them have the best audience response ever
reached by Apple Original.

The Apple’s very best show of 2022 is “Severance”. There we see a very
sophisticated version of a modernist utopian spatial concept envisaged by
Le Corbusier a hundred years ago. The revolutionary modernist vision of this
urbanist thinker divided clearly the space and time of human life into two
zones, one for the work/job, the other for the recreation/life itself. Here in the
TV series, this severance attains absurd perfection. Those who enter the
divided (or severed) space get a chip implanted into their brains, so they never
remember themselves living outside when they are inside the inner working
space, and vice versa they never remember their jobs when they live their
ordinary lives. But the real thing which is at stake is reintegration. In the long
run, nobody wants to live a life divided into two severed parts.

The post-apocalyptic vision represented in the series “Silo” shows us
a possible world after the nuclear clash. For two hundred years, people live an
underground life, controlled by IT and, eventually, by AL. Long ago they forgot
how it feels to be outside in the irretrievable open areas. They have some relics
of the past (mostly forbidden) and desperately try to reintegrate with the
world. Their spatial organization hinders it. They live in a vertical hierarchic
spiral construction, without elevators, so their lives depend on the level to
which they belong. Their future depends on the decision of Al to destroy them
or not (some retro-futuristic reference to “Space Odyssey” (1968).

The most recent product released by Apple is “Pluribus” (2025 and to be
followed). Here we meet the most anti-utopian version of the future. A unified
intelligence from the outer space reaches Earth through synchronized signals
and makes all the people in the world one collective mind (in several bodies),
except for some 12 women and men, including the main heroine, Carol, among
them. The collectivized minds see “space”, which they request, as something
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reduced to minimal distance and sleep all together in former large halls. Carol
desperately tries to avoid such integration, but the result is not known to us.

We see that all the three narratives converge in one point: the dystopian
spatial redistributions of mankind cannot be sustained; they discredit
themselves and must be deconstructed sooner or later.

Keywords: cultural dimension, cultural practices, dystopia, spatial
organization, science fiction, modernism, metamodernism, feminism, serial
products.
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