This is one of the brightest examples of how IT and theatre can work together in real
time.

2. “Hamlet” — The Wooster Group (USA)

Technologies: video art and synchronization with digital copies of actors.

Idea: actors perform their roles while synchronizing their movements with previously
recorded video of another cast, creating a dialogue between “live” and “digital” characters.
3. “Kanata” — Robert Lepage (Canada/France)

Technologies: multimedia projections and interactive scenery.

Idea: the stage space “comes alive” and quickly transforms into different worlds
through complex lighting and projection work. Robert Lepage is considered one of the key
directors of hybrid theatre.

However, the digital format also brings some challenges. The feeling of “live presence”
can be lost — the magic when the actor and the audience breathe the same air. Therefore,
the main task for modern theatre artists is to preserve emotional connection even when
the audience watches from the other side of the screen. To achieve this, directors search
for new artistic solutions, work with close-ups, chamber stories, and create intimate visual
images.

In conclusion, hybrid theatre is not only a technical innovation but also a deep change
in the way theatre artists think. It allows theatre to keep the living energy of the stage while
opening the door to an unlimited digital space. Perhaps this combination of tradition and
technology will create the theatre of the future — open, bold, and truly modern.

A. Makhlun

UKRAINIAN MUSICAL CULTURE OF THE XX CENTURY
THROUGH THE PRISM OF SOVIET REPRESSIONS (1919-1991)

A. Maxnyn

YKPATHCbKA MY3UYHA KYJIbTYPA XX CTOJITTA
KPI13b MPU3MY PAAAHCbKUX PEMPECIN (1919-1991 PP.)

Radical social and political turmoil thoroughly shaped the development of Ukraine’s
musical heritage throughout the twentieth century. Moreover, it was the Soviet regime’s
merciless drive for control that left the deepest mark. For decades, from the 1920s to
1991, writing music was not exclusively an art; it was a high-stakes negotiation with power.
With agencies like the NKVD and KGB keeping a close watch, the soviet state doctrine
penetrated every corner of a musician’s world. The permanent scrutiny created a culture
of fear, actively deciding which musical doors to open and which to keep shut, which
composers could write, what music was deemed acceptable, and even the survival of the
institutions that supported them.

In the context of the Soviet system, art was considered a means of spreading
ideology. Eventually, many musicians, composers, scholars, and performers faced ruthless
censorship. Socialist realism became their judge. The suppressers used their favorite
weapon — accusation of formalism, an overall term used to blame any hint of innovation,
modernist exploration, or even a pronounced expression of national identity. For the
Ukrainian musical community, this was not simply politics but a nightmare for most
musicians. They lived in persistent fear: their life’s work was unexpectedly banned, their
premieres were cancelled without any warning, and their names were dragged through
the mud in orchestrated public shamings. Archives full of Ukrainian music did not just
disappear; the state deliberately destroyed them.
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The repressions directly affected the fates of artists, leading to arrests, deportations to
the Gulag, executions, and mass burials, particularly in Bykivnia. A significant portion of
the creative elite was forced either to cease their activities or to resort to so-called “internal
emigration’, adapting their artistic expression to the dictates of the official doctrine, which
caused irreversible interruptions or serious distortions in the development of certain
compositional schools, and also led to the irretrievable loss of a significant part of the
cultural heritage.

One of the first tragic episodes of persecution of the Ukrainian intelligentsia in the
cultural sphere was the loss of composer Mykola Leontovych, the author of the world-
famous arrangement of the Christmas carol “Shchedryk” (known as “Carol of the Bells”).
On January 23, 1921, the artist was killed in his father’s house in the village of Markivka
in Podillia. According to recent research, this murder was committed by an agent of the
Soviet state security, the Cheka. This case was among the first manifestations of the Soviet
authorities’ repressive policy towards Ukraine’s cultural elite.

In the 1930s, the wheel of repression gained momentum. A victim of this intensification
was Hnat Khotkevych, a multifaceted personality: writer, musician, bandurist, and
researcher of Ukrainian folklore, among other things. He did much to popularize the
bandura style and enrich national musical traditions. In 1938, Khotkevych was arrested
by the NKVD after being convicted for being a member of a counter-revolutionary
organization and espionage on behalf of Germany, and was executed that same year.

A similar fate befell Vasyl Verkhovynets, an artist who was a composer, conductor,
choreographer, folklorist, and author of a work on the theory of Ukrainian folk dance,
whose scientific research and creative achievements influenced the development of
Ukrainian choreographic culture. In 1937, Verkhovynets was arrested for “participation
in a counter-revolutionary nationalist organization”. During merciless interrogations, he
confessed to organizing an anti-Soviet protest in Poltava in 1919, leading an insurgent
organization in Poltava in 1928-1930, and espionage on behalf of Poland. In 1938, he was
executed.

The repressions did not spare the performing arts either. Mykhailo Donets, a
prominent Ukrainian opera singer (bass), soloist with the Kyiv Opera and professor at the
local conservatory, was one of the finest performers of Ukrainian and world opera. In 1941,
he was arrested by NKVD representatives on charges of anti-Soviet activity and Ukrainian
nationalism and was executed that same year.

Even after the end of World War II, the Soviet leadership continued its policy of
strict cultural control. A vivid example of this is the fate of the Ukrainian artist, pianist,
and educator Vasyl Barvinsky. In 1948, he was arrested on charges of anti-Soviet activity
and sentenced to ten years in corrective labor camps. Following his arrest, most of his
musical scores were destroyed. After returning from exile in 1958, the composer set about
reconstructing his works from memory.

In addition to direct physical pressure, ideological censorship also significantly
impacted the development of Ukrainian music. One of those who felt this pressure was
Borys Lyatoshynsky, one of the most important Ukrainian symphonists of the XX century.
After the Secretariat of the Central Committee of the All-Union Communist Party adopted
a resolution in 1948, his work was sharply criticized for “Westernism” (formalism), which
forced the artist to rework the finale of his Symphony No. 3 to give the work an ideologically
acceptable sound.
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Other composers also experienced such control. Viktor Kosenko, a Ukrainian
composer and pianist, left a significant mark on piano and chamber music. However, his
works were criticized for their excessive individuality of style and “intimacy” (chamber
music), which did not conform to the dogmas of the time’s cultural doctrine.

Thus, the repressions against Ukrainian musicians in the XX century took various
forms — from the physical destruction of artists to ideological pressure and the banning of
creative work. These processes led to the loss of a significant part of the cultural heritage
and interrupted the natural development of the Ukrainian compositional school. Despite
this, the work of many artists has been preserved and today constitutes an important part
of the national musical culture.

CEKLIA:
YKPATHCbKE MOBO3HABCTBO TA CBITOBA JIITEPATYPA
B KOHTEKCTI MIKKYJIbTYPHOI KOMYHIKALLIT XXI CTONITTS

A. banyu
«CANBO» CTIBEHA KIHTA B «<CANBI» CTEHJI KYBPUKA

A. Baluch
STEPHEN KING'S “THE SHINING” IN“THE SHINING” BY STANLEY KUBRICK

[opiBuanna «CaitBa» Kinra i dinbmy Ky6puka — 1e xmaciaHmit BUnaziox, Kom 3
OpHi€l iCTOPIi BUXOAATD fBa ADCOMOTHO Pi3HI TBOPIL.

Kino i miTepaTypa B3arasmi KuByTb 3a pisHUMYU 3aKOHaMIL. TOMy CeHCHU 3CYBalOThCA,
aKIIeHTI MiHAITbCA, @ ICUXOJIOTiA repoiB iHOJ CTa€ MpoCTo HeBIi3HaBaHOMW0. Y «CAilBi»
1151 Pi3HULLS IIPOCTO BenydesHa. Kuura — BoHa Terua, gyske TIOLCbKa, 3 607eM, 3 Hafieo Ha
Te, 110 JTIIMHA MOXe BI/I6paTI/[CH 3 BJIacHOTro neka. QGirbM — KproKaHMit, MaTeMaTUYHO
TOYHMIL, 7ie MOZIMHA B3araji He B IeHTpi. Tam mpaBuTh MpOCTip, THITA, 3BYK, Kafip.

Y Kinra Bce TpuMaerbcs Ha pymi. CTpax — Iie He IPUBUM il TOTeNb, a Te, IO
BCepenyHi: aKoromiam JIkeka, 1010 AUTAYL TPaBMIU, CTPAX CTATY TAKMM, SIK OaTHKO, KMl
6uB. J>KeK HaMaraeTbCs TPUMATIICH, IIHILe, MOONTb APYXKIHY I CHHA — i Bce OFIHO Tajiae.
Ane ajjae Tpari4Ho, OCKi/IbKY B HBOTO € Bm6ip, € MOMEHT, KO/II BiH Mir 61 SYIUMHUTUACH.
ToTenb MPOCTO Mif/IMBAE ONMBHU Y BOTOHD, HifICUIIOE Te, 1110 B)Ke T/Ii/I0 B TIOfVHI.

Kybpuk pobutp inakme. Jhxek Hikomcon 3 camoro modarky — Ije Bxe
HarTiBOOXeBITbHIIT THII 3 ITOCMILIKOIO, Biff IKOI Jiie MOpo3 110 mKipi. Hemae mocrymosoro
3aHypeHHs B OOXeBUUIL. 370 B HbOMY BXe CUAUTD, TOTEIb IIOTO MPOCTO BUITYCKAE
Ha3oBHi. ToMy I7IAfjady BaXKKO 33 HbOTO NEPEeXKMBATH — BiH He XKePTBa, a BKe TOTOBe
3HapAA.

Benzi B kHusi — cuibHa. He B rmani M’si3iB, a B ToMy, 1[0 BoHa bepe cebe B pyKi,
saxuiae autuny, 6operscs. Y ¢inbmi Mlemwti [roBap rpae 1i AK 3aBXAY MepeAKaHy
icrepuuxy. PosiuHa 3 ocepeliky Tema IepeTBOPIOETbCA Ha Miclle, fie BCi OMH OJHOMY
3arposa.

JlenHi i 1toro «caBo» — Tex mo-pisHomy. Y KiHra me He mpocTo cymepcunia, a
/00K 4y TIMBICTD, EMITATisA, PO3yMiHH /mopiel i ciTy. My 6admMo icTopiio yacTo came
jtoro ounma. KyOpuk poOuTh 3 1[bOro BisyanbHuMil eeKT: XTOMIMK OaunTh MPUBUAIB,
KPWYNTb, Oirae. I Bce. Bes mosicHeHs, 6€3 IMOMHYM — TiIBKY J/Is1 HAIIPY)KEHH .

Torens «OBepyk» y poMaHi — Maibke IMepcoHaX. Y HbOTO € CBOS ICTOPis, 1aM ATb,
3mi Hamipu. Bin maninymoe, mipcunoe crabkocti. Y Kybpuka — e mpocro mabipusr.
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