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TYPU3M Y TEATPAJIbHOMY CbOIrOAEHHI XAPKOBA

M. Heiko
TOURISM IN THE MODERN THEATRICAL LIFE OF KHARKIV

3 mepmmMX JHIiB MOBHOMACIITAOHOTO BTOPTHeHHA pQ B YKpaiHy TearpaibHa
cinbHOoTa XapKoBa, 3BiCHO, 3a/MInIach He py Aini. [Ipore 3 miMHOM yacy BilicbKOBUX
[T CTa/Io 3pO3yMio, 110 TeaTpasbHe FifiCTBO MOXKe OYTI SK 3aXMCHUMY OOMafyHKaMI,
TaK i 30po€ro MacoBoro ypaxens. Toxx XxapkiBcbki MUTI (pesxucep, 3acysxeHUIt Aifd
mucrents Ykpainu Crenan Ilaciunuk, akropu Tearpis XapKiBCbKOIO IePKaBHOIO TeaTpy
im. T. I. IlleBuenka Ta XapkiBcbkoro Tearpy Ambok iM. B. AdanacbeBa, 3ByKopexucep
M. Tony6uuya it XyfoXXHUL-TsUTbKapKa []. KylHipeHKo), B3ABIIIN 32 OCHOBY TeKCT IT€CH
CY4acHOTO TPY3MHCBKOTO JIiTepaTopa Ta IPOMAfIAHCbKOro Aifya bacy [DxaHikimsini
«BijtHOHDbKa», BIfTBOPM/IN PeANbHICTb yKpaiHCbKOro cena BmiTKy 2022 poky. I mamm
CBOEMY CIieHiYHOMY amTuHYaTi iM’ s «Hexait macTuTp!».

3a CIKeTOM BIICTABI, JIBIIIKO IeHCiOHepiB 3abpanu 1o cebe, X0BaK4M Bif BilHIL,
BOCbMUPIYHOTO OHYKa IBaHKa. Ajle BiH, «rOPOACHKMIT» PO3YMHMYOK, BUJPANABCA Ha
JiepeBO 3 XEH/IMEIIJIOBOI0 POTaTKOI0 Ta NM030MBaB Helo BOPOXi 60MOOHOCHI miTaku. OT
TaKMM-TO YMHOM Ha eKCKYPCil0 10 3aTUIIHOTO OfiBip A «3 He6a» OTPAINIM MAPHOCTIABHI
HifITIOIKOBHUKM «iBAaHOB-TIETPOB-CUTIOPOBY. ..

IIpecrapine moppyxoks IicnsA 4epru HpUBITAHb-IPOKIbOHIB HapikaloTh iX, 3a
KOJI€KCOM TYPUCTUYHOI YeMHOCTI, «TOCTAMI», YaCTYIOTh CMaKOIMKAMM, PO3PAKYIOTh
TOMIHKMMM CITiBaMM, BUCTYXOBYIOTb, Hade UYeMHO, HOTIK abCypAy 3 PpOCIliChbKUX

poris... Ane x... «Ilopa it yecTb 3HaTb». To X... «TOiAA!» — 10 HACTYITHOTO NMYHKTY
IpU3HAYEHHA — BEINYE3HOTO YOPHOIO MOMIETUIEHOBOTO CKiHYEHHA TYPUCTMYHOIO
MapuIpyTy.

e He mpocTo BucTaBa. PociAHII cBiToMO 4ac Bifj yacy 06MpaloTh IPUTOIOMIIINBIIL
HekmacnQiKoBaHmit BIJ TYpUSMY — «BiliCbKOBUID» / «3arapOHMIBKIID / «OKYTIaL[iTHMI».
JlepxaBa BUJja€ «IIaKeTHI Typu» CBOIM TpoMajiiHaM, He TYpOYHOUNMCh IpPO Bisu uu
TonepeaHo 6poHb amapraMenTiB. Takuil Typusm Ha pocii panToBo HaOyBae IaneHoi
TONY/IAPHOCTI B PI3HNX, JOTUYHMX fi0 1i KOpAOHIB, MicuAX Ha 3emHiit kyni (Ipysia, 2008 p.;
Ykpaina 2014-2022 pp., 3 2022 i o TemepimHiit yac Ta in.). [leAki «TypucTi» CXUIBHI
IIPUXOBYBATH CBOI €KCKyPCIiiHi IYHKTH, OIIBLICTD i3 HIX PO3IOBIAIOTD, 110 3 IOYATKY
TNIOJIOPOX] He Mamy YAB/NEHHA IIPO MApIIPYT, Takuit cobi iMIpoBisoBaHmMil «Typusm
HAOCII», 4N «TYp-cloprpua». HailAcKpaBillolo 0COOMMBICTIO I[bOTO BURY «TYPU3MY»
€ 0COO/MMBMI TPAHCIOPT IS HOJOPOXKeNt y Burnani tavkiB, BTPis, HapsBykoBux
BIHMIIYBa4iB Ta 00japOBYBAHHS MiCIIEBOTO HACETICHHS IVBHUMI 3aTIa/IbHIMI TYIHVIMIY
CyBeHipaMI, PO SKi TOYHO He 3a6yTu!..

[ixaBo, 1o cama BUCTaBa CTala «TYPUCTOM», BOHA MOZOPOXKYe XapKiBCbKOI
0671aCTI0, IGOKYIIOBAHNMMI MiCTeYKaMIL, BiTa€ThCA 3 TILANAYaMH Y CTiHAX TeaTpiB 3axifHol
Ykpainn. Ile MOXIMBICTD [/ KOKHOTO YKpaiHI[A TOITIAHYTYM HA HAIIy TOCTMHHY
KY/IbTYpY, po3cmabutucs Ta Bigmountu B OymeHHoCTi BiiiHu Bip Hei X. I mokasm uiei
BJCTaBY OTarOfilTH, TO X BOHA TOYHO TYPUCT.

Tearp, s couianbHuit GeHOMEH, € Bifjj3epKaNeHHAM AiICHOCTI, IHKOIM KPUBHUM,
IHKO/MBiHIIOMYYaCOBOMYIIPOCTOPI. .. I 1je€ OKUTTEBOBAXK/IMBIMM 3aBJAHHAM MICTELITBAY.
Huni Bucrasa «Hexait mactutb» — He mpocTo 3pi3 XapkiBcbkoro 2022 p., ’KaHPOBO —
1e dapc, 1e CiMAecAT ITATh XBUINH, KOMM CMI€NICA 10 6OMOUNX 3afyLIUIMBUX CITi3 «3a
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YIOKOI» Ge3iMeHHNX 0€33MiCTOBHIX 3M0YMHHIX POCIICHKIX / OYPATCHKIX / YeUeHCHKIX
Iyur. A caMa HasBa 3Ja€TbCA BIYYHMM CTbOOOM Ha BioMy ¢pasy KHMiBCbKOro Mepa
Birania Knmaka KoBiHIX YaciB, 1110 3yXBa/Io Maitopuia Ha 61160pAax, BpaXkaloun CBOEI0
BIyuHicTIO Ta Tpy6icTio. To ... «Hexait macTuTb!» — BCiM 3BUYAITHIM 3aKOXaHIAM ¥
nopopoxi! I — «He//yit macraTb!» — KIATUM IpeICTaBHMKAM «OKYIALLIHOTO» Typu3My!

CEKL|S::
CXIZ, TA 3AXILL Y MUCTELLTBO3HABYMX AOCIIOKEHHAX

S. Shiells

UKRAINIAN AMAZONS: THE ART OF MARIA BASHKIRTSEVA
AND OLENA KULCHYTSKA IN THE CONTEXT OF JAPONISM

C. lunv3

YKPATHCbKI AMASOHKU: MUCTEL,TBO MAPIT BALLKKIPLLEBOI
TA OJIEHU KYJIbYULIbKOT B KOHTEKCTI AMOHI3MY

From femme fatale to idealized Muse, women have occupied a wide range of subjects,
created through men’s gazes. In the second half of the XIX century, drastic economic,
political, and social changes enabled women artists to change the patriarchal structure
of the artistic landscape. As a result, a number of Ukrainian women not only established
themselves as independent artists but freely embraced modernist rhetoric, including
Japonism. Unraveling the matrix of diverse circumstances fostering Ukrainian artists’
interest in Japanese aesthetics, this study focuses on the works of two Ukrainian artists:
Maria Bashkirtseva (Bashkirtseff) and Olena Kulchytska, placing their art in a wider
historical and cultural context.

Maria Bashkirtseva (1858-1884) was the first Ukrainian woman to receive a formal
artistic education in Paris. Exhibiting what for that time was an unthinkable freedom of
thought, “the young genius” anonymously wrote to Guy de Maupassant, touching on many
tabu subjects, including in the first instance “the condition of women?” In 1877, Bashkirtseva
enrolled in the Academy Julian in Paris, dreaming to found an art school for women.
The complexity, richness, and philosophical novelty of Bashkirtseva’s literary and artistic
works were a product of her Ukrainian upbringing as well as the Parisian milieu. In the
1880s, Bashkirtseva started to introduce Japanese motifs, objets dart, highly pronounced
asymmetry, arbitrary cropping of forms, and diagonally oriented compositions.

Olena Kulchytska (1877-1967) was an artist from Galicia (western Ukrainian province,
formerly part of the Austro-Hungarian Empire), who studied at the Kunstgewerbeschule
in Vienna, alma mater of Gustav Klimt, Koloman Moser, Oskar Kokoschka, and other
Dissidents. Freely operating in different media, Kulchytska consistently combined the
Dissident approach to form with vernacular artistic elements and Japanese artistic devices.
Kulchytska often made references to Japanese models (such as Hokusai’s prints) especially
in her woodblock prints and frequently turned to Japanese stimuli throughout her entire
career. Starting from the second part of the XIX century, different stylistic movements
coexisted on the European artistic landscape. In such a flamboyant context, Japonism was
decisive in structuring the aesthetics of some Ukrainian artists.
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