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Abstract. The purpose of the work. The article studies, on the example of the creative work of the famous Ukrainian
composer Viktor Stepurko, the problem of the correlation of traditions and innovations in modern choral works of religious
subject, created over the past two decades. It is noted that choral music occupies an important place in V. Stepurko’s work,
and that the composer pays considerable attention to a religious theme, which gives us every reason to study the stylistic
features of the creative method and the most important principles of religious choral works in the context of Ukrainian
music of the late XX —early XXI century. The methodology of the research is a historical-typological method and a genre-
style one. The historical-typological method is associated with the problems of the historical evolution of the Ukrainian
religious music, the genre-style method is associated with the issues of a contemporary music analysis. The scientific
novelty of the work is in the study of well-known but little-investigated compositions for a choir, created by the modern
Ukrainian composer, and in which the traditions of the Ukrainian religious music are interpreted, and, at the same time,
the modern trends of the musical language are clearly manifested. It is noted that the degree of correlation between
traditions and innovations is determined by the individual creative approach of the composer, who has the need to refer
to religious texts and create original chants on their basis. The conclusions indicate that the subject of the article can be
continued on the material of religious choral works written by modern Ukrainian composers over the past two decades.
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Mera poGoTu. ¥ crarTi Ha MPUKIIAJI TBOPIOCTI BITOMOTO YKPAiHCEKOT0 Komosutopa Bikropa Cremypka BUBYa€THCS
npobiema CriBBiAHOIECHHS TPaJAULUiH | HOBATOPCTBA y Cy4aCHUX XOPOBUX TBOPAX JAYXOBHOI TEMATUKH, HAIMCAHUX IIPO-
TSATOM JIBOX OCTaHHIX JZ[GCS[TI/IJ'I]TB 3a3HayvaeThCs, 10 XOpOBa My3HKa HOCI}]&G BakJiuBe Miciie y TBopuocTi B. Cremypka,
1110 KOMIIO3UTOP NPUALIISE 3HAYHY yBAry JyXOBHIH TEMATHIL, IO 1a€ HaM BC1 IiJICTABH [/Isi BABYCHHS CTHIIBOBHX 0COOIN-
BOCTEN TBOPYOI'o METOAY Ta HaWMBaKJIMBIIINX HpI/IHLIl/IHIB HyXOBHOl XOpOBOl TBOp‘{OCTl B KOHTeKCTl pralHCbKOl MY3UKU
kiamg XX — mogarky XXI cromitrs. MeTo0J10risl JOCTIHKSHHS TPYHTYETHCS Ha iCTOPUKO-THUIIOJIOTIYHOMY Ta YKaHPOBO-
CTHJIBOBOMY METO/aX. ICTOPHKO-THIIONOTIYHUI METO/ MOB’SI3aHMH 13 MpoOiIeMaMu ICTOPUYHOI EBOMIONIT yKpaTHChKOT
JlyXOBHO1 MY3HKH, KAHPOBO-CTHJILOBOT — 3 MMUTAHHSIMU aHaJi3y cydacHol My3uku. HaykoBa HOBU3HA POOOTH IOJIATAE
y BUBUCHHI BIJIOMHX, aJie MaJIOAOCIIKEHUX KOMIIO3UIIH ISl XOpY, HATMCAHUX CYYaCHUM YKPaiHCHKHM KOMITO3UTOPOM,
y SIKUX TIEPEIOMIIIOIOTHCS TPAANIIT yKPATHCHKOT TyXOBHOI My3HKH Ta BOAHOYAC SICKPABO MPOSBISIOTHCS CyYacHi TEH/ICH-
1ii My3W49HOI MOBHU. 3a3HAYa€ThHCs, [0 Mipa CITIBBIIHOIICHHS TPATUIliA i HOBaTOPCTBA BH3HAYAETHCS 1HAMBITyaTbHUM
TBOPYHMM MI/IXOZIOM KOMIIO3UTOpA, SKMH Mae NOTpeOy 3BEpPHEHHs 10 JyXOBHHX TEKCTIB Ta CTBOPEHHS Ha iX OCHOBI OpH-
FIHAJIBHUX MICHECTIBIB. Y BHCHOBKAX BKA3aHO, 11O TEMAaTHKa CTATTI MOXe OyTH NPOJOBKEHA HA Marepiai JyXOBHUX
XOPOBHX TBOPIB, HAIMCAHHMX CYYaCHUMH yKPAIHCHKMMU KOMIIO3HTOPAMH HPOTSIOM JABOX OCTAHHIX ASCATUIIITS.

Kurouosi ciioBa: Tpajumiiii, HOBaTOpCTBO, TBOpYicTh Bikropa Cremypka, XopoBa My3uKa, JyXOBHA TEMaTHKa, TEKCTH
TICaJIMIB.
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Cel pracy. Artykul na przyktadzie tworczo$ci stynnego ukrainskiego kompozytora Viktora Stepurka bada problem
stosunku tradycji 1 innowacyjnosci we wspotczesnych utworach chéralnych o tematyce duchowej, napisanych w ciggu
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ostatnich dwoch dekad. Nalezy zauwazy¢, ze muzyka choralna zajmuje wazne miejsce w tworczosci V. Stepurka,
a kompozytor zwraca szczegdlng uwage na tematy duchowe, co zapewnia nam wszelkie podstawy do badania cech
stylu metody tworczej 1 najwazniejszych zasad duchowej tworczosci choralnej w kontekscie ukrainskiej muzyki konca
XX — poczatku XXI wieku. Metodologia badania opiera si¢ na metodach historyczno-typologicznych i gatunkowo-
stylowych. Metoda historyczno-typologiczna zwigzana jest z problemami historycznej ewolucji ukrainskiej muzyki
duchowej, gatunkowo-stylowa — z zagadnieniami analizy muzyki wspotczesnej. Nowosé naukowa pracy polega na
badaniu znanych, ale mato zbadanych kompozycji na chor, napisanych przez wspotczesnego ukrainskiego kompozytora,
w ktorych tradycje ukrainskiej muzyki duchowej sa zatamane, a jednoczesnie wspotczesne trendy jezyka muzycznego sa
wyraznie widoczne. Nalezy zauwazy¢, ze miara stosunku tradycji do innowacyjnosci zalezy od indywidualnego podejscia
tworczego kompozytora, ktory musi odwolywaé si¢ do tekstow duchowych i tworzy¢ na ich podstawie oryginalne
$piewy. Wnioski wskazuja, Ze tematyka artykulu moze by¢ kontynuowana na materiale duchowych utwordéw choralnych
napisanych przez wspoétczesnych kompozytoréw ukrainskich w ciggu ostatnich dwoch dekad.

Stowa kluczowe: tradycje, innowacyjnos¢, tworczos$¢ Viktora Stepurka, muzyka choralna, tematyka duchowa, teksty
psalmow.

Introduction. The relevance of the research topic. The famous Ukrainian composer, Honored Art Worker
of Ukraine, the Shevchenko National Prize winner, Recipient of the Order of St. Vladimir, 3" Class, Victor Stepurko
is recognized for his active creative work in the field of choral art. The composer’s choral work has an attractive force
and energy, revealing important points of intersection with the most significant phenomena of modern Ukrainian
musical culture. That is why in recent decades there is a need for a musicological study of the composer’s creative
heritage. Meanwhile, there is no monographic literature devoted to this issue, one can find only a small number
of reviews and interviews in media articles and publications. This article for the first time considers V. Stepurko’s
religious music, which occupies a prominent place in the contemporary choral art of Ukraine, as a valuable field
of his heritage, and determines the relevance of the research and has a novelty factor.

The aim of the research is to identify the stylistic features of the composer, as well as the most important
principles of his religious choral art in the context of Ukrainian music of the late XX — early XXI century.

The analysis of research and publications. Mainly critical journalistic articles, published on the pages
of'the periodical press (Verstiuk; Dnieper truth, 2012; Stepanchenko, 2012: 6) or in popular science journals (Voloshyna,
2005: 3—4; Kushniruk, 2005: 13—15; Lunina, 2012: 24-27; Stepurko, 2007: 10-11), elucidated the creative work
of V. Stepurko for a long time. Recently, the creative work of V. Stepurko has attracted the attention of the authors
of scientific articles (Afonina, 2007: 146—155; Voloshyna, 2005: 178—187) and thesis researchers (Bardashevska,
2017). However, the published materials do not fully exhaust all the problems of the composer’s work.

The scientific novelty of the work is in the study of well-known but little-investigated compositions for a choir,
created by the modern Ukrainian composer, in which the traditions of Ukrainian religious music are interpreted, and,
at the same time, the modern trends of the musical language are clearly manifested. At the same time, the degree
of correlation between traditions and innovations is determined by the individual creative approach of the composer,
who has the need to refer to religious texts and create original chants on their basis.

The basis matter. Victor Stepurko is the author of more than a hundred works in a wide range of genres. Some of them
are: the opera “Passing Through” (after V. Shukshin), the modern ballet “The Glass Bead Game” (after H. Hesse), five
grand opuses in the genre created by V. Stepurko himself and deserving separate consideration — “Symphonic Drama”.
The composer has created a huge number of vocal-symphonic, vocal-instrumental pieces and vocal compositions
accompanied by an orchestra of folk instruments, a suite for chamber orchestra, harp and Glockenspiel, two sonatas for
viola and piano, a poem for trumpet and piano, and many others. However, “recognition” of V. Stepurko’s composer’s
style is undoubtedly connected with the dominant field of his creative work — this is choral religious music based on
the thousand-year tradition of the Orthodox Church and the texts of prayers. Only in recent decades, the author has
created more than ten Psalms of David, a number of religious cantatas, the dramatized mystery “The Prophecy on
the Jesus’ Sufferings and His Glory”, the cycle “Monologues of Centuries”, “Concert” in memory of M. Leontovich
and many other choral works. Exactly the works like these open a new direction at the end of XX century, the tasks
of which include reviving and developing of religious-musical ideas, which are genetically inherent in cultural
consciousness. However, if the art of the beginning of the last century marked the search for “ecclesiasticism” through
creative understanding and interpretation of the ancient liturgical and singing layers, the “newest direction” turns
into the realization of a religious theme in music with a high degree of personal relation to it, in other words, with
a significant preponderance of the author’s individual creativity.

One of the most striking manifestations of this approach is the creation of an amount of choral compositions,
the temple performance of which is impossible due to the use of solo instruments in them. This principle plays
an important role in the creative work of V. Stepurko, however, it also applies to many of his contemporaries
(L. Dychko’s “Swiss Frescos”; solo and choral composition is completed by the organ and percussion instruments).
In the works of V. Stepurko, this technique becomes one of the decisive. Thus, in Psalm 136 (“Give thanks to
the Lord”) the author uses the saxophone solo; Psalm 24 (“The earth is the Lord’s”) is written for the flute solo; in
Psalm 8 (“O Lord, our Lord”), the solo violin transfers this composition into the category of concert.

A chorus “Blessed is the man” (Psalm 1) can be rightly called as a unique example of a new reading of the ancient
canon. His sacred text is an introduction to the entire Psalter in general. It has a special place among other psalms. Its
composition was attributed to David; it is indicated in the Church Slavonic text and in the synodal translation of the Bible.

The important thing is that V. Stepurko in strict accordance with the tendency of the Ukrainian spiritual
Renaissance of the last two decades, not only uses the Ukrainian-language translation of the text of the psalm, but
also brings it closer to modern vocabulary:
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Blessed is the man who walks not in the counsel of the wicked,

Nor stands in the way of sinners,

But his delight is in the law of the Lord,

He is like a tree planted by streams of water,

That yields its fruit, he prospers.

The wicked are not so, but the chaff

That the wind drives away.

For knows the way of the righteous,

But the way of the wicked will perish.

However, the unique originality of the psalm, in V. Stepurko’s interpretation, roots in another thing. The work
is written for mixed choir and the duduk solo. The composer combines three factors simultaneously: the ancient
Znamenny chant, the archaic solo instrument and the text of the prayer.

In the chorus “Blessed is the man”, the musical image is born from the first bars — a long bass organ point,
and a tenor pedal (men’s voices are sung with a closed mouth), creating, in combination with a slow tempo, a feeling
of static. One constantly emphasizes the reliance on the diatonic ancient church modes. Beginning in the introduction,
the solo duduk intones an ancient chant, characterized by a narrow range, repetition of tones and rotation around
the reference sounds. It is the theme that later forms the basis of the choir vertical, being subjected to the constant
variation. It is worth noting that Znamenny chant perfectly corresponds to the nature of the duduk, with its low
mobility and limited range (from ‘’fis ” of the first octave to “a” of the second one).

Gradually, the melodic line becomes chromatic, bringing some drama to the choir. In the 7" bar of introduction,
the duduk gets a reduced 6" degree B dur— ges moll (a sign of harmonic major), giving a certain intensity to the melody.
The sound as, added later, emphasizes the diatonic modal nature of the musical material and the Mixolydian mood
ofthe theme (bars 16-28). Only in the final section (bars 34—47), dissonant low-second songs sound. In general, the chorus
is inherent in modal variability in combination with the plagality, as well as beauty and softness of the harmonic vertical.
Even though the tonal center is B, the last consonance is the es-moll chord of the sixth, which gives the composition
a sense of tonal openness. The composition of the chorus is marked by prevailing continuous development, where
the improvisational composition manifests itself through fluidity and ceaseless movement. The harmoniousness,
proportionality, symmetry and simplicity of presentation correspond to the general nature of the prayer.

A chorus “O Lord, our Lord” (Psalm 8) includes a violin and its musical material is based on the prayer text,
dedicated to praising God by David:

O Lord, our Lord,

How majestic is your name in all the earth.

You have set your glory above the heavens.

When I look at your heavens, the work of your fingers,

The moon and the stars, which you have set in place,

What is man that you are mindful of him,

And the son of man that you care for him?

Yet you have made him a little lower than the heavenly beings

And crowded him with glory and honor.

O Lord, our Lord,

How majestic is your name in all the earth.

The three-part structure, laid down in the text, predetermines the compositional characteristics of the chorus.
Regardless of the end-to-end development, which is typical for the majority of V. Stepurko’s works, the chorus “O
Lord, Our God” is marked by a thematic setting that gives the features of a simple three-part reprise form.

The main theme originates from the top of the source, moving downwards with a consecutive downward
introduction of voices (soprano — alto — tenor — bass), which gives the chorus a sense of illusiveness, ephemerality,
weightlessness. The composer also chooses the dynamics (various aspects of piano), characteristic of “quiet”
music; resorts to receiving choral divisi, which, in combination with the solo soprano, determines the transparency
and softness of the texture.

The uniqueness of the chorus is associated with the use of a solo violin, which transfers this composition into
a category of concert. It is the string instrument that endows the psalm with sounding unreality (in the framing
sections, the violin sounds in the fourth octave as p and pp). Harmonic vertical, with its sharpened chromatic, in
some places with polytonality, becomes significant. Such a complicated structure is created by the solo instrument,
as if in opposition to the choir. Also, it is worth observing that all choral voices are written out extremely strictly,
and elements of chance music appear in the violin part (bar 49), as evidenced by the author’s remark: “The number
of repetitions is up to performer’s wish”. The peculiarity of the interpretation of choral parts, written purely
instrumentally and sounding as specific orchestral timbres, distinguishes the chorus “O Lord, Our God” as well as
the most of the choral compositions of V. Stepurko.

Another example of the modern view on the ancient church canon is the chorus “Save Me, O God” (Psalm 68).
Among the huge poetic text (37 verses), the composer selects only those sections (2, 3, 5, 8, 10-12, 14, 16—18) that
are related to the tragic author’s monologue:

Save me, O God! For the waters have come up to my neck.

When I wept my soul with fasting...
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Answer me... hide not your face...

For zeal for your house has consumed me,

And the reproaches of those who reproach you...

Let not the flood sweep over me, or the deep swallow me up...

I sink in deep mire...

More in number than the hairs on my head are

Those who hate me without cause...

But as for me, your prayer is to you...

When I made sackcloth my clothing,

I became a byword...

Answer me, O Lord...

In this chorus, the composer finds a musical solution that perfectly matches the meaning of the prayer text. Based on
the traditional tonal technique, V. Stepurko rejects modern means (polytonality, chance music, diatonic and chromatic
modalities), and the tragic moments in the chorus are achieved and strengthened by an unusual tonal-harmonic logic.

The composition of the chorus has two-part structure, and sections textually oppose each other: the first part bases
on a homophonic-harmonic texture, with a strongly marked melodic line and a chord vertical; and the second one
is a dramatic fugato. The composer avoids squareness by applying “torn” phrasing, e. g. the number of bars in each
subsequent phrase changes: 3+2+3+3+2. The main quality of the harmonic vertical of the first part is the abundance
of descending suspensions, intonations of “sigh”, causing the tragic nature of the work. Clear, regular metrics (size
6/4), thythmic regularity, and textured unity help to achieve the feeling of relative stability.

The second part introduces not only a bright textured contrast, but also becomes the embodiment of the universal,
more than personal, which is replaced by the individual beginning prevailing in the first part of the chorus. The
direction of the melodic motion is different — the descending movement in the first part changes to ascending one,
which gives the fugato greater determination (Agitato). Metrics gives a special instability and impetuosity (the
second part is written in the size of 5/4). A constructive solution of the fugato is interesting and peculiar as it has
two-part structure with sections (21+20) that are approximately equal in scale; in the exposition part, the composer
gives an octave ratio of issue and answer. In the free part of fugato (bars 34-53), a stretta presentation arises,
the theme appears in the modified quint development (in tenors, bar 40), and in inversion as well (altos, bar 36).
Both ranges of singing voices and dynamics are marked with averageness, revealing not so much the volume
and power of sound, as dramatic direction.

A deep and genuine drama and the continuity of end-to-end dramatic development distinguish the psalm “Save
Me, O God” and determine the high ethical point of this work.

Conclusions and prospects for further investigations. Thus, the choral religious creative work of V. Stepurko
is an important characteristic component of the modern view of the thousand-year tradition, which actively develops
in XXI century, as evidenced by the composer’s reference to religious texts and the creation on their basis of works
filled with deep sacral meaning, but existing in modern culture. The subject of the article can be continued on
the material of religious choral works written by modern Ukrainian composers over the past two decades.

Bibliography:

1. Adonina O. TBopuicts B. Cremypka y Ky/IbTypOJIOTIYHUX BUMIpax Cy4acHOTO My3HYHOTO MHUCTeNTBa. Mucmeymeosnagui
3anucky : 30ipHUK HAyKOBUX mpans. Kui : Mineniym, 2007. Bum. 11. C. 146-155.

2. Bapnamescrka f1.M. O6pa3zHo-ceMaHTHYHI 3acaan X0poBoi TBopuocTi Bikropa Cremypka : auc. ... kaua. Muct. : 17.00.03.
INpukaprarcekuii Hail. yHiBepcureT iM. B. Ctedanuka. Oneca, 2017. 224 c.

3. Bepcriok 1. «Crenenni antudonu XVII cr. cBiTiol mam’siti cBatux AHToHIsS Ta ®eonocis [leyepchkux» — Mmia TaKoK
HA3BOI MPOKIIIOB TBOPUHMiA Beuip cyyacHoro kommo3utopa Bikropa Cremypka. Kuis. URL: http://arhiv.orthodoxy.org.ua/
uk/tserkva i kultura/2008/05/15/16088.html

4. Bomommuna H. Bimomuii i HeBinomuii Biktop Cremypxo. Mysuxa. 2005. Ne 4. C. 3-4.

5. Bonommna H. JlyxoBHa TeMaTHka B TBOPYOCTI YKPATHCHKUX KOMIO3UTOPIB 2-0i mon. XX cT. (Ha mpuxnani B. Cremypka).
Hayxosuii éicnux HMAY : 36. ctareit. Kuis, 2005. Bum. 36, k. 1. C. 178-187.

6. Kymmnipyk O. Binomuii i HeBinomuii Biktop Cremypko. Mysuka. 2005. Ne 3. C. 13-15.

7. Jlynina A. Bikrop Crenypxo: « TBopue HaTXxHEeHHs — 1ie Onaroaars abo nepet boxwit...». Mysuka. 2012. Ne 6 (389). C. 24-27.

8. CBonMm HeOeCHBIM NOKpOBHTENEM KoMIo3uTop Bukrop Cremypko cuntaer Jumutpust PoctoBckoro. Juenposckas npagoa.
2012. 20 smB. URL: http://dpravda.org/svoim-nebesnympokrovitelem-kompozitor-viktor-stepurko-schitaet-dimitriya-
rostovskogo/.

9. Crenanvenko I. Kamepnuit xop «KuiB» npesenrye. Kynomypa i scumms. 2012. 27 ciuns, Ne 4. C. 6.

10. Cremypxo B. TBopuictb — 11¢ po3mosa 3 borom. Mysuka. 2007. Ne 4. C. 10-11.

References:
1. Afonina, O.V.(2007). Tvorchist V. Stepurka u kulturolohichnykh vymirakh suchasnoho muzychnoho mystetstva [ Stepurko’s
creative work in culturological dimensions of contemporary music art]. Kyiv: Millennium [in Ukrainian].
2. Bardashevska, Ya. (2017). Obrazno-semantychni zasady khorovoi tvorchosti Viktora Stepurka [Figurative and semantic
principles of Victor Stepurko’s choral work]. Odesa [in Ukrainian].
3. Verstiuk, I. “Stepenni antyfony XVII st. svitloi pamiati sviatykh Antoniia ta Feodosiia Pecherskykh” — pid takoiu nazvoiu
proishov tvorchyi vechir suchasnoho kompozytora Viktora Stepurka [“Powerful antiphons of XVII century of blessed

© Knowledge, Education, Law, Management 23



ISSN 2353-8406 Knowledge, Education, Law, Management 2020 Ne 3 (31), vol. 2

memory of St. Anthony and St. Theodosius of the Caves” — by that name was the recital of a modern composer Viktor
Stepurko]. Kyiv. Retrieved from: http://arhiv.orthodoxy.org.ua/uk/tserkva_i_kultura/2008/05/15/16088.html [in Ukrainian].

4. Voloshyna, N. (2005). Vidomyi i nevidomyi Viktor Stepurko [Well-known and unknown Viktor Stepurko]. Music. No. 4
[in Ukrainian].

5. Voloshyna, N. (2005). Dukhovna tematyka v tvorchosti ukrainskykh kompozytoriv 2-oi pol. XX st. (na prykladi V. Stepurka)
[Religious themes in the works of Ukrainian composers of the second part of XX century (on the example of Viktor
Stepurko). Kyiv [in Ukrainian].

6. Kushniruk, O. (2005). Vidomyi i nevidomyi Viktor Stepurko [Well-known and unknown Viktor Stepurko]. Music. No. 3
[in Ukrainian].

7. Lunina, A. (2012). Viktor Stepurko: “Tvorche natkhnennia — tse blahodat abo perst Bozhyi...” [Victor Stepurko: “Creative
inspiration is a grace or a finger of God ...””] Music. No. 6 [in Ukrainian].

8. Dnieper truth (2012). Svoym nebesnym pokrovytelem kompozytor Vyktor Stepurko schytaet Dymytryia Rostovskoho
[The composer Victor Stepurko considers Dimitry of Rostov as his patron saint]. Retrieved from: http://dpravda.org/svoim-
nebesnympokrovitelem-kompozitor-viktor-stepurko-schitaet-dimitriya-rostovskogo/ [in Ukrainian].

9. Stepanchenko, H. (2012). Kamernyi khor “Kyiv” prezentuie [“Kyiv” the chamber choir presents]. Culture and life.
No. 4 [in Ukrainian].

10. Stepurko, V. (2007). Tvorchist — tse rozmova z Bohom [Creativity is a conversation with God]. Music. No. 4 [in Ukrainian].

DOI https://doi.org/10.51647/kelm.2020.3.2.5

POJIb I MICHE ®YTYPU3MY Y TBOPUYHOCTI IIOETA, IEPEKJIATAYA,
BYEHOI'O MUKOJIA BAJKAHA: KYJIBTYPOJIOTTYHUI AHAJI3

Onvea Bepnuzopenxo
npoGiOHULl 6e0yuuil Npozpamu pedaKyii HayKoeo-nizHasaibHuX nepeoay
20J106HOT pedakyii Ky1bmypoaoeiuHo-ni3HABAIbHUX Nepeoay
TO YP-3 «Kynomypa» Axyionepnozo mogapucmea
«Hayionanvna cycninona menepadioxomnanin Yrpainuy (Kuis, Ykpaina)
ORCID ID: 0000-0001-5704-7924

AmnoTaunisi. Mera poOoTH — OCIiUTH podib 1 Mictie QyTypusMy K YHIKQIBHOTO (iI0cO(ChKO-€CTETHYHOTO, COI[IaIbHO-
TIOJIITHYHOTO, CEMaHTHKO-CMHCIIOBOTO Ta JITEPaTypHO-XyA0KHBOr0O ()eHOMEHY y TBOPYOCTI IIMCEMEHHHKA 1 BdeHOro Mukom
Baxana. MeTtomosorist JOCIiHKEHHS TOJATAE B 3aCTOCYBaHHI 3aralbHOHAYKOBHUX METOJIIB aHAJI3y W CHHTE3Y, a TAKOXK TTOPiB-
HsUTbHOTO, OlorpadivHOro, MCHXOIOrTYHOrO METO/IB. Y po0OTi BIiEpIIe MOIAHO KYJIBTYPOJIOT YHO-(BiTOCOPChKE OCMUCIICHHS,
BI/INIOBIZTHO J10 TEOpii iICTOPHYHOTO Mi3HAHHS, po3po0ieHoi [ enpixom PikkeproM, Mics 1 poii yTypH3My B KUTTI 1 TBOPUOC-
Ti Muxomm bakana. 3BepHEHHS B poOOTi 10 HAYKOBHX HAIPAIIOBAHB HIMEIBKOTO (ijlocoda, OJHOTO 3 OCHOBOIIOJIOKHHKIB
OasieHchKoT KoM HeokaHTiancTBa [ eHpixa Pikkepra, a came /10 po3po0iieHoi BYSHUM Teopii ICTOPHYHOTO Mi3HAHHS SIK Mi3HAH-
Hsl IHJMBITyaIbHOI I HEIOBTOPHOI pEeallbHOCTI, SIKa IIEHTPAIbHIM MOHATTSIM IIPOTOJIONTY€ [IHHICTh, 3HAYHO 30araTuiio JI0Ci-
JUKSHHSI METOHOJIOTI9HO. Taxk, 11e JO3BOIMIIO MONISHY TH Ha (DY TypPH3M SIK Ha IOCTIHHMH ITOITYK CMHUCIIIB 1 IIHHOCTEH Ta CMUCITY
HiHHOCTI 3aranoM. PyTypu3M, came B TaKOMy HOTO PO3yMiHHI BiJiIrpaBaB HaJ3BUUaliHO BXKIIMBY POJIb Y TBOPUOCTI MUKOIN
bBaxana, Bka3aB Ha cuity MuctenTBa CIioBa, 3a sike BapTo Oys10 G0pOTHCS, B 1ie POTUCTOSHHS BiTOyBaJIOCs Ha TOCTpOMY Jie3i
PaISHCHKOI TOTANIITAPHOI CHCTEMH, IO TIPOJIATAII0 MK KHUTTAM 1 cMepTio. PopmansHuii Biaxin Mukonn baxana, skuit ormm-
HMBCSI B JIELIaTaxX PaJSIHCHKHX CIEICITYXO0, Bifl QyTypr3My, MOXKIIUBO, SIKpa3 € ITPOSIBOM CIIPOOH 30epeKeHHsI IIIHHOCTI, IIAHCOM
IIJIIXOM BJIACHOI CaMOTIOXKEPTBH 30€pErTH I1aM sITh TIPO THX, XTO HE BCTOSIB y HEpiBHiI 00pOTHOI.

Kuarouosi cioBa: gyTtypusm, QyTypUCTH-CHIpaTicTH, KYIbTypa, KyIbTYPHUH TPOCTip, MiHHICTH, 3apO3yMijia MOBa,
Muxona baxan.

THE ROLE AND PLACE OF FUTURISM IN THE WORK OF THE POET, TRANSLATOR,
SCIENTIST MYKOLA BAZHAN: CULTUROLOGICAL ANALYSIS

Olha Vernyhorenko
Leading Presenter of the Program of Editing of Scientific and Cognitive Programs
of the Main Edition of Culturological and Cognitive Programs
CA Ch-3 “Culture” of the Joint-Stock Company
“National Public Television and Radio Company of Ukraine” (Kyiv, Ukraine)
ORCID ID: 0000-0001-5704-7924

Abstract. To explore the role and place of futurism as a unique philosophical and aesthetic, socio-political, semantic
and literary-artistic phenomenon in the work of poet, writer and scientist Mykola Bazhan. The research methodology
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