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MucTeuTBO3HaBCTBO

3) BukoHaHHs onep M. JluceHka i K. laHbkeBMYa y BUSIBMIEHHI BOKarnbHO-ONEPHOT MOBHOTN MY3UYHOrO
BMpPaXeHHs CTBEPIXYE HaLioHanNbHY iaet y Benudi iHTenekTyanbHUX BTiINEHb ONepHOI Tpaauuii, aka 3asBu-
na 6araTcTBO XyOOXHBOrO 3MICTY MY3WKW i MOXITMBOCTI CMofy4YaHHs ix i3 3acobamu nonynspHoro, y ToMy
yucni eniyHoro TeaTpy 3apagu quasi-micTepianbHOro 3anyyeHHa HauioHanbHOI Tpaguuii A0 reHepanbHUX
NiHIK MUCTeLbKOro po3BuTKy XXI ctonitTs.
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THE MAIN PRINCIPLES OF MYKOLA VORONYI'S
THEORETICAL WORKS ON THEATRE AND THEATRICAL PEDAGOGY

The purpose of the research. The article deals with M. Voronyi's theoretical legacy including theatrical
journalism and theatrical pedagogy in the fledging period of the Ukrainian modern theater at the beginning of the
twentieth century. His theatrical works as well as theoretical achievements in theatrical pedagogy, which were based on
his considerable acting experience and studies of the achievements in world theatre, are analyzed. The main units of the
first Ukrainian theatrical textbook "The director": "The nature of the director's activities", "Preparatory work of the director"
and "The director’'s work with actors", dedicated to the professional education of the director, are analyzed.
Methodology. While dealing with historic aspects of the investigation, there have been applied historic, historic
comparative and historic genetic methods. While analyzing the achievements of both the world and the national theater,
there has also been used the method of drama study. The scientific novelty consists in defining the main points of
M. Voronyi's theoretical works on theater and theatrical pedagogy, as well as in comprehending the artist’'s legacy
considering the important culturological aspects, which affected the development of the national culture. Conclusions.
The whole M. Voronyi’s creative activity was of educational nature and was designed to boost both Ukrainian culture and
the Ukrainian modern theater to the level of the world standards.

Keywords: modern theatre, theatrical journalism, theatrical education, culture of Ukraine.

MenbHu4yyk OneHa MukonaiBHa, kaHOudam mucmeymeo3dHascmea, doueHm Kaghedpu meampasibHOI Pexu-
cypu PigHeHCbK020 OepxasHO20 2yMaHimapHo20 yHieepcumemy

OCHOBHi NonoxeHHA TeopeTU4HUx npaub Mukonn BopoHoro npo TeaTp Ta TeaTpanbHy Nnefaroriky

MeTa po6oT1u. B ctaTtTi gocnigxyeTbca TeopeTuyHuii Jopobok M. BopoHoro (TeaTtpanbHa nybniunctuka, Teat-
panbHa negarorika) nepiogy CTaHOBMNEHHS YKPATHCbKOro MOAepHOro teaTpy nodvaTtky XX cToniTTd. AHanisyloTbCs MOro
TeaTpo3HaBYi Mpali, a TakoX TeopeTudHi HaabaHHs 3 TeaTparnbHOI nNeaaroriky, 'pyHTOBaHi Ha 3HAYHOMY aKTOPCbKOMY
OOCBIAi Ta BUBYEHHI JOCATHEHb CBITOBOrO TeaTpy. Po3rnagalTbca Ta aHani3yloTbCA OCHOBHI PO3A4iny NepLUoro ykpaiHCh-
KOro TeaTparnbHOro nigpy4Huka "Pexucep”. MeTogonoris. 3aCTOCOBaHO iCTOPUYHUIA, iICTOPUKO-NOPIBHANBHUIA Ta iCTOPU-
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KO-TEHETUYHUIN MEeToAM Yy PO3rNsAi ICTOPUYHMX acnekTiB AOCHIIKEHHS; TeaTpO3HaBUYMA MeTo — B aHanisi 3gobyTkiB CBi-
TOBOrO Ta BiTYM3HAHOrO TeaTpiB. HaykoBa HOBU3HaA Nonsrae y BU3HAYEHHI OCHOBHUX MOMOXEHb TEOPETUYHUX Mpaub
M. BopoHoro npo TeaTtp Ta TeaTpanbHy neaaroriky, a TakoXX B OCMUCIIEHHI OPOOKY MUTLA Y CEHCI BaXKNMBUX KyTNbTYpo-
NOriYHUX acnekTiB, WO BAMUHYMNW Ha PO3BUTOK BITYM3HAHOI KynbTypu 3aranom. BMCHOBKW. Ycs TBOpuda AisnbHICTb
M. BopoHoro mana npocBiTHULLKMI XxapakTep i 6yna cnpsimoBaHa Ha Te, o0 NigHATY YKpaiHCbKy KynbTypy, YKpaiHCHKMIA
MOZEpHWIA TeaTp 4O PiBHA CBITOBOIO.

Knio4yoBi cnoBa: mogepHui TeaTtp, TeaTpanbHa nybniunctuka, TeaTpanbHa negarorika, KynbTypa YKpaiHu,
M. BopoHun.

MenbHu4yyk EneHa HukonaeeHa, kaHOuGam uckyccmeogedeHusi, doueHm kagheOpbl meampasibHOU pexuccy-
pbl PogeHcko20 eocydapCcmeeHHO20 eyMaHUmapHo20 yHusepcumema

OcHOBHbIe NONoXeHUsA TeopeTuvecknx paéot Hukonas BopoHoro o Teatpe u TeaTpanbHOW Neaarorvke

Llenb paboTbl. B cTaThe nccnenyetcsa TeopeTndeckoe Hacneaue H. BopoHoro (TeaTpanbHas nydbnumumctuka, Teat-
panbHas negaroruka) nepvoga CTaHOBITEHWST YKPAUHCKOTO COBPEMEHHOTO TeaTpa Havyana XX Beka. AHannsmpyrTcs ero
TeaTpoBeA4veckVe Tpyabl, a Takke TeopeTndeckne AOCTWKEHNS B cdepe TeaTparnbHOW Neaarorvikvi, Kotopble Obinm nocTpoe-
Hbl HA 3HAYMTENbHOM aKTEPCKOM OMbiTe U U3YyYeHUN OOCTWXKEHUA MUPOBOrO Teatpa. PaccmatpuBaloTcs u aHanmsunpyoTces
OCHOBHbIE pa3fernbl MePBOro YKPanHCKOro TeatpanbHoro yuebHuka "Pexuccep”. Metogonorus. B paboTte npMmeHeHbl NCTo-
PUYECKUIA, NCTOPUKO-CPABHUTENBHBIA U UCTOPUKO-TEHETUYECKUI METOABI B PACCMOTPEHNM UCTOPUYECKMX acnekToB UCCreano-
BaHWsi; TeaTpOBEAYECKMI MeTo — B aHanM3e JOCTMKEHUI MUPOBOIO M OTeYeCTBEHHOro TeaTpoB. Hay4yHas HoBU3Ha 3aknio-
YaeTcsl B ONpeferneHn OCHOBHBIX MOMOXEHWIA TeopeTuieckux TpyaoB H. BopoHoro o TeaTtpe v TeaTpanbHoOW nefarorvke, a
Takke B OCMbICIIEHUM HAcneaust Xy4OXKHUKA B CBETE BaXKHbIX KyrbTYpPOIIOrMYECKUX acMeKTOB, MOBMMSBLUMX HA pa3BUTUE OTe-
YeCTBEHHOMN KynbTypbl B LienoM. BeiBoabl. Bca TBopyeckasn aestensHocTb H. BopoHOro nmena npocBeTUTENbCKUIA xapakTep
1 6bina HanpaBerneHa Ha To, YTOObl NOAHATb YKPANHCKYHO KynbTypy, YKPaUHCKMIA MOAEPHBIN TeaTp A0 YPOBHS MMPOBOIO.

KnioueBble cnoBa: COBpeMeHHbIV TeaTp, TeaTpanbHas nybnvmumucTvka, TeatpanbHasa negarorvka, KynbTypa
YkpawuHbl, H. BopoHo.

Urgency of the research. The problems of the formation of the Ukrainian national theatre and
theatrical pedagogy, which were of a great concern to Ukrainian cultural figures at the beginning of the
twentieth century, are dealt with in the works of theorists and practical theatrical workers. Such dynamics is
observed when we analyse a creative contribution to the nation’s cultural treasure made by the outstanding
countryman Mykola Voronyi, who is a poet and a translator, a literary critic, a publicist, an editor, a
researcher of national theatre, world art and Ukrainian drama, an actor and a director. “The importance of
Voronyi lies first of all in his creative work, which is the living voice of the dynamic, conflicting process and in
spite of the fact that it belongs to the past, it continues to live in thousands of connections with the present,
which nobody has managed to understand without traditions” [3, 21].

The topic of this article presupposes the analysis of Voronyi's theoretical legacy including theatrical
journalism and theatrical pedagogy in the fledging period of the Ukrainian modern theatre at the beginning of
the twentieth century.

Such scientists as O. Biletsky, B. Yakubsky, H. Verves, T. Hundorova, M. Moscalenko, I. Lysenko,
V. Bazylevsky and O. Kaminchuk were engaged in the investigation of M. Voronyi's creative work. At the
same time, we find single articles placed in different collections that represent the art legacy of our Ukrainian
cultural figures, which have recently been forgotten (I. llienko “Mykola Voronyi” (“At the death’s door.
Ukrainian writers as victims of Stalin’s repressions” K., 1991), V. Kuzmenko “Mykola Voronyi” (A group of
invincible singers” (K., 1997). However, the personality of Mykola Voronyi as a theorist of early Ukrainian
modern theater and theatrical pedagogy has still remained a research failure.

The purpose of this article is to comprehend M. Voronyi's theoretical legacy including theatrical
journalism and theatrical pedagogy in the fledging period of the Ukrainian modern theater at the beginning of
the twentieth century, considering the important culturological aspects, which affected the development of
the national culture.

Tasks:

1. to analyze the results of the previous researches on the subject;

2. to define the peculiarities of the formation of the Ukrainian modern culture at the beginning of the
of the twentieth century as a whole and the Ukrainian modern theatre in particular;

3. to highlight some works on dramatic criticism written by M. Voronyi;

4. to analyze the main chapters of M. Voronyi's theatrical textbook “The director”.

Presentation of basic material of the research. M. Voronyi's creative work covers the contradictory
period of the development of Ukrainian culture and art in the years between 1910 and 1930, the appraisal of
which repeatedly changed along with the changes of trends in the country’s social development and political
situation during the twentieth century.

“The efforts of almost all human studies are needed to comprehend the phenomenon of Mykola
Voronyi as well as of the whole pleiad of artists at the beginning of the twentieth century since he was
creating in the conditions of active social reality (the existence of different political parties), scientific life (the
activities of the scientific society named after T. Shevchenko), educational and cultural struggle (fighting for
Lviv University, the theatre of Ukrainian coryphaei, journalism and others)” [4, 6].
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During the past decades, the study of spiritual aspects of Ukrainian culture at the end of the nineteenth
and the beginning of the twentieth century has become a principal trend in Ukrainian science. Numerous
dissertations by literary critics, art critics and culturologists, dedicated to this period, have revealed the fact that
the country’s problems of those days are close to the problems of the present and they continue to be topical
ones nowadays. One of the main problems among them is to define how to enter the European cultural space
still preserving our national identity. The topicality of the problem makes us thoroughly investigate all the
circumstances of spiritual changes, which the epoch at the turn of the century was rich in.

Many-sided displays of art at the turn of the century have been interpreted by the theorists in the
context of modernism. The concept of “modernism” came from Europe as a result of the changes in aesthetic
trends, which took place at the end of the century, reflecting the overall sense of contemporaneity and
modernity [15, 43].

Modernism represents an artistic and aesthetic system, which arose at the beginning of the twentieth
century as a result of a specific reflection of contradictions in mass and individualistic consciousness. It
influenced all areas of creative arts. The theatrical art was not an exception either.

In the Ukrainian cultural scope of that time, “...there flourished the idea of “Europeanization”, which
was launched by M. Sadovsky (1907 — 1918 in Kyiv) and later developed by L. Kurbas (“The Early Theatre”,
1918 — 1919) and further on by the Taras Shevchenko State Drama Theatre, founded in Kyiv in 1919” [13,
234]. The Ukrainian artists of rather different social and artistic orientations united under that motto.

Ya. Mamontov, the famous Ukrainian theorist and publicist, wrote in his article “Under the hammer of
the day” (dedicated to the anniversary of the Ivan Franko Ukrainian Drama Theatre): “Let’s first of all define
what the Ukrainian theatre represented in 1920 <...> Everybody realized that it had to be risen to the
European level of artistic and technical devices. But how to do that in the conditions of that time <...>. In
1920 our theatrical “europeanization” hardly came out from the cradle, but such question as threatening
momento mori was already hanging over it: under military communism, the fencing war, starvation etc., do
we need the European repertoire with all its bourgeois entourage?” [13, 234].

The beginning of the twentieth century for Ukraine was marked by joining the All Russian liberation
movement. The creative energy that resisted destructive forces at the end of the nineteenth — the beginning
of the twentieth century, formed a powerful wave of renewal, touching various forms of social consciousness,
including the artistic one. The desire for purification and perfection of the country, the society and the man
was combined with a steady desire of the perception of the world. The theatre at its new stage seemed to
become not only the main art among other arts, but the center of life, the establishment, where people were
supposed to clear themselves and experience the most impressive feelings. The theater started to bear
special responsibility, its ideas were considered and responses expected.

M. Voronyi condemned the narrow approach to the theatre as an entertainment. He defined the two main
functions of the theatre in his theatrical textbook “The Director” (1925). He highlighted the pedagogical-
educational function and the aesthetic one emphasizing that pedagogical and educational tasks were of great
importance in those theaters, where spectators were poorly educated. Still, “...the aesthetic task of the theatre
being its prime and genuine feature, rejects in its repertoire anything which would show repulsive taste or would
tend to satisfy low and rude instincts of the crowd in order to be a cheap success story.<...>The theater, which
follows this direction, will stop being the theater<...> The genuine theater itself must raise the crowd to its height.
The theater must not limit its repertoire to old and famous things, but it must seek for new trends, as well as to
respond to every interesting and fresh manifestation of the new drama” [6, 545] — M. Voronyi noted. In his opinion,
it is the repertoire of the theatre that defines its content and trend and shows its real “aesthetic image”. He even
formulates some methodological statements concerning the repertoire selection:

1) shifting from the contents of plays to their form;

2) shifting from specific items to abstract ones;

3) shifting from near items to remote ones (from national items to overseas ones);

4) shifting from shorter plays to longer ones [6, 545].

Investigating the state of the Ukrainian theater of those days M. Voronyi cites an aphorism by a
famous German playwright Franz Grillparzer(1791 — 1872) in his book “Theatrical Art and Ukrainian Theatre”
(1913): “In spite of every effort made by theatrical theorists the German theatre still lacks three things: actors,
writers (namely, playwrights. — M. V.) and the audience” [6, 323]. Voronyi comes to the conclusion that, in
spite of the certain evolution, the Ukrainian theater lacks the same things.

Due to its social character, the theater has always been dependent on time, customs and the state
system reflecting some ethical, aesthetic, religious or political views along with their successive waves of
changes. However, it is his deep belief that the stage must be neither a tribune for party ideologists nor a
place for unhealthy pleasures. It must become an independent “forum for high transformations of a human
spirit and mysterious manifestations of Beauty” [6, 335].

Striving of those days for the perception of the world through art considerably influenced dramatic
pursuit. Seeking after some new artistic tools and modifying their ideological positions, the participants in that
art process were closely monitoring the art legacy of both their contemporaries and their predecessors. They
enriched their nation’s cultural treasure and demonstrated their concern for its fate. “Seeking after some new
expressive forms and artistic tools, the progressive Ukrainian writers tried to raise the Ukrainian literature to

198



BicHuk HauioHanbHOI akagemii KepiBHUX kKagpiB KynbTypu i MucteuTB Ne 12018

the level of world standards. That is why they were extremely interested in the advances of Russian literature
as well as of other world literatures, European literature in particular” [9, 237].

As early as in 1901, when working on the almanac “From behind the clouds and valleys”, on the
pages of “Literaturno-naukovy visnyk”, M. Voronyi appealed to the writers to send his highly-spiritual stories,
bearing the impress of philosophical depth and European orientation:“It is desirable that the stories would
contain at least a little philosophy with a patch of the far blue sky, which has been attracting us for centuries
by its unattainable beauty and its bottomless mystery” [12, 14].

On S. Yefremov’s initiative, who was the Russian critic (“In search of the new beauty” 1902), “On the
dead-spot” (1904), this appeal was proclaimed the manifesto of Ukrainian modernism. In 1929, O. Biletsky
wrote: “Still, M. Voronyi's address appears to be a step forward in the overall development of literature” [2, 253].

Special attention should be paid to Vorony’'s social and political essays. His articles on the theater,
drama and fine arts, his memoirs about outstanding figures of Ukrainian culture as well as his reviews are of
great value. His works on drama study including his book “The theater and the drama” and his articles
“Mykhaylo Schepkin”, “The Ukrainian theater in Kyiv” etc. have still preserved considerable topicality.

Voronyi was guided by the realistic Russian theater, Stanislavsky and Nemyrovych-Danchenko’s
creative search, in other words, by that school, which in due course became the foundation of the soviet
theatrical art” [3, 19] — H. Verves noted.

At the same time, the artist “actively studies the cultural legacy of the world theater: he analyzes
Sophocles’ fatalism, Euripides’ skepticism, Aristophanes’ satire, mysteries of medieval theater and the
Spanish theatre of Calderon and Lope de Vega, Shakespeare’s drama, French classical drama (Corneille,
Rasine, Moliere) and the educational drama (Diderot). He highlights the origin and conditions of the romantic
drama, and he finally concentrates on a thorough research of the realistic and psychological drama of his
time” [3, 20]. It was his firm belief that the European theatre had to be understood and its artistic experience
had to be used in order to succeed in finding our own ways.

The importance of M. Voronyi's contribution to the theatrical pedagogy can scarcely be
overestimated. “His works based on his considerable acting experience and studies of the achievements in
the world theater assumed ever greater meaning of a textbook for numerous Ukrainian theatrical troupes
before the Socialist revolution of 1917. They did not only teach the whole theatrical history since classical
antiquity, but they also pointed to the significance of the theatre’s cultural, educational and civil roles during
each period of its evolution and its impact on the society. While explaining the social and educational
functions of the theatre, Voronyi is guided by the authority of V. Belinsky, M. Hohol and L. Tolstoi and by
M. Schepkin’s performing as well as by the activities of Ukrainian theatrical leaders” [3, 20].

At the same time, the theorist pays considerable attention to the director’s professional education
calling him “a master of his craft”. In his opinion, the director must know everything and be able to do
everything, must be competent and authoritative in his theatrical activities. M. Voronyi marks out two types of
directors: a technician director and a creator director. “The first type is a literal translator, the second one is
an interpreter <...> For both of them, the play is like a score for conductors (one is like a slave, who follows it
exactly, the other reproduces its deep content) <...> It is difficult to explain the difference in creative work
between the two directors, but it's easy to feel it” [6, 547].

Exploiting V. I. Nemirovich-Danchenko’s formula about three sides of director's activities (an
interpreter director, a “mirror” director and an organizer director) [10, 43], M. Voronyi suggested his own
wording: “the director’'s activities are revealed through the activities of three figures, being an organizer, a
master and a creator of the performance” [6, 544].

A separate chapter of the theoretical textbook is dedicated to the director's work with actors.
M. Voronyi uses the professional experience of the German ideologist and director Karl Gageman, who
deduced a certain formula of exerting control over the means of actors’ expressiveness. This formula is
based on four main principles:

1) using expressive means must meet the requirements of economy through the actor’'s own control;

2) artistic expressiveness must be subordinated to stage expressiveness;

3) artistic expressiveness must meet the requirements of simplicity;

4) all expressive means must be subordinated to the law of gracefulness [6, 560 — 561].

M. Voronyi defined the main stages of creative process: idea — reflex — performance. He proved that
both the director working on a performance and the actor working on a role would pass through the stages.
He found it very important to cast roles properly, noting “that it is better to take into consideration an actor’s
personality rather than his dramatic type, because keeping strictly to the actor's dramatic type produces only
stereotype and platitude, under which the talent can remain uncovered” [6, 559].

The scientific novelty of the work consists in comprehending M.Voronyi's theoretical legacy of the
specified period in view of the important culturological aspects, which affected the development of the
national culture. After considering and analyzing the main units of the first Ukrainian theatrical textbook “The
director”, dedicated to the professional education of the director, there has been proclaimed the artist’'s
valuable contribution to national theatrical pedagogy.
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Conclusions. M. Voronyi demanded that his actors would work thoroughly on both their nature and the
role. His innovation was topical, because he exposed hypocrisy on the stage, unnatural acting, forced pathos and
pompousness. He longed for the truthfulness and simplicity insisting on getting rid of theatricality on theater stage.

Summing up, it is essential to note that M. Voronyi's theatrical journalism can be considered
encyclopedic since it contains a lot of data and it is written in the highly-artistic vivid literary language. He
was always worried about a highly-artistic level of stories and above all about their educational function. The
whole of M. Voronyi's creative activities was designed to raise both Ukrainian culture and the Ukrainian
modern theatre to the world standards.

The analysis of M. Voronyi's legacy testifies to his great contribution to the formation of the Ukrainian
modern theatre at the beginning of the twentieth century.
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