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MMPOCTOPOBI KOOPIUHATH METAJIPAMATUYHOI MOETUKU IT’EC YJIACA CAMYYKA

Y emammi npoananizoeano n’ecu Ynaca Camuyka y ceimni memaopamamuunoi noemuku. Memaopama cmana npogionoio meampans-
HOW0 ma Opamamuynoo mexoeHyielo 6 XX cm., HanpasneHol Ha camope@uexciio meampy AK mMeopuo20 npocmopy i AK girocopcvroi
memaghopu ceimo6yoosu. Ceped uuciennux npuiiomie ma mexuix Memaopamu y Mejcax 3anponoHo8aH020 00CTiONCEHHs AKYEeHMOB8AHO Ha
MemaopamamuuHoOMy nepeoCcMUCIeHHi Xy00dicHb020 npocmopy. Hazonoweno, wo Yaac Camuyk 6y8 npucmpachum meampanom, Cmesicus
3a OpamamypeitiHumu meHOeHYiAMU Y C8IMO8Ill Mma YKPAiHCbKIll aimepamypi, wo NO3HA4YUIOCA HA 1020 81dcHux opamax. Mamepianom
docnidicennsi cmanu meopu “JKepmea nani Mai”’, “Llymasmo scopna”, “Cunyxatime! Cnyxaume! I'ogopums Mockea!”. Memoto cmyoii €
ananiz memaopamamuunux 3acobis y opamamypeii Ynaca Camyyka, 30kpema 6usHa4yeHHa cneyugiku Xy00icHb020 npoCcmopy 6 n'ecax ag-
mopa. Ceped nputiomie memaopamu y meopax NUCbMEHHUKA UZHAYEHO eleMeHmu aHmumeampansHo2o ouckypey (“JKepmea nawni Mai™”),
iHCYeHI3ayito cy006020 3acioants, sik 0OHICIO 3 (hopm Kynemyphux nepgopmancie (“Kepmea nani Mai”, “Llymnamo sicopua”). Inmep-
MeOiaNbHOMY NOOBOEHHIO CYEHIUHOI OiliICHOCMI cnpusie sukopucmawnts o6pazy paodio. Ha npuxnadi oonoaxmiexu ““‘Cnyxaume! Cnyxaime!
Tosopumv Mockea!” cnocmepizcacmo KOH@IIKM monocis, wo cmaioms XyooxcHimu memagpopamu npomubopuux ioeonoeiil. IIpocmip
n’ecu 3a3Ha€ MeMaopamMamuiHo20 po3ujensients 3a60aKU HAAPY8aHHIO 2e02paQivHux ma Memagizuunux monocis, cepeo AKUX yMOoGHe
indycmpianvbie micmo, e po3smawiosane NOMeWKanHs 201061020 2epost npoghecopa Yopmomonosa, migonozizosana €epona, Mockea sk
ioeonoeiynuil Haonpocmip, Xapxis, wo cuMgonizye mpasmamuyne Munyie, 00 AK020 He XO4ymb nosepmamucs nepconasici, ma Kpum, wo
cmae mepumopiio GipmyanbHo20 RPOMUCIOAHH MHONCUHHUX YIONII.

Knwwuosi crosa: memaopama, xyoodicriti npocmip, monoc, Ynac Camuyk, obpas paodio, inmepmedianivricms, Kpum.
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THE SPATIAL COORDINATES OF THE METADRAMATIC POETICS
OF ULAS SAMCHUK’S PLAYS

The article delves into Ulas Samchuk’s plays through the lens of metadramatic poetics. Metadrama, a prominent theatrical and dramatic
trend of the 20" century, deals with the self-reflection of the theatre both as a creative space and as a philosophical metaphor for the universe.
Within the numerous techniques and methods of metadrama, this study examines the metadramatic reinterpretation of artistic space. Ulas
Samchuk was a passionate theatregoer, tracing dramatic trends in world and Ukrainian literature, which affected his own dramas.

The primary focus of this analysis lies in discerning the specifics of artistic space within Samchuk’s plays. Among the metadramatic
techniques evident in his works are elements of anti-theatrical discourse (as seen in “The Victim of Pani Maya”) and the staging of a
courtroom proceeding as a form of cultural performance (presented in both “The Victim of Pani Maya” and “One can hear the noise of the
Millstones”). Additionally, the image of radio serves to intermedially double the portrayal of stage reality.

In the one-act play “Listen! Listen! Moscow is speaking!”, we witness a conflict of topoi becoming artistic metaphors for opposing
ideologies. The play’s space experiences a metadramatic division through the layering of geographical and metaphysical topoi. These
include the conventional industrial city where the protagonist, Professor Chortomolov, resides; mythologized Europe; Moscow depicted as
an ideological superspace; Kharkiv as a symbol of the traumatic past that the characters do not want to return to, and Crimea, which evolves
into a realm of virtual confrontation among multiple utopias.

Keywords: metadrama, artistic space, topoi, Ulas Samchuk, image of radio, intermediality, Crimea.

IMocranoBka mpodaemu. Yinac CaMuyk HaJIeKHUTh 10 THX aBTOPIB, SIKi peai3oByBajH CBiif MUCEMEHHUIBKUI TaNaH y pi3HHUX
»KaHpax. Floro TBOpH OTpUMAITH IIUPOKY MAPaIUrMy OLIHOK 3 00KY KPUTHKH Ta JIITepaTypO3HABCTBA, MOJACKYAN KOHPIIKTHHX 1 JHC-
KyCiifHUX. YTiM, Ha ChOT'OJIHI 3AJTUIIAIOTHCS HEOMyOIIKOBaHI TEKCTH i YMMAJIO TaKHX, 1110 J0CI YeKAIOTh HA aKTyaJIbHE TIPOYNTAHHS,
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BiITaK TOBOPHUTH MPO 00’ €KTHBHE Ta CHCTEMHE OadeHHs podi Ta crerudiku TBopuoro 1opodky Yiaca Camuyka B yKpaiHCHKOMY
JiTepaTypHOMY TpOLieci MOKU 3apaHo. Yu He HallMEHIe yBard MPUALIEHO JpaMaTyprii aBTopa, MOYacTH 4epe3 BiJHOCHY Mapri-
HAaJII30BaHICTh LLOTO )KaHPY B 3araJbHOMY KOPITYCi TEKCTIB MMCbMEHHHKA, [I0YACTH Yepe3 CKIIaJHUN 1 TPUBAINI HUIAX HOro 1pam
JI0 YKPaiHCBbKOTO YnTaya, ajpKe mepiie BUAaHHs 30ipKu ioro 1m’ec BuinIo Tiabku 2020 p. YHopsaHUIEI0, aBTOPKOIO IPYHTOBHUX
HepeIMOBH Ta KOMEHTapsi, a TaKOK HU3KU JOCHIIKEHb, IPUCBIYECHNX PI3HUM acleKTaM JipaMaryprii mucbMeHHHKA cTana IpuHa
PycHak, sika (hakTHYHO BBeJa Ili TEKCTH B CyYacHHH JIiTepaTypo3HaBumii 06ir. PetenbHo BU3Oupani B emicTosspii Ta myOminucT I
Vnaca Camuyka ¢aktu manu 3mory Ipuni PycHak cTBep/uKyBaTH, 110 BiH OyB IPHCTPACHUM TeaTPajioM, CTEXKUB 3a ApaMaTrypriii-
HMMM TEHJICHIIIIMU Ha CBITOBIM CLIEHI i caM NparHyB BIUIMBATH Ha pernepTyap yKpaiHCbKoro Tearpy. CBOi CIIOCTEPEKEHHS aBTOP
BUKJIAB y HU3L cTaTeil Ta perensiit, 3okpema: “Ilero mpo teatp” (1942), “Becena Baosa” (1942), “Ipama un He apama?”’ (1943),
“Haranka ITontaBka” (1943), “Koxanns BepxoBun” (1943). 3aranom te3un Camuyka-TeaTpaibHOTO KPUTHKA MEPETyKyIOThCs 3 HOTo
KOHIIeTIIIi€ero “Benukoi sitepaTypu’, OKpeciaeHoi y A0MOBii, 3 SIKOI0 BiH BUCTYNHB Ha nepiiomy 3’1311 MYPy 21 rpynus 1945 p. B
AumadenOyp3si. [Tepekonanuii y HeoOXiqHOCTI MO30YTHCS KOMIUIEKCY MEHIIIOBAPTOCTI, TMCHhMEHHHUK HAIOJISITaB HA TOMY, IO JUIS
SIKICHOT JIiTepaTypy HeOOXiJHe 3acaHIue IYPTYBaHHS KyJIbTYPOTBOPYHX 3yCHIIb 3apaayl MicCil yTBEepKSHHs HAlliOHATBHOTO JAyXY
(Camuyk, 2014). Tlomnpu Te, o inei Ynaca Camuyka Oyinu miaHi KpUTHLI K 3 00Ky Cy9JacHHUKIB, Tak i 3 OOKy JiTepaTypo3HaBIiB
kiHmsg XX—XXI cT., BapTO Bi3HAYUTH, LIO Y CBOTH AOKTPHUHI PO3BUTKY YKPAIHCHKOI JIITEpaTypu BiH B30pYBaB Ha BHCOKY MOJHIIO
CBiTOBOI Ki1acuKH. BogHouac Horo aBTOpChbKHUi ApaMaTypriuHuil TOCBIi CBITYNTD PO Te, IO MUCbMEHHHK 100pe OpIEHTYBABCs B
HOBATOPCHKiil ipaMaTyprii CBO€T OypXJIMBOI SMOXH.

Npamatnunnii gopobok Yiaca Camuyka Hamiuye Tpu i’ ecu, Hanucani Mk 30-50 pp. XX cr.: ognoakrika “Cnyxaiite! Ciy-
xaiite! ['oBoputs Mocksa!” (1930), npamu “XKeprtsa mani Mai” (1940), “Illymusts xopHa” (1947). 3HakoBUM € Te, 110 came y Heil
nepion 3’ ABIAIOTHCA KIIOUOBI MeTaapamatiuni Texcti Jlyimki Ilipanaenno, Exena Honecko, Camioens Bekera, siki cTanu Mric-
TenpKoo opmoro BepOatizawii O0MICHUX MUTAHb 00 ECTETUYHHUX Ta AyXOBHHX MpiopUTeTiB 100u. He Moriu He BIUTMHYTH Ha
ecretuky Camuyka-apaMarypra i BupasHo meragpamatudsi n’ecu IBana Barpsinoro, Jlronmunn Kosanenko, IOpis Kocaua, Iropst
Kocrenpkoro, siki BU3HAYMIN HAIPSIM PO3BUTKY yKpaiHChKOT ApaMaTyprii XX cT., 30kpema 1i MeTagpaMaTHYHy e€CTETHKY.

Memoro 1150T0 HOCTIDKEHHS € aHaJli3 MeTaJpaMaTHYHUX 3ac00iB y Apamaryprii Yiaca Camuyka, 30KpeMa BU3HAYCHHS CIICIH-
(biKky XyI0KHBOTO MPOCTOPY Y I1’€cax aBTopa.

Bukusag ocHoBHOro mMarepiany. [loeTnka MeragpaMy 03Ha4Y€HA CIIEKTPOM XapaKTEPHUX NPUHOMIB Ta €CTETHYHO-3MiCTOBUX
BEKTOPIB, 1110, 3 OJJHOrO OOKY, CIIPSIMOBAHI HA CAMOCMHMCIICHHS MIPUPOJM TEKCTY, @ 3 1HIIOr0 — PO3IIAPOBYIOTH APAMATHUHY Iiii-
CHICTb, CIIPHSIIOUH 11 BIIKPUTOCTI [0 IHTEPTEKCTyalbHHX, IHTEPMEIiadbHUX, CTPYKTYPHUX Ta KOHIENTYaJbHUX EKCIIEPUMEHTIB.
OpHi€lo 3 HAWOLIBII BUPA3HUX MPUKMET METAAPAMHU € HasiBHICTh caMopeIeKCIHHUX TepoiB, IKUMH MOXYTh BUCTYNAaTH HPEICTaB-
HHKH CBITY TEaTpy — aKTOPH, PEKUCEPH, IpaMaTypri, risiiadi, TeaTpaibHi KPUTHKH, SIKi TOCHIIOIOTH aTMOC(epy I'pH y IT°€ci, BCTy-
HAIOTh y TUCKYCii HABKOJIO NPOOIeM JpaMu Ta TeaTpy, ONPHUABHIOIOTH MEXaHi3MH TBOPYOTO MPOLIECY TEPEBTIICHHS Ta TOCTAaHOBKH.

BaxuBuM MeTaJpaMaTHuHUM YHHHUKOM € BBEICHHS TEMH TeaTpy, skuii nmocrae ¢dinocopenkoro monemto Theatrum Mundi.
BoxHouac Teatp sk TeMa y Apamarypril BIAKPUBAE IIHPOKI MOXKIMBOCTI AJIsl BUCBITJICHHS apTUCTUYHOTO CEPEIOBHUINA, iHCIeHI3ail
BUPOOHHUUOrO Ipoliecy nmocTaHoBKH 1’ec. [Ipuknanom deepudanoro noeananHs 060x (yHKIil oOpa3y Tearpy € m’eca CydacHHI
Vinaca Camuyka JTronmuin Kosanenko “T'epoinst momupae B nepuiomy akti” (1948).

[TapasenbHO 3 aKTUBI3ALIEI0 TEATPAILHOTO JUCKYPCY Y ApamMatyprii copmyBanacs aHTUTeaTpaibHa KPUTHKA, HAIIPaBlIeHa Ha
TEaTp Ta aKTOPCTBO, y TOMY YMCIi NMOBCSKICHHE, Ta IIPEJCTaBICHA SK HAa PiBHI OKPEMHX CKENTUYHHX PEIUTK, TaK i B MEPCOHAX-
Hiif Ta crokeTHii mwiomuHi. Hepiako 10 aHTHTeaTpaibHOrO AUCKYpCy BaaBaiucs Bomoanmup Bunnuuenko, Mukona Ky, SkiB
MaMoOHTIB Ta iH., y 9HiX I1’€cax TeaTp MoCTa€e MicIieM PO3ITyCTH Ta I’ THCTBA, MPUCTAHUIIEM aQ)epPUCTiB Ta IIyKadiB ACHICBUX PO3Bar.
V npami Yiaca Camuyka “XKeprsa nani Mai” ob6pa3 TeaTpy 3aiydeHo orocepeakoBano. [To-nepiie, 3aBasky HaB sI3UBINA MaHepi
TOJIOBHOI TepoiHi moBcskyac nepessratucs. CKIaiaeTbesl BpaKeHHs, 110 BOHA HE 3a/I0BOJICHA CBOTM BHIJISJIOM, BiJuyBa€ HOro
HEBI/IIOBIIHICTh CUTYaIlil Ta HAMAra€ThCsI TIEPErpaTH Ty 4u iHly cieny. [lo-npyre, Teatp BUHHKaEe y po3MoBax Mk Maero Ta 1l
HOAPYTo0 AJIOI0 — OCTaHHSI € IIAHYBAJIBHUIICIO CLICHHU: “S, BIACTHBO, KPYy4yCs 3aBXK/IH OiJIsl OTHOTO: OAATH, POANHHI CIIPABH, 3Ha-
fiomctBa i Mmyxunnu. lle, npasaa, Teatp... S mo6iio Teatp, KiHO, B3araini Bee, 110 Moxxe 6aButn” (Camuyk, 2020: 93).

ITicis Takoi camoxapakTeprcTHKU Asia HiOM mobaunsa cede 3i cToponw i Ha perutiky Mai “Tu e ayoBa aiBunHa. Maem ycmix y
myxuuH?.. [IpaBga? Myx4uuHM 11I0CH Take JIO0IATE. .. BiAnoBigae: “Xouen cka3aTH, I0Ch Take MOpoxkHE...” (Camuyk, 2020: 93).
OueBHIHO, 1110 OOTeMHHI CTHIIb KUTTSI An € GOPMOIO BTeUi BiJl peanbHOCTI BiifHH, ii IITYYHOT JIOTIKH, SIKy, HA BiAMiHY BiJl IOHOT
MOJIPYTH, HAMAra€eThesi ocsArHyTH mani Masi. KomMeHTapi oCcTaHHBOI 110710 ecKari3My AJM CTBOPIOIOTh OCHOBY aHTHUTEATPAIbHOTO
JIMCKYPCY, 1110 CBOEIO YEProko CIPSIMOBAHUI HA KPUTHKY PO3BayKAIbHOTO TEATPy Ta AKTOPCTBA.

Kommnosuist MetazpaMu 4acTo yCKJIaJHeHA Pi3HOIUIAHOBUMH BCTABHHUMH KOHCTPYKIIISIMH BiJ KJIACHYHUX MPOJIOTIB, CIiIOTIB,
BHUCTYIIB HAPATOPIB, IpHHOMY “I’€ca B I1€Ci” 10 KAPTUH CHY Ta MapeHHs, 110 CIIPUSIIOTH PO3IICIUICHHIO YMOBHOI JiiicHOCTI. 3a3Ha-
YeHH] eNEMEHTH MOXKYTh CTaBaTH IpHitoMamu camopediekcii a6o, 3a Byunum BucioBom Jlkona Tonaepa, “TpuManHsM 13epKkana
nepen tearpom” (Golder, 2007). Sk ctBepmkye Pidapa Illexuep y mpaui “Teopis nepdopmancy”, “Teatp — ue nuiie oaHa 3 Gopm
neppopMaTHBHOI AisUTBHOCTI, 10 SKOI TAKOXK HaJeXKaTbh PUTYaIH, CIIOPT 1 BUIIPOOyBaHHs (Jyeni, puTyanbHi 601, Cy10Bi TpoIecH),
TaHIli, My3HKa, iTpU Ta Pi3HOMaHITHI BHCTaBU y MOBcskaAeHHOMY )HUTT” (Schechner, 2004: 179). ¥ KOHTEKCTI AOCHTIHKEHHS 11" €C
Viaca Camuyka BapTO BUOKPEMHTH 1HCIEHI3aIlil0 KyJIbTypHUX MepOpPMaHCIB Ha KIITAIT PUTYaIliB, MacKapaiB, Cy/JOBHX 3acCilaHb
K 1Ieil THIT BCTABHUX METaJpaMaTHYHNX €JIEMEHTIB, 10 3aBX/1 3yMOBIIIOIOTh aKTYaJli3allii0 KyJIbTYPHOTO KOHTEKCTY, PO3MUKAH-
Hsl CLIEHIYHOTO MPOCTOPY Ta YHEMOXKJIUBIIOIOTh 3aKPUTICTh XyI0kKHBOI cuctemu. Pidapa IllexHep cTaBUTb y OJMH 3MICTOBHH st
TaKi sSBMINA SK BYJIMYHMIl HELIACHUH BHIIAJOK, CyJ 1 TeaTp — yCIOIM BHJIOBHIIE PO3rOPTA€ThCS HABKOJIO MOl 3a MPUCYTHOCTI
risiiadiB. OHAK Cy i TeaTp BUSHHUH Ha3uBae “(oOpMaTbHUMU BepCissMu” MOJIT, sika “pO3UMHSIETHCS Y MIHCTBI PEKOHCTPYKILii TOTO,
o cranocst” (Schechner, 2004: 176). BinMiHHICTh MiXK HUMH TOJISATA€E Y TOMY, IO CYIOBHil Mpoliec — BepOanbHuil, a TeaTpajibHa
MOCTAHOBKA — aHAJOTiIHA Ta Peayli3y€eThesl “IUITIXOM MMOBTOPHOTO BiATBOPEHHS TOTO, IIO CTaocs (peaibHO, BUralaHo, MiidHo,
pedniriitno)” (Schechner, 2004: 176). BianoBifHO iHCTANSIisS BHYTPILIHIX KYJIbTYPHHX MeppOpPMaHCIB y CTPYKTYPY ApaMaTU4HOl
m’ecy, sIK | BUKOPUCTaHHS MpuitoMy “i’eca B 11’eci”, HabyBa€e BUPA3HOTO METapaMaTHYHOTO eeKTy.
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Tak, y 3raganiii npami “YKeptsa mani Mai” Toroc cyay mMae BaJIHBY KOHIENTyanbHy (yHkiito. I[puHa PycHak BBaxkae neit
TBip HenonucanuM (Pycuak, 2010). I xoua popmanbHO y rpami € Bei Tpu [il, 3asiBJIeHI Ha TOYaTKY, @ OCTAHHS 3 HUX 3aBEPIIYEThCS
XapaKTepHOIO BKa3iBKOIO “3aBica”, BOHA, CIPaB/i, Ma€ 03HAKU TMOCTHUKH HOH-(IHITO, 110 BOYCBH/b, MOJKHA TOSICHUTH crerudi-
KOO IPaMaTHYHOTO KOHQIIKTY, SIKHI “pO3ropTaEThCsl HABKOJIO MOPAIbHO-ETUYHHX MPOOJIEM, SIKi TOCTPO MOCTAH Mepe €BPOIoio
1930-1940-x pp. i Oy moB’s13aHi 3 moyaTkoM J[pyroi cBiTOBOI BilfHH Ta MPOTOJIOLICHUMH HAlIUCTaMK KOHIemisMu HoBoi €Bporny,
Micis apiiChbKuX 1 HeapiiiChKUX HApOMiB y CBIiTI, Y4uCTOTH pacH Toio” (PycHak, 2010: 45). Bucosiioe 1i KOHIEMIi y TBOPi royo-
BHa TepoiHs — nani Masi, sika y HOIyKax IiIHOT0 Y0JI0BiKa Mparue Bei cBoi (i3uyHi, iHTeNeKTyasbHi, (iHAHCOBI pecypcH i YeCHOTH
MOKJIACTH Ha BIBTap YHUCTOI HaIlil.

Ipoctip cyay HpeAacTaBIeHO y MpOJ03i, sSKWi, A0 cioBa, Mae meperykd i3 mpomorom m'ecu “Tenepan” (1941) Ieama
BarpsiHoro, e HapaTtop CHUTH Teatp Maiibytaboro B Kuesi 2041 p., y sikoMy moka3yioTh BUcTaBy 3 1ukity “Hame dantactudane
munyie” (Barpsunii, 1948: 5). Teatp TyT cTae CBOEpIAHUM CYJOM, 10 0€3 “LIeH3ypH, HOT Ta yJIbTHMATyMiB” BUKPHBAE “)KacHY,
Mmakabpuuny enoxy” (Barpsiauii, 1948: 6). Y m’eci Camuyka nepe/ BiIKpUTTSIM 3aBiCH aBTOP TPOIIOHY€E CTBOPUTH 1103110 BETUKOTO
MicTa, 3 XapaKTepHHM raMOpOM, IIIYMOM TPAHCIIOPTY Ta BUKPUKaMH ra3eTsipiB, KOTPI CIOBIIIAIOTH PO “CeHcallifo”, sKa IMoB’s3aHa
i3 3araIkoBoo MaHi Maero. I3 BIAKPUTTSM 3aBiCH PO3IIOYMHAETHCS CYA0BE 3aCiTaHHs.

B ocHoBHiif yactuni 1’ecu Yiaac CaMuyk HaMaraethest 30epiraTi aBTOPChKHUiA HeHTpaTiTeT, 300pa3uTu IIHOMHY MO3HUIIIT KOXKHO-
0 3 MEPCOHAXKIB, SIKi BUCIOBIIOIOTH aMOiBalI€HTHI, a MMOJEKy/AU i paJnKanbHi morsian. Sk cipaBeannBo 3ayBaxye Ipuna Pycuak,
“IT’eca “XKeprsa mani Mai” He 3MyIIy€e CiBOEPEKUBATH, ajle CIIOHYKA€E PEIUIEHTa 10 TIMOMHHOTO aHaIi3y i1e0IoriuHuX i (ino-
codebkux npobnem” (Pycnak, 2014: 104). HatomicTb clieHa CyZ0BOrO 3acCilaHHs MOYKHA BBaXKAaTH KOHIIETITYAILHOIO PO3B’SI3KOI0
(Mo1aHO0 Ha MOYATKY TBOPY) CKIAIHOT ApaMaTHYHOT CHTYAIlil I1’€CH Ta BIAMOBIIII0 Ha MaHIBIL, 1[0 HA HUX BUHMIIUIM IHTEIEKTyann
XX cr. ¥ npomosi Cyzst 3rajye BUYNHOK maHi Mai, CyTb SIKOTO TaK i 3aJIMIINIACs HE PO3KPUTOIO Y TEKCTi, Ta IeKJIapy€e HaMaraHHs;
“BUSICHUTH NPUYMHHU BUMAJKIB TaK XapaKTepHUX Hallid 100i...”, M0 “AacTh y pyKd Hamioi ICTHlii 30poro, sSK 3 HUMH OOpOTH-
ca...” (Camuyk, 2020: 70).

HasiBHwuii Tomoc cyay i B Ginbin Bimowmiii m’eci Yinaca Camuyka — “Illymists xopHa”. [is apamu BinOyBaeThest 1942 poky min
yac HiMenpbKkoi okymnarii. ['epoi apamu nepeOyBaroTh il THCKOM ABOX OKYMAIiHHUX PEXKHUMIB — HIMEIIBKOTO Ta OiIBIIOBUIIBKOTO,
KOXEH 3 SKHX HAMara€TbCs PO3LIMPHTH TEPUTOPIIO BIUIMBY, 3aCHUJIAI0UH CBOIX areHTIB Y IHTENIreHTHE YKpaiHChKe CepeaoBHUIle Ta
30uMparoun TOHOCH. Y TeKCTi maHye arMocdepa iHTpur Ta migo3p. [lomykn BHYTpILIHIX BOPOTiB po3KoooTh ciM’1. Komnu x mmm-
ryHa BUKPHUTO, BiH TOCTae mepes cyaoM Ykpaincwkoi I[ligzemuoi depxasu (mianinbui 3aronn YITA). Cuena cyay noOyaoBana 3a
MIPUHILIKIIOM, SIKUif CBOTO Yacy 3ampornonysaina Jlecst Ykpainka y apami “Pydin i ITpicuinmta”: cymoBe 3acianHs BiOyBa€eThCs HION
3a KaJpoM, TJIs11a4 XKe CIIOCTEPIrae 3a peakili€io Horo CBiAKIB i JI3HAETHCS PO Mepedir Cyay MepeBaKHO 3 iX peruIik.

V cBiTIi 00paHOi TEMH BaXJIMBO aKTyalli3yBaTH KOHIENT MIPOCTOPY, K 3aCAAHUYNI YHHHUK (OPMYBAHHS IIOCTHKH METa/lpaMH,
1110 3a3Ha€ y Hiil pi3HHX HOPM MOABOEHHS. M1eThes mpo 3acTocyBaHHs IPHitoMiB “ClieHa B cIieHi” a60 “TeaTp B TeaTpi”, MepeHeceH-
HIO IPaMaTUYHOI il IIOBHICTIO 200 YaCTKOBO 3a MEXIi TPaJUIiHHOT JIOKAIT ClIEeHH Y TPUMEPKH, Ha IUIOLII, y IPHPO/IHI CepeOBHIIa,
a TaKOX BUKOPUCTAHH IHTEpMe/[ialbHIX BCTABOK Ha KIITAJIT paio- Ta TeleeTepiB, KOHIEPTIB TOLIO.

Oco0uBOi yBaru 3aciiyroBy€ MeTaJpaMaTH4HHN MPOCTIp A€OIOTHOTO JpaMaTHYHOTO TBOPY aBTOpa — OAHOAKTiBKK “Ciryxaii-
te! Cayxaiite! ['oBoputs Mocksa!”. ¥V sucrtiB 10 Anau Boiiigyn Bix 01.02.1965 poky nuceMeHHHK 3a3Ha4aB: “Lle Oyino moch
po coBeTchbKy ambacanay B Ilaprwki. Haith Bxke 3a0yBest 3mict” (Camuyk, 2020: 167). Y camomy TekcTi KOHKpeTHO [lapik He
3raJlyeThes, aje HAeThes Mpo “iHaycTpianbHy Kpainy”, mo Outein Haragye HiMeuunHy, i Kyau npu3HadeHo Ha ciyx0y Bopuca
Yopromososa — rocropriupeaa CCPP, pazom 3 iioro apyxunoro Jlapero — KOJIHIIHBOI YeKiCTKOIO, [0 pa3 1Mo pa3 BAAETHCS 10
HOCTaNBIiHHMX CHOTaiB Mpo cBol KpuBai “moasuru”. IIpoBigHy poib 1m’eci Bigirpae Biaaien — XapKiBChbKHM CTYICHT, BUXOBa-
Help 1 Haztis YopToMOII0Ba, a TAKOXK KoxaHelb Jlapi. 3a Horo MisIbHICTIO MUIBHO CTEXHUTH YPSAI0BELb 0COOINBHX JIopy4eHb KocTs
Posendenna, uni goHocu 3myiyoTh Jlapio KoHCTaTyBaTH, 10 Biaanen “ykpaiHizyerscs 3anaaro”. dparMeHTapHO MpecTaBie-
HO y m’eci 00pa3 HIMOI CITYKHHUII-YKpalHKU: “3 YKpaiHH BHBE3eHA, OJSTHYTa MO-YKPaiHCbKOMY, IO-CYy4acHOMY”, sIka € THXHM
i Oe3nopasHUM cBiKOM OypxiuBHX mofiid y momi YopromosoBa. CUMOTOMATHYHKM € 1 iHTEpEC 10 MPEecH, Ky BOHA HAa MHUrax
BUIIPOLIYE MOYUTATH Y TOCIIOANHI. [3 PEIuIiK roCcTOpripeia MOXHA 3pO3yMiTH, 110 y Ta3eTax MUIIYTh PO “HOBY KOHTPPEBOIIOLIIO
xoBTO-0akuTHY” (Camuyk, 2020:46). MeTaapamMaTHYHOCTI TBOPY CIIPHUsiE€ HAsBHICTH MepcoHaka-haHTOMa — IUPEKTOpa KOMaIbHi
. Kpasae, sikuit 3a cioBamu Jlapi € nucbmennuk: “Biu numie apamu, iii-6ory” (Camuyk, 2020:44). Poxuna Kpassis € s kosuii-
HBOT YeKICTKH TPHUKIIAIOM JJIs HACHIAyBaHHS, TONPH MIEBHY IPOHII0, 3 SIKOIO BOHA OMHUCY€ IXHi CBITCHhKI 3BUUAl.

Jlo meperniky AiifoBEx oci6 Camayk BBOANTH i ['0JOCHOMOBHHK pagionpriivada. Horo 3Byk, 1o moBcsKdac MpUTArye 10 cebe
yBary, € BUPa3HUM METaJPaMTUYHUM TPUIOMOM PO3MHKaHHS HPOCTOpy. BapTo 3a3HaumTH, 110 ApamMaTypris IepIuoi MoJIOBHHU
XX CT. akTHBHO ONAaHOBYBaya 3aCTOCYBAaHHs HOBITHIX Mejia 3a/isi KOMIO3HLIHHNX Ta €CTETHYHMX MLiieil. 30KkpemMa, y IpyHTOB-
HOMY JOCIIi/DKEHHI PaHHBOPAIASHCHKOT IpamMaTyprii Ta HIMOTo KiHO y CBiTii cuHTe3y MucTenTB TersHa CBepOiioBa BUXOAUTH Ha
o6pa3 'yanomosiyst B apami Mukosu Kynima “Hapoxnuii Manaxiin” (1927). Haykosuis 3ayBaxye: “Cunkpernsm muctenrsa 1920-
1930-x pp. BUSBIISIBCS 1€ ¥ y BBEICHHI B JIif0 HOBITHIX Ha TOM Yac TEXHIYHHX 3acO0iB KOMYHIKaii, sIKi TeK MOXKYTb BBaXKaTHCS
TOIMOEK(PPA3HCOM CTOINYHOTO MiCBKOTO TEKCTY, 30KpeMa, XxapkiBcbkoro” (CBepbinoBa, 2018: 512). ¥ n’eci Yinaca Camuyka iHTep-
Me/iaabHuUi 00pa3 paiio TakoX BUKOHYE Tororpadidny GyHKII0, ane i3 3HaYHO MIHPIIMMH KOOpAUHATAMH. 31 37I0BICHOIO ipOHi€I0
y LeHTpi €Bpornu 3By4yarh MO3UBHI “TOBOPUTH MOCKBa”, a MPOMaraHAuCTChki eTepu GOpPMYIOTh COBETCHKUI 1ACHHO-KYIbTYPHUIA
npocTip. st BiajsieHa roiocHOMOBHHUK, SIKHi aBTOp HAaBMHUCHE PO3MICTUB “‘Ha KHIDKKOBI# madi mobiu 6poH30Boi 6apBu OrocTy
Jlenina” (Camuyk, 2020:41) — cumBon 6e3mMoBHOCTI YKpainu Ta inpopmaniiinoi pagsHcskoi reremonii. ITin yac auckycii 3 Jlapeto
I0HaK ToBOpHTh: “Ock npukiaj paaio. 3 Mocksu? Tak, 3 Mocksu. Tucstui tpu kiometpis aytu. e »x Kuis? [Tocsuuu! Hamo Bam
Kuis? <...> Cnyxaii, moBisiB: Mu! Mocksa! Mu namri! Ham yci s3uku nokopunucs Bif binoro mopst 1o Yoproro! MoBuuTh Best
peuira... cBonoui, Hepoyku!” (Camuyk, 2020: 65).

Haromicts Jlapa yac BiJ| 4ac IpUIaiae JIo0 paaio He TaK JUls TOro, a0 Ai3HATHCS HOBUHU, SIK BUBIPUTH YHUCTOTY HaJIAIITYBaHHS
CBOTO BHYTPIIIHBOTO iJ€0JOTIYHOr0 KOMIIacy, 1o 3a3Hae MeTamopdo3 Iija BIUTHBOM (iTiCTEpChKUX PO3KOIIiB (came Takuil Gik
€Bpornu 00KMpae KOMHIIHS YeKicTKa). Pajiio He 1ae 3MOru nepcoHa)kam 3aJIUIIATHCS HA CAMOTI, BTPYYA€ThCs Y 11C0JI0Ti4HI JUCKYCIl
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Ta iHTUMHI Gecian. BoHO cTae BipTyaibHHM BCTABHHM TOMOCOM y TEKCTi, IIepeTBOpIoour kKabiHeT YopToMoI0Ba Ha KEHTaBPUIHHN
HPOCTIpP, Y SIKOMY MHHYJIE i CydacHe NepCOHaXKIB 3MillyeThes y (haHTacCMaropu4yHHil HUILIBHUH CIUIaB.

[Monpu HeBeIHMKHUiT 0OCST 0JJHOAKTIBKA Ma€ CKIIaAHHI )KaHPOBHUI CHHTE3. 30KpeMa, Y TBOpI HasiBHI BCTaBHI OMOBil — Ka3ku Jlapi,
1110 YPI3HOMaHITHIOIOTh CTUIILOBY Ta KOHIIENTYalbHy TKaHHHY TekcTy. CiieHa, e Jlaps onoBinae nepiiy “xa3ky” cBOEMY KOXaHIICBI,
HaJ3BUYalHO TiJIECHA, PyXH TepOTHi CIIPSIMOBAHI 3arilIHOTU3YBATH CIIyXaya, yBECTH HOro y TpaHc. L[5 ka3ka nepeHOCHTb JIito y BUP
TPOMA/STHCHKOT BillHH, Y ““KOPCTOKY XOJIOIHY OCIHB”, KOJIH “y I10JIi, 32 MiCTOM, Ha ropi MiBKOJIOM 0apaky, B HUX COTHi ayur”..., o
“KynmaMu Jie)xand, Ha 3aMepaiii, Tepaiit qomisui” (Camuyk, 2020: 58). I[ToBHa “3aXOIUICHHSI, TTATOCY, MPUCTPACTH i CMaKyBaHHS
Jlapst 3ragye po3cTpii MOJIOOT JKIHKH, 1[0 Y 3arpaToBaHiil xati criBajia raiiiamaibky micHio. Cama K 4eKiCTKa 3 HaraHy cTpaTuia
YEePBOHOAPMIHILIS, KU Ha CEKYH/Ty 3aBaraBcsi, IJIIHCh y CMiBauKy. 3aKkonaucanuii BiajsieH Ha NUTaHHs YU BiH CITyXaB Ka3Ky, Bif-
MOBi/Ia€ aJeropuyHO: “... s CIyXaB MOCKOBCHKY My3uKy” (Camuyk, 2020: 59). BoxHouac 11 perutika Haramye, o pamionpuimad
HPOJIOBXYE BUKOHYBATH CBOIO (DYHKIIIIO.

Hamararounch BiTHOBUTH KOHTAKT 3 Bramnenom, Jlapst po3roBizae oMy iHIIYy 32 HACTPOEM Ka3Ky, IO )KaHPOBO HaOIMKeHa
1o yrormii. Y Hiil BuManboByeThest Midosnoriunuii 06pa3z Kpumy: “Poskaxky T00i Ka304Ky... II... MI... II... OCIyXai, XJIOMYHUKY... B
HaiM coro3i € kpaina Kpum..., B Kpumy tax mupo rpie coneuxo..., B Kpumy Tak naxuyTsb kBitH, B Kpumy Tak Mope muierie it criBae
micHi npo HacTpii minoi npupoau” (Camuyk, 2020: 59). 3perutoro Kpum nepeTBOproeThCs y Kasii Ha MiKPOMO/IEIb CBITY, Ha/l SIKUM
6axae manyBatu Jlapst: “Ternep Mu MaHyBaTUMEMO TaM... <...> X04a 0 3a HbOTO 1Ie MPUHAIIIOCS MOKIACTH CTITBKH TPYIIB i IPOJIUTH
1te oaHo Mope kpoBu” (Camuyk, 2020: 59). Ha momomory repoiHi y 1i MOTOpOIIHIT OMOBI i 3HOBY MPHUXOIUTh pafionpuiiMad, 110
rpae 3akoJucyrody Menozio. Hesnossi Bramten B ininBo BucMitoBaTuMe KpuMchbKy Mpito Jlapi: “A B Kpum... ko mu B Kpum?
Ax, Kpum wmiit, Kpum!” i mounnae cniiBatu ykpaincsky Hapoay micHio “Jle Kpum 3a ropamu, e coneuko cse...” (Camuyk, 2020: 64),
HATSAKAOYH Ha BIACHY Bi3iI0 MBOCTPOBA Ta 3aCBiI4yI0YM CBOO MPOYKPATHCHKY OMTHKY.

Bcerasni onosizi Jlapi MatoTe TpancopmaTHBHHIA eeKT, OMHAK He TaKHii, Ha KU po3paxoByBasia repoins. Criouatky Bnas-
JIeH HaMaraeTbCcsi pO3Ka3aTu i CBOIO Ka3Ky IO KpaiHy, A€ *KUBYTh BilIbHI JIIO/H, e “AyX HOBHH CTHHAETHCSA B OOpPHI 31 CTapUMU
mabionamu”, Jie TIOCTYI, 1 HeMae KaxJIMBUX OapakiB i “He CTpAILHI TyT 3arpO3HU apXaHTeJiB, 10 MAIOTh OXOPOHSTH pail, yTBOpEHHU
npopokaMu otoro 6oBBana (mokasye Ha moptper Mapkca)” (Camuyk, 2020: 61). Ieit ineanicTuunuii onuc crocyeTbes: €Bponu,
JIe X04€ OCENUTHUCS IOHAK, OAPYKUBILIKCH i3 TOHBKOIO JAupekTopa KonaibHi (poH Kpasse, i konuch 3aiiHsTH iforo mocaxy. Omicis
repoit OyHTye, y MOpHBI eMoLiil BiH BUNasroe nepex Jlapero TUpasy Ipo CBOIX pO3CTPUITHUX OATHKIB, ICTHHHE CTAaBJICHHS JI0 MPO-
JIeTapchbKol THPaHil, PO CTPAXITTs 370YMHIB OLTBIIOBUIBKOT CHCTEMH. | X04a 3ro/10M BiH BAA€THCS 10 ONa3HIOBAHHS, HAMAraeThCs
MepeKOHATH, 110 HEe 3paJHKK, YTIM 3HOBY i 3HOBY B HOT0 perutikax 3By4HTb KPUTHKA PEKHUMY Ta Horo areHTypH (“mryraii mo cBiti,
Jie Ha)kKuBa, TaM i nmopmnaiics” (Camuyk, 2020: 66)). YV dinani Braanen rune Big pyku Jlapi, a n’eca 3aBepiuyeThest peMapkoro: “Pasio
ypusae rpy. Uytn: «Cnymaiite, caymaiite! [aBapit Macksa! Beuepniit kanuept okonuen»” (Camuyk, 2020: 68).

OTxe, 3aIMIIKBIIM Ha MapriHecax pUcH iHAycTpiaabHOro Micta, Yiac Camuyk 300paxkye y CBOTH OJHOAKTIBII 130JIbOBAHUM
HpOoCTip HoMenKaHHsA YopTOMOIIOBa, 1110 3a3HA€ METAAPAMAaTHYHOTO PO3LICIUICHHS 3aB/SAKI HAIlIApyBaHHIO MeTa(i3NUHNX TOIIOCIB.
Cepen Hux — €Bporia, 110 € reorpadiqHo0 JIOKaIi€eo Aii 1’ecH Ta BojHOYac HabyBae MidoiorizoBanoro 3abapsieHHs, MockBa siK
iZleosIoriYHII HaAIPOCTip, XapKiB, 1110 CUMBOJII3y€e TPaBMaTHYHE MUHYJIE, /10 SIKOTO HE XOYyTh MOBEPTATHC MepcoHaxi, Ta Kpum,
110 CTA€ TEPUTOPIIO BipTYaJIbHOTO MPOTUCTOSHHSA MHOXKWHHHX YTOIIii.

BucunoBku. J[pamatudnuii 1opodok Yiraca Camuyka opraHigHO BIIUCYETHCS B KOHTEKCT JIITEPATypHHX Ta TeaTpalbHUX TCHICH-
it cepeauun XX c1. [1’ecu mucbMEHHMKA CTalll MalAaHUYUKOM UTs pediieKcil nepumneTiit icropudHoi 1001, 3aBIsiku MeTagpama-
THYHOMY aHaJli3y OYeBHIHOIO € aBTOPChKA IHTEHIIisl 3aCTOCYBATH aKTyalbHi paMaTHYHi TPUIOMH, 1[0 CIIPUSIOTH KOHLIENTyasTi3anii
TeaTpy Ta CTBOPEHHIO MPOCTOPOBO YCKIAAHEHOT0 TeKeTy. Cepel mpuifoMiB MeTaipaMu y TBopax Yiaca Camuyka BapTo BiJ3HAYUTH
€JIEMEHTH aHTHTEeaTPaIbHOIO JUCKYPCY, IHCIIEHI3AI[I0 Cy/JOBOTO 3aciiaHHs, sk o/Hi€el 3 hopM KyabTypHHUX nepdopmancis. [HTep-
Me/[ia IbHOMY MOJIBOEHHIO CIIEHIYHOI IifICHOCTI CHpHsie BUKOPHCTaHHs 00pa3y pajio, 0 MOKHA BU3HAYHUTH SIK TOMOEK(PPa3HCOM.
BaIMBUM YHHHHKOM METaJIpaMH CTa€ XyI0xkHiit mpoctip m’ec Yinaca Camuyka. Ha npukiani oqnoakriBku “Coyxaiite! Coryxaiite!
T'oBoputh MockBa!” crioctepiraeMo KOHQIIIKT TOIMOCIB, 1110 CTAIOTh XyA0KHIMH MeTadopaMu IPOTHOOPUHX 1/1€0NIOT .
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