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BCTVYII

Munyao 120 pokiB, K BIAAMHMAUCS TpY MApaAHi
6pamu Beankoro tearpy y AbBoBi (H1HI — AbBiB-
CHKOTO HalliOHAaABHOTO aKaA€MiqHOTO TeaTpy OIle-
pu i 6aaery im. C. KpymeabHuibkoi). [epiue, 1o
MaAy MOOAYMTY Ha CLIEHI MiA 4ac BIAKPUTTS Ma-
Aany Meabrnomenu 4 5xoBTHs 1900 p. AbBiBsIHM i
YUCAEHHI TOCTi, — MOHYMEHTaAbHE TOAOTHO-3a-
Bica «IlapHac» I'enpixa Cemmpapcpkoro. Ha xaab,
aBTOP He BCTUT BYACHO BIATIPaBUTU 3aMOBAEHY
MiCTOM KapTUHY, i BOHa II0YaAa MUAYBaTU OKO
MPUXMABHUKIB TeaTPaAbHOIO MUCTELITBA TPOXU
nisHime. «[TapHac» 3aifHAB CBO€ NOYeCHe Miclie y
ciyHi 1901 p. 11 AocCi IpuKpaIlae AbBiBCbKUI TeaTp.
3aBicy HEOAMIHHO MiIAHIMAIOTD IIip Yac ypouuc-
TOCTeJ1, Ha IIPeM €PHMX BUCTaBaX TOLLO.

HoBo36yasoBaHMII TeaTp CTaB OKPaCoO MicTa,
J10T0 apXiTeKTyPHOIO Ta MUCTELIbKOIO Bi3UTiBKOIO,
a OKPacoI0 CaMOro TeaTpy cTaAa MapapHa KypTUHA
«ITapHac».

ABBIB'STHU HaA3BMYAHO MMMINAIOTbHCSA CBOIM
TeaTpoM i I0Tr0 TBOPLSIMHU, CEPeA SIKUX AECATKU
CAAQBETHMX MUTLiB: apXiTeKTOPiB, CKYABIITOPIB,
>KMBOINCLIB i AeKOpaTopiB. AAae HAMTUTYAOBA-
HiluM i HaM3HAMEeHUTIIINI IIOMIK HUMU, YUE
iMm’s1 i TBOpU BipoMi y Bcbomy cBiTi, — T'enpix Ce-
MMPaACBKHU.

BipTak Tema HMHIIIHBOI HayKOBOI pO3BiA-
KU — icTopis cTBOpeHHs napapHoi 3aBicu «Ilap-
Hac» lenpixa Cemupaacbkoro. ITpo AbBiBCbKY
KYPTUHY 3TaAyIOTb AOCAIAHMKM SIK TBOPUYOCTI
CeMupaAChKOTo, TaK i apxiTeKTypu AbBiBCbKOI
orepu. 3paBaArocs 0, yce Ipo Hel HaNKCaHoO, BCe
ckazaHo. CripaBai, B HOBOMY BUKAAAI He BAACTbCs

<L

INTRODUCTION

It was 120 years ago when three front doors of the
Grand Theater opened in Lviv (now Lviv National
Opera and Ballet Theater named after S. Krushel-
nytska). First what Lviv citizens and numerous in-
vited guests had to see on October 4, 1900 during
the ceremonies at the opening of Melpomene
Palace , should have been the monumental can-
vas-curtain “Parnas” by Henryk Siemiradzki. Un-
fortunately, the author did not manage to send
the city-ordered picture in time and it began to
gladden the eye of theater art adherents some time
later. “Parnas” occupied its honorable place and
has been beautifying Lviv Theater till now. The
curtain is for certain to be raised during solemn
ceremonies, first night performances.

The newly-built theater became an ornament
of the city architecture, artistic visiting card, and
the front parterre “Parnas” became the ornament
of the theater.

Lvivites are absolutely proud of their theater, its
creators, among them there are tens of names of
glorious and well known artists, architects, sculp-
tors, painters and decorators. But the most titled
and distinguished is Henryk Semyradsky, whose
name and works are known all over Europe and
the world.

Accordingly, the topic of the given scientific
research is the history of creation of front curtain
by Henryk Siemiradzki. Lviv parterre has been
mentioned practically by all researchers of both
Siemiradzki’s creative work and researchers of
Lviv Opera architecture. It seems that everything
has been written and said about it. Our new sto-



OMVHYTH 3aTaAbHMX, A0eTKOBUX BIAOMOCTe1, aAe
AOAaHI BaXKAUMBI icTopryHi peTaAil Ta Giorpadiuni
noapo6ulii. 3araaoM OYAyTb po3cTaBAeHi iHIi
aKLIEHTH, MTiA iHIIMM paKypcoM OyA€e PO3TASIHYTa
MOCTaTb MUTLA i I0r0 TBOpiHHA — Aap Meabmo-
MeHi. OCOOAMBY yBary 3BepHeMO Ha MUCTELIbKII
aCIIeKT: XYAO’KHi OCOOAMBOCTI TeaTpaAbHOI Kyp-
TUHU BiA 3apOAXKEHHA 3aAYMY AO BAOCKOHaAe-
HOI TpaHchopMaliii, Bia MOYaTKOBMX HAYEPKiB,
€CKi3y, IPOEKTy — AO CTBOPEHHA 1 MTOAAABIIOL
aBTOPCHKOI penaiku. Taxi mopiBHsIHHS 3po0AeHi
Brepuie. llle 0OAVH Ba)KAMBUN aclieKT HOBU3HU —
apryMeHTOBaHe MepeoCMUCAEHHS HalliOHAABHOI
iAEHTMYHOCTi aBTOpa Ta JI0r0 TBOPYOCTIi.

Y pociiicpkin Bepcii Bikineaii Cemupaacbkuit
MIOAQHUI SIK TOABCBKUI i «PYCCKUI» XYAOSKHHUK'.
B ykpaiHchkiit Bepcii BiH ¢irypye sik ykpain-
CBKill i MOABCBKMIT XYAOXKHUK?. fIK 6aunmo, cy-
IepeyvoK IJOAO M1OTO HAAE)KHOCTi AO IOABCHKOI'O
MUCTeLITBa HeMa. ITaAinli, ToaAepaHTHO Ha3uBa-
1ouy CeMMPaAChKOTO PUMCBKUM XYAO’KHUKOM i
MpeACTaBHMKOM €BPOIEICbKOIO aKaAeMiuHOIO
MMCTELITBA, He BBXXAIOTDb VOO iTaAIMICBKMM ap-
THCTOM, X04a OiABIIY YACTMHY CBOTO XXUTTS BiH
npoxuB y Pumi. [Torpebu mipaTBepAXyBaTu abo
3amepevyyBary lie HeMae. 3aAMIIAIOTbCA POCii-
CbKMI i yKpalHCbKMII BapiaHTU: UM Ma€ MpaBo
KOTPAch 3i CTOPiH NIPUIMCYBATy JIOTO TAAQHT CO0i,
30arauyBaTy iCTOpil0 CBOrO HaljiOHaABHOTO MMUC-
TelITBa CTOPiHKaMU 10ro TBOpYOCTi? BiomoBiab —
Yy HOBOMY Marepiaai.

ry will not manage to avoid general well known
facts, but important historical and biographical
details are added. In general the emphasis will be
different and the artist’s personality and his cre-
ation — the gift to Melpomene will be considered
with different perspective. Special attention will
be paid to artistic aspect, artistic peculiarities of
the theatrical creation from its initiation till the
process of perfected transforming, from starting
drafts, sketch, project to the creation and author’s
cue. Analogous comparison will be made for the
first time. The freshness of the new material is
also in the reasoned point of view on the author’s
national identity and his creative work.

In the Russian version of Wikipedia Siemir-
adzki is presented as Polish and “Russian” artist’.
In the Ukrainian version of Wikipedia he is con-
sidered to be Ukrainian and Polish artist®. Thus,
there are no arguments as to his belonging to
Polish arts. The Italians do not consider him an
Italian artist, though he spent most part of his
life in Rome, tolerantly mentioning Siemiradzki
as Roman artist or a representative of European
academic art. There is no need for this fact to sup-
port or oppose it. There is the variant of Russian
and Ukrainian; does any party has the right to
credit with his talent enriching the history of its
national art by the pages of his creative art? The
answer is in the new survey.

Cemupadcvkuii I. ABmonopmpem.

! Cemmpapckuit, Tenpyux MnmoanTosny
[Eaextponnumit pecypc] // Wikipedia.
2021. PexxuM AOCTyIy AO pecypcy:
https://qrgo.page.link/fLzjE

Tenpix Cemupaacbkuit [EAEKTpOHHUI
pecypc] // Wikipedia. 2021. Pexxum p0-
cTymy A0 pecypcy: https://qrgo.page.
link/QctJu


https://qrgo.page.link/fLzjE
https://qrgo.page.link/QctJu
https://qrgo.page.link/QctJu
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TIopmpem 6amvka xydox-
Huka, 1887 p.

Topmpem mamepi xydox-
Huka, 1887 p.

BIOT PADI 51

SKYMHHMK
HALIIOHAABHOI
IAEHTUMYHOCTI

Cemupaacbkui I'enpix I'ekrop InnoaitoBuyu
(12 (24) >xoBTHs 1843 p., HoBOGiATOpOA (HUHI
cmr [Teueniru, XapkiBcbka 00A.) — 23 ceprHs
1902 p. CruraaxoBo, IToabinja) — yKpaiHChKMIL i
HOABCBKUI XYAOXKHUK, IIPEACTaBHUK Mi3HbOTO
aKapAeMiamy.

HapoauBCst B pOAMHI TeHepaAa LIAPChKOI apMil,

BilicbkoBoro Aikaps Inmoaira Cemupapcbkoro
Ta Muxaianuu PylmnHcbKol, poaMHa sIKOI TicHO
rnop’s13aHa 3 ciMmerncrBom Apama MinkeBuya. Ajia
xypaoxkHMKa Eyaedrepiit CemupaAcpkuil 3aiiMaB
BUCOKUI aAMiHICTPaTUBHUM IOCT, OYB IiAKOMO-
pieM y HoBorpyaKiBCbKOMY MOBITI.

Csoro yacy poprHa CeMMUpaAChKMX MelllKaAa

y BAaCHOMY MeTKy fpomniie 6iast HoBorpyaok.

KoAn 6aTpKka XYAOKHUKA IIepeBEAM O CAYKOi
A0 XapkiBcbKoi rybepHii, poaorHa mepeixasa A0
Hogobiaropopa.

CiM pOKiB XAOITYMK ITPOBIB Y CiABCBKIiVI Miclie-
BOCTi, MaB MOXXAMBICTb CIIOCTepiraty 3a cA000-
JKaHCBKMM TO0OYTOM, 3BMYAsIMU i HAPOAHUMU
00psipAaMU, MUAYBATUCS KPACO YKPaiHChKUX

Mer3axis, IO Mi3Hillle 3HANIIAO CBOE BipoOpa-

JKEHHsI B cepil J10ro )KMBOMMCHMX POOiT.

Abaroun rpo ocBity Hamaakis (y poauHi Ce-
MUPaACBKHUX, KpiM [eHpixa, OyAo 11je ABOE AiTeit —

AouKa Mapist i MoAoAIMi cuH MuxaiiAo), raaBa
cimerictBa Innoair Bupinrye 1850 poxy oceantucs
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BIOGRAPHY

'AS THE MOTIVE

OF NATIONAL
IDENTITY

Siemiradzki Henryk Hektor (October 12 (24),
1843, Novobilhorod (now town Pechenihy, Kharkiv
Region) — August 23, 1902, Strzalkow, Poland) is
a Ukrainian and Polish artist, a representative of
late academism.

He was born in the family of Tsar’s army gen-
eral, military doctor Hipolit Siemiradzki and
Mykhailyna Rushynska, the family closely con-
nected with Adam Mickievicz’s family. Artist’s
grandfather Eulefteriy Siemiradzki occupied a
high administrative position, Pidkomory (a judge
whose task was to watch the land margins) in
Novohrudky district.

At that time family resided in their own estate
Yaroshitse near Novohrudka. When artist’s father
was moved to Kharkiv province, the family moved
to Bilhorod and settled there.

Seven years had the boy spent in the country
and had the possibility to watch Slobozhany mode
of life, customs and folk ceremonies, admire the
beauty of Ukrainian landscape which was later
reflected in a number of his artistic creations.

Being concerned about the education of de-
scendants (Siemiradzki family consisted of two
more children — daughter Mariya and the second
younger son Mykhailo) Hipolit, the head of the
family, decided to settle in Kharkiv, the provin-
cial city, one of the leading educational centers of



B I'yOEpPHCBKOMY MicCTi XapKiB — OAHOMY 3 IIPOBiA- |

HUX OCBITHIiX LleHTpiB Ykpainu. Tam MaitOyTHin
XYAOXKHUK BUUTBCA CIIOYATKY B 2-11 XapKiBCbKil
YOAOBIUil riMHasil, misHime — y XapKiBCbKOMY
yHiBepcuTerTi (pisuKo-mMaTeMaTnaHMit GaKyAbTET),
SIKMM YCHIIIHO 3aKiH4dye 1864 p., 3aXUCTUBIIN
HayKOBY po0oTy «IIpo iHCTMHKTY KoMax». ITip
yac HaBYaHHs B riMHasii [eHpix BipBiaye ypoku
MaAIOBaHHA B YKPalHCHKOTO KMBONUCLA AMUTpa
Besmnepuoro (1825-1913), yuns Kapaa [TaBaoBuya
BproaaoBa. 3raayioun Besnepyoro, BASUYHMIT BU-
XOBaHellb OyAe Ha3MBaTy 1OT0 He TiAbKU BUKTE-

AeM, a i1 Apyrom®. Taky XapaKTepyuCTHKY IATBep-

AXYE i Tol GaKT, 10 MUTLi AUCTYBaTUMYTbCS
MPOTATOM YCbOTO XXUTTSL.

HaBuaHHsaMm y Besnepyoro 3HamioMcTBO 3
asaMy 00pasoTBOPUYOrO MUCTELITBA AASI FOHOTO
apTuCTa He 3aKiHumAoch. biorpadu xypo’kHUKa
3raAyIOTh JIOTO HaBYAHHs y MPUBATHIN XYAOXK-

Hilt mKoAai Mapii IBaniBHu PaeBcpkoi, a biorpa-

¥ KiHKM-TIeAarora y CIyucKy CAaBEeTHUX Ii yu-
HiB 3a3HauyaTh iM’s1 CeMupaachKoro: «leHpix
CeMMpaACPKUI, BUSHAHUI €BPOIIEICBKUI T'eHill,
npuixas A0 XapKoBa, IIPUIIIIOB A0 CBOEI CTapol
cAinoi BunMTeApKy i mokAoHUBCA i1 Ta Cepriro
BacuabkiBcbkoMy — B HOru! 3a HayKy, 3a TepIIiH-
Hsa!»* € meBHa XpOHOAOTIYHA HEBIATTOBIAHICTD MiK
MO>XAMBMM HaBYaHHSM XYAO>KHMKa-TIOYaTKiBLiA
y PaeBcpkoi Ta yacoM icHyBaHHA caMoi ii HIKOAH,
sIKa BiaKpuaacs B AloToMy 1869 poky, koanu Cemu-
PaACBKUII yKe OYB CTYAEHTOM aKapeMii. MoxkaMBo,
iXHe criAKyBaHHs BiAOyBaAocs paHilie, y popmari
MpMBATHUX 3aHATD. SIKIIO Lje TaK, TO BAXKAUBUM
MOMEHTOM LIbOTO HaBYaHH: OyB BAMB PaeBCbKOI
Ha CTAaHOBAEHH: CBITOTASIAHMX OPiEHTUPIB MUTLS,
1110 3TOAOM ITI03HAYMAOCS Ha BCill 10r0 TBOPYOCTI.
Caip 3asnauury, mo Mapis IBaHiBHa — mepiia

Ukraine, in 1850. There the future artist first stud-
ied in the second Kharkiv men’s grammar school,
later in Kharkiv University (at Physics-Mathemat-
ics faculty, and there he defended his PhD (Candi-
date) dissertation “On the Instincts of Insects” and
successfully graduated in 1864. During his studies
in the grammar school Henrik visits the lessons of
painting conducted by Ukrainian painter Dmytro
Bezperchy (1825 — 1913), a pupil of Karl Pavlovych
Brullov. Recalling Bezperchy, thankful disciple
called him not only “a teacher” but “a friend. This
statement is proved by the fact, that both of them
exchanged letters during their lives.

The acquaintance of the young artist with the
experts of fine arts was not limited; the artist’s
biographers recollected his education in the pri-
vate arts school of Mariya Ivanivna Rayevska, and
the biographers of the woman-educator mention
the name of Siemiradzki in the list of her distin-
guished students. “Henryk Siemiradzki, acknowl-
edged European genius, arrived in Kharkiv, came
to his old blind teacher and bowed her and Serhiy
Vasylkivsky — low! For teaching, for tolerance!™.
There is chronological nonconformity with the
possible studying of the beginner artist at Ra-
yevska’s school and the existence of the given
school which opened in February, 1869, when
Siemiradzki had already been a student of the
Academy. It was possible that their communi-
cating had taken place earlier through private
tutoring. If that was so, then an important mo-
ment of the tutoring was the influence on the
artist’s forming of world outlook, which respec-
tively influenced upon all his creative work. It is
necessary to mention that Mariya Ivanivna was
the first professional woman-artist, who received
the confirmation of the status in Petersburg Aca-

9

Amumpo besnepuuii.

3 24 OBTHsI BUIIOBHMAOCSI 173 poku
Bip AHs HapoakeHHs 'eHpixa Cemu-
paacbkoro [EAekTpoHHMI1 pecypc]
/] Odiuinnmit canr IeyeHisbkoi pa-
oHHOI paau. 2016. Pexxum AoCTyITy A0
pecypcy: https://qrgo.page.link/Prhyy

* Yepkacoka [. IMTepura nmpodecinHa
XYAOKHULST YKpaiuu [EAeKTpoHHMII
pecypc] // UaModna. 2017. Pexxum p0-
cTyny ao pecypcy: https://uamodna.
com/articles/persha-profesiyna-
hudozhnycya-ukrayiny/


http://www.uamodna.com/articles/genrik-semygradsjkyy-evropeysjkyy-geniy-rodom-z-ukrayiny/
http://www.uamodna.com/articles/genrik-semygradsjkyy-evropeysjkyy-geniy-rodom-z-ukrayiny/

Besnepuuii A. Bandypucm,
1860-mi pp.

Cemupadcvkuii I Cirbcvka iduris,
1886 p. 36ipxa AvBiBcbKOi Hayio-
HAAbHOL 2arepei MUCmMeyms im.
b. Bo3Huypkozo.

npodeciiHa XyAOKHMULIS, sIKa OTpMMaAa MATBep-
A>KEHH$ 11bOro cTarycy B [leTepOyp3bKiit akapeMil
MUCTeLITB He HaBYalouMCh TaM; HallOCBidyeHima
0c00a LIMPOKOTr0 €EBPOIENICHKOTO CBITOTASIAY i Be-
AVIKMIX 3HaHb, 3A00YTHX, KpiM CAMOOCBITHiX BIIpaB,
Ha AeKLisfx y MiaaHcbkin akapemii Hayk, y Cop-
OoHHi, B yHiBepcuTeTax Ilparu i ApesaeHa. Bona
YYAOBO BOAOAiA2 AeKiAbBKOMa MoBaMu (30Kpema
1 iTaAIICHKOIO), oriepyBaAa 3HAaHHAMU 3 AiHTBicC-
TUKY, icTOpil, 300A0rii, reoaorii. MoxHa npuy-
CTUTH, 1[0 IEPBUHHA AIOOOB AO METEAUKIB (TeMu
HAyKOBOI T2 MUCTELbKOI ITPAKTMUKM), 3aKOXaHICTh
B aHTUYHICTD i AABHIO iCTOPil0 BUHUKAH Y IOHOTO
XYAO’KHMKa caMe B MaAAPCbKill cTyail PaeBcbKoi.

ByB ime 0AMH BaXXAMBUI YMHHUK, KU He-
a0MsK BIAVHYB Ha BU3HAYEHHS iAEHTUYHOCTI
aBTOpa AbBiBCcbKOro «IlapHacy». Y >xuBomnuc-
Hit TBopYocTi Mapii PaeBcbkoi (Tak camo, 5K i
B repiroro BunteAs:i Amurpa Besnepyoro) gitko
MIPOCTEXKYETDHCS 3aXOMAEHHA YKPalHCbKMM Kpa-
€BUAOM, €ETHOCEPEAOBUILEM i3 BiAIOBIiAHUMU
CLieHaMJ HapoAHOTo 1nooyTy (kaptuhu «CMepTh
ceastHMHA B Maaopocii», 1868; «AiBunna 6iast
THHY», 1866). CaMe A0 LMX TeM Ii3Hillle IOBep-
HeTbcs 1 CeMUPaACBKMIL, CTBOPUBILY YYAOBUIA
LIMKA YKPaIHCbKMX MOTHUBIB.

ITepBrHHa XYAOXHS OCBITa, 3A00yTa B XapKoBi,
AaAa 3MOI'y I0HaKOBi CTaTU BiAbBHUM CAyXaueM
ITeTepOyp3bKkoi akapeMii MmucrenTs. Lleit craTyc
He AO3BOASIB [eHpixoBi OpaTy y4acTb y TBOpUMX
KOHKYpCaXx; 110ro HaBYaHHS OYAO MAATHUM. Aae
ITiCASI ABOX POKiB HAIlOAETAMBOI Ipalji, 3aBA KU
BPOA>KEHIil1 3aB35ITOCTi 11 TAAQHTY BiH IOTPAMASIE
AO OQiLIiITHOTO CIIUCKY aKaAeMICTiB.

INepii poky HAaBUAHHS AABAAMCS HEAETKO. AM-
OITHUMIT IOHAaK TIParHyB 3A00yTU BU3HaHHS, Ha-
TOMICTb 6auuB ceOe B OLIiIHOYHOMY CITUICKY A€AD
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demy of Arts without studying there. She was the
most highly educated person of wide European
outlook and deep knowledge acquired, besides
self-educated exercising, at the lectures in Milan
Academy of Sciences, Sorbonne, Prague, Dresden.
She knew several languages and which is neces-
sary to mention, she knew Italian in perfection,
had knowledge in Linguistics, History, Zoology,
Geology. It may be presumed that her primary
love of butterflies (the topic of scientific and ar-
tistic practice), being in love with antiquity and
ancient history attracted the young artist namely
at Rayevska’s painting studio.

And one more important motive which had its
consequences in recognizing the identity of Lviv

“Parnas” author — in picturesque artistic work of

the woman-painter. The same is traced with his
first painting teacher, Bezperchy, who enjoyed
Ukrainian landscape, ethnic environment with
corresponding scenes of folk ceremonies (pic-
tures “The Death of a Villager in Malorussia =
Small Russia” (1868), “Girl at the Fence” (1866)).
These were the topics which the artist returned to
later, having created excellent series of Ukrainian
motives.

Primary artistic education in Kharkiv gave the
possibility for the youth to become free listener at
Petersburg Academy of Arts. This status did not
allow Henryk to take part in artistic competitions,
his education was paid for. But after two years of
persistent work, persistency and talent, he enters
the official list of academicians.

He continued education at Petersburg Acade-
my of Arts. The first student years were difficult
for Henryk. An ambitious young man wished to
receive recognition, but instead he saw himself in
the evaluation list almost the last. But persistent



He ocTaHHiIM. HamoaerauBpa mpais Bce X paaa
pe3yAbTaTh. 32 AOCSITHEHHS Y XYAOKHIX AVCLIUII-
AiHax Tenpix crnpowmircst orpumaru 5 cpibHMX
MeAaAeit, ABiUi OYB Bip3HaYeHUI 30A0TUMU Ha-
rOpOAAMMU.

Cepep 110T0 aKapAeMiYHUX BUKAAAQUiB 3rapy-
10Tbcs borpan BiaaeBaabae Ta Kapao Bewir. bio-
rpadu XyAO’KHMKA 3a3HA4aloTh, 1O OiABIIICTD
BiABHOTO 4acy BiH npoBoauB y Epmitaxi. Voro
3aXOIMAEHHA poboTaMu MaMCTPIB iTaAIICBKOTO
Biapoaxenns, 6e3 CYMHIiBY, MaAO BEAUKUI BIAUB
Ha MUCTeLbKi OpieHTallil Ta CXMABHICTb AO CTUAIO
«Heorpek». CTyAeHTCbKi poku I'eHpixa nosHaueHi
TaKOX IMPUXMUABHICTIO AO T€aTPAABHOTO MUCTEL]-
TBA, 1[0 He B OCTAaHHIO Yepry BIIAMHYAO Ha J10T0O
3allikaBA€HHS i MOTUBALIiI0 B poOOTi Hap Teat-
PaAbBHMMU 3aBicaMU.

Ba)kAMBUM, XOU i MAAOBIAOMUM €I1i30A0M IIe-
pioay HaBuaHHs B [leTepOypsi, sIKMit CBiAOMO U1
HECBIAOMO 3aMOBYYIOTb POCiVICbKi Ta MOAbCHKI
AOCAIAHMKY TBOPYOCTi XYAOXKHMKA, OyAa po3MOBa
3 Muxoaowo MypalikoM, SIKUI TAKOK HaBYaBCA Y
1el1 yac B akapeMii. Y cBoii1 biorpadiuHin kHusi
Mypaliko AOKAQAHO OIIMCYE 110 CLIEHY.

«..Hya0BO mpurapyio oAHY AOCUTB AUBHY PO3-
MOBY. CHASTYY TIOPYY, IKOCH IIUTAO:

— Bu moasix, CemupapCbkuin?

— Yomy Bu rapaere, mo s noasx? llo moe npis-
BUIL[e HA «CbKUI» 3aKiHYYETHCS, TO 51 BXKe MOASIK?
Y MeHe cTapocAaBsiHCbKe TpisBuiie «Ce-Mup-aa-
cbkuit». ByBatoTb CeMMpPaACPKi i TOASIKY, & AKU
)Ke 3 MEHE MOASIK» .

Lle AOKyMeHTaAbHE CBiAUEHHS € AOAATKOBUM
apryMeHTOM y BusHadeHHi ['enpixa CeMupaacbKo-
IO K YKPaiHCbKOT'O XyAO’KHMKA. BiH BippikaeTbcsa
BiA ITOABCBKOTO ITOXOAXKEHHSI i He Ha3uBae cebe
POCisTHMHOM, 11100 6yAO 6 Ay>Ke AMBHO. O3HaUeHHSI

work became fruitful. For achievements in artistic
subjects he managed to get five silver medals, he
was awarded with gold medals twice.

The names of Bohdan Willewalde and Karl
Wenig are mentioned among his academic teach-
ers. Artist’s biographers underline that he spent
most of his free time in the Hermitage. His admi-
ration of the works of Italian Renaissance masters,
surely, had great influence on artistic orientation
and vocation to New Greek style. In his student
years Henryk also showed inclination to theatrical
art which, in its turn, later influenced his interest
and motivation for his work at theater curtains.

An important little known episode during his
studies in Petersburg which had been deliberately
or innocently kept silent by Russian and Polish
researchers of artist’s work was a conversation
between Henryk and Mykola Murashko who also
studied in the Academy at the time. In his bi-
ographical book Murashko describes the scene in
detail: “..I recollect fairly well one rather strange
conversation. Sitting beside, I ask:

— Are you a Pole, Siemiradzki?

— Why do you think that I am a Pole? As my
name finishes in —zki, then I am a Pole. My name
is of Old Slavic origin: Sie-mir-adzki. Siemiradzki
may be Poles, but what kind of Pole am I ?°. {Sie —
this, mir — world, adzki — hellish).

This, obviously documented evidence, is an
additional argument in recognizing Henryk Siemi-
radzki as a Ukrainian artist. He differs himself
from Polish origin, he does not call himself a
Russian, which would be very strange. The term
“Ukrainian” was not widespread at that time, thus
the artist uses the word “Old Slavic”.

As to the lineage of the artist, Ivan Trush
skeptically noticed: “Though Siemiradzki clearly
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Cemupaocvkuii I Hiu na IBana Ky-
nara. 36ipka AbBiBcbKkoi Hayio-
HAAbHOL 2aiepei MUcmeuyms im.
b. Bo3uuybkozo.

°> Mypaumko H. Bocmomnuanus cra-
poro yuuteas. Kues: Tunorpadus
Kyapxenko, 1907. C. 157. AuB. Takox:
Muxkoaa Mypamxo. Crorapu cTapo-
ro BunTeAs [EAekTpoHHMIT pecypc]
// BibaioTeka yKpaiHCHKOTO MUCTELI-
TBa. — PEXUM AOCTYITy AO pecypcy:
http://uartlib.org/allbooks/istoriya-
ukrayinskogo-mistetstva/mykola-
murashko-spogady-starogo-vchytelya/


http://uartlib.org/allbooks/istoriya-ukrayinskogo-mistetstva/mykola-murashko-spogady-starogo-vchytelya/
http://uartlib.org/allbooks/istoriya-ukrayinskogo-mistetstva/mykola-murashko-spogady-starogo-vchytelya/
http://uartlib.org/allbooks/istoriya-ukrayinskogo-mistetstva/mykola-murashko-spogady-starogo-vchytelya/

Cemupadcvkuii I Tpusua opymun-
Hukis CBamocaasa nicas 60w nio
Aopocmorom y 971 poui, 1884 p.

¢ Tpym I 3i cmeprio Tenpuka Cemipaa-
3bKOro... // HaykoBo-AiTepaTypHuuit
BicHuk. 1902. T. 20. Ku 11. C. 26.

«yKpalHCBbKMIT» Ha TOI1 4ac He OYAO MOLIVIPEHUM,
TOMY XYAOXKHVK BXXVMBA€E «CTAPOCAAB STHCHKUII».

[ITop0 €THIYHOTO MOXOAXKEHHS XYAOXKHMKA
IBan Tpyur ckenTU4HO 3ayBaXKUTh: «Xoua CeMi-
PaA3KMIT CBOIO HAalliOHAABHICTB yce MaHiecTyBaB
SIBHO, a IIJO AO TeM KapTuH OyB iHTepHaljioHaAic-
TOM, 3aUMCASIOTH 11oro MockaAi He TiABKO AO CBO-
€1 IIIKOAHY, aAe 11 AO POCIVICbKOI HalliOHAABHOCTY, ...
TaKe 3a4MCAIOBAHE IOTO POCUIICHKOI HAaLliOHAAD-
HOCTU — abCypA. XTO 3HAE IIKOAY POCUIICHKOTO
MaaspcTBa i kaptuH Cemipaa3Koro, Toi1 He byae
CyMHIBaTHCA, 1[0 CbOTO apTUCTA HIIl[O He BsIXKe 3
POCHIICBKOIO LIKOAOKO»®.

¥ 1871 p. CeMupaACbKUI YCHILIHO 3aBePIIye
HaBYaHHSI B aKapeMii. 3aKAIOUHUM aKOPAOM MOTO
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manifested his nationality, but as to the tropics
of his pictures he was an internationalist; the
Muscovites accepted him not only to their school,
but to Russian nationality — such acceptance of
him to Russian nationality — is absurd. Those
who know the school of Russian painting and
Siemiradzki’s pictures will not be in doubt that
this artist cannot be connected to Russian school
by anything”.

In 1871 Siemiradzki successfully graduated
his education. The final accord of his staying in
the Academy was the Diploma work — the picture

“Alexander the Great and His Doctor Philip”, for
which he dutifully received gold medal and the
right to six-year studies abroad.



CTYALVI CTa€e AUTIAOMHA poboTa — KapTuHa «OAeK-
caHAp Beauxkuir ta itoro aikap ®iain», 3a AKky
BiH 3aCAy>X€HO OTPUMYE 30A0TY MEAAAD i IPaBO
LIeCTMPIYHOTO HaBYaHHA 32 KOPAOHOM.

[Ticas IleTepbypra XyAO)KHUK bararo i 3 Ko-
pucTio AAs cebe opopoxye. Y Mionxeni Cemu-
PAACBKMII Mae MOXKAMBICTb HaByaTucs y Kapao
¢dou ITaoTi (1871). Bip 1873 p. meltukae B Pumi, pe
OTpMMaB 3BaHHS aKaAeMiKa, Mi3Hille — npodge-
copa IleTepOyp3bkoi akapeMii mucteuts. OApy-
>KuBcs 3 Mapieto [ IpymmHcbkoro. HaropoasxeHnui
¢dpanuyspkuM oppeHoM [TouecHoro Aeriony, Oy
[Touechum yaeHom Pumcekoi, Typuncekoi, bep-
AiHcbKoI Ta ITapuabkoi akapeMilt MUCTELTB.

Hagisni nobyrom i kpaeBupamu CaobosxaH-
LIIMHY, YKPAalHCbKi MOTUBHU NMOCIAQIOTh 3HAaYHE
Miclie Y TBOPYOCTi XYAO’KHMKA. AAe 3BepHEHHA
MUTLSI AO YKPaTHCBKOI TEMaTUKI LM He OOMEXY-
€TbCs1. B opAHOMY 3i CBOIX MacIITaOHUX IIOAOTEH
«TpusHa Apy>kMHHUKIB CBSTOCAQBA IICAS OOIO ITiA
Aopoctoaom y 971 poui» (1884) Cemupaacbkuit
3BepTaeTbcA A0 icTopil Pyci-Ykpainu. Kaptuna
IAIOCTPY€E OAHY 3i CTOPiHOK HAIIOTO AABHBOT'O MU-
HYAOTO — KpPMBaBe, Ha IOTASIA XYAOXKHMKA, CBAT-
KyBaHH: nepemMoru BeAyKoro KHs3s KMiBCbKOTO
CaTocaaBa IropeBnya Hap BilICBKOM Bi3aHTIl-
cbKoro immeparopa Moana I Lumicxis. Y koHTek-
CTi 100 TBOPYOCTI] 1ie TOAOTHO 3aliMa€ 0COOAVBE
Mic1je, OCKiAbKM YXOAHMX iHIIMX TBOPiB Ha icToO-
PMYHY TEMATHKY B 10T0 AOPOOKY HeMae. Auitie ABi
KapTUHU AOTUYHI AO TOABCBHKOI KyAbTypU («Ilo-
IleH Y CaAOHI KHA3s1 AHTOHa PapsuBiaaa y 1829
poui» (1887) Ta «Anmodeos Konepuuka» (1890)).
A e BOHY, paAllle, TIOCBATA IIEPCOHAM, & He iCTOopil.

BeArKy KiABKiCTb KapTVH XYAO)KHMKa IIPUADAB
AAs1 CBO€I KOAeKL il pociricbkuit imneparop Oaek-
canap IIL Voro 36ipka cTara ocHoBoxo Pociiicbko-

After Petersburg the artist traveled much and
for his own benefit. In Munich Siemiradzki had
the possibility to be tutored by Karl von Piloty
(1871). Staying in Rome beginning with 1873, he
received the title of an Academician, and later
Professor of Petersburg Academy of Arts. He got
married to Mariya Prushynska. He was awarded
with the French order of Honorary Legion, he
was also an Honorary Member of Roman, Turin,
Berlin and Paris Academies of Arts.

Ukrainian subject matter, evoked by the way
of life and Slobozhanshyna landscapes, occupied
a prominent place in artist’s creative work. But
the artist’s appeal to Ukrainian subject matter
was not limited by that. In one of his canvases
“Funeral Feast of Svyatoslav’s compatriots after
the battle at Dorostolin, 971” (1884) Siemiradzki
referred to historic theme. The picture illustrated
one of Ukraine’s pages in history, a peculiar bloody
celebration of victory, as the artist considered, of
Grand Prince of Kyiv, Svyatoslav Ihorevych, over
the army of Byzantine emperor John I Tsimiskes.
In the context of his creative work this work of
art occupies an exceptional place and may be a
single example without any analogues neither in
Russian themes nor any other. Only two pictures
fall within Polish culture (“Chopin in the salon
of Prince Antoni Radziwill in 1829” (1887) and
“Apotheosis of Copernicus” (1890)). But even these
two canvases might be dedicated to the persons
and not history.

Russian emperor Alexander I1I bought a great
number of artist’s pictures for his collection. This
collection became the base of Russian museum.
In spite of this, Siemiradzki had never been con-
sidered a Russian painter in artistic environment.
Enmity (if to soften the artist’s feelings to his for-

Tenpix Cemupadcvkuti 3 poOuHor,



I'enpix Cemupadcvkuii.

Puycvka maticmepHs XyOOMHUKA.

ro my3seto. HeaBakaroun Ha 1ie, B pOCiIICbKOMY ap-
TUCTUYHOMY cepeAoBuili CeMMpaACbKOrO HiKOAU
He BBa)KaAu CBOIM. [AM00Ka HeNpUsI3Hb MUTLS
AO KOAMIIHIX «CITiBBITUM3HUKiB» MPOSIBASIAACS
y KaTeropmMyHii BiAMOBI mpuiimaru ix y cebe Ha
PMMCDBKIil BiAAl

TBopYe >XUTTSA MUTLUA OYAO HaCUYEHUM i
naipuum. Voro MiACYMKOM CTaAM COTHi 4yAO-
BMX >KMBOIIMCHUX 00pa3iB — okpaca mpusar-
HUX i MY3€eITHMX €BPOIENCHKUX 30ipOK, AECITKU
MOHYMEHTAaABHUX IOAOTEH, AKi NPUKpaLIalOTh
IPOMaAChKi criopyau 6ararbox mict city. Cepea
OCTaHHIiX — i AbBiBCbKUI «ITapHac».

JKutteBui masx 'enpixa CemupapcpKkoro
obipBaBcs 23 ceprHs 1902 p.

IToxoBanmit y kocteai Cp. Cranicaasa B Kpa-
KOBI.
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mer Russian compatriots) was being manifested
in categorical refusal to receive them at his villa
in Rome.

The artist had lives fruitful saturated creative
life the total of which are hundreds of brilliant
picturesque images that have become the orna-
ment of European collections both private and
in museums, dozens of monumental canvases,
which decorate private buildings in many cities
and countries, Lviv “Parnas” being mentioned
before.

Henryk Siemiradzki breathed his last on Au-
gust 23, 1902.

He was buried in Roman Catholic Church in
Krakow.






Litynski M. Pamiagtkowy opis teatru
miejskiego we Lwowie. Lwéw: Nakta-
dem autora, 1900. 35 s.

Ogcirtuyk B. ApxirexTypHi mam’sTku
AbBoBa. AbBiB: Kamensp, 1969. 170 c;
BynuukB. C. AepxaBHuI1 icTOpUKO-
apXiTeKTypHUI 3aNOBiAHUK Y AbBO-
Bi. ApiB: Kamensap, 1991. 176 c,;
Bynuuk B. C., AunkaP. M. 3ycrpiu
3i ApBoBOM. AbBiB: Kamensp, 1987.
176 c.; Octposckuit I. C. ApBOB. A.:
NcxyccrBo, 1975. 208 c.

<«[TAPHAC» TEHPIXA  “PARNAS" BY HENRYK

CEMMPAACBHKOTO:
OPUTTHAA,
ECKI3, PETTAIKA

IcTopia MmonyMmeHTaAbHOI KapTuHU «IlapHac»

T'enpixa CeMMpaAChbKOro TiCHO MOB’sI3aHa 3 ic-

TOpi€l0 CIIOPYA’KeHHA Ta BiAKpuTTs OmnepHoOro
TeaTpy Y AbBoBi B 1900 p. 3rapKy po Lo MoAiro,
TeaTp i iloro napapHy 3aBicy MO>XKHa 3HAalITU B
6araTboX iCTOPUYHUX AXKepeAax. Y po3IIMpeHnX
OTASIAAX 3a3BMYail 3TAAYIOTh PO Liell BUCOKO-
MUCTELIbKUI TBip, HAMUCAHUM CIIEL[iaAbHO AAS
AbBIBCBKOI CLIEHU.

BaxauBumu pAAs ictopiorpadii Tearpy € nepiui
3raAKy, sIKi mopae M. AiTMHCBKUI Y CBOiYT MOHO-
rpadii, 1110 BuilIAQ APYKOM Y PiK MO0 BiAKPUTTS'.

Husky craTelt TeaTpaAbHill apxiTekTypi i me-

TOAQM 03A00A€HHSI BUAOBMIIHOL CIIOPYAU NIPU-
cesatus . Tpyu. Xoua B 11oro marepiaaax i He

3rapaHo npo 3asicy CeMupaACbKOro, HOBUM Te-

aTpaAbHUI OYAMHOK AASI TOABCBKOI clieHu Tpy1
HaBOAUTD SIK IPUKAAA AAST YKPaiHCBKOI TPOMaAY,

sIKa TeX IparHe 3BecTy y AbBOBI CBill HalliOHAAb-

HUW TeaTp.
Y HaCTYIHUII — PaAsSIHCbKUIL — iICTOPUYHUM
nepiop Hi GyHAAMeHTaAbHI AOCAIAKEHHSI 3 AbBiB-

CBKOI apXiTeKTypH, Hi Ty TiBHUKM 110 MiCTy He 00-

XOAMAMCD 6e3 3arapky Ipo AbBiBCbKY onepy. CAip
3rapaTu poOOTU TaKMX aBTOPIB, AK B. OBciituyk,
P. Aunka, B. Byituuk, I. OcTpoBcbkuit Ta iHmi®.
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SIEMIRADZKI.
ORIGINAL.
SKETCH. CUE

The history of the monumental picture “Parnas”
by Henryk Siemiradzki is closely connected with
the history of The Opera Theatre constructing
in Lviv in 1900. Mentioning this event, the the-
atre and its front curtain may be found in many
historic and present-day sources. As a rule, ad-
vanced surveys mention this highly artistic cre-
ation made by the artist especially for Lviv stage
as well.

It is important for the theater historiography to
know about the first mentioning, presented by M.
Litynsky in his monograph which was published
at the time of the inauguration’.

Ivan Trush dedicated a number of articles to
the theater architecture and decorating methods
of the showy building. Though his material do not
mention Siemiradzki’s front curtain, he presents
the new theatre building for Polish stage as an ex-
ample for the Ukrainian community which strived
to erect its national theater in Lviv.

During next — Soviet — historic period neither
fundamental researches of Lviv architecture nor
city guides did not miss to mention Lviv Opera
House. It is necessary to call to mind the works
of such authors as V. Ovsiychuk, P. Lypka, V. Vuy-
tsyk, H. Ostrovsky and others®. The authors of



VY mpausgx 4uX HayKoBLiB SIKiCHO OLIiHEHO apXi-
TEeKTYpY TeaTpy, aAe caM MaTepiaA IOAAHUIT He
IIOBHO, (pparMeHTapHO.

Y 4acu He3aAeXXHOI YKpalHU IPOAOBXKYETbCS
AOCAIA>KEHHSI apXITeKTYpU TeaTpy i AOTUYHUX TeM,
30KpeMa KypTuHHu «IlapHac». BuxopsTh Apykom
MoHorpadii i crarri B. IIpockypskosa, IO. fma-
ma, I0. bipioaboBa Ta iHIINX, Y KMX [TepeBaXKHO
PO3IASIAQIOTBCS OKPEMi acrekTy OyaiBHUIITBA
" apxiTeKTypu AbBiBCbKOI onepy, NepcoHaAil
aBTopiB Tow0. Cepep OKpeMux GpyHAAMEHTAAD-
HUX AOCAipXeHBb TBopuocTi . CeMupaacbkoro, B
SIKVX 3TaAYETBCST AbBIBCHKIIT AOPOOOK XYAOKHUKA,
caip Buokpemuty npaui B. Cycax®, T. Kapnosoi®,
O. AeHuceHko.

HarmoBsHii po3Biaku 3 icTopii i1 apxiTeKTypu
AbBiBCbKOI onepu HaAexaTb OxcaHi PomaHiBHI
[Taaamapuyk — baraTopiuHiit 3aBipyBaulli AiTepa-
TYPHOI0 YacTUHOIO TeaTpy. OKpeMi ii mpawi Oyau
HamucaHi y cniBaBTopcTBi 3 T. Eaepom. Ille aBa
BUAAHHS BUMILIAHU y CITiBaBTOPCTBI 31 CAABETHUM
ABBiBCcbKUM doTorpadom Bacuaem [Tuanmrokom™.
ITepie 3 HUX — GOTONYTIBHUK, APYTe — pO3Kill-
HUI TIOAQPYHKOBUIT aAbOOM, SIKMIT TiIAHO IIpe-
3eHTye AbBIBCbKY omnepy i AOHMHIi He BTpaTus
cBoei akTyaabHOCTi. [lepy Oxcanu PomaHiBHU
HaAeXXarTb i iHIIi HayKOBi pO3BiAKH 3 iCTOpII TeaTpy,
30KpeMa, HU3Ka Ipallb, IPUCBIYEHUX BOEHHOMY
IepioAy AISIABHOCTI TeaTpy. Y 3TapaHOMY IIpe3eH-
TauirtHoMy aapboMmi, Aas axoro O. [Taaamapuyk
MIATOTYBaAa BCIO TEKCTOBY YaCTUHY, BPaXkaloThb
006i3HaHICTBH i HaxOBICTb, 3 AKUMU ABTOP TIOAAE HE
TiABKM MaTepiaAu 3 icTopii TeaTpy i TeaTpaAbHOTO
MucTelTBa AbBOBA, a M IPAaBUADBHO, 3i 3HAHHIM
TepMiHOAOTiI onucye i sIKiCHO OLIiHIOE J10T0 apXi-
TeKTYPY, BUCBITAIO€ TeMY NTapaAHOi 3aBicu. Brim, i
TEKCTOBA, i1 iAIOCTPaTVBHA YaCTUHY IOTPEOYIOTH

these works highly evaluate the architecture of
the theater but the material was given in frag-
ments.

At the time since Ukraine has become inde-
pendent the research of theater architecture and
connected topics has been going on, parterre
“Parnas” including. Monographs and articles of
V. Proskuryakov, Yu. Yamash, Yu. Birulyov and
some others were published were published but
they mostly considered separate aspects of Lviv
Opera House building and architecture, about
the authors of the conducted work, etc. among
separate fundamental researches of Semyradsky’s
creative work it is necessary to mention the works
of V. Susal’, T. Karpova', O. Denysenko.

The most complete research in the history and
architecture of Lviv Opera belongs to Oksana
Romanivna Palamarchuk, who was the head of
the literary department in the theater for many
years. As it had been mentioned before, some of
her works were written in co-authorship with
T. Eder. Two more editions were published in
co-authorship with famous Lviv photographer
Vasyl Pylypyuk!’. The first of them was a photo
guide, the second was the luxurious album for
presents which worthily presented Lviv Opera and
has not lost its actuality even today. The penman-
ship of Oksana Romanivna also includes other
scientific research in theater history, in particular,
some works dedicated to the war period of the-
ater activities. In the mentioned above album for
presents (O. Palamarchuk prepared all the texts
herself) expertness and professionalism are im-
pressive. The author presented not only materials
referring to the theater history and theater art in
Lviv, but with proper terminology described and
professionally evaluated its architecture cover-
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Cycak B. = Susak, Vita. Henryk
Siemiradzki we Lwowie = Tenpix Cemu-
paacbkumit y ApBoBi : dziela ze zbioréw
Lwowskiej Galerii Sztuki / Vita Susak.
Stalowa Wola : [Muzeum Regionalne w
Stalowej Woli], 2007. 87 c. : ia.

Kapnosa T. A. Tenpux CeMmupapckmit.
CI16., 2008. 400 c.

ITaramapuyk O., ITnaum'iok B. AbBis-
cbka omnepa. AbBiB: CBiTAO i TiHB,
2000. 256 c.: ia.; [Taaamapuyk O.,
IMuann’iok B. AbBOBCKMIT rocyaap-
CTBEHHBI)I aKapeMUUeCKUI TeaTp
orepsl 1 6aaeTa uM. ViBana @paHKo.
@DoronyreBopuTeab. Kues: Mucre-
uTBO, 1988. 237 c; [Taanamapuyk O. P,
Eaep T.O. AbBiBcbkuit TeaTp omnepu
Ta baaeTy imeni IBana Opanka: Goto-
Hapuc / 2-re BUAQHHS, AOTIOBH. AbBiB:
Kamensp, 1989. 80 c.: ia.



CbOTOAHI AOTIOBHEHD Uepe3 3MiHUY, SIKi CTAaAUCS B
TeaTpi 3 4acy BUXOAY aAbOOMY.

Tema ictopii «ITapHacy» I'enpixa CeMmupaa-
cbKoro y popmari okpemoro MoHorpagdidHOTro
BUAQHHSI BUCBITAIOETBCS BIIEPILE.

AocTeMeHHO HeBiAOMO, UM BipBiayBaB [eHpix y
AUTSYI Ta I0OHALbKi pOKM TeaTp y XapKoBi, aae,

0epyuy AO yBaru jioro pOAVHY i IIAsSIXETHe Mo-

XOA KEeHHSsI, MAaEMO BCi MiACTaBU IPUITYCTUTH, 11O
1iel1 aKT MaB 61 OyTy 00OB’I3KOBUM.

3 BUCOKMMM B3ipLsIMU TeaTpPaAbHOTO MMC-
TelTBa IOHaK MaB 3MOI'Y O3HallOMUTMUCH, yXe
HaByaiounch B [letepOypsi. [TiBHiuHa cTOAMIIS
MaAa i Ma€ cTaTyc KyAbTYPHOI CTOAMLI imIiepil i,
Oe3nepeyHo, OyAa i € TeaTpaAbHUM MiCTOM. Y Mipy

MOXAMBOCTeN, KpiM EpMiTaxky, CTyA€HT BiABiAy-

BaB i clleHiYHi BUcTaBU. VIMOBipHO, 3HallOMCTBO
3 TeaTPaAbHMM MMCTELITBOM HAaKAAAO BiAOMTOK

Ha TBOPYICTb XYAOXKHMKQ, >KMBOMMUCHI KOMIIO-
3UL1 SKOTO, TIepeKOHaHI KPUTUKMY, He TT030aBAe- :

Hi AOTiKM MOCTAaHOBKM Te€aTPAaAbHUX Mi3aHCLEH.
Axio abcTparyBaTucs i1 YSIBUTU JIOTO KapTUHU
y 30iABIIEHOMY MOHYMEHTAaABHOMY (popMmarTi, TO
OiABIIICTD i3 HUX B SIKOCTi TeaTPaAbHOTO 3aAHUKA
cTaAM 6 AOCTOIHOIO OKPACOI0 OYAb-5IKOi €BpOIIelt-
CBbKOI CLIeHH.

Bxxe y 3piaomy Billi, mepep BUKOHaHHSM 3a-

MOBA€EHHS AAS1 ABBiBCBKOI ortepy, CeMMPaACBKUI
HAaIMCaB 3aBiCy AAsI KpakiBcbkoro Tearpy. Lle Oyaa

CIpaBAil KOPMCHA IIPAKTHKA, sIKA AO3BOAVAA MUT- |
UeBi 30araTuTu CBiit mpodeciitHuit AOCBiA i Bpa- |

XyBaTU y AbBiBCbKOMY BapiaHTi BCi HIOAHCH, HEOO-
XiAHI AAST peaaisanii crienndivHOro 3aMOBAEHHS.
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ing the theme of front curtain as well. However,
the textual and illustrative parts need some ad-
ditions today because of the changes which have
happened at the theater since the time of album
publication.

It is for the first time that the history of Henryk
Siemiradzki’s “Parnas” is elucidated in a separate
edition as a monograph.

It is not known for certain whether Henryk visited
Kharkiv theatre in his childhood and youth but
taking into account his family and noble descent,
this fact should be the necessity.

The young man had the possibility to get ac-
quainted with grand models of theatre art during
his studies in Petersburg. The northern capital had
and has the reputation of culture capital in the
empire and has been a theatre city, without doubt.
As far as it was possible for the student, he visited
theater performances, besides the Hermitage. It
was most likely that acquaintance with theater
art made an impression on the further creative
work of the artist. His picturesque compositions,
as his critics mentioned, were not deprived of the
logic in the performance of theatrical mise en
scenes. If you abstract and imagine his pictures
in enlarged monumental size, then most of them
could become beautiful decoration as theatrical
background at any European stage.

It was already in his mature age when Siemi-
radzki painted front curtain for Krakow theatre
before making parterre by request for Lviv theatre.
It was really useful practice which helped the art-
ist to enrich his professional experience and take



ICTOpiH KOHKYPCHUX 3MaraHb 3a BUKOHAaHHA

TIapaAHOI 3aBiCH AASL KPaKiBCbKOTO TE€ATPY BEAb-

MM LikaBa. [i1 rnepeAyBaAa He MEHII 1iiKaBa ic-
TOpist 3BeAeHHs camoro Teatpy. [Ipo armocdepy,
sIKa MMaHYBaAa B CTApOMY KPaKiBCbKOMY MaAalfi

MeabnomeHn, srapyBas IBan Tpyur: «Memka-

foun y Kpakosi 1ie nmepep BOyAyBaHEM HOBOTO
TeaTpy, MaB 51 HarOAY IPUTASIHYTHU CS KUTIO B
cTapiM TearpaAbHUM OYAMHKY nipu lllenaHcpKii
naouti. TearpaabHa caasi Oyaa TicHa i TemHa. Bpak
OCBBITAEHS AAABIIMX MiCLIb AABaB CIIPOMOTY y4a-
I[aTU AO TeaTpy i OIAHIMIIIT KASICI MeIIKaHL{iB
KpakoBa, 60 TeMHOTa KprAa obIIapIaHi WTaHN,
BUTEPTi AIKTi CYPAYTiB, AellleBi IepKaAbOBi CTa-
HVIKM, 200 Mo3eA€eHiAi Bip COHLIS CyKHi»'2. 3ropom
yce 3MiHMAOCH.

Y 1893 poui MicTO OTpUMaAO HOBUII MaAal|
MeabrioMeHy, 3BeA€HUIT 32 MPOEKTOM apXiTek-
Topa fHa 3aBericbkoro. Tpyu-TeaTpaa BipoBiAye

Meplli BUCTABU i AIAUTBCS BpakKeHHAMU: «B HO- |

BOIIOCTaBA€HIM OYAMHKY BiATlaAa HalbipHima
BepCTBa 3aAASI AOOPOTO, PSICHOTO CBiTAQ, BUMOTIB
i oTped Hawix AHIB»'®. AAe mapapHOI 3aBicu

crypeHT KpakiBebkoi akapemii He 6aunthb. He-

3Ba’Kalo4M Ha Te, 110 Ha OYAIBHMLITBO TeaTpy OyB
3aIIAQHOBAHMIT 3HAYHUI OI0AKET, Y 10T0 maparpa-
¢bax He 3HAYMAACH OIIAATA HA ITPOEKT i BUKOHAHHS

pereSeHTaTI/IBHOi KYpPTHAN (AbBiB,HHI/I Bpaxy- §

BaAM Liell HEAOAIK, i KypTuHa OyAa 3aKAapeHa
B O10pXeT). Bumnepeasxaioun moaii, e B 1890 p.
XYAOXKHUK Baopsimex Ayckina (1849-1894)

PO3pOOUB AETAABHUIT €CKi3, 0OpaBIIM 3a OCHO-

By Komno3u1iii cieny 3i CraHicaaBoMm ABrycrom
ITOHSITOBCBKMM — OCTaHHIM ITIOABCBKMM KOPOAEM,
BEAMKVM KHs13eM AMTOBCBKMM — Ta IOCTATSIMU
apTUCTIB TeaTpy I aAeropiaMu MucTeuTs. Bi-
POriAHO, MYHIL[MITAAITET He BAALITyBaAa 0coba

into account all the nuances for putting into life
a specific order.

The history of competition for Krakow theater
front curtain by request was rather interesting.
It was preceded by another interesting story of
the erection of the theater building itself. The
atmosphere in the old Krakow Melpomene Palace
was recollected by I. Trush: “Residing in Krakow
before the building of a new theater I had the pos-
sibility to have a look at the life in the old theater
building at Szczepanski Square. The theater hall
was narrow and dark. The lack of lighting farther
seats gave possibility for poorer classes of Kra-
kow citizens to visit because darkness covered
worn out trousers, threadbare coat sleeves, cheap
muslin under-dresses or bleached by sun frocks™?.
Later everything changed.

In 1893 the city received a new Melpomene
Palace erected after the design of Jan Zawiejski.
L. Trush, a theater lover, visited first performances
and shared his impressions: “In the newly erected
building a large part of the poorest visitors was
misses for the sake of good intensive light, de-
mands or needs of our days™. But the front cur-
tain was not seen by a student of Krakow Academy
from Eastern Galicia. In spite of the fact that an
impressive budget for the theater erection was
planned, its articles did not include the project
payment and execution of representative par-
terre (Lviv citizens took into account drawback
and the order was planned in the budget). Before
the events it was in 1890 that artist Wlodzimierz
Luskina (1849-1894) worked out a detailed sketch
having chosen the scene with Stanislaw August
Poniatowski, the last Polish king, Great Prince of
Lithuania, figures of theatre actors and the allego-
ries of arts. Probably, the King’s personality did not
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12 Tpymu I. HoBuit TeaTpaAbHuUI1 GYAMHOK
i BUrasp Ha 6yayde // ApTUCTUYHMIT
BicHuK. 1905. Ne5. C. 49.

13 TaMm camo.



Ilpoexm kKypmuHu 0L KpAaKis-
cvko20 meampy Baroodsimema Ayc-
KiHU.

KOPOASI IK TOAOBHOTO TIepPCOHa’ka TBOPY, 11 eCKi3
MOBEPHYAU aBTOPOBI.

HacrtynHoro poky mpo6aema HabyAa posro-
Aocy. ITuTaHHA KypPTUMHM NOPYIIMAYM PeAaKTOpU
yaconucy «HoBa pedopmar, SIKi HAaroAOCMAM Ha
aKTyaAbHOCTi MPpOBeAE€HH: KOHKypcy. Ha cay-
HYy NIPOMNO3M1LIil0 MiCbKa BAaAa BippearyBaaa, i
BCEMOABCBKIIT KOHKYPC OYAO OrOAOILIEHO B AO-
Tomy 1892 p. Ille A0 ONIpUAIOAHEHHA YMOB TBOP-
YMX 3MaraHb OAVH i3 YA€HiB KpaKiBCbKOI MiCbKOI1
paau Konpap BeHIIAD 3BepHYBCS 3 AMCTOM AO
lenpixa CeMupaACBKOro, B AKOMY IIPOCUB MUT-
51 AOAYUMTUCSI AO CTBOPEHHSI ITapaAHOi 3aBicu
AASL KPaKiBCbKOTO TeaTpy i HaBiTh 3alIpOINOHY-
BaB MMaTPiOTMYHY TeMy KoMIo3ulii. ApBiBITHU
Mi3Hillle TeXX HAMaraAucsa CXMAUTHU XYAOXKHMKA AO
noAiTusauii cioxxety. Hi B mepiiomy, Hi B Apyromy
BUITAAKY Lie He BAAAOCH.

MiXX TUM, IPOEKTU Ha KOHKYPC MOAAAU XK
LIiCTh XYAOKHUMKIB. JKypi Tpoxu posdapyBaB CIU-
COK YYaCHMKIiB — MepeBa’)kKHO MOAOAMX MOYATKiB-
11iB, 00 X yci crioaiBaAucs mobaunTy cepep KOH-
KYPCaHTiB INpi3Buila iMEHUTUX MaicTpiB. I xoua
Lje crpaBAi OyAu MoAOAL MUTL, cboroaHi Kpakis
MO>Ke TiAbKM NUILIATUCH, 1[0 CepeA aBTOPiB ecKi3iB
KypTuHu 0yau imeHa CraHicaaBa BucnsaHcbko-
ro, l0zeda Meroddepa, Tapeyura Pubxoscbkoro,
KocTtsauTuHa MaHbBKOBCBKOIO, a TaKOX fABiru
Boryupkoi i Tomama AicieBuya. IToBTopHO Ha-
Ainmos i mpoekT Baoasimerxa Ayckinu. OpHak
XYAOKHMK ITOPYIUMB YMOBY QHOHIMHOCTi KOHKYP-
CY, PO3KPUBLIY CBOE iM’sl, TOXK JIOr0 MPOTIO3ULIis
Oyaa ycyHyrta. llle oAMH aMaTOPCHKMI IIPOEKT,
BMKOHAHUI aKBAPEAAIO, HE B35IAYM AO YBaru yepes
HU3bKUII piBeHb BUKOHaHHS. [licAasa TpuBaanux
AVICKYCil1 AO piHAABHOI YaCTMHY KOHKYPCY AOITY-
ctuau ABa mpoekTy — f. boryupkoii T. AicieBuua.
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suit the Municipal Council as the main personage
of the work and they returned the sketch to the
author. Next year did the problem get publicity. In
1891 the picture problem was raised by the editors
of the journal “New Reform” who stresses the
actuality of conducting competition. The city gov-
ernment reacted to the timely proposal and such
competition which was for the whole of Poland
was announced in 1892. Before making public the
conditions of art competition a member of Kra-
kow city council addressed Henryk Siemiradzki
with a letter in which he expressed his request
to join the creation of front curtain for Krakow
theatre and even suggested a patriotic topic for
the composition. Lviv citizens also tried to make
the artist to use a political plot. But they were not
successful in any case.

Meanwhile, the competition was given re-
sponse to by six painters with their own projects.
The jury was somehow disappointed by the list
of mostly young beginners as their expectations
were to see the names of famous artists as the
competitors. Thus, those were young artists and
today Krakow may take pride in their names being
in the list of parterre sketch authors: Stanislaw
Wyspianski, Joseph Mehoffer, Tadeusz Rybkow-
ski, Konstantin Mankowski, as well as Jadwiga
Bohuzka, Tomasz Lisiewicz. Once again there was
a project of Luskin who broke the conditions of
the competition and exposed his name because
his proposal was put aside. One more amateur
project was in water colour and was not taken
into account because of low standard. It was af-
ter prolonged discussions at the final part of the
competition that two projects were chosen, by Ja.
Bohuzka and T.Lisiewicz.



XyaoxHuua 3 Bapmasu faBira borynpka 3a- |

MPOIIOHYBaAa PO3MiCTUTU HAa CBOEMY BapiaHTi 3a-
BicK repb6 i3 yurarolo I'epakaira «mOAepog TAVTWV
natip» («BiifHa € 6aTbKOM ycboro»). B ocHoBi 1i
KOMITO3UIIil — pparmeHT Tepacu, 03A00A€HOI Ha
NepeAHbOMY IMAAHI apXiTeKTYpHUMU eAeMEeHTaMU
Ha TAl BIAKpUTOrO HEOECHOT0, AETKO 3aXMapeHOro
npocropy. [lepcoHasxi cLieHn — KAacu4YHMIT HAOIp i3
IIOKPOBUTEAIB MUCTELITB: ATIOAAOH, aMyP, AEBATD
My3. Y npaBiit yacTuHi cLeHn, 06abiu KOAOHM ABi
>KiHoui mocTati — IToAirimHist i MeAbnoMeHa, 110

The Warsaw woman-artist Bohuzka proposed
to put the coat of arms in her variant of the cur-
tain with Heraclitus’ quotation “néAepog néviwv
natp” (“war is the father of everything”). Her
composition presented a fragment of terrace with
the front part being decorated with architectural
elements against the background of open heavenly
lightly clouded space. The scene characters were
the classical set of Art fathers, Apollo, Cupid, nine
Muses. In the right part of the scene at the column
there were two women figures, Polyhymnia and
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Ilpoexkm KypmuHUu 0As KPAKIBCH-
K020 meampy Aosizu Boeyyvkol.



Ilpoexm KypmuHu OAS KPAKiBCh-
kxoeo meampy Tomauia Aiciesuua.

BKas3ye PyKOI0 Ha pAaAeke MidiuHe MicTo. Y AiBiit ya-
CTMHI Ha cXopax Tepacu cuAUTD Kaio, o 3anucye

Ha IepramMeHTi iMeHa MancTpiB. Aaai B xmapax Bu- :

TaloTh Tpu My3u — Epara, Tepncixopa i Taaist. Oc-
TaHHA XOBA€ETHCA ITiA BEAUKOIO POXKEBOIO MacKoOIo.
HaBripoTu Hux AMyp, HaTAT'YIOuM AyK, 0OMpae cooi
KepTBY. Buinie 3aiBa craTuyHi nocrari Kaaaionu i
EBTepriy, a mepep HUMM Ha TPOHI, Y CAMBI CBiTAQ —
COHLIEAVIKMI ATIOAAOH, 1IJO CITiBa€, TPaoyy Ha Aipi.
Ha camomy Bepxy YpaHisl B CMHbOMY XiTOHi, B 1103i
KapiaTMAM TPUMA€e BEAUKUIL TAOOYC.

®iHnaabHUY TpoeKT ToMmaina AicieBuua, 1o

MaB POMaHTUYHY Ha3By «AaTarTsi», OyB OB~
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Melpomene pointing to the far mythic city with
her hand. Opposing them in the left part there did
there sit Clio on the steps of the terrace who put
down masters’ names on the parchment. Farther
in the clouds were there three flying Muses, Erato,
Terpsichore and Thalia who hid under a large pink
mask. Opposite them Amur was choosing a victim
with a stretched bow. Higher, in the left corner,
there were proportional figures of Calliope and
Evterpe, and before them lit by light Apollo sitting
on the throne, singing and playing the lyre. At the
very top Urania posing in blue tunic as caryatid
kept a large sphere.



3aHMUI 31 CAOBSTHCBKOIO Mipoaoriero i KyAbTOM
OOrMHi Kpacu i OMiKYHKOI0 MUCTELTB AaAu —
CBOEPIAHUM CXiAHO€EBPOIIEMCHKUM IPOTOTUIIOM
ArnoAaaoHa. ABTOp po3MiCTUB 6araTodirypHy Kom-
MO3ULIiI0 HA TAl HIMPOKOIO IPUPOAHBOTO KPAa€EBYU-
AY TIiA 4ac CXOAY COHLSL. B LieHTpi — CBslleHHUM
KaM'sTHMI1 BiBTap i3 BukapoyBauum «LADO JES-
SE», OTOYeHMI1 CAYKUTEASIMU KYABTY i MaBKaMu,
IO pO3MAAIOIOTH >)KepTOBHUI BOrOHb. Hap sxep-
TOBHVMKOM 3A1/IMa€EThCS AUM, SIKUI yropi HabyBae
cuMBoAiuHUX ¢popm lenist Mucteuts i CaaBu.
Ha nepepHbOMY nAaHi y mpaBill 4YaCTUHI KOMIIO-
3ULI1 XYAO)KHUK PO3MICTUB CTApOro AipHUKa i
apdicTKy 3 MysuuHuMM iHCTpyMeHTamu. [Tosaay
HUX AiBUMHA 3a4apOBaHO CAyXa€ MEAOAIl i cmiB.
AiBOpyY — cTapuil i XAOIMYMK MAMBYTb YOBHOM,
a AaAl OGiAsT BOAOVIMU ABI AIBUMHM 3 TA€YMKAMU
HabMpaioTh BOAY. ABTOp po3po0OUB AOCUTB LiKaBe
oOpaMAeHHS Y BUTASIAL OOPAIOPY 3 POCAMHHUM
OPHAaMEHTOM Ha TeMY AATaTTs.

Konkypc npuBabus i 23-piyHOro XxyAo>KHMKa
IO3eda Meroddepa. Y itoro Bepcii KypTuHu B
OCHOBY CIO’KETY ASTAQ Mi3aHClIeHa, B AKUI Ilep-
COHaXi — BiAOMi aKTOpU — AUBAATBCA KPi3b BiA-
KPUTUI IPOCTip Ha KPaKiBCbKY ByAML0 Ar0b6id
(Lubicz), 10 mepcrieKTUBHO BiAAQASIETBCS 3 OA-
HOTo 0OKY, i caaBeTHi ITaaHTU 3 iHmoro. Teat-
PAABHOCTI KapTUHI AOAAAA 30A0TaBA 3aBica, 1110
BiAKpMBae rasgpavy BuA Ha BeuipHin Kpaxis, i aH-
TUYHA cTaTysa EBpimipa, AKuit TpuMae TeaTpaAbHy
MacKy AiBOpy4 y A3epKaai cuieHu. BeuipHiit yac,
IIPOBYAOK AOBOAI 0araToOAIOAHMIL, BiAYYBa€ThCS
pyx i ByaAnuHui roMmiH. Ha nepepAnbomy naaHi
XYAO>KHMK 300pa3uB cebe i coro apyra Cranic-
AaBa BucrnsiHcbKoro Ha nporyasiHui. Meroddep
3amMoBUB ororpadoBi CBiTAMHM 3 0OpasaMi BiAO-
mux akTopiB (TeaeHn Mopke€BCbKoOi, AHTOHIHU

The second final project by Tomasz Lisiewicz,
under the romantic name of “Water lilies” was
connected with Slav mythology and the cult of
beauty goddess and arts guardian Lada, a pecu-
liar Eastern European prototype of Apollo. The
author placed multi figured composition in the
background of wide natural landscape during
the birth of the day and sun rising. In the center
there was a sacred stone sanctuary with carved

“LADO JESSE”, surrounded by priests and forest
nymphs who were kindling sacrificial fire. Smoke
was rising over the sacrificial alter which acquired
symbolic form of Art Genius and Glory on the
top. The artist placed an old lyrist and a harpist
with musical instruments on the front right part
of the composition. Behind them there was a girl
who was charmingly listening to melodies and
singing. On the left an old man and a boy were
rowing a boat, and farther near a pond two girls
were taking water into jars. The author worked out
quite an interesting framing in the form of edging
with plant ornament of water lilies.

Ilpoexm KypmuHu OAsL KPAKIBCh-
ko020 meampy FOzega Mezogpgpepa.



Ilpoexm kypmuHu 045 Kpakiscvkoeo meampy Cmanicaasa Bucnsancvkoeo, 1892 p. Myseii Aeearoncvkozo yHisepcumemy, Kpakis.




TodmanH, I03eda Pixrepa, Orekcanppa AapHOB- |

cbKoro, BaapucaaBa BoliparoBuya Ta iHIIMX), a
TAaKOXX 3HIMKM BYAMIIi Ta MApKy i CKOPUCTABCS
HUMU IIPYU CTBOPEHHSI KOMITO3ULII.

CranicaaB Bucnsincbkuii, Apyr Merodoepa,

II0AAB Ha KOHKYPC CBiil BapiaHT ITapaAHOI 3aBi-

cu. Sk i B AucieBnua, ii cro’keT onMpaeTbCs Ha
CAOB'STHCBKI Iepekasu i midoaorito. [TpucyTHs B
110ro Bepcii i1 TeaTpaAbHa 3aBica, sIKYy po3CyBae

aaeropist Tpareaii. Hap cueHoro BUTamTh nocra-

Ti 3Aaa, CripaBepAUBOCTI Ta PeBHOLIB. Y mpaBin

JacTUHi cieHun 3o00pakeHi aaeropii Komeaii, Ca- :

Typu Ta AI000Bi 3 MackaMu Ha 00AMYusX. HyokHA
yaCTMHA BipAiAeHa Bip OCHOBHOI AeKOPaTUMBHUM
nopyuHeM. B LieHTpi 300pakeHnit cuayet BaBeas
3i cropoHu Bicau. AiBopyd i mpaBopy4 BOAsIHI
HiM®u KMAaIOTh BiHOUKM KBiTiB y BoAy. KapTrHa
obpamMAeHa POCAMHHMM OPHaMEHTOM i MpUKpa-
reHa ABoma Kapryuiamu 3 repbamu Kpakoa ta
MeAaAbiIoHaMU 3 podiAsIMU BUAATHUX AisTuiB
noAbcbKkoi cuenyn. Komnosuuyisa BucnsaHcbkoro
BUIIIIAQ AOBOAI AMHAMIYHOIO 1 eKCIIPEeCUBHOIO.

KoHKypc Ha NpoekT 3aBicu AASL KpaKiBCbKO-

rO TeaTpy TPUBAB TPOXU OiAblile ABOX MiCALB, i
15 kBiTHs 1892 p. B mpeci 3 5IBUAOCS TOBiAOMAEH-
HsI ITpo 1ioro 3aBepiieHHs. OAHaK yepe3 BaraHH:
XXypi iM’st mepeMo>X1ist Tak i He oroaocuam. Ternep
B)Xe He OKpeMa 0c00a, a YITOBHOBa>KeHi BiA MiCbKOI
paau 3BepHyAucs Ao 'enpixa Cemupapcpkoro,
SIKUY TTOCTilTHO MelllKaB Y Pumi, 3 mpoxaHHAM BU-
KOHATY IIPeCTVDKHe 3aMOBAEHHSA. XYAOKHMK PaAO

BIATYKHYBCS, aAe Bippasy MOIepeAUB, 10 AO 3a- :

MTAQHOBAHOTO BIAKPUTTSA TeaTpy Ha 7 >KOBTHA 1893
poky He BcTurHe. 11106 ciieHa Ha YpOUMCTOCTAX
He OyAa IMOPOKHBOIO i IPY LIbOMY He BUTpayaTu
rpolli Ha TMMYacoBUI BapiaHT, OyAO 3aIIPONOHO-
BAHO PO3IMMCATU 3aAi3HY (IPOTUIIOXKEKHY) 3aBicCy.

The competition attracted a young twenty-
three-year old painter Joseph Mehoffer. In his
version of the parterre the basis of the plot was
mise en scene in which personages, famous actors,
were looking, through an open space, at Krakow
street Lubicz which moves away in perspective
on one side and famous Planty on the other. The-
atricality to the picture was added by a golden
curtain which opened view to evening Krakow
and antique statue of Euripides who kept a the-
ater mask on the left side in the stage’s mirror.
The evening time and a lane were quite crowded
with felt movement and street sounds of voices.
On the front the painter depicted himself and
his friend Stanislaw Wispianski at the time of
strolling. Mehoffer ordered photos with images
of famous actors (Helena Modiejewska, Antonina
Hoffmann, Joseph Richter, Alexander Ladnowski,
Wladislaw Woidalowicz and others) as well as
photos of streets and a park and used them in
creating the composition.

Stanislaw Wispianski, Mehoffer’s friend, as
well as Lisiewicz, presented for the competition
his own variant of front curtain with Slav tales
and mythology put into action. His version also
included a theatre curtain which is moved apart
by Tragedy allegory. Over the stage there were
hailing the personages of Evil, Justice and Jealou-
sy. The right part of the scene included allegories
of Comedy, Satire and Love, their faces in masks.
The lower part was separated from the main one
by decorative banister. Down to the ground a sil-
houette of Wawel was depicted from the Vistula.
On the left and right water nymphs threw the
wreaths of flowers into water. The picture was
framed with plant ornament and decorated with
two cartouches with Krakow coat of arms and me-
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Ilpoexm KypmuHu 015 KPAKiBCD-
ko020 meampy lenpixa Cemupadco-
K020, 1892 p. Myseti Hapodosuii y
Bapuiasi.

Eckiz 0o kpakiBcvkoi KypmuHu
T'enpixa Cemupadcbkozo.

4 Czas, 1892, No 42 (21 AwToOr0).

CnipaBy aopyuuan AHroniio Tyxy. Voro kommosu-
1[isl CKAaAaAacCs 3 TPbOX YaCTUH: a)KYPHOI pelriT-
KU-TPIOMO, B OTBOpax fIKOI BiAKPUBAAUCS BUAU
Ha BaBeap, kocTea CB. Mapii Ta koctea boxkoro
Tira. Tpu CKAQAOBUX MOAS — Lie CUMBOAM TPbOX
ocHoBHUX paitoHiB KpakoBa: BaBeas, CepepmicTs
1 Kasimexxa. Posnuc npukpailiaB 3aAi3Hy 3aBicy
A0 1922 p., KoAu OYB 3aMiHeHMII po3NyUCaMM 3
reOMeTPUYHUM CIOXKETOM.

Tum yacom CeMMPaACbKUI TSXKKO NPaALloBaB
HaA HOBOIO 3aBicor0. ¥ KpaKiBCbKOMY 4aCOMMUCI
«Czas» OyAO HAApPYKOBaHe iHTEPB'I0 XYAOXKHUKA,
B SIKOMY BiH 3i3HaBaBcCs: «OCb S MAAIOIO 3aBicy
AASI HOBOTO KpaKiBcbKoro Tearpy. Lle eckis. IToau-
BiTbCS, 51 HAMAAIOBaB I'PYITY aA€TOpUYHUX iryp:
Tparepii, KoMeAil TOIIO, @ HAA HUMMU TeHis noesil.
IToaoTHO OyAe KOoAOCaAbHOTO po3Mipy. Pobora
BaXKKa 1 TSDKKa, sIK o0yAoBa mipamian. Aae st
paAuii, 10 IpUEAHABCS A0 Hel»'™. | aulire yepes
MiB POKY MiCAS BiAKPUTTA KPaKiBCbKOIO TearTpy,

18 xBiTHs 1894 p. xypTrHa CeM1UpaAChKOTro Ipu-

KpacuAa Moro CleHy. ABTOPCbKUI 3aAYM AASI
YaCTUHU MYOAIKYM BUSBUBCS 3a8HAATO CKAAAHUM,
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dallions with famous Polish stage figures’ profiles.
Wyspianski’s composition became quite dynamic
and expressive.

The competition for Krakow Theatre curtain
project had lasted for more than two months
and on April 12, 1892 information appeared in
the press about its completion. But the victor’s
name was not announced because of the jury’s
arguments. Then not only a separate person, but
representatives of the City Council addressed
Henryk Siemiradzki, residing permanently in
Rome, to make the prestigious order. The artist
gladly responded but told at once that he would
not manage to do the job by the planned opening
of the theatre on October 7, 1893. In order for
the stage not to be empty at the ceremony and
at the same time not to spend money in vain for
temporary variant it was proposed to the artist
Antoniy Tukh to paint an iron (anti-fire) curtain.
His composition consisted of three parts: tracery
grating-trumeau the apertures of which opened
Wawel view, St. Mary Catholic Church and God’s
Body Catholic Church. Three component parts
is the symbol of three principal Krakow districts,
Wawel, Central part and Kazimierz. The paint-
ing became the decoration of the iron curtain till
1922 when it was substituted by the painting with
geometrical subject.

Meanwhile Siemiradzki worked hard at the
new curtain. Krakow periodical “Czas” published
artist’s interview in which he admitted: “Here I am
painting a curtain for the new Krakow theatre. It is
a sketch. Look: I am painting a group of allegorical
figures: tragedy, comedy, etc, and above them the
genius of poetry. The canvas will be of a colossal
size. The work is difficult and as difficult as the
building of a pyramid. But I am glad to join it™*.



Kpaxiscvokuii meamp. Kypmuna Ienpixa Cemupadcbkoeo.




2018 p. 125-pivus Kpakiscvkozo
meampy im. FOriywa Crosayprozo
6y10 BiO3HAHEHO YHIKAALHUM NO-
O0apyHKOM — «HOBOW» 3ABICOI0 34
KOHKYPCHUM npoekmom Bucnsm-
CbK020, SKY BUKOHAB XYOOWHUK
Tadeyw Bucmp3ak 3 acucmeHma-
MU, BUXOBAHYAMU AKademii 06-
pazomsop4ux mucmeyms y Kpa-
KoBi. 3a caosamu Bucnsaucvkoeo,
3aBica NOBUHHA (PYHKUIOHYBAMYU
B meampi nonepemMiHHo 3 3aBicor
Cemupadcvkozo. Kpaxiscokuii meamp. Kypmuna Cmanicrasa BucnsaHcovkozo.
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Kpaxiscvokuii meamp. Kypmuna Ienpixa Cemupadcbkoeo.




Cemupadcvkuti Tenpix. Ilapaona
3asica AvBiscvkoi onepu «Ilap-
Hac», 1900 p. I1. 0., 600x900 cm
(BracHicmb AbBiBCbKkol Hayio-
HAAbHOL 2aiepel Mucmeyms
im. Bopuca Bo3Hnuyvkozo, iHB.
Ne DK-4242).

» Cycak B. = Susak, Vita. Henryk
Siemiradzki we Lwowie = Tenpix
Cemupaacekuit y AbBoBi : dziela ze
zbioréw Lwowskiej Galerii Sztuki /
Vita Susak. — Stalowa Wola : [Muzeum
Regionalne w Stalowej Woli], 2007. —
C.29.

TOX y dOIt€ Tearpy rasiaayaM MpOMOHYBAAK TI0-

SICHIOBaAbHY cXxeMy 3aBicu. Ii Takox HapApyKyBaB
yaconuc «Czas».
Y Hall yac KpaKiBCbKUII T€ATp MA€E ABI MapaAHi

3aBicu. Kpim 1BOpiHHA CeMupaAChKoro, rear-

PaABHMI NOPTAaA MepPiOAMYHO MPUKpALIAE 1ie
OAVH ILleAeBp — KYPTHHA, Ky Habararo misHiure
BUKOHAAM 32 IPOeKTOM BucIsiHCbKOTO.

3a AOpyueHHSAM AbBiBCHKOTO KOMiTeTy OyAiBHMII-
TBa TeatTpy, 3urMmyHT loproaescbkuit y 1898 p. za-

MOBUB MapaAHY 3aBiCy AASI ABBIBCBKOI CLIEHU Y
CAQBETHOTIO apTUCTA-MaAsIpa, aBTOpa KYpPTUHU
KpakiBcbkoro Teatpy I'enpixa Cemupaacbkoro.
Ha o1 yac MuTellb NOCTiNIHO IPOKMUBAB y PuMi.
[OproAeBCbKIiT MaB AOMOBUTHCS IIPO BUKOHAHHSI
3aMOBAeHHS 3a 10 THCSY PUHCBKMX 3A. (HACTIpaBAi

Kowmirter maB Aute 6 Tucsiv). [lepeMoBuHY 3altHS-

A TIEBHMII YacC i BEAMCSI MUCbMOBO. XYAOXHIUIK,
PO3YMilouM MpPeCTUXHICTh pOoOOTH, MTPUITHSAB
IIPOIIO3MUIIiI0, aA€ KaTETOPMYHO He TIOTOAMBCA i3
po3amipom roHopapy. Ak aprymenT CeMupaACbKuii
HAaBOAUB CyMY 15 TUC. pUHCBKUX 3A., SIKi IOMY
3aMmAaTUAM 32 KpaKiBCbKy KypTuHY. Kpim Toro,
MOSICHIOBAB XYAOKHIUK, 4acC i KOLITH, BUTpadeHi
Ha BUKOHAHHSI 1ii€l pob0TH, OYyAYTh HE3PiBHSIHHO
6iABLIVMY, HXK CTBOPEHHSI KiABKOX MEHILINX Pop-
MarTiB, sKi npuHecAu 6 JioMy Habarato 6iAbLINIA
3UCK™.

ITicas TpMBaAMX AMCKYCiM i HaBiTh PO3TAS-

AY aAbTEpPHAaTUBHUX NIPOIO3ULIil, OAHIEIO 3 IKUX
OyAO OrOAOIIEHHS KOHKYPCY cepeA MOAbChKUX
XYAOKHUKIiB, KoMiTeT yce ) nmpucraB Ha BUMOTY
Cemupapcpkoro. OpHak cripaBa FOHODPY, a TAKOX
MparHeHHs epeMOrTH y 3a04HOMY 3MaraHHi Mi>X

And it was only in half a year after inauguration
of Krakow theatre, namely, on April 18, 1894 that
a new parterre by Siemiradzki beautified its stage.
Author’s conception appeared to be too complicat-
ed for a part of audience, so the spectators were
presented with the explanation scheme of the
curtain in the theatre foyer, and printed in the
periodical “Czas”.

In our time Krakow Theatre has two front cur-
tains. Besides Siemiradzki’s creation theatre portal
has been periodically decorated with one more
masterpiece , a parterre which was much later
brought to life by Wyspianski’ project.

By proxy of Lviv theatre construction commit-
tee Zigmunt Gorgoliewski ordered a front cur-
tain for Lviv stage with Henryk Siemiradzki, a
famous artist — painter, the author of Krakow
theatre parterre, in 1898. At that time the artist
resided permanently in Rome. Gorgolewski had
to arrange the order for 10 thousand zloty (in fact,
the committee had only 6 thousand). Negotiations
took some time and were conducted in written
form. Understanding the prestige of the work, the
painter accepted the proposal , but categorically
did not agree with the fee amount. As an argu-
ment, Siemiradzki gave the sum of 15 thousand
zloty which he had been paid for Krakow parterre.
Besides, as the painter explained, time and money
spent for making this work, would be incompara-
bly more than creating several smaller sizes which
would bring him much more profit*>.

After prolonged discussions and even consid-
ering alternative proposals (one of them was to
announce a competition among Polish artists),






HeiCHYI0YOI0 AbBiBCbKOIO 3aBiCOI0 Ta B)Ke TOTOBOIO
KPaKiBCbKOIO 3MyCHAM 3aMOBHUKIB 03BYUUTHU XY-
AO>KHMKOBI HM3KY IT00aKaHb LI0AO 3MiCTY TBOPY,
AKUN MaB 6yT1/1 MMaTPiOTUYHMM, HalliOHAAbBHUM,
MPUBHAYEHUM AAS IOABCHKOI ITyOAiku. CeMupaa-
CBKMIT AEAIKATHO OMMHYB L0 TEMY i, {00 YHUK-
HYTU AVICOHAHCY MiXK aHTUYHMMU TIOCTATSIMU
aAeropiy Ta peaAiCTUYHMMM HOBITHIMM CTPOSIMU
i TUIMa)kaMM Cy4acHOCTi, 3aIIPONIOHYBaB PO3Mi-
CTUTY KapTylli 3 BIAITOBIAHOI0 aTpUOYTUKOI0 Ha
60patopi KyptuHu. [lisHiie npu 3aBepieHHi Oy-
AIBHMIITBA T€aTPy B 03A00AEHHI TASIAQLIBKOI 3aAK
3s1BUBCs i repb6 AbBOBa, i MeAaABIIOHY 3 TPOdi-
ASIMU BUAAQTHUX AisT4iB TOABCBHKOI CLIEHHU, aAe 1ie
OyAO 3po0A€HO B iHIIMI crIOCiO i He Ha 3rapaHOMY
00paMA€HHi KypTUHMU.

Yomy CeMMpaAChbKUIT IPOIrHOPYBaB MPOXaH-
HSI MAaTPiOTMYHO HAAQUITOBAHMX 3aMOBHUKIiB? €
A€KiAbKa BiAIOBiAel, i JKopAHA He CBIAUMTB IIPO
SIKYCh HEAIOOOB XYAOXKHMKA A0 OaTbKiBuHu. Ce-
peA M0ro CHiBBITYM3HMKIB Ta CyYaCHMKIB OYAO
YMMAAO KPUTHKIB, AKi 3aKMAQAU XYAO’KHUKOBI
BCE 1[0 3aBI'OAHO, A€ TIABKM He KOAAOOpal[ioHi3M.
BuxoBaHewp i akapemik [TeTepOyp3pKkoi akape-
Mii MUCTEL[TB, OAVH i3 YAIOOAE€HUX XYAOXKHUKIB
imneparopa Oaexcanapa III, BukoHaBewlp unc-
AEHHIUX 3aMOBAEHb Bip iMIIepaTOpChKOI pOAMHY,
Cemupaacpkuii 3aAuiiaBcs B Pocii HeBM3HaHUM,
a paAllle — HEMONYASIPHUM i HaBiTh 3al|bKOBa-
HUM 4y>XUHLEM. Vloro HempuitHATTs B iMmepii
3HAYHOIO MipOI0 6a3yBaAOCs came Ha MaTpioTM3Mi
XYAOKHMKA VI IPUTAaMaHHOMY IOASIKaM Hallio-
HaABHOMY roHopi. Lle Ao06pe iatocTpye npuxpui
BUMNAAOK i3 [TaBaom TpeTbsKOBUM, SIKMI1 BUSABUB
Oa>kaHHs MpUAGaTU OAHY i3 KapTuH CeMupaa-
CBKOTO AASI CBOEL rasepei. Bxke siniiaucs B LiHi,
aAe palToM XYAO>KHUK BiAMOBASETHCS CTaBUTU
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the committee accepted Siemiradzki’s demand.
But the matter of honour as well as aspiration
the competition by correspondence between a
non-existent Lviv curtain and the ready-made
Krakow one forced the clients to announce a list
of wishes for the author referring to the content
which had to be patriotic, national, intended for
Polish audience. Siemiradzki tactfully avoided this
topic and, in order to miss the dissonance between
antique allegorical figures and latest mode and
types of that time, he proposed to put cartouches
at the parterre border. Later at the construction
completion there appeared Lviv coat-of—arms, and
medallions within profiles of famous figures of
Polish stage in the decoration of the hall, but it was
performed differently and not on the mentioned
parterre framing.

Why did Siemiradzki ignore the request of
patriotically minded clients? There are several
answers and not a single one witnessed any dislike
of the artist to his fatherland. There were a lot of
critics among his compatriots and contemporaries
who hinted at the author anything possible but
collaboration. The alumnus and academician of
Petersburg Academy of Arts, a favourite artist of
emperor Alexander III, performer of numerous
orders of the emperor’s family, Siemiradzki re-
mained not recognized, better to say, not popular
and even brought to bay stranger. His non-accep-
tance in the empire was mostly based on artist’s
patriotism and inherent national ambition pecu-
liar for the Polish people. This is clearly explained
by the incident with Pavlo Tretyakov who wished
to buy one of Siemiradzki’s pictures for his gallery.
Having agreed about the price the artist suddenly
refused to put his name on the canvas in Cyrillic
alphabet as had been asked by the buyer. The pic-



Ha MOAOTHI MIAIIC KUPUAULIEIO, SIK TIPOCUB T10-
Kyneub. KapTuHa tak i He Oyaa npuabaHa, 6iAb-

ire Toro — TpeTpsikoB 3po6uB CeMupapCbKOMY
«AOOpY» OIiHiI0 B MUCTELIbKUX KOAaX. 3a 1iei

BUMHOK XYAOXKHMK 3aIIAQTUB BUCOKY LiHY: TTOKa-

30Ba 3HeBara, LIbKYBaHHs, 110 HeaOMsIK BIIAUHYAU
Ha JI0ro ncuxiuHe 3p0poB’s. BriM, poast apcbkol
POAVIHU BiH 3aAMIIABCS OAHUM i3 MUCTEL|bKUX

dbaBopuris; cebe X, HaBiTh MpoXXMBawuu B Ita-

Ali, BBa)XaB BipHUM pOCIMICBKUM MippaaHUM. | Lie,
JIMOBIPHO, OAHA i3 IPUYMH He T Ha SIBHY KOH}-
POHTALIi0 3i CBOIMU MeLjeHaTaMU 1 iMIIePCbKUMU
MTOKPOBUTEASIMU, «3aCBITUBILNCD» Y TOABCBKOMY
MpONaraHAMCTCbKOMY IPOEKTi.

Apyra npu4rHa, OCHOBHA, [IOASITaAd B TOMY,

1110 AbBiBCbKa IpoMaAa BuMaraaa Bip CeMupaa-
CBKOTO 3MiHUTHU CBOE apTUCTUYHE aMIIAya May- |

CTpa CTUAIO «HeOrpeK», 3MiHUTY BAACHY MaHepy,
METOAM i MIAXOAY AO BUKOHAHHS >KMBOIVCHOI'O
3aMOBA€EHHS, 3paAUTY OOpaHOMY aKaAeMiuHOMY
mAsixy. Lle 6yao He mpocTo i He moTpiOHO. Bpem-
Ti-peLIT XyAOXKHVKA 3a AULIMAM Y CIIOKOI. Bin OyB
y Pumi, AOCTaTHBO AaA€KO Bip KOHTPOAEpIB, TOX
MaB MOXXAMBICTb BiAbHO BUPilIyBaTy CUTYaL|IO.
OTpuMaBIIM aBaHC 5 TUCAY PUHCBKUX 3A., XY-
AOXXHUK pO31o4aB po6oTy. Iaero KypTrHM BiH
BMHOIIYBAaB OiABLI HIX MiB POKy. Anre micas

TOTO, SIK ecki3 yaropuau 3 Komiterom, Cemupan- :

CbKUJ IIPUCTYIUB AO BUKOHAaHHS 3aMOBAEHHS,
sIKe TPUBAAO BiA OBTHA 1899 p. no yepBeHb

1900 p. ToToBa KypTHHA CIIOYATKY OyAa BUCTaB-

A€Ha AASI OTAsIAY B Pumi, Ha naouii MaHdpepo
®aHTi, B 3aAi «AKBapiym», a sropoMm — y Iloabmi,
y BapIiIaBchKin 3axeHTi'®. 3 BapiaBu XyAOKHUK
BAQCHOpYY BipAIIpaBUB ii A0 AbBOBa, are TyAU
BOHA ITOTPaNMAa Auie 16 AMCTonaAa, To6To BXxe
micAst BIAKpUTTS Teatpy. Ii orasnyaa Kowmicist y

ture was not bought, moreover, Tretyakov made a

“good” evaluation for Siemiradzki in artistic circles.
The artist paid a high price for the incident: showy
neglect, persecution which greatly influenced his

psychic health. But he remained one of artistic

favourites for the tsar’s family, being a Russian

national, even residing in Italy. And that was prob-
ably one of the reasons not to confront his patrons

and supporters of arts, after “appearing” in Polish

propagandist project.

The second reason, the main one, was in the
fact that Lviv community demanded Siemiradzki
to change his artistic style “neogrek”, change his
own manner, methods and approach to perform-
ing the artistic order, betray his chosen academic
path. It was neither easy nor necessary. In the end
the artist was left in peace. He was in Rome, quite
distantly from controllers, that is why he could
freely solve the situation.

Having received the prepayment of 5 thousand
zloty, he started the work. He had been thinking
over the idea for more than half a year. Only after
the sketch was agreed with the committee Siemi-
radzki started to make the order. The work lasted
from October 1899 till June 1900. The ready-made
canvass was first put for public showing in Rome,
in Manfredo Fanti Square in “Aquarium” Hall
and later in Poland in Warsaw Zakhenti'®. The
artist himself sent it from Warsaw to Lviv, but it
reached Lviv only on November 16, that is, after
the inauguration of the theatre. It was inspected
by the Commission in the House of the produc-
tion shop (now 6a Kulish St.). the curtain could
not be placed in the theater at once as it lacked
proper framing. A meter and a half wide edging
was made by Stanislaw Jasienski having used ad-
hesive art technology on the painting. It was only
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6 Cycax B. = Susak, Vita. Henryk
Siemiradzki we Lwowie = I'enpix
Cemupapcpkuit y AbBoBi : dziela ze
zbioréw Lwowskiej Galerii Sztuki /
Vita Susak. — Stalowa Wola : [Muzeum
Regionalne w Stalowej Woli], 2007. —
C. 31



Opaemenmu 60porpy napaoHoi
3asicu. Xyo. Cmanicaas Acen-
CbKUL.

Aamuncvkuil aBmopcbKuii nionuc
KYPMUHU 3 PUMCDKOI abpesianty-
poro «I. Cemupadcbkuii ye Hama-
Awsas 1900 p.».

ByAMHKY BUPOOHMYMX MaliCTepeHb TeaTpy (HUHi
BYA. Kyaiina, 6a). 3aBicy He MO>kHa OyAO Bipopasy
po3MmillyBaTu B TeaTpi — OpaKyBaAO AOCTOIHOTO
obpamAeHHs. bopAlop mMprHO0 MiBTOpa MeTpa
BuKoHaB CraHicaaB flceHCbKMIT, BUKOPUCTABILN
B PO3IUCI KAeOBY XXMBOMUCHY TeXHiKy. Auiile
13 ciuns 1901 p. «[TapHac» ynepiie 3moraa nooa-
YUTU 1 OLiHUTU ABBiBCbKa mmy0Aika. B 1eit oeHb
10 3aBeplieHHi onepu «BepOym HobGiae» CraHic-
AaBa MoHIOLIKY 3aBica B HOBOMY 0OpaMA€HHi
II0CTaAa MepeA OuMMa NOBaXXHOI mybAixku. KoxeH
3 IPUCYTHIX MaB OIMC CIO’)KeTY HOBOTO TBOPiHHA
PUMCBKOIO XYAOXKHMKa. Y KiHIIi CiYHS 1IbOTO X
poky, 3a pimeHHAM Komirery, CemupaacbKkomy
6yAo HapicAaHO A0 Puma perrry 10 THC. pUHCHKUX
3A. 00YMOBAEHOTO TOHOPApY.

3a 4YBepTb CTOAITTA nepeOyBaHHSA HA CLEHI
TeaTpy TEXHIYHUI CTaH XMBOMUCY KYPTUHU He-
abusK MOTipIIUBCS, TOX, abu 30epertu 1meAeBp
i 3a0e3meunTy TOMY MOCTITHUI AOTASIA CIieljia-

on January 13, 1901 that Lviv audience could see
and evaluate “Parnas’ for the first time. It was on
that day after the opera performance “Verbum
Mobile” by Stanislaw Moniuszko the curtain, in
a new framing, appeared before the honorable
audience. Every spectator had a printed plot de-
scription of the new creation of Roman artist. At
the end of the year Semyradsky was sent the rest



AiCTiB, BUHUKAA TTOTpeba mepeHeCcTu BUTBIp
A0 Myselo. Bip 1925 p. «I[TapHac» nepebyBaB Ha
excrio3uuii y IlpomucaoBomy mysei (Hnui HMA
iMm. Mutponoauta Auapes lllenTunpkoro, mo

Ha np. CBo6oay, 20). TTip yac HiMeLbKOI OKY-

nallii 3aBica, IMOBipHO, IOBEPHYAACA AO TeaTpy.
IIpunaiiMHi BiaAOMO, 1110 HiMLi, BiACTynaloun 3i

ApBoBa y 1944 p., maAu Hamip 1i 3abpatu — TUIIO-

of 10 thousand zloty by the Committee decision
as it had been agreed.

During a quarter of the century at the the-
ater stage the parterre painting took a turn for
the worse, that is why in order to preserve the
masterpiece and guarantee the constant care of
specialists there appeared the need to transfer
the creation to the museum. Since 1925 “Parnas”
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Ilopman cyeHu AbBiBCbKO20 me-
ampy 3 napaoHorw KypmuHow
«Ilapuac».



17 Smaur }O. ApxirexTypa TearpiB AbBo-
Ba (kiHeup XVIII — mepura moAoBuHa
XIX cr.). ApBiB: AHY im. IBana @pan-
Ka, 2004. C. 120.

¥ https://www.dorotheum.com/
en/1/6004008/

Ba MpaKTyUKa 3arapoHuKiB. [i mpukAasoM Mosxe
CAY>KUTH AOASI YHIKQABHOI AIOCTPY BUPOOHULITBA
BiaeHCbKOI Gpabpuku AeMyTa, siKa IpUKpallaAa
TASIAQLIBKY 3aAy TeaTpy Ckap0Oeka, i IKy OKyIaHT1
AEMOHTYBaAU i1 BuBe3au Ao Himeuunnu'. o
X A0 KypTuHU CeMMpaAChKOro, TO AbBiBCBKUM
naTpioram BAAAoOCs i1 BpATYBaTy, NPUXOBABLIN
MiA KYIOIO iHIIMX AeKOpaLii MiA CLIeHOIO.

SIK mapapOKCaAbHO 1ie CbOTOAHI He 3BY4YaAo 0,

npore icHye e MiHiMym ABa «ITapHacu» Cemu-

papcbkoro. OAVH i3 HUX BUCTaBASAM Ha BipeH-
CbKOMY ayKLioHi B maAani Aoporeym (Dorotheum,

AOT N2667) y 2018 poui'®. L[ kapTuHa 32 KOMIIO3U-

LIiTHOIO HO6YAOBOI0 €, HalliMOBIipHillle, eCKi3HOI0
BepCi€l0 aBTOPA, AAKY BiH MIT B3STU 32 OCHOBY AASL
MOHYMEHTaABHOTO TIOAOTHA. A0Ope mpopobAeHM
OAIVIHMII ecKi3, sikuit mpakTuaHmit CeMupaACbKUI
AOBIB AO 3aBepLIEHOCTi BUIIYKAHOI KapTUHU 3
HaMipOM IOAQABIIOrO MPOAAXKY, Ma€ po3Mipu
79,8x120 cm. Ha aykuioH po6ora norpamnuaa 3

npuBaTHOi KoAek1lil B [ToAbmi. TexHiuHmit cepru-

dikar, IKMI1 AAS ayKL[iOHY € BaXKAMBUM AOKYMEH-
TOM, 1IJO AOBOAUTDB aBTOPCTBO, HaAaB Ipodecop
Mandpep llpaithep 3 IHCTUTYTY IpUpOAHMYMX
HayK i TexHoAOri1 MUCTeUTB (AKaaeMist KpaCHUX
MUCTeLTB, BiaeHp). KapTyHa TakoX cynpoBoAXy-
BaAach HaykoBuMu koMmeHTapsimu Ph. D. Oabpru
Cyrpo6oBoi-Pot. 3a mouyarkoBoi uinu 10-15 Tuc.
€BpO KapTMHY NMPUAOaB HEBIAOMMIIT BAACHUK 3a
100 Tuc. eBpo.

Ha mepmnit morasip, st KapTMHa KOMIO3U- |
LIif1HO He BiAPi3HSETbCS BiA AbBIBCHKOI IMapaa-

HOI 3aBicu. BaXkAMBOI0 0COOAUBICTIO € Maskop-
HiCTh pOo0OOTHM: BOHA OiABIII SICHA, i LIPOMY CIIpUSIE
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had been exposed in Industrial museum (now
Lviv National Museum named after Metropolitan

Andrey Sheptytsky in 20 Svoboda Avenue). During

German occupation the curtain might have re-
turned to the theatre. At least it is known that

the Germans retreating Lviv in 1944, intended to

take it which was typical of invaders. Its example

may be the fate of a unique chandelier produced

by Vienna Demute factory and decorated Skarbek
theater hall which the invaders removed and took
to Germany". As to Siemiradzki canvas Lviv pa-
triots managed to save it having hidden it under a

pile of other decorations under the stage.

It may sound as a paradox, there exist at least
two more “Parnas” pictures by Siemiradzki. One
picture was exhibited at Vienna auction in Doro-
theum Palace (lot No. 667) in 2018'. This canvas
of the same name as Lviv one is rather the au-
thor’s sketch version as to its composition. It could
have been taken as the basis for the monumental
canvas. The well-done sketch in oils which was
performed to completion by practical Siemiradzki
with the intention to sell it later is 79.8 x 120 cm in
size. The picture got to the auction from a private
collection in Poland. Technical certificate which
was an important document to prove the author-
ship, was given by professor Manfred Schreiner
from Academy of Fine Arts, Vienna. The picture
was accompanied by scientific commentaries of
PhD Olha Suhrobova. With the starting price
of 10-15 thousand euro the picture was paid for
100 thousand euro by an unknown owner.

At the first sight the mentioned picture did not
differ from Lviv front curtain in composition. An



T'enpix Cemupaocvkuii. «IlapHac» (eckiz 0o kypmunu) nionuc H. Siemiradzki. I1. o., 79,8x120. IIpusamma 36ipka.




9 https://www.sothebys.com/en/buy/
auction/2020/russian-pictures-
2?ocale=en

TAO CLieHU — OAQKUTHE, AeABe 3aXMapeHe Hebo.
OAMHOKe AepeBO (Ha KYpTHHI — ABa AepeBa), 1o
pocTe BIPUTYA AO BiBTaps AIIOAAOHA, 3aCTYIIa€
JIOTO Y BE€PXHill YaCTUHI MEPEXTAUBUM >KYPOM
TEeMHO-OAVBKOBMX TiAOK, SIKi BIAKMAQIOTh TiHb
Ha cBATHHIO. B 3aBici CeMupaACbKMi1 3MiHUTD
aKLEHTU: TAO CYTTEBO 3aTEMHUTb, 3pOOUTD HOTO
HaIlpy>XeHO-TpariuHMM Ha KOHTPAcCTi 3 SICHOIO
nAsIMOI0 BiBTapsa. Qirypu crokeTHUX ePCOHAXiB
3aAMIIaTbCA Malke B TUX CaMMX I03aX, AK Ha
eckisi, aAe B OAHOMY BUITAAKY KiABKiCTB ix Oyae
3MeHIlIeHa (3HUKHYTh Tpu cradakui ¢pirypu Ha

3aAHPOMY IIAQHi [IPaBOPy4Y), @ B iHIIOMY — YMOB-

HO 30iAblieHi (MapioHeTKY, IKUX TpuMae TaAis).
ITocTaTti Mi3aHCLleHM MaTUMYTb He3Ha4Hi Bip-
MiHHOCTI B pAeTaAasax opsry. Ckaximo, aaeropis
DdanTa3sil Ha eckisi Maiike OrOA€Ha, AUIIe AiBe
ii CTETHO IPUKPUBAE POKEBO-TiA€CHA Apaliepisl.
A yxBiTuaHa clieHa MakeTy Tearpy 6ias Hir Ta-
Ail Ha 3aBici OTpUMae AOAATKOBUI CUMBOAIYHUI
aTpubyT y BUTASIAI TePHOBMX TiAoK. CTpMMaHICTD
€CKi3y IPOSIBASIETHCA 1 Y BUKOPUCTaHHI KOABODY.

Oco06AMBO Lie TOMITHO y TpakTyBaHHi Kpua (PaH- |

Tasis), Ae 1[e HeMa€ SIBHUX HATSIKIB HA TPOITiYHe
pisHOOapB’sE METEAVKIB.

Tperiit «ITapuac» [enpixa CeMupaaCbKoro 3'sIBUB-
s B IIOA1 30py IPUXMADBHYKIB MUCTELITBA Y TPYAHI

2020 p. Ha HAMIIPECTVDKHILIOMY CBITOBOMY MMC-

terpbkomy aykuioni Corbic (1 December 2020,
11:00 GMT, London)¥. TlopiBHsIHO 3 BipeH-
CBKOIO BEPCi€l0, HA AOHAOHCBKMX TOprax 0yao
BUCTaBA€He OiABII MacIITaOHe OAiliHE IIOAOTHO
(91x147 cm) — AOBOAI TOUHA 3MeHILIEHA KOITisl OpU-
riHaAy, 1[0 AOBeAM AeKiabka (daxiBLiB, 30KkpeMa
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important distinction was the cheerfulness of the

work, brighter and that was supported by the scene

background, blue slightly clouded sky. A single

tree (there were two trees on the parterre) which

grew close to Apollo’s altar was shaded in the left
upper part with glimmering openwork of dark
olive branches giving shadow on the sanctuary. On
the canvas Siemiradzki changes the accents, the

background was mostly darkened, tensely tragic,
in contrast to the bright spot of the altar. The plot
figures of the characters remained practically in

the same postures in the sketch but their number
would be less in one case three staphazh figures in

the background to the right) in the other case con-
ventionally enlarged (their marionettes were kept
by Thalia). The mise en scene figures would have

slight difference in clothes details but the allegory
of Fantasy would be almost naked in the sketch,
only her left thigh would be covered with lightly
pinked cover. Decorated theatre layout scene near
Talia in the original would gain additional sym-
bolic attribute of prunus spinosa branches. The

sketch restrain would also be shown in using the

colour. It especially refers to the interpretation

of wings (Fantasy) where the mimicry of tropical

butterflies did not become apparent.

The third “Parnas” by Henryk Siemiradzki ap-
peared before the eyes of art admirers in Decem-
ber 2020 at the world most prestigious auction
Sotheby’s (December 1, 2020 — 11.00 GMT - Lon-
don)®. In comparison with Vienna version the
London auction presented a larger painting in oil
(size 91x147 cm). That work was rather a precise
smaller copy of the original which was proved by



Ph. D. Aominika CapkoBuu 3 HarjioHaApHOTO
mysero y Kpaxosi. I'lpu ii HanucaHi XyAOKHUK
KOPUCTYBaBCs IIepeAOBOIO Ha TOII Yac i BOAHOYAC
CKAQAHOIO TEXHiKOI0 doTopenpopyKuii. Ximiu-
HUI aHAA13 i eKcrepTu3a MoKa3aAHy, 10 IOAOTHO

OYAO MTPOKAEEHE KEAATVHOM i3 AOAABAHHSIM CIIO-

AYK CpibAQ, 5IKi YyTAUBI AO CBiTAa. IpyHT MicTHB
TaKOX Tinc. MeToAOM NMpoeKLii 3 HeraTuBy Ha

MATOTOBAEHY OCHOBY 6yAO TiepeHeceHe Gpororpa-

¢iuHe 300paskeHHsT OpUTiHAAY TOTOBOI KyPTUHM.
OTpuMaHuit pUCYHOK y XiMiuHMI1 crioci6 Oyao 3a-

dixcoano. CeMMpaACbKuii, HaitiMOBipHille, CKO-

puctascs ponomoroio daxiBuis i3 porompouecy.
Tax BiH YyHMKHYB TPaAULIiIHOTO 11 AOBOAI TpUBa-
AOTO Ta HYAHOTO IIpOlLieCy IlepeHeCeHHs PUCYHKa
3a AOIIOMOTOI0 MaclITabHoI ciTku. B orpumanomy
4OpHO-0iAOMY, He 30BCiM sIKICHOMY 300pa’keHHi
xommo3uuii «[TapHacy» Ba)XAUBUM OyB came pu-
cyHoK. CeMupaAChKHiT 0OBiB KOHTYpHU Qiryp Ta
OCHOBHMUX IPEAMETIB KOPUUHEBOIO Gapboro, SIKY
IIPY YBa’KHOMY OOCTEXXeHi poOOTH MOXKHA AETKO
noMmituty. Ta HaBiTh el eTan poOOTU APY’KMHA
XYAO>KHMKA Mapisi B OAHOMY 3 AUCTiB OnucaAa siK

«HYAHMUID». L[pOro 6yA0 AOCTaTHBO, 11j00 IPOAOB-

XXUTY poOOTY B 3BUYANHII )XMBOIIVICHUI CIIOCIO.
ExcriepTyt 3a3Ha4a0Th, 1110 B CTUAICTUL]i BUKOHAH-
Hs poOOTM NPUCYTHI XapaKTePHi AAS XYAOXKHMKA
TEeXHIUHi IpUIIOMU: MAaCTO3He MUCbMO, TeXHiKa
iMITacTo, MPOAPSIIIYBaHHSI OKPEMUX AiASITHOK Io-
CTPUM iHCTPyMeHTOM (MacTMXiHOM) IO CUPOMY
mapy ¢apbu, yBara Ao AeTaAels, imitaliisi TekcTyp

i pakTyp, 0cO6AMBaA MaliCTEpHICTD Ta iAl030p-

HICTb B NepeAadi I0BEAIPHMX 30A0TUX MpPUKpaC
towto. IliATBepA>Kye aBTOPCTBO 1 )KMBOIMCHA
MaAiTpa, KO0 KOPUCTYBaBCs aBTOp Komii. BoHa
30ira€Tbcsi 3 HOMEHKAATYpoo papb, IKMMU Hail-
yacTimle KopuctyBaBcsa CeMUpaACbKUI y CBOIN

a number of specialists, including PhD Domini-
ka Sarkowicz of Krakow National Museum. The
artist used technique up-to-date at that time and
at the same time complicated photo reproduction.
Chemical analysis and expertise showed that the
canvas was glued with gelatin with adding com-
pounds of silver which were sensitive to light. The
ground included plaster. The method of projecting
was used to transfer the photographic image of
the ready-made parterre original from negative
to the picture ground. The received picture was
fixed chemically. Siemiradzki might have used the
help of specialists in photographing process. In
such a way he avoided the traditional and rather
long and dull process of transferring the painting
with the help of vast net. In the received black-and-
white, not quite qualitative “Parnas” composition
image the important thing was the presence of the
drawing. Siemiradzki outlined figures and main
image subjects with brown paint which may be
easily noticed in close investigation. But even this
stage of the work was described by the artist’s wife
as “dull” in one of her letters. Further on it was
enough for continuing work in the usual artistic
way. The experts mentioned that the performed
style included technical manner characteristic of
the artist. These were pasta handwriting, impasto
technique, scratching separate parts with sharp
instrument (palette knife) on the damp paint layer,
imitation of texture and style, especially skill and
illusiveness in painting golden adornments, etc.
The authorship was also supported by picturesque
palette used by the author of the copy. It matched
the paint selection set which Siemiradzki mostly
used in his work. Those were the compositions
of chrome (yellow and green), mixture based on
iron and copper, including copper-arsenic green,
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Tenpix Cemupadcvkuil. «[lapwac» ~ TBOPYOCTi (CIIOAYKM XpOMY >KOBTOrO i 3eaeHoro, | viridian and different shades of yellow. The author

(konis 3asicu), n. o., 91x147. I[lpu-  CyMillli Ha OCHOBI 3aAi3a 11 MiAl, BKAIOUHO 3 Mia- - also preferred zinc white over white lead which
BamHa 30ipka. HO-MMUIIISIKOBOIO 3eA€HOI0 (copper-arsenic green), - was also characteristic of his painting. The ex-
BipipianoM (viridian) Ta pisuumu BiaTiHKamu >xoB- | perts could not miss such a detail as the way of
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TOrO0). ABTOp HaA2€ IepeBary LIMHKOBUM OiavAaM
Ha CBUHLIEBMMU, IO TAKOXK € XapaKTEPHUM AAS
110r0 MaAsApCcTBa. EKCIIepTy He OMMHAIOTD i TaKy
A€TaAb, SIK XapakTep 3a0MBaHHSI LIBSXiB ITPU Ha-
TArYBaHHI IOAOTHA Ha MiApaMHUK. | B 11ii po0OoTi,
i B iHmux cBoix TBopax CeMupaAChKuii 3a01Bae
LIBSIXU B TOpelb MTiApaMHMKa Yepe3 HaTATHYTe
MIOAOTHO AMIIIe HAallIOAOBMHY, @ TIOTIM 1X 3arMHae.
3a TOro4acHoOI IPaKTUKOI0, XYAOKHUKM a00 BU-
KOHaBIIi GpipMOBUX MTiAPAMHUKIB 3a01BaAY LIBSXU
noBHicTIo. [To3a TuM meTops CeMupaaChKoro i Ao-
CKOHAAILINIL, | HAAIMHIIINIT: TOAOTHO iKCyeThCs
He AMIIe LMIASNKOIO 11BSIXa, @ TPMMAETbCS Haye
ck006010. LM METOAOM KOPUCTYETHCS OiABIIICTD
CYyYaCHUX XYAOXKHUKIB.

ABTOD He nepeliMaBCs A€TAASIMU, TOMY B KOl
baraTo aAeropiit MalOTh iHIII PUKPACH, AETAAI
OAATY.

Haa3BruaitHO LiiKaBUI IPOBEHAHC TPETbOr0
«ITapHacy», BKazaHui1 B ayKIIiIOHHUX AOKYMEHTaX.
OToX, 32 BEpCi€0 MOABCBKUX AOCAIAHMKIB, Ce-
MupaAcbkuil y 1900 p. BUKOHaB 3MeHIIeHY KOIIilo
AbBIBCDBKOI TeaTpaAbHOI 3aBiCM Ha 3aMOBA€HHS
Asrycra Mopiua Eayapaa I'epbcra, 3 sikum 6yB
ocobucro 3Haromuit. [epbcT — OAMH i3 HalBi-
AOMIIIKX i HaMl3aMOKHIILIIMX MeIIKaHIIiB AoA3i,
TEeKCTMABHUII MarHat, pOAMHI SKOI0 HaA€XXaAO
Aekiapka $pabpuK y perioHi, i mpeAOK HMHILIHIX
BAACHMKiB KapTUHU. 1875 pOKy BiH OAPYXMBCA 3
Matuabpoto lernbaep, crapiroio poukor Kapaa
Biapreapma Illeitbaepa. Came llleitbaep cripomir-
cs1 nepeTBOPUTU AOA3D Y LIEHTP TEKCTMABHOTO
BUPOOHMILITBA EBPOIENCHKOTO PiBHS, & J10TO 35Th
MiAXOIMB MiAIIPUEMHULIBKY ecTadeTy. 3 4acom
MO3ULiI TEKCTUABHOI KOpIiopaliii Aullle 3MillHIOo-
BaAuCh. Y 1918 p. EAyapa, MOAOAILINIE 3 HAIIAAKIB
T'epOcTiB, opopy>xuBcs 3 Eaoro I'pomanH, sika moxo-

nailing when putting the canvas into the framing.
S[emiradzki hammered nails into the framing (in
the copy and other versions) around the periphery
over the stretched canvas only in half and then
bended it. According to that time practice authors
or producers of framing hammered nails to the
full. By the way, Siemiradzki’s method was more
perfect and safe, the canvas was fixed not only by
the head of the nail, but also kept it as a hook. This
method is used today by most present-day artists.

The author was not concerned with the details,
thjusn the allegories in the copy had different or-
naments, clothes details.

The third “Parnas” provenance was highly in-
teresting as it was mentioned in auction docu-
ments. Thus, according to the version of Polish
researchers Siemiradzki made a smaller copy of
Lviv theatre curtain by order of August Moritz
Edward Herbst in 1900, whom he was acquainted
with personally. Herbst was one of the most fa-
mous and rich citizens on Lodz, a textile magnate
of several factories in the region and ancestor of
the present day owners of the picture. In 1875 he
married Matilda Scheibler, the older daughter of

Ienpix Cemupadcvkuli. «IlapHac»
(konis 3asicu), n. o., 91x147 (380-
POMHA CIOPOHA).



Tlepuii BAaACHUKU ABMOPCHKOL KO-
nii 3asicu «Ilapuac» Aseycm Mo-
piy E0yapo ITepbcm 3 OpymuHowo
Mamuavoor Llletiorep.

AVAQ 3 AOBOAi 3aMO>KHOI poAVHU HpOMI/ICAOBLIiB

3 Aopsi. Moaopsta nepeixaau Ao Ciaesii. Biaomo,

IO caMe B 1XHil capaubi 36epiraBcs srapaHuin
«[TapHac» Cemupaacbkoro. Kaptuna 6yaa Tam
AO TepeadacHoI cMepTi BAacHuka 'y 1929 p. I'icas
uporo roro maru, Matuabaa Illeitbaep, 3abpasa
MIOAOTHO A0 cBoro naaany B Comnoti. Y 1939 p.
Maruabaa IOMePAAQ, i BXe MiA yac BiiiHY, B 1943 p.,
i1 oHyku IHrepbopr ta Ypcyaa BianIpaBuAM TBip
pasoM 3 iHIIMMM POAVHHUMMU KOIITOBHOCTAMU
A0 IHCOpyKa, Ae Memikaaa ixHs MaTu. KapTuna
MepeXX1Aa BiliHY, 11 AKMIICh YacC HaBiTh XOBAAM Bi
OKYIIaHTiB Y ByriaAbHOMY mipBaai. «ITapHac», Ha
IIACTs, 30CTaBCS HEYIIKOAKEHUM i 3aAMILABCSA B
PoAMHI A0 3rapaHoro aykuiony Cot6ic 2020 poxky.

Bia MOBOEHHMX POKiB i AOHMHI IapapHa Kyp-
TnHa «IlapHac» T'eHpixa CeMMpaACbKOro MUAYye
OKO BipBiAyBauiB AbBiBCbKOI orntepu. 3aBica i paai

nepeOyBa€ B AOHI Teatpy, ase y 1967 p., 3a piuieH-
HaM Minictepcrsa KyapTypu YPCP, 6yaa nepe-

AaHa Ha 6aAaaHC ABBIBCBKill KApTUHHIN rasepel
(HuHi AbBiBCbKa HallilOHaAbHA TaA€pest MUCTELITB
im. b. BosHuupkoro). @axiBui-pecraBparopu ra-
Aepel 3AIMCHIOIOTD BIATIOBIAHUI AOTASIA 32 HEIO.

Kart Wilhelm Scheibler. It is known that it was

Karl who managed to change Lodz into the centre

of textile production on the European level and his

son-in-law followed his path. The positions of the

textile corporation strengthened with the passing

time. Thus in 1918 Edward, the youngest of the

Herbsts’ descendants, married Ella Gromann from

a well-to-do family of manufacturers in Lodz. The

young couple moved to reside in Silesia to the

estate in which there was the mentioned “Parnas”
by Siemiradzki. The picture remained there up to

the untimely death of the owner in 1929. After that

his mother Matilda took the copy to her palace in

Sopot. After her death (in 1939) in the time of war

in 1943 her grandchildren Inherborg and Ursula

sent the picture, with other family precious things,
to Insbruck where their mother lived. The picture

outlived the war. It was even in hiding from oc-
cupants in coal basement box. Luckily, “Parnas”
remained safe and stayed with the family till 2020

Sotheby’s auction.

Since post-war years till the present the front
canvas “Parnas” by Henryk Siemiradzki has been
the pleasure to the eye of Lviv Opera visitors. The
canvas remains in the possession of the theatre but
in 1967 it was transferred to the balance of Lviv
Art Gallery (now Lviv national Gallery of Arts
named after B. Voznytsky) by the decision of the
Ministry of Culture of UkrSSR. Specialists-resto-
rers take a special care of it.
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Ilepconawi napaouoi 3asicu IeH-
pixa Cemupadcvkoeo:

1

9.

O NN KR N

Migis.

Posym.

Mervnomera (mpazedis).
Taxis (komedis).

Kaio (icmopis).
DopmyHa.

Carasa.

Epoc.

Qaxmas3sis.

10. Epamo.

11. Tepncixopa.

12. Esmepna.

13. IoricimHis.

14. Kaanriona.

15. Ksaopuea AnorroHa.

[TAPAAHA
3ABICA AK TBIP
MMCTELITBA

KypTusna: croxer

VY neHTpi KOMNo3ullii — cTeaa BiBTaps xpamy
AmnoaasoHa B Aeapdax. Ha ppoHTaabHIN nAO-
IIVHI CTEAU B MEAAABIOHI 300paskeHa KBaApuUra
CoHllecsIiiHOrO Oora. ITepea >kepTOBHOIO BaTpPOIO
cUAUTD XpuiA i BilyHka ITidis. AiBopyu Bip Hei —

FRONT CURTAIN
AS THE WORK
OF ART

Parterre: subject

The center of the composition is a stele of Apollo’s
temple altar in Delphi. The front plane of the stele,
in the roundel, there is depicted the quadriga of
God lightened by the sun. Priestess and prophetess
Pythia (TTuBia in Greek) is sitting before the sac-




Posywm, mo TpuMae B pyui Tepesu. IIpaBopyd Bip
BiBTaps PO3MICTMANCSA ITOCTATi KAQCUYHUX MY3:
MeabnomeHa (Tpareais), Taais (komepist) Ta Kaio
(ictopist). OcTaHHS TpUMA€E PO3KPUTY KHUTY 3
AQTMHCBKMM HamucoM «Tak 0yao, Tak €, Tak Oyae
3aBXXAM». BiABHOIO AiBOIO PYKOIO My3a BKa3y€e Ha
aAeropii AIACBKMX cIoKyC — QopTyHY (A0AT0), 11O
6aAraHCye Ha MMABHIN Oyap6Oami, Epoca i Caasy.
3aiBa Bip ITidii a0 ii miAHATOI pyKu TOpKaeTbCs
kpuaaTta QaHrasia. AaAi AiBOpPyY Ha TAl iAMAiY-
HOT'O KpaeBUAY 300paXkeHi iHIIi My3u: AIOOOBHOI
noesii — EpaTo 3 aiporo, Tanuio — Tepricixopa 3
OyOHOM, sIKa IPAETHCS 3 aMypPYMKaMU, AipUYHOL
noesii — Kpuaara EBTepma, My3uKu Ta riMHIB —
[MoairimHist 3 apdoto, eniunoi moesii — Kaaaiomna

y AaBpoBOMY BiHKY. Micus AAst YpaHil, Mmysu ac-

TPOHOMiI 3 HE0E€CHOTO MTAaHTEOHY, B aBTOPCBKOMY
3aAYMi, SIK i B TeaTPaAbHOMY MUCTELITBI 3aTaAOM,
He 3HAIIIAOCA.

I B XpakiBCbKill KypTUHI, i y AbBiBCbKill CeMu-

PaAACBKMIT BUKOPUCTOBYE KOMIIO3ULIi0 3 aKLjeH-

TOBAaHMM LIEHTPOM, YPiBHOBa)XEH/M I'PyNIaMU
IpaBopyY i AiBOpyHY, I1j0 3araAoM 30aAaHCOBYE

300paxeHHs1. Llelt akapeMiqYHUI IPUHLINIL, Y KO-

MY BeAMKe 3HaYeHHsI Ma€ A3epKaAbHa CUMeETpif,
pPOOUTBH CTPYKTYPY KapTMHM CTiMIKOIO i CTabiAb-
HOI0. 3rapaHi poOOTU BIAPISHSIOTHCS TUM, IO
KpaKiBcbhKa KOMIO3MLIisI Aeljo pparMeHTapHa, ii
LIeHTpaAbHA YaCTMHA 3 IOPTAAOM SIBHO AOMiHYE
B MPOINOPLiTHOMY MAaHi NOPiBHSHO 3 iHIIMMU
JacTMHAMM, TOAQ AK Y AbBiBcbKOoMy «IlapHaci»

XYAOKHMKOBI BAQETBCS AOCATHYTHU TapMOHii, po3- !

AiAI/IBII_[I/I NNAOIIMHY HA TPpU piBHOSHa‘-IHi YaCTMHUAN
I10 I‘OpI/ISOHTaAi Ta I10 BepTI/IKaAi 3a AOIIOMOT OO

rificial fireside. Wisdom to the left of her is keep-
ing balance in his hands. To the right of the altar
there are figures of classical muses: Melpomene
(Tragedy) and Clio (History). The latter keeps an
open book with an inscription in Latin “Thus has
it always been, and thus shall it ever be) (Latin sic
semper erat, et sic semper erit). With the free left
hand the Muse points to the allegory of people
temptation Fortune who balances on soap bub-
ble, Eros and Glory. To the left of Pythia winged
Fantasy touches her raised hand. Further to the
left on the background of idyllic landscape other
Muses are depicted: amorous poetry — Erato with
a lyre, dance — Terpsichore with a drum playing
with little Cupids, lyrical poetry — winged Evterpa,
music and hymns — Polyhymnia with a harp, epic
poetry — Calliope in laurel wreath. There was no
place for Urania, the muse of astronomy from
celestial pantheon, in the author’s project as in
theatrical art in general.

Both in Krakow and Lviv parterres Siemiradzki
used the central composition underlying the cen-
tre balanced by groups which balanced the im-
age in general. This academic principle, in which
great importance is paid to mirror symmetry,
made the canvas structure firm and stable. These
works differed from Krakow composition as they
were a little fragmentary, its central part with
the portal clearly dominates proportionally in
comparison with other parts, but in Lviv “Par-
nas” the author managed to achieve harmony
having divided the plane into three equal parts
horizontally and vertically with the help of the so-
called the third part principle. There appeared




Komnosuyitinuii anaris. Ipasuira TaK 3BaHOTO HPABUAG mpemuH. Y KapTuHi 351B- | more space in the picture, more air. It was much

mpemur ma cnipari Pibonaqui 8 AS€TbCA OiAble IPOCTODY, biAblIe MOBiTPsA. AB- | easier for the author to use mese en scene in this
cmpykmypysanHi naowunu «llap- ~ TOPOBi HAbAraTo Aeriie orepyBary MisaHclieHaMu  open environment. This principle of composition
Hacy» (FO. Amawu). B 1IbOMY BiAKpuTOMYy cepepoBuii. Lleit mpunimn  structuring with the help of net with the threefold

CTPYKTYpYBaHHsI KOMIO3uLii 3a pooriomoroo citku - division, so-called net phi, is widely used in the
3 MOTPiIHUM AiA€HHSM, TaK 3BaHOI cimku ¢i : present-day photography at the moment of fram-
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(phi), mmpoko 3acTocoByerbes B cyyacHiin poro-

rpadii B MOMEHT KaApyBaHHS; AesiKi poTokaMepu
MAIOTb OIIIil 3 aHAAOTIYHVM HAAALITYBaHHAM.
®Doxkyc «ITapHacy» TpMMa€eTbCS He TiABKM 3aB-

ASIKM aKLIEHTOBAaHOMY MOPTAAYy BiBTaps. ¥ LieH-

TPaABHMIT CErMEHT KOMITO3UL1ii AOOpe BIIUCYETbCS
6iAbII AMHaMiYHa pirypa — poM0, K1l BKAIOYAE
ABa €AEMEHTU-aHTUIIOAU: KOAO MEAAADbJMOHA 3

KBaAPUTOIO i MIOTO BipA3€pKaAeHHsSI Ha TOPU3OH-

TAADbHIl IOBEPXHI, SIKe IPY NIEPCIEKTMBHOMY CKO-
pOUY€EHHi NIepeTBOPIOETHCS HA OBAA CBSIIIEHHOTO
BorHuia. Llei1 CMMBOAIYHO-eHEepPreTUYHUI OBaA
MiACBIAOMO CITpaBAsI€ Bpa’KeHH KOHCTPYKTUBHOI
OCHOBU poMO0a, a TOBTOPEHMIT BUILIE aHAAOT{UHUIA
nepecriB cutyalii pooutb roaosy ITi¢ii ocHoBo0O
KOAOITOAIOHOTO MeAaAbIIOHA.

BesymoBHO, CeMupaACbkuit ¢paxoBo omnepye
He Auie GopMaMU i MAOLIVMHAMM, SIKUMM A€TKO
BMAIASIE€ LIEHTPp KOMIO3MUllil, @ 1 BUKOPUCTOBYE

AAS LIbOTO TOHAaAbHI aKklieHTU. HaricBiTailioro Be-

AVIKOIO TIASIMOIO KapTMHM 3aAMIIAIOTbCA dirypm
1 eAeMEHTU CaMe y 3TaAQHOMY YMOBHOMY POMOi.
YiTke 11 AOTiUYHe CTPYKTYPYBaHHA MAOIVHU

KYPTUHY, 11 AOCKOHaAO BPiBHOB2)KEHI KOMITOHEH-

TU MaAu OU 3pOOUTU KOMIIO3UIIIO CTATUYIHOIO.
Hartomictb 06cepBaTOp 6a4nTh Aif0, 6AYUTD KUT-

T4, BiAUyBae Mopux erepy. OCHOBHUI PyX Ha Kap- :

TUHI TIOYMHAETbCA Bip BiBTapHOI Barpu. Pimiam
KYPUTBCS AOTOpH, i pa3oM 3 HUM MiAHOCUTBHCS

(anrasis. TpaexTopiro LIbOro NOAbOTY onmucye 30-

AoTa cripaab — cripaab DiboHavyi, yHiBepcaabHa
dopmyaa BeecBity, cBOepiAHMIT KOCMIYHUI KAIOY
XUTTA. 3aKAaAeHi y popmyay cripaai ocHoBu 30-
Aotoro nepetuHy AeoHapao PiboHauui, 3BicHO,
BipoMi CeMMpaACbKOMY, TOXK IIpU HAroAi BiH HUMU
BMiAO KOpUCTYeTbCs. MOXHa criocTepiratut eBo-
Aol 3apayMy CeMUPaAChKOIO Y 3aCTOCYBaHHi

ing. Some photo cameras even have options with
analogous disposition.

The focus of “Parnas” was not only supported
thanks to the emphasized part of the portal and
the altar. A more dynamic figure, rhomb, fitted
better into the central segment of the composi-
tion. The rhomb included two elements-antipodes.
medalion circle with quadriga and its reflection
on the horizontal plane which, in perspective
shortening, changed into the oval sacred fire. This
symbolically energetic oval symbolically made
impression of constructive rhomb base and the
repeated higher analogous rehash of the situation
made Pythia’s head the base for the circle-like
medallion.

Evidently, Siemiradzki professionally managed
not only the forms and planes with which he easily
emphasized the composition center but used tone
accents with this aim. The lightest large spot of the
picture was figures and elements in the mentioned
provisional rhomb.

The exact and logical structuring of the par-
terre plane, the perfectly balanced components
should have made the composition static. Instead
the observer sees the action, sees the life, feels the
breath of ether. In the picture the main movement
began at the altar fire. Incense was rising up and
together with it did Fantasy rise. The trajectory
of the flight was encircled by Golden spiral, Fibo-
nacci spiral, the versatile formula of the Universe,
a peculiar cosmic key to life. Siemiradzki must
have known about Leonardo Fibonacci basis of
Golden Intersection put into the spiral formu-
la, thus when opportunity offered, he used them
skillfully. It is possible to observe the evolution of
Siemiradzki’s intention in using Fibonacci spiral,
having compared the sketch of Fantasy and its fin-
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cripaai @iboHavyi, MOPiBHABILY €CKi3HUI MaAIO-
Hok DaHTasii Ta 1i 3aBepiieHuUt 06pas HA KapTu-
Hi. CraTuyHa, BpiBHOBa)keHa Iepiua — i1 edipHa,
ITAMBKa Y BUXOPpI cIlipaAi Apyra. 3araabHa KOMIIO-
3ULisl M030yBa€eThCsI MEPTBOI CTATUKY, HATOMICTD
3BASIETBCS PYX, HeCKiHUEHHA AMHaMiKa SIKOTO
3aII0OBHIOE BeChb IPOCTip KapTUHU. M1 He 6aunmMo
Ha TIOAOTHI CKaM'sIHiAMX Qiryp, Ko)kHa IIOCTaThb
JKeCTOM i PyXOM BUKa3ye cBOi eMollii. ABTOp Tak
MOBEPTAE NEPCOHAXI, 1[0 IXH MAACTUKA MIAIrpye
KOMIIO3MLIIIHOMY 3aAyMY, AOIIOMArae BisyaAbHO
BU3HAYUTU I MIAKPECAUTHY HANIPABASAIOUi 30A0TOL
ciTku Ta i1 moxipAHux. Ha pucyHKy 3i cxeMolo cim-
Ku ¢pi (phi) e A0Ope BrAHO. BepxHIo ropu3oHTaAb
nipkpecatoe QopTyHa, )KeCT PyKu sIKoi IepeOyBae
Ha OAHOMY piBHi 3 MakiBKamu roais Kaio, Posy-
My (mpaBopyu), Eparo i Kaaaionu (aiBopyu). Ha
AIHIIO HVDKHDBOI TOPM30HTAaAl IOTPANASIE PyKa 3
MAE€4YOBUM 1osicoM TaAlii, a B AiBiJ1 YaCTUHI — IAe-
yosuit nosc IloairimHii pazoM i3 MakiBKamMu roais
aMypuMKiB. AiaroHaAb Bip AiBOrO HYDKHBOTO KyTa
MiAKPECAIOI0Tb PyXM aMypuMKiB Ta )kecTu Epoca
i CaraBM y IpaBOMY BepXHbOMY KYTi. AlaroHaAb
BiA BEPXHBOTO AIBOTrO KyTa MPOXOAUTH AOTUYHO
3 Toukamu (ikCOBaHOTO 300pa’keHHs 3irHyTUX
y AikTi mpaBux pyk ®anrasii Ta Meabnomenu. I
1le He MOXKe OyTM IpoCcTuM 36irom. Y wii cxemi
MPOCTEXXYETHCS YiTKa, AOTiYHA KOMIIO3M1Iis, MO-
OypaoBaHa BiAIIOBIiAHO AO KAQCMYHMX 3aKOHIB i
aKaAeMiuHMX MpaBUA.

[Toripu Te apTUCT-MaAsIp HE OOMEXYETHCS
MpaBMAAMU TPETUHU, cXxeMaMu cimku ¢i (phi)
Ta cripaai ®i6oHauyi. Moro aBTOpCcbKuii clieHa-
pii1 — 1e cueHorpadiuHMIT ONNC TeaTPAABHOI A,
sIKa BiAOyBa€eTbCs i O TOPU30OHTAAIL i IO BepTU-
KaAli, i 0 AiaroHaAli, 1110 TTOSICHIOETHCSI AOTiKOIO
BUIL[eHABEAEHMX CXeM. 3a PeXXMCYPOIo, HACTYITHa
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ished image on the canvas. Static, even-tempered
figure is in the first, and etheric, changing in a
whirlwind spiral one in the second. The general
composition got rid of dead static, instead move-
ment appeared, everlasting dynamics of which
filled the whole space of the picture. We do not see
petrified figures in the sketch, each figure showed
the emotions by jest and movement. The author
turned the personages in such a way that their
plastics somehow supported the compositional
intention, helped to set visually and underlined
the directives of the golden set and its derivatives.
It is clearly seen in the canvas after the outline of
set phi. The upper horizontal line underlined For-
tune, her hand jest stayed at the same level with
head tops of Clio, Wisdom (on the right), Elato
and Calliope (on the left). The lower horizontal
line reached the hand with Thalia’s shoulder belt
and the left part reached Polyhymnia’s shoulder
belt together with head tops of little amours. The
diagonal, from the left lower angle, was underlined
by little amours movements and Eros and Glory’s
jests in the right upper angle. The diagonal from
upper left angle moved very closely to the points
of fixed-at-elbow image of right arms of Fantasy
and Melpomene. And it could not be simple co-
incidence. The exact logical composition is seen
in the scheme which was built according to the
classical laws and academic rules.

But the artist-painter did not limit himself by
the rules of the third part, schemes of net phi
and Fibonacci spiral. His scenario as the author
was the stage script of theatrical action which
was taking place both horizontally, vertically
and diagonally, which was explained by the log-
ic of the abovementioned schemes. According
to the producer, the next action was the action



Alsl — 1le Aisl B TAMOMHY CLIeHY, B HAIIOMY BUIIAA- |

Ky — B TAMOMHY KapTuHu. Lleit pyx BiAOyBaeTbCs
B)XKe 32 iHIIMMM 3aKOHaMM >kaHpy. [TounHaroun
3 A0OU BiApOAIKeHHS, XyAOXKHUKM OIIAHOBYIOThb

METOA NEePCHeKTUBU, AKUI IIMPOKO 3aCTOCOBY-
I0Tb IIEPEBA’KHO B yPOAHICTUYHUX KpaeBUAAX. Y

cBoiit komno3uyii CeMMpaACbKUII IIOEAHYE apXi-

TEKTYpPHi eaeMeHTU 3 AaHALTadpTOM. CaMe apxi-

TEKTYPHi eaeMeHTU (PpOHTaAbHE 300pa>keHHs

NOpTaAy CBATUAUIIA bes MMEPCIIEKTUBHUX CKO-

poueHb), a He TPUBUMIPHY apxiTeKTypy. HaTsik
Ha MepCIeKTYBHE CKOPOYEHHS MOXKHA MTO0aYUTH

Auue y pparmMeHTi moaiymy BiBTapsi Ta B KaM’s-

HOMY MOILIeHHI ITlepeA HMM Ha TepeAHbOMY MAAHi.
Ocxkiapky CeMMpaAChKMIL He MOYKe CIIOBHA 3aCTO-
CYBaTU AiHiVIHY EPCIEKTUBY 0€3 OTIOPHUX TOYOK
HapaAeAbHMX AiHiN, Ki IPUCYTHI B 300paskeHHSIX
MOBHOL[iHHMX apXiTeKTYPHMX 00'€KTiB, BiH 3aCTO-
COBYE iHIINI, MEHII BipooMult MeToA. Lle meTop

AQIITYHKOBOI IIepCIeKTUBU — AoOpe Bisomuit Te-

aTpaAbHUM AekoparopaM i cueHorpagam. CyTb
METOAY TOASITA€ Y CTPYKTYPYBaHHIi Nei13a’KHOTO

300pakeHHsI Ha mAaHu. Ha cueHi 1jfo poAb yacT-

KOBO BMKOHYe napa Kyaic. lI[o 6iabie naaxis, To
AaAi B TAMOMHY TPOCYBa€eThCs cepeaoBuie. Heme-
peBepIleHNM MaliCTPOM LibOrO METOAY OyB €BreH
Ancux. OueBrALi 110r0 AeKOpaLiii TOBOPUAY, 1O
MmoKasaHe Ha 3aBicax 300pa’keHHsI MOYMHAETbCS
Ha clieHi AbBiBCbKOI OIlepy, a 3aKiHUYY€ETbCS «AECh
6iAs KiAbLIsI» (TOBOPOT Ha BYA. AMIIMHCBKOTIO).

CemupaacbkoMy He 6yAo moTpebu Tak ranbo-

KO po3KpuBaTu npocrip. BiH pobuts 1je B Mipy,
3aCTOCOBYIOUM AeKiAbKa nAaHiB. [lepminii, Bxxe

3rapQHUI — MOILEHHS IepeA ToAiyMoM i3 repco-

Ha)kKaMu. ApyTruil MAaH — OCHOBHUII — MOAIyM i3
niepcoHa>kamMy. Tperiit mAaH — GpOHTaAbHA CTeAa
cBATUAMIA. YeTBepTuit i msiTuit maanu — ¢iry-

into the depth of the stage, in our case, into the
depth of the canvas. This movement had already
been taking place according to the genre laws.
Beginning with the era of Renaissance the artists
gained proficiency in the method of perspective
widely applied it mostly in urban landscapes. In
his composition Siemiradzki combined archi-
tectural elements with landscape ones: namely,
architectural elements (front image of sanctu-
ary portal without perspective shortening) but
not three-dimensional architecture. The hint to
perspective shortening may be seen only in the
altar podium and in stone base before it in the
front part. As far as Siemiradzki could not ful-
ly apply linear perspective without supporting
points of parallel lines which were present in the
images of valuable architectural objects, he used
another, less known method. The method of wing
perspective is well known to theatre decorators
and stage directors. The essence of the method is
structuring landscape image into plans. On the
stage this role is partly performed by a couple of
side-scenes. The more plans, the farther into the
depths moves the environment. Yevhen Lysyk
was the best master in this method. Evidently, his
decorations told that the shown image started on
Lviv Opera stage and finished “somewhere near
the circle” (the turn to Lypynsky Street). Siemi-
radzki did not need to open the space so deeply.
He made it sufficiently using several plans. The
first, mentioned above, was cobble in front of the
podium. The second plan — the main — was the
podium with personages. The third plan was front
stele of the sanctuary. The fourth and fifth plans
were figures of separate personages on the right
and tree fragments on the left. Further on there
appeared at least three plans of natural landscape.
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PY OKpeMUX ITEPCOHa’KiB IpaBoOpyY i pparMeHTU

AepeB AiBopyd. AaAi MiHIMYyM Tpu mAaHu npu-

POAHOTO AaHAIIAdTY. ABTOPOBI LIbOTO AOCTAaTHBO,
100 CTBOPUTH 1AK03i10 peaAbHOCTI.

B apcenaAi KoMmosuiinHmux 3acobiB BEAUKOTO
3HaBL aHTMYHOCTI [enpixa CeMmpaACbKoro 3Ha-
XOAMMO TaKOXX METOA iCTOPU3MY, KU MOASITa€E
Y peTeAbHOMY AOTPMMAaHHI MaKCMMaABHOI AO-
CTOBIPHOCTI y cTapa’KHMX KOMIIOHEHTAX, B OAsI3i
MepCOHa’iB, Y MIPUMHLUIIAX OPAEPHOI CUCTEeMU
/1 apXiTeKTYPHUX AETAAAX. XYAOXKHUK BAATAE Y
cAinmy4o-6iAnit rimariit [Tigito, moBepx HeMTpaAb-
HUX TYHiK pisHoOapBHi Toru HocsiTh Kaio, Posym,
Eparo, Taais;, Meabniomena, IloairimHis, maeui
Kaaaionu npukpusae exzomic. Kaptrna Hanos-

HeHa MEAOAIHMMU 3ByKaMH i CIiBOM IlepCOHa-

XiB, sIKi rpaloTh Ha Aipax, apdi, 6yoHi, aBaoci. B

OCTaTOuHiil Bepcii KApTMHY, Ha BiAMiHY Bi Mo-

nepeAHbOro eckisy, 0iast Taaii 3s1BAsieTbCst MakeT
TeaTpaAbHOI CLIeH!, TOYHillle — Ii mopTaA, Npu-
KpallleHUJ1 TepHOM i TposiHpAamu. Haa AzepkasoMm
iMITpOBi30BaHOI ClLieHU BUAHO AQTMHCBKUI HAIIKC
«Theatrum vanitas. RISYS. LACRIMAE» («Teatp
mapHocaaBctBa. CMIX. CAbO3M»). Livoro pasy

CeMupaACbKUI BIACTYTIA€ Bip icTOpM3MYy i He BU- §

KOPUCTOBYE B3ipellb aHTM4YHOTO TeaTpy. VMlomy
HOTpiOeH 3p0o3yMiAmil yCiM CUMBOA i TASIMA, {00
3alIOBHUTY BUMYIIEHY IPOTaAMHY B KOMIIO3MIIil,
1[0 BiH i poOUTb. [HIIMII aTpUOYT — KOMeAITHY
Macky 0iast Taail — XyAO)KHUK MarvbKe KOIIOE 3
Mo3aiyHoro ekcrioHarta II ct. y Kanitoainicbkomy
Mmysei B Pumi.

BuurykaHoto i Aelljo MOMII€3HOI0 BUTASIAQE
CTeAa BiBTaps, Ae aBTOP MiKCY€ apXiTeKTYpHi
eAeMEHTM 1 AeTaAi: OABIVHI MiAOHUM CTUAiI30Ba-
HOTO KOPMH(CHKOI0 OpAEpY, MYILAi, MacKapoHH,
KapTylli i MeAQABIIOHY, aTAAHTHU i KpMUAATi A€BU.

It was enough for the author in order to create the
illusion of reality.

The arsenal of compositional means of Hen-
ryk Siemiradzki, a great expert in antiquity, also
included historical method which consisted in
detailed maximum observance in staffage compo-
nents, personages’ clothes, principles of order sys-
tem and architectural details. The artist dressed
Pythia into dazzling white hymatiy (Greek. Tpd-
Tov), over the neutral tunics Clio, Wisdom, Er-
ato, Thalia, Melpomene wore multi-colour togas,
Calliope’s shoulders were covered with exomis.
The picture was filled with melodic sounds and
personages’ singing, playing lyres, harp, drum,
avlos. The final version of the canvas, unlike in
the preceding sketch, copy of the central scene
appeared near Thalia, to say more exactly, its por-
tal decorated with wild rose and roses. Over the
mirror in the improvised stage Latin inscription
was seen: “Teatrum vanitas. RYSES. LACRIMAE”
(theatre of arrogance. LAUGHTER. TEARS). This
time Siemiradzki deviated from historic punc-
tuality and used an example of antique theatre.
He needed symbol; and spot, understandable by
everybody to bridge the forced gap in the com-
position, so he did it. Another attribute, Thalia’s
comedy mask, is a copied mosaic exhibit of the
second century in Capitolium Museum in Rome.

The altar stele looks somewhat exquisite and
pompous where the author mixed architectur-
al elements and details: double pylons of styled
Corinthia order, mussels, masks, cartouches and
medallions, atlantises and winged lions. The
bas-relief with the quadriga of Apollo, father of
Arts, is carrying symbol important for the theatre.
Fronts of many theatres were decorated with the
analogous quadriga, in particular Lviv theatre


https://uk.wikipedia.org/wiki/%D0%93%D1%80%D0%B5%D1%86%D1%8C%D0%BA%D0%B0_%D0%BC%D0%BE%D0%B2%D0%B0

Bapeabed 3 KBapApUTow0 AMMOAAOHA, TOKPOBUTEAST
MUCTELTB, Hece BaXKAUBY AASI T€ATPY CUMBOAIKY.
Takor KBaApUTOI0 pUKpaasu GpoHTOHM bara-
TbOX T€ATPiB, 30KpeMa AbBiBCBKOI'0 TeaTpy rpada
CranicaaBa Ckapb6exa (mip yac 6ypesito 1847 p.
KBaApUra BIIaAQ, i GiAblie i1 He IOHOBAIOBAAM).
lfeapoT 03A00AeHHsT cTeau CeMUPaACBKUI TTO-
CUAIOE MAJICTEPHO NepeAaHNMU PaKTypaMH i TeK-
CTypaMU MapMypy, KaMeHI0, T030A0TH. Ta monpu
PO3MAITTs 3aCTOCOBAHMX EAEMEHTIB 300pasKeHH S
CTeAd BUTASIAA€E LIiABHOIO i CTPYMaHO-AOCTaTHBOIO,
11[00 CAYTYBATU TAOM AASI IEHTPAABHMX IIEPCOHA-
’KiB KOMITO3MIIi1.

Heo30poeHum okom nomitHo, mo Cemupaa-
CBKMII YYAOBUIT KOAOPUCT. Vloro «ITapHac» — 1ie
CBSTO KOABODY i CBiTAa. BiH He yHUKae BIAKpUTUX
AOKaABHUX ITASIM, i LJe IPUPOAHO AAS TeaTPaAbHOL
TeMMU. [ Bce X y 10ro KOAbOPOCIPUITHATTI MeHILe
eMolil, imnpecionictuyHocTi. Lle BuBipeHa, Ao-
rivHa i 36aaaHcoBaHa rpa BiATiHKaMWy, L0 Hara-
Ay€ KapHaBaAbHe AIJICTBO, A€ KOXKHA Mi3aHCLieHa
IIOCTaBA€HA i AOOpe 3peXxrcoBaHa. XYAOXKHUK, SIK
y>Ke OyAO CKa3aHo, GOKYCYe MOTASIA CIIOCTepiraya
Ha rocrari [Tiii, ssxa HanMcaHa MaiiKe YUCTUMU
GiarAamu. Perrra OTOYEHHS BUpiIIeHa X0 i CTpo-
KaTOK0 KOMOiHaLIi€I0 SICKPaBUX MTASIM, aA€ BCi BOHU
TOHAABHO CAQO0ILIi, HDK LIEHTP i, 1[0 Ay>Ke BaXKAUBO,
30aAaHCOBaHi BIAHOCHO BEPTMKAABHOIL OCi c1uMe-
Tpil. AMBOBIVIKHY KapTUHY AQ€ CIIEKTPAAbHU
aHaAi3 B po6oTi CeMMpaACbKOTO AUIIIE ABOX CIIO-
AYK Ha OCHOBI 4YepBOHOTO i )KOBTOr0. AHaAOTriyHa
CUTYaLisl i 3 pellITOI0 CKAAAOBUX CIEKTPY.

MeTopMKa 3aCTOCYBAaHHSI aBTOPOM KOABOPY
3arasoMm 3po3ymisa. OpHaK LIOCh Y KYPTHHI Bce
K HEeIOKOITb, IKeChb He3po3yMiAe i MpaKTUIHO
He TIOMITHe BiAXVMA€EHHS BiA 3BUYHMX IIAOAOHIB.
Kpuaa, kpuaa HeboxuteaiB! JK y HOciiB cBiT-

of Count Stanislaw Skarbek (during the storm
in 1847 the quadriga fell down and it was never
restored). Siemiradzki enforced the generosity of
stele decoration by artistically transferred styles
of marble, stone, gilding. Despite the variety of
the applied elements the stele image looks com-
pact and frostily-sufficient in order to serve as the
background for the composition center personages.

It is visible to the naked eye that Siemiradzki
was a brilliant colourist. His “Parnas” is the holi-
day of colour and light. He did not avoid open local
spots and it was natural for a theatre topic. But in
his colour perceiving there were less emotions, im-
pressionism. It was a verified, logical and balanced
play with tints which resembled carnival action in
which every mese en scene was well staged and
produced. The artist as it had been mentioned be-
fore, focused the observer’s look on Pythia’s figure
which was painted in clear white colour. The rest
of the environment was performed in somewhat
combined gay bright spots, but all of them were
in weaker tints than the center and, which is the
most important, were balanced as to the vertical
shaft of symmetry. An odd picture was presented
by the spectral analysis of only two compounds
on the basis of red and yellow in Siemiradski’s
work. The analogous situation is with the rest of
the specter compounds.

The author’s manner of using colour is under-
standable in general. But something in the canvas
still bothers, some not quite understandable and
practically not noticeable deviation from usual
pattern. Wings, wings of heaven inhabitants! As
the mediums of light, beauty and inspired, they
should be white! This nonconformity to the rules
was noticed in Semyradsky’” work by Ukrainian
art critic Ivan Dudych: “The image of Fantasy de-



Komnosuyiinuit anaaiz. baranc
#0BMO20 BIOHOCHO 0Ci cumempil
(FO. Amau).

AQ, TIPEKPACHOT0 11 OAYXOTBOPEHOT'O BOHM MAIOTh
oyTu 6iaumu! Ll1o HeBiATIOBiAHICTD TpaBMAaM

nomivyae y CeMMpaACbKOro yKpaiHCbKUIT MUC-

TelTBO3HaBelb IBaH Ayand: «OcobanBoi yBa-
r' 3acAyroBye obpas QaHrasii — 1je BpopAMBa
MOAOAQ JKiHKa, I[[0 3MaXOM KPUA MiAHOCUTbHCS
Hap IHIIMMU [epCOHa)kaMu y OiAiil CyKHI, sKa
oroamwe ii mepca. [i cTan onepisye BurapAuBuit
MosIC, @ HOTY NMPUXOBaHi y ApalmipyBaHHi, Hade
IPUXOBYIOTb XBicT MidiuHoi cupenu. I'oaoBa
@DaHrTas3ii MoBepHeHa BAiBO, y NpaBiil pyLi BoHa
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served special attention. She was a pretty young
woman who, with the movement of wings, rose
over other personages, in white dress which made
her breasts naked. Her waist was girdled with an
inventive belt, legs were hidden in draping as if
they hid the tail of a mythical siren. The head of
Fantasy was turned to the left. In her right hand
she victoriously kept scepter; with the left hand
she made provision of prophetic Pythia. In such
a way she was the mediator between Gods and
the prophet, the earthly and heavenly. What was



HIepeMO’KHO AEP)KUTD CKileTp-0epAo, AiBOI0, MOB- |

61 MpoBOAUTD NpoBUAiHHA Bimoi ITidii, Oyayun
TaKVM YMHOM IIOCEPEAHMIIEI0 TOMDX Ooramu i
BilllyHKOI0, 3eMHMM i HebecHuM. 1l]o Havikpalie
HIOEAHYE 3eMHe i HeOecHe ckAeniHHs? be3nepeyHo
MEeTEAMK, SIKUI CIIEPILY AOBIO IIAA3YE 3€MAEI0, SIK

HeHa)KepAMBa I'yCiHb, @ TOTiM IIPOXOAUTH paHTaC-

TUYHe IlepeTBOPeHHA-MeTaMopd 03y Ha KpMAaTe
imaro, sike MiAHOCUTBCA y HeOeCHY OAAKUTD. Y

obpasi ®anrasii lenpux CeMupap3bKmii BUKO-

PUCTOBYE LIiKaBUIl KOAOPUT Yy BUPIilIEeHHI KPUA

connecting the earthly and heavenly arch? No
doubt, a butterfly which first was crawling on the
ground for a long time as an insatiable caterpillar
and then changed fantastically, metamorphosis,
into winged imago which rose into heavenly blue.
In the image of Fantasy Henryk Siemiradzki used
interesting tonality in solving Goddess’ wings.
This was an intensive, almost luminescence blue
which changed into deep indigo tint. Such colour-
ing belongs to the single creature on the earth,
tropical butterfly Morpho ( translated from Greek

Komnosuyiinuii ananris. baranc

4epBOH020 BIOHOCHO OCi cumempii
(FO. Amau).



Memeauk «Mopgo Ilereida»
(Morpho Peleides).

2 Ayand I. Meta-MOP®O-3a Panrasii
lenpuka CeMMpaA3bKOro y KypTu-
Hi «[TapHac» // Mucrelbka ocBiTa B
VYkpaiHi Ta cBirti: cTaHAapTU npode-
CiOHaAi3MYy Ta HOBa KOMYHiKaT/BHa
peaAabHicTb / 36ipHMK MaTepiaaiB
HayKOBO-TEOPEeTUYHOI KOHpepeHLIil
IIpodecopCbKO-BUKAAAALIBKOTO CKAA-
Ay, acripaHTiB i 3p00yBauiB AHAM.
AbBiB: AHAM, 2019. C. 30.

2 Tam camo.

6oruHi. Lle HacuyeHut, Maike AIOMiHECLIEHT-
HUI OAIO, 110 TIEPEXOAUTD Y TAMOOKMIT BiATIHOK
inauro. Takuit okpac Mae Aullle OAHA icTOTa Ha
3eMAi — Tpomiunun mereAux Mopdo (B mepe-
KAaai 3 rpeupkoi «mopdo» — kpacuBumn)»*. Tyt
BapTO 3TaAATHU PO Iepiuy npodeciiiHy ocBiTy
CeMMpaACBKOTO, SIKa He MaAa Hiuoro CITiAbHOTO 3
MmucTelTBoM. CKOPMBLINCDH BOAi 6aTbKa, y 1860 p.
T'eHpix BcTynuB Ha ¢i3uko-maremMaTruyHuit da-
KYAbTeT XapKiBCbKOTO YHiBEpCUTETY i 3A00yB
HAyYKOBMIT CTYTIiHb KaHAMAATA (Lje BiATIOBiAQ€e HU-
HIIIHBOMY OCBiTHbOMY piBHIO Marictpa). HasBa
JI0TO BUITYCKHOI poOOTM NMPO iHCTMHKTY KOMax
MOYMHAAACsI MUAUM CAOBOM «PaccyxaeHue...».
Came y LiJ1 AOCKOHAAO BUBYEHIII LAaPVHI, LIapMHi
MeTeAMKiB, apTUCT 3HAXOAUTD UYAOBi B3ipLli AAA
CBOIX KpMAATUX 00pasiB.

ITpoobpasom kpua DaHTasii cTaloTh KpacyHi
AwmasoHii — Mopgo ITeaeipa (Morpho Peleides)
Ta BirpuabHUK [Tamiaio ITaainyp (Papilio pali-
nurus)®. Aast kpua EBtepnu i1 Epoca XyAOXKHUK-
HayKOBellb TEX 00Mpae BiAlIOBIAHI METEAMKOBI
B3ipLji, iAeHTM}iKyBaTH SKi B MaiilOyTHbOMY AO-
IIOMOXYTb AemiponTepororu. Tak cydyacHi me-
TOAU OIOHIKM AOAYIMAMCS AO KOMIIO3ULIITHOTO
BUPilleHHSI KyPTUHMU.

KoxxeH npodecintHni1 XyAO>)KHUK 3HA€ aKcio-
MY-3aCTEPEKEHHSI: 110 OiAbllle eAeMEHTiB, HIOAH-
CiB, AeTaAell, KOAbOPOBUX BiATiHKIB i TOHAABHUX
BiAMiIHHOCTeJ1, 3MiCTiB i CUMBOAiB BUKOPUCTAHO B
KapTMHI, TO CKAQAHIIIe AOCATHYTU €AHOCTI KOM-
nmo3uii. CeMupaaCcbKomy Lie Aobpe BiAOMO, i BiH
PO3yMi€, SIK OTPUMATHU lIeA€BPAAbHUI Pe3YyAbTAT.

“morpho” — beautiful)”. It is necessary to men-
tion here about the first professional education of
Siemiradzki which had nothing in common with
art. Obeying his father’s will, Henryk entered the
Physics-Mathematics faculty in Kharkiv Univer-
sity in 1860 and even received a scientific degree.
The name of his dissertation about insect instincts
began with a nice word “Meditations ...”. It was in
the perfectly learned sphere. the sphere of butter-
flies, that the artist found marvelous examples for
his winged images.

The prototype of Fantasy wings were the beau-
ties of Amazon region — Morpho Peleides and
sailing vessel Papilio Palimurus®. For the wings
of Evterpa and Eros the artist-scientist also used
corresponding butterfly examples, which may be
identified in the future with the help of specialists.
In such a way the present-day bionics methods
joined the parterre compositional solution.

Every professional artist knows the axi-
om-warning: the more elements, nuances. details,
colour tints and tone difference., plots and sym-
bols he uses in the picture, the more complicated
it is to reach the composition equality. It was well-
known to Siemiradzki and he understood how to
get the result in the masterpiece.



®parmenr croxkery 3 Iligiero. 1. Eckis. 2. Kyp-

TuHa. 3. Komis.

CyTTeBi 3MiHM BiAOYBalOTbCSI B TOHAABHOCTI
oAAry. Y BCix BapiaHTax BiH Ma€ ICHUI XapaKTep,
Ta AMlle B OCTaHHIN, HaMAOCKOHAAiLIi Bepcil
nocrars [Tiil BU3Hauae LeHTp, HaOyBa€ 3HaUEHHS
HAJCBITAIIIOTO aKL}€HTY KOMITO3MLII.

Plot fragment with Pythia. 1. Sketch. 2. Parterre.
3. Copy.

Essential changes were taking place on the
clothes tint. In all variants it was of bright char-
acter but only in the last, more perfect version
Pythia’s figure determined the center, acquired
the meaning of the brightest composition accent.

o]
9]



®parmeHT crokery 3 @aHrasier. 1. Hauepk.
2. Eckis. 3. Kyprtuna. 4. Komis.

VY Hayepky @aHTa3sis lje cTaTMYHA, BAXKKa, i
AMIIE B XOAI CBOEI €eBOAIOLIIT BOHa HabyBae€ ede-
MEPHOCTi. 3 KO)KHMM HaCTYITHUM KPOKOM XY-
AOKHUK AeAaAl OiAbIIe 3aXUILAE T THOTAUBICTD,
MOBHICTIO IPUKPUBAE IPYAY, OASTAE i TPUKpaLIae
BUIIYKaHMMMU KOoWITOBHOCTsAMU. KopoTke TeM-
HO-PYCsIB€ BOAOCCH IIepPeTBOPIOETHCS Ha NMUIIHI :
AOKOHU OiASIBKY, SIKi pO3BiBaIOTHCA TiA vac i1 1mo-
BIiTpsiHOrO mipHeceHHA. Kpuaa Ha 1IKilli BiACyTHI,
MOTIM 3SIBASIIOTHCA MTALINHI, i AUIIIe B OCTaHHIX
ABox Bepcisax daHTasis oTpuMye npaBpuBe i BU- |
TOHYeHe MoAiXpoMHe B6paHHs MeTearka Mopdo.

Plot fragment with Fantasy. 1. Draft. 2. Sketch.
3. Parterre. 4. Copy.

In the draft Fantasy was still static, heavy, and
only in her evolution she acquired ephemerality.
Further on, with every step, the artist defended
her innocence more, covered her breasts, dressed
and decorated her with exquisite jewels. Short
dark-blond hair changed into puffy locks which
were flying during her rising into the air. Wings
in the sketch were absent, then their appeared
bird wings; it was only in the last two versions
that Fantasy got true and fine polychromy clothes
of butterfly Morpho.



®parmenT croxery 3i Caaporo. 1. Hauepk. 2. Ec-

Ki3. 3. KyptuHa. 4. Komis.

Yy He epAMHA aAerOpMYHA TOCTATh KOMIO3MLIi,
siKa MalDKe He 3MIHIOETbCS Y HAaCTYITHUX BepCisX.
[Ile B HaYepKy XYAO’KHMK BAAAO 3HAXOAUTD IO-
TpiOHE MOAOXKEHHSI i paKypC, OKPEMO AETAABHO
MOAEAIOE TOAOBY i PYKY, IO TPMMAa€E AaBPOBU

BiHOK. B eckisi i1 Ha camiit kypTuni CaaBa 36e-

pirae He TiAbKM BiATIOBIAHUI IIOBOPOT, TPUMAE
Ti cami aTpnbyTH (AaBpOBMIT BiHOK i TOpH) — He-
3MiHHMM 32 POPMOI0 i KOABOPOM 32 AUIIAETHCS I

ii opsr. Auie B ocTaHHIN Bepcii — Komii KypTu-

HU — 3eAeHa Aparnepis, o oroprae ¢irypy Caasy,
cTae OiABII MUIIHOIO i MOBITPSIHOM, 1i AiBMIT Kpait
BiABHO CITapa€ 3 mepeATnAiuus. ABTOP A0AQ€ i1 i
CUMBOAIYHMX aTpuOYTiB: AaBpOBUII BiHOK Terep
HaKMHYTUI HA PYKY, sIKa TPMMAE AABPOBY IiAKY i
KOIITOBHMM >K€3A.

Plot fragment with Glory. 1. Draft. 2. Sketch.
Parterre. 4. Copy.

It was the single allegorical figure in the com-
position which was not changed in the following
versions. In the draft the artist successfully found
the position and perspective of Fortune at once,
separately designing the head and the hand which
kept a laurel wreath. In the sketch and parterre
itself Glory maintained not only a respective turn
but kept the same attributes (laurel wreath and
horn), her clothes remained unchanged in form
and colour. It was only in the last version, parterre
copy, that green draping which fitted lightly the
figure of Glory became more splendid and airy; its
left side fell freely from the forearm. The author
added her the symbolic attributes too: the laurel
wreath was now thrown over her hand which kept
a laurel branch and a valuable truncheon.

N
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®parmeHT cioxery 3 Eparto. 1. Hauepk. 2. Eckis.
3. Kypruna. 4. Komis.

B HauepKy aBTOp 3AilICHIOE TIOLIYK MTOCTaBU
¢irypy, i 11e 1omMy BaaeTbcs Maiike Bippasy. Ha

MOYATKOBIM CTaAill, Cyasd4YM 3 HANMCY Ha Aipi, 30- |
OpaskeHa >KiHKa yoCOOAIO€ aaeropiio onepeTu (My-

3UYHOI KOMeA(ii). EpaTo criupaeThcsi AiBOO PyKOIo
Ha AipYy, sIKa 3 KOOKHMM HaCTYITHUM KPOKOM CTa€
A€AAAl KOLITOBHIIIOK 3aBASKYM BUIIYKaHOMY

opHameHTY. TOHaAPHICTb BOpaHHS MY3U Ipak-

TUYHO He 3MiHIOETbCH, A€ KOAIp Ta JI0TO BIATIHKU
3a3HAIOTh HE3HAYHUX 3MiH.
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Plot fragment with Erato. 1. Draft. 2. Sketch.
3. Parterre. 4. Copy.

In the draft the author performed the search
for the figure posture, and he managed it almost
at once. At the initial stage, judging by the inscrip-
tion on the lyre, the depicted woman personified
the allegory of operetta (musical comedy). Erato
leaned with her left hand on the lyre which be-
came more and more precious with every step
thanks to the refined ornament. The tonality of
Muse’s attire did not change, but the colour and
its tints were slightly changed.



®parmeHT croxery 3 EBrepnoro, Iloairimuiero i
Kaaaionoro. 1. Eckis. 2. Kyptuna. 3. Komis.
LlentpaabHa noctaTh IToAiriMHii B mocrasi He
3MiHIO€TbCS. BoHa criMpaeTbca AiBOIO PYKOIO Ha
apdy. Ha ecxisi ii maamy sickpaBo-4epBoOHMUIL, a B
opuriHaAi Ta Komiil HabyBae GiABII MIASIXETHOTO
nyprypoBoro BiATiHKy. CripomieHa ¢popma Aia-
A€M B 3aKAIOUHIN ¢dasi cTae 6arato 03A00A€HOI0.

Axio Ha KypTHHi 3eAeHuiT AaBpoBUIt BiHOK Kaa-

AlOIV A€11[0 3AMBAETHCS 3 TAOM (CTOBOYPOM Aepe-
Ba), TO B KOIIii 3SIBASIETHCS IOMITHUI KOHTPACT i
MOMEePEeAHIN HEAOAIK AIKBIAYETBCA.

Plot fragment with Evterpa, Polyhymnia and
Calliope. 1. Sketch. 2. Parterre. 3. Copy.

The central figure of Polyhymnia did not
change in the posture. She leaned on the harp with
her left hand. In the sketch her coat was bright-
red, but in the original and copy it acquired more
noble purple tint. The simplified form of diadem in
the final phase became richly decorated. If in the
parterre did Calliope’s green laurel wreath merge
a little with the background (Tree trunk), in the
copy there appeared noticeable contrast and the
previous flaw was eliminated.
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®parmeHT crokeTy 3 PopryHoro. 1. Hauyepk. 2. Eckis. 3. KypTuHa.
4. Komis.

Llert nepconax [enpixa CeMupaACbKOro Mir 61 cAyryBaru mnpo-
obpasom «AiBurHM Ha KyAi» [Tabao ITikacco. ABTOp IIyKae BUTipAHE
oAoKeHHs1 QOpTyHH, 11100 BUSIBUTU 11 BAQUY — HETIOCTIMHICTD i MiH-
AUVBICTD, TPAIAUBICTbD i I[eAPiCTb. B PUCYHKOBIM CTYAil XYAOKHUK
OIIPalibOBYE ABa IOAOKEHH, B IKVX aA€ropis NOBepTAETbCS HABKO-
Ao cBOET oci. Llert pyx itomy A0Ope BAQETBCSI IepeAaTH y BapiaHTi, Ae
@opTyHa MOBEPHYTa A0 TAsiAQ4a CIIMHOK. BoHa Mo)ke 00AapOBYBaTU
3 POr'y AOCTAaTKYy, MOXKE ITIOBEPHYTUCH A0 Bac 06AMYYSIM i HABIAKM.
Kyas, Ha sikiit 6aaaHcye QopTyHa, 3SIBASIETbCA Y HACTYITHUX CTaAi-
sx. Te, o B HauepKy ii dirypa moBHiCTIO OroAeHa, He O3HaYaE, L0
Y CBOEMY 3aAyMi XYAOXKHMK 30MpaBCsi 3aAULIUTH 1i Takolo. Lle cyto
npodeciiiHMiT MOMEHT — A€TaAbHE OIpAL[lOBaHHS pOpMY, Ha SAKY
Mi3Hillle AeTKO BASATHYTU OyAb-sIKe BOpaHHSI.
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Plot fragment with Fortune. 1. Draft. 2. Sketch. 3. Parterre.
4. Copy.

This personage of Henryk Siemiradzki could have served as a
prototype of Pablo Picasso’s “Girl on a Ball”. The author tried to
search comfortable position for Fortune in order to display her
temper: inconstancy and changeability, playfulness and generosity.
In art studio he worked on two positions when the allegory turned
round its axis. He manages to transfer that movement quite well
in the variant where Fortune was turned to the spectator with her
back. She could give gifts from cornucopia, could turn facing you
and vice versa. The ball on which Fortune balanced, appeared in the
next stages. The fact that her figure was fully naked in the draft did
not mean that in his intention the artist was going to leave her in
that way. It was merely professional moment, detailed working out
of the form which could later be dressed in any clothes.
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22 Marczak-Oborski S. Teatr w Polsce:
1918-1939. Welkie osrodki. W., 1984.
S. 302.

% Cycak B. = Susak, Vita. Henryk Sie-
miradzki we Lwowie = I'enpix Cemu-
paacekuil y AbBoBi : dzieta ze zbioréw
Lwowskiej Galerii Sztuki / Vita Susak.
Stalowa Wola : [Muzeum Regionalne
w Stalowej Woli], 2007. C. 21.

MIMHYAA KPUTUMKA

HoBe HapGaHHsI ABBiBCBKOI onepu Bip mepiioi

J10TO MOSIBU HA CLIeHi BUKAVKAAO OYPXAUBY pisHO-

MOASPHY peaklilo. BapTo 3asHaunTHy, 110 KPUTUKHU

B3araAi He OyAo 0, IKOM He NpUXOBaHa KOHKY-

peHLIis MiXK 3aXiAHOIO Ta CXiAHOIO CTOAULSIMU

Taanmumuu. KoxHiit 3 HuXx BapTyBaao 6 3ocepe-

AUTUCDH Ha YECHOTAX CBOIX BUTBOPIB, aAe MUTOMA
raAULIbKa TPAAULIiS, SIKOI AOAEP)KYBAAKCS 001ABa
Tabopu, nepepbavasa «o6ropoputm» (y nobyri
BUKOPMCTOBYETHCSI TPOXU {HIIMI TEPMiH) CYTIpo-
TuBHMUKA. KAIOUOBe MUTaHH, Ha SIKE MaAa BiAIIO-
BICTM 3aTisfiHa AMCKYCis, — sIKa 3 KYpPTMH Kpallja:

AbBiBcbKa 1900 poky, un kpakiBcbka 1892-ro? Lli-

KaBO, LII0 MUTaHb IIPO Kpally/ripiry apxirekrypy
TeaTpiB B3araai He BUHMKAaAO — Bce OYAO HAATO
OYEBUAHUM. A OCb i3 KYPTMHOIO BUMIIAO 3HAYHO
CKAaAHile, apxe B 000x aBTOp oAUH — [eHpix
Cemupaacokuit. CranicaaB Mapuak-O60pcbkui,

HaIPUKAAA, IIPOCTO po3HOCUTH «IlapHacy, 3acTo-

COBYIOUM AASI IOTO XapaKTepUCTUKY BOMBUMIA
TepMiH — MyTauis®.

VIMOBipHO, TOPiBHSHb | KPUTUYHUX 32yBaKeHb
MO>XHa OYAO YHUKHYTMU, SIKOM Y KPaKiBCbKOMY

KOHKYPCI [IepeMir CAQBETHUIT OABCHKUIT XYAOXK-

HuK CraHicAaaB BucnsgHcbKkui1 400 He MEHII BiAO-
muit F03ed Meroddep, ki TakoX AOAyHaAUCS
AO po3pobku iael opopmaeHHs cuenn y Kpakosi.

ITepemorxeHn1 BUCIIAHCBKMIT MYCiB YKOAOTH CY-

IepHMKA: «3aAyM HAATO OAHAABHMIL: SIKILO Ha3-
Bartu IlpaBay Kpacoro, a Kpacy IlpaBaoro — HixTo,
HaBiTh CaM aBTOp, He 3Mir 6u 3amepeunTu»?. 3a
Meroddepa nocrdaxtym 3actynaerbcs E. Hess-
AOMCBKUIL: «AekopaTuBHICTh [CeMupaaChKOro]
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PAST CRITICISM

New purchase of Lviv Opera called out stormy
contrary reaction beginning with the time of its
appearance. It is worth mentioning that there
would never be any criticism if not the hidden
competition between Western and Eastern capi-
tals of Galicia. Each paty should have concentrated
on the virtues of their product but specific Gali-
cian tradition which was kept by the two opposing
camps, anticipated “to discuss” the antagonist
(in life a different tem is used). The key question
which was to be solved in the course of discussion
was: which of the parterre was better — Lviv of
1900 or Krakow of 1892? It is interesting that there
appeared no question about theatre architecture
at all, everything was quite evident.but with the
parterre everything looked much more complicat-
ed as the author of both was Henryk Siemiradzki.
Stanislaw Marczak-Oborski?*, for example, com-
pletely abused the canvas using damning term

. “mutation” to characterize it.

Probably, comparisons and critical remarks
could be avoided if Krakow competition was won
by famous Polish artist Stanislaw Wyspianski or
not less famous Joseph Mehoffer, who had also
joined working out the idea of decorating Kra-
kow stage. Defeated Wyspianski had to sting the
opponent: “The idea is too common - if to call
Truth as Beauty, but Beauty as Truth — nobody, not
even the author himself, could not contradict it"*.
H. Neviadomski defended Mehoffer post factum:

. “Decorative value [of Siemiradzki] lies in the fact

that he puts busts, allegorical figures etc. into a
group with the aim to fill the canvas surface with



MOASITA€E B TOMY, 1[0 BiH IPYIIy€ MOTPYAAS, AA€TO-
puuHi Girypu i T. I. 3 MeTOI0 3aIIOBHUTY IXHIMU
0apBHMMM IASIMaMy [TIOBEPXHIO IOAOTHA. AAe
He iHTepIIpeTye 1IbOTO BChOI'O, He NEPETOIAIOE
B ITAQCKUI OpPHAMEHT... TIABKM MAaAIO€ TaK TOY-
HO, SIK MAAIOIOTb 3 HaTypu»**. HacripaBai Kputuk
CTAaBUTD LM BEAVKUI ITAIOC BapiaHTy CeMupaa-
CbKOro. XYAOXKHHK, SIK y>Ke OyAO CKa3aHO, He ITPOo-
CTO 3aIIOBHIOE MASIMaMU MAOIMHY MTOAOTHA, a 1
($baxoBo BpiBHOBaXXy€ KOMITO3MULIiO.

Biabpm posaory i1 apryMeHTOBaHYy KPUTUKY
ONPUAIOAHMAA Ha LINaAbTax yacomucy «Stowo
Polskie» I'abpieast 3anmoabcbka. [TopiBHO0OUM
KpaKiBCbKY i ABBIBCbKY Bepcii poopobxy Cemu-
PaACbKOro, BOHA Bipaae nepesary nepiuin: «Lle
AiHis, IO CsITa€ OvYel i AO3BOASIE TASIAQUEBI CUAITU
Yy BEAMKIill piBHOBasi nepep TakKMM TBOPOM, He
TiABKU He TI030aBASIIOMY BiATIOBiAHOTO HACTPOIO,
a HaBIIaKU — MOCHMAIOIOYM AYXOBHUI ekcTa3. Hi
BEAMYHOCTI, Hi IIASIXeTHOCTI, Hi uncToi atMocde-
Py, siKa Mae B OO 1110 Yapyrouy AiBOUY TOCTATh HA
KpaKiBCbKill 3aBici. BoHa TaM Taka AyXOBHa, sICHa,
HACTiABKM MPO30pa, Xo4a il Mae KiHoui bopmu.
Ti AYXOBHICTb HAaCTiAbKU BEAMKA, TaKa MOTY>XKHQ,
Taka CMABHA, 0 hopMa 3HUKAE, i MU OaYUMO
abcTpakuio, My 6a4MMO YMCTE MUCTELTBO, MU
06a4MMO eKCTa3, B IKUI TaKe MUCTELITBO HaC BBO-
AUTb. CeMMpaAChKUIT 3pOOMB 3aITO3MYEHHS CaM
y cebe. Tpareaisi, HAMaAbOBaHa YOPHUM KOAbO-
pOM, HaraAye iTaAiicbkux pubaAoK, MpUCYTHS
Ha KpaKiBCbKill 3aBici; i BCe )X BOHA AKach iHIIIa,
cripaBAi TparidHa ¢irypa B >KaAOOHOMY OAsI3i.
bBo Bcs KpakiBcbKa 3aBica ipeaAbHa, ITipHeCeHa,
mAsIXeTHA. AbBiBCbKa 3aBica Oyaa po3mucaHa Ha
3aMOBAEHHSI, KpaKiBCbKa 3aBica Hapuxaaa. CAU-
HuM Tiabku ITioBi pe lllaBaHH Mir cnpaMyBaTu
CeMUpaACbKOTO Ha MpaBUAbHUM 1IASX. UncTe

rams. But he does ot interpret all this, does not
melt into flat ornament... only paints so accurately
as they paint a model”*. In fact the critic gives a
large plus to Siemiradzki’s variant. The artist, as it
had been mentioned before, did not simply filled
the canvas plane with stains but professionally
balanced the composition.

More prolonged and reasoned criticism was
published by Gabrielia Zapolska in the periodi-
cal “Slowo Polskie”. Comparing Krakow and Lviv
versions of Siemiradzki’s canvases, she shows pref-
erence for the first: “This is the line which reaches
eyes and allows spectator to sit in great balance be-
fore such creation but not depriving him of certain
mood; vice versa, enforcing his spiritual ecstasy.
No majesty, no nobleness, no clear atmosphere
which has in itself this charming maiden figure on
Krakow canvas. There she is so spiritual, clear, so
transparent though it has the forms of a woman.
Her spirituality is so great, so powerful, so strong,
that the form disappears, and we can see the ab-
straction, pure art, we see ecstasy to which such
mastering leads us. Siemiradzki made a borrowing
from himself. Tragedy, painted in black colour,
resembles Italian fishermen, is present on Krakow
canvas, and still it is different, really tragic figure
in mourning clothes. As the whole of Krakow
canvas is ideal, enthusiastic, noble. Lviv canvas
was made by order, Krakow canvas inspired. It
was only Puvis de Chavannes who could direct
Siemiradzki to the proper path. Clear blue sky in
which inspired figures are floating, are calm and
noble even in suffering; this extraordinary force
to influence the spectator spiritually, his man-
ner which allows him to create the effect of the
strongest, almost material lightening, expressed in
restrained colour — this is Ideal Movement which
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Peyensis Tabpieri 3anorbcvkoi
«Kypmuna Cemupadcbkozo» Ha
wnaivmax uyaconucy «Stowo
Polskie» 3a 16 ciunsg 1901 p.

2 Tam camo. C. 22.



% Zapolska G. Kurtyna Siemiradzkiego
/1 Slowo Polskie. 1901. 16 stycznia. S. 3.

% Kotowski D. Brednie estetyczne //
Kurjer Lwowski. 1901. Ne 23.

2 Tpyu L. 3i cmeptio Tenpuka Cemipaa-
3bKOrO... // HaykoBo-AiTepaTypHuit
BicTHuk. 1902. T. 20. Ku 11. C. 26.

OAAKUTHE He60, Ha JIKOMY IapsATb OAYXOTBOpPE-

Hi ITOCTaTi — CIOKiVHI Ta OAAQrOpoAHi HaBiTh y
CTPa’KAQHHI; 1|51 HAA3BMYalHA CUAQ ALATU Ha TASI-
Aada AYXOBHO, I0TO T€XHiKa, 1[0 AO3BOASIE IOMY

BUBECTU e(peKT HalICABHIILIOrO, Maii>Ke MaTepia-

Ai30BaHOTO OCBITA€HHS], BUSIBAEHOTO CTPUMaHUM
KOABOPOM, — Iie € [aeaabHuit Pyx, AKuit AO3BOAUB
61 CeMMPaACPKOMY AQTV HaM TBip, IO BiATIOBI-
AaB O6u cainyuint 6iAM3Hi 3aAMY, B sIKil1 3aBica Oyaa
pO3MillleHa AAST AyXOBHUX LliA€l, SIKi BAACTUBO L
3aBica MaAa 0¥ BUKOHYBaTHu.

Tum yacom CeMUPaACBKUIT y AYyXOBHIlI KOH-
Uenuii TBOPY i B TEXHIL[i MIIOB IASXOM IIA0AO-

HY, MAIOul ABa MIASIXM: 200 ipeaaidyBaTy Koaip i
AiHil, 200 KOPCTKO i CMABHO OKPECAIOBATU KOH-
TYPU 1 BIAOKPEMAIOBAaTU CUAYETH, HAAAIOUM IM
SICKpaBUX KOABOPIB i CMABHO BIIAMBAIOUM Ha 3ip.
Bin He 00paB >KOAHOTO 3 IUX IASIXiB. Bit obpaB

OpYAHMUIT, TEKYUMIT KOAIp, i BCs KOMIIO3M1Iis, 3a-

MICTb HaTXHEHHO MIAHECTUCS, 3BAKMAA AOAOAY.
Cipi paMKy IOCUAIOIOTB Ail0 11bOTO OpyAy. | HeMae
HIYOro, HiYOTO — Hi AAS Ouell AyIli, Hi AAS Ouelt
Tiaa. | e cymHile, 110 3apas Lielt iaeaAicTUIHAMT
PYX HaCTiAbKM CUABHUIA, IO XOUETbCS MAAKATY;
HaBiTbh IIOKOAAAHI OOTOPTKM HAAMXAIOTD OiAblile.
Axbu TiAbKM 114 3aBica Oyaa MPOCTO YMCTO KAa-
CUYHOIO...»?

ADBBiB'IHU He 3a6apuAMCS 3 BiATIOBiaAIO 3a-

MOABCBKiN. Y cTarTi «HiceHiTHUIIS ecTeTUYHA»,
onybaikoBaHiy y yaconuci «Kurjer Lwowski»,
A06poaint A. KoToBcbkuit 3aB3siT0 GOPOHUB SIK
camoro CeMMpPaAChKOro, TaK i 1Oro TBOpPiHHS.
Mix Tum IBan Tpyuwi, sikuil MaB MOKAMBICTD IO-

PiBHATU ABi KypTMHM, IlepeBary BipAaBaB Kpa-

KiBCbKOMY BapiaHTy: «...HaMaAlO€ BiH IIperapHy
KYPTUHY AAS KPaKiBCbKOTO T€aTPy i MEHbII TapHY
AASL AbBIBCbKOIO»?’.

64

would allow Siemiradzki to give us the work that
would correspond to the bright whiteness of the
hall in which the canvas was set with the spiritual
aim for this canvas to perform.

Meanwhile Siemiradzki followed the pattern
in the spiritual concept of the work and manner,
having two paths: either to idealize colour and
lines or rigidly and strongly outline and separate
the silhouettes, applying bright colours to them
and strongly influencing the eyesight. Hr did not
choose any of those paths. He chose dirty, float-
ing colour, and the whole composition, instead of
rising with inspiration, pulled down. Grey frames
enforce the action of the dirt. And there is nothing,
nothing — neither for the eyes of the soul, nor for
the eyes of the body. It is still more heavy-hearted
that now this idealistic movement is so strong that
you want to cry, even chocolate covers inspire
more, if only this cover could be simply purely
classical...””.

Lvivites did not linger long to answer Zapolska.
In the article “Nonsense aesthetic” published in
periodical “Kurjer Lwowskie”, gentleman D. Ko-
towski persistently defended both Siemiradzki
himself and his creation®. By the way, Ivan Trush,
who had the possibility to compare two parterres,
showed preference for Krakow variant: “he would
paint a very beautiful parterre for Krakow theatre
and less beautiful for Lviv™*.

A well-wisher sent that press battle of Lviv nd
Krakow citizens to Rome. It was so painful for
the author who applied so much work, knowledge,
energy and love into his creation, to read this that
he asked not to send such things to him. Did such
occasion add him health? Evidently, no. It was a
year and a half, after his parterre decorated the
theatre, that he departed this life. He was not



XTtoch i3 AOOPO3MYAUBLIIB HAAICAAB LII0 TIPECO-
By 6aTaAilo AbBiB'IH i KpakiB'ssH y Pum. ABTOpOBI,
SIKUIT CTIABKM TIpalli, 3HaHb, eHeprii Ta Ar000Bi
BKAQB y CBOE TBOPiHHS, OYAO TakK O0AsIYe Lie YnTa-
TH, 110 BiH ONPOCUB OiAbllle HE HAACUAQTU IOMY
moAiGHMX pevell. Un pAopasa TOMY 3A0POB’S List
okasis? OueBMAHO, Hi. Yepe3s niBTOpa poKy micas
TOTO, SIK /IOTO KYPTMHA IPMKPACKAA TeaTp, MUTLA
He cTaAo. Vlomy Tak i He CyAMAOCS MOGAUUTH CBOE
TBOPiHHSA Y CTiHaX AbBiBCbKOI ollepy — AMILE i3
3aXOMAEHHSM PO3TASAATY HAAICAAHY CBITAMHY
Tearpy: «dyaoBa OyaiBast! Yci cniBBiTYM3HMKY,
XTO 6a4MB i1, FOBOPSITH PO Hel 3i LMPUM 3aXOTI-
AEHHSIM»,

fated to see his creation in Lviv Opera premises,
only enjoy looking at the sent photo of the theatre:
“Beautiful building! All the compatriots, who saw
it, speak about it with sincere admiration”?.

» Cycak B. = Susak, Vita. Henryk Siemi-
radzki we Lwowie = Tenpix Cemupaa-
cpkuit y AbBoBi : dzieta ze zbioréw
Lwowskiej Galerii Sztuki / Vita Susak.
Stalowa Wola : [Muzeum Regionalne
w Stalowej Woli], 2007. C. 25.



Iam’smuux Tenpixy Cemupao-
cokomy y Ileuenieax. Ckyrvnmop
Cetigpaooin I'ypbaros, apximex-
mop FOpiti lllkodoscvkuil.

[TICAAMOBA

I camoro T'enpixa CeMMpaaCbKOro, i itoro TBOp-

4icTb AIOOASITD i IAHYIOTh B YKpaiHi. €EAuMHMII
y CBiTi MaMSITHUK XYAO>XKHUKY BCTQHOBAEHUN
2002 p. Ha XapkiBuuHi, y IleyeHirax (ckyabrnrop
Cendapain ['ypbaHos, apxitextop FOpiit llIko-
AOBCbKMT). Voro im’aM HasBaHi ByAnui i mpo-
BYAKM Y AbBOBi Ta XapKoBi, HAaBYaAbHI 3aKAa-
AV (KOMYHaABHMIT 3aKAaA «IleyeHi3pKMit AiLieit
im. I. Cemupapcpkoro» Ileuenispkoi patoHHOI
paau XapkiBcbkoi ob6aacri), raaepei (XyAoXKHs
raaepes im. [. Cemupapcbkoro, XapkiB, MalipAaH
CBoboau, 6).

MeMopiaAbHa AOLIKA, TPUCBAYCHA XYAOXKHUKY,
npukpaiuae 6yaiBaio 6i6AioTexn XapKiBCbKOro
HalioHaAbHOTO yHiBepcutety im. B. H. Kapasina
(ByA. YHiBepcuTeTChKa, 23). [i BUKOHAB CKyABIITOD

Oaexcanpp PipHuit. BipbyBatoTbcs nepcoHaab-

Hi BUCTaBKM, HAyKOBi KOHQepeHLiii, MpucBsyeHi
TBOpyocTi [eHpixa CemupapcbKoro.

CBOEPIAHOIO «XBUAUHOIO TIAMSITi» € PO3MOBIiAb
Npo napaaHy 3aBicy «IlapHac», AKy nporoaomrye
AVIKTOP KO>KHOTO Pa3y, KOAU KYPT/MHA OTYyCKA€Th-
cs1y AbBIBCbKOMY HalliOHAABHOMY aKaA€MIiUHOMY
Tearpi onepu i baaery.

Aas icTopil yKpaiHCbKOro MucTelTBa i apxi-
TEKTYpHU (Xail Aullle OAHIET ciopyar — ABBiBCBKOI
omnepu, — 3aTe rinepBa’)kKAUBOL AASI HalliOHAABHOI
cBipomocTi) moctath [enpixa CeMupaACbKOTO

HAA3BMYAIHO LjiHHA. 3 10T0 TBOPYOCTi HEMOXKAU- |

BO BUAYUMTM YKPalHCbKMI HapaTUB, YKPaiHCbKi
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AFTERWORD

Henryk Siemiradzki, his creative work is loved
and respected in Ukraine. The single monument
to Siemiradzki was erected in Kharkiv Region, in
Pechenihy in 2002 (sculptor Seyfaddin Hurbanov,
architect Yuriy Shkodovsky). His name is given to
streets and lanes in Lviv and Kharkiv, educational
establishments (“Pechenihy Liceum named af-
ter H. Siemiradzki” of Pechenihy district council
Kharkiv Region), gallery (Art Gallery named after
H. Siemiradzki, Kharkiv, 6 Svoboda Square).

Memorial plaque, dedicated to the artist, (made
by sculptor Oleksandr Ridnyi) decorates library
building of Kharkiv National University named
after V. N. Karazin (23 University Street). Person-
al exhibitions, scientific conferences take place
which are dedicated to his creative art.

The story about the front canvas “Parnas” is a
peculiar memorial minute of memory which is
announced every time when the parterre comes
down in Lviv National Academic Theater of Opera
and Ballet.

Ukrainian narrative, Ukrainian roots, Ukra-
inian themes, self comprehension into Ukrainian
culture — Lviv Opera in Henryk Siemiradzki’s bio-
graphy — are now most important for the history
of Ukrainian art, for history of only one building
and for national consciousness in general.

Polish artist by birth and Ukraine in his heart,
his creations continue to live in the memory of his
numerous adherents.



BUTOKY, YKPaiHCbKY T€MAaTUKY /1 CAMOYCBiAOM- | Scientific survey “Henryk Siemiradzki. PAR-
AeHHS MUTLA. [TOABCBKUI 32 IIOXOAYKEHHSIM, aA€ NAS” only continues the research into artist’s
3 YKpaiHOI0 B CepLii — XYAOXKHMK TPOAOBXYe kuTu  creative work, his theatre masterpiece but does
B IIaM$ITi 10T0 YUCAEHHUX IPUXUABHHUKIB. - not put the final fullstop.

HayxkoBa possiaka «lenpix CeMuUpaACbKMiL.
ITAPHAC» Aniiie MpoAOBXXYe AOCAIA>KEHH S TBOP-
4OCTi XYAOPKHMKA Ta J10T0 TeaTPaAbHOTO AOPOOKY
i B >KOAHOMY pasi He CTaBUTb Ha HUX KPaIIKY.

MemopiarvHa 0outKa, npucssve-
Ha Tenpixy Cemupadcvkomy, Ha
6y0iBAi 6ibriomexu XapKiBcbKo-
20 HAYIOHAABHO20 YHiBepcumemy
im. B.H. Kapasina. Ckyibnmop
Onrexcardp PioHutl.




IMEHHUM TTOKAXYMK

besnepunit AMutpo
biproabos IO.

Boryupka fpaBira
Bproaros Kapao [TaBaoBuY
BacuabkiBcbkuit Cepriit
Benir Kapao

Benuap Konpap
BiaaeBaabpae Borpaan
BucnsHcekuit CtaHicAaB
BonpasoBuy Baapucaas
Bynuuk B.

lepakair

Tep6ct ABryct Mopiu Eayapa,
Tepb6cT Eayapa,
[oproAeBCbKUit 3UIMYHT
TodpmanH AHToHIHA
I'yp6anoB Ceitpapain
I'pomann Eaa
Aenncenko Oabra
Ayand IBan

3aBericekuit SIH
3amoabcbka [abpieas
Eaep T.

Voan I Liumicxiit
Kapmosa T.

KotoBcbkuin A.
AapHoBcbkuT OAaeKcaHAP
AicieBnu Tomam
AitTuHcbku M.

Awurnka P.

Aucuk €pren

Ayckina Baopzimex
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Ese\Se

Mapuak-O6opcekuit CraHicaan
Hessipomcobkuit E.

Hora O.

ManbkoBcbkuit KoHcTaHTHMH
Meroddep 103ed

Miuxkesuu Apam
MoaxeeBcbKa ['eaeHa
Momntomxko CraHicaaB
Mypamko Muxoaa
Ogciituyk B.

Onexcanpp III
OctpoBcbkuii I,
ITaaamapuyk OxcaHa
IMuanniox Bacuap

ITaoti Kapao
ITonsroBcbkuit CranicaaB AB-
rycT

ITpockypsxos B.
ITpyummHcbka Mapis

ITroBi pAe IllaBaHH

PaeBcbka Mapis IBaHiBHA
Pipnuit OaexcaHAp

Pixtep 03zed

PubxoBcpkumit Tapeyur
PymnHcpka Muxaiaina

CapxoBnu AomiHika
Cearocaas IropeBny KHs13b
Cemupapcpkuii ['eHpix
Cemupaacpkuit Eyaedrepiit
Cemupapcpkuii Inmoair
Cemupapcpka Mapis
Cemupapcpkuit Muxaiao
Ckapb6ex Cranicaas
Cyrpo6oa-Por Oabra
Cycak B.

Tpetbsixos [TaBao

Tpyw Ian

Tyx AHTOHIN

lllerioaep Kapao Biabreapm
Lleitbaep MaTiabpa
IxopoBcbkuii FOpii
lpaitnep Maudpea,

Ama 10.

Acencpkuit Cranicaas



TAOCAPIN

ABAOC — MY3UYHUI IHCTPYMEHT TUITY TIOABIA-
HOI COMiAKU.

Amyp — y puMchKint midoaorii 60)kecTBO KO-
XaHHS, 110 BipTIOBipae rpenibkoMy Epocy.

AnoaaroH, ®eb6 (rpeu. AmoA\wv Apollon,
Phoibos — ocaitamii, eniteT — Ariei1) — oAUH i3
OAIMITIICBKUX OOTiB, TOKPOBUTEAD MY3MKU, Bi-
wyBaHHs i AikyBaHHsA. CuH 3eBca it Aeto, Opar
Aptemipy, Aika, 6arbko Ackaemisi Ta Miaera,
Buuteab Opdest.

BaBeab (nmoa. Wawel, B mepekaaai 3 MOAbChb-
KOl — 1marop6) — 3aMKOBUIT KOMITA€KC Ha OAHO-
iimeHHoMY narop6i B Kpakosi, crapopaBHiit cTo-
aui IToapii. Po3ramoBanuit Ha AiBoMmy Oepesi
piuku Bicaa, B paroHi UepBeHCBKOro OyAbBapy.
Mae Hap3BUYaHe 3HAYEHHSI AASL iCTOPUYHOI CBi-
AOMOCTI J1 caMoipAeHTUdiKaLlii TOABCBKOTO HAPOAY.

BiabpHOCAyxau — 0c00a, SIKilt AO3BOAEHO BiA-
BiAyBaTM 3aHATTS O6e3 3apaxyBaHHS A0 y4OOBOTO
3aKAaAY.

EBTepna (paBHbOrp. EVTéPTIN, «Beceaa») — B
AABHBOTpeLIbKill MioAorii opHa 3 AEBSITU MY3,
AOHDBOK 3eBca i MHeMoOcCiHM, My3a Aipu4HOI 1O-
e3ii 1 My3uku. 300pa>kyBaAach 3 aBAOCOM 200
CipiHrol0 B pyKax.

Ex3omic — XiTOH, BKOPOUEHUIT AO CEpEAVHU
CTETOH i IPUCITYLEHUI 3 OAHOTO ITA€YA.

Eparto (rpel, ‘Epit® — MuaAa) — oAHa i3 AeBsITH
MYy3, fK i ii cecTpu, pAoouka 3eBca Ta MHeMoOCi-
HU. YocobAoBaAa AI0OOBHY (epoTUYHY) Moesiio;
300pakyBaAM ii 3 Aipoio B pyKax y TOBapUCTBi
Mmaaoro Epoca. Eparo 6yB npucBsiueHmnit Micsub
KBITEHb.

Epoc, EpdT (rpeu. Epwg, poa. BiaMm. Epwrog) —
AABHbOIpeLbKMI1 Oor KoxaHHs. Bip imeHi Epoca
ITIOXOASITb CAOBA «EPOTU3M», KEPOTUKA», «EPO-
TUYHUI».

Erep — cuHoHiM eghip, Bimep.

Imaro (Bip aar. [mago — «Bup», «0b6pas») — AO-
pocaa (cTaTeBo 3piaa) CcTapist iHAMBiIAYaABHOTO
PO3BUTKY KOMaX Ta A€SIKUX iHIIMX YAEHUCTO-
HOTUX.

Immacro — (itaa. Impasto — micmo) — XUBO-
IVICHUI METOA HaHeCeHHsI (papOy I'yCTUM IIapoM
AASL TIACUAEHHS edeKTy cBiTAa i pakTypu

IHAMTrO — BiATIHOK CMHBOTO KOABODY, dapoda.

Kaaaionma — B AaBHbOrperbKint Midoaorii
HAVICTapIla CepeA AEBSTY MY3; IEPBICHO OOTMHS
CIIiBiB, 3TOAOM MOKPOBUTEADbKA €MiuHOl noe3il i
HayKky, Matu AiHa, Opdes, dppakiricbkoro Boao-
Aaps Peca. 3o06paxyBaau Kaaaiony BpopAMBOIO
AiBUMHOIO 3 BocKoBUMU TabAanukamu. Kaaaiomna —
cTapia pAouka 3eBca i MHeMoOCiHM.

KapiaTuaa (rpeu. kapudatida, karyatides — xa-
pivicbki aiBy, >xpuui xpamy Apremiau B Kapii (Aa-
KOHil)) — BepTUKaAbHA MIATIOpA Y BUTASIAL >KiHOYOT
MOCTATi, CTAaTysl OAATHEHOI XXiHKMU.

KBappura — aHTHYHA KOAICHUIS, 3aNpsIKeHa
4OTMPMA B PSIA KiHBMUY, 11J0 YOCOOAIOIOTD YOTUPU
CTUXii (BOTOHB, BOAY, MOBITPsI, 3eMAIO).

Kaio (rpeu. K\ei®) — opHa 3 AeBSITU MY3, 1IO-
KpOBUTEADBKA iCTOPIi; 300pa’kyeThCs], SIK MPABUAO,
i3 cyBoeM Ta rpudeAbHOI0 MAANYKOI B PyKaXx.
IHoai aTpubyTOoM Kaio 6yB COHSAUHMIT TOAMHHIUK,
OCKiABKV BOHA CTEXXMAQ 32 IAMHOM Yacy.
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https://uk.wikipedia.org/wiki/%D0%A0%D0%B8%D0%BC%D1%81%D1%8C%D0%BA%D0%B0_%D0%BC%D1%96%D1%84%D0%BE%D0%BB%D0%BE%D0%B3%D1%96%D1%8F
https://uk.wikipedia.org/wiki/%D0%95%D1%80%D0%BE%D1%81
https://uk.wikipedia.org/wiki/%D0%93%D1%80%D0%B5%D1%86%D1%8C%D0%BA%D0%B0_%D0%BC%D0%BE%D0%B2%D0%B0
https://uk.wikipedia.org/wiki/%D0%90%D0%B3%D1%96%D0%B5%D0%B9
https://uk.wikipedia.org/wiki/%D0%9E%D0%BB%D1%96%D0%BC%D0%BF
https://uk.wikipedia.org/wiki/%D0%91%D0%BE%D0%B3%D0%B8
https://uk.wikipedia.org/wiki/%D0%97%D0%B5%D0%B2%D1%81
https://uk.wikipedia.org/wiki/%D0%9B%D0%B5%D1%82%D0%BE
https://uk.wikipedia.org/wiki/%D0%90%D1%80%D1%82%D0%B5%D0%BC%D1%96%D0%B4%D0%B0
https://uk.wikipedia.org/wiki/%D0%9B%D1%96%D0%BA_(%D0%BC%D1%96%D1%84%D0%BE%D0%BB%D0%BE%D0%B3%D1%96%D1%8F)
https://uk.wikipedia.org/wiki/%D0%90%D1%81%D0%BA%D0%BB%D0%B5%D0%BF%D1%96%D0%B9
https://uk.wikipedia.org/wiki/%D0%9C%D1%96%D0%BB%D0%B5%D1%82_(%D1%81%D0%B8%D0%BD_%D0%90%D0%BF%D0%BE%D0%BB%D0%BB%D0%BE%D0%BD%D0%B0)
https://uk.wikipedia.org/wiki/%D0%9E%D1%80%D1%84%D0%B5%D0%B9
https://uk.wikipedia.org/wiki/%D0%9F%D0%BE%D0%BB%D1%8C%D1%81%D1%8C%D0%BA%D0%B0_%D0%BC%D0%BE%D0%B2%D0%B0
https://uk.wikipedia.org/wiki/%D0%97%D0%B0%D0%BC%D0%BE%D0%BA_(%D1%81%D0%BF%D0%BE%D1%80%D1%83%D0%B4%D0%B0)
https://uk.wikipedia.org/wiki/%D0%9F%D0%B0%D0%B3%D0%BE%D1%80%D0%B1
https://uk.wikipedia.org/wiki/%D0%9A%D1%80%D0%B0%D0%BA%D1%96%D0%B2
https://uk.wikipedia.org/wiki/%D0%92%D1%96%D1%81%D0%BB%D0%B0
https://uk.wikipedia.org/wiki/%D0%92%D1%96%D1%81%D0%BB%D0%B8%D0%BD%D1%81%D1%8C%D0%BA%D1%96_%D0%B1%D1%83%D0%BB%D1%8C%D0%B2%D0%B0%D1%80%D0%B8#%D0%A7%D0%B5%D1%80%D0%B2%D0%B5%D0%BD%D1%81%D1%8C%D0%BA%D0%B8%D0%B9_%D0%B1%D1%83%D0%BB%D1%8C%D0%B2%D0%B0%D1%80
https://ru.wikipedia.org/wiki/%D0%94%D1%80%D0%B5%D0%B2%D0%BD%D0%B5%D0%B3%D1%80%D0%B5%D1%87%D0%B5%D1%81%D0%BA%D0%B8%D0%B9_%D1%8F%D0%B7%D1%8B%D0%BA
https://ru.wikipedia.org/wiki/%D0%90%D0%B2%D0%BB%D0%BE%D1%81
https://ru.wikipedia.org/wiki/%D0%A1%D0%B8%D1%80%D0%B8%D0%BD%D0%B3%D0%B0
https://uk.wikipedia.org/wiki/%D0%93%D1%80%D0%B5%D1%86%D1%8C%D0%BA%D0%B0_%D0%BC%D0%BE%D0%B2%D0%B0
https://uk.wikipedia.org/wiki/%D0%A0%D0%BE%D0%B4%D0%BE%D0%B2%D0%B8%D0%B9_%D0%B2%D1%96%D0%B4%D0%BC%D1%96%D0%BD%D0%BE%D0%BA
https://uk.wikipedia.org/wiki/%D0%91%D0%BE%D0%B3%D0%B8
https://uk.wikipedia.org/wiki/%D0%9A%D0%BE%D1%85%D0%B0%D0%BD%D0%BD%D1%8F
https://uk.wikipedia.org/w/index.php?title=%D0%95%D1%80%D0%BE%D1%82%D0%B8%D0%B7%D0%BC&action=edit&redlink=1
https://uk.wikipedia.org/wiki/%D0%95%D1%80%D0%BE%D1%82%D0%B8%D0%BA%D0%B0
https://uk.wikipedia.org/wiki/%D0%9B%D0%B0%D1%82%D0%B8%D0%BD%D1%81%D1%8C%D0%BA%D0%B0_%D0%BC%D0%BE%D0%B2%D0%B0
https://uk.wikipedia.org/wiki/%D0%9A%D0%BE%D0%BC%D0%B0%D1%85%D0%B8
https://uk.wikipedia.org/wiki/%D0%A7%D0%BB%D0%B5%D0%BD%D0%B8%D1%81%D1%82%D0%BE%D0%BD%D0%BE%D0%B3%D1%96
https://uk.wikipedia.org/wiki/%D0%A7%D0%BB%D0%B5%D0%BD%D0%B8%D1%81%D1%82%D0%BE%D0%BD%D0%BE%D0%B3%D1%96
https://ru.wikipedia.org/wiki/%D0%98%D1%82%D0%B0%D0%BB%D1%8C%D1%8F%D0%BD%D1%81%D0%BA%D0%B8%D0%B9_%D1%8F%D0%B7%D1%8B%D0%BA
https://uk.wikipedia.org/wiki/%D0%93%D1%80%D0%B5%D1%86%D1%8C%D0%BA%D0%B0_%D0%BC%D0%BE%D0%B2%D0%B0
https://uk.wikipedia.org/wiki/%D0%A5%D1%80%D0%B0%D0%BC_%D0%90%D1%80%D1%82%D0%B5%D0%BC%D1%96%D0%B4%D0%B8
https://uk.wikipedia.org/wiki/%D0%9A%D0%B0%D1%80%D1%96%D1%8F_(%D1%80%D0%B5%D0%B3%D1%96%D0%BE%D0%BD)
https://uk.wikipedia.org/wiki/%D0%9B%D0%B0%D0%BA%D0%BE%D0%BD%D1%96%D1%8F
https://uk.wikipedia.org/wiki/%D0%9B%D0%B0%D0%BA%D0%BE%D0%BD%D1%96%D1%8F
https://uk.wikipedia.org/wiki/%D0%A1%D1%82%D0%B0%D1%82%D1%83%D1%8F
https://uk.wikipedia.org/wiki/%D0%93%D1%80%D0%B5%D1%86%D1%8C%D0%BA%D0%B0_%D0%BC%D0%BE%D0%B2%D0%B0
https://uk.wikipedia.org/wiki/%D0%9C%D1%83%D0%B7%D0%B8

Koaa6oparmioniam (bp. collaboratio — «cis-
POOGITHULITBO») — Yy LIMPOKOMY CEHCi — CIiBIpaLs
HaceAeHHs ab0 TPOMaASH Aep>KaBU 3 BOPOIOM B
iHTepecax Bopora-3arapOHMKa Ha IIKOAY CaMiil
Aep>KaBi UM 1i COI03HMKIB, Y4aCTh y II€peCAiAy-
BaHHI MaTpiOTiB KpaiHU, TPOMAASIHMHOM SIKOI €
KOAQOOPAHT.

KypTuna — cAoBO Mae pAeKiAbKa 3HayeHb, B
TeKCTi MOHOrpadii BUKOPUCTOBYETbCS Y 3HA4Y€EHi
TeaTpaAbHa 3aBica.

AemniponTepoAorisi — po3AiA eHTOMOAOT], 110
BMBYAE MPEACTABHUKIB pIAY AYCKOKpUAKX (Me-
TEAMKIB).

AromMiHecHeHTHMIT OAFO — SICKpaBO-0AaKUT-
HUI KOAIp.

Meabnomena (rpeu. MeAmopévn — «cmiBatm»
a00 «MEAOAITHUIT») — OAHA 3 AEBSITU AOYOK 3eBca
i MHemociHy, My3a Tpareaii, maTu cupeH. Cnepiry
MeAbIoMeHY BBa’KaAll MY30I0 CITiBY, 3TOAOM —
JKYPAMBOI ITiCHI 11 Tpareaii. I Ha3Ba MOXOAMTB BiA
IPeLbKOro AiecAoBa uédmw abo uédmopat, wo o3-
Hauae€ «CBATKYBaTU 3 TAHLAMMU i MiCHAMM». HacTo
BOHA TAaKOXX TpUMA€E HiXX ab0 KU1 B OAHIN pywi i
TpariyHy MacKy B iHIMi.

Heorpexk (bp. néo-grec) — apxitekTypHUi
CTUAD, 1110 BUHUK Y 1820-x pp. i BUsIBASIBCA Yy TIO-
BEepHEHHI 1 HACAiAyBaHHI KAACMYHUX TPeLbKUX
B3ipLiB.

OmiHis1 — AyMKa, IepeKOHaHH:, MipKyBaHHA.

ITapnac (rpew. [Tapvaoodg) — ripcbkuit Macus
y cepeAHin yactuHi ['penii Ha miBHiu Bip Koprud-
CbKOi 3aTOKU. 3a MidaMu, opHe 3 Micub nepedy-
BaHHA AIIOAAOHA Ta MY3, CBATUAUIIE 1Oe3ii. ¥
nepeHoCHoMy 3HadeHHi [TapHac — cBiT noesii.

ITipKoMoOpHUIL, MiAKOMOPIii — TOCaA0Ba 0CO-
6a y BeAukoMy KHA3iBCTBi AUTOBCBKOMY; HiA-
KOMOPI BiATIOBiAaB 32 TOPSIAOK i 03A00AEHHS B
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IIOKOSIX KH#351, OYB 10r0 paAHMKOM Ta BXOAUB AO
ckaapy Papy Beanxoro kH3iBcTBa AMTOBCHKOTO.
KaHaMaaTypy obupaau 3 cepepoBuina baratux
MarHarTiB.

IMidis, ITiTis (rpew. [TuBia) — BiwyHKa i Xpuis
xpamy AnoAaAoHa B Aeabdax.

Moairimuis (rpei. Polyhymnia, «6arata ua
riMmHI»), a60 IToaimuis (rpeis. Polymnia) — opHa
3 AEBSITU MY3, BUHAXiAHULS Aipy, Mi3Hile — 1o-
KPOBUTEAbKA AIpMYHOI [T0e3ii Ta KpaCHOMOBCTBA.
3a opHiero 3 Bepcii, [Toairimuist — matu Opdest. B
AHTUYHOMY MUCTELTBI 300pa’kyBaAacs >KiHKOIO B
3aAyMi, III0 TPMMAE Ha BYCTaX BKa3iBHUI MaA€Lb
IIpaBol pyKU.

Penaika (Bip Aart. replico — 3anepeuylo) — B
00pa30TBOPUOMY MUCTELITBI, Ha BIAMIHY BiA KoIil,
ABTOPCBbKE ITOBTOPEHHS XYAO’KHBOIO TBODY, sIKe
MO>Xe BiAPi3HSTUCS Bip opuUriHaAy poamipamu abo
OKPEMIUMMU AETAASMU 300pakKeHHSI.

IlepkaaboBa, ITepkaab (pp. percale) — ToHka,
1IyIIKa 0QBOBHSTHA TKQHMHA.

Caas TeaTpaAbHa — IASIAQLIBKA 33AQ.

Cnanep — poryasiHka.

Cuipaap @iGonauui abo «30A0Ta» CIipaAb —
AorapudMivHa cripaAb, po3paxoBaHa Ha POMOp-
Lisx 30A0TOro nepetuny. KoediuieHT 3pocranns
cnipaai Q. IOKa3ye, y CKiAbKM pasiB 3MiHUBCA
HIOASIPHU paAiyc cripaAi npy obepTaHHi Ha KYyT
360°.

Cradax (HiM. Staffage) — cloxeTHO He3Hau-
Hi M ApiOHOMaCIITaOHI 300pa>keHHs AI0A€EN 200
TBapMH Y )XMBOIIMCHUX i rpagiuHKUX TBOpaXx, Ie-
pPeBaXKHO IeN3a’KHOT0 XapaKTepy.

Creaa (rpeu. oTfAn) — KaM’siHa, MapMYypOBa,
rpaHiTHa ab0 AepeB’siHa ITAMTA 3 BUCIYEHMMM Ha
Hill TekcTaMu abo 300pakeHHsIMU. BcTaHOBATO-
€TBCS SIK IIOXOBAABHMIT 200 TaM’ITHUI 3HAaK.
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https://uk.wikipedia.org/wiki/%D0%97%D0%B5%D0%B2%D1%81
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https://uk.wikipedia.org/wiki/%D0%9C%D1%83%D0%B7%D0%B8
https://uk.wikipedia.org/wiki/%D0%A1%D0%B8%D1%80%D0%B5%D0%BD%D0%B8
https://uk.wikipedia.org/wiki/%D0%A2%D1%80%D0%B0%D0%B3%D0%B5%D0%B4%D1%96%D1%8F
https://uk.wikipedia.org/wiki/%D0%93%D1%80%D0%B5%D1%86%D1%8C%D0%BA%D0%B0_%D0%BC%D0%BE%D0%B2%D0%B0
https://uk.wikipedia.org/wiki/%D0%93%D1%80%D0%B5%D1%86%D1%96%D1%8F
https://uk.wikipedia.org/wiki/%D0%9F%D1%96%D0%B2%D0%BD%D1%96%D1%87
https://uk.wikipedia.org/wiki/%D0%9A%D0%BE%D1%80%D0%B8%D0%BD%D1%84%D1%81%D1%8C%D0%BA%D0%B0_%D0%B7%D0%B0%D1%82%D0%BE%D0%BA%D0%B0
https://uk.wikipedia.org/wiki/%D0%9A%D0%BE%D1%80%D0%B8%D0%BD%D1%84%D1%81%D1%8C%D0%BA%D0%B0_%D0%B7%D0%B0%D1%82%D0%BE%D0%BA%D0%B0
https://uk.wikipedia.org/wiki/%D0%94%D0%B0%D0%B2%D0%BD%D1%8C%D0%BE%D0%B3%D1%80%D0%B5%D1%86%D1%8C%D0%BA%D0%B0_%D0%BC%D1%96%D1%84%D0%BE%D0%BB%D0%BE%D0%B3%D1%96%D1%8F
https://uk.wikipedia.org/wiki/%D0%90%D0%BF%D0%BE%D0%BB%D0%BB%D0%BE%D0%BD
https://uk.wikipedia.org/wiki/%D0%9C%D1%83%D0%B7%D0%B8
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https://uk.wikipedia.org/wiki/%D0%9F%D0%B5%D0%B9%D0%B7%D0%B0%D0%B6
https://uk.wikipedia.org/wiki/%D0%93%D1%80%D0%B5%D1%86%D1%8C%D0%BA%D0%B0_%D0%BC%D0%BE%D0%B2%D0%B0
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https://uk.wikipedia.org/wiki/%D0%A2%D0%B5%D0%BA%D1%81%D1%82

Taaist (rpey. @alewax — «KBiTyua») — mpea-
CTaBHULISI KOMeAil B eAAIHICTUYHOMY KaHOHI MY3,
SIKY 300pa)kKyBaAM B ITOCTATi AIBUMHU Y AETKOMY
BOpaHHi 3i cKineTpom abo MacTyLIOw MaAULIEI0 B
NpaBill pylii, 3 MAIOIIOBUMM BiHKOM Ha FOAOBI.

Tepncixopa (rpeu. Tepyixopa, tepmo — Timny,
3BeceAsiio Ta rpell. X0pog — XOp; TAHOK) — AOYKa
3eBca it MHeMociHY, 32 OAHUM i3 MidiB, MaTu
CUpeH; My3a TaHLiB i xopoBoro criBy. Teprcixopy
NOB’SI3YI0Th 3 AloHicOM, mpUNUCYIOTH iVt aTpubyT
1[bOro 6ora — mAwI (Mo 10 CBIAYUTH HATIUC HA
TeAixoni, mpucesiyenunt Tepricixopi).

VYpanis (rpey. Odpavia) — B rpenbkin mido-
AOTii OAHa 3 AEBSITU OAIMIIIICBKMX MY3, My3a

actpoHoMii. Aouka 3eBca i MHeMociHU. Y Muc-
TelTBi 300pa)kyBaAacs 3 rA00yCOM Ta BKa3iBHOIO
A AVYKOIO.

®opryHa (Aat. Fortuna) — puMmcbKa 0OTUHs
[ACTsI, AOAL, AOOPOOYTY, YCIiXy, OTOTO>XKHIOBaHA
3 rpeupkolo Tixe. Fors fortuna, cBsATO Ha 4yecThb
@optyHu cBaTkyBaau y CrapopaBHboMY Pumi
24 yepBHSL.

AD - Anno Domini — aaruHcbka abpeBiaTypa
AASL TIO3HaYeHHsI Yacy (piK, CTOAITTSI) HaLIOI epu.

MCM - 1900 pik 3a puMCBKOI0 1111(PPOBOIO
CHUCTEMOIO.

PINX a60 PINXIT — AaTuHCbKa abpeBiaTypa,
IIJ0 O3HAYAE «BiH/BOHA HAMaAIOBaAa [1e]».
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https://uk.wikipedia.org/wiki/%D0%A2%D1%96%D1%85%D0%B5
https://uk.wikipedia.org/wiki/Fors_fortuna
https://uk.wikipedia.org/wiki/%D0%A1%D1%82%D0%B0%D1%80%D0%BE%D0%B4%D0%B0%D0%B2%D0%BD%D1%96%D0%B9_%D0%A0%D0%B8%D0%BC
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