TetaHa PygeHko

Vadym Meller, in the 1920s.

Bagum Mennep, 1920-Ti.
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ABAHIAPLLY

XyBoXHWK-aBaHrapancT, Kybopy TypurCT, XM1BOMUCELb, XYAOXHWK KiHO, Bagum
Mennep (1884-1962) yBinwos go icTopii yKpaiHCbKOro MUCTELTBA NepeRyCiM K CLEeHO-
rpac-KOHCTPYKTUBICT Ta OAMH 3 opraHizatopis MucTeubkoro o6'egHaHHs «bepesinb».
Vloro ponb y nolwmpeHHi aBaHrapaHux igeit y MUcTeLbkoMy cepefoBuLi Ykpaiim Heoli-
HEeHHa. 3 NnCTIB BUMNAMBAE, WO caM BiH 6aynB CBOIM 3aBAAHHAM OCYYaCHEHHS YKPaiHCbKOro
TeaTpanbHOro MUCTELTBA 3aranoM i cLueHorpadii 3o0Kkpema 3a EBPOMNEnCbKMM 3paskoM.
Mennep 4u He EAVHUIA cepen YKPaiHCbKMX TeaTpanbHUX XYAOXHMKIB 3000YB IPyHTOBHY
€BPOMENCbKY OCBITY, bpaB akTWUBHY y4acTb y GOpPMyBaHHI HOBOTO EBPOMENCHKOTO TUMY
XyAOXHbOI TBOpYOCTi. Mloro nopo6ok NOMITHO BUAINAETLCA Ha TNi POBIT iHWMX yKpaiH-
CbKMX TeaTpasibHNX XyOOXHUKIB 3aBAAKMN MUCTELIbKI JOBEPLIEHOCTI, MOEAHAHHIO BUTOH-
yeHoi popmy i BULIYKaHOT Komnosuii. Lli pucu HeBnacTvBi npecTaBH1KaM aBaHrapaHOTo
MWCTELTBA, AJ1s1 IKMX aBTOPCbKMIM MeCeax BaxwB BinbLue, HiXX MaiiCTEPHICTb BUKOHAHHSI.

LLlo6 3po3yMiT TBOpUMI MOYEPK MUTLS, CMPOBYEMO OCSrHYTU NepuneTii CTaHoB-
NIeHH$ | pO3KPUTTS MOro TanaHTy, CBITOrMAAHI ysBieHHs. Mennep uikaBui wwe 1 TUM, Lo
MIOro TBOPYMI reHin cuHTesyBas 6arato kynstyp. batbko MuTus, leoprin Mennep, weenowm,
a Matu, leneHa Kapyso, Mana itanicbko-rpeLipke kopiHHs. Coro yacy [eoprii oTpuMas
ABOPSHCbKMIA CTaTyC i MyCUB NepeiTy 3 NtoTepaHCTBa y npasocnas’si. PogunHa nocTinHo
nepeizamna, Kyau npuaHadanm ciyxuTy 6atbka, TOMy novatkosy ocsitTy Bagum Mennep
3pobysas y T6inici i Epesani, a 3aBeplums y Mepuwin kuicokin rimuasii 1903 poky. Otxe,
XYLOXHVK BUPIC Y MOMiIKYNbTYPHOMY CepefoBMULLj, i Lie BGeperno horo Bif ynepeaxeHoro
CTaBfleHHs 4O IHO3EMHOrO MUCTELITBA Ta JO3BOJIMIIO B MaibyTHbOMY OCATHYTU CYTHICTb

HOBOI EBPOMENCHKOI XYAOXHbLOI KYbTYPU.

lMpaBHMK i3 MUCTELILKMM TaNlaHTOM

Toro camoro poky ManbyTHIN XyAOXHUK 3a NpuUKnagom 6atbka BCTYMMB Ha OPUANY-
Hui dakynbtet Kniscbkoro yHisepeutety ce. Bonoammupa. Ta notsr go mucrteuTsa 6epe
CBOE, i, HaBYatoUMCh B yHiBepcuTeTi, Mennep sk BinbHWUI cnyxad Bigginye KuiBcbke xypox-
HE yuunnuiie. 3i cTiH uboro 3aKJsiafly B Pi3HUM Yac BUNLLIM BUATHI TeaTpasibHi XyAOXHUKN
Anarons MNetpuupskun, Onekcangpa Excrep, Icaak PabiHosiy, OnekcaHgp Tuwnep, Hiccon
LLIndpin Ta iH. Ha noyatky XX cTonitTs TaM BUKnaganu BifoMi MancTpu xusonucy lsan
CenesHbos, XaputoH NnatoHos, Mukona [MumoHeHko, sikoro Mennep gyske nobus i TBop-
4icTb IKOro, MOXIIMBO, HaAMXana Moro, GopMyBana y Hboro rmmboke po3yMiHH: YKpaiH-
CbKOT XYAOXHbOI KynbTypu'. Tak y cysip’i KynbTyp, siki TBOPYO HaCHaXyBau XyHAOXHMKa,
3'ABMNacs yKpaiHcbka 3ipoyka, sika, 3peLToto, i CTana rofoBHOM.

Y 1905 poui yHiBepcuTeT 3aKpunu B 38'A3Ky 3 peontoLintHMu nogisimu. Lo okasito
Mennep B1KopUCTaB, WO6 NOrMMBUTI MUCTELIbKY OCBITY, i MPOTArOM POKY HaBYaBCs Y

1 [ue.: KpacunsHikosa, Onbra. Movatok cueHiuHoi aisnsHocTi B. I. Mennepa // TeatpansHa kynstypa. — 1981. — Bun. 7. — C. 66-67.
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Vadym Meller’s student ID card from the Munich
Academy of Fine Arts, summer semester 1909-1910.

CryneHTCbkMi KBUTOK MIOHXEHCBKOT akafeMii

mucteuts Banuma Mennepa Ha nitHuin cemectp
1909-1910 akapeMiuHoro poky.
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Meller returned to Kyiv, resumed his studies at St. Volodymyr’s, and obtained his
law degree in 1908. He published his first artistic work, a series of caricatures, in the Kiev-
skaia mysl (Kyiv Thought) newspaper in 1907. The work of any artist reflects his personali-
ty; for all his stern Nordic traits, Meller loved humor and could tell a good joke. His gift for
capturing character traits and turning them into jocular hyperbole attested to his nuanced
and grotesque vision of reality. In time, this ironic slant became the artist’s calling card. His
sketches of costumes always showed not only the external aspect of a character but also
the character’s inner world.

Studies in Europe: Meller and the Early Avant-Grade

After graduation, Meller went to Germany. For several months, he attended the
landscape and portrait artist Heinrich Knirr’s private school. As a graduate of the art
academies of Vienna and Munich, Knirr was perhaps best prepared to train Meller to enter
one of those institutions. While Knirr’s school operated in Munich from 1888 to1914, it
counted Edmund Steppes, Paul Klee, and the Ukrainian artist Valentyn Voino-Yasenetsky
among its students. In 1909, Meller entered the Munich Academy of Fine Arts and studied
there under the German painter and graphic artist Angelo Jank.2

Meller’s education continued in Munich’s rich artistic environment, with its exhibi-
tions, theaters, and galleries. There he became close to Der Blaue Reiter, the Expressionist
art group founded by Vasilii Kandinsky and Franz Marc. Active from 1911 to 1914, Der
Blaue Reiter included among its members such figures as the Germans August Macke,
Gabriele Munter, Heinrich Campendonk, and Lyonel Feininger; the Russians Aleksei
Yavlensky (Alexej von Jawlenski) and Marianna Veryovkina (Marianne von Werefkin); the
Ukrainian brothers David (Davyd) and Volodymyr Burliuk; the Swiss Paul Klee (who as
a fellow student at the Knirr School and the Munich Academy is thought to have intro-
duced Meller to members of Der Blaue Reiter®); the Frenchman Robert Delaunay; the
Austrian Alfred Kubin; and the avant-garde German composer Arnold Schoenberg. Mell-
er’s familiarity with German Expressionism would be revealed in his work for the Berezil
Artistic Association and would have an impact on his creative career as a whole. Meller’s
artistic idiom was charged with emotionalism and metaphor, which would become the
hallmark of his scene design.

Completing the Academy with honors, which attests to his interest in and talent for
art (Meller’s law diploma did not contain as many high marks), Meller moved to France in
1912, enrolled in the Free Workshops, attended classes with the famous sculptor An-
toine Bourdelle (a student of Auguste Rodin), and worked in his own atelier. Bourdelle
attached great significance to drawing as the basis for the creation of a sculpture. He was
very attentive to his students and corrected their work once a week; watching him do so
enriched Meller’s knowledge of artistic technique. As a young man, he studied, worked,
and developed his artistic tastes in the cultural atmosphere of Paris—the very epicenter of
avant-garde trends (Cubism, Futurism) that were just being born. It was in Paris, too, that
he opted for leftist art by joining the Independents. In the early twentieth century, leaders
of new art such as Kazimir Malevich (Kazymyr Malevych), Marc Chagall, Edvard Munch,
Henri Matisse, and many other artists exhibited in the Salons des Indépendants, where
4,000 to 6,500 works were on view at one time.

In addition to its art schools, workshops, and cafés, Paris of the early twentieth
century was a city of art galleries. In the 1910s, there were more than one hundred
galleries, with new ones opening constantly. The two largest and best known were the
Salon des Indépendants and the Salon d’Automne; artists from abroad could exhibit there

2 See Vadym Meller’s certificate of completion of the life drawing class at the Munich Academy of Fine Arts, 1910-1911: Muzei
teatral'noho, muzychnoho ta kinomystetstva Ukrainy (MTMKU), Inv. #P 5388, 1 ark.
3 Myroslav Shkandrii, “Henii Vadyma Mellera: Tanets’ ta dekoratyvne mystetstvo v ukrayinskomu avanhardi,” Kurbasivs ki

chytannia: Naukovyi visnyk (Kyiv, 2012), 128.



LLIsenuapii, B >KeHeBcbkin XymoxHii wkoni. Bigtomi noyanocs 3HanoMcTBO XyAOXKHMKA 3i
3p06yTKaMu 3axigHoeBponencbkoro MuctewTsa. Jobpe 3HaHHs paHLy3bKOi, aHMNiNCLKOI,
HIMeLbKOT 1 IHLIMX IHO3EMHMX MOB BIfKPUIIO MOMY LAAX [0 HepOpManbHOI MUCTELbKOT
KOMYHiKaLii — TYCOBKM.

[Nicns noHoBneHHs HaByanbHoro npouecy Mennep nosepHyscs fo Kuesa i 1908 poky
oTpvMas auninom topucta. Ceoi neplui MUCTELIbKI TBOPY, a Lie Bynu KapuKaTypu, Xy[ox-
HUK-MoYaTKiBeLb HapgpyKyBaB Yy raseTi «<Kuesckas Mbicnb» 1907 poky. TBopuicTb KOXHOro
MWTLIS MOB'sI3aHa 3 MOTO XapaKTEPOM i € YaCTUHOIO CaMoro XyAoxHWKa. Mennep, nonpwu 3o8-
HILUHIO «CKaHMHABCbKY» CyBOPICTb, LiiHYBaB r'yMOp i caM yMiB noxapTyBsati. Moro BMiHHs
BMXOMUTU PUCK [J1s1 XapTiBAMBOI rinepbonisaLlii feMOHCTPYBanu TOHKE, rpoTeckHe GayeHHs
HaBKOMMLUHLOT AIACHOCTI. [POHIYHICTb, 3peLuToto, cTana BisuTHO KapTkoto MUTLS. Moro ecki-
31 KOCTIOMIB 10 BUCTaB AEMOHCTPYBaN He TifbKu 30BHILLHIN Gik 0bpa3y — oasr ans poni,

a 7 BigbVBanu BHYTPILLHIO CYTHICTb MepCoHaxa.

€sponevicbke HaB4aHHs. Mennep i paHHiit aBaHrapp

Mo 3akiHuerHi yHisepcutety (1908) Mennep noixae go Himeuunnu. Kinbka micsuis
BiH 3aiMaBcs y npwmBaTHin wkoni leHpixa KHippa, xnBonucus, BiGoMOro nepepycim sk
nensaxuct i noptpetuct. Cam KHipp HaByaBcs xuBonucy y BigeHcbkin i MioHxeHcbKii
aKafeMifx MUCTELTB, TOX BiH Mir sKHanKpaLue Nigrotysatu 4o BCTYMy A0 CBOEi 6aBapCbKoi
ansma-matep. Csoto npuatHy wkony xueonucy KHipp Tpumas y MioHxeHi y 1888-1914 po-
Kax, cepep oro yyHie — EamyHp LLtenec i [Maynb Knee, 3 ykpaiHcbkux Mutuis — BaneHTuH
BoriHo-fAcereupkuii i Bagum Mennep. Yac, nposeperuin y wkoni KHippa, He MrHYB gapeMHo,
1909 poky Mennep BcTynus go MioHxeHCbKoT akafieMii MUCTELTB, Ae HaBYaBCs Y TBOPYIM
MamcTepHi AHreno fHka’.

3BUYaiiHO, MUCTeLIbke cepepoBULlie MioHXeHa 3 1Ooro BUCTaBKaMu, TeaTpaMu, ranepe-
SIMM CTaso MPOAOBXEHHSIM XyAOXHbOT OcBiTH Mennepa. BiH 36nu13uscs 3 TBopyoto rpynoto
«CuHii BeplHuK>. Lle 06'eaHaHHS XyAOXKHMKIB-eKCNPECiOHICTIB, sike icHyBano B MioHXeHi
B 1911-1914 pokax, 3acHyBanu Bacinin KanpuHcbkuii i @panu, Mapk. Hassa ioro, ouesuma-
HO, MOXOAMTb Bif kapTuHK KaHaunHcbkoro 1903 poky, fika CTUCNO BUpaXae Nornsam YneHis
FPYmu, Xoua € 1 iHwWi Bepcii ii noxomxxeHHs. 3 06’egHaHHAM «CUHIN BEPLIHUK» MOB'I3aHO
BiSNbHICTb TakMX MUTLB, K HiMUi ABrycT Make, ra6pienb MtioHTep, [eHpix KamneHpoHK,
TNioHens @eliHinrep, pocisHn Anekcen Aenercbkmin | Mapianta Bepboskina, ykpaiui 6patu
[aewvg i Bonogumup bypntoku, weenuapeus Mayns Knee (BBaxaeTbes, Wwo caMme BiH, CTymeHT
MioHxeHcbkoi akafeMi i wkonu KHippa, npeactasune Mennepa uneHam «CUHLOTO BepLUHU-
ka»3), bpaHLy3s Pobep [lenote, asctpieus Anbdpen Ky6iH, HiMeLbknin KOMNO3UTOP-aBaH-
rapavct ApHonbg LLleH6epr. 3HatoMCTBO 3 HiMELIbKMM eKCMPEeCiOHI3MOM MO3HAYUTLCS Ha
pobotax Mennepa B Mucreuskomy 06'egHaHHi «bepesinb» i Ha TBopyocTi B3arani. Teopuin
MOBI XyAOXHMKa BIACTVBi €MOLIMHICTb, BUCOKA HAMpYyra, MeTahOpUYHICTb, sika CTana Moro
Bi3UTIBKOIO Y CLIEHIYHOMY BUPILLEHHI BUCTaBW.

3akiHumBLUM AKafeMito 3 Bij3HAKOIO, LLO CBIJYMIO MPO iHTEPEC i TanaHT MUTLS (3a-
YBaXMO, L0 [UMIIOM OPUCTa He MaB TakUX BUCOKMX oLiHOK), Mennep 1912 poky nepeixas
po OpaHuii. Tam BiH BcTynae fo BinbHux MaiicTepeHs, BifBigye knac BigoMoro ckynbntopa
AHTyaHa bypgens, yuHs Ortocta PogeHa, npautoe y cBoiit MaiicTepHi. bypaens Benvike
3Ha4YeHHs HaflaBaB PUCYHKY, KU Yy AOrO TBOPYOMY METO[i CTaBaB OCHOBOLO AJ1s fasib-
LIOro TBOPEHHS ckynbnTypu. BiH fyxe yBaxHO cTaBMBCS AO CBOIX Y4HIB, pa3 Ha TUXAEHb
pobuB KopekTypu pobiT, Ha sikunx Bys npucyTHin Mennep i Le 36araTuno Moro 3HaHHIMM
3 TEXHONOT i MUCTeLbKOT TBOpYOCTi. Monoguin MUTeL TBOPUB, HaBYaBCS, GOPMYBaB CBilt
XYLOXHi CMaK, MOPUHYBLUK B KyTbTYpHY atMocdepy [apuxa, nepebysatoun B caMmomy

2 [ue.: Ceigourso Baguma Mennepa npo 3akiH4eHHs HaTypHoro Knacy B MioHxeHcbkin akapemii Muctewrs, 1910-1911 poku //
Mys3ei TeaTpanbHoOro, My3u4Horo Ta KiHomucteuTsa Ykpainu (gani — MTMKY). — Ius. N° P 5388. — 1 apk.
3 [wus.: LLkaHapii, Mupocnas. Tenin Baguma Mennepa: TaHeub Ta filekopaTuBHe MUCTELTBO B yKpaiHCbKOMY aBaHrapgi //

Kyp6aciscski untanHs: Haykosuit sichmk. — K., 2012. — C. 128.
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Alexandra Exter

Preparatory drawing for the painting Bridge (Sévres).
1912. Colored pencil on paper. 13% x 9 in.
Coll. Zoia Kucherenko, Kyiv

OnekcaHppa Excrep

PucyHok po kaptunu «Mict. Cesp».

1912. Manip, konboposuit oniseub. 33,525 cm
Kon. 3oi Ky4epetko, Kuis
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without difficulty. In those years, the international artistic community of Paris included
many young men and women from Ukraine: Alexander Archipenko (Oleksandr Arkh-
ipenko), Sonia Delaunay, Ivan Kavaleridze, the Burliuk brothers, and Alexandra Exter, to
name a few. We have no confirmed information about Meller’s contacts with them, but

it is known that the Meller-Henke family preserved Exter’s sketch for her famous Bridge
(Sévres) of 1912 for some time. It was even attributed to Meller by mistake and published
as his sketch of a street in Tbilisi in a monograph about him.* It is very likely that the two
artists were in touch while in Paris, and the gift of the sketch may point not only to friend-
ly ties but also to common ground in art.

After his successful debut at the Salon des Indépendants, Meller showed his works
at the Autumn and Spring salons of 1913 and 1914, immediately attracting the attention of
art critics. “The use of different media on the canvas and the simplified character of his
painting make him very interesting,” the Paris press wrote. Young Meller’s works were ex-
hibited next to those of Georges Braque, André Dérain, and Pablo Picasso. Unfortunately,
these early works have not survived, and no information about their whereabouts is avail-
able (although a record stating they were lost in shipment has been preserved). All we
have today are clippings from French newspapers, which Meller glued with great care to
each of his certificates as an exhibitor.® His attentive “media monitoring” may indicate that
Meller did not simply engage in art but must have also worked on his brand as a successful
Ukrainian artist of European standing, as did many avant-garde artists.

After “taking Paris” and returning to Ukraine following the celebration of Bastille Day,
Meller embarked on his avant-garde mission in Ukraine. With his reputation established and
a new wife (a Spanish woman named Carmen, whose portrait, dated 1913, is the only surviv-
ing image from Meller’s Paris period), the artist began a new chapter in his artistic life.

The couple’s arrival in Kyiv in August 1914 was marred by the outbreak of the First
World War, which would take the lives of Meller’s German friends of Der Blaue Reiter,
Franz Marc and August Macke. In 1915, Meller joined the public All-Russian Zemstvo
Union for the Assistance to Sick and Wounded Soldiers at the Western Front and served
there as an assistant commissioner, deputy commissioner, and finally commissioner for
the 3rd Army. He had no time for art in the turmoil of war. After the Zemstvo Union was
disbanded (1917), Meller lived in Moscow for almost a year. Realizing at long last his dream
of the past few years, he resumed painting and showed himself to be a talented organizer
by founding the first professional union of Moscow painters. (Meller’'s membership card
for 1918. The First Professional Union of Moscow’s Painters). His fellow members includ-
ed such outstanding artists as Konstantin Korovin, Pavel Kuznetsov, Aristarkh Lentulov,
Robert Falk, and his future colleagues in Ukraine—Alexandra Exter and Oleksandr Kh-
vostenko-Khvostov. Exhibitions, lectures, and auctions were among the union’s statutory
objectives. As always, Meller highly prized his friendships with other artists. His daughter
Brigitta Vetrova recalled how important it was to him to pay tribute to his late friend and
associate when Konstantin Korovin’s exhibition was being held in Kyiv in the late 1950s.

Kyiv: Early Work as a Set Designer

Kyiv offered a vibrant and diverse cultural scene in 1918, one that could be com-
pared to that in Paris in the 1910s. The city attracted representatives of both the classical
school and the many experimental trends that opposed it. The city hosted touring compa-
nies from Russia and its directors, including the noted theater theoretician and practitioner
Nikolai Evreinov, the wildly popular variety singers Nadezhda Plevitskaia and Iza Kremer,
and the operatic tenor Leonid Sobinov. Kyiv audiences enjoyed productions and perfor-

4 Zoia Kucherenko, Vadym Meller (Kyiv: Mystetsvo, 1975), 16.
5 See “Materialy pro poizdku do Frantsii 1909-14,” Tsentral'nyi derzhavnyi arkhiv-muzei literatury i mystetstva Ukrainy (Ts-
DAMLM), fond 1077, sprava 27, ark. 12.
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Vadym Meller’'s membership card (#350) in the
Moscow Professional Union of Artist-Painters, 1918.

Keutok unera (N°350) nepuoro npodeciitHoro cotosy
XyRoXHuKis-xusonucuis Mockeu Baguma Mennepa,
1918.

eniLeHTpi 3apoaXeHHs aBaHrapaHux Tedin (ky6ismy, dyTypusmy). CBotO MpUYeTHICTb [0
nisoro MuctewTea Mennep BusHaums e B [Napuxi, npuegHaswmnch 0o cninbHoTH Hesanex-
Hux. Came B CanoHax HesanexHux Ha noyatky XX cToniTTs BUCTaBAANOCS aBaHrapAHe
mucrteuTso. Ceoi pobotu Tam gemoHcTpysanu Kasumup Manesuy, Mapk LLlaran, Ensapa
MyHk, Anpi Maricc. Ha CanoHi HesanexHux ekcrnoHyBanocs ofHO4YacHo Bif, YOTUPbOX

[0 LWECTH 3 NOJIOBUHOO TUCAY TBOPIB.

Kpim akapeMiit, MUCTeLbKMX MaiiCTepeHb, TBOPUMX KaB'speHs, y [apuxi Ha noyatky
XX cronitTs icHyBano 6esniy ranepent. Y 1910-x ix 6yno noHag cto i NOCTiHO BigKkpuBanucs
HoBi. HanbinbLui i HaMBigoMmiLli canoHu, ge Manm 3Mory 6e3 ocobnuemx 3yCWJib BUCTaBNIATUCS
XYHOXHUKM-iHO3eMLIi, — Lie Bxe 3rafaHuit CanoH HesanexHux ta OciHnin CanoH. Y ueit Yac
B [Mapwxi npautoBano 6arato Buxiguis 3 Ykpainu: OnekcaHap Apxunetko, Cons [Jenote,
lean Kaanepinse, 6patu bypntokun, Onekcargpa Excrep. Npo 38's3km Mennepa 3 Humu
BipOrifHNX BiJOMOCTEN HEMAE, asie BiOMO, L0 B POAMHi Mennep—FeHKe 36epirch;| ecki3
Onexcangpu Excrep no i po6otu «Mict Cesp» (1912). Moro HasiTs nomMunkoso npunucan
camoMy Menrnepy i ony6nikysanu B MoHorpadii npo MUTLA K Hayepk Bynuui Toinici®. Ove-
BMIHO, XYAOXHUK cninkyBascs 3 Ekctep y [Napuxi, a nogapoBaHuii eckis 3acBigyye He nuiue
TXHi [pY>KHi CTOCYHKM, a 11 CMiJibHi 3acan Yy TBOPYOCTI.

MNicns ycniwHoro npeactaBnerHs B CanoHi Hesanexynx Mennep npogeMoHcTpyBas
cBoi pobotu B OciHHboMY 11 BecHaHomy canoHax y 1913-1914 pokax i ogpasy npusepHys
yBary KpuTuKiB. «BukopuctaHHs pisHux MaTepianis Ha MONOTHI | CNPOLLEHMI XapaKTep AOro
XMBOMMWCY pobASITL MOro By>e LiKaBuM», — nucana napusbka npeca. KaptuHu monoporo
Mennepa gpemMoHcTpyBanucs nopy is poboramu XKopsxa bpaka, Avgpe depena, Mabno [Mi-
kacco. Ha xan, Ui napu3bki TBOpY MUTLS He 36epernucs, MpUHaMHi NMpo iX iCHyBaHHs HaM
HesigoMo. Buininu Tinbku BUpi3ku 3 GppaHLy3bKUX raser i3 Bigrykamu, aki Mennep nbannveo
nigkeiB 4O KOXHOrO CBOro NocBifgyYeHHs ekcrioHeHTa®. Llen YBaXKHWUI Me[lia-MOHITOPUHT
MOXe CBiAUMTM Mpo Te, Wwo Mennep He MPOCTO 3aMMaBCs MUCTELITBOM, a i pOpMyBaB BiAMo-
BiIHWI BPEHA YCMiLUHOTO EBPOMENCHKOro YKPaiHCbKOro XyLOXKHMKA, 5K Lie B3arani npura-
MaHHO aBaHrapAHUM MUTLSIM.

CumsoniuHo nokuHysLm Mapux nicns ceatkysaHHs [JHs B3s1Ta bactunii, Mennep no-
4YaB CBOIO aBaHrapaHy Micito B Ykpaii. [p1kpo, wwo rnoro napusbki pobotu 3arybunucs npu
nepecunanHi go Kuesa. 36epircs HasiTh MCT o MUTLA 3 iHbopMauieto npo BTpaty. OTxe,
Ha XY[OXHMWKa HE TUCHYNO MOro MUCTELIbKE MUHYIE i BiH MOYaB CBOE TBOPYE XUTTS B YkpaiHi
3 HOBOI CTOPIHKM. |3 «3axigHoro Garaxy» Mennep npusis 3 coboto nuwe GpeHpose iM's Ta
LPYXUHY-icnanky 3 npoMosucTum iM'am Kapmen. i noptper, patosanmin 1913 pokoM, — um He
€AMHMIA YUININMM TBIip Napu3bKOro nepiomy.

MNoppysioks Mennepis npuixano o Kuesa B cepnini 1914 poky. PapicTb noBepHeHHs
[OZOMY 3aTbMapyB noyatok [lepLuoi cBiTOBOI BifHM, fika, 4O peyi, 3abpana XUTTs Moro Apysis
i3 «CuHboro BeplHuka» OpaHua Mapka 1 Aerycta Make. Y 1915 poui Mennep BcTynus fo
rpoMapcbkoi opraHizaLlii — Bcepocificbkoro 3eMcbkoro cotosy JONMoMOrn XBOpUM i ropaxe-
HWM BOiHaM Ha 3axigHOMY GPOHTI, Ae CIYXMB Ha Pi3HUX MOCaAAX: MOMIYHUKOM YMOBHOBA-
YXEHOTO, 3aCTYMHWKOM YyMOBHOBaxeHoro, yrnosHosaxeHnM npu lIl apmii. Yacy Ha TBopuicTb
y BOEHHe nuxoniTTs He Byrno. [Micna niksigauii 3emcbkoro cotosy (1917) Mennep maitxe pik
xwuB y Mocksi. TyT BiH, HapeLuTi, NOBEPHYBCS O XMBOMWCY, NPO LLO AABHO MPIsB, i NPOSBUB
cebe sk opraHizaTop MUCTELTBa, CTaBLUM PYHAATOPOM NEPLUOi NPOPECIHOT CMiNKM XYHA0X-
HuKiB->xmBonucLis Mocksu. [lo cninku BBiMLWNM TaKi BUOATHI XYOOXHUKM, AK KoHcTaHTiH
KoposiH, Masen Kysneuos, Apictapx Jlentynos, Po6ept ®anbk, a Takox OnekcaHgpa Excrep
i Onekcanpp XBocTeHKo-XBOCTOB, i3 sknuMu Mennep Le npautoatume B YkpaiHi. Crinka
Mana Ha MeTi, 30KpeMa, BaLUTOBYBaTW BUCTaBKM, ayKLIOHM i nekLii. Mennep 3aBxau B1coko

4 [us.: KyyepeHko, 3o05. Banum Mennep. — K.: Mucteutso, 1975. — C. 16.
5 [us.: Marepianu npo noisaky o ®panuii 1909-1914 pokis // LlenTpansHuit gepxasHuit apxis-My3en nitepatypu i MucTeLTBa
Ykpainu (pani — LOAMIIM). — @.1077. — Cnp. 27. — 12 apk.
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mances by renowned European dancers and choreographers like Mikhail Mordkin and
Margarita Froman. In 1919, Bronislava Nijinska arrived to open the first modernist School of
Movement in the city, giving a powerful impetus to the further development of modern
dance. The school was conceptual in orientation, as Nijinska chose to teach movement,
rather than ballet or dance. The comprehensive curriculum, designed to ensure har-
monious development of the personality, included classical dance, expression through
movement, style in movement, character dances, the theory of music, the theory of the
dance, the notation of movement by means of leg gymnastics, and dance composition; the
school also offered lectures on art and creativity, as well as practical classes. The program
of the school’s performances for 1920-1921 referred to the performances not as dance
numbers but as “choreographic sketches™ in keeping with Nijinska’s quick free drawings
of movements. The school's repertoire included an interpretation of ballet masterpieces
Puss in Boots and the White Cat from Piotr Tchaikovsky’s Sleeping Beauty and an “ex-
perimental study in dance” after Franz Liszt's Hungarian Rhapsody #12. The latter, an ex-
pressive 1853 work built on sharp rhythmic contrasts, seems poorly suited for dance, but
this is exactly what attracted the modernist artists in their attempts to create something
shockingly new. Graduates of the School of Movement later taught at the Mykola Lysenko
School of Music and Drama and worked at Les Kurbas’s modernist theater.

Western European artists and performers did not bypass Kyiv, either. The October
16, 1918, issue of Zritel (Spectator) magazine announced the arrival of the pioneering
German director Max Reinhardt with his troupe (Alexander Moissi, Lucie Héflich, and
Herman Tiemig), which attracted full houses with its productions of Leo Tolstoy’s Living
Corpse, Gerhart Hauptmann's Lonely Lives, Henrik Ibsen’s Ghosts, and Georg Biichner’s
Death of Danton.”

Upon Meller’s return to Kyiv in 1918, he naturally gravitated toward the studio of
Alexandra Exter, whom he had previously met in Paris. The studio played the role of a
creative club and meeting place for figures such as Nisson Shyfrin, Boris Aronson, and
Pavel Tchelitchew, who would later design sets in Russia and abroad. Authors, directors,
actors, and critics from Moscow and Petrograd would come to give lectures: “The Role of
the Artist in the Theater” by the director Aleksandr Tairov, “The Value of Contemporary
Art” by the author Ilia Ehrenburg, “Theater and Stage” by the director M. Yefremov, and
“The Art of Yesterday” by the critic Yakov Tugendkhold.®

Bronislava Nijinska’s studio at 21 Fundukleyivska Street was only steps away from
Exter’s, making for a creative relationship between the two. Meller possibly also lectured
on art at Nijinska’s school, although his work there was focused primarily on scenogra-
phy, making sketches of movements for dancers to turn into dance. This was an important
stage in his development as an artist. Whereas Meller’s sketches for The Assyrian Dances
(1919) express internal movement in static figures, his sketches of costumes for the ballet
Masks (1919-1920), to the music of Frédéric Chopin, convey the gestural expression of the
dance: the coattails of a character still remain in his preceding pas, when his slender figure
is already on its way to a new one. Their Cubistic and Cubo-Futuristic geometrical preci-
sion, fragmentation of real objects into plain three-dimensional solids, and construction
of silhouettes with color planes bring Meller’s works close to those of Exter. It is possible
to speak about a creative dialogue or imitation between them, but mention should also
be made of Meller’s education in Paris, where his art bore the direct influence of Albert
Gleizes, Jean Metzinger, David Burliuk, and Robert Delaunay. Meller was seeking his own
original means of expression in accordance with the demands of the day.

Typically, the avant-garde is a “synthetic laboratory” where an interface of many

6 See “Prohrama vechora khoreohrafichnykh eskiziv Shkoly rukhiv B. Nizhyns'koi,” MTMKU, Inv. #P 4637, 1 ark.
7 “Khronika,” Zritel (Kyiv) 34 (1918): 10.
8 Lynn Garafola, “An Amazon of the Avant-Garde: Bronislava Nijinska in Revolutionary Russia,” Dance Research 29, No. 2

(2011): 129,



LiHyBaB Apyx6y 3 iHWMMK XypoxHukamu. HanpukiHui 1950-x pokis y xynoxHboMy My3ei

B Knesi npoxopwuna sucTaska TBopis KoctsaHTuHa KoposiHa, 3a cBiguyeHHam bpurittu Betpo-
BOI, fouku Mennepa, ans 6atbka Gyno Haa3BMYaMHO BaXIMBO BiABILATU BUCTaBKY SK OAWUHO-
Ka MOXJIMBICTb BifaTu LaHy APYroBi i TBOPYOMY COpPaTHUKY.

Kuiie. MouaTok cueHorpadiuHoi pisnbHocTi

Kuig 1918 poky MoxHa nopiHaTH 3 [apuxem 1910-x, konu fo MicTa sk KYnbTypHOro
ocepepKy 3DKAXaNMCcs NpeAcTaBHUKM KIACUYHOTO MUCTELITBA | XYAOXKHUKMN-EKCNIEPUMEH-
TaTOPM, Y1s TBOPHICTb MOCTaBasa 3 MPOTUCTOSIHHS KIACUL, a BiATaK KymbTypHe XWTTs Byno
Ha/3BMYaMHO PO3MaiTUM. Y KMIBCbKMX TeaTpax MpaLioBanu i racTpontoBanu pocincbki
MaNCTPU CLIEHW: pexucep i BUOaTHUIA TeopeTuk MucTelTBa Hikonain €BpeiHoB, ecTpapHi
cnisaukm Hagexaa lNnesiupbka 1 13a Kpemep, oneprun teHop Jleorin CobiHos. Ysary kuis-
cbKoi ny6rniku Byno NPpUKYTO A0 MOCTaHOBOK i BUCTYMIB XOpeorpadis EBPONecsLKOro piBHs
Mixaina MopgkiHa, Maprapitn ®pomaH. OkpeMa cTopiHka KUIBCbKOrO MUCTELIbKOTO XMUT-

T8 — npuizp bponicnaen HixuHcbkoi, sika came B Kuesi Binkpuna cBoto nepluy aBaHrapaHy
LLIkony pyxy (1919) i nana umM NOWTOBX JO AaNbLWOrO PO3BUTKY CydacHoro TaHuto. Hassy
06paHo koHuenTyansHo: wkona HixkuHcbkoi Gyna came pyxoM, a He 6aneToM Uu TaHLeM.
[NpuBepTatoTh yBary HampsiM1 NiGroTOBKM Y LUKOJ, MOKMMKaHi 3a6e3MneynT rapMOHinHMii
PO3BUTOK TBOPYOi OCOBUCTOCTI: LLKOMA KITACUYHOTO TaHLItO, BUPAXKEHHS B Pyci, CTUb Y PYCi,
XapaKTepHi TaHLi, Teopis My3MKK, TEOPIs TaHLIO, 3aMMNC PyXiB HOXHOT FIMHACTUKM, KOMMO3M-
uist TaHUO, Becign Npo MUCTEUTBO i TBOPYICTb, MPpaKTUYHi knacu. B nporpami suctyny LLlkonu
pyxis 1920-1921 pokis TaHLtOBasnbHI HOMEpPKM Ha3BaHO xopeorpadiuHnMu eckizamu®. Hanes-
He, XopeorpadiiHui eckis HixuHCbKoi MaB BUrMsL, WBMAKO BUKOHAHOTO BiflbHOTO MasltoHKY
B XMBOMMUCI. Y penepTyapi WKOMM 3HA4MIMCS, 30KpeMa, iHTeprpeTallis 6aneTHoro weaespy
«bineHbka Kiweuyka i kit y 4yobotax» 3i «Crnayoi kpacyHi» [NeTpa Yankoscbkoro, TaHLoBaNb-
HWIA ekcnepuMeHT-ecki3 Ha Yropcebky pancogito N° 12 ®epenua Jlicta. Llei ekcnpecusHuii
PUTMIYHO-KOHTPACTHWUM IHCTPYMEHTaNbHWUA TBIp, HanmcaHui 6nusbko 1853 poky, Mano
HaOAETbCs AN CYNPOBOAY TaHLLIO, ane Le fKpa3 i npu1BabnioBano enataxHWX aBaHrapaHUX
muTuie. BunyckHukum LLIkonu pyxis noTim Buknaganu B MysnyHo-gpamatuyHin wkoni Mukonu
Jlncenka, npautosanu 8 Teatpi Jlecs Kypbaca.

He omunanu Kuis i eBponericbki MuTui. XKypHan «[napay» 3a 16 xoBTHs 1918 poky
aHOHCYBAB MPUI3f HiMeLbKOro pexuncepa-Hoatopa Makca PeiiHrapara 3 Tpynoto y cknagi
Anekcargep Moicci, ITioci lbodnix, lepmara TiMixa, wo ycnasunacs noctaHoskamu «XXKu-
Bui Tpyn» JlbBa Tonctoro, «OguHoki» leprapta Fayntmana, «Mpumapu» NeHpuka [6cena,
«Cmeptb [JaHToHa» [eopra broxHepa’.

Konu 1918 poky Mennep nosepHyscst o Kuesa, BiH, NprpoaHo, Tsxis fo cTyaii
Onekcanppu Excrep, 3 sikoto nosHanomuscs we B Mapwvxi. Crygis npasuna 3a TBopumnit kny6
i MicLe 3ycTpivi Ans Takmx XynoxHukis, sk Hiccon LLndpin, bopic Apotcon, MNasen Yeni-
LIEB, AKi Hagani 3aMManucs cu,eHorpad)iero B Pocii i 3a kopgoHoM. TaMm LLOTUXHSA Biﬂ,6yBaﬂMCﬂ
NeKLii TMCbMEHHWKIB, PeXMCepiB, akTOPiB, KPUTUKIB, ki npuizamnmn 3 Mocksu i [NeTporpapa,
3okpeMa nekuii «<Ponb xynoxHuka B Teatpi» AnekcaHapa TaipoBa, «LliHHicTb cy4yacHoro muc-
TeuTBa» M1cbMeHHuKa Inbi Epenbypra, «Teatp i ewadot» peskucepa H. EspeiHosa, «Mucte-
LITBO 3aBTPALLHLOrO AHs» KpUTHKa Slkosa TyreHpoxonbaal.

Crynis bpoHicnasu HixuHcbkoi no Bynuui @yHaykneisebkin, 21, MicTunacs 3a kinbka
Kpokis Big cTygii Ekctep. Mix HUMK, npupogHo, 3aB’s3anucs TBopYi cTocyHku. Llinkom Mox-
nuBO, Lo 6eciam Npo MucTeuTBo B WKofi HixknHebKoi Buknaaas Bagum Mennep, xo4a oro
pobota TyT nonsrana nepeBaxHo B iHWoMmy. BiH 3aiMaBcs opopMieHHAM xopeorpadiuHmx
KOMMO3MLi — POBUB €CKi3u, O iX Manu «OXMBIATM» TaHLiBHUKK. Lle cTano Baxnmsum

6 [ue.: Mporpama Bevopa xopeorpadiuHux eckisis LLikonu pyxis b. Hixxuncbkoi // MTMKY. — Iue. N° 1 4637. — 1 apk.

7 [Dus.: Xpotika // 3putens. — K., 1918. — N° 34. — C. 10.

8 [ue.: Garafola, Lynn. An Amazon of the Avant-Garde: Bronislava Nijinska in Revolutionary Russia // Dance Research. — 2011.
—Vol. 29. — N° 2. — P.129.
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forms of creativity takes place. As a synthesis of several arts, the theater was an ideal
laboratory for all kinds of experiments. Meller’s first sets—for Maitre Patelain and Les
Noces de Figaro in Aleksei Smirnov's Russian road theater (Kyiv, 1919) and Mazepa after
Juliusz Stowacki in the Taras Shevchenko First State Theater (Kyiv, 1920)—show that the
artist had begun to find his own method and manner, developing an original style marked
by asceticism, functionality, and severe geometric forms. While he was designing the sets
for those two productions, Meller did not stop working for Nijinska, where his output—
bright and full of character in an Art Deco sort of way—took on very different qualities
from those of Nijinska’s studio. The artist seems to be seeking different expressive means,
though still showing his profound understanding of the directors’ concepts.

For some time after Nijinska left Kyiv and went abroad, Meller and his wife con-
tinued to correspond with her, sharing their creative plans and their views on political
events, demonstrating a bond of trust between the two. In his letter of January 12,1922,
from Kyiv, Meller wrote:

In the time of your absence, the attitude to you has fully crystallized; it turns out
that not only do you have staunch and loyal disciples in your school, but people outside
the school are also talking about your departure with sincere regret, understanding that
it's impossible to get an actor out of his primitive routine without you until he masters the
true movement as his ultimate school. ... | am deeply convinced that we are going to be
teachers in art. ... | believe that we will meet again and work together in earnest. | have
stopped doing Kyiv productions and am working for myself only at the moment because
it would be a shame to lapse into aestheticism after working with you. | think of you as my
best teacher.?

From September 1921, Meller was a professor at the Kyiv Art Institute and directed a
theater art workshop. In his teaching, he focused on instilling an avant-garde outlook in his
students and recruited them from among the “more or less unspoiled by the old school.”
(Incidentally, Kurbas professed the same principle in selecting actors for his Berezil The-
ater.) The number of students in Meller’s workshop varied; in mid-1923, there were 20.
His wife, the artist Nina Henke-Meller, shared directorship duties with him. The Mellers
tried to show the finer points of the artist-director relationship to their students, teaching
them to synchronize the creative efforts of these two figures of theatrical art, and to help
each other find optimal means of expression.

From 1921 to 1923, Meller took part in “action art” productions by the young direc-
tor Marko Tereshchenko. The first performance took place at the Tsentrostudiya, which
opened in December 1920 and had a musical, dramatic, and choreographic department.
Meller was in charge of the art department. Tereshchenko was pioneering an altogether
new method based on “collective creativity”—i.e., an actor had to free himself from the
dictates of the director and pressure from the author and the designer to become a free
creator, a universal artiste who determined his own acting. In 1921, the Hnat Mykhaily-
chenko Theater staged the composition The Sky Is Burning, inspired by the poetry of
Oleksa Slisarenko, Mykhail Semenko, and Geo Shkurupi. Tereshchenko directed the
production; Meller tried his hand as scene designer and “movement director.” There were
no sets (Meller designed only the costumes) or dialogue; several groups were acting
onstage, “imitating the process of work in a factory and coal mine by certain schematic
gestures and demonstrating collective reflexes in the time of an uprising and its victory,”
an anonymous critic wrote in the Kharkiv-based Visti newspaper during the company’s
tour of that city.

Although Meller wrote to Nijinska after The Sky Is Burning that he would never do
it again (one try was enough) and complained of the lack of professionalism on the part

9 Vadym Meller, “Letters to Bronislava Nijinska (Early 1920s),” box 74, folder 51, Bronislava Nijinska Collection, Music Division
of the Library of Congress.



€TanoM y TBOPYOMY PO3BUTKY MUTUS. B eckizax go «Accupinicbkux TaHuis» (1919) Mennep
nepenae BHYTPILHIM PyX Y CTaTUYHMX NocTaTsx. B eckisi kocTioma go 6anety «Macku»

Ha My3uky Opegepika LLlonena (1919-1920) nepeparo ekcnpecito TaHuo. [Monu kocTioma
LLe 3aNMLWMANCS B MONEPefHbOMY PYCi, a BATOHYEHA NOCTaTh Yyke NpsAMyeE B iHWKA. [TpuTa-
MaHHi Ky6i3my i Ky6odyTypuaMy reoMeTpryHa YiTKicTb, ApobiHHA peansHMx o6 'ekTis Ha
CTepeoMeTpUYHi MPUMITMBU, MOBYAOBa CUIYETY MAOLIMHAMM KOSIbOPIB 36IUXYHOTb ecKi3u
Mennepa 3 pobotamu Ekctep. lpetbes npo TBopuwit gianor abo HacnigyBaHHs, ane Tpeba
aragatu i Has4aHHa Mennepa B Mapwxi, ge Ha Hboro ayxe BnauHynu TBopu Ansbepra Mnesa,
YKana Metuerxe, [lasupa bypnioka, Pobepa [enowe. BignosigHo fo BuMor Hosoro vacy
Mennep wwykas CBOiX iHAVBIAYanbHWUX | OpUTiHaNbHKUX 3acO6iB BUPA3HOCTI.

OcobnuBicTb aBaHrapaHoi Ky bTypy Monsrae B nepetuHi 6aratbox BUAIB TBOpYOC-

Ti, KONW MOCTaOTh CBOEPIAHI «CUHTETUYHI nabopaTopii». 3posyMino, Lo TeaTp K CUHTES
KiNlbKOX MUCTELTB BYB 4y[OBUM MONITOHOM Afsi XYAOXHbOrO eKCriepuMeHTyBaHHs. [lepuui
cueHorpadiuHi pobotu Mennepa go sucras «Metp [Matnen» i «Becinnsa irapo» B pocin-
cbkoMy nepecysHomy Teatpi Anekces CmipHosa (Kuis, 1919) Ta obopMneHHs «Mazenu»
FOniywa Crosaubkoro B lNepwomy nepxaesHomy Teatpi iM. LLlesuerka (Kuis, 1920) ceigyats
Mpo Te, WO MUTEL|b MOYaB HaMaLlyBaTu CBill TBOPYMIA METO, po3pobnsTv opuriHabHi 3acobu
BMPaXeHHSs!, IKUM NpuUTaMaHHi Gynun ackeTusm, GpyHKLiOHaNbHICTb, CYBOPi reoMeTpuyHi $hop-
mu. Ocopmntotoum ui crekTakni, Mennep He npunuHse TBopy cnisnpauto 3 bpoHicnasoto
HixuHcbkoto. Eckisn kocTiomis fo Buctas «Metp lNatnen» i «Becinns @irapo» 30BciM iHLi,
Hi>X Ans cTyaii HikMHCbKOT, — BOHM fickpaBi, XapakTepHi, y cTuii ap-aeko. Xy#oXHUK Have
LyKaB Pi3HUX BUpaxarbHMX 3acobiB, LEMOHCTPYBaB BUCOKUI PiBEHb PO3YMiHHS pexucep-
CbKOTO 3afyMy.

Micns Bini3py HixunHcbkoi 3a kopaoH Mennep 3 fpy>XUHOIO Lie SKMACh Yac INCTY-
BaJIMCA 3 HEO, AINUIINCA TBOPYMMM 3ayMaMu, MipKYBasiM MPO NOJITUKY, WO CBIfYMTL NPO
AOBIpPAMBI B3aEMUHM MixX HUMW. Y nncTi Big 12 ciuHs 1922 poky 3 Knesa Mennep nucas:

«3a yac Bawwoi BifcyTHOCTI LjifikoM BUKpUCTanisyBanocs ctaBneHHs fo Bac, i He Tinbku y
Bawwin wkoni BusBuamcs cTiiiki i BipHi BaM y4Hi, a HaBiTb no3a LKoot rosopsTts npo Bauuy
BIACYTHICTb 3 LUMPUM Xanem, posyMitouu Lo 6es Bac y Teatpi He 3pyLumiw akTopa 3 gorno-
TOMHOI PYTUHM, AOKM BiH HE HOCATHE CMPaBXHbLOTO PYXY, IK BEMNKOI LWKONM... 5 rnboko
NepekoHaHWI , Lo My By[eMo BINTENSMU B MUCTEUTBI... BipuTbes, Wwo 3ycTpiHeMocs i
6yneMo no-crpaexHbLOMy npatitoBaty. Big KMiBCbKMX MOCTaHOBOK BifIMOBASAIOCS i MPaLitoto
Tinbku gns cebe, 6o copomHo nicas pobotu 3 Bamu nopuHaty 8 ecterctso. ymaro npo
Bac sk npo kpauoro csoro suntens»®.

3 BepecHsi 1921 poky Mennep npautosas Ha nocagi npodecopa Kuiscbkoro xynox-
HbOrO IHCTUTYTY Ta KepyBaB TeaTpanbHoto MancTepHeto. CBoto neparoriuHy poboTy BiH
CKEepOBYBaB Ha BUXOBaHHS aBaHrapAHOro CBITOMNAMY Y MONIOAMX MUTLIB, i Y4HIB y MaicTep-
HIO HaBMpaB «BirbLU-MeHLI HE3INCOBaHMX CTapOO LUKOJIOW» (HOo pedi, Takmii nigxig crosigy-
Bas i Jleck Kyp6ac, Habupatoun 1922 poky aktopis ans «bepesons»). Y MaictepHi HaByanacst
pi3Ha KinbKicTb yuHiB, Ha cepenmHy 1923 poky ix 6yno 20 oci6. Pasom 3 Mennepom po6ototo
MaWCTepHi KepyBana oro ApyxuHa, Xyaoxuuus HiHa lenke-Mennep. Muteup nparHys
TaKOX PO3KPUTH CTyAeHTaM 0cobaMBOCTI CriBnpaLi XyAOXKHWKa A PexXmncepa, HaBUUTH ix
CHMHXPOHIi3yBaTV TBOPYi MOLLYKM LIMX Cy6'eKTIB TeaTpanbHOro MUCTELTBA, 4ONOMaraT OfuH
OOHOMY Bi[JHAXOAMUTU HANOMTMUMabHILLi BUPpaXKasibHi 3acobu.

31921 no 1923 pik Bagnm Mennep ponyuvecs o NocTaHOBOK «MUCTELITBA AiNCTBa»
Monogporo pexwvcepa Mapka Tepewyetika. Cniovatky ue 6yna LleHTpocTyais, fika Bigkpunacs
B rpyaHi 1920 poky i Mana pisHi BigaineHHs: My3uuHe, npaMatuiHe, xopeorpadiuHe. Mennep
3aBiflyBaB XYOOXHIM BiffiNneHHAM, ie aKTUBHO AiNNBCA CEKpeTaMM TBOPYOi MalCTEPHOCTI.
MpMHLMNOBO HOBUM XYAOXHIM MeTofioM TepelueHka Gyno BpoBaakeHHs KONeKTUBHOI

9 Meller, Vadim. Letters to Bronislava Nijinska (Early 1920s) // Library of Congress. — Music Division. — Bronislava Nijinska
Collection. — Box 74. — Folder 51.
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Production scene from collaborative production
The Sky is On Fire

Hnat Mykhailychenko Theater, Kyiv

1921. Designer and “Director of Movement”
Vadym Meller

CueHa 3 KOMNO3uLii KONEeKTUBHOI TBOpPYOCTI
«Hebo roputs»

Teatp im. . Muxannuyerka, Kuis

1921. Xya. i «kepiBHuK pyxy» B. Mennep

54

of the actors, he did make scenery for one more of the theater’s productions. This time it

was Carnival by Romain Rolland, and it was received with incredible enthusiasm. Having
premiered on the stage of the Kyiv Opera House (with scenery by Meller and music by
Mykhailo Verykivsky), Carnival marked a “triumphant completion of three years” work,”
as the critic Yurii Mezhenko wrote. In Tereshchenko’s theater, Meller was considered the
scenographer and the “ideologist” of the troupe. During the Kharkiv tour of 1922, when
the press carried a discussion about whether the Mykhailychenko Theater was “on the
right path,” Meller took on the role of the company’s spokesman and explained the the-
ater’s creative and aesthetic principles. While the activity of the Mykhailychenko Theater
and its significance for the Ukrainian avant-garde still await full examination and evalua-
tion, Hanna Veselovska points out that “it was effectively the only Futurist collective in
Ukraine to profess the ideology of ‘destructive art."°

In her letter of January 12,1922, Nina Henke-Meller wrote that she and her hus-
band had decided to move to Moscow in the spring but, in view of Nijinska’s plans to
return, would stay on in Kyiv to meet her. Bronislava Nijinska, however, never returned to
Ukraine, and Meller entered the most important stage of his creative career: on March 30,
1922, he became a co-founder of the Berezil Artistic Association.

Partners with Kurbas

It was at the Berezil that Meller could fully realize his “missionary calling.” His mas-
tery and expertise in scenography, in combination with his innovative techniques and his
knowledge of the Western European art scene, inevitably led him to cooperate with Kur-
bas in a collaborative effort that lasted from 1922 to 1933. All that he had done before—his
studies and first lessons in avant-garde in Europe and his work in Nijinska's modern dance
school and Tereshchenko'’s Futurist theater—led directly to his career at the Berezil.

Kurbas rallied the most gifted theatrical figures around him, those who were intent
on creating a theater the likes of which Ukrainian audiences had never seen before. Mell-
er’s keen understanding of modernity, his artistic calling and high professional culture, his
explosive creative energy, and, above all, his European world outlook instantly made him
one of the leaders of the newly established group. “To the majority of us, Les Kurbas was

10 Hanna Veselovs'ka, Ukrains'kyi teatral’nyi avanhard (Kyiv: Feniks, 2010), 61.



TBOPYOCTI: akTOP MaB 3BiJIbHUTUCA Bif ANKTATY peXncepa, TUCKY aBTOpa i XyAOXKHMKa,

Wo6 cTaTV BiNlbHUM TBOPLIEM, YHIBEPCASIbHAM apTUCTOM, SIKWii CaM BU3HAYaE CBOIO rpy. Y
1921 poui Teatp iMeHi [HaTa MuxaiinunyeHka nig opypoto TepelieHka NocTaB1B KOMMO3ULitO
«He60 roputb» Ha Bipwi Onekcu CricapeHka, Muxaiins Cemenka i leo LLkypynis. Tyt
Mennep cnpobysas cebe He nuLe K XYAOXHWK, a i ik «kepiBHWK pyxy». Komnosuuis rwna
6e3 pekopauin (Mennep pospobus Tinbku kocTiomu), 6e3 fianoris, Ha cueHi Aisnu Kinbka
Py, siKi <MEBHUMMU CXEMATUYHUMM XECTaMW HacifyBanu npoLec pabpryHOI, LAXTapCbKoi
npaj, 60poTbbM i BUSBASNM KONEKTUBHI pedneKcH Mif Yac NOBCTaHHS | NepeMoru», — Nucas
aHOHIMHWI KPUTUK Y XapKiBCbKii raseTi «BicTi» mig yac ractponei Teatpy.

| xoua nicns BucTasm «Hebo roputs» Mennep Hanvcas HixkuHcbkii, Wwo GinbLue uuM He
3aiMaTMMETbC — MOBJISB, XOPOLLOrO MOTPOLLKY, — | CKapXXMBCS Ha HE[OCTaTHIO NifroToBe-
HICTb aKTOpIB, MpOTE OPOPMMUB Lie OfHY BUCTaBY B LiboMy Teatpi — «KapHasan» PomeHa Pon-
naHa, K1 BUKJIMKAB LUKBa CXBabHUX BiAryKiB. YnepLue npeAcTaBneHni Ha cueHi Kuiscbkoi
onepw 8 BepecHs 1923 poky B odpopmneHHi Mennepa i 3 Myaukoto Muxarina Bepukiscbkoro,
«KapHasan» cras, 3a cnosamu kputuka FOpis Mexetka, «TpiyMdanbHUM 3aBepLueHHAM
TpupiuHoi poboTu». Y Tearpi Mapka TepelueHka Mennep 6yB He Tinbky XyBOXHWUKOM, a i,
TaK 61 MOBUTH, ifeonorom TeatpansHoi Tpynu. [ig yac xapkiscbkux ractponeit 1922 poky
nicns Buctasu «Hebo roputb» y npeci posropinacs AUCKYCisi po 06paHnin MUXaRMYEHKiB-
usMu wnsx. Bin Teatpy B Hilt BUCTynuB Mennep, KOTpUI1 NOSICHUB TBOPHI i €CTETUYHI 3acaau
BucTasu. [lisnbHiCTb LIbOro TeaTpy i MOro 3Ha4eHHs A5 YKpaiHCbKOro aBaHrapgay Mokw Lo
HaneXHo He BMBYEHO 1 He OLiHEHO, X043, sik Haronocuna laHHa Becenoscbka, «ue 6yB dak-
TUYHO E€AMHUI B YKPaiHi MOBHOUIHHUI GYTYPUCTUYHMI KONIEKTHB, WO CMOBILYBaB iLeosorito
“pyWHiBHOro» MucTelTea’ »'.

Y nucri Big 12 ciuns 1922 poky HiHa [eHke-Mennep nucana, o BOHKM 3 YONOBIKOM
BMPILLIMAM HaBecHi nepeixatu o Mocksw, ane micns HaMipis HixkuHcbKoi noBepHYTUCS
yekatumyTs ii B Knesi. Bponicnasa HixxuHcbka Ginblue B YkpaiHy He npwixana, a ans Mennepa
HacTaB HaMBXMBILLMIA eTan y TBopyoMy xuTTi: 30 GepesHs 1922 poky BiH cTaB cnis3a-
cHoBHWKOM MucTeubkoro o6'egHaHHs «bepesinb.

Cnisasrop Kyp6aca

YNoBHi peanisyBaTu CBOE «MiCiOHepCbke MOKIMKaHHS» MUATLIO Banocs came B «be-
pesoni». MancTepHicTs i focein Mennepa y cueHorpadii, 1oro HoBaTopcTBO, 06i3HaHICTb
i3 3aXiJHOEBPOMENCHKMM MUCTELITBOM HEMUHYYE BENU MOro Ao TBOpYoi cninpadi 3 Jlecem
Kyp6acoM, sika oxonuna 1922-1933 pokw. Yce, unm Mennep moci 3aiMMascsi: HaBYaHHs i ypo-
Kn aBaHrapgy y €poni, npaus B MoaepHii wkosi HikHCbKoi, y ¢y TypucTuyHoMy Tearpi
TepelueHKa, KOXeH Moro HacTyMHUN NPOeKT — Bynu HiIbK Wabnamm no poboTu B Mucteis-
koMy o6'egHaHHi «bepesinb» (MOB).

Kypb6ac 3ryprysas foskona cebe HanTanaHoOBUTILLMX Aif4iB TeaTpasnbHOI Cripas,
3aXOMNEeHNX iAEE0 CTBOPUTY TeaTp, HebayeHUi yKpaiHCbkuM rnsigadem. [ocTpe BiguyTTs
CY4aCHOCTI, PO3YMiHHs BUCOKOTO MPU3HAYEHHs MUCTELTBA, MPOdeciiHa KynbTypa i TBopya
€Heprisi, a roNoBHe, EBPONENCHKMIA CBITOMNSA Ofpasy 3pobunv Mennepa ogHieto 3 ronoBHMX
nocrarei y HoBoMy KosnekTusi. «Manxe ans scix Jlecs Kypbac 6ys Jlecem CrenaHosnyeM.
JleceM i Ha “Tn” Moro HasuBanu nuwe fBoe. [o-neplue, ronoBHUM XyAOXHUK TeaTpy Bagum
leoprirosuy Mennep — apuCTOKpaT 3a 30BHILUHICTIO i MaHepamu (apyrvum 6ys AMBpoCi
Byuma. — T. P.). B3aeMHe “T1” 3 MUCTeLbkMM KepPIBHUKOM TeaTpy Byno BUsiBOM ramMbokoi
[OBIpY OAMH [0 OHOrO, afe Yy BCiX iHWMX Bnapkax Bagum Mennep He ponyckas xop-
HOT daminbspHOCTI — Hi Wwogo cebe, Hi cam [0 iHWKWX», — 3raflyBas akTop i pexwucep PomaH
YepkawmH'. BiH Big3HayaB Takox, Lo CyBOpa yBara [0 HaMeHLUX AeTanen npu Bubopi
BMpaXxanbHux 3acobis, xapakTepHa ans Mennepa, sigirpaBana YnMmany porb Yy CTBOPeHHI
0cobnMBOI «iHTeneKkTyanizoBaHoi» aTMochepu, y AKiM HApOLKyBanacs KOXHa BYCTaBa.

10 Becenoscika, [aHHa. YkpaiHcbkuit TeaTpanbHuit aaHrap. — K.: @enike, 2010. — C. 61.

1 Yepkawmn PomaH, @omiHa FOnis. Mu — 6epesinbui. TeatpanbHi cnoragu-posaymu. — X.: Akta, 2008. — C. 38.
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Les Stepanovych. Only two persons addressed him as ‘Les’ and with the informal ‘you.’
The first was the chief artist Vadym Meller—an aristocrat both in appearance and in man-
ners. [The second was the renowned actor Amvrosii Buchma - T.R.] Being on a reciprocal
‘ty’ [“you” in the familiar form—Ed.] basis with the theater’s art director was a manifesta-
tion of profound mutual trust, because,” as remembered years later by the actor and stage
director Roman Cherkashyn, “in all other cases Vadym Meller allowed no familiarity either
toward himself or toward others.”" Cherkashyn also noted that Meller’s stern attention to
the minutest detail in selecting his idiom played a significant role in the emergence of a
special, “intellectualized” atmosphere in which every production was born.

The Berezil Theater was based on the use of every possible creative innovation. Its
actors, for instance, would undertake several hours of comprehensive training daily, in-
cluding vocal art, acrobatics, rhythmic exercise, and mime. They practiced eurhythmics at
the choreographic studio of Nadiia Shuvarska (Nijinska’s pupil, who headed the studio in
1922-1926, throughout Berezil's Kyiv period) and Vasyl Verkhovynets. Choreography oc-
cupied a central place: “According to Kurbas, movement precedes word,” the actor Stepan
Bondarchuk noted in his diary. Kurbas began by using the collective method tested by the
Mykhailychenko troupe, letting every member be involved in the preparation of texts for
the first two performances—October (Three Scenes of Struggle and Victory), 1922, and
Ruhr, 1923—with scenarios written collectively by the First Studio of Berezil.

The period 1922-1924 was the golden era of Berezil Expressionism. The first among
its Expressionist productions was Georg Kaiser’s drama Gas, in which Kurbas made the
working masses the chief protagonist. The set comprised a variety of movable platforms,
generating a polyphony of movement—an elemental whirl of forms and structures
that created and enhanced the rhythm of the action. Meller succeeded in producing a
multi-layered, three-dimensional impression. The music imbued everything with move-
ment, from the scenery to the play of the actors, lending expressivity and dynamism
to the performance. The staging did not indicate precisely where the action was taking
place, so the actors imitated the machinery at work with their movements and gestures.
Never had the Berezil troupe done anything more physically exacting. The actress
Zinaida Pihulovych recalled that every scene, including every little movement in a mob
scene, was rehearsed at least a hundred times or more until an absolute purity of figure
and rhythm was achieved. Some actors secretly marked up the stage constructions with
a tally of their repetitions, adding them up afterwards. Notwithstanding the enduring
monotony and strain, everyone was so engrossed in the work that nobody even thought
of complaining. The actors themselves admitted that Gas was much more than a dramatic
performance; it was a symphony of movement. The acting area was not only the stage
floor itself but the entire three-dimensional space of the stage.

For all its perfection and expressive precision, Meller’s scenery was not merely con-
cise or well-thought-out. The artist’s sculpture lessons in Paris, combined with his sense
of space and form, allowed his stage construction to accumulate the rhythms and move-
ments of the performance, thoroughly supporting the visible and invisible action.

Meller’s identity as an artist was well-formed by the time he came to Berezil. Not
only was he a talented and highly qualified artist, but Kurbas found him to be an “ideolog-
ically” likeminded person in his orientation toward Western European art. Meller became
the founder of Constructivism in the Ukrainian theater. On the Berezil stage, his con-
structions became active elements in the action (cf. Gas, Jimmy Higgins). As professed in
the manifesto of the First Working Group of Constructivists: “Yesterday we were artists,
today we are constructors,” so the playbills of the time often listed Meller as scenery

11" Roman Cherkashyn and luliia Fomina, My - Berezil'tsi (Kharkiv: Akta, 2006), 38.
12 See “Manifest Pervoi rabochei gruppy konstruktivistov,” in Aleksandr Rodchenko, “Kto my,” in Opyty dlia budushchego:
Dnevniki, stat’i, pis'ma, zapiski (Moscow: Grant’, 1996), 127.



Production scene from Act | of Georg Kaiser’s Gas
Berezil Artistic Association, Kyiv
1923. Dir. Les Kurbas, Designer Vadym Meller

Cuewa 3 | gii Buctasu «Mas» I'. Kaitzepa
Mucreubke 06’eaHaHHs «bepesinb», Kuis
1923. Pex. J1. Kyp6ac, Xya. B. Mennep

Po6ota MOby 6yayBanacs Ha BUKOPUCTaHHI BCIX MOXJIIMBMX TBOPUMX IHHOBALii.

Hanpuknag, aktopw 8 «bepesoni» cucteMHo BcebiuHO TpeHyBanucs: Bokan, akpobatuka,
pUTMiKa, MiMOZpaMM Mo Kifibka roAuH LLIOAHSA. PutmonnacTtukoro 6epe3inbui 3amMManucs B
xopeorpadiuHin cTygji, sky ovontosanu Hagis LLlysapcbka (yuenunus Hixmtcskoi, kepysana
crygieto y 1922-1926 pokax npotsiroM ycboro kuiscbkoro nepiogy MOBy) i Bacuns Bepxo-
BUHeLb. Ponb xopeorpadii, 3petutoto, yna ayxe nomitHoto. «Kypbac rosopus crnoyarky
PyX, @ NOTiM CNOBO», — 3aHOTYBaB Y LoAeHHUKY akTop CrenaH boHpapuyk. KonektusHuit
MeTog, anpoboBaHU MUXanIMYeHKiBLAMU, criepluy 3actocosyBas i Kyp6ac. [na nepuimx
nocTtaHoBoK «)KoBTeHb» i «Pyp» TekcTu roTyBanu Bci pasom — 3anuiianu Bce, BapTe yBaru.

Mepiog 1922-1924 pokis — 3onoT1a goba ekcnpecioHiamy B «bepesoni». [epuwoto 3 Ta-
Kux BUCTaB cTana apama [eopra Kaitsepa «[a3», y skiit ronosHoto aitosoto ocoboto Kypbac
3pobwe pobitHuyi Macu. [lekopauito go «[azy» CTaHOBMNW Pi3HOMAHITHI MaMgaHuMKM ast
pO3ropTaHHs fji, BoHa CTBOptoBana nosidoHito pyxis, cama byna cTuxieto putMis GopM i KoH-
CTPYKL#, o nocuntoBana aito. CBoiMM gekopallisMu-KoHCTpyKLUisMu Mennep cTeoproBas
GaratoLlapose i 06'eMHe BpaxeHHs. Myswka npoHu3yBsana Bce: cLeHiuHe opopMneHHs, rpy
aKTopiB, — a pyx fK il OCHOBa pO6VIB AiNCTBO BUPA3HWUM i IMHAMIYHUM. CueHiyHe pilleHHA He
BKa3yBasio YiTKO Ha MicLie i, ToMy poboTy 3aBOfy iMiTyBanu akTopyu CBOIMU pyxamu. Takoi
BMCHaXJIMBOI MpaLli Haj, BUCTaBOKO 6epe3inbui e He 3Hanu. Ak 3rajlyBana aktpuca 3iHaiga
[irynoBumy, ofHy MisaHCLEHY M XeCT MacoBKM MOBTOPIOBANN JOTH, BOKM He csranu abco-
JIFOTHOI YNCTOTU PUCYHKA 1 PUTMY, MO CTO i BinbLue pasis. AKTOPM HaBiTb NOTaMKy CTaBUIM
PUCOYKM Ha CLIEHIYHUX KOHCTPYKLisX, a MOTiM ix nigpaxosysanu. OpHak poboTa ix Tak 3axo-
M1na, Wo HIKoMy 1 Ha ByMKY He CMafano CKapXMTUCS Ha BTOMY Y1 HyAbry. AKTOpU BU3HAMM:
«[a3» — ue BinbLue HiX LpaMaTUYHUI CrieKTaknb, Le cuMdoHis pyxis. [pa inbysanacs Ha
TPbOX Apycax, 3afisiHo BYNo He TifbKU1 MaHLWeT CLEHW, @ BECb TPUBUMIPHUIA MPOCTIp.

Masno ckasatv Npo NakoHiYHICTb Y1 MPORYMaHICTb OpOPMIEHHS CLIEHW — MAETLCS MPO
[OBEPLUEHICTb, TOYHICTb BUPXKEHHS. TyT fanu 3Hatv npo cebe ypoku ckymnbntypu B [apuxi,
BiouyTTs npoctopy i popmu. KoHcTpykuis Mennepa akyMyrtoBana putMu i pyxum BUCTaBM,
TpuMana Bech nepebir nogin.

[o «bepesons» Mennep npuinwos chopmosaHmm mutuem. Kpim Bucokoksanigiko-
BaHOTO i TaNlaHOBMTOrO XyAOXHUKa, Jleck Kypbac 3Haiwos y oro ocobi ogHomyMLs 7
«ifleonora» 3axijHOEBPOMNENCLKOro M1UcTeLTBa. Mennep ctaB OCHOBOMONOXHUKOM KOH-
CTPYKTMBI3MY B yKPaiHCbKOMY TeaTpi. Ha cueri <<5epe3onﬂ>> MOro KOHCTPYKLi 6ynV| AKTUB-
HUMU NepcoHaxamu cLeHiuHoi A («[as», «xummi FirriHe»). Y TorovacHux adilax yacto

3a3Havanu Mennepa sik aBTopa KOHCTPYKLK, @ He fekopauin, ik foci byno 3aBefeHo B
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Vadym Meller with students from the stage model
workshop and the technical staff of the Berezil
Theater, 1920s.

Banum Mennep 3 y4HsMu MakMaicTepHi Ta
TexpobiTHukamu Teatpy, 1920-Ti pp.
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constructor, and not, as had been the custom before then, simply as set designer.

In addition to serving their functional purpose, Meller’s stage constructions created
the required pictorial image. The skill of uniting artistic value and utility is an essential
mark of professionalism with theater designers, and in that Meller was truly unrivalled.
The stage constructions and costumes for Gas, Jimmy Higgins, and The Machine Wireck-
ers mark the peak of Meller’s staging mastery. At exhibitions of Meller’s works, the most
frequently asked question (even today) is whether the costumes in a performance really
looked like his preparatory sketches. The actual costumes indeed preserved Meller’s geo-
metric precision of sketched form. Painted by hand, the pattern was applied in color on a
primed coarse cloth as if it were a canvas.

Between the first and second seasons of Berezil, Meller headed the theater’s new
stage model shop. In the summer of 1923, he brought along his third-year students from
the Kyiv Arts Institute: Valentyn Shkliaiev, Maia (Mylytsia) Symashkevych, Dmytro
Vlasiuk, Yevhen Tovbin, Moisei Ashkenazi, Mira Panadiadi, and A. Protsenko. This was
Ukraine’s first ever school of theater designers, where the students could learn and prac-
tice alongside the country’s best scenographer in its leading theater. They developed as
artists under the influence of Meller’s pioneering ideas, which would have lasting signifi-
cance for the emergence of new artistic traditions in Ukraine.

Symashkevych recalled: “Vadym Heorhiiovych took great pains to work on the
models with us, teaching us to find the right staging solution, the overall metaphor of the
production, and other components of scenery that are key elements of a stage designer’s
skills. We all had profound respect for our teacher. He was always a great authority for us;
his broad education and erudite knowledge of aesthetics and the history of material culture
were an inexhaustible source of knowledge to us throughout the years of our studies.”
Among the collective projects of the model shop students, the graphic design of the Berez-
il's playbills and posters are especially worthy of note. The advertising image of the theater
was developed by Meller in full compliance with the company’s ideology. The playbills
stood out for their stylish use of fonts, form, and color and reflected the avant-garde aes-
thetic of the Berezil. Each playbill was a Constructivist artwork in its own right.

In his eleven years with the theater, Meller and his pupils executed the scenery
for almost all the Berezil's productions. The two exceptions were Fiesco’s Conspiracy
at Genoa (designer Nisson Shyfrin) and Martyn Borulia (designer Borys Kosarev). Even
when the posters indicated the names of young stage directors or scenographers, it was
understood that their work was done under the strict supervision of their teachers. Maia
(Mylytsia) Symashkevych recalled how vividly her fellow students had discussed and
criticized her and Shkliaiev’s staging designs, and the warm congratulations each of them
received when the play was a success. Kurbas took young stage designers for his produc-
tions from among Meller’s pupils (Shkliaiev, Symashkevych, Vlasiuk, Tovbin); in turn, Mell-
er created scenery for the productions of young directors who had studied under Kurbas.
In time, both Kurbas’s and Meller’s pupils went to work in other theaters. Even though
their works outside the Berezil might have catered to socialist realist principles rather than
to the avant-garde, they still showed the influence of their outstanding teachers.

Victory in Paris

The first four years after its formation in 1922 were exceptionally productive for
Berezil, with Kurbas, together with Meller, staging a few hit productions and making three
films (Jimmie Higgins, Macdonald, and The Arsenal Men) at the Ukrainian-based VUFKU
(All-Ukraine Film Directorate) studios. In 1925, Berezil was invited to participate in the
Soviet delegation to the International Exposition of Modern Industrial and Decorative Arts
in Paris. The theater section was represented by three Moscow-based theaters (Alexander

13 Maiia Symashkevych, Spohady pro moho vchytelia (1963), MTMKU, Inv. #P 10042, ark. 5.



Teatpi. [pocTto T06i sk y MaHidecTi MepLuoi poboyoi rpynu KoHCTpyKTUBICTiB «Mu BYopa —
XYBOXHUKM, CbOTOAHI — KOHCTPYKTOPU»'2,

KoHcTpykuii-gekopauii Mennepa, kpim Toro, 1o Manu ¢yHKLUioHanbHe HaBaHTaXeH-
Hs1, CTBOPIOBanu NOTPiGHMM 06pa3. YMiHHS NOEAHATH XYAOXKHE M yTUMiTapHe — CyTTEBA
o3Haka npodecioHaniaMy TeatpanbHOro XynoxHuka, i Mennep y ubomy 6ys cnpasgi
HenepeepLeHnM. KoHcTpyKLii-gekopalii i kocTioMu fo BucTaB «[as», «xummi lirriHe»
Ta «MawwmnHobopui» — BepLUNHA KOHCTPYKTUBHOTO BUPILLEHHS CLIEHIYHOrO MPOCTOPY Y
TBOpYOMY fopobky Mennepa.

HarinonynapHilwe nuTaHH: Ha BCiX XYAOXHIX BUCTaBOK MUTLS — YM CMPaBfi KOCTIOMM
y CneKTaksx Manu BUrnag, ik Ha iMoro eckisax. Cnig ckasaty, Wo B peanbHUX KOCTIOMax
36epiranu YiTKicTb i reomMeTpuyHicTs GopM. HacTo ix posdapboByBanu BpyUHyY, 3a OCHOBY
npasuio rpybe npocTte NonoTHO, Ha IKOMY BXe SiK Ha KapTWUHI LOBEPLLYBABCS MatOHOK.

Ha mexi nepworo 1 gpyroro cesoHis y «bepesoni» 6yno cTtsBopeHo MakeTHy Maii-
CTEPHIO Nif KePiBHULTBOM FrONOBHOIO XyAoXHWKa TeaTpy Bagnma Mennepa. Bnitky
1923 poky Mennep npwBis ctofu CBOiX CTYAEHTIB-TPETbOKYPCHMKIB i3 KUiBCbKOro Xynox-
Hboro iHcTUTYTY: BaneHnTuHa LLiknsesa, Manto Cumatukesmy, [iIMutpa Bnactoka, €sreHa
ToB6iHa, Monces Awkinasi, Mipy Managiagi, A. MNpouetka. Lle 6yna nepwa g Ykpaii
LKona TeaTpanbHUX XYAOXHUKIB, ie BOHW Manu 3MOry HaB4aTucs paxy i NpakTUKyBaTUCs
nopy i3 HaNKpaLwWwmM cLieHorpapoM y YinbHOMY TeaTpi KpaiHu. TanaHT MONOAUX MUTLLB
dopmyBaBcs Mif BMNAMBOM HOBAaTOPCbKMX iaen Mennepa, Wo Mano Benvke 3Ha4YeHHs A
MosSBM HOBUX XYLOOXHIX TpaauLin.

Mans Cumalukesuny sragysana: «Bagum leoprinosuy is sBenukoto pbannueictio npo-
BOAMB 3 HaMK pobOTy Haf MakeTaMu, BYMB PO3PILlLaTH KOMMO3MLLiKO CLEHIYHOT KOPOBKH,
3HaxoAuTH 06pas BUCTaBM, YUMB i IHLIMM KOMMOHEHTaM OPOPMIIEHHS BUCTABM, 5K €
HeOoBXiAHMMM 3HAHHAMM AN1S MpaLi XyA0oXHMKa KOHY. My BCi my>ke moBaxanu CBOro B4u-
Tens. Bit 3aBxau 6yB Ans Hac BENMKMM aBTOPUTETOM, MOTO FnbOKa KymbTypa, epyauLis
B MWUTaHHAX €CTETUKM, ICTOPIi MaTepianbHOT KybTypu 3aBXan Oynu Ans Hac HeBMYepn-
HUM AXepenoMm nig Yyac HaB4YanbHUX pokis»". Cepeq KONEKTUBHUX pobiT MakMancTepHi
Tpeba Bifi3HauMTH po3pobKy rpadiuHoro BUpilleHHs adiw fo Buctas «bepesons». BoHu
AEMOHCTPYIOTb PEKNAaMHUI iMiK TeaTpy, Akuin po3pobus Mennep i skum NoBHicTto
Bignoeigas koHuenuii «bepesons». Adiwi 3i cTUNLHWUM XOHIOBaHHAM WpudTamMu, Gpop-
MaMu | KONbOPOM, CTBOPEHI CaMMUM XY[LOXHMKOM i Nif NOro KepiBHULITBOM, Nepepfasanm
aBaHrapgHui ctunb Teatpy «bepesine». KoxHy adiwy MoxHa po3rnsgatv sk KOHCTPYK-
TUBICTCbKMI MUCTELIbKMI BUTBIP.

[NpoTsrom oanHapuaTK pokis Mennep pasoM 3i CBOIMM YYHAMM NMOCTaBUB Maixe
BCi 6Gepesineschbki BUCTaBw, KpiM ABox — «3mosa Diecko B leHyi» (xya. Hiccon LLngpin)

i «MapTun bopyns» (xya. Bopuc Kocapes). flkiio 8 agiax ykasaHo npissuiua Monogmx
PeXMCepiB YW XYHAOXHUKIB, 3pO3yMiNo, WO poboTy BOHM BUKOHYBAMM Mifh MUbHWUM Har-
napom ceoix yuntenis. Mans Cumalukesuy 3ragyBana, sik y TeaTpi XBaBo 06rosoprosanm
17 31 LLIKnsi€BUM CUEHIYHI pilleHHS, K XMBO KPUTUKYBaW, K YCi BiTanu 3 ycnixoM. Kyp-
6ac 6pas s MOCTAHOBOK MONOAUX XYLOXHUKIB, Y4HIB MakMarcTepHi, a Mennep po6us
cueHorpagito [o BUCTaB yUHiB-pexucepis. Ak pexucepu, BuxosaHi Kypbacom, srogom
CaMOCTiiHO peaniayBanncs B iHLINX KONeKTUBaXx, Tak i yuHi Mennepa — BaneHtuH LLknses,
Mansi Cumatukesuy, dmutpo Bnactok, €sreH ToB6iH — yneBHeHO 0 opMIItOBanM BUCTaBM
BXE B iHWKX TeaTpax. Y poboTax y4HiB MopyY 3 iXHIM iHAMBIAYaNbHUM CTUNIEM YTafyETbCs
BMJIMB MaCTpa, Xo4a rnosa «bepesonem» ixHi TBOpU Manu He NMLLE aBaHrapAHWUA,

a M coupeanicTU4HNI XapakTep.

12 [ue.: Manudect Mepsoit pabouyeit rpynmbl koHcTpykTUBmcToB «Kto Mbi» // Pogyerko, AnekcaHpp. Onbitsl ans GyayLiero:
[HesHuku. Cratbu. Mucbma. 3anucku. — M.: TpanTs, 1996. — C. 127.
13 Cumawkesny, Maitsi. Cnoragu npo moro suntens (1963) // MTMKY. — Ine. N° P 10042. — Apk. 5.
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Tairov's Chamber Theater, Vsevolod Meyerhold’s Revolution Theater, and MkhAT [Mos-
cow Art Theater]) and only one from Ukraine—Berezil. Alas, the Ukrainian company never
made it to Paris; their passports were processed, but not their visas. Later Kurbas said that
he had no information about how the Berezil's productions had been presented at the
international exhibition. Perhaps it was for the better, since the Soviet pavilion was sum-
marily referred to as “Russian,” its ethnic and cultural diversity downplayed, and Ukrainian
culture was not even afforded the opportunity to speak with its full voice.™
Nevertheless, Meller won the exhibition’s gold medal for his Constructivist stage set
model for Trade Union Secretary directed by Borys Tiahno, based on Leroy Scott’s novel
The Walking Delegate (1905). Although Meller could not visit Paris after his ten-year hia-
tus, his medal-winning victory signaled that the West perceived him to be a Soviet artist
rather than “one of its own.” Moscow-based Aleksandr Rodchenko, one of the founders
of Russian Constructivism, received only a silver medal (one of a total of three, but not
a single gold); in his disappointment, he seemed to forget that Meller was a representa-
tive of Soviet art, too: “We [he must have meant the Russians - T.R.] would have gotten
the gold as well, but France was not very friendly with the USSR at the time and did not
encourage obvious [Bolshevik - T.R.] propaganda,” Rodchenko wrote in his memoirs. So,
Rodchenko took offense and Meller was effectively recognized as the best Constructiv-
ist in the Soviet Union. Characteristically, Meller did not attach much significance to his
victory. In his autobiography, he did not even mention it. It is likely that he regarded it as
confirmation of the authority he had earned with the Europeans before the Revolution.

The Kharkiv Period

In 1926, the Berezil theater’s achievements were recognized by the government,
and it was relocated to Kharkiv—the new capital of Ukraine. In summing up the theater’s
previous Kyiv period, Les Kurbas said that their formal explorations ended there and that
a new phase of their avant-garde art was about to begin in their new location. But all
his plans did not come true. Berezil's Kharkiv debut—Fernand Crommelynck’s play Tripe
d’or (Golden Tripe)—failed to resonate with the local audience, and with working-class
student youth in particular.” As elsewhere in the country, an echelon of intellectuals who
could appreciate Kurbas's “avant-garde high jinks” was still scarce. As a political theater,
Berezil had to adapt its product quickly for mass consumption.

On a business trip to Germany in the spring of 1927, the leaders of the Berezil
viewed a production of the French “spectacle cabaret” La Revue Parisienne. Kurbas
took keen interest in the genre and wanted to bring it back to Ukraine, which is how
the performance Hello from Radiowave 477! came into being. It became the most
spectacular of all Meller’s productions. lIts exciting display, clearly designed to satisfy
the simplest aesthetic tastes of the audience, did not lose any of its avant-garde refine-
ment, polysemy, exclusivity, or European charm. Hello from Radiowave 477! referred
to the broadcast frequency of Kharkiv’s municipal radio. The revue depicted the life of
a bustling modern city. The play consisted of a series of satirical skits on topical themes
with dancing, pantomime, parodies, and humorous ditties not unlike the couplets of tra-
ditional Ukrainian kolomyikas. The lyrics of the songs were written by Maik Yohansen,
while the other scripts for the revue were created by Kurbas's students and assistants:
Volodymyr Skliarenko, Borys Balaban, Leontii Dubovyk, and Kuzma Dikhtiarenko. The
premiere took place on January 9, 1929. The theater was upgraded with an impressive
array of technically innovative stage equipment, its use unprecedented. Meller filled the
entire space of the stage with electric lighting, making it a distinctive component of the

14 Iryna Makaryk, “Teatr ‘Berezil” u Paryzhi i N'iu-lorku,” in Materialy mizhnarodnoi konferentsii do 125-richchia vid dnia
narodzhennia Lesia Kurbasa (Kharkiv: Natsional'nyi tsentr Kurbasa, 2012), 34.
15 In1919-1940, working-class youth without a secondary education could enroll in a general-education school called “work-

ing-class department” to prepare themselves for entering a college or university.



Mapu3bka nepemora

MepLi YoTnpm pokw icHyBaHHsi «<bepesons» bynu HapssuyanHo naigHumu. Kypbac no-
CTaBWB Kiflbka FyYHWX BUCTaB, 3HsB i3 Mennepom Tpu binbmu Ha KiHocTygii BYOKY («dxummi
FirriHc», «MakgoHanba», «ApceHanbui»). Y 1925 poui konekTus 3anpocunm 4o y4acTi B
pPafAHCbKiN eKCro3nLii Ha Mi)KHapop,Hm BMCTaBLli Cy4aCHOrO 1 JeKopaTMBHOIo MUCTELITBA
B [Mapwxi. B TeaTpanbHin cekuii Buctasky Big PapsHcbkoro Cotosy B3sinm y4acTb MOCKOBCHKI
Teatpyu: KamepHuin AnekcaHgpa TaipoBa, Teatp pesontoLii nig opynoto Bcesonoga Metriep-
xonbfa, MXAT — i nuiwe oguH ykpaiHcbkui Teatp «bepesinb». [pencTaBHukM TeaTpy He
3mornm noixatv go lNapuxa: iM 3pobunu nacnoptu, ane Bisv BOHW Tak i He gictanu. MizHiwe
Kyp6ac koHcTaTyBas, WO BiH He 3Ha€, sik Ha KOHKYpCi Byno nogato pobotn «bepesons».
Mosxe, 11 Ha LacTs, 60 pagsHCbKMUM NaBiNbAOH Npy nepeknaai HazBanum pocincokum [Error!
Reference source not found.], Tak pagsiHcbke eTHOKYNbTYpHe po3maiTTs Byno 3HiBenboBaHo,
a yKpaiHCbka KysibTypa He Ha MOBHWI rofioc NposlyHana Ha MiskHapogHoMy dopymi'.

Ha i Bucrasui Banpum Mennep otpumas 30101y Mefarb 3a KOHCTPYKTUBICTCbKUIA
MakeT fiekopauii go Buctasum «Cekpetap npogcrninku» Jlipos Ckota y nocraHosui bopuca
TsarHa. Xo4a cam XyBoxHWK He 3Mmir nobysatu B [Napwi nicns fecsatuniTHbOi nepepsu, nepe-
Mora CBif4Ma Npo BM3HaHHS MOro Ha 3aXofi BXe He Ik OfHOrO 3i «CBOIX», a CaMe Sk pafsiH-
cbkoro MuTus. AnekcaHap PoaueHko, oAuH i3 3aCHOBHUKIB KOHCTPYKTUBI3MY, 3006YB CpibHY
Haropogy (3aranom ax Tpu cpibHi Haropoau — «3010To» MOMY TaK i He gictanocs). [pukpo
BpaxxeHui PogueHko HasiTb 3abyB, Wo Mennep Tex NpencTasnsie pafsHcbke MUCTELTBO:
«Mu (MabyTs, ineTbes npo pocisiH. — T. P.) otpumanu 6 i 3onoto, ane @panuis cTaBunacs Togi
no CPCP He pyxe i sBHy (6inbwosumusky. — T. P.) aritauito He 3aoxouvyBana», — nucas BiH
y cnorapax. Otxe, PogyeHko 3anuwmscs obpakernm, a Mennepa esponeiui ¢pakTuyHo Bu-
3HaNM HaMKpaLLMM KOHCTPYKTUBICTOM Ha pafisiHcbkoMy npocTopi. Cnif ckasatu, wo Mennep
He HafaBasB Ljin NepeMosi AKOrocb BEMIMKOIO 3Ha4YeHH$, NMPO WO CBig4MTh i KOro aBTo6iorpa-
isl, y 5Kl BiH XOAHWUM CNIOBOM He 06MOBMBCS NPO Hei. IMOBipHO, BiH cnpuiMas ii e ik
MiATBEPAXEHHS 3aBOMOBaHOrO LLie 1O PEBOJOLii CBOro aBTOpUTETY Y EBpOTi.

XapkiBcbkuii nepion,

Y 1926 poui, BU3Hatoun TBOpui BOCArHeHHs Teatpy, «bepesinb» nepesenu go Xapko-
Ba, ToroyacHoi cronuui Ykpainu. Necs Kypbac, nigbvsaroum nigcyMkm KUiBCbkoro nepiogy
BiA3HAUMB, IO POPMaJibHi LLYKaHHS CKIHYEHO | Ha HOBOMY MiICLii MOYHETLCSA HOBMI BUTOK
aBaHrappHoi TBopyocTi. Ta He Bce Tak cTanocs, sk raganocs. [lepiia xapkiBcbka MOCTaHOBKa
Teatpy — «3onotony3» PepHaHa KpoMmeniHka — He 3HaiLuna BiAryKy Yy xapKiBcbKori ny-
61iku, 30KkpeMa pobitdakiscbkoi®® Monogi. [Mpoluapok iHTenireHLji, Ik Mir OLiHUTK aBaH-
rapaHi «<BUKpyTacK», Ak i ckpib, bys Hesenukum. ToMy nepen «bepesonem» sk NoniTMYHUM
TEaTPOM MOCTaNo 3aBAaHHS MacOBi3yBaTH CBiil MUCTELIbKMIM MPOJYKT.

HasecHi 1927 poui 6epesinbui nobysanu y HimeuunHi, ge BigBiganu ogHy 3 BucTas
dpaHLysbkoro Teatpy «[lapusbke pesto». Kypbac 3auikaBus mobayeHui xaHp, i BiH 3aropiscst
ifeeto peaniayBaTtyu oro BooMa. Tak 3'aBMBCs cniekTaknb «Anno Ha xsuni 477» — Haisackpa-
Billia 3 MOrNsAy BUAOBMULLHOCTI BUCTaBa 3a BCto kap'epy Mennepa. OgHak BUAOBULLHICTD,
po3paxoBaHa Ha HaNMPOCTILi eCTETUYHI NepexwmBaHHs My6ikv, He BTpaTuna y Hiil CBOET
aBaHrapfaHoi BUTOHYEHOCTI, MOMICEMaHTUYHOCTI, EKCKJTFO3UBHOCTI, EBPOMENCHKOTO LAPMY.
Ha xewni 477 TpaHcnioBanvcs nepepadi XxapKiBCbkoro pagio, 0Tox ctoxet 6yno nos’asaHo
3 KMTTSM Cy4aCHOro MicCTa, a camMa BMCTaBa CKafanacs 3 CaTUPUYHUX CLIEHOK-MiHiaTiop
310608eHHOro 3MICTY 3 TaHLAMM, NAaHTOMIMOLO, NAPOAIAMM | NICHAMM Ha MaHEP KONOMMUIOK.
MpeM'epa inbynacs 9 ciuns 1929 poky. Bipwi ans nicers Hanucas Maiik MoranceH, pewty
TEKCTIB — MOJIOAI MUTLLi 3 peXMCepCbKOi TabopaTopii, MoCTaHOBHWKM peBto Bonoammmp

14 us.: Makapuk, Ipuka. Teatp «bepesinb» y Mapuxi i Hbto-Vopky // Matepianu MixHapogHoi kordepeHLii ao 125-pivus sig
AHs HapoaxeHHs Jlecs Kyp6aca / HauioHanbHuit LeHTp TeatpanbHoro mucteuTsa imei Jlecs Kyp6aca. — X., 2012. — C. 34.
15 Y 1919-1940 pokax pobiTHWuuit hakynbTeT — Le 3aranbHOOCBITHIM HaB4YanbHui 3aknag y CPCP gns nigrotoskw y Buwi Monopi,

fAKa He Mana cepengo’l‘ OCBITH.
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Production scene from the revue
Hello from Radiowave 477!
Berezil Theater, Kharkiv,

1929. Designer Vadym Meller

CueHa 3 BucTaBum «Anno Ha xsuni 477!»

Teatp «bepesinb», Xapkis,
1929. Xyn. B. Mennep
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staging. On a black velvet background at the center of the stage, Meller installed four
giant concentric circles lined with electric bulbs that lit up in successive order and alter-
nated to create movement of light across the stage, transforming the static construction.
With every illumination, the entrancing spectacle elicited boisterous applause from

the audience. Parts of the stage set appeared and disappeared again as suddenly and
quickly as the comical scenes that superseded each other onstage. The superb acting
of Yosyp Hirniak and Marian Krushelnytsky, among others, and the exhilaratingly funny
skits were, as always, anchored by Meller’s scenery. The smallest detail was thought
through by the artist and laced with a good dose of his signature irony. A kaleidoscope
of figures and images whirled before the spectator: firemen, bureaucrats, nondescript
“ordinary citizens,” hooligans, students, and men in gas masks replacing one another
with breakneck speed. One glance at the costumes was enough to make the audience
burst out laughing. A separate group of characters was intended to provoke disgust at
the capitalist West. Life abroad was presented as a nonstop burlesque with free-wheel-
ing glamour girls and boys waiting on fat, wealthy men with degenerate facial features,
paying through the nose to impress their young escorts. Interestingly, the characters,

so painstakingly designed by Meller as an expert on the “Western way of life” to make
fun of the bourgeois world, had a diametrically opposite effect and became the pretext
for critics to blame the theater for its “propaganda of capitalist culture.” Nonetheless,
despite individual outcries of ideological indignation (which did not necessarily end in
consequences for artists in those years), the show was enthusiastically received by the
public. Apart from its spectacular character, the production clearly owed much of its
success to Meller, who had translated the newly minted directors’ concepts into visual
images based on his intimate knowledge of Western culture and art.

It is obvious, though, that Meller's work at the Berezil was much larger than these
few productions. It is enough merely to recall his scenography for 97 and Myna Mazai-
lo by Mykola Kulish and Dictatorship by lvan Mykytenko—the productions in which
he reached the acme of his imaginative skill. However, the political theater Berezil was
finding itself increasingly at cross-purposes with the dominant ideology. More and more,
censorship was interfering with the theater process. Berezil's European spirit, the theater’s



Production scene from the revue
Hello from Radiowave 477!
Berezil Theater, Kharkiv,

1929 Designer Vadym Meller

CueHa 3 BucTasm «Anno Ha xsuni 477!»
Tearp «bepesinb», Xapis,
1929. Xyn. B. Mennep

CknsipeHko, bopuc banaban, JleonTin [Jy6oeuk, Kysbma [ixtaperko. byno npogemoHcTpo-
BaHO HebayeHe paHillie TeXHiYHe OCHaLLEeHHs cLieHu: Mennep akTMBHO HaMOBHMB CLIEHIYHUIA
MPOCTIp €NeKTPUYHMM OCBITIEHHSAM, fIKE CTano aKTUBHMM KOMMOHEHTOM XYAOXHbOFO BMPi-
LweHHs BucTaBu. [1ns peanisauii NOCTaHOBKM TeaTp HaBiTb OCY4acHUB 0bNafHaHHS CLEHIYHOT
KopobKM i rsaaLbkoi 3anu. Ha Tni YopHoro okcamuTy B LIeHTpI cLeHn Mennep posmictus
4OTWPU BENETEHCKMX Y AiaMeTpi KOHLEHTPUYHI Kona, obpaMeHi lamMnoykamu, ki crana-
XYyBaJIM TO Pa3oM, TO NaHLIIOrOM i CTBOPIOBaM CBITNIOBMIA PyX CTaTUYHOT KOHCTPYKLL. Lle
BMAOBMLLE LLOPa3y 3p1BAO 3axorieHi onnecku rspadis. CxeMaTuyHi YacTuHM odpopM-
NIEHHS BUPWHAMM Tak CaMO PanToBO i LWBMAKO, K 3MiHIOBan1cs KOMi4Hi cLeHku. [pekpacHa
akTopcbka rpa Mocuna llipHsika, Map'aHa KpyLensHuLskoro i iHwmx, sckpasi ckeTyi — Bce
SIK 3aBXAM TPMManocs Ha opbiTi cLeHiYHoro opopmneHHs MancTpa. [epen rnspayem kpy-
TUBCS Kanenpockon obpasis, petensHo npogyMaHux Mennepom [0 HaMeHLWnX feTanen,
npunepyeHmx GipMOBOH aBTOPCLKOHO iPOHIEHD: Ha CLIEH, 3MIHIOKYM OfUH OBHOTO, MUTOTISN
NoXexXHWKK, bropokpaty, obusareni, XyniraHu, CTyAeHTH, YONOBiKkM B npoTurazax. OgHoro
norsgy Ha KocTioMu Byno [ocKTb, Wob BUKIMKaTh cMix y 3ani. OkpeMo cTosTb 0bpasmy,
SIKi Manu BUKIMKaTK Bigpa3sy Ao KamiTanicTUYHOro 3axofy, Lo Hisik He XOTiB CTaBaTH Ha LAAX
coujanicTMyHoro GyAiBHULTBA. 3aKOPAOHHE XMTTS MOJAHO Y BUCTaBi sIK CyLlinbHe Bap'e-
Te 3 PO3B'A3HNMM AiBYaTKAMU B KOPOTEHKMX CMIBHULIAX, XIONYUKAMU, SKi MPUCTY>KYHOTb
NceBAoCOoNifAHMM YOJIOBIKaM 3 iHAMYMMMU HOCaMU, KOTPI B MPUCYTHOCTI CBOIX JIETKOBaXXHUX
rNaMypHUX CYNYTHULb HaMaratoTbCs KOMMEHCYBaTN AereHepaTUBHICTb CBOET 30BHILLHOCTI
diHaHcoBoto MoryTHicTto. Lli 06pasw, wo ix gbannveo pospobus Mennep sk ekcnepr i3
3axifHOI KY/bTYPU, Manu Ha MeTi BUCMISITW ierkoBaxkHe BypykyasHe XuTTs, afne crpasunm
NPOTUNEXHUIA edeKT i CTanu NPUBOKOM AN KPUTUKM TeaTpy 3a nMpomnaraHdy KanitanicTuyHoi
KynbTypu. [onpy okpemi HecxBarnbHi iBeonorivHi Biaryku, siki Tofi we He 06oB'A3KOBO Many
TAXKKI HACMiAKM ANs MUTLB, BUCTaBa Mana yCrix y WWpokoi my6riku, — fanacsi B3Haku CTaBka
Ha BUAOBMLLHICTb. [y4HWUM ycnixom BoHa, Ge3nepeyHo, 30608 '13aHa i FOOBHOMY XYLOXHMKY
TeaTpy Bagumy Mennepy, skuit yTinuB 3agyM MONOANX PEXMUCEPIB, BUKOPUCTOBYOUM CBOI
rMMBOKi 3HaHHS 3aXiBHOTO CNOCoBY XMTTA Ta MUCTELTBA.

3BuyaiiHo, TBopunin popobok Mennepa B «bepesoni» He 0bMexXyeTbCs HasBaHUMU Po-
6oTamu. [locuts npuragatu noro cueHorpadito fo sucrtas «97» i «MuHa Mazanno» Mukonu
Kyniwa, «Ouktatypa» IBaHa MukuTeHka, y skux BiH JOCST BEpPLUMH OOPa3HOi ManCTEPHOCTI.
[Npote nonituyHui Teatp «bepesinb» genani Ginblue BXOAMB Y CyNepeyHiCTb i3 NaHiBHOK
ifeonorieto, YacTilue BTpy4anacs y TBOpYMi NpoLec LeH3sypa. binblwosuLbke kepiBHML-
TBO [paTyBana €BPOMENCLKICTb TeaTpy, FOCTPe BiAYyTTA MUTLAMM peanbHNX CoLjianbHMX
npobnem, oro ykpaiHoLeHTpuyHicTb. [icns ycyHeHHs 3 Teatpy i apewTy Jlecs Kyp6aca
(1933-1934) Mennep BCTyNuB B OCTaHHIM €Tan CBOEI TBOPYOCTI, 1O SKOrO HEMUHYYe NPUXO-
[V BCi paffHCbKi aBaHrapAMCTy (3 TUX, XTO BUXWMB), — NEePiof iieHOro camosanepeyeHHs
i MiMiKpii 1O coLpearni3my.

LLIkona MucteLpkoro goceiny Baguma Mennepa

ABaHrapgHuWit BOCBif, XYROXHWMKa, He 3aTpebyBaHuii 3 KiHus 1930-x yepes Hesignosig-
HiCTb TOTaniTapHil igeonorii, Binbvecs B nekuisx. B ogHin i3 Takmx nekuin-gonoeigen 1940-x,
TEKCT AKOl 36epirca, Mennep MOSICHIOBAB MOJIOAMNM XYJOXHUKAM TEXHOJIOFIYHI 11 iAeosoriyHi
acrekTV MUCTELbKOI TBOPYOCTI. BiH 3BepTaB yBary Ha noTpeby CUHTETUYHO NiLXOAMTY 4O
cueHorpadii, CMiNMBO NMOELHYBATH BUPaXanbHi 3acobu pizHux Buais MucTeuTsa. CydacHui
TeaTpaibHUIA XYLOXHUK, CTBEpAXYBas Mennep, — «ue GinbLue, HiX BOOZIHHA MPOdeCinHO0
TEXHIKOIO B OHOMY >XaHPi MUCTELTBA... Lie He CTaHKOBICT, He CKYJIbMTOP, He apXiTeKTop,
npoTe BCi Pi3HOBUAM LIUX MUCTELTB GOPMYIOTh CBITOMSIA, MACTIEHHS XYAOXHUKA TeaTpy» .
Hapi>kHui kaMiHb XyAOXHbOT TBOPYOCTI, Ha flyMKY MUTLS, KW HIKONW He BYB NMpuxuib-

HUKOM «OTOrpadpiiHOro BiATBOPEHHS HiMCHOCTI» | HaTypaniamy, — pobota Hag 06pasoMm.

16 Mennep, Bagum. Crarri i Tesn suctynis // LJAMIIM. — ®.1077. — Cnp. 16. — Apk. 23-26.
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sensitivity to burning social problems, and its concentration on Ukrainian interests irritated
the Bolshevik leadership. In 1933-1934, after Kurbas was removed from the theater and
arrested, Meller entered the last phase of his creative career, a period of ideological
self-denial and mimicry in order to comply with socialist realism—an inescapable experi-
ence shared by all Soviet avant-gardists who managed to stay alive.

The School of Vadym Meller’s Artistic Experience

Beginning in the late 1930s, when the avant-garde’s inherent opposition to totalitar-
ian ideology was quashed, its principles lived on in Meller’s teaching. In a preserved draft
of Meller’s lecture notes from the 1940s, the artist explains the technical and ideological
principles of an artist’s work to his students, focusing on the need to treat scenography as
a synthesis by boldly fusing the expressive methods of various arts. The modern theater
artist, Meller pointed out, “is more than a totality of professional technical skill in one art
only. ... He is not an easel artist, nor a sculptor, nor an architect; all these different arts
form his outlook and thinking.”"® Never a proponent of photographic copying of reality or
naturalism, Meller’s development of a stage character was the cornerstone of his art. This
contradicted the postwar rules of Soviet aesthetics, which were reduced to reproducing a
virtual socialist reality by means of endless stencil copies. The substitution of the desired
for the real was compensated for by the use of naturalistic secondary details and actual
physical materials such as work clothes, objects for everyday use, factory sites, and other
similar accoutrements reflecting Soviet reality. Meller emphasized instead that a theater
artist must create a poetic impression of the truth of life and called upon his pupils to act
through metaphor.

As to the role of the scenographer in a collective theatrical effort, Meller believed
that the artist’s task was, first and foremost, to materialize the director’s concept, ideas,
and characters and then proceed in rendering the subject. Shaping a work space for
dramatic acting while paying attention to each actor’s vision of his or her character was
also very important. Meller underscored the significance of a creative dialogue between
the scenographer and the director, enabling a “third truth,” born of a symbiosis of their
individual visions, to emerge—the true mission of theater as a synthetic art. According to
Meller, sometimes the artist’s auspicious idea can give the director a clue to the realization
of the entire production, and sketches of costumes may direct the actors’ search for the
true identity of their characters.

Vadym Meller made a powerful contribution to the development of Ukrainian
scenography; he also did much to Europeanize Ukrainian culture, producing a competitive
artistic and cultural product that, in its first phase, set the tone for the further develop-
ment of European art and, in the next phase, allowed him to serve as an active missionary
in Ukraine. Beginning with his return from Paris to Kyiv in 1918, he gave expression to
the ideology of avant-garde through the prism of his own rich artistic experience. It was
at that stage, too, that he met his outstanding collaborator, the director Les Kurbas, and
achieved the peak of his creative career in cooperation with him. The third stage of Mell-
er’s artistic trajectory—the period from 1933 to the early 1960s—was limited primarily to
teaching. For all the obstacles and restrictions he encountered, Meller was instrumental in
passing the main principles of free avant-garde creativity to his students, even though his
own scenography of that period was fully in line with the canon of socialist realism. His
followers from the 1920s included the outstanding Ukrainian stage designers Maia (My-
lystia) Symashkevych, Valentyn Shkliaiev, Yevhen Tovbin, and Dmytro Vlasiuk. It is likely
that Fedir Nirod, Davyd Borovsky, and Danylo Lider benefited from his influence as well.
Vadym Meller’s role in the development of Ukrainian scenography makes it imperative
that Ukrainian art critics and historians examine his heritage in all of its depth and detail.

16 Vadym Meller, “Statti i tezy vystupiv,” TsSDAMLM, f. 1077, spr. 16, ark. 23-26.



Lle cynepeunno yctaneHuM y NOBOEHHI pOKM 3aKOHaM PafsiHCbKOT €CTETUKM, CYThb SKMX
3BoAmnacs Ao 3abesneyeHHs WwabnoHHoro sigobpaxeHHs GaxaHoi couianicTUUHOT peartb-
Hocri. lNigMiHa peanbHoro GaxaH1M KOMMEHCYBaNacs KOLWTOM HaTypanicTU4HOTO 3Manto-
BaHHS APYrOpAGHUX AeTanem XuTTs (sk-oT poBiTHUYMI OfAr, MPeaMeTH NobyTy, 3aBOACHKi
MPUMILLEHHS TOLLO), fiKi CTann 060B'A3KOBKUM aTpr1BYTOM COLIPEaniCTUYHMX XYHOXKHIX
obpasie. Mennep HaTOMICTb HaroMoLLYBas, IO TeaTpasnbHUM XyAOKHUK MOKIMKaHWA TBOPUTH
MOeTMYHE Bif4YTTs MPaBAM XUTTS, i 3aKNIMKaB isSTW Yepes MeTadopy.

FoBOpPsAUM MPO porib cLeHorpada y KoNeKTUBHIN TeaTpanbHin TBopyocTi, Mennep
yBaXag MOro 3aBfaHHAM MaTepianisyBaTi Hacamneper, 3afyM pexucepa, Moro igei 1a obpasu
i BXXE MOTIM CIOXET; BaXJIMBE TakoX GOPMyYBaHH po6OYOro MpocTopy ANs ApamMaTUyHOi rpu
3 ypaxyBaHHsM GaueHHs KOXXHMM aKTOPOM CBOTO MepcoHaxa. BiH migkpecnioBas 3HaueHHs!
TBOPYOTO Aianory Mix XyAoXHWKOM i pexxMcepoM, i BU3HaBaB, Lo 4acTo 3 CUMBio3y ABOX
pi3HMX BayeHb — pexucepa i cLeHorpada — HapoOAXYETbCS TPETH «ICTUHA», | CaMe B LibOMYy
nonsrae YapisBHa BENNY TeaTpy sk CUHTETUYHOTO MUCTeLTBa. 3a cnoBamMun Mennepa, iHogj
BJana ifes XyfooXHMKa Ja€ peXncepoBi KoY O peanisaLlii BCi€i BUCTaBK, a eCKi3n KOCTIOMIB
CMpsSIMOBYIOTb MPOLEC MOLYKIB aKTOpaMu CBOiX 06pasis.

Bagvm Mennep He NpocTo 3po6uB MOTY3KHMI BHECOK Y PO3BUTOK YKPAIHCLKOT CLie-
Horpadii, a 1 HaA3BMYaNHO GaraTo 3[iMCHUB ANs €BponeisaLii Hawoi KynbTypu. Ha xarb,
KynbTYpHI MPOAYKTH 3axifHOTO CBiTy moTpanstots B YkpaiHy y BUrnsiai Hamishabpukaris,
5IKi, He HAATO MYAPYHOUM 3 MPUTOTYBAHHSAM, 3rofoBYtOTb Mybniui. Y Bunaanky 3 Mennepom
yce He Tak. BiH cam 6yB ogHuM i3 TBOpUIB Ti€i 3axigHOI KynbTypw, BOBIBLUK, SIK | Garato iHWMX
BuxiguLis 3i CxigHoi €Bponu, 3okpeMa 3 YKpaiHu, Lo BOHM MOXYTb CTBOPIOBATU KOHKY -
PEHTHO3[aTHUIN KYNbTYPHO-MUCTELIbKUI NPOAYKT i 3aflaBaTu TOH PO3BMTKY EBPOMENCHKOro
mucteursa. Lli nogii nosHaumnm nepLIni eTan Micii MUTLA — NOLUIMPEHHA HOBOrO MUCTELITBA
Ha 3axogi. Opyrui etan, skuin novascs 3 nosepHerHs go Kuesa (1918) — ue aktusHe xynox-
He MicioHepcTBO B YkpaiHi, CyTh SKOro He B 3aKnMKax HachifyBaTu 3axifHi 3pasku, a nepe-
OycCiM MepefasaTy ifeonorito aBaHrapaHoi TBOPYOCTI, 30KpeMa Kpi3b Npu3My ocobuctoro
Haratoro MucTeLbkoro gocsigy. Ha Libomy eTani BiH 3yCTpiB CBOTO BU3Ha4YHOTO OQHOLYMLIS,
pexucepa Jleca Kypbaca, y crisnpaui 3 skuM gocsir HanbisnbLumx TBOPUYMX BUCOT. TpeTii
eTan, Wwo noyvascs 1933 poky i TpuBae fo paHHix 1960-X, y nnaHi inenHoro caMoBMpaKeHHs
o6Me>KyBchs1, Ha Xarb, TifIbKM NefaroriYHoro OiffbHICTIO, B MPOLECi AKOI, He3BaXaroum Ha
BCi nepelukonn, Mennep 3Mir nepefatit y4HSAM OCHOBHI MPUHLMMK BiflbHOTO aBaHrapAHOro
MucTeLTBa (Moro ToroyacHa cueHorpadis Bignosigae coupeanictuyHmnm kaHoHam). Cepen
IOro BUXOBaHLLiB, KOTO BiH HaByas y 1920-x pokax, BUAaTHi ykpaiHcbki cueHorpagu Marst
Cumawkesny, Banentun LLiknses, €sren Tosbin, [mutpo Bnactok. Moro snnueis, iMoBipHo,
3asHann Pepip Hipoa, [asug boposcbkuit, aHuno Jligep. 3saxatoum Ha Brnve Mennepa
Ha PO3BMTOK YKPaiHCbKOT cLieHOrpadii, TBOPUICTb MUTLIA MOBUHHA CTaTV NPELMETOM fajlb-
LIMX FPYHTOBHMX KYJIbTYPOJIOTiYHUX | MUCTELITBO3HABYMX AOCHIAKEHb.
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