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biorpadii BumaTHMX oAl yce dacTille CTalTh CHKETHOK OCHOBOIO CYy4YacHOI
Apamaryprii, sika YCHIIIHO peali3yeTbCsi B TeaTpi W KiHO, IO 3yMOBIIOE AKTYaJdbHiCTh TeMH
aocaiTzkeHHs. XymoxHs Oiorpadisi € 30J0TOI0 CEpeIUHOI0 MK BHUTagkor 1 (akrtom, ane
aKkajgeMiuyHa HayKa, [0 HacamIiepe] IiHye Bary (QakTy, He HaJae XyIokHii Oiorpadii Toro
3HAUEHHs, Ha K€ BOHA 3acCiyroBye. XynoxHs Oiorpadis TBOpUTh HMOBIpHE MUHYJIE, IPOIIOHYE
IHTepIpeTalliio BiJOMOTO IePCOHaXKa, aKTyali3ye LIHHOCTI, AKi el mepcoHax JOHOCUTH. | uum
BUIIIE BiJOMHUI NMPOTOTHII CTOITh B i€papXii KyJbTypHOTO KaHOHY, THM Bakie€ MUCHMEHHUKOBI
BUKOHATU CBOE XYJOXKHE 3aBJaHHS, TUM OUIBIIOI MaiCTEpHOCTI BiJl HHOTO OYIKYIOThb, 1 TUM
CKJIaJHIIla €TUYHA CHUCTeMa pPO3TOpHEeThbcA mepen misaadeM. MeTa JOCHiIKeHHS] — pO3IIAL
etnyHoi cuctemu Ilitepa Ileddepa Ta ii QyHKIIOHYBaHHSA B moeTuli m’ecu «Amanei». Y
po0OTI BUKOPUCTAHO 3arajlbHOHAYKOBI Ta CIEIlialbHI METOAH: TOPIBHSILHO-TUIOIOTIIHHM,
IHTEpTEKCTyaIbHUM, Mi(pOKPUTUUHUNA, TEPMEHEBTUYHHH.

BucHoBku. MopanbHo-eTHUHUI (yHOAMEHT TBOPY OKpECIIOITh TEMH BiJIHOCHH
monvHu 3 boroM Ta icHyBaHHS MUTHS B CYCHUIbCTBI. TekcT o0Oilge€ OMO3UINI0 MiX
MPOTAaroHICTOM Ta aHTaroHicroMm — Mouaprom Ta Canbepi, ajle CHpaBXHE NPOTHUCTOSHHS

B110yBaeThest Mk Canbepl Ta borom, a kooM A mpounTaHHs i€l TeMH € (aycTiBCbKUIl Mid.
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BuyTpimHii koHQIIKT mnocTtynoBo mnepeminrye Canbepi 3 mosumii Paycta Ha MO3UIIO
Medicrodens. Canbepi HapuKiHIL XUTTA Oepe Ha ceOe BUHY B cMepTi Momuapra, yuMm Iie pas
MOBCTA€E MPOTH BoJli bora # ocTaro4Ho mopuBae 3 HUM.

Tum yacom MouapT npoXxuB XKUTTS B aTMocdepi cTpaxy, T0HOCY, CYyCNIbHOI KOHBEHIIIT,
HaB’s3aHUX PHUTyaliB, B arMocdepi, ska Oyna oMy OTHAHOIO, MPOTH SKOi BiH OyHTYBaB.
byHTyBaB cmiiol0 CBOTO reHis, aje OyB NpUpEUYEHHUIl Ha 130JAIiI0 Ta MapriHaiizalilo, a Horo
yHIKaJIbHa TBOPYICTh HE Jana Homy Micis B cycmiibcTi. [IBa mepconaxi m’ecu [1.1Ieddepa
«Amazei» MPOTUCTABIICHI SIK COIIATbHO aIaliTOBAaHUH, TPAIUIIIMHAN, TIOCepEaHIN, IHBaplaHTHUH
Hocii xapaktepy (Canbepi) Ta sIK HeaJaNTOBAaHHWKM, HOBATOPCHKHM, T'eHIaIbHUH, BaplaTHBHUHN
Hociii xapakrtepy (Mouapr), LI0 Harojoulye BiJHOCHICTh 1 PyXOMICTb 300pa)K€HOI €THYHOI
cucremu. O0pasu quBakyBaroro Momapra i panatuaaoro Canbepi OAHOYACHO 1 MPUBAOITIOIOTS, 1
BIJIITOBXYIOTh — MasiTHUK O10rpaiyHOro HapaTUBY KOJIMBA€ThCSA. DapcoBU TOH I'€CH TPUMAE
pEluIIi€EHTa Ha TiK BIICTaHI, 0 MOTPiOHA IS CIIOTVISAAHHS XHUCTKOT MEXK1 MIXK JJOOPOM 1 3JI0M.

IlepcniexTuBH AocaigxkeHHs. JloBeneHo, mo XyaoxHs Oiorpadis mMae B OCHOBI He
CTUIBKM JIHIHHUN MipOTeHHHH «IIISX Trepos», CKUIbBKM IUHAMiuHYy (XaOTHYHY) CTPYKTYpY,
peduiekcito AKoi ckiiagHo nepeadauntu. Benukuii Hablp KOHKPETHUX BUXIAHUX JaHUX, (PAKTIB 13
JKUTTS, BIJIOMOCTEH PO MEPCOHAXKA, 3 SKUMH PEIUIIEHT HAOIMKAETHCS 10 TEKCTy Oiorpadikw,
pPOOUTH HEMOXJIMBUM HOTO JIiHIHHE NPOYUTAHHS, MIBUJKY 1HTEPIPETALlil0, a TAKOXK YCKIIATHIOE
imentudikamito 3 repoem. Lli Ta iHmi pucu OiorpadiyHoi Apamaryprii BapTi MOAAIBIINX
JOCIIKEHb.

KurouoBi cjioBa: xynokHs jiteparypa, XyldoxHs Oiorpadis, 6iorpadiuna npamarypris,

CydacHa JipamaTtypris, Bisyanshe, [lirep e dep, etnuna cuctema.

AKTyaJIbHICTh TeMH J0CJiI:KeHHs. XyI0KHs 61orpadis, 110 Ha Cy4yacHOMY
eTam JaBHO PO3IMKHYJda MEX1 JITepaTypu M cTana MOMITHUM KyJIBTYpHUM
SABUIIEM, MIDKMHCTECIIBKUM METaKaHPOM, 3aJUIIAEThCS EHEPTiMHOI «TOYKOIO
pOCTy» cydacHoi Apamaryprii. Jlo TpaauiiHuX pi3HOBUIIB XyA0XKHbOI O10rpadii —
Oiorpadii momiTuka (mepxkaBiig) Ta Oiorpadii moera — I0MAIOTHhCS, HA T
aHTpOIOJIOri3allli HAyKOBOIO 3HAaHHS Ta 3alllKaBICHHS MPUBAaTHUM >KUTTAM

ocobucTocTi — Olorpadiss HayKOBIIS, YYE€HOro, MHUCbMEHHUKA, MHUTIS —



1HTEJIeKTyajla y IIMPOKOMY CEHCI CJI0Ba, HOCISI Mi3HABAJIbHUX, TBOPUHMX, MOPATIbHUX
I[IHHOCTEM.

IMocTtanoBka npo6iaemu. B iepapxii akajeMiuHOT HayKH XyIoxkHsI O1orpadis
BBQKAEThCA MAJOBAPTICHUM 00 €KTOM JOCHIAHUIBKUX 3YyCUJIb, JOCAIHUM
JIOBKKOM JI0 IIIHHUX (PaKTIB KHUTTS B1IOMOi 0COOH, SIKi BaXJIMBO BCTAHOBIIOBATH.
Sxki1o xx HecnmoTBopeHoro ¢dakTaxy B XylokHiN Oiorpadii 3HANTH HE BIAETHCS, TO
il 3HaUYeHHS NOOJAXJIMBO HEAOOLIHIOTh. BijlomMe 1M’ B 3arojoBKYy TEKCTY
TPAKTYyEThCSl SK MApPKETUHTOBHM XiJ, Xaill, Ta4oK, Ha SIKAA THUChMEHHHK
HaMaraeThbCs 3JI0BUTH YHMTaya, ¥ 4acTO yCHIIIHO. A TUM 4acoM Xy[doxHs Olorpadis
3 ycima 11 BIZXUJICHHSIMH, BIATOWIYBAaHHSIMH BiJ BCTAHOBJICHOTO HAayKOIO (pakTy —
94acTo MPH MOro 3aMOBUYBaHHI ¥ ITHOPYBaHHI — TBOPHUTH Y CB1JIOMOCTI pELIUITIEHTA
albTEpHATUBHY pEajbHICTh, UMOBIDHE MUHYJE, MPUEMHUNA a00 OrMAHMA 00pa3
BIIOMO1 0cO0U. A SKIIO 111 0c00a HAJIEKUTh 10 KYJIBTYPHOTO KaHOHY? SIKIIIO BOHA
€ CTPWI)KHEM HalllOHaJIbHOI 1eHTHYHOCTI? ['eHieM mromcTBa? Tomi JOCHITHULIBKI
3YCUJUISA, MOXJIMBO, BBXATUMYTHCS AaKTyaJJbHUMH ¥ HaBiTh JOTHUYHUMH JI0
(byHIaMEHTAJIbHOT HAYKH.

AHaJi3 ocTaHHIX AocaixxkeHb i myOaikaniii. HaykoBuii iHTEpec 10 TUTaHb
MOETUKHU XYIOXKHBOI Olorpadii MpOCTEXYETbCSl y 0ararboX Cy4acHMX HAyKOBHX
nyOmikamisax. Y TEOpEeTUYHHUX Ta ICTOPUKO-JIITEPATypHUX JOCIIIHKCHHSIX yBara
MepeBaXHO MPUILISAETHCA MUTAHHSAM OKpecleHHs Olorpadii B LIJIOMY Ta XyI0XKHIN
Oiorpadii ax cnenudiuHOMy yTBOpEHHIO B jiiTepartypi (B. Areea, b. Menbanuyk,
O.Tl'anmuu, [. Kykos, O. lamtox, H. Mapuenko, T.IlaBnosa, I Ilomepaniesna,
T. [lotniuesa, H.TopkyT, B. Yumiko). [IpuBeprae yBary Hu3ka pooiT, MPUCBSIYEHUX
KAHPOBO-CTHUIILOBUM OCOOIMBOCTSM XY/I0KHBbO-010Tpadiunoi nmpo3u (I. AkiHmnHA,
H. IrnariB, [. CaBueHKO), HapaTUBHHM CTpaTerisiM XyJd0KHbO-O10rpadiuHOro
xaupy (I. Konecunuk, T.Yepkamnna), TEOPETHUYHUM 1 TPAKTUYHUM MpoOIEeMaM

XKaHpy JiteparypHoi 6iorpadii (I. Anekcanaposa, I. Jlanunsuenko, 0. KonbmnHna,



JI. Mopo3). XynoxxkHe omnpusiBlieHHs Oiorpadii y apamaTyprii JOCTIIKYHOTh
O. bonpapena, JI. 3akamtoxxnuit, JI. Kapauosa, I'.Kacmiu, H. MipomHuueHko,
FO.Cxubunpka. Ili Ta iHmI poOOOTH TOMKPUTUYHO JOCTIIKYIOTH Cy4acHY
YKpAiHCbKy Ta 3apyOiKHY JApaMaTyrpito, NpOTE€ MOPaJbHO-E€THUYHUNA aCIEKT
XyI0KHBO1 Olorpadii y HUX 3a3BUYal 3aJUIIAETHCS BUTYIIICHIM.

MeTta pocaigkeHHsi: po3misHyTH eTuuHy cuctemy llitepa Illeddepa Ta ii
MIPEICTABICHHA B IMOETULI IT'€CU «AMaJel» y IIHPOKOMY KOHTEKCTI XydO’KHbBOI
6iorpadii, 10 € TPOAYKTUBHUM METAXKaHPOM CYy4aCHOT KyJIbTYPH Ta MUCTEIITBA.
HaykoBa HoBH3HAa Ppo0OTH TMOJsra€ B TOMY, W10 Y BITYUZHIHOMY
JITepaTypO3HABCTBl  BIEpIE  3IMCHIOETHCS ~ KOMIUIEKCHE  KOHLEMTyajbHe
JOCIIIDKEHHSI MOpajbHO-eTUYHOT OcHOBHM Oilorpadiunoi npamu II. Illeddepa
«Amazeit» 111 QyHKUIOHYBaHHS y XYIOKHIN CTPYKTYp1 TBOPY.

Metoau i TeopeTHKO-METO0JI0TiYHA OCHOBA JOCJiI:KeHHs. Y poOoTi
BUKOPHUCTAHO 3arajlbHOHAYKOB1 METO/M CIIOCTEPEKEHHS, aHalli3y, CUHTE3Y, 1000py
Ta  cUCTeMaru3aulli  marepiaiy. Kpim  ToroO, Oyn0  3aCTOCOBaHO
MOPIBHSUIBHO-ICTOPUYHUM,  MOPIBHSUIBHO-TUIIOJIOTIYHHM,  IHTEPTEKCTYaJbHUH,
MiOKPUTUYHUMA, OMHUCOBUH  METOJAU. [EOPETHKO-METOAOJIOTIYHY  OCHOBY
JOCTIPKEHHSI CTAHOBJIATH Mpalll YKPaiHCHKUX 1 3apyODKHUX JAOCTIIHUKIB Y Taiy3i
JTEpaTypO3HABCTBA Ta MHUCTENTBO3HABCTBa, 30KkpeMa E. bentni, €. Bacunbena,
K. Bornepa B. Bonbkenmreiina, I T'aueBa, /[I. 3atoncekoro, Jlx.KemmnOenna,
H. Kopnienko, H. Konuctsinebkoi, O. Ynpkoga.

Buxaan ocHoBHOro marepiany. XynoxHsi 6iorpadisi, ik ckazaHO BHUIIE, €
MICTKUM METa)XaHPOM Yy CBITOBIM JITepaTypHii Tpaauiii: HOTo 3amodaTKyBasid
IUAAKTUYHI Olorpadii aHTUYHOT JIiTepaTypH, cepeaHboBiuHi ariorpadii, 3 X VIII ct.
Oiorpadisi cranma JKepenoM AO0CTOBIpHOI 1H(OpMalii g 4yuTada, IPOMOHYIOUU

TaKi aHPOB1 PI3HOBUM, SIK POMaH-BHXOBAaHHS, pOMaH MPO MUCbMEHHUKA, POMaH



Ipo MUTLS. 3 HUX PO3BUHYJIUCS MOI0HI >kaHpH OlorpadidyHoi Apamaryprii, mo
IIBUJIKO 3aBOIOBAJIU MOMYJISAPHICTH 1 HAOYJIM )KaHPOBUX PI3HOBUJIIB Y JITEpATypi.

[I’eca «Amaneit» (Amadeus, 1979), cBitoBa mpem’epa sikoi BimOynacs Ha
cueHi KopomniBcbkoro HaiioHalibHOrO Tearpy BenukoOpuTanii, mnepemicTuia
tananoButoro [litepa Illeddepa B paHr mUChbMEHHUKIB MEPIIOPSTHOTO 3HAYCHHS,
3M100yBIIM BU3HAHHS KPUTUKK 10 oOuaBa Ooku okeany. Il’eca migkopuia
HaWMpeCTUXKHIII TeaTpu CBITY, a B 1984 p. 3a cuenapiem llleddepa ansa pexucepa
Minoma @opmana OyB 3HATHI OCKapOHOCHUN OTHOMMEHHUHN XyJTOXKHIN (DUIBM.

[Tirep Ulepdep Ha MoMeHT HanucaHHa 'ecu npo Boabdranra Amanes
Momuapra yxe MaB IBAAISTHPIYHUMA JOCBI poOOTH B Ipamaryprii. Ane came I
Oiorpadiuyna m’eca mpuHecna Homy mnpemito «Ockapy» (1985) 3a Halikpamui
aBTopchkuil cuenapiidi. Ille mo cBoro kiHOBTUIEHHS m’eca «Amazaei» Oyna
nmocTtaBieHa Ha crieHi KopoiiBchbKOTO HallioHAJBHOTO Tearpy BenukoOpuranii
(pexucep Ilitep Xomn (Peter Hall), Canbepi — Paul Scofield, Mouapt — Simon
Callow), notim Ha bpoagei, B CPCP (y cronnunux Tearpax 3a pexucyporo Po3osa,
ToBcToHOTOBa Ta AKCHOHOBA), A€ 3 ycmixoM mpoiinria 20 ce3oHiB (300 BucTan).
[lepeBaxno 3aBasku i [LIepdep BBakaerbcss HalWOUIBII  (HIHAHCOBO
BUHATOPO/DKEHUM JPaMaTyproM, ajpke 3apoOrB CBOEIO MPAICI0 HANWOUIBINE 3 YCiX
npamatypriB BenukoOputanii gpyroi mosoBuHU 20 cTOMITTS 1 OyB MOMYJISPHUM 11O
oOuaBa O0oku AtrnanTtuku. Expanizamis m’ecu npo Momapra — HalyCHIIIHIIINN
HOT0 MPOEKT.

VY cnoragax aHDIIACHKOrO akTopa, MEepiioro BUKOHaBLs poii Calbepi Ha
bpongei, flna MakKenena (Ian McKellen), untaemo npo tpiymd Bucrasu: «Even
by his own standards, Peter Shaffer's play Amadeus (1979) was one of the most
popular new plays ever produced by the National Theatre in London, where his
Royal Hunt of the Sun (1964) and Equus (1973) had also been first performed. It

was inevitable that, like its predecessors, Peter's latest sensation would transfer to



New York. The play is full of music with a large cast, and Peter Hall's production,
decorated by glamorous eighteenth century costumes and wigs, displayed a drama
that is also a show and just the thing for Broadway» (McKellen). SIlu MakKenen i3
3aXOTUICHHSIM Ha3WBa€ HaWKpallMX BUKOHABIIB TOJIOBHUX pOJIEH: POCIHCHKOrO
Onera TabGakoBa sik mpekpacHoro Cambepi (MockBa) 1 Pomana Ilomancki sk
omuckydoro Momapra (ITapwxk). 3ramyroun choiBopamio 3 leddepom, akrop
PO3MOBiJIae, MO CHEIialbHO ISl aMEPUKAHCHKOTO TUIsiIada 11’ eca mepenucyBaiacs,
poib Canbepi JOMOBHIOBAIACS JKapTaMu, 110 POOMIIO ii JIETIIOI0 1 TO3UTHUBHIMIOIO.

[Tucemennuk Peir Moprton (Ray Morton) 3ragye po6oty Il.1leddepa Han
BapiaHTaMM TEKCTY, Ky BiH MPOpPOOUB, aJanTyIOYd HOTO JO MicUs Ta ayIuTOpii:
«After the play opened in London, Shaffer found himself dissatisfied with the
second act. The production’s tremendous success may have persuaded many other
writers to just leave high-grossing, award-winning well enough alone, but Shaffer
couldn’t. He threw out the original second act and wrote an entirely new second act
for the Broadway version. ... Even in the revised second act, Shaffer felt he didn’t
quite get this scene write, so he rewrote it again for a Canadian production in 1997,
yet again for the London/Broadway revival in 1998/1999, and refined it even
further for the published edition of the revival’s script, at which point he was
finally satisfied» (Morton, 2016). Tomy omyOmikoBaHHI BHUJIAaHHS «AMajaes» €
PI3HUMM, ICHYIOTh IPUHAWMHI YOTHUPU aBTOPU30BAHI TEKCTH I €CH.

VY nepeamosi no Bunanns 1993 p. Hleddep 3 miererom omnucye ohopmiieHHS
cueHu, pospobiiere nuzaiinepom J[>xonom bapi (John Bury), mo #oro 3ampocus
npomtocep Ilitep Xomn (Peter Hall). Monepue odopmitennst ciienn maio 0 ycromu
KOHTPACTYBaTH 3 PO3KIITHUMHU KOCTIOMaMU Ta nipeaMeramu enoxu Pokoko (Shaffer,
1993, c¢.5). Ha cueni 00OB'S3KOBUMH MarOTh OyTH 1HBaJIJHUNA BI30K, CTUT 13
HACTOJFHUM JI3BIHOYKOM, 4YynoBe QopTemiaHo 1 Benuka jroctpa. [lpenmern

PEKBI3UTY 3'SBISIOTHCS Ha CIICHI 1 3HUKAIOTh 3 Hel 3a JOIMOMOT0I0 BOpaHUX Y JiBpei



CIIYT 3 PUTMOM, T'PAIliO3HICTIO Ta €HErpi€lo, M0 NpUTaMaHHI xapakTepy Morapra,
a0o sIK 3apa3 roBOPsITh, — MOBTOPIOIOTH PUCYHOK POJIl, BI3EPKaIOOTh 1i. ClieHH
B I1’€C1 MIHSIIOTHCS, ajie HE MEePEPUBAIOTHCS, MEPETIKAIOTh OJHA B OJHY, MPOTITOM
yciei mii (Shaffer, 1993, c. 6). Cueniunuii npoctip mae Ha3By Light Box — 1e
yVHIBEpCaJbHUN CBITIWN MPOCTIp, KW BUMAarae BiJ IIsAjada 3yCTPIYHOI poOoTH
(danrasii.

JlerenpapHuii crnektakib Oyno BigHOBIEHO y 2016 poui B HamionansHOMY
Teatpi BenukoOputanii pexucepom Maiikiom Jlonrxepctom (Michael Longhurst)
3 Jlymianom Mcamari (Lucian Wiina Msamati) ta Agamom I'iuieHom (Adam
Gillen) B ronoBHUX pojsx. Y Iiii MOCTaHOBII MpO3Byyaia HE JIMIIE KiIacHYHa
My3uka Momapra, aine i ii cygyacHa 00po0Ka, a TaKoX JT0JaTKOB1 BCTaBKH.

Tearpanbauit kputuk Jlominik Kasenmim (Dominic Cavendish) Bucoxo
OIIIHIOE BUCTaBY, OKpeMO Bij3Hauatodu aktopa Mcamari (Canbepi), IKHil 10CTOMNHO
npuitHaB ectadety B mi pomi: «The British-Tanzanian actor was the first black
actor to play Iago at the RSC — brilliantly. In taking on the mantle of the “patron
saint of mediocrities”, he follows in the footsteps of the hallowed Paul Scofield,
who originated the role — as well as [an McKellen, David Suchet and F Murray
Abraham in the film version, among others» (Cavendish, 2016). Kputuk mikonye,
10 aBTOP JITEPATYPHOTO TEKCTY, KU MMOMEpP HE3aJI0BIO J0 MPEM’ €pU piIMEHKY, He
3MII IPUETHATUCS 10 aBTOPIB 1 MIsi1aviB. Y HOBIM TearpaibHii BUCTaB1 HOrO 17€10,
3aKiaieHnii 6a30BuUl KOHTpacT Mixk Momaprom 1 Canbepi, MiJACHICHO Bi3yallbHO:
TeMHa IIKipa akKTopa TaH3aHINCHKOTO TOXOJKEHHS KOHTPACTye 3 BUOLICHUM

BOJIOCCSIM aKTOPa €BPOIIEO0iIHOT 30BHIIIHOCTI ',

bi Coe .. . .
Bucmasa 6yna oocmynna na ogiyitinomy catimi meampy K dHcecm niOMPUMKU 21a0a4i6

nio uac nandemii Covid-19, de ii modicna O6yno nepeensdamu npomsa2om KilbKoX mudicHie. Bosiuna

Op2aHi3amopam 3a Ha0aHy MONCIUBICTD.



[T'eca II. [lleddepa Takox Oyna mocrtaBieHa B YkpaiHi, y JIbBiBCbKOMY
tearpi iM. Mapii 3aHbKOBEIBKOI 1 pUcBsiueHa 250-i piuHuUIll BiJ JHS HAPOJKEHHS
Bonsdranra Amanes Monapra, cun sikoro @pani KcaBep TiCHO MOB’si3aB CBOIO
nomo 31 JIbBoBOM, TomimHIM JlemOeprom, g€ MpoKuUB OJNMU3BKO TPUALSTH POKIB,
TBOPHUB, BHKJIQJaB 1 TMOMYyJASIpPU3yBaB TBOPYICTH CBOTO TEHIAJILHOTO OarbKa.
Pexucep-nocranoBuuk Banum Cikopcbkuii BHUIYCTUB BUCTaBY «AMajiei» 3
bornanom Ko3zakom y poni Antonio Canbepi ta IOpiem XBocTeHkOM y poui
Mormapra y rpynui 2006 p. Bocenn 2007 p. BHCTaBy MOKa3aHO B MPUMIIIEHHI
tearpy iM. [.®Dpanka mig yac ractpoinieid tearpy B Kuesi. TeaTpanbHa KpUTHUKUHS
Jlapuca IBanummna Tak Biarykaynacs npo rpy b.Kozaka: «borman Kozak BkiaB y
cBoro Caibepi NIeBHY uapiBHicTb 31a. [...] Moro Cambepi crareunmuii, BieBHEHHIT B
co01, HenoxuTHUil. HaBiTh 3a3apicTh HOro HE3BOPYIIHA, XO4ya il BiAYYBA€N 1
CIpHUiiMaceIl SK OCHOBHY MpYKWMHY Bcix momii» (IBanumumnua, 2008). YV Bucrabi
3ByuuTh Oarato my3ukud 1 B.A.Momapra (3 omep «BukpaneHHs 13 cepaiioy,
«Onpyxennss ®@irapo», «Jlon Xyan», «YapiBHa dneittay, «PekBiem»), i
A.Canbepi, sikuii OyB HacTpaB/i TOCUTh TAJIAHOBUTUM KOMIIO3UTOPOM CBOTO Yacy,
i, 10 pedi, BuuTesIeM MolapTa-MOIOIIIOrO0.

Bocenn 2021 p. pexucepom MakcumoM [0eHKOM 3a ITUM TEKCTOM Oyra
nocTapjieHa japaMaTuyHa orepa y KuiBcbkoMy HaIliOHaJIbHOMY aKaJIeMIYHOMY
Tearpi omnepeTru. YKpaiHChkoro Ji0opeto nepeksiaB Onekcanap CrTenaHoB, My3UKa
Mortapra 3Byuajia B )KHBOMY BHUKOHAaHHI OpKeCTpy Tearpy. [HHOBarliiina BucCTaBa
npodiuia KiibKa pasiB, 3AMBYBABIIM NYyONiKy HaJa3BUYaiHUM 1yetoMm JIMutpa
BiBuaproka y pom Momapra Tta Mapka Jlpo6ora y pomi Cambepi. Edexrthi
KOCTIOMH, KOJIbOPH SIKMX BIAMOBIAQINA XapaKTepam IMEepCOHaXIB, MOsSBa Ha CICH1
Xpucra, cuHa boxoro, ¢apcoBl IITPUXH B PHUCYHKY pOJII 3aXONUIU IyOJiKY.
Tpiymd BUCTaBM Ha KHIBCHKIiH CIIEHI IepepBaia BiifHa, sika BHECIA CBOT KOPEKTUBH

B JKUTTS aKTOPIB. Y Mepexki 3aJUIINUII0Cs 6arato cXBajJbHUX PEICH31H 1 BIATYKIB —



BucTaBa M.l osieHka 00iIsIa CTaTy O/IHIEI0 3 HAWKpAIINX y Kap’€pi pexucepa, Tax,
K 1e cranocs ¥y TBopuiid goni camoro Ilitepa Illeddepa, a Takox Minoma
dopmana Ta 6ararb0X aKTOpiB TeaTpy 1 KiHO.

o ¢ y miii m’eci Takoro, 10 MNPUBAOIIOE PEXKHUCEPIB PI3HUX YACIB 1
KYJBTYp?

OcHoBoto (alynu € JpyXKHE CYNEPHULITBO ABCTPIACHKOrO KOMIIO3UTOpA
Bonsgranra Amages Mouapra Ta itamiicbkoro kommno3utopa AHTOHIO Canbepi,
HAJ3BUYAlHO  TBOPYO MEPEOCMHUCIECHE OpUTAHCHKUM  IUCHBMEHHUKOM 1
MEPETBOPEHE HA OJIHY 3 HAMSCKaBIIIMX, HAWMTPUBAOIMBIIIUX CTOPIHOK Y Cy4YacHIN
aHMIINACHKIN npamaryprii. Sk iCTOpMK 3a OCHOBHOIO OCBITOIO, 3BHUYAITHO,
[T.1leddep mikaBUBCA ICTOPUIHOIO OCHOBOIO CBOTO IPOEKTY — IT'€CH «AMaicii».
AJzle B OKO BMIJIa€ Te, IO B TEKCT1 OLIbIlIE BUIHO CIIBBIJHECEHICTh 3 MihamMu Mpo
Bonsdranra Amazes Momapra i TeKCTaMU IHIIUX aBTOPIB, HIK 3 ICTOPUYHUMU
daxramu. Yu 6yB Momapt crpaBzi oTpyeHuM? binbiiicth 6iorpadiB cXoasThCs Ha
TOMY, 11O BIH MOMEp BiJ] PEBMATUYHOI JIMXOMAaHKH, ab0 LI BIJ AKOICh XBOPOOH,
[0 TSAMIacsd 1€ 3 WOro HeCHMOKIWHOTO MaHAPIBHOTO JAWTHHCTBA. AJie He3a0apoM
micast cMepTi Kommno3utopa, B 1791 poui, mommumpuiucs 4yTKdA, 00 BiH OyB
OTpy€HH, WMOBIpHO, MacoHamu. Te, mo AHTOHIO Canbepi crpaBmi mir 6u OyTu
BOUMBIICIO, IIBUJIIIIE JIITepaTypHa JiereH a, sika uae Bia ¢padynu O.I1ymkina, 3 K010
MaB crpapy Ilitep Illeddep, Hixk icTopuunuil dakt. JocmigHUUg KUTTA 1
tBOpuocTi B.A.Momapra, aBTropka OiorpadiuHoro pomany mnpo Hboro, Credani
Kogsemnn (Stephanie Cowell) Takox crae Ha 3axuct Canbepi, ONUCYIOUU WOTO JTyKe
00/1apOBaHUM KOMIIO3UTOPOM, OCHOBHOIO (PIrypoI0 TOro4acHOi omepu, OaTbka
BicbMOX maiTel. «And last, he never killed anyone. He lost his mind at the end of his
life and imagined he had killed Mozart, but indeed they were on friendly terms.
Salieri tutored Mozart’s son and cheered on Mozart’s music», — THIIe

nocmigaung (Cowell, 2012). Ane icropuunuii ¢akT CKIQIHO TOBEPHYTH B



KOJICKTUBHY CB1JIOMICTh, OCOOJIMBO, SIKIIO «IUIITKa» Mpo Hocis Oiorpadii B HIA
nepemorna. Ilpo Te, mo reposMu XyaoxkHIX Olorpadiii cTarTh Hacammepen
MOPYIIHUKYA TpaBUi 1 CcKaHpanmictd, s mnucana panime (Iamosan, 2009,
c. 427-433).

Oxcana Koryt y crarti «biorpadis sk MaTpuis CIOKETy B CydacHId
YKpaiHChKIM 1 TMOJBCHKIA JpaMaryprii» CTBEpPKY€E, IO METOH PO3POOKHU
OlorpaiyHUX CIOKETIB € WIHHICHI MapajurMu, Mo OylId CTPHKHEM OyTTEBOI
dbimocodii Bumaraux mroaei (Koryr, 2011, ¢.300). JlymMka MOCHIIHHII JOCHUTH
JoriyHa W HiIOM-TO odeBHJHA. TOOTO perentiis Xya0kHiX Oiorpadiil € pereniiiero
MepenyciM eTUKH, M0 BOHM TPAHCIIOWTH. JlOCHIMHUIIS BBaXKa€, MO PEIUITIEHT
(untau abo mIAma4y) pyxaerbcs y (opBarepi BUIaTHOTO HOcis Oiorpadii 1o
caMolieHTH(iKallli, Ika B MOMEHT pelLeMniiii moTpedye 3rylieHHs, KOPUTyBaHHS,
yrouHeHHs. L[s mymka Bapra yBarm i pO3BUTKY, 00 B Hill KPHUETHCS NpPHUYMHA
iHTepecy g0  Oiorpadii, iHTepecy J0 I1AEHTHUYHOCTI IHIIOTO  3apaju
caMOlAeHTU(IKALll, y HId KPHUETbCS 3aLIKABICHICTh 30BHILIHIM IAaTEPHOM SK
JIOITI€I0 HA MIJIAXY JI0 c€0e BHYTPIIITHOTO.

[lepeBaxkHa OUIBLIICTh CYy4YacHOI Jpamaryprii (KiHO, BUCTaBa, JIITEpaTypHU
TEeKCT) BUOyIyBaHa 3a KpPYroBOIO CXeMoOw «muiixy repos» (Jbx. KemmGem,
K.Bornep), mio BIAKPUBAETHCS HaM Y «apili Tepos» — Ka3KOBOIO, MacoBOTO,
APXETUITHOTO NUIAXY 3BUYAHOTO CIOKETY 3 TIEPEPOKEHHSIM, 3MIHOIO XapaKTepy, 3
MOJOJIaHHAM 0COOHMCTOT TpaBMU ToIO. KojkeH cyyacHHI MMCbMEHHUK PO3yMi€ SIK
a30yKy e croci0 nucbma: BiH MPOCTUHM 1 OYIKYBaHHUM, 0€3 HHOTO BAXKO YSIBUTH
JiTepaTypHHU TEKCT. XyAokHIO Oiorpadiro, mo0 BoHa Oyna 1iKaBOIO 1 CTPABHOIO,
TEX JIOBOIUTHCA BUOYIOBYBATH 3a TPAIUIINHOIO apKOK, OCOOJMBO Ha I[bOMY
3QICKUTh  JApamMaTyproBi, SKUM Mae 3a0e3MeuuTH EeMOLIMHY 3ay4eHICTh
KOJICKTUBHOTO PEIUITIi€EHTa, TOOTO MyOIiKH, 110, IK MH 3HAEMO, — JlaMa IIPUMXJINBA,

1 BTpuMaTH ii yBary OyBae ayke CKjiaaHo. ToOTO, MOBEpTAOUNCh 10 BUKJIAICHOI



JTYMKH, «IIHHICHI MapagurMu» abo0 y 3BHYHINIIN TEPMIHOJOT1I, €TUYHI CHUCTEMHU,
B DK/KAIOTh Yy CBIJIOMICTh PEIUIIIEHTa KOJIECOM MOHOMIi(Y, TPaHCHOPTYHOTHCS
CIOKCTHHUMH CXE€MaMHM, BIITAOTh TyId Ha eHeprii KoHQuikTiB. JlocmiaHuibka
rinmore3a moJisira€ B TOMY, L0 MONYJISPHICTb, IHTEPEC A0 XyAOXKHBOI Olorpadii
BHU3HAYAETHCSA HE CTUIBKU THUM 3pa3koM, IIO0 BOHA MPOMOHYE, HE CaMOI0 €THYHOIO
MaTpPUIICI0, JIOHECEHOI0 Yepe3 MEPCOHAXIB; a TUM, AK Il KOHKPETHA XYIOXKHS
Olorpadisi Bapilo€ TPOMOHOBAHY MATPUIID E€TUYHOro. PenumieHTa MIKABUTH
JpaMaTy3M BIIXWICHHS BiJl MOpaJIbHOTO cTaHAapTy. L[iHHICHI OpIEHTHPU TUISIXY
reposi BKa3ylTh INISIa4€Bl METY, a pyX KOHKPETHOro 010rpadiqHOro nepcoHaxa —
KOJIMBAHHS HABKOJIO 1€l MeTH. XyJn0XKHs Olorpadis Haraaye TUHAMIYHY CUCTEMY, Y
SKIi HapaTWB, HiOM MASITHUK TOMIAETHCS HABKOJIO apXETHUITHOI iCTOpii, 1 IIe
MOTOWTyBaHHS BHU3HAYEHE MOPAIbHUMHU OOMEKEHHSMH, HIOAHCAMH XapaKTepiB,
OCOONMBOCTSIMU KYJABTYPH, Yy SIKii COpuiMaeThcsl TBip. Mipa BIIXWICHHS BiJ
I[IHHICHOT MaTpHuIli, Mipa MO>XJIMBOTO 3J1a — OCh 110 I[IKaBUTh penunieHTa. baxxanus
JOCIIJKYBaTH CYTIHKOBY 30HY MK J0OpOMi 1 3J0M — OCh IO TPUMA€E YBary
IS AAIBKOTO 3aITy.

[Ile uikaBimow Moxke OyTH XyAOXKHS MPOIMO3UIIS, KOJIU 300pakKeHH
OlorpadiuyHuil MEPCOHAX PYXAEThCS MDK JBOMAa TMPOTWICKHUMH CTHUYHUMU
arpaktopami, (amxe Oyab-sKe MUCTEIbKE SIBUIIE ICHYE B JUHAMILIl I[LOTO PyXY), a
PELUIIIEHT 3 MOAMBOM IOMIYae, IO caMa €TUYHA CHUCTEMa O00EpTa€ThCA 1 3MIHIOE
MIOJIFOCH, 1 HOMY JTOBOJUTHCS IEPEOPIEHTOBYBATUCS B HOBUX KOOPJWHATAX, KOJIN HE
SICHO, 110 € A00pOM, a IO 3JIOM Y 3BUYHOMY PO3yMiHHI, KOJIM 1IeHTHdIKAIS 3
nepcoHakeM (YUTaiiMo «camoifeHTH(IKaIlIs» ) MOTPaIUIsIE i yaap 3 00Ky BIacHOi
etnyHoi cuctemu. Ak mobaunmo pami, Ilitep Illeddep Moxe 3ampomoHyBaru
misAayeBl 1 nepiie, 1 gpyre. CnpoOyemMo npounTtaru n’ecy «AMajiein» B30pyHUnCh

Ha imei kakku H. Kopaierko «3anpomienns 1o Xaocy» (Kopaierko, 2008).



AHTPOIIOJOTIYHUM BUMIp JpaMaTyprii axkTyalli3ye JIOAUHY SK OCHOBY
ABTOPCBKOI ~ XYJIOJKHBOI ~ KOHLIEMIII, 4Yepe3 sKy TPAHCIIOITbBCS MOpaibHl
MepeKOHaHHS, PeJIriiHI IHHOCTI, TPOMAJICHKI 171ealid, a TaAKOX O0COOMCTHUM JOCBIJ
1 maM’siTh, TyXOBHUM 1 TUIECHUHN BUMIp 300paxkyBaHoro B TBopi. [litep [leddep
OyB MalicTepHUM Yy 300paXeHHI EMOIIHHOTO IUIACTy JIIOJCHKOTO 1CHYBaHHS,
HelapMa JIOBIIKOBa CTarTss B eHuukionenii «bpuranikay Ha3uBae iHoro
«OararorpaHHUM OpPUTAHCHKUM JpaMaTyproMm, sSIKOMY JIETKO JaBCsl Mepexia Bif
dapcy 10 300paKeHHs IIOACEKUX MYK» , T ATBEPIKYIOUH, 1[0 TEMATHKA TBOPYOCTI
[1.Iledbdepa Oyna eruuno opieHtoBaHa. Illo crocyeThes OlorpadiuHoi apamu
«Amaneit», TO KIIOUOBUMH TEMaMH Yy HiM € B3aeMWHHU JoquHU 3 borom Ta
ICHYBaHHSI MUTIIS Y CYCHIJIBCTBI, K OKPECITIOITh MOPAITHHO-CTHYHHIHN (yHITaMEHT
TBODY.

Ak 1 Oymp-sika apama 3akputoro Tumy, m'eca «Amanein» I[lL.IIeddepa
BUOy/AyBaHa Ha OMO3UIAX. PymiiiiHoo cuioro ¢alymnu € mo3ipHe TPOTUCTABICHHS
TOJOBHUX TMEpCOHaxiB TBOpYy — Bonbdranra Amanes Momapra ta AHTOHIO
Canbepi, anie crpaBXHE MPOTUCTOSHHS BinOyBaeThcs MK Cambepi Ta borom, 3
AKUM y mepcoHaxa BUOymyBanucs crienndiuni crocyHku. LlikaBo crioctepiraru, sik
nepconax llleddepa 1mi crocynku BimpednexcoBye. [I’eca posmounHaeTbes 3
po3noBiai Canbepi: 6aTbKK MOTO MPOMUILISIN KYTIEIITBOM 1 iXHI IHTEPECH 32 MEXI1
MaJICHbKOTO MICTE€UKa Ha MiBHOY1 ITanmii He mommuproBayincs. AHTOHI0 Canbepi OyB
IHIITAM — XOTIB MIJAKOPUTH CBIT. Callbepi XOTIB AOCATTH CIIaBH Uepe3 MY3HKY, aJKe
JMIIE Y MY3HIl MOXKHA BIIPI3HUTH YUCTY MOHETY BiJ| MiJIPOOKH, YUCTHI 3BYK BiJl
¢danpmmBoro. Canbepi gae 0OITHULIIO OyTH TpaBEIHUM 1 CIIykKUTH bory B 0OMiH Ha
O0e3MexxHy ciaBy. BiH yknaB yromy, SK poOWIM KyIIli, CEJISTHH, JIOAH HOTO

oroueHHs. lllicTHamuATHUPIUHUI 1TAMTIMCHKUM XJIOMELb YKJIaB Yroay 3 BHUIIOIO

*Sir Peter Shafter: British Writer. Britannica. Pexum JIOCTYTY:

https://www.britannica.com/biography/Peter-Shaffer).


https://www.britannica.com/biography/Peter-Shaffer

cuior mnepen ¢peckoro B 1epkBi B JlomOap/ii HamepenoiHi CBO€l BTEUl 3 JOMY.
I7IOMy 31aBasiocsi, 1mo bor BiAMoBIB oMy 1 OJIaroCiIOBUB. YC1 MOAAIBIIN MOl
BKa3yBaJyd Ha IIe: HACTYIHOTO JHS BIH Bia’iXaB y BiJieHb, CTOJHUINIO MY3HKH.
Canbepi roBoputh 1po cede: «I am thirty-one. Already a prolific composer to the
Hapsburg Court. I own a respectable house and a respectable wife —
Teresa» (Shaffer, 1993, c.18)°. Omke, My3UKaHT, Ha HOro AyMKy, OTPUMAB TaKe
KUTTS, SIKOTO IpocuB y bora.

Komom mnis mpouuTaHHs 1HOTO €Mi30y, Ha Hamly AyMKYy € (ayCTiBChbKUN
Mi(, OCKUIIBKH CLIEHA B IIEPKBI 3BYUUTh THITIOUE 1 TPUBOXKHO, Jisikae Canbepi CBOEIO
daranpHicTIO. BiguyTHO, 1m0 moctare Canbepi KOpETIOe B Hii 3 00pa3oM JOKTOpa
daycTa, SKUH «CUMBOJI3YBaB OJIHY 3 MaricTpajbHUX JHIA JYXOBHOTO PO3BUTKY
CEepPEAHBOBIYHOTO CYCHUILCTBA — TMOTAT JO0 3a00pPOHEHOr0 SK JIO0 BTUICHOI
MOKJIUBOCTI JyXOBHOTO PO3KpIMAYEHHs», — BBAXa€ JOCTIAHUK TBOpYOCTI lere
(IHanarinos, 2002, ¢.198). Te mo Canbepi ykianae yroay 3 borom, € Bapiariero
yrogu ®aycta ta MedicTtodensi, OCKUIbKM MEPCOHAXK Oaxkae Onar 3eMHUX Bij
HAJUTIOJICHKOT CYTHOCTI, TIO-CYT1, KYITyIO4YH X B OOMIH Ha CBOIO IIPABEIHICTb.

Kommnosutop Canbepi TOBro KUBE 3a IIIEI0 YTOAOI0, TSHKKO TPAIFOIOYH HAJl
MY3UKOIO, BIIMOBIISIFOUNCH BiJl INIOTCHKUX YTIX, SKUMHU, Ha HOTO TYMKY, CIIOKYIIIa€
rioro bor: ««l also had a prize pupil: Katherina Cavalieri [...]. I was very much in
love with Katherina — or at least in lust. But because of my vow to God, I was
entirely faithful to my wife. I had never laid a finger upon the girl — except
occasionally to depress her diaphragm in the way of teaching her to sing» (c.18).
Horo cnamoe BoroHs uectomobceTBa («My ambition burned with an unquenchable
flame» (c.18)) 1 BiH Mae Bucoky mety («Its chief goal was the post of First Royal

Kapellmeister» (c.18)), 1o sikoi mociioBHO mparHe. Taka ocoOuCTa MOTUBAIlsS

*Tyt 1 gam m’ecy «Amanein» [1.11leddepa nuryemo 3a Bunanusam: Shaffer, P. (1993) Amadeus.
Penguin Books, 13 3a3Ha4eHHSM CTOPIHKH B TEKCTI.



Cabepi 3ByYUTH ACIIO 1POHIYHO Yy KOHTEKCTI O0KECTBEHHO1 YTOAN — YUTad/Iisiiay
BIIUyBa€ ii MI3E€pHICTh, CBITCHKICTh 1 TOPramiecTBO, OCOOIMBO B YAacCTHHI, KOJIU
KOMITO3UTOP OOIIIsS€ CBOEIO TBOPUICTIO MpociasiaTu bora.

Canbepi, OTKe, BIPUTh y BHUCOKY Yroay 1 uekae i pe3yabTaTiB, aje,
BUSIBIISIETHCSI, BOor HacMisiBCst 3 AHTOHI0: OTHOYACHO 3 MOTO TpHi3aoM y BineHs Tam
nmoyaB BHUCTynatu necsatTupiunuii Bombdranr Amaneit Momapt. «Tales of his
prowess were told all over Europe» (c.20). Komu npuaBopHuidi KOMIO3UTOP
ynepiie 4ye TBip AMajes, BIH BiIUyBa€ MOTPSCIHHA 1 po3yMie, mo bor iioro
oOMaHyB, 00 HE B HOT0O TBOPIHHAX 3By4YHUTh OOkecTBeHHA My3uka: « What?! What is
this? Tell me, Signore! What is this pain? What is this need in the sound? Forever
unfulfillable yet fulfilling him who hears it, utterly. Is it Your need? Can it be
Yours? ... [Pause.] Dimly the music sounded from the salon above. Dimly the stars
shone on the empty street. | was suddenly frightened. It seemed to me I had heard a
voice of God — and that it issued from a creature whose own voice I had also heard
—and it was the voice of an obscene child!» (c.27). PiBHoBara iforo BrpaueHa, gaii
Canbepi xuBe TUIBKU 00J1€M 1 3a3/IpiCTIO, 00 oMy JaHo mobaunuTtu gap Mormapra.

Hocninnuk Enx brnok (Ed Block) numie, o 3a3apicte Canbepi 3acHOBaHa Ha
He3MipHOMY OakanHi: «Antonio Salieri’s confession of his envy for the younger
Mozart and his musical gifts. But rather early in the play it becomes clear that
Salieri’s envy is based on a limitless, an infinite desire» (Block, 2004, c.66).
CnpaBmi, KOMIIO3UTOpP TIPSMO TOBOPHB, IO HOTO  CIHAIIIOE  «IOJIyM s
YEeCTOMIO0CTBAY, MPArHEHHS MOCAAW W TOIMYJISIPHOCTI, ajie I[bOTO, K BUSBHIIOCS,
Oys10 Majio — HOMy HE XOTLIOCS IOCATTH YCIXY MOCEPEAHBOI0 TBOPUICTIO. My3uKka
redianbHOro Mormapra nae Canbepi po3yMiTH, L0 HOrO0 TBOPYICTH € JTOCHUTh
nocepenuboro. ... «I heard my music calmed in convention — not one breath of
spirit to lift it off the shallows» (c.78). OTxe, 6axxanus Cabepi mporpecyroue: Yum

OinbIIe BIH OTPUMY€E, TUM OUIBIIE XO04e, OTPUMABIIA Jap CBITCHKOTO



Onmaromoiyrydusi, Oa)ka€ JTyXOBHOTO, TBOPYOTO ITiTHECEHHS, OO0KECTBEHHOTO
HaTXHEHHs, sike oMy He cyauiocs. Te, mo Calibepl YCBIAOMIIIOE CBOi JIyIIEBHI
MOPYXH, CBIIUHUTH MPO HBOTO, SK PO IHTENEKTyasa, IO AUTMTHCA 3 IIIsSAadeM

CMHCJIaMH IO CBOTO YKUTTSL.

Koxen ycnix Momapra, kokeH HanucaHnuil HuM 1eneBp Canbepi po3LiHIOE
K ocobmcTuit ysimac Bix bora. 11 msmacu BimdyBae TUIBKW BiH, JUIS BCIX 1HIIHMX
Mormapt 6yB HeBnaxoro, ane Canbepi 6aunth cyTh: «I looked on astounded as from
his ordinary life he made his art. We were both ordinary men, he and I. Yet he from
the ordinary created legends — and I from legends created only the ordinary»
(c.78). Konu Canbepi yutae napTuTypy, IpUHECEHY Ha Horo Bumory KoHcTaHIIi€o,
BiH 13 JKaXOM 1 3aXOIICHHSIM O0a4uTh, III0 YepHETKH MomapTra 4ucTi, mpeKpacHi, 6e3
TIOMapoK, OTXe, TOW TMPOCTO 3alUCYy€ 3aBEPIICHY TOTOBY MY3HUKY, SIKa 3ByYUTH Y
Horo romoBi. Omxe, Mouapt — reHid, BiH Mae OOXECTBEHHUH nap, a €JIuHa
Haropoga Canbepi 3a WOTO TSKKY IMPAITO 1 MPABEIHICTh MOJSITaE B TOMY, IO BIH
OJIMH 3/1aT€H M00auuTH B MOJOJIoMYy OenikeTHUKY BTUleHHs bora. «I have worked
and worked the talent you allowed me.. [Calling up] You know how hard I’ve
worked! — solely that in the end, in the practice of the art which alone makes the
world comprehensible to me, I might hear Your Voice! And now I do hear it — and
it says only one name: MOZART! ...» (c.55), — ycBigommtoe Autonio Canbepi.

Cainbepi OyHTY€E, BIH pO3pUBAE CBiMl KOHTPAKT 3 borom, kujgae oMy BUKIIHK:
«On that dreadful Night of the Manuscripts my life acquired a terrible and thrilling
purpose. The blocking of God in one of his purest manifestations. I had the power.
God needed Mozart to let himself into the world. And Mozart needed me to get
him worldly advancement. So it would be a battle to the end - and Mozart was the
battleground» (c.58). Canbepi, mo6 gqocaautu borosi, HaMIpsSETHCSA 3HUILIUTH HOTO

IpOsSB Yy LOMY CBITI, JUJIi 4YOrO Ma€ yCl MOXJIMBOCTI, paHillle OTpUMaHl 3a



po3ipBaHUM KOHTpakToM. [Ipu 11bOMY BIH MOYYBA€ETHCS SIK O€33aXMCTHA JIIOAMHA,
NEPEeXKUBAIOYM HYTPSIHUM, OpIMydYdid CTpax, SIK JIFOAMHA HACKPI3b pEJiriiiHa, a He
areict-utbHOAYMenb: «l felt the danger at once, as soon as I’d uttered my
challenge. How would He answer? Would He strike me dead for my impiety?
Don’t laugh. I was not a sophisticate of the salons. I was a small town Catholic,
full of dread!» (c.59).

Lleii »xecT BKa3zye HE HA POMAHTUYHMI, I€MOHIYHUN OYHT MmepcoHaxa, a Ha
JTIOAWHY, JOBEACHY J0 BiJUYal0 OOMaHYTUMHU CIOIBaHHSMH 1 HETOCHILHOIO
BHUCHAXKIIMBOIO Tipariero. baxkaroun 3HumuTH Morapra, Caiabepi yCBIIOMITIOE, IO
Momuapt — auiie TeaTp BOEHHUX Nii, Micue 00ro: «... My quarrel wasn’t with
Mozart — it was through him! Through him to God who loved him so» (c.60). Jlns
Canbepi  reHianbHicTh Monapra — 1e boxuit cnocid 3Hymartucs Haja
HezanoBosieHnM Canbepi, boxuit 3Hak 1 3BepranHsa. Canbepi HE cHpuiimMae
Mouapra $K JOCTOMHOrO CymHepHHKa — BIH Ha3WBa€ HOro MPUHUBIUBUMU
enitetamMu «obscene child», «filthy creature», HamaraeTbCsi 3HELIHUTH y BIACHHUX
oyax HOro TBOPYICTh, MO30YTHCS MICTUYHOIO 3aXBary Mepes HOro My3HKor, 00
oMy 3maeThes, MO bor 3paauB ymMoBH 0araTropiuHOTO KOHTPAKTY, 32 SIKUM JKUB
Canbepi.

Tomy micnst ycBiJIOMJIEHHS CBOTO BHKJIWKY Calbepi BIAKHUIAE MPOTO3HUIIIIO
Koncranii, sika mpuiiniuia 3apoOUTH y HBOTO TIOCaay JAJisi CBOTO YOJIOBiKa, TPy0o
BUraHse ii, 00 Taka momcra Mouapty ajis HbOro Oyne BKe HaATO APi0’SI3KOBOIO
(«But now I wanted nothing petty!» (c.60)). Moro mera — inkom 3uuumrH Boxkoro
yAIOONEHI, @ HE JIOCKOTaTu HOro peBHMBI MOYYyTTA. 3HUIIMTH Monapra — HIOH
po36uTH aprymentu bora, 3 sikumu He 3rogeH Canbepi.

[Ipu 1wpomy Canmbepi He HEHaBUAWTH Momapra, a TMPOJOBKYE HUM
3axorunoBaruca. HackpisHum o3HauHukoM Monapra B ycrax Canbepi € cIOBO

«creature» — CIIOYAaTKy WOTr0 MOXKHA IMCPCKIIACTHU AK «TBApPHUHA, iCTOTa», a TI0TIM



BOHO KOHOTY€ fIK «TBOpIHHSI OOxke, oOpaHellb, cTaBIeHUK». [louyTTs 3a3apocrTi,
PEBHOILIB 1 OJIHOYACHOTO 3aXOIUJICHHS E€MOLIMHO pO3AUpalOTh MPUIBOPHOTO
kommosutopa. Ex brmox (Ed Block) muine, mo B m’eci peani3yeTbCs BaKIUBa
poMaHTH4yHa o3Haka: «the basis of the rivalry here is a familiar Romantic one: the
artist’s perceived rivalry with God the Creator» (Block, 2004 c. 66). Jocmigank
BBaXKa€, IO TYT BUOYIOBYETHCS POMAHTHYHE MPOTUCTOSHHS XYIO0KHUKA TBOPUS 3
OOroM-TBOpPLIEM — YTUIIOETHCS 17€s, 1110 Jsia B OCHOBY »aHpy Oiorpadii MUTIS,
e mijg gac oro opmyBaHHs, abo cioBamu Canbepi: « What use, after all, is Man,
if not to teach God His lessons?» (¢.56).

VY Toii gac, konmu Canbepi TSKKO Tpairoe, MomapT MpoCcTo KUBE, ISl HHOTO
TBOPYICTh — CMOCIO ICHYBaHHS, CIOCIO OTpPUMYBaTH PaicTh 1 3aJO0BOJICHHS Bij
KUTTS. Monouii KOMIIO3UTOP BiIKMAAE€ BHU3HAHI MY3WYHI aBTOPUTETH, OCKUIBKU
BiH BIIUYBa€, sIK HOMY 3[Ia€ThCS, 110 BIH MOXKE HAIMCATH MY3UKY Tak, 5K il aye bor,
y BEJIMKOMY 0ararorojocci, 1o 3J1MBac€ThCs B HAA3BUYAHY €1HICTh. TUM-TO omepa
1 BIAPI3HAETHCS BlJ JIITEPATypHOrO TEKCYy, IO B OINEpl MapTii MOXKYThb 3By4YaTH
omHouyacHo. Omepa J1lae HaM 3MOTy TIOYYTH Te, 0 uye bor, konu cityxae cBIT: «A
quartet becoming a quintet becoming a sextet. On and on, wider and wider — all
sounds multiplying and rising together — and the together making a sound entirely
new! ... I bet you that’s how God hears the world. Millions of sounds ascending at
once and mixing in His ear to become an unending music, unimaginable to us!»
(c.66).

upuit Mouapt nepexkoHaHuid, MO 1HIII KOMIIO3UTOPH TEX 1€ PO3YMIIOTh,
BiH HamaraeTbcs nepekoHaru Canbepi B TOMY, 11O OCh JI€ € CIIPaBKHE MOKJINKAaHHS
yCcix My3u4HO oOmapoBanux MHTIIB: «That’s our job! That’s our job, we
composers: to combine the inner minds of him and him and him, and her and her —
the thoughts of chambermaids and Court Composers — and tum the audience into

God» (c.66). Canbepi BpakeHuit Tum, 1o Momapr yxke po3yMi€ CBOIO



O00KECTBEHHY Micito, — 310partu Jitofed y eauHuid xop 1 Habamsutu o bora.
3a3apiCTh 1 PEBHOII CHAOITh MO0, ajke AMaaell MOCTYIOBO OCMUCIIOE CBOIO
TeHIaJbHICTh, CBOKO 3/IaTHICTh TBOPHUTH HaJ3BHYaliHe, M0 HE JaHO KHOMY,
aMOITHOMY 1TaJIHIIIIO.

Canpepi  MOCIIJIOBHO COIMIaJbHO 1 TIICHMXOJIOTIYHO HHUIMUTH Molmapra:
CIOYATKy MNPHUHIKYE HOro 3HEBIPEHY IPYKHUHY, MOTIM HIBEIIOE PEKOMEHIAIII0
Mouapra B IMIEpaTropcbKUid 1M YYUTEIEM JJIsl IMPUHIIECH, HATAKAIOUM Ha MOro
MOTaHy peryTalliio, HamMaraeTrbcsl 3ipBaTh BUCTaBy «dDirapo», e Mae 3BydaTu
Bapiallisg Ha TeMy MOro mapiry, 1 BpelTi, HaMara€TbCsi 3MOPUTH HOTO HECTATKAMHU.
3nHaroun, 1m0 Morapt Oixye 1 TPOCUTH TPOIIEH Y MacOHIB, Ja€ MOpamy 300pa3uTu
Ta€EMHI MAaCOHCBKI PUTyaJIM Ha CIIE€H1, YUM BUKJIMKAE THIB BaH CBiTeHa — OUIJIbHUKA
taemHoi opranizamii. I[Ipu upomy Canbepi Baae n00poro apyra i Ha cioBax
CriBYyBae AMajiero, ajie, BHUEPIABIIN COIlialbHI Ba)KeJl BIUIUBY, BIH BIAETHCS IO
NICUXOJIOTTYHMX: TPUJIBOPHUI KOMIIO3UTOP OJATAEThCS Yy IUIAl] 1 Macky, 1
TEpPOpH3YE IIE€I0 BUCTaBOIO XBOPY ysABYy Momapra. TekcT BuOyayBaHo MaiicTepHO,
aBTOp HArHITa€ CIEHHU, IO O0EepTaIThCA HABKOJIO OAHIET TemHu. HaraiTanHs
3aBEepIIYETHhCS 3pUBAaHHSAM Macku. Cajbepi BIIKPUBAE CBOE CIPABKHE OOIMYYSL.
Morapt BBaxae, 1o Horo oTpyinu maconu, a Canbepi BBakae, 0 TO BiH JIOBIB
Momapra g0 3arubeni — came y mboMmy Oynaa HOro cliaBa Ha BIKM — cClaBa
I'epoctpara.

3aummBim Momapta, Canbepl yIUBa€ThCs TOMYISIPHICTIO, aJie pO3yMi€, 1110
JTaJISKO HE IILOI0 BIH XOTIB, KOJIM Hamarascs JoMoBUTHCA 3 borom: «What had I
begged for in that church as a boy? Was it not fame? ... Fame for excellence? ...
Well now I had fame! I was to become - quite simply — the most famous musician
in Europe! [...] I was to be bricked up in fame! Embalmed in fame! Buried in fame
— but for work I knew to be absolutely worthless» (c.101). Ilybmika

3aXOIUTIOETHCS HUM, ajie HOro TBOPUICTh HIYOrO He BapTa, a my3uka B.A.Mouapra



noBepraeTbea. Otrxe, Ooporbba Canbepi He 3aBepmiuiacs cMmepTio Morapra.
Mysuka Monapra 3anuiimiacs XATH y BikaxX, a Canbepil MEPEKUB CBOIO CIIABY.
Horo 3a6y:nu npu xuTTi — 11e kapa boxa. Ane un 3smupuscs Autonio Cabepi?

30BCIM Hi, BiH BUPIIIMB Harajaatd npo cede TUM, 110 BU3HAB CBOIO BUHY Yy
nepeayacHii cmepti Mouapra, oroyioiye, o BiH OTPYyiB reHiaJbHOTO KoJery. bor
XOTIB MOKapaTh HOro 3alyTTsM, ajie AHTOHIO JO0 KiHIA CIEPEeYaeThCs 1 MpUiMae
OCTaHHIM BIOOMUCK ciaBu — ciaBu yousli Mouapra: «For the rest of time when
ever men say Mozart with love, they will say Salieri with loathing! ...I am going to
be immortal after all! And He is powerless to prevent it! So, Signore — see now if
Man is mocked!» (c.103). Llieto pemikor0 TOJOBHOTO IMEpPCOHA)Xa aBTOP I €CU
«Amaneit» cTBeppKye, 10 OyHT JIIOAUHU NpoTH bora He 3aBeplIyeThCs HIKOIH,
ane npu 1pomy daHatnuHuii Canbepl CIMOKYIIAETHCS HA TUCKycito 3 borom, a He
miajor 3 Huwm.

[loniOHO 1m0 JpamMu  MPOTHCTOSHHS JIOAMHU W bora, Ha omno3uiisx
BHOY/TyBaHO TPOTUCTOSHHS MHTISI ¥ CYCIIJIBCTBA, SKE Ma€ TIHOOKHA CTHIHHMA
3micT. HaifzaranpHIIIMM YHHOM 1€ MPOTHUCTOSHHS BHPAXKAETHCS B armocdepi
CTpaxy, TOHOCY, CyCIIJIbHOI KOHBEHIII1, HaB A3aHUX PUTYaJIiB, sIka TUCHE HA TaJIaHT,
1 IpOTH SIKOi 1M TaJaHT HAMaraeThCsl MOBCTaBATH. SIKIO PO3TIANATH XYIOXKHI
3aco0u, 3aBJSKH SIKUM T'YMaHICTUYHUI 3MICT MPOTUCTOSHHS MUTIISI 1 CYCHUIbCTBA
Braetbest [LIlleddepoBi po3kpuTu, TO A0 HUX HajJeXarh MEepCOHI(IKaIlisa
TPAAUITIOHATICTCHKOI Ta HOBAaTOPCHKOI TEHJEHINM Ta iXHE MPOTHCTABICHHS,
BBEJICHHS yMOBHHUX JOTMOMDKHHUX JIHOBHUX OCI0O 1 3acTOCyBaHHsSI OIOBIJTHUX
IPUIOMIB.

Onos3uIliiHOI0 Tapor0, SIKI HECYyTh 1JCOJIOTIH0 TPOTHUCTOSHHS MUTIS 1
cycnuibetBa € B.A.Momapt 1 A.Canbepi. Jlerkicts 1 HeBUMyIIeHICT, Mormapra
JEMOHCTPYIOTh  SICKpaBUii KOHTpacT 31 crpumanicTio Canmbepi Ta  #oro

MEPTBOTHUMHU CXe€MaMU y My3u4Hiil komno3ulii. Canbepi numie 6aHaiabHO, HYIHO,



floro HaBiITh HE MOYKHA HAa3BaTH PEMICHHKOM, aJ[K€ BiH Jy)e BCEPHO3 CTAaBUTHCS JI0
CBO€I TBOPYOCTI — MMOBIPHO, TMEpe] HaMu MY3U4HHUI rpadomaH, SKU TIHOOKO
3aKOXaHUW y MY3HKY, ajlé MajJoCHpoMOXHUU m0 Hei. HamMmipHicTb, ekcmpecis
Morapra npoTHCTaBlI€Ha CTPUMAHOCTI, peduekcuBHOCTI Calbepi, Tak, sIK HOBE,
EKCIIEPUMEHT TMPOTHUCTABISIIOTBCSA TpaaMiii. Y CIIeHI 3HAHOMCTBA TOJIOBHUX
NEPCOHAXKIB iXHI XapaKTePUCTUKU APAMATU3YIOTHCA 1 CTAlOTh OCHOBOIO MEPIIOTO
KOH(ITIKTY.

Ha My3uuHOoMy Beuopi, CXOBaBIIUCH Yy O10J10TEIl TUXIIEM MOICTH TICTEUOK,
ki AHTOHIO Canbepil ayxe J00MB, 1 Ha3UBaB iX y cynepisiTuBax (miraculous
crema al mascarpone, totally irresistible this paradisal dish), Bin Bnepiie uye
CBOIO TBOPYOTO ONOHEHTA, SIKWW HENPUCTOMHO JKApTy€e 3 HAPEUYECHOK. Tpoxu
3aJI0BTa, K JJIs1 Cy4acHOI ApaMu, aBTOPChKa peMapKa Ja€ HaM BUUEpPITHUIN MOPTPET
JPyTOTo TOJOBHOTO TIepcoHaxa: «As we get to know him through his next scenes,
we discover several things about him: he is an extremely restless man, his hands
and feet in almost continuous motion; his voice is light and high; and he is
possessed of an unforgettable giggle — piercing and infantile» (c.25). I'py6i xaptu
Mormapra KOHTPAcTylOTh 3 KyJIIHApHUMHU II€JACBpaMH, sSKI HACTPOIBCS MOTaNKH
cnokutn Canbepi. Bin mepeknBae Hamaja Oruay 1 3HEBard, ajae MOTIM KOHIIEPT
MOYMHAETHCS: 10 CXOBAHKH JIOJIITAIOTh 3BYKHM I'€HIAIbHOT MY3UKH, K1 3BOPYIITYIOTh
Horo 10 MIMOWHM Ty,

VY llen6pyncrkomy mnanari AuToHio Canbepi MPOCUTH IMIIEpaTopa J03BOIY
3irpaTd MpUBITATbHUM Mapil Ha yecTh Monapra. MuTIi mnpencTaBieHi OIuH
onHOMY: 060€ B Tomtani y Mocuga II, 060€ MaroTh 3MOT'y IPOJEMOHCTPYBAaTH CBOT
TaJlaHTU. YBaXHO BHUCIYXaBIIM Mapll, HECTpUMaHuil Amajeil poOUTh Te, MIO0
HalKpalle BMI€ 1€ 3 YaciB CBOI0 MaHAPIBHOTO TUTUHCTBA, KOJU HOMY JOBOAMIIOCS
pPO3BaKaTH CAaHOBUTY IMyOJIiKy My3MYHUM TaJlaHTOM. MoIapT MOBTOPIOE MapIil IO

naMm’aTi 1 Tpae #Horo 3 Bapiamis MM — TIIJI MaJbIIMH TEHisS CcyXa MeIois



NIEPETBOPIOETHCA HA IIEAEBP. 3ByYHUTh TeMa 3HAMEHHTOTO Mapmy 3 «Becimms
®irapo», Bonbdranr OypXiauBo pajie CTBOPEHOMY 1 HE BIJUYBa€, sIK BIH OoJsiye
3agenuB camonto0cTBo Canbepi. « SALIERI jto audience]: Was it then — so early — 1
that I began to have thoughts of murder? ... Of course not: at least not in Life. In
Art it was a different matter. I decided I would compose a huge tragic opera:
something to astonish the world! — and I knew my theme. I would set the Legend
of Danaius, who for a monstrous crime was chained to a rock for eternity — his
head repeatedly struck by lightning! Wickedly in my head I saw Mozart in that

position. In reality the man was in no danger at all ... Not yet» (c.35).

JlerkicTh 1MIpoOBi3allii MPOTHCTABIEHA y LI CI€HI BUMYYEHOCTI HOT, ajie
TaKOXK TPOTUCTABICHI OE3TaKTHICTH 1 po3derieHicTh Mormapra MaHIpHOCTI 1
ButpuMmaHocTi Canbepi. Monoguii TeHid mposiBiasie cede sK 1HGAHTWIBHUHN 1
COLIIAJIbBHO HEaJaNnTOBaHUW MNEepCOHaX. BiH BIAKPUTO BHUCTYINAE MPOTH 3aCHIUIS
1TaTIACHKOT MY3UKH, BUCMIIOE€ TIPUIBOPHUX, 003MBa€ iMIeparopa CKHApOIO 1 Jiae
OCTaHHIMHU ciioBaMH HOBY omnepy Canbepi. Y BIANOBIAL HA 3aKivK BaH CBiTeHa,
OYiTbHUKAa MACOHIB, THCATH Ha MiJHECEHI TEMU — 3By4aTh HEMPHUCTOWHI (Pppasu:
«The only thing a man should elevate is his doodle» (c.64). «You’re all up on
perches, but it doesn’t hide your arseholes!» (c.65). Momy Bmamocst HaBiTh
HarpyoOuTH iMmepaTopy, SKUH HaJAMIpHY, TepecudeHy orepy Amajes IeimiKaTHO
IIPOKOMEHTYBaB («y Hil HaaTo O6araro HOT»). [Ipo MonapTa miIiTKyTh, PO HOTOo

HeCTpI/IMaHiCTB XO4ATh JICTCHAU.

I xoua 1HIII KOMIO3UTOPH BBa)Kajau TBOPYICTH MollapTa HENEpeCIYHO0, aje
nyOriika, sika BUPIIIYE, XTO MEPEMOXKeEIb, — MyOiiKa Ii€i TBOPYOCTI HE OAYUTh.
MouapT He Ma€ y4HiB, BiH O11y€ 3 MAJICHBKUM CHHOM 1 JIPYKUHOIO, Y HbOTO Oarato

BOPOTiB, 1 HIXTO HUM HE OIIKY€ThCSI.



Tum yacom cormianbHe migHeceHHs: AHTOHI0 Canbepi HE3PO3yMijie HABITh IS
Hboro camoro: «It was incomprehensible. Almost as if I were being pushed
deliberately from triumph to triumph! ... I filled my head with golden opinions —
yes, and this house with-golden furniture!» (c.63). Ilicas Toro, sik Canbepi mOBCTaB
npotu bora, BiIKUHYBIIK CBOI OJHOCTOPOHHI O00ITHUIL (a vow of sexual virtue, my
vow of social virtue), He po3kpuiiMcs Hebeca 1 HE BIApUB T'piM, HABMAKH, HOTO
KUTTSA CTAjJ0 MNPUEMHINIUM 1 YycHimHImMM, a MouapTtoBe — MPOIOBKYBAJO
3anenanaru. «I, by contrast, prospered. This is the extraordinary truth. If I had
expected anger from God — none came. None! ... Instead — incredibly — in
eighty-four and eighty-five 1 came to be regarded as infinitely the superior
composer. And this despite the fact that these were the two years in which Mozart

wrote his best keyboard concerti and his string quartets» (c.62).

I3 Touku 30py apxerurnuoro 6ayeHHss Mouapt 1 Canbepi € IPOTUIICKHOCTIMH,
ajie ¥ IBOMa YaCTHHAMU €MHOI CyTHOCTI. Momapt — TijiecHa BiTalnbHICTh, Canbepi
— nyxoBHe mi3HaHHs. Canbepi po3ymie, 1o MouapT rediid, aje i OpyaHa AUTHHA —
BiH HENPUCTOWHUM, K JWUTHHA 1 HEBUHHUM. Momapt — TIIECHUH 1 KUBUM, BiH
IparHe peaJbHOTO KUTTS, X0u€ MUCATH MpOo crpaBxHIX mroaei: «I want to do a
piece about real people, Baron! And I want to set it in a real place! A boudoir! —
because that to me is the most exciting place on earth! Underclothes on the floor!
Sheets still warm from a woman’s body! Even a pisspot brimming under the bed!»
(c.64). Monapt nocrae nepesl HaMHU K OpyTalbHUM, CEKCENMWJIbHUM, 3aKOXaHUM,
TBOpYUN 1 TOTYXHHI TBOperb. Canbepi — 3a BCIMa O3HaKaMHd — I[IOBHA

MPOTUIIEKHICTD.

Cka3zaHe CITOHYKA€ JI0 IeIKUX BaXKIIMBUX BUCHOBKIB:
CydJacHuii TMCHMEHHUK, MPAIIOI0Un Haja OiorpadivyHOI0 APaMOI0, PO3YMIE,

0 3aKOHU XKaHPY CXWISIOTh MOTo JI0 CEHCalliHOoi miTku. ToMmy obuparu coOi



NEepCOHa)Xka CIJiJ JOCUTh OOEpPEeKHO W MyApO, aJKe MPOBOKATHUBHE 300pakKeHHS
IIEHTPATBHOI TTOCTATI KYJIETYPHOTO KAaHOHY MOXE BUKIIMKATH HEAJCKBAaTHUN BIATYK
y 3axucHukiB Tpaauimii. Tomy B.A.Momapr y IlLIleddepa HEe € HaBITH
MIPOTAroHICTOM I1’€CH, BIH BUXOAUTH 3 (POKYCY yBaru, MO>kHa BBakatu, 1jo Mouapt
y Teci 300paKeHUN TakuM, SKAM WOTO Oa4nTh HAMBOOKEBUIBHUI CTapuid
Canpepi. I1. llleddep yHrkae npsMoro 300paxeHHs KAHOHI30BAHOTO MUTIIS.

MopanbHO-eTHYHUN (PYHIAMEHT TBOPY OKPECIIOITh TEMH B3a€EMUH JIIOIUHH
3 borom Ta icHyBaHHS MUTIIS B CyCHUILCTBI. PymiiiiHoI0 cuiioro ¢halynu € mo3ipHe
MIPOTHCTABIICHHS TOJIOBHUX MEPCOHaXIB TBOpY — Bonbdranra Amanes Momapra ta
Antonio Canbepi, aje CHpaBXHE MPOTUCTOSHHS BinOyBaeTbcsa Mik Canbepi Ta
borom, a xogoM asist mpounTaHHs 1i€i TeMu € ¢aycTiBebkuit Mid. Yroga Canbepi 3
Bborowm € Bigronockom yronu ®aycra ta Medictodens, OCKiIbKH MEpCOHAX Oaxkae
Omar 3eMHUX BIJ HQIIIOACHKOI CYTHOCTI, OOIISIOYM CBOEK TBOPUICTIO
NPOCHABIATU 110 CyTHICTh. KokeH ycmix Momapra, KoXeH HalmuCaHUd HUM
meaeBp Canbepi po3IiHIOE SIK COOUCTY 00pa3y, sik Jgnac Bia bora, BiJ sKOro BiH
3aCIy’)KMB BCHOTO JIMIIE€ 3/IaTHOCTH OauuTH MYy3HMKaJIbHY BEIUY MOJIOAOTO W
OCIIKETHOTO TeHisl, «OpyIHOI AUTHUHU», «TBOPIHHS», «icTOTW». LliHHICHE KOJO
obepraerbest, 1 DaycT MOCTYMOBO OMUHSIETHCS Ha MicIli Ha MedicToderns.

My3suka Monapra 3anumaerbcsi KUTH y Bikax, a Calbepl NEPEKUB CBOIO
cnaBy. Moro 3a6yiu mpu KUTTi — BiH PO3LIHMB Iie, K Kapy. ToMy Gepe Ha cee
BUHY y TIEpeIdyacHiii CMEpTi KOJIETH 1 MpuiiMae OCTaHHIM BIIONKMCK CIIaBH — CIaBU
youBli Momapra, AMazeyca, TOOTO, y IepeKJIai 3 JJaTUHH, «yTro0aeH st boxoroy.
Canpepi criepeyaeTbesl A0 KiHIS, CTBEPAXKYe, 10 OyHT JoAWHU mpotu bora He
3aBEpIIYEThCS HIKOJIM, YUM III€ pa3 Harojollye Ha CBOEMY IEPETBOPEHHI Ha
JE€MOHIYHOTO OyHTapsl.

Tum gacoMm «ymroOJeHeby» MPOXKUB JKUTTSI B arMocdepi cTpaxy, JTOHOCY,

CyCHUIBHOT KOHBEHIIi, HaB’ SA3aHUX PUTyalliB, aTMOocdepi, sika THCHE Ha TaJlaHT 1



OPOTU SIKOi IIeH TaJlaHT HaMmaraeTbCs MOBCTaBaTH. SIKIIO pO3MIAIaTH XYyHAOXKHI
3aco0HM, 3aBISKH SKUM MOPAIbHO-CTHYHUA 3MICT TPOTHUCTOSIHHS MHTIS 1
cycnuibetBa Braetscs [LIlleddepoBi po3kpuTH, TO A0 HUX HAJIEKaTh
nepcoHiikaiiss TPagUIIOHATICTCHKOI Ta HOBATOPCHKOI TEHJEHIIN Ta iXHE
nportucrtasieHHs. J[Ba mepconaxi m’ecu [1.1eddepa « Amamein» mIpoTUCTABICHI K
COITIaJIbHO  aJanTOBAaHUM, TPAJUIIIMHUNA, TOCEPE/IHIM, I1HBapiaHTHUNW HOCIH
xapaktepy (Canbepil) Ta $K HeaJalTOBaHWM, HOBATOPCHKUI, TIE€HIAIbHUH,
BapiaTUBHUN HOCIM xapaktepy (MomuapT), Mo gae 3MOTy IOKa3aTH 1CHYBaHHS
TaJIAHOBUTOTO, ajie¢ CoIlaJbHO HEMPUCTOCOBAHOTO 1HAMBIIyMa B KOHTEKCTI
pUTYyaliB, KOHBEHLIN Ta IIepeMOHIaNy TpaauliiHoil KynbTypu. OueBUIHO, IO Taka
JIOJMHA TIPHpEUYeHa Ha 130JIAII1I0 Ta MapriHalli3allio, a ii yHiKaJIbHa TBOPYICTH Oyjie
BTpaueHa. O0pa3 auBakyBaroro Mouapra ogHOYacHO 1 MPUBAOIIIOE, 1 BIIIUTOBXYE —
MasTHUK 010rpadiYHOTO HAPATUBY KOJUBAETHCS 1 HE 3HAXOAUTH CIIOKOIO.
IlepcnexTuBM HociimkeHHs: Xyn0KHs Olorpadiss Mae B OCHOBI HE CTUIBKU
Mi()OreHHUH, KPyTOBUH «ILJISAX Ieposi», CKIIbKH JUHAMIYHY (XaOTUYHY) CTPYKTYDY,
pedrekcito gKoi ckinagHo mnepenadaunTH. Benukuit HaOlp KOHKPETHUX BUXITHUX
naHuX, (aKTiB 13 KUTTS, BIIOMOCTEH MNpPO MEpCOHAXa, 3 SKAMU PEUUIIEHT
HAOMMKAETBCSA JI0 TEKCTy Oiorpadiku, poOUTh HEMOXIUBUM HOTO JIiHIAHE
IPOYUTAHHS, IMIBUAKY I1HTEPIpPETaIlilo, a TaKOX YCKIATHIOE iaeHTUudikaiio 3
repoeM. Y pO3DISTHYyTOMY TEKCTI MPEAMETOM 300pa)K€HHS € HE CTUIbKUA cami
MEPCOHAXI1, CKIJTbKA €TUYHA CUCTEMa, B CUJIOBOMY IOJI SIKOT BOHU TIepeOyBaroTh. |
HE CTaruyHO TepeOyBaroTh, a 3MIHIOIOTHCA MiJ BIUIMBOM 1ii aTrpakTopis,
nepeMinyroThcs Mk HUMU. [Ipu iboMy (apcoBHii TOH TEKCTy TPUMAE TIsaada Ha
BiJICTaHI, SKpa3 MOTPIOHIN IJi TMOABINHOT ONTHKH, JJIs CIIOTVISIaHHSI XMUCTKOI MEXI1
MK go0pom 1 31moMm. Tomy HoBaropchka TBopuicTh IliTepa Ileddepa Bapra

I1oAaJIbIIOIr0O BUBUYCHHA.
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Biographies of great people are increasingly becoming the plot basis of contemporary
drama, which is implemented in theater and cinema. The relevance of the research topic is
determined by the steady growth of the popularity of biographical drama, which attracts the
recipient with attention to the person, his life and needs.

Fictional biography is the golden mean between fiction and fact, but academic science,
which primarily values the weight of fact, does not give fictional biography the importance it
deserves. Fictional biography creates a probable past, offers an interpretation of a famous
character, actualizes the values that this character conveys. And the higher the well-known
prototype stands in the hierarchy of the cultural canon, the more difficult it is for the writer to
fulfill his artistic task, the more skill is expected from him, the more complex the ethical system
will unfold before the viewer. The purpose of this article is to consider the ethical system of Peter
Shaffer and its presentation in the poetics of the play «Amadeus». The work uses general
scientific methods of observation, analysis, synthesis, selection and systematization of material.
In addition, comparative, intertextual, mytho-critical, hermeneutic methods were used.

The scientific novelty lies in the fact that in domestic literary criticism for the first time a
complex conceptual study of the moral and ethical basis of P. Shaffer's play "Amadeus" and its
functioning in the text structure was carried out.

Conclusions. The ethical level of the play includes themes of man's relationship with
God and the existence of an artist in society. We expect a confrontation between the protagonist
and the antagonist — Mozart and Salieri. But the real confrontation is between Salieri and God
and the code for reading this theme is the Faustian myth. Salieri's agreement with God is an
intertext of Faust's agreement where Salieri like Faust negotiates with an inhuman entity. Every
success of Mozart, every masterpiece written by him, Salieri regards as a personal insult from
God. His talent is only enough to helplessly observe the musical majesty of a young and
mischievous genius ("obscene child", "filthy creature"). Internal conflict gradually moves Salieri
from the position of Faust to the position of Mephistopheles. At the end of his life, Salieri takes
the blame for Mozart's death, thereby once again going against the will of God and finally
turning into a demonic rebel.

At the same time, Mozart spent his life in an atmosphere of fear, denunciation, social
convention, imposed rituals, in an atmosphere that was disgusting to him, against which he

protested. He protested with the power of his genius, but he is doomed to isolation and



marginalization, and his unique creativity does not give him a place in society. The two
characters of P. Shaffer's play «Amadeusy are contrasted as a socially adapted, traditional,
mediocre, invariant character (Salieri) and as an unadapted, innovative, creative, variable
character (Mozart). This makes it possible to show the relativity and mobility of the depicted
ethical system. The images of the strange Mozart and the fanatical Salieri attract and repel at the
same time — the pendulum of the biographical narrative swings. The farcical tone of the play
keeps the recipient at the distance needed to contemplate the shaky line between good and evil.

Prospects of research: Fictional biography is based not so much on a linear mythogenic
path of the hero, but on a dynamic (chaotic) structure, the reflection of which is difficult to
predict. A large volume of specific initial data, facts of life, information about the character, with
which the recipient approaches the text of the biography, makes it impossible to read linearly,
quickly interpret, and also makes it difficult to identify with the hero. Such issues in the work
with contemporary drama can be developed in the future.

Key words: fiction, fictional biography, biographical drama, contemporary drama,

visual, Peter Shaffer, ethical system
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