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THE ROLE OF THE IVAN FRANKO KYIV NATIONAL ACADEMIC
DRAMA THEATER IN THE FORMATION OF UKRAINIAN THEATRICAL
CULTURE IN THE EARLY TWENTIETH CENTURY

The purpose of the article is to highlight the basic principles of the Ivan Franko Kyiv National Academic Drama
Theater and to identify its influence on the formation of Ukrainian theatrical culture in the early twentieth century.
The theater began its functioning in a difficult socio-political situation that significantly affected the course of cultural
processes in Ukraine. The study highlights the prerequisites for the formation of Ukrainian theater, identifies the main
problems of cultural institutions and artists at the beginning of the 20th century, which are related to the establishment
of Soviet power and its oppression, censorship and control, from which the whole nation suffered. It is noted that
the directions of activity and development of theatrical life were divided into two movements — those who preferred
the forms of theater of “direct life correspondences” (according to Hnat Yura) and those who preferred “left” art,
which established conventional forms on the stage (according to Les Kurbas). The article also pays attention to
the main spectrums of development that influenced the popular recognition of the Ivan Franko Theater. Among them
are repertoire policy, educational work, and the synthesis of the principles of the Theatre of Coryphaei and artistic
stereotypes of the new time.

An important part of the study is the characterization of the repertoire policy of the theater, which is covered in three
main perspectives: polystylism, synthesis of traditions and innovations, and the direction of creativity towards realism.
The main features that influenced the general theatrical culture of Ukraine in the early twentieth century are identified,
including the tendency to realism and the factor of accessibility and comprehensibility for an ordinary viewer.

Research methodology. The article uses a retrospective method, methods of analysis, selection, systematization
and generalization.

The scientific novelty of the article lies in the study of the activities and influence of the Ivan Franko Kyiv
National Academic Drama Theater through the prism of historical retrospection, with an eye to the current assessment
of aspects established in Soviet times.

As aresult of the study, the main activities of the Ivan Franko Kyiv National Academic Drama Theater were identified
and the main criteria for its influence on the Ukrainian theatrical space of the early twentieth century were outlined.

Key words: Ivan Franko Kyiv National Academic Drama Theater, theatrical culture, Frankovites.

I'naTioxk AnatoJiii BacuiboBuy,

Hapoonuii apmucm Ykpainu, ooyenm xageopu inocogcovroi anmpononoeii,
inocoii kynemypu ma Kynbmyponoeii

Hasuanvro-nayrkosoeo incmumymy ¢hinocoghii ma ocgimmuvoi norimuxu

Ykpaincvkoeo deporcasrozo yrieepcumemy imeni Muxaiina /[pacomanosa
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POJIb KUIBCBKOI'O HAIIIOHAJBHOI'O AKAJJEMIYHOI'O
JAPAMATUYHOI'O TEATPY IMEHI IBAHA ®PAHKA Y ®OPMYBAHHI
YKPAIHCBKOI TEATPAJIBHOI KYJIbTYPU HA IOYATKY XX CTOJITTA

MerToro cTarTi € BUCBITICHHS OCHOBHUX 3aca]l MisUTbHOCTI KHiBChKOTO HAIIOHATEHOTO aKaIeMiqHOTO APaMaTHy-
HOro Tearpy iMeHi IBana ®paHka Ta BUSIBICHHS HOTO BIUIUBY Ha ()OPMYBaHHS YKPAiHCHKOI TeaTpasbHOI KyJIbTYpH
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Ha noyatky XX c1. Tearp po3mnouaB cBoe (yHKIIOHYBaHHS B YMOBaX CKJIQJHOI CyCHIITBHO-MOJNITHYHOI CHTYaI,
sKa 3HAYHOIO MIpOI0 BIUIMHYJA Ha Mepedir KylnsTypHHX MpoleciB B YkpaiHi. B qocnipkeHHI BUCBITICHO Tepemy-
MOBH (OpMYyBaHHs YKPaiHCHKOTO TeaTpy, 03HaYeHO OCHOBHI MPOOIeMH poOOTH KYJIBTYPHHX 1HCTUTYLIH Ta MHUTIIB
Ha mo4yarky XX CT., [I0 TIOB’sI3aHi 31 CTAHOBJICHHSAM PaJSHCHKOTO YpsIy Ta HOro YTUCKAMH, LIEH3ypOIo i KOHTp-
OJIeM, BiJl SIKOTO TIOTEPIIANo BCe CYCIibCTBO KpaiHu. O3Ha4eHo, 110 HAMpPSMHU AiSUIBHOCTI Ta PO3BUTKY TeaTpab-
HOTO JKUTTS PO3MUTHIINCS Ha JBI Tewil — Ti, sAKi BoJimM 10 (OpM TeaTpy «HpSIMHX JKHTTEBHUX BiAMOBITHOCTEH»
(3a 'narom FOpoto) Ta Ti, 1110 HaaBaIu IEpeBary «JIiBOMY» MUCTEUTBY, sIKe YTBEpKYBaJo Ha CIIEHI YMOBHI (opMu
(3a Jlecem Kypbacom). Y crarTi TakoX MpUIiIEHO YBary OCHOBHHM CIIEKTPaM PO3BHUTKY, 1[0 BIUTMHYIH HA HAPOIHE
BU3HaHHA Teatpy imMeHi [. dpanka. Cepen HUX — peniepTyapHa MoNiTHKA, IPOCBITHUIIbKA po00Ta, CHHTE3 NPHHIIUIIIB
«rearpy Kopudeisy i XyILO)KHiX CTEpPEOTHITIB HOBOTO Yacy.

BaknBOI0 YaCTHHOIO TOCTIPKEHHS € XapaKTEPHCTHKA PENepTyapHOi TOJIITUKH Tearpy, sika BHCBITJICHA B TPBOX
OCHOBHHX PaKypcax: MOJICTENICTUYHOCTI, CMHTE3y TPAAWIid Ta HOBalil, CIIPIMyBaHHI TBOPUOCTI O peajizMy.
BusiBieHo ocHOBHI pucH, IKi BIUIMHYJIM Ha 3arajbHy TeaTpaabHy KyIbTypy YKpaiHu modatky XX CT., Cepes SKUX
TSDKIHHS JI0 pealisMy Ta (akTop I0CTYMHOCTI, 3p03yMINOCTI ISl MPOCTOTO TIsiiaya.

V cTarTi BUKOPHCTAHO PETPOCTICKTUBHUI METO/, METOM aHaNi3y, BiOOpY, CHCTeMaTH3allii Ta y3araJbHEeHHSI.

HaykoBa HOBU3HA CTATTI MOJIATAE Y JIOCII/PKSHHS JISJIBHOCTI Ta BIUIMBY KHUiBCHKOTO HAIliOHAILHOTO aKaJieMid-
HOTO IpaMaTHYHOro Teatpy imMeHi IBana @panka uepes mpu3My iCTOPUYHOT pETPOCIIEKTUBH 3 OIVIAAOM Ha aKTyalbHY
OLIHKY LIOAO YCTANCHUX y PAJSHCHKUIH Yac acleKTiB.

B pesynbrari mpoBeieHOTO OCIiKEHHS BUSBICHO OCHOBHI HAaNpsIMH JisTbHOCTI KHIBCHKOTO HAliOHATEHOTO
aKajIeMiuHOTO JpaMaTHYHOTO TeaTpy iMeHi IBana ®paHka Ta 03HaYE€HO OCHOBHI KpUTepii HOro BINMBY Ha YKpaiH-
CBbKHH TeaTpanbHUi NPOCTip movarky XX CT.

Kumouosi cioBa: KuiBcpkuil HanioHanbHUN akajeMiuHUE IpaMaTHYHUi Teatp iMeHi [Bana dpanka, TearpanpHa

KyIbTypa, QpaHKiBIIi.

Introduction. The events that have recently
shaken our country are increasingly turning us to
the study of phenomena that were once covered
through historical curvature, dictated by govern-
ment policy, its tendency to change the facts in
a way that would strengthen the authority of the rul-
ing elite. The attempt to make society think alike
provoked a number of measures that penetrated
theatrical culture in particular.

Artists who worked at the beginning of the 20th
century faced ambiguous conditions. Based on
the recommendations of the government, which
was a mandatory participant in all processes, they
tried to preserve traditional heritage, national iden-
tity, and time-hardened classics.

One of the participants in this process was the [van
Franko Kyiv National Academic Drama Theater,
which, despite historical perturbations, managed to
stay on the Ukrainian stage and preserve its iden-
tity. In addition, by combining traditions and inno-
vations, forming a new type of reality theater, it
influenced the activities of the cultural theater space
of Ukraine in the early twentieth century.

The purpose of the study is to reveal
the main aspects of the work of the Ivan Franko
Kyiv National Academic Drama Theater in
the early twentieth century in the context of polit-
ical and social changes, to trace its influence
on the evolution of theatrical culture in twenti-
eth-century Ukraine.
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Literature Review. The history of the Ukrain-
ian theater is studied in the works of M. Yosypenko,
M. Hordiychuk, Y. Boboshko, P. Nesterovskyi
(Yosypenko, 1970), R. Pylypchuk (Pylypchuk,
2019). Research on the activities of the Ivan Franko
Kyiv National Academic Drama Theater was con-
ducted by scholars S. Chornyi (Chornyi, 1980),
I. Vanina (Vanina, 1966), and O. Krasylnikova
(Krasylnikova, 1981). Philosophical and cultural
aspects of the methodology of such research are
important (Prokopovych L., & Rozova T., 2018;
Rusakov S., 2012). A separate part of the literature
that vividly reveals various aspects of the theater's
functioning are the memoirs of actors — A. Buchma,
T. Demchuk, P. Kovalenko, Y. Kosach, I. Mar-
ianenko, H. Yura and collections dedicated to
the theater's anniversaries.

Results and Discussion. Ukrainian theater, like
any other theater in the world, has its roots in the era
of pagan times — in family and household festivals
and rituals related to agriculture, the calendar circle,
and the life cycle. It was the ritual games, dances,
and traditions of the Slavs, in which elements of theat-
ricalization played an important role (fancy-dress car-
olers with a nativity scene, the farewell to Shrovetide
with the burning of Marena, wedding and funeral
performances) that became the harbingers of the phe-
nomenon of Ukrainian theater, which is outstanding
and immense in its achievements and significance.

In the second half of the seventeenth century,



fraternal colleges and the Kyiv-Mohyla Academy
began to stage school dramas with music based on
religious themes, which was dictated by the the-
ological orientation of education. These works
were created by teachers of poetry and rhetoric
and performed together with students. Among
the most common genres were mysteries, miracles,
and moralities. The works of teachers and students
of the Kyiv-Mohyla Academy, such as Mytrofan
Dovhalevskyi, Dymytrii Tuptal, Heorhii Koniskyi,
and others, have survived to this day.

At the beginning of the seventeenth century,
the content of school drama expanded, and secular
themes, in particular historical ones, began to be
used for the plot (F. Prokopovych Volodymyr (1705),
an unknown author 7he Grace of God (1708)).

The school drama had three acts, with short
interludes between them — separate one-act plays.
Their role was to entertain the audience, to provide
an opportunity to take a break from the serious
events on stage during the main work.

A striking example of theatricalization was
not only acting but also special effects, includ-
ing the sounds of thunder, lightning, earthquakes,
flying in the air, picturesque scenery, and more.
There was a certain symbolism in the costuming
of the characters — each image had its own mean-
ing. In general, the school drama followed the tradi-
tions of the Baroque era in which it was created — its
components were aimed at impressing the viewer
(Kopmiit, 2011, p. 93). And this most clearly corre-
sponds to the leading trends of theater today.

Music was an integral part of the school
drama. Its role was to enhance the emotional state
of the characters, provide soundtrack to natural
phenomena, imitate the sounds of nature, and have
an affecting and empathic effect on the viewer.
Traditional baroque genres such as cant, solo city
song, and instrumental music were usually used in
the performance. The performance of these gen-
res is associated with the emergence of the vertep,
a puppet theater whose authors and performers
were students of fraternal schools.

The vertep was very popular among all segments
of the population. The plays for it consisted of two
acts: the first was based on a religious legend about
the birth of Christ and his persecution by King
Herod, and the second was based on folk and house-
hold motifs and was not related to the first. It was
a series of comic genre scenes. Over time, the nativ-
ity scene was performed by shop musicians who
played a live (not puppet) nativity scene.

The first documented mention of amateur theater
is the information in the Daily Notes of the Little
Russian General Treasurer by Ukrainian writ-
er-memoirist, Hetmanate statesman Yakiv Mark-
ovych about a comedy performance in the house
of military and statesman S. Miklashevsky on
April 7, 1730 in Hlukhiv: “At Miklashevsky's
house, an inspector and children staged a comedy”
(Markovych, 1859, p. 2). The first professional
theater that functioned on the territory of Ukraine
was a theater troupe from St. Petersburg that was
brought to the residence of Kyrylo Razumovsky,
Hetman of the Left Bank of Ukraine, in 1750,
a large part of which was composed of foreign-
ers, mostly Italians, who were later replaced by
Ukrainians. The theater also had a ballet company
and an orchestra. The first comedy to debut in
Razumovsky's theater on December 19 (30), 1751,
was the play Izyum Fair (Rudchuk, 2010, p. 78).

A striking phenomenon is the Theatre
of Coryphaei, which appeared in 1882 and marked
the birth of the Ukrainian professional theater
and the liberation from imperial influence. Its
founder was M. Kropyvnytskyi. Other members
included the Tobilevych brothers, M. Starytskyi,
M. Zankovetska, E. Zarnytska, and others. This
was the beginning of the “golden age” of profes-
sional theater in Ukraine, which gave impetus to
its further development on the basis of nationality
and accessibility to the audience.

Thus, at the beginning of its inception and in
the first stages of its functioning, theatrical per-
formance was a complex genre, the components
of which laid the main aspects of the further forma-
tion and development of the phenomenon of pro-
fessional Ukrainian theater.

The beginning of the twentieth century in the his-
tory of Ukraine was complicated due to its political,
economic, and social fluctuations, which became a cat-
alyst for changes in the arts. The Ukrainian culture
of this period can be characterized as a culture of resist-
ance, which did its best to resist the new ideology that
was just beginning to influence all areas of life. The
Soviet government's artistic policy focused on collec-
tive unification and bringing culture “to the people”
through the influence of music, theater, and other art
forms, which could only promote works authorized
by the government. Thus, the formation of ideological
thinking became primary, and the importance of aes-
thetics faded into the background.

However, it is worth noting that in the 1920s
there was a short-lived Ukrainization and reform
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oflegislation that had a positive impact on the social
conditions of creative teams. In particular, station-
ary theaters appeared in Kyiv, Odesa, Kharkiv,
Mykolaiv, and Chernihiv. In addition, the new con-
ditions ousted amateurism and gave place to pro-
fessionalism on the stage, thus improving the qual-
ity of acting. This period after the revolutions is
marked, as L. Protsyk notes, by “the practical
implementation of artistic programs of avant-garde
and traditionalist aesthetics,” which opened a new
stage in the development of Ukrainian theater.

Two systems functioned in theater art in
the early twentieth century:

— representation of theater forms of “direct life
correspondences” (Hnat Yura);

— “leftist” art, which asserted conven-
tional forms on the stage (Les Kurbas) (Protsyk,
2005, p. 8).

If Kurbas's theater preferred “symbolic forms”
and the discovery of new trends, Hnat Yura's sys-
tem sought forms of “direct life correspondences”
(Protsyk, 2005, 8), which was manifested in
the work of the Ivan Franko Kyiv National Aca-
demic Drama Theater, which followed the realistic
ideas of the Theatre of Coryphaei. And it was this
reliance on realism that became the main factor in
revealing the phenomenon of the Ukrainian theat-
rical Renaissance.

The main features that identify the Ivan Franko
Theater were its repertoire policy, educational work,
and a synthesis of the principles of the Theatre
of Coryphaei and artistic stereotypes of the new time.

Repertoire. H. Yura assigned an important
mission to the role of repertoire in the success
of theater activities, in the formation of which he
relied on the following aspects:

1. Polystylism, which was a prerequisite for
the work of playwrights of the early twentieth cen-
tury who sought professional recognition and were
in creative search. This feature is a manifesta-
tion of the experimentalism of the theater direc-
tor H. Yura, who used elements of the grotesque
(in comedies), means of conventionality in his
productions (A. Lunacharsky The Flaming Ones,
M. Gogol — M. Kropyvnytskyi (adapted by O. Vysh-
nia) Viy, M. Starytskyi (staged by V. Vasylko)
Chasing Two Hares), techniques of expressionism,
formalism, constructivism (Lope de Vega Fuente
Ovejuna) (Protsyk, 2012, p.47).

2. Synthesis of tradition and moder-
nity. This feature was manifested in the work
of the Ivan Franko Theater in a combination
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of different genres. In particular, the theater staged
plays of the national repertoire that were already
considered classics (I. Karpenko-Kary Martin Bor-
ulia, Vanity, The Sea of Life), as well as works by
famous authors (H. Hauptman Sin, Black Panther,
Lies, V. Vynnychenko The Drowned Bell, O. Mirbo
The Evil Shepherds, Yu. Zhulavsky lola, K. Witfo-
gel Red Soldiers, H. Bergstedt The Crown Thief,
B. Shaw St. loanna) and little-known (L. Starit-
ska-Cherniakhivska, The Matchmaking of King
Latina, S. Cherkasenko Dramatic Etude ‘Must’)
foreign and Ukrainian playwrights (Protsyk,
2012, p. 48).

3. Directing creativity towards realism. Based
on the traditional Theatre of Coryphaei, the theater
continued its stage search in the realm of realistic
art. The combination of this support and the use
of the world classical repertoire caused theaters
to turn to the genre of social drama in their reper-
toire. Following the fashion trends based on exper-
imentalism, expressionism, epicism, and politic-
ity, Franko's theater rejected stage constructivism,
which was actively promoted by W. Meyerhold
and L. Kurbas (Protsyk, 2012, p. 47).

Educational work. This form was not unique to
the Ivan Franko Theater. All creative teams in var-
ious fields of art and education were inclined to it.
The work of propaganda brigades is well known,
as they traveled to collective farm fields and enter-
tained agrarians with classical and popular music,
theater performances, and choreography. Another
aspect of propaganda work was concerts and lec-
tures held at plants, factories, libraries, and educa-
tional institutions. This type of work is described
in H. Yura's memoirs: “It will not be superfluous to
recall how, by order of the Gubernational Educa-
tion Department, the theater traveled to the villages
of the Kyiv region for the food tax campaign. It
served two povits with its work: Cherkasy and Chy-
hyryn, visiting many villages and nooks and cran-
nies. We received so many touching thanks from
the peasants for the great joy we brought them with
our performances” (Hurman, 1940, pp. 17-18).
This campaign in the work of the Frankovites was
on a large scale and was based not on an ideolog-
ical and political goal, but on the goal of spread-
ing high art among the common people to improve
their aesthetic and artistic education.

Synthesis of the principles of the Theatre of Cory-
phaei and artistic stereotypes of the new time. This
principle, which is manifested in a combination
ofrelianceonclassical traditionsandtheintroduction



of new ideas, is fundamental to the work of many
successful artists, both solo and collective. The
Ivan Franko Theater has also successfully used it,
but it has been moving toward it subconsciously,
testing the concept in practice. In particular, the ini-
tial period of the theater's activity, which, accord-
ing to the terminology of the researcher L. Prot-
syk, is called “Vinnytsia” (1920-1923) (Protsyk,
2005, p. 17), is characterized by the preservation
of traditions, which were understood as following
and preserving the traditions of the “old household
scene” and turning to Ukrainian and world clas-
sics. In particular, these are the works of I. Karpen-
ko-Kary Savva Chaly, Martyn Borulia, Palyvoda,
The evil Spark, Beztalanna, 1. Franko Funeral,
Stolen Happiness, T. Shevchenko Nazar Stodol,
M. Gogol The Marriage, H. Ibsen Ghosts,
J. Moliere Tartuffe, L. Ukrainka Forest Song,
and L. Vega Fuente Ovejuna.

Over time, the theater began to psychologize its
productions, which corresponds to the latest trends.
Plays reveal the psychological aspects of phe-
nomena through the search for new techniques,
reflecting the characteristics of the characters (age,
nationality, profession, historical place), the influ-
ence of society on the individual (V. Vynnychenko
Young Blood, Black Panther and the White Bear,
Panna Mara, The Haunting, M. Gogol Viy,
L. Ukrainka The Fireplace Master). This approach
to its work allowed the theater to become a true folk
theater in the later “Kharkiv” and “Kyiv” periods
(1923-1926, since 1926) (Protsyk, 2005, p. 17).

Relying on these principles in its work, the
Ivan Franko Theater played a major role in the evo-
lution of theatrical culture in the early twentieth
century. Its greatest influence can be traced to
the construction of realism, which this center ini-
tially tended to. Mass feedback from Soviet crit-
ics approving the chosen direction prompted other
institutions to follow the theatrical policy of Frank-
ovites. In his review, M. Romanovskyi wrote that
the Franko Theater “follows the path of a special
theatrical realism, sharpened by modern gro-
tesque” (Yosypenko, 1970, p. 106). For the realis-
tic embodiment of the plots on stage, H. Yura used
naturalistic scenery that reproduced the surround-
ings of factory workshops, music that imitated
the surrounding sounds (the noise of horns, grind-
ing of machines, knocking of wheels, and the roar
of production) (Yosypenko, 1970, p. 111).

Another factor that, according to Frankovites,
influenced the activity of theater culture in the early

twentieth century was the accessibility and com-
prehensibility of performances for ordinary view-
ers: “The factor of accessibility and comprehen-
sibility of the artistic forms of theater for a wide
audience is put forward as a primary requirement
of the public” (Yosypenko, 1970, p. 114).

These were the performances of the Ivan Franko
Theater, which, by means of realistic art, main-
tained a direct connection between the stage action
and real life. These techniques were followed by
other Soviet theaters that relied on the experience
of the I. Franko Theater.

Conclusions. The roots of Ukrainian theater
go back to the pagan era, where it was man-
ifested in rituals, but transforming through
religious stories in the Middle Ages, through
the nativity scene and school drama, it eventu-
ally became available in various circles: from
amateur theaters in market squares and estates
of the petty nobility to real theater companies
in the residence of Hetman Kirill Razumovsky
and the Theatre of Coryphaei.

The early twentieth century was marked by
social, economic, and political changes that affected
the functioning of theaters. In Ukraine, two branches
of these centers' formations became widespread:
the theater of “direct life correspondences” with
Hnat Yura's theater as a prominent representative,
and “leftist” art, which asserted conventional forms
on the stage, represented by Les Kurbas's theater.

The activity of the Ivan Franko Kyiv National
Academic Drama Theater, one of the founders
and director of which was H. Yura, is a vivid exam-
ple of combining leading proletarian ideas without
neglecting national interests by promoting Ukrain-
ian repertoire and relying on sustainable classical art.
The work of this center reveals the main aspects that
strengthened its influence on the theatrical culture
of Ukraine in the early twentieth century, includ-
ing repertoire policy, educational work, and a syn-
thesis of the principles of the Theatre of Coryphaei
and artistic stereotypes of the new time.

However, the strongest influence was exerted by
the tendency to realism, which was manifested in
the manner of acting, music, and stage design. All
of this served a single purpose: to make the perfor-
mances accessible and understandable to the gen-
eral public.

The activity of the Ivan Franko Kyiv National
Academic Drama Theater 1is multifaceted
and ambiguous, which requires further study in
terms of political and social factors.
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