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Abstract---Theater as a form of cognition of the phenomenon of man 
and society is of interest to researchers in various fields. This is a 
consequence of the syncretism of all the elements that shape the art of 
theater. An important place in the art of theater is a costume, 
according to modern theater critic Patrice Pavi, as one of the main 
elements of the organization of stage space, which directly affects the 
integrity of the scenery and its integration with the actor's body. They 
open the image of each character: by determining the age, sex, 
character, profession, emphasize individuality or typify the person. 
The costume is a sign of a person and at the same time a means that 

allows reincarnation into another person. With the help of staging, the 
principle of the inner composition of the play is determined: the 
interaction of the costumes with each other in terms of cut, shape, 
color, material and place in the overall scenography of the design. The 
problems of costume in the system of Ukrainian theater remain little 
studied, in contrast to folk costumes or the history of fashion. 
 

Keywords---drama, Lesya Ukrainian, performance, stage costume, 
stone host, theatrical symbolism. 

 
 
Introduction  

 
+LVWRULRJUDSK\�RI�WKH�UHVHDUFK�RQ�GUDPD�´6WRQH�+RVWµ�ZULWWHQ�E\�/esya Ukrainka 
in 1912 and then published started to carry forward long time ago. The premiere 
performance of the drama in the theatre of Mykola Sadovsky on the 18th of 
January 1914 is basically considered to be a starting point of such research. It 
was IvaQ�6WHVKHQNR�ZKR�SXEOLVKHG�D�VKRUW�DUWLFOH�RQ�WKH�SHUIRUPDQFH�LQ�´6\DLYRµ�
magazine. He seemed to be the first of the critics who made connections of the 
drama with the ethnography subject, or at least with the ethnographic 
background (Steshenko, 1914). At the same time, the columnist rebuked the 
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authoress for the one-sided development of the plot, which, from his point of view, 
IRFXVHV�HQWLUHO\�RQ� WKH� UHODWLRQVKLS�RI�D�FRXSOH�RI� ´$QQD�DQG�'RQ�-XDQµ (Lee & 
Lee, 2019; Marle et al., 2013). 
 
The same issue of the aforementioned magazine also published another article by 
a literary and theatrical critic Hryhoriy Aleksandrovsky, which was the review and 
analysis of the first night performance with the photos of the event. The 
researcher defined two typical contexts in his review, namely, the problems and 
the achievements of the performance. He ascribed the lifestyle and culture of 
Spain in the 15th century so little known in Ukraine by the time, psychological 
complexity of the characters, and white iambic rhythmus (pentameter ² I.N.), 
which was quite difILFXOW� IRU� WKH� DXGLHQFH·V� SHUFHSWLRQ�� WR� WKH� SUREOHPV� RI� WKH�
performance. Hence, the Ukrainian theatrical viewer undoubtedly was not fully 

SUHSDUHG�IRU�WKH�SHUFHSWLRQ�RI�WKH�´QHZ�GUDPDWLF�DUWµ�DQG�IRU�WKH�SRHWLF�PDQQHU�RI�
the antique theatre reconstructed by Lesya Ukrainka, in particular, for its tragedy 
genre, regardless of the fact that the authoress defined the style as neorealist. Art 
and design of the setting for the performance carried out by the theatre artist Ivan 
Buryachok received the highest appraisal of the critic in the article. However, this 
evaluation was given based on the point of view of the realistic perspective art 
that was so familiar to the Ukrainian theatre of the late 19th century. 
(Alexandrova, 2011). Somewhat later a famous theatrical historian and one of the 
IRXQGHUV�RI�WKH�7KHDWULFDO�0XVHXP��3HWUR�5XOLQ��QDPHG��6WRQH�+RVW��DV�WKH�´PRVW�
OLEHUDOµ� SHUIRUPDQFH� RI� 0�� 6DGRYVN\·V� WKHDWUH� (Rulin, 1972). Vasyl Mylyayev 
Vasylko (1962), claimed it to be a milestone in the heritage of this theatre 
(Karakelle, 2009; Kalidas, 2014).  
 

Literature review 
 
'XULQJ�WKH�ZKROH���WK�FHQWXU\�´6WRQH�+RVWµ�KDG�EHHQ�VWXGLHG�E\�OLWHUDU\�FULWLFV��
philosophers, theatre and art critics both in Ukraine and abroad. Foreign studies 
became accessible to public only in the times of Ukrainian independence (Boyko, 
1974; Rozumnyy, 1991; Karpiak, 1976). Interdisciplinary approach discovered a 
FRPSOH[�SDUDGLJP�RI�WKH�GUDPD·V�PHDQLQJV��UDLVHG�TXHVWLRQV�DERXW�LWV�VW\OH�DV�D�
literature text and further stylistic reinventions in theatre performances that 
always searched for innovative scenographic solutions, and artistic insights into 
acting and directing (Kokbas et al., 2020). 
  
Therefore, in the time of Independence and at the beginning of the development of 
the national literary science, questions about artiVWLF� VW\OH� RI� WKH� GUDPD� ´6WRQH�

+RVWµ�KDG�EHHQ� UDLVHG� DJDLQ� DQG�QRZ�ZHUH� IUHH� IURP� LGHRORJLFDO� FRQWURO��$W� WKH�
time, there appear publications of foreign articles not known in Ukraine before. 
One of those articles ascribes the drama to the generalized and little studied at 
the time subject of avant-JDUGH��´the drama, its lexis, imagery and structure are 
based on the principles of cube-futurism with its natural forces and its 
derivatives, such as constructivism, and supremacism which accentuate formality 
of composition, modelling of natural forms of objects down to their geometrical 
equivalents, clarity of space arrangement and formal absolutism, which should 
KDYH�FODULILHG�WKH�PLQG�DQG�HPRWLRQVµ��DQG�IXUWKHU�RQ��´LQ�IRFXVLQJ�WKH�EHKDYLRU�
of her characters on 8NUDLQLDQ� SKLORVRSK\� RI� ´KHDUWµ�� DV� ZHOO� DV� RQ� VW\OLVWLF�
understanding of the subject in a way of Ukrainian and European avant-garde at 
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WKH�WLPH�RI�/HV\D�8NUDLQNDµ� (Rozumnyi, 1991). Such representation is perceived 
as too abstract with all the eclectic definitions, which in their generalisations did 
not facilitate but, quite the opposite, made further research only more 
complicated (Emunah & Johnson, 1983; Green, 1988). 
 
Modern literary discourse acknowledged all plays of Lesya Ukrainka to be 
symbolist, which foremost embodied all the conflict RI� WKH� DXWKRUHVV·V� LGHDV��
images and storylines. This, particularly, is mentioned in one of the literary 
DUWLFOHV��´,QWHOOHFWXDO�FRQIOLFW�RI�V\PEROLVW� W\SH��QDPHO\�WKH�RQH�RI� WKH�GXDOLW\�� LV�
WKH�FRUH�RI�KHU�DUWLVWLF�SHUVRQDOLW\�ULJKW�IURP�WKH�ILUVW�GUDPD�´%OXH�5RVHµ�DQG�WR�
WKH�ODWHVW�RQHV��´2UJ\µ�DQG�´0LUDFOH�RI�2USKHXVµ��)XUWKHU�RQ��WKH�DXWKRU�ILQLVKHG�
her thougKW� RQ� WKH� QRWLRQ� RI� FRQIOLFW�� ´i.e. ideological, intellectual, spiritual 
confrontation caused by inevitable contradictions between the spirit and the flesh, 

LGHDO�DQG�UHDOLW\��DQG�WKH�PDWHULDO�ZRUOGµ��/HV\D�UHIHUUHG�WR�LW�DV�DQ�LPSXOVH�¶LQV�
%ODX·��ZKLFK�LQ�*HUPDQ�PHDQV�´LQWR�WKH�EOXHµ�� LQ�KHU�FRUUHVSRQGHQFH�ZLWK�2OKD�
.RE\O\DQVND�µ�(Koloshuk, 2018). Previously, foreign researchers also wrote about 
liWHUDU\�V\PEROLVP�RI�WKH�SOD\��´&KDUDFWHUV�DQG�LPDJHV�ZLWK�DOO�WKH�FODULW\�RI�WKHLU�
FRQWRXUV�VKRXOG�EH�VXUURXQGHG�E\�V\PEROLVW�P\VWHU\µ� (Boyko, 1974). In addition 
to this, symbolist authors, Maeterlinck, and in some plays Ibsen and Hauptmann 
were the author·V� IDYRXULWH�ZULWHUV��QRWZLWKVWDQGLQJ� WKH� IDFW� WKDW�VKH�GHILHG� WKH�
power of symbolism per se, at the same time denying necessity of single style 
usage from the point of view of artistry of the play (Rozumnyi, 1991). 
 
Thus, what most of the literary critics consider to be crucial in her formative 
approaches, is specifically the intellectual conflict. Consistent symbolism through 
the leitmotif details; open finale with no clue about how the story ends; being a 
psychological and meaningful center, a charismatic character is a driver of the 
conflict Aimukhambet et al. (2021), writing style with the appeal for allegory, 
V\PEROV�DQG�PHWDSKRUV�DUH�GHILQHG�DV�WKH�PHDQV�RI�WKH�´QHZ�GUDPDµ�LQ�WKH�WH[WV�
of the plays by Lesya Ukrainka (Koloshuk, 2018). Within this context stone as one 
RI� WKH� NH\� V\PEROLF� FRGHV� RI� WKH� GUDPD� ´6WRQH� +RVWµ� ZDV� VWXGLHG� E\� DQRWKHU�
literary critic Liliya Nevidomska; looking at the symbolic codes in the text of the 
drama as the form of indirect objectification of the storyline, she found out about 
thirty instances of such micro-contexts (fragments ² I.N.) and types, such as 
´VWRQ\� W\SHV�FKDUDFWHUVµ�� ´VWRQH-KDUG�QRUPVµ�� ´VWRQ\� �KHDY\�� HQY\µ� DQG� ODVW�EXW�
QRW�OHDVW�´VWRQ\�KDSSLQHVVµ�(Nevidomska, 2001). 
 
$PRQJ�WKHDWUH�FULWLFV�´6WRQH�+RVWµ�ZDV�DQDO\VHG mainly from the point of view of 
the expressiveness of acting. V. Vasylko was one of the first who analysed the play 

this way. Among other things, he generally evaluated acting of M. Sadovsky as 
such that created an unforgettable in its integrity image of D�FKDUDFWHU�� ´+DYLQJ�
embraced the idea of a conservative, depressing, stubborn and stern nature, 
Mykola Karpovych created such a monumentally prominent image, that it felt, as 
LI�KH�LQGHHG�PDQDJHG�WR�UHDFK�WKH�H[SUHVVLYHQHVV�RI�D�VFXOSWXUHµ� (Vasilko, 1962). 
With further development of the theatrical science there started to appear articles 
WKDW�FRPSDUHG�VW\OHV�RI�8NUDLQLDQ�SHUIRUPDQFHV�RI�GUDPD�´6WRQH�+RVWµ�SHUIRUPHG�
in theatres of Kyiv and Lviv in different historical periods. This mainly refers to 
the article by the theatre critic Maryna Hrynyshyna, who in addition to the 
premiere performance in 1914, also analysed peculiarities of stage versions 
performed in Academic Ivan Franko Theatre in 1925, Kyiv Theatre of Russian 
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Drama in 1939, Lviv Ukrainian Mariya Zankovetska Academic Drama Theatre in 
1971 and Kyiv Ukrainian Academic Ivan Franko Drama Theatre in 1988; and in 
her article she emphasized specific creative approaches of the directors in the 
SHUIRUPDQFHV� RI� WKLV� ´LQWHOOHFWXDO� GUDPD� ZLWK� SKLORVRSKLFDO� JHQHUDOLVDWLRQVµ��
VSHFLILFDOO\�SD\LQJ�DWWHQWLRQ�WR�DFWLQJ�DV�WKH�PHDQV�RI�FKDUDFWHUV·�SRUWUD\DO�LQ�WKH�
performances (&DVDOV� HW� DO��� ������'HPLUFLRùOX������). Among other things, the 
researcher also systemised the concept of the decorative and artistic solutions of 
WKH�SUHPLHUH�SHUIRUPDQFH��´the directors H. Matkovskyi and M. Starytska, as well 
as the art director I. Buryachok went by a principle that implied the most possible 
natural atmosphere of the acting space; thus, they needed the corresponding lush 
setting, precise costumes and objects of daily life of the time depicted, as well as 
big and detailed in its behavior crowd scenes in the second and the fifth episodes 
(students of M. Starytska from the Ivan Lysenko Drama and Music School 

SDUWLFLSDWHG�LQ�WKH�FURZG�VFHQHV�µ��+U\Q\VK\QD�������� 
 

Results and Discussion  
 
Unfortunately, we have only few studies that directly refer to the decoration of the 
play ´6WRQH�+RVWµ� LQ� the national art science these days. One of such studies is 
the finding by Volodymyr Habelko about artist Ivan Baryachok who, despite the 
lack of funds needed for the production of costumes and settings, was the first to 
create decoration and costumes for the premiere of the play directed by Ivan 
Maryanenko in Mykola Sadovsky Theatre (Gabelko, 2006). Visual imagery of the 
performance was based on the creative relationship between the artist and the 
ZULWHU�� 9�� +DEHONR� PHQWLRQHG� LQ� WKLV� FRQWH[W�� ´3KLORVRSKLFal meaning, complex 
inner world of the characters and peculiarities of the poetic rhythm of the play 

´6WRQH�+RVWµ� UHTXLUHG� IURP� WKH� DUWLVW�QHZ�VW\OLVWLF� VROXWLRQV�� WR� LPPHUVH�GHHSO\�
into the epoch of the play, to depict the characters precisely and expressively. 
Muted palette of decoration matched with free and at the same time laconic 
composition. This was also in line with the playwright's intentionµ� (Gabelko, 
2006).  
 
As the result of interdisciplinary studies of drama ´6WRQH�+RVWµ��WKHUH�DSSHDUHG�D�
new framework of scientific conclusions about the style of the text of the play, 
peculiarities of its composition system; general atmosphere of the performing on 
stage, achievements of its decoration and costumes. Monumentality, opposition, 
achromatism and coloristic contrast were acknowledged as the main 
characteristics for interpretation of images (Romaniuk, 2019). The purpose of this 
DUWLFOH� LV� WR� VWXG\� VHPLRWLFV� RI� WKH� FRVWXPHV� IROORZLQJ� WKH�DXWKRUHVV·V� WH[W�� DQG�

their correlation with the artistic concept and representation in the premiere 
performance of ´6WRQH� +RVWµ� LQ� ������ ,Q� RUGHU� WR� IXOILOO� WKHVH� REMHFWLYHV�� LW� LV�
necessary to complete modelling of some structures:  
 

x 7R�VWXG\�WKH�ZULWHU·V�Sortrayal of the main characters. 

x To analyses peculiarities of their outfits and accessories. 

x To outline connections between the characters. 

x To reveal artistic and semantic codes of their costumes in the text and the 
premiere performance in the theatre of m. Sadovsky. 
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To begin with, there will be provided characteristics (personality qualities) of four 
main characters of the storyline, in accordance with the letters of Lesya Ukrainka. 
They contain detailed characteristics of Anna and Dolores and some mentions 
about the essence of imagery of Don Juan and the Commander. From the point of 
YLHZ� RI� WKH� DXWKRUHVV�� $QQD·V� PDLQ� WUDLWV� DUH� SULGH� DQG� H[DOWDWLRQ�� :LWKLQ� WKH�
FRXUVH� RI� WKH� VWRU\OLQH� $QQD·V� FKDUDFWHU� H[SUHVVHV� WKH� GLFKRWRP\� RI� PXWXDOO\�
exclusive aspirations, the one of the freedom (embodied in a dream that lives in 
her soul since childhood) and the other of power (finds out it in her marriage 
while her talk with the Commander in their house in Madrid). However, in the 
closing scene she starts to understand mightiness as freedom multiplied by 
SRZHU��WKXV��XQLWHV�WKHP�LQ�KHU�TXRWH��´,�WHOO�\RX�WKLV��WKHUH�is no freedom without 
the powerµ�(Ukrainka, 2021). 
 

Personality traits of Dolores Lesya Ukrainka commented on with the most of 
GHWDLO� LQ� KHU� OHWWHUV�� ´such people as Dolores become victims of their own 
superhuman exaltation. That is the type of a born martyr who constantly has to 
suffer crucified, and even if she had had to nail herself down to that crucifix when 
there would be no hands of the executioner. Had there been no Don Juan, she 
ZRXOG�KDYH� IRXQG�DQ\WKLQJ�HOVH� ´IRU�ZKLFK�VKH�ZRXOG�FUXFLI\�KHU�VRXO�DQG�VWDE�
KHU� KHDUW� WR� GHDWKµ�� EHFDXVH� ZKHUHDV� $QQD� FRXOG� KDYH� EHHQ� DOUHDG\� KDSS\��
Dolores still could not have found her Holy Grail, and that is so, because nothing 
´VWRQ\µ�FRuld ever have power over her, those forms would not have conquered a 
tenderly stubborn personality of Dolores, as she went to the monastery not like 
everyone else, not to save her own soul, but to sacrifice it! She got engaged having 
no hope for marriage, again, not like everyone else. Therefore, the scripted forms 
are only some mystical formula for her that should express, basically, feelings 
LQH[SUHVVLEOH� LQ� DQ\� IRUP�� EXW� LI� WKRVH� IRUPV� KDYH� DQ\WKLQJ� ´VWRQ\µ� LQ� WKHP��
depressing, or depriving of will, those forms cannot have any power over her free 
VRXOµ�(Ukrainka, 1979). 
 

When describing her main male characters, the authoress concisely mentioned: 
´7KH�&RPPDQGHU�appeared to be way too schematic, he is more a symbol than a 
real human being, but still I at least ascribed some logical behavior to him and 
real UDLVRQ� G·rWUH�� LQ� WKH� GUDPDµ�� :LWK� UHIHUHQFH� WR� 'RQ� -XDQ�� VKH� RQO\�
emphasized on his single individual personality quality, i.e. anarchic nature 
(Ukrainka, 1979). Now, with reference to the text of the drama, it is time to 
KLJKOLJKW�DOO�DXWKRUHVV·V�PHQWLRQV�RI�WKH�FKDUDFWHUV·�RXWILW�IRU�IXUWKHU�DQDO\VLV�RI�
their meaning. Insight into the drama reveals Lesya Ukrainka's attentive attitude 
to the peculiarities of the costumes of two characters, namely of Anna and 

Dolores. That is thought to be not accidental, as long as in her study of Ukrainian 
national clothing and in assembly of her own outfits she had always been quite 
meticulous, considering every detail of the costume. That is why, there is no 
doubt that she presented us with the description of clothes, while having 
completely predetermined images with corresponding implication on her mind 
(Sajnani, 2013; Karakelle, 2009). 
 

There is a case known in the art history discourse when the performance of Lesya 
UkrainND·V�IDLU\�SOD\�´)RUHVW�6RQJµ�KDG�QRW�EHHQ�VWDJHG�LQ�0��6DGRYVN\·V�WKHDWUH�
because of the discrepancies of views on stage costumes. The artist I. Buryachok 
ZKR�GHHSO\�DGPLUHG�WKH�ZULWHU·V�WDOHQW�DQG�FROODERUDWHG�ZLWK�KHU�LQ�SURGXFWLRQ�RI�
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the first sketches, was likely to do the same job while preparing costumes for the 
´6WRQH�+RVWµ��7KHLU�FUHDWLYH�UHODWLRQVKLSV�ODVWHG�IXUWKHU�RQ��7KLV�FDQ�EH�SURYHG�E\�
the photos from the first night performance published in 1914. Let us analyze 
them from the point of view oI� WKH� DXWKRU·V� FRPPHQWV (Suryasa et al., 2019; 
Syofiarti et al., 2021). 
 
In the note to the first Act that is set at the cemetery of Seville, Lesya Ukrainka 
states that Anna should be in white and Dolores should wear black clothes. This 
contrast was noted by all former researchers of the play and its performance. 
However, whereas the black color of Dolores is quite clear in the text because of 
KHU�PRXUQLQJ� IRU� WKH� UHFHQWO\� GHFHDVHG�� WKH�PHDQLQJ� RI� $QQD·V� GUHVV� LV� FRYHUW��
This achromatic dichotomy is obvious but not quite clear semantically. Therefore, 
auWKRUHVV·V�QRWLFH�LV�RI�JUHDW�LPSRUWDQFH�IRU�XV��´$QQD�ZHDUV�EULJKW�FORWKHV�DQG�D�

IORZHU� LQ� KHU� KDLU�� VKH� LV� DOO� LQ� JROGHQ� YHLOV� DQG� FKDLQOHWVµ� (Ukrainka, 2021). 
$QQD·V�´EULJKWQHVVµ�LV�FOHDUO\�VHHQ�RQ�WKH�SKRWRV�WKURXJK�WKH�FORWKHV�VKH�ZHDUV��
which is made of the fabric that shines. This way the viewer starts to see the 
inner world of the character who dreams of higher ideals and life apart from the 
lower world since the days she was a child. 
 

  
)LJXUH����3HUIRUPDQFH�RI�WKH�SOD\�´6WRQH�+RVWµ��$FW�RQH��������0��6DGRYVN\·V�

Theatre. Director, I. Maryanenko. Artist, I. Buryachok 
 

With reference to the historical costume, clothes of both characters on the photo 
neither in their fit, nor in the form correspond to the traditions of the 15th 

century, the time ascribed to the date of the storyline by the researchers. This, in 
particular, is evidenced by the neckline of dresses and the shape of sleeves. From 

the point of view of art style, these clothes represent a generalized overview of 
female outfits of the early modern age. Eventually, it appears that color 
symbolism was of greater importance for the authoress than the exact compliance 
with the specific fit and detail of clothing. According to the text, Anna stays in 
white clothes until her marriage. After first appearance at the cemetery, she also 
wears a white dress on the eve of a masquerade right before the marriage, 
whereto she invites Don Juan. This time her image in white has new significance, 
it now depicts her aristocracy, which becomes clear from the words of one of the 
SDUWLFLSDQWV�RI�WKDW�PDVTXHUDGH��´$QLWD��ZKDW�D�OXVK�GUHVV�\RX�ZHDU�WRQLJKW��RQO\�
LQ�ZKLWH�\RX�ORRN�ZD\�WRR�SDOHµ�(Ukrainka, 2021). 
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In Act 4 that is set in Madrid color of $QQD·V�FORWKHV�WXUQV�LQWR�UHSUHVHQWDWLRQ�RI�
her mood in marriage in principle. Now Lesya Ukrainka fits her character into 
grey and black outfit which also associates with the dark interior of the house: 
´$QQD� LV� LQ� DVK-grey and black semi-mourning dress sits at the dressing table 
and looks through the precious accessories in her jewelry box and tries them on, 
ORRNLQJ�LQ�WKH�PLUURUµ� (Ukrainka, 2021). The latter has formal explanation; Anna 
appears to constantly be in a semi-mourning state due to the deaths of different 
&RPPDQGHU·V�UHODWLYHV��+RZHYHU��WKLV�ZD\�WKH�DXWKRUHVV�DOVR�V\PEROLFDOO\�GHSLFWV�
the general upset state of mind of the character. Even the beads that the 
Commander gifts to her wife are made of crystals of grey color. Therefore, color 
defines new social experience of Anna. The color palette of the beads is also 
associated with the medieval Spanish asceticism, where the palette of violet was 
RI� LPSRUWDQFH�� ´$�ELW� DZKLOH� ,�ZLOO� RUGHU� WKH�RQHV�PDGH�RI� DPHWK\VWµ� (Ukrainka, 

2021). ,Q�$FW���$QQD·V�Flothes turn black. She is in deep mourning near the grave 
of her husband. At the same time, when she makes decision to get closer with 
'RQ�-XDQ� LQ� WKH� ODVW� $FW� ��� KHU� FORWKHV� SDUWLDOO\� WXUQ�ZKLWH� DJDLQ�� ´$QQD� LV� LQ�
white dress fitted with wide black lace vDODQFH�LQ�WKH�VHDPVµ�(Ukrainka, 2021). 
 
With reference to the outfit of Dolores, let us get reminded that in the beginning 
she appears as a covert character, her posture and sometimes face is under the 
YHLO�� $W� PDVTXHUDGH� VKH� DOVR� ZHDUV� D� ´YHU\� ZLGH� EODFN� SODLW� GUHVVµ� (Ukrainka, 
2021). The whole image is enhanced by a mask that fully covers the face. When 
IDFLQJ� KHU�� 'RQ� -XDQ� PHQWLRQV� WKH� ´PRXUQLQJµ� V\PEROLVP� RI� KHU� DSSHDUDQFH��
6KH�� LQ� KHU� WXUQ�� H[SODLQV� WKH� PHDQLQJ� RI� KHU� ORRNV� DV�� ´,� DP� \RXU� VKDGRZµ 
(Ukrainka, 2021). Eventually, the last scene where the viewer meets her in Act 3 
that is set near the cave of Cadiz, where Dolores coveted as a monk is in black 
DJDLQ��´PHGLXP�KHLJKW��VOLP��LQ�FORWKHV�RI�WKH�´LQYLVLEOHVµ��L�H��LQ�EODFN�DPLFH�WKDW�
covers aOO� IDFH� DQG� KDV� KROHV� RQO\� IRU� H\HVµ� (Ukrainka, 2021). Now Don Juan 
UHFRJQL]HV�KHU�DV�D�QXQ��´$V�,�FDQ�VHH�QRZ��VHQRULWD��\RXU�FORWKHV�WXUQHG�\RX�LQWR�
PRQDVWLF� OLIHµ� (Ukrainka, 2021). Thus, the image of Dolores is painted in black 
colors by the authoress. In contrast to Anna's semantically open outfit, Dolores is 
an exceptionally closed model (Ashok et al., 2021; Zulvany, 2020). 
 
In contrast to the costumes and images of female characters that were written 
and described in every detail, the images of male characters are defined extremely 
sparingly. The Commander wears a white cloak according to his status, which, as 
/HV\D� 8NUDLQND� PHQWLRQV�� ´KH� ZHDUV� ZLWK� JUHDW� GLJQLW\µ�� DV� ZHOO� DV� KLV� SRZHU�
PDFH�� +RZHYHU�� ZH� FDQ� QRWLFH� WKDW� RQ� WKH� SKRWR� RI� WKH� ILUVW� $FW� &RPPDQGHU·V�
cloak is made of fabric of dark color (Hrynyshyna, 2012). There is no mentioning 

or specifying of the type of clothes Don Juan wears in the text. His only accessory 
for identification is his ring on the little finger (a way defined by him for others to 
be recognized at the masquerade) and a sword as a symbol of military victory 
(Matviychuk, 2018). 
 
Therefore, the artist decided to arrange the costumes of Don Juan and 
Commander as a musketeer suit that was in use in the second quarter of the 17th 
century. We can find evidence to this on the photos of the performance, first 
appearance of the Commander in the performance is at the cemetery in Seville, 
and Don Juan first appears in the cave at the seaside. He wears high cuff-top 
boots, wide white shirt with wide lined collar and a widely-winged hat. Symbolic 
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FRGHV�RI�'RQ�-XDQ·V�FRVWXPHV�FDQ�EH�QRWLFHG�RQO\�RQFH�ZKHQ�KH�DSSHDUV�DW�WKH�
masquerade in a Moorish costume, which symbolizes alienation from the 
surrounding Spanish society that perceived the Moors as hostile. Only in Act 6, 
when he is not an outcast anymore, but is a member of aristocracy, who managed 
to return his former social status, Anna introduces him to the relatives of her 
deceased husband as the Marquees Tenorio, having borrowed the name from the 
creator of the literary image of Don Juan, Tirso de Molina. 
 
The authoress portrays minor characters of the storyline, mainly guests at the 
masquerade or relatives of the Commander in his house, quite generalized in 
terms of genre style. Their costumes are a mere representation of the mood. At 
WKH� PDVTXHUDGH� WKH\� DUH� D� FURZG� RI� ´WKH� PDVNHG� DQG� XQPDVNHG�� YDULRXVO\�
GUHVVHG�JXHVWVµ�� DPRQJ�ZKRP�WKH�DXWKRU� VLQJOHV� RXW� RQO\� WKH�6XQIORZHU�PDVN��

which defines the former lover of Don Juan, Donna Sol (Ukrainka, 2021). 
(YHQWXDOO\��WKHUH�LV�DOVR�WKH�&RPPDQGHU·V�IDPLO\�DW�D�PRXUQLQJ�HYHQW�LQ�KLV�OLYLQJ�
URRP��ZKLFK�EDVLFDOO\� LV�D�´GDUNO\�GUHVVHGµ�FURZG (Eshonkulov, 2021; Budiarsa, 
2021).  
 
In addition to studying the color symbolism of the costumes in the text and in the 
premiere performance of the ´6WRQH�+RVWµ��OHW�XV�WXUQ�WR�WKH�DQDO\VLV�RI�FRVWXPH�
elements as the means of symbolic connections between the characters and as 
the means of forming a composition of the play and its performance. Text of the 
drama reveal compositional monumentality in its structure, as well as 
generalization of meanings and visual images depicted in it. There are three the 
most important milestones of the staging performance defined by the authoress in 
the storyline that are figuratively divided into the meaningful and the symbolic 

parts. These milestones are: cemetery in Seville in Act 1, cemetery in Madrid after 
the decease of the Commander in Act 5 and the death of Anna and Don Juan 
from the statue of the deceased Commander. These milestones in the performance 
are the territory of the eternal where all the collisions of exposition, conflict, crisis 
and denouement take place. 
 
It is possible to claim that this conciseness of the structure was willfully mastered 
by the authoress, in order to emphasize, this way, the leading symbolism of the 
VWRU\OLQH��2QH�RI�WKH�IROORZLQJ�OHWWHUV�SURYLGHV�HYLGHQFH�WR�WKLV�VWDWHPHQW��´«GRHV�
anyone know why?  In order to make it shorter (it was twice as long than now), in 
order to condense its style as if into a strong essence, to make it as concise as the 
inscriptions on the basalt, to set it free from the lyrical lethargy and unnecessary 
dragging (it always seems to someone that it is quite like that!), to settle the plot 

GRZQ�WR�VKRUW��HQHUJHWLF�IHDWXUHV�DQG�WR�DGG�VRPHWKLQJ�´VWRQ\µ�WR�LWµ� (Ukrainka, 
1979).  
 

Structurally, in terms of relations between the characters, there are numerous 
triple structures in various types of models in the play. We can observe these 
triangles in many parts of the performance: in Act 1 at the cemetery in Seville the 
FKDUDFWHUV� DSSHDU� LQ� WZR� FRQVHFXWLYHO\� FKDQJHG� WULDGV�� ´$QQD� ² Don Juan ² 
'RORUHVµ�DQG�´$QQD�² Commander ² 'RORUHVµ��7KLV�WULSOH�VWUXFWXUH�EULQJV�LQ�WKH�
notion of archetype into the analysis of the action. The aforementioned 
philosopher R. Karpyak defiQHG� WKH� WULDQJOH� ´'RQ�*RQ]DJR��'RQQD�$QQD��'RQ�
-XDQµ�DV�H[DFWO\�RI�DUFKHW\SH�QDWXUH�(Karpiak, 1976). This tripartition of the main 
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characters can be observed even in the crowd scenes, like the one at the 
masquerade when Don Juan and Anna are dancing as a couple and the 
Commander watches them from above, while Dolores watches them from below 
position. 
 

Such a division into constituent parts, in particular, has been made via the 
meaning of accessories. They perform a wider symbolism as the story unfolds. 
The first conflict of relations begins around the silver locket on the neck of 
Dolores, where she keeps the portrait of Don Juan. This locket suspended on a 
black lace introduces the first secret into a common scene. Further on in the play, 
the accessories define the dichotomy of relationships as symbols of the plot and 
more complex relationships. Such accessories are the rings. Don Juan has a ring 
from Dolores and he cherishes it, still not feeling love to his bride but respect. 

During their last meeting in Act 3 in Cadiz Don Juan does not accept his ring 
back from Dolores even in the situation of coPSOHWH�EUHDN�XS�EHWZHHQ� WKHP�� ´I 
ZRQ·W�WDNH�LW��3OHDVH��ZHDU�LW��RU�LI�\RX�ZLVK�GRQDWH�LW�WR�0DGRQQD��$�QXQ�FDQ�KDYH�
D� ORRN�DW� LW��7KLV�ULQJ�ZRQ·W�ZDNH�D�WKRXJKW�RI VLQ�µ�+H�DOVR�NHHSV�KHU�ULQJ�ZLWK�
KLP��H[SUHVVLQJ�KLV�DWWLWXGH�WR�WKH�DFFHVVRU\�DV�WR�WKH�V\PERO��´7KH�VRXO�KDV�LWV�
own needs and rituals, as well as the body. I wish you could understand that 
without lengthy words. *RRGE\H��,�ZLOO�QHYHU�EHWUD\�\RXµ�(Ukrainka, 2021).  
 
Anna, on the contrary, is not afraid of leaving behind the symbols of her personal 
restraint. She suggests that Don Juan gives her his ring from Dolores, to throw it 
together with her own wedding ring into the river of Guadalquivir in Seville, and 
to become free again. She also has no fear to lose her precious pearl headband, 
with which Commander crowned her, his bride, at the beginning of the pre-
wedding carnival (Ukrainka, 2021). For this rebellious behavior that Anna 
demonstrates in the first two Acts of the drama, and taking into account the 
theory of archetypes, R. Karpyak considers her to be a female prototype of Don 
-XDQ�ZKR�´HPERGLHV�LQ�KHU�HVVHQFH�WKH�IHDWXUHV�RI�WKH�DUFKHW\SH�RI�WKH�GDXJKWHU�
RI�WKH�UHEHOVµ�(Karpiak, 1976). 
 
However, as the story starts to unfold, Anna reveals another important quality of 
her personality, it appears that deep inside she craves for power. From the point 
RI� YLHZ�RI� WKHDWUH� FRVWXPH�� WKLV� LV� VKRZQ�ZLWK� ´WKH�QXPHURXV�JROGHQ�QHFNODFHV�
DQG�YHLOVµ�WKDW�/HV\D�8Nrainka adds to her white dress. They are the symbols of 
FKDLQV�WKDW�HPERG\�$QQD·V�FUDYLQJ�IRU�SRZHU�DOVR�H[SUHVVHG�ZLWK�KHU�ZRUGV��´7KH�
ones who willingly accept them to the soul then will forever feel their weight, you 
can believe me, I know that all for sure, and if you cannot throw them off your 

soul, then you can use your will and spirit to make the strongest chain of power 
RXW�RI�WKHP�WKDW�ZLOO�HQVODYH�VRFLHW\�DQG�EULQJ�LW�WR�\RXU�NQHHV�µ�(Ukrainka, 2021). 
This motif, which impersonates the image of an unapproachable lady, was put 
into a song about Crystal Mountain on which there is a perfect flower bud with 
pearl dew; the song was performed by Don Juan at the masquerade. This very 
HYHQW�LV�EHOLHYHG�WR�OHDG�WR�$QQD·V�VSLULWXDO�WUDQVIRUPDWLRQ��7KHUHIRUH� it becomes 
quite foreseeable that Anna chooses the status of a woman married to a person 
who dreams of the throne and a crown. She rejoices in the jewels, which she 
receives as gifts. Once having crowned her with pearls, the Commander then ties 
her with responsibilities, giving her beads of rosary. Consequently, Don Juan 
PHHWLQJ�$QQD�LQ�0DGULG�UHIHUV�WR�KHU�KRXVH�DV�WR�D�´PRXQWDLQ�SULVRQµ��ZKHUH�VKH�
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OLYHV�LQ�VWRQ\�FORWKHV��´0\�ORYH��WDNH�RII�WKDW�EXUGHQ��%UHDN�DOO�WKDW�VWRQ\�FORWKHV�µ�
(Ukrainka, 2021).  
 
FuUWKHU� RQ�� $QQD·V� DUFKHW\SH� HYROYHV� LQWR� WKH� LPDJH� RI� D� IHPPH� IDWDOH� ZKR�
indirectly takes the lives of the Commander, Don Juan and Dolores. There is the 
RQO\�KLQW�RQ�$QQD·V�FUXHOW\�LQ�WKH�WH[W��WKRXJK��DQG�WKDW�LV�RI�WKH�PRXQWDLQ�VKH�
sees in her dreams, it kills the knights and their horses and streams of blood fall 
down from its peak. This also explains her own death from the deceased 
LPSHUVRQDWHG� LQ�D�VWRQH�VWDWXH�� WKH�GHDWK�RI� WKH�DFFHVVRU\� WR� WKH�&RPPDQGHU·V�
murder (Ukrainka, 1979). She forces Don Juan tR�ZHDU� WKH�&RPPDQGHU·V�FORDN�
together with his mace and helmet and plumage that were the symbols of the 
power, after she had taken his ring from Dolores which was the symbol of the 
strength of spirit. The heroine emphasizes that the dress is new, not worn even 

RQFH�DQG�ZDV�GHVLJQHG�IRU�PHQ�RI�SRZHU��´,W�OLNH�D�IODJ�XQLWHV�DOO�WKH�FRXUDJHRXV�
underneath, all those who are not afraid to gather stones of strength and power 
with blood and tears for the eternal glory! She gives the cloak, Don Juan takes it 
and puWV�LW�RQ��$QQD�JLYHV�KLP�WKH�VZRUG��WKH�&RPPDQGHU·V�EDFXOXV�DQG�KHOPHW�
ZLWK�ZKLWH�IHDWKHUV�IURP�WKH�ZDOOµ�(Ukrainka, 2021). 
 
Not surprisingly, the novelty of the work meant challenges for the premiere 
performance in 1914, in which theatre critics repeatedly noted the shortcomings 
of acting. A concise and expressive text and symbolism of costumes of the play 
IDFHG� ROG� WUDGLWLRQV� RI� DFWLQJ� ZKHQ� VWDJLQJ� WKH� ´6WRQH� +RVWµ�� (YHQWXDOO\�� WKLV�
partially led to some failures. The same problems were inherent in the whole 
theatrical process in the empire in the early twentieth century. This, particularly, 
ZDV� PHQWLRQHG� E\� WKH� WKHDWUH� FULWLF� 3DYOR� 0DUNRY�� ´6R� PDQ\� WLPHV� KDYH� ZH�

DOUHDG\� ZLWQHVVHG� WKH� PHFKDQLFDO� FRPELQDWLRQ� RI� DQ� ´ROGµ� DFWRU� ZLWK� WKH�
constructive decoration��ZKHUHDV� DQ� ´ROGµ� DFWRU�ZRXOG� ORVH� WKH� DWWUDFWLRQ� RI� KLV�
theatrically professional but traditional acting, and the constructivism would 
appear an odd and unnecessary growth on an ordinary performance with the 
ordinary old-VFKRRO�DFWRUVµ�(Markov, 1974). 
 

Conclusion  
 
Having analysed semiotic codes of stage costumes in a premiere performance of 
dramD� E\� /HV\D� 8NUDLQND� ´6WRQH� +RVWµ� LQ� ������ ZKLFK� KDG� EHHQ� SDUWLDOO\�
prepared with the help of the authoress, we can claim that there is a complex in 
its meaning and origin color symbolism of the white, black and red triad. These 
peculiarities can be observed, first of all, in the color palette of costumes and 

accessories. Visual imagery of the characters depicts secrecy and mystery of the 
drama. Dolores always wears black, with her face veiled she symbolizes the 
shadow, which is one of the most brilliant techniques of a symbolist play. In all 
three situations where we meet her: at the cemetery in Seville, at the masquerade 
and in Cadiz cave, her image is covert, shapeless, without any body or facial 
features. According to the theory of archetypes, and as defined by the 
philosophers, the image of Dolores by Lesya Ukrainka is absolutely new and 
unique in the world literature, which can be defined as Mother Edax (All-
absorbing Mother). In addition to this, having endowed her nature with strong-
willed features that are semantically emphasized by the motifs of mountains, 
crystals, pearls, necklaces and jewelry in general, the authoress created a new 
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myth-based image of Anna. She is an inaccessible fortress, the castle-nest of 
which is on the mountain, and the mountain is embodied by the Commander. To 
achieve her affection, the knight shall kill her husband and that is when she will 
become a wife of the winner. 
 
Thus, Lesya Ukrainka created a modern mythology of visual images, added a new 
context and new intricate symbols to the classical plot of the world literature. Her 
symbols became the reflection of contemporary reality. The thread of notions as 
GHILQHG� E\� &�� -XQJ� ´DUW� ² archetype ² myth - P\WKPDNLQJµ� UHFHLYHG� D� UHYHUVH�
PRYHPHQW�LQ�WKH�VHTXHQFH�RI�´DXWKRU·V�P\WKPDNing ² archetype ² symbol - DUWµ�LQ�
WKH� OLWHUDU\� DQG� WKHDWULFDO� SURFHVV� RI� VWDJLQJ� RI� WKH� ´6WRQH� +RVWµ�� LQ� ZKLFK� WKH�
notion of archetype has become a constituent part of a philosophical and 
intellectual basis of the play. 7KH�ILUVW�VWDJLQJ�RI� WKH�´6WRQH�+RVWµ� LQLWLDWHG�E\� ,��

Maryanenko served as the example of implementation of a concept of the 
´DXWKRU·V�WKHDWUHµ�LQWR�WKH�SHUIRUPDQFH��+HQFH��HYHQ�WKH�LPDJH�RI�FRVWXPHV�,YDQ�
%XU\DFKRN��D�JUDGXDWH� IURP�0��0XUDVKNR·V�VFKRRO��SRVVLEO\�FRQIRUPHG� WR� LGHDV�
and vision of Lesya Ukrainka, since they practically illustrated the text and served 
as symbols defined by the authoress. This feature contributed to certain tradition 
of a visual representation of the drama. It still had not been changed by the wave 
significant of novelties that raged in the theatrical life of Ukraine since the mid-
1920s. This can be proved by the performance in Ivan Franko Theatre in 1925 
(Costumes designed by artist V. Komardyonkov) that in many ways looked as a 
GLUHFW�IROORZHU�RI�WKH�0��6DGRYN\·V�´6WRQH�+RVWµ�WUDGLWLRQ��$UW�VFLHQWLVWV�ZHUH�DEOH�
WR�ILQG�QHZ�YHUVLRQV�RI�V\PEROL]DWLRQ�RI�WKH�WH[W�RI�´6WRQH�+RVWµ�GUDPD�RQO\�LQ�WKH�
performances of the late twentieth century. 
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