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KuiBchKkuii Hal[iOHAIBHUN YHIBEPCHTET KYJIBTYPH I MUCTEITB
Bicuuk KuiBchbKk0ro HAliOHAJIBLHOTO YHiBEPCUTETY KYJIbTYPH i MUCTEITB.
Cepisi: Cueniune MuUCTenTBO
Haykosuii xypHan

«Bicuuk KuiBCbKOTO HamiOHANHEHOTO yHiBepcHTETy KynbTypH 1 MucTentB. Cepis: CLeHIYHE MHCTEHTBO»
€ BaXJIMBUM MDKHApOAHUM (pOPYMOM, Ha CTOPIHKAX SIKOTO OOIOBOPIOIOTHCS MHUTAHHS HAyKH I NMPaKTUKH BCIX BHIIB
CLCHIYHOro MHCTEnTBa. TYT MOXKYTh BHCYBATHCh 1 Ii/[IABATUCH JUCKYCIl TiOTE3H SIK HAyKOBO-TEOPETHYHOTO, TAK
1 TBOPUYO-NIEAArOriYHOIO Xapakrepy. Takuil miaxig CBIAYUTb, 10 ICTOPIS CLEHIYHOTO MUCTELITBA MA€E CyJacHe 3HAYCHHS,
10 MUCTELTBO3HABYMM JIOCIIIPKSHHSIM TTOTPiOHA METOJONIOTIsI, @ TeaTpalibHil KPUTHUII Ta mexarorini — inpopmariiiae
T0JIE JUTSL JUCKYCIit.

V¥ xypHai omry61ikoBaHO MaTepiali 3 MUTaHb Teopil, icTopii i IPaKTUKH CBITOBOrO Ta YKPaiHCHKOTO CLEHIYHOTO
MHUCTEITBA.

Pexomendosano 0o opyky Buenoio padoro Kuiscbko2o Hayionanbno2o ynigepcumenty Kyivmypu i Mucmeyme
(npomoxon Ne 56 6io 10.05.2019 p.)

Penaxuiiina xoJieris

Mapminac Ilempukac — TOIIOBHUIl PEIAKTOP, IOKTOP MHCTELTBO3HABCTBA, MoleHT (BinbHiochkuii yniBepcuter, JIMTOBChKa
PecniyOnika); Kamepuna FOoosa-Pomanosa — 3aCTYIIHMK TIOJOBHOIO PeIaKTOPa, KaHIMIAT MUCTELTBO3HABCTBA, JOLEHT
(KniBcbkuii HallioOHaNbHUN YHIBEPCHUTET KyIbTYypH 1 MHCTeUTB, Ykpaina); Banepiti Ilayynoe — BinnoBigajabHmii cekperap,
3acayXKeHHil Aisa MucTenTB VYkpainu, npodecop (KuiBCbKHI HaliOHAIBHHII YHIBEPCUTET KyIbTYPH 1 MHCTENTB, YKpaiHa);
Ani Anv-Anesi — noxrop dinocodii y ramysi KpUTHKH Ta JiTepaTypH, JOoUeHT (Bummii iHCTUTYT TeaTpaibHOTO MHCTENTBa, JlepikaBa
Kyseiit); @adenv Anvmysens — noxrop ¢inocodii 3 neparoriunnx Hayk (Bummii iHCTHTYT TearpaibHOro MucTenTBa, JleprkaBa
Kyseiit); Cepeiit Beskayoenro — nokrop ¢inocopepkux Hayk, npodecop, modecHuil axajgemik HamionanbHoi akagemii MHCTELTB
Vipaiun (KuiBcbkuil HalioHaabHUI yHIBEPCUTET Ky/IbTYPH i MUCTEUTB, YKpaiHa); Onexcandp Be3pyuko — TOKTOp MUCTEIITBO3HABCTBA,
npodecop (KuiBcbknii Hal[ioHanbHUN yHIBEPCHTET Ky/IBTYPH i MHCTEUTB, YKpaina); Bonooumup Bibineiwgini — radinitoBanuii 10Ktop
y Tay3i MHCTenTBO3HaBCTBa, mpodecop (baTymMchbkuii nepikaBHUI yHiBepcHTET MUCTeNTB, PecryOiika I'py3is); Pocmucnas Bysyk —
JIOKTOp MHCTENTBO3HABCTBA, Tpodecop (bimopychkmii jnepxaBHHIl yHiBepcHTET KyabTypu i Mucrents, PecmyGmika Bimopyce);
Hamanis Baadumuposa — JI0OKTOp MUCTCLTBO3HABCTBA, Npodecop, wieH-kopecrnonaeHT HarionanbHoi akanemii MuctenrB Ykpainu
(Hawionanpua akazemiss mucteurB Ykpainu, Ykpaina); Oxcana I'apauroscvka — noxrop dinonoriuaux nayk, aoueHt (KuiBebkuit
HaL[OHAIbHUI  YHIBEpCUTET KylbTypu 1 mucreurs, Ykpaina); Onenma Ionuaposa — noxrop KymbTyposorii, mpodecop (KuiBcbkuit
HAIiOHAIBHUN YHIBEPCUTET KYIbTYpPH i MUCTEUTB, Ykpaina); Poman €cunenko — JOKTOp icTopuunux Hayk, npodecop (Hamionansna
aKazieMis KepiBHHX KaapiB KyIbTYypH i MHCTeUTB, YkpaiHa); Onexcandp Kinekoekin — TOKTOp MHCTCLTBO3HABCTBa, mpodecop,
wieH-KopecronieHT HamuionanbHol akajemii MucTentB YKpaiHu, 3aciyxeHuil aisa mucrenrs Yipainu (HamioHansHa axajemis
muctenTs Ykpainu, Ykpaina); Henni Kopuienko — T0KTOp MECTEIITBO3HABCTBA, IIpodecop, akaaeMik HarionansHoi akagemii MuctenTs
Vkpainu, 3aciykeHuii aisa mucrenrs Ykpainn (HauionanbHuii nentp tearpambHoro mucreursa imeni Jlecs KypOaca, Ykpaina);
Onena Jlesuenxo — noxtop GinocopcbKux HayK, crapiinii HaykoBHil criBpoGiTHHK (KuiBchbKuii HAllIOHAIBHUN YHIBEPCUTET KyJIbTYPU
i mucreurs, Ykpaina); Edime Jlewjuncoka (Tuwieizepe) — xanaunar mucrenrBo3HaBctBa (JlarBilicbkuii yHiBepcutet, JlarBilicbka
Pecriy6nika); Tepeca Maszena — nOKTOp MHCTeNTBO3HaBcTBa (JIbBiBChbKa HaliOHaNbHAa My3W4Ha akajemis iM. M. B. Jlucenka,
Vkpaina); X. B. ITamens — noxrop ¢inocodii B ramysi menaroriunux Hayk, npodecop (Ilenrpanbhnii yniBepcuter I'ymxapara,
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Onez Cmonak — NOKTOP MUCTELTBO3HABCTBA, podecop (TepHominbehkuii HanioHanbHUIl neparoriunuii ynisepeurer im. B. I'narioka,
Vkpaina); Piuapo CmonscbKuii — TOKTOp MHCTEUTBO3HABCTBa, npodecop (Binmopycbka aepkaBHa akajieMis MuCTeNTB, Pecrmy6mika
Binopyce); Izop FOOKin — JOKTOp MHCTEITBO3HABCTBA, WICH-KOpecHoHieHT HarionansHoi akajeMii MUCTelTB YKpaiHH, NPOBiIHMH
HayKOBHil criBpoGiTHUK (IHCTUTYT MHUCTEITBO3HABCTBA, (DONIBKIOPUCTHKH Ta eTHONOTIT iM. M. T. Puibcbkoro HauioHanbHOT akaaemil
Hayk YKpainu, YKpaina).
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Kuesckuil HaunOHaNbHBIN YHUBEPCUTET KYJIBTYpPhl M HCKYCCTB
BectHuk KneBckoro HanmoHaJIbHOT0 YHUBEPCUTETA KYJIbTYPbI U HCKYCCTB.
Cepns: CueHnveckoe HCKYCCTBO
Hayunslit s)xypHan

«BectHnk KueBcKoro HalMOHaJILHOTO YHMBEPCUTETA KyJIbTYpbl U HCKyccTB. Cepust: ClIEHHYECKOE MCKYCCTBOY»
SIBJISICTCS BAYKHBIM MEXKIYHAPOIHBIM (hOPYMOM, HA CTPAHHIAX KOTOPOTO OOCYKIAIOTCS BOIMPOCH HAYKH U MPAKTHKU
BCEX BHJIOB CIICHHYECKOTO HCKYCCTBA. 37€Ch MOTYT BBIIBUTATHCS U MOJBEPraThCs AUCKYCCHH TMIIOTE3bl KaK HaydHO-
TEOPETHYECKOr0, TaK M TBOPUYECKO-NENArOTMUecKOro XapakTepa. Takoi MOIXOoX CBUACTENBCTBYET, YTO HCTOPHUS
CLICHHMYECKOTO HCKYCCTBA HMEET COBPEMCHHOEC 3HAYCHHE, YTO HMCKYCCTBOBCAYECKMM HCCIICOBAHHAM HYXKHA
METOJOJIOTHS, 4 TeaTPaIbHOM KPUTHKE U MeIaroruke — NHGOPMAIHOHHOE MO IS JUCKYCCHI.

B kypHane myOauKyloTCsi MaTepuaibl O BOMPOCAM TECOPHHU, UCTOPUM M HMPAKTUKH MHPOBOTO M yYKPaMHCKOTO
CLIEHHYECKOTO HCKYCCTBa.

Pexomenoosano k nevamu Yuenvim cosemom Kuecko2o HayuoHanbHo20 YHUSEPCUMEMA KYIbMYypbl U UCKYCCNE
(npomoxon Ne 56 om 10.05.2019 2.)

PenakuuonHasi KoJijierusi

Mapmunac Ilempukac — raaBHBI peJAKTOP, NOKTOP MCKYCCTBOBEIECHMS, JOLEHT (BumbHrocckuii ynuBepcutet, JInToBcKas
Pecny6mnka); E ’p FOoosa-P —3aMeCcTHTeIb INIABHOIO PEIaKTOPA, KaH/M1aT HCKyCCTBOBEICHHS, oleHT (Knesckuit
HAI[MOHAJIbHBIA YHUBEPCHTET KyJNbTYPbl U MCKYCCTB, YKpauHa); Banepuii Ilayynoeé — OTBETCTBEHHBIH CeKpeTaph, 3aCIIyKCHHBII
JiesTeNb HCKyccTB YKpanHsl, npodeccop (Knescknii HalMOHANBHBIA YHUBEPCUTET KyNBTYpPHI H HCKYCCTB, YKpauHa); Anu Anv-Anezu —
JOKTOp (pusocoduu B 0671aCTH KPUTHKH U JIUTEPATypPbl, TOLEHT (BbICIHMii HHCTHTYT JApaMaTHyeckoro uckyccrsa, locynaperso Kyseiir);
Daoenv Anvmygens — noktop hunocoduu mo negarornueckuM Haykam (Bbicimii HHCTUTYT ApamMaTHUecKoro ucKyccTBa, IocyaapeTBo
Kygeiir); Cepzeii Be3knyoenko — noxrop dunocopcknx Hayk, npodeccop, IoueTHbIH akajeMuk HanuoHaabHOH aKaJeMHH MCKYCCTB
Vkpaunb! (KueBckuii HalMOHAIbHBIM YHUBEPCUTET KYJIBTYPbI U HCKYCCTB, YKpanHa); Anekcandp be3pyuko — TOKTOP NCKYCCTBOBEICHUS,
npodeccop (KueBckuii HAMOHAIBHBIA yHUBEPCUTET KYIBTYPBI M ICKYCCTB, YKpanHa); Braoumup Buouneuunu —XaOuanTHPOBAHHBIH
JIOKTOp B 00NacTH HMCKyccTBOBeneHus, npodeccop (baryMckuii rocyrapcTBeHHBIH YHHBEPCHTET HCKYycCTB, PecryOnmka [pysus);
Pocmucnas By3yx — 10ktop HcKyccTBoBeneHus, npodeccop (bemopycckuii rocyqapcTBeHHbI YHUBEPCHTET KyIbTYPbl H MCKYCCTB,
Pecniyonuka benapyce); Hamanua Bnadumupoga — NOKTOp MCKYCCTBOBEJCHHSA, mpodeccop, diieH-KoppecroHaeHT HanuoHanbHOH
akazeMun uckyccetB Ykpaunbl (HannonansHas akaieMusi MICKycCTB YKpauHbl, Ykpanna); Oxcana l' apaukoeckas—noKTop GUIOI0rHYeCKUX
HayK, foueHT (KueBckuil HalMOHAIBHBIH YHUBEPCUTET KYIBTYPBI U HCKYCCTB, YKpanHa); Enena I'onuapoeéa — JOKTOp KyIbTYPOJIOTHH,
npodeccop (KueBckuil HAIMOHAIBHBINA YHUBEPCHTET KYyIBTYPbl M MCKYCCTB, YkpauHa); Poman Ecunenxo — I0KTOp HCTOPUYECKHX
Hayk, npodeccop (HaumonanpHas akazemust pyKOBOIAIIMX KaJpoB KyIBTypbl M HCKyCCTB, YKpauHa); Anexcandp Knexoexkumn —
JIOKTOP MCKYCCTBOBE/ICHNS, Ipodpeccop, UIeH-KoppecTonieHT HalmoHanbHON akaJleMHH MCKYCCTB YKPauHbI, 3aCTyKCHHBIH JesTelb
uckycctB Ykpaunsl (HaumonanpHasi akajemust MCKycCTB YkpauHbl, Ykpauua); Hemnnu Kopnuenko — JOKTOpP HCKYCCTBOBEICHHS,
npodeccop, akaaeMuk HalmoHambHON akaJeMHH MCKYCCTB YKpaHHbI, 3aCIy’KEHHBIN AeATelb MCKyccTB YkpauHbl (HamuoHanbHbIH
LEHTp TearpaibHoro uckyccrsa uMenn Jlecst Kyp6aca, Vkpauna); Enena Jleguenxo — noxrop GpunocodCckux Hayk, CTApIIMil HAyYHBIH
coTpyaHuK (KueBckuii HAIMOHATIBHBIN YHHBEPCUTET KyJIBTYPBI U HCKYCCTB, YKpauHa); oume Jlewjunckas (Tuweiizepe) — xanangar
nckyccrBoBeeHus (JlarBuiickuii ynusepcurer, Jlaruiickas Pecryonnka); Tepeca Maszena — nokrop uckyccrBoBeneHus (JIbBoBckas
Hal[MOHaJIbHAs My3bIKabHas akagemus uM. H. B. JIbicenko, Ykpauna); X. b. Ilamens — noxrop ¢punocodun B 061aCTh HeAarornyecKux
Hayk, npodeccop (LlenrpanbHsiit yanepcutet I'ymkapara, Pecryonuka Unans); Anuna ITudnsinckas — KaHAUIAT UCKYCCTBOBEICHHUS,
noueHT (KueBckuil HallMOHANIBHBIA YHHBEPCUTET KYJIBTYpPbl M MCKYCCTB, YKpauHa); Eezenuit Poii — JOKTOp MCTOPUYECKUX HAyK,
npodeccop (KueBckuii HalMOHATBHBI YHUBEPCUTET KyIBTYPBl U MCKYCCTB, YkpauHa); Jioomuna Pomaniok — JOKTOP TICHXOJIOTHH,
npodpeccop (JIbBOBCKHI TOCYIapCTBEHHbBINH YHHBEPCUTET BHYTPCHHHX JeN, YKpanHa); OQnez CMOnAK — JIOKTOP MCKYCCTBOBCICHUS,
npodeccop (TepHONOIbCKHUH HALMOHAIILHBIH ITelaroruyeckuii yuuBepcuteT uM. B. I'Harioka, Ykpauna); Puuapo Cmonsckuit — JOKTOp
HCcKyccTBOBeeHH), mpodeccop (bemopycckas rocynapcTBeHHas akaaeMus HCKyccTB, Pecrybmuka benapycs); Hzops FOOKun — 10KTOp
MCKYCCTBOBEJICHHUS, 4jleH-KoppecnonaeHT HarmonansHol akaaeMHn MCKyccTB YKpauHbl, BeIylnid HaydHbli coTpynuuk (MHCTHTYT
HCKyccTBOBeAeHNsI, (porbknopuctuky, stHOomorud uM. M. T. Pouibckoro HarmoHaneHOM akageMun HayK YKpauHbl, YKpanHa).
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Abstract

The purpose of the article is to study the nature of the ritual relationship and theater on the example
of the Muslim ceremonial theatrical performance of the Ta'zijah — the Shi'i passion play. The chosen
problem caused the broad context of the study. In particular, the author draws attention to the peculiarities
of the combination of ritual and theater in ancient Greece, as well as in the European and American
culture of the twentieth century. In addition, the specificity of ritual and theater connections in other
cultures, including Chinese and Japanese, is monitored. Considering the ancient ritual action in terms
of theatricality and perception of the seen, the researcher turns to the artistic practice of the American
avant-garde theater of the 1960's and 70's. Particular attention is paid to the influence of the Muslim
ritual theater on the European theatrical culture of the twentieth century: the famous director Peter
Brook's impression from the revival of the ceremony in Iran in the 1970's. At the same time, the author
insists that Ta'ziah is practically impossible to adequately perceive outside the social, cultural and
religious context. One of the reasons for this is that viewers become part of the action as well as
performers, while a detached skeptical public cannot take part in the action which is deprived of faith.
Focusing on contemporary non-religious tendencies in European and American theaters, the researcher
comes to the thought of the German theater critic Ericks Fischer-Licht, who views non-rationality in the
context of contemporary performative culture. In this regard, he resorted to the general characteristics
of performative, outlining the ideas of Antonina Arto, Jerzy Grotowski, Peter Brooke and others.
The research methodology is mainly based on the comparative method, which involves comparing
the archaic rituals of different cultures from the ancient to the Far Eastern, as well as the features of
the combination of ritual and theater in these events. An important theoretical basis for the study was
the work of the performance theorist Richard Schehner and his mentor Anthropologist Victor Turner. In
addition to cultural anthropology, the researcher uses the theoretical works of contemporary European
theater critics, in particular Ericks Fischer-Lichte advocating the exclusive influence on the spectator
of the ritual performance of the Ta'ziah. The novelty of the work. For the first time in a complex way
involving a broad context, using a comparative approach, based on cultural anthropology and based
on the study of art, the connections of ritual and theater have been investigated on the example of
the Muslim ceremonial theatrical performance of the Ta'ziah. Conclusions. We have shown that ritual
and theatre are not identical, though they may be similar.

Keywords: ritual; theater; ritual drama; Arabic world; Muslim religion; performative culture

Relevance of research topic

The ta’ziyah, which will be discussed in this article, is the Passion Play performed
annually by Shi'ite Muslims, notably in Iran and Syria. It is the only significant theatrical
manifestation in the Islamic world that came into being before European influence
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began to stimulate the pioneers of modern Arabic drama. This tragic drama, which is at
once a religious ritual and a dramatic performance, recounts the martyrdom of Hussein,
son of Ali the fourth Caliph of Islam and the Prophet's son-in-law. Although intensely
controversial because Sunni Muslims do not accept the Shi'ite veneration of Hussein,
the ta’ziyah can be regarded as in some ways an indication of one possible direction an
authentically Islamic theatre could take. Certainly it cannot be emulated because of the
unique circumstances surrounding its inception and development, but since it is beyond
doubt the most important example of a native drama uninfluenced by Western models,
it cannot be ignored.

Analysis of the previous researches and research methods

The problem of links between theatre and ritual was best characterized in the research
works by Eric Csapo, Christopher Innes, Erika Fischer-Lichte, Margaret Miller. Also any
discussion about Islamic theatre must involve a discussion of the nature of Islamic
culture, and it is obvious that, depending on the viewpoint adopted, the term “Islamic”
has had, and can have, a wide variety of distinct though related meanings. This is too
vast a subject to be thoroughly explored in this study, but it will be argued later that
a theatre that can legitimately be described as Islamic as well as Arab is possible, and
might even become popular. Many aspects of Islamic culture — or, rather, Arab culture —
may be brought within the realm of the theatrical arts, including folk tales, and the daily
life of Arab people. More specifically Islamic subjects might include clashes of religious
opinion and their social effects and, more esoterically, the drama of the Soul's relationship
with God. To give one example, Attar's Conference of the Birds, a celebrated Sufi text,
has been given a theatrical presentation albeit by a European director, Peter Brook.

The purpose of the article

This article will consider the possibilities of a theatre that could be said to be
Islamic — in a broad sense — as well as Arabic. In order to understand certain aspects
of serious Arabic theatre, especially the phenomenon of the ta'ziyah or Shi'ite Passion
Play, an understanding of the nature of the relationship between ritual and theatre is
important. Also, since many of the influential pioneers of theatre in the last century saw
Ancient Greek theatre (among others) as in some ways a model for their own practice,
it is necessary to consider the nature of theatre (specifically Tragedy) in Greece, and
particularly the effects of late nineteenth and early twentieth-century theories on these
pioneers. The article also discuss the attempts of the performers, especially in the USA,
to create forms of “ritual theatre" within the context of an oppositional and transgressive
avant-garde, since it is important to understand how the notion of an avant-garde has
influenced the development of the great variety of experimental theatre now being
practised not only in the West, but at prestigious festivals throughout the Arab world,
despite assertions on all sides that the avant-garde is dead.

A renewal of the theatre is long overdue in the Arab world. Serious theatre scarcely
exists outside institutes of theatrical arts and has been in decline since the late 1970s
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for a variety of reasons. This is partly due to the lack of an Arabic or Islamic theatre
tradition. In the Arab world theatre has never enjoyed the high status given to poetry
and, later, to the novel. In the late 1960s and early 1970s, however, it was seen by some
practitioners and critics as having the potential to become a powerful force for social
change after the disaster of the Six-Day War against Israel, but this promise was not
fulfilled. Never as popular as cinema or, later, television drama, theatre is now largely
but by no means exclusively a matter of spectacular commercial entertainment. The
dramatic tradition imported from the West, particularly the ideas, styles and modes of
such very different playwrights as lonesco, Sartre and Brecht, while it stimulated and
diverted a relatively small intellectual elite, did not appeal to the majority of Muslims.
Attempts were made to adapt these modes for Arab audiences, but without lasting
success.

Apart from the ta’ziyah there is virtually nothing that can be called drama in the
Western sense before the advent of a European- influenced theatre in the mid-nineteenth
century, but since many critics have denied the status of drama to the ta’ziyah, seeing it
instead as a religious ritual, it seems useful to consider here the relationship between
ritual and theatre, which is a controversial one. And while the ta’ziyah is not central to
Islam, and is religious rather than sacred, as the Iranian scholar Seyyed Hossein Nasr
asserts, it' points to the nexus between Islamic spirituality and Islamic art (1987, p.10).

The main material presentation

While the origins of the European dramatic tradition may be found in the rites of the
ancient Greeks, it does not follow that the theatre itself involves ritual except according
to a very loose definition. While it is difficult, if not impossible, to define “ritual” with
a formulation that is universally acceptable a rite may be defined strictly as “a formal
procedure or act in a religious or other solemn observance” (Shorter Oxford English
Dictionary, 1973, p.1837). To say that theatre is, or should be, a phenomenon of this kind
is to distort the meaning of the word "“rite" or to entertain unrealistic hopes, if the intention
is to unite performers and audience, though a sacred art, in a closer apprehension of
the divine. Theatre of this kind cannot simply be willed into being, although a "religious”
theatre that draws on the faith of a community of believers is possible today, as can
be seen in the ta’ziyah of the Shi'a Muslims. Sacred rites can be intensely theatrical,
however, and this observation may have encouraged certain practitioners to seek to
make of the theatrical experience a kind of religious or even sacred rite. Some critics and
scholars, too, have attempted to equate theatre with religion, although such attempts
are often founded on questionable assumptions. A rite requires a space in which to be
performed. There can be no ritual without communal participation, whether of a small
elite of initiates or the adult population of a city. Ritual spaces depend on contexts,
cultures, and locations. Perhaps what these spaces have in common is that they are
realms of power. The gathering of believers leads to a community sharing an event
that often brings together art, architecture and people.

Jamsheed Chosky connects ritual spaces to individual desires and collective
interpretations of communally held conceptions of and attitudes towards life and
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death: “Notions of ritual space, and patterns of behaviour within such spaces, seem
to be intrinsic to individual aspiration and collective resolution as sectarian groups
organize means of rationalizing life and death. Ritual spaces are assembled so
believers may be conditioned to comprehend a religious belief" (Malekpour, 2004,
p.21). They are designated as “pure, holy, and sacred" and thus are intended to promote
a sense of order. The world as imagined and the world as it exists may be bridged
by the ritual space and the symbols contained within it; the ritual allows the human
and the divine to meet. Chosky also regards ritual spaces as a means towards the
accomplishment of an event of significance for the community. To phrase it another
way, ritual spaces serve as locales of forced dynamics in which spatial cues trigger
a series of concepts and events directed at the hope of achieving an aspired goal
(Malekpour, 2004, p.22).

By performing in the ritual space, believers learn "how to deal, accept, and move with
the unknown" (Deslauriers, 1992, p.192). Rituals allow them to enact and experience
sacred knowledge. A large aspect of this enactment is not merely the remembrance of
the sacred but also how the “personal, communal, and spiritual intentions and purposes
and their sacred connection are reaffirmed”. One relives the revered and participates
within the divine narratives. Crucial to rituals is how the person communicates and
unites with others' intentions and affirms community; thus ritual spaces connect people
and establish relationships, roles and positions. Through ritual, unity among believers
is attained (Deslauriers, 1992, p.192).

In the Islamic tradition, or rather the tradition of Sufism, which its initiates regard as
the heart of Islam, we find the esoteric practice of the Santa or spiritual concert, which
Nasr explains as follows:

The Sama must be performed with a “closed" audience where the members participate
in the spiritual ambience created through the power of their own inner forces. To
a mere onlooker without faith and spiritual discipline a session of Sama would turn into
something else: [...] we are faced with an important and basic principle related to the
sacred: that is, to understand and fully appreciate the sacred in all its manifestations,
including the artistic, man must believe in the sacred and participate in it. Otherwise
the sacred hides itself behind an impenetrable veil that the man's carnal soul — the
nafs of the Sufis — draws around the immortal core of man's being, thus cutting it off
from the vision of the sacred. (Nasr, 1987, p.80).

Theatre today, while not a religious ritual (allowing certain exceptions such as the
ta’ziyah), has features which connect it to ritual. Certainly a theatrical performance may
be an event of significance for the community it serves. It may address matters of life
and death, but without necessarily seeking to bring about a resolution. It may be a space
where intentions are communally affirmed, or it may seek to challenge the audience's
assumptions, building and then undermining connections between individuals and the
community in order to provoke critical thought, as in Brecht's Epic Theatre'.

'For many of Brecht's statements on the Epic Theatre see John Willet, Brecht on Theatre (Great
Britain: Methuen Publishing Limited, 2001); see also Peter Brook, The Empty Space (London:
Penguin Books, 1969), pp. 86-88).
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The great variety of possibilities open to the theatre provides opportunities to create
a theatre that seeks to reaffirm “personal, communal spiritual intentions and purposes”
and even "their sacred connection”, but in present conditions this attempt to return to the
roots of the drama will only be successful if all the participants share common beliefs.
An Islamic theatre would at least enjoy the advantage of speaking to the audience
united by faith, however much their individual experiences and opinions might differ.
In this loose sense such a theatre could become a ritual, uniting spectators and actors
in celebration of one living experience. The ta’ziyah could be a model for this kind of
theatre, but as it is a unique phenomenon in the Muslim world, the result of highly
specific political, cultural and social conductions, it cannot be imitated.

As an example of a powerful theatrical experience that not only grips and educates
the spectator but also helps unite and sustain the community, however, it may serve
as an inspiration to the theatre artist. But it must be emphasised that a “ritual theatre"
such as the ta’ziyah (whose practitioners certainly do not conceive it in such terms)
cannot be created by the will of the artist, but must emerge from, and be developed by,
the community. Moreover, it would be impossible to attempt to create a “ritual theatre"
of the kind attempted (with a very limited degree of success) by the avant-garde in the
USA, because such a theatre, especially one incorporating elements of Islamic ritual,
would inevitably be seen as an insult to Islam. Even if this were not the case, ritual
theatre of the kind practised in the 1960s and 1970s has been proven to be a dead end,
and so this study in no way advocates its revival in the twenty-first century.

Moreover, strictly speaking, theatre and religious ritual are not the same. Where the
theatrical phenomenon is strongly ritualistic — or to put it in another way, when the
ritual is powerfully dramatic, as in the taziyah — there is disagreement about whether
it is theatre or ritual. As we shall see later, many scholars and critics deny that the
ta’ziyah is theatre at all. This controversial state is one reason why the ta’ziyah is such
an interesting example of tragic drama, but it also helps to explain why it has as yet
had little discernible influence on theatre in the Muslim world.

Religious rituals tend to communicate meanings that do not permit individual
interpretation beyond an orthodox understanding, but drama is fundamentally
characterized by the its means of expression, which enable it to communicate to each
individual within the audience, and allow the spectators, during their encounter with
the play, to create meaning, their own meaning, the meaning of the play had — both
intellectual and affective — for each of them.

In East Asian theatre ritual drama or dramatic ritual may be observed in “magical
plays" or “shamanic plays". In these, ritual is presented on stage, and involves the
“exorcisation” of evil spirits and demons. In one performance, an actor dressed as
a white tiger chases a black-clad "demon” away. The audience must keep its distance
and not speak to the white tiger; otherwise they will commit taboo. These performances
are clearly considered to be important rituals. As well as driving away demons, they
may also lure good fortune; here the power of the dramatic ritual performances brings
luck, wealth, and prosperity (Bell, 1997, p.165). Such ritual performances, Bell notes,
are always given in temple settings as dances, and in order to “re-enact sacred events"”
which may vary from the creation of the universe to the movement of ancestors, others
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being "narrative tales presented to entertain the gods" and thus involving sacrifices
as the bridge between the human and divine worlds (Bell, 1997, p.111). We should
note here that the ta’ziyah as drama, and the religious practises of which it forms
a part, are centred on the self — sacrifice of Hussein as hero and martyr, and call on
his devotees to sacrifice themselves in the cause of justice and for the sake of Islam?.

Thus, in other cultures, the concepts of ritual and theatre are not as distinctive as
in the Western perspective. Bell comments that “If traditional Chinese theatre is full
of ritual, it is not surprising to find that traditional Chinese ritual is full of theatre".
(Bell, 1997, p.166). In many traditions, such as these of Chinese theatre, the temple
becomes a stage and a ritual precinct in festivals; the stage is even considered "an
extension of the temple"” and so the actors and other performers see to it that they
pay their respects to the deities by dedicating the performances to them: "The whole
acting troupe participates in the public offerings that accompany the temple festival”.
Before the troupe approach the stage, they stop by a backstage shrine dedicated
to their patron deity in order to pay their due respects (Bell, 1997, p.165). It is not rare
in Chinese culture to invite acting troupes to Daoist rites of the dead; the actors perform
rituals to prevent demons and malevolent spirits from interfering in the journey of the
deceased.

The two most celebrated forms of Japanese theatre — No and Kabuki — both originated
in shamanic ritual®, (Ortolani, 1990, pp.91-92; p.163-165) but whereas no developed as
an aristocratic art that in no way challenged the ethics of fourteenth — century society,
Kabuki from the first was a theatre of social outcasts that scandalised the ruling elite
of the Tokugawa period (1603—-1868). The aim of No, according to its perfecter and
chief theoretician, Zeami, (1363—1443) is to create in the audience "an enraptured
forgetfulness of itself. The art of the performance will then have the quality of being
inexhaustible in its depth and constantly elegant” (Ortolani, 1990, p.112). The Master
actor has the spiritual power to place the audience in a state of trance, for his mind has
spontaneously “reached unity with mu (nothingness) and Ku (emptiness)” (Ortolani,
1990, p.133). While the spiritual quality of no, whose shamanic power operates "“in
the gray area between Shinto and Buddism" (Ortolani, 1990, p.92) had a considerable
influenced on Yeats (Innes, 1981, p.7). Kabuki had no influence on the later European
or American avant-garde, despite its association with violent contestations of the
Tokugawas' Confucian codes and embodiment of protest against the established order
(Ortolani, 1990, p.152). Its shamanistic features are evident in the figure of the hito-kami
or "man-god" a superhero possessed by a divine power. The audience would throw
coins on to the stage when the great actor Danjuro portrayed a divine being, as they
believed him to be truly possessed by the spirit of the god (Ortolani, 1990, p.164-165)

2Erika Fischer-Lichte has written a study of ritual and sacrifice in the theatre of the twentieth
century which is pertinent to this study but cannot be considered in detail here. See Erika
Fischer-Lichte, Theatre, Sacrifice, Ritual: Exploring Forms of Political Theatre (Abingdon & New
York: Routledge, 2005).

3See Benito Ortolani, The Japanese Theatre: From Shamanistic Ritual to Contemporary Pluralism
(Leiden & New York: E. J. Brill, 1990), pp. 91-92, 163-165.
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Having considered briefly the ta’ziyah, to which we shall return shortly, and other
examples which demonstrate that in certain cultural contexts theatre and religious
ritual can be so close as to be indistinguishable, or that theatre can be infused with
religious and ritual elements, we shall now turn to discuss the case of ancient Greek
tragedy, which has had an enormous influence on European culture and on its theatre,
whether “ritual” or not. Hugh Hunt remarks that "Aristotle's explanation of the origins
underline the principle that, wherever theatre appears, it does so as a development of
aritual” (Hunt, 1962, p.62). While Tragedy's origins in the Dithyramb were undoubtedly
religious, it is doubtful that by the time of the “classical moment" of Tragedy in the fifth
century BC witnessing a tragedy was not a “ritual” in the strict sense given above. But it
was certainly part of the rites of Dionysus, in which the god was honoured with music,
poetry, dance, song, and poetic drama.

In Athens the festival reached its climax with the three-day competition among
producers, performers and poets of tragedies. The victor gained instant fame, status
and prestige. The audiences would have known the titles in advance, and as Christopher
Collard points out, the plot would have been taken from a familiar myth; “but each fresh
dramatisation nevertheless invited variations in detail and emphasis, with continuing
scope for surprises to both emotions and intellect” (Aeschylus, 2003, p.15).

While the Dionysia was beyond doubt ritual in nature, the celebration being strongly
formalised, besides being traditional it was “political” in that it demonstrated the
communal values of the polis, and through the middle of the fifth century "the Great
Dionysia came increasingly to focus and display the ethos of a proudly democratic but
frequently selfquestioning city” (Aeschylus, 2003, p.16).

The three great tragic poets of the period — Aeschylus, Sophocles and Euripides —
treated myth, politics, and social and moral issues differently, and Tragedy thus was,
in this sense, more dynamic than the ta’ziyah, which we must nevertheless recognize
as tragic drama. Moreover the Dionysia also presented comedy, which was a drama
of political satire and travesty. Thus the Greek achievement was richer than the term
“ritual theatre" might imply today.

Tragedies became rituals of purification, an attempt to restore order and “communal
solidarity" as the audience shares the suffering of the character. Tragedy was indeed
a “collective and theatrical experience” which then become present and intervening in
the lives of the Ancient Greeks. M.S. Silk further theorizes that the ritual of tragedies
“reaches out to the spectators in its inclusiveness" in order that they should take part
in the lamentation that the ending inevitably brought about. Silk argues for “a sense
of closure" that did not involve an acceptance or a resolution, but audiences were
able to feel sympathy for the tragic hero and might be moved to carry on his legacy;
(Michael ed., p.157) this tragic effect is also found in the ta’ziyah. Thus solidarity was
shared among the performers and the spectators as the theatre embraced the audience.
At the end of the performance the spectators were enabled to reflect and contemplate
on what they had witnessed.

Dionysus was clearly central to the Ancient Greek theatre, but thus centrality has been
conceived in different ways during the past century. Ronald Vince cites the theories
of Gilbert Murray regarding how the god Dionysus functioned in that theatre and how
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his rituals were translated to drama. Murray's argument is that the theatre's origin lay

in ritual:

1. Tragedy is in origin a Sacer Ludus, a ritual dance, representing normally the action
or the supposed historical cause of some current ritual practice.

2. The dance was originally or centrally that of Dionysus, performed at his feast, in his
theatre.

3. Dionysus was the Eniautos-Daimon or vegetation-god, who, like Adonis and Osiris,
represented the cyclic death and rebirth of the world, the tribe's lands, and the tribe
itself.

4. Tragedy and comedy represent different stages in the life of this vegetation-god or
"“Year-Spirit"; tragedy leads to his death and threnos (lamentation); comedy to his
marriage feast and komos (celebration) (Vince, 1984, p.14; Murray, 1957, p.34).

As the anthropologists Eric Csapo and Margaret Miller point out, Murray was a member
of the co-called Cambridge Ritualists, a diverse group of scholars mainly inspired by the
work of Jane Harrison, whose Themis (1912) showed her “genius for amalgamating the
most disparate currents in the intellectual environment of her day”. (Csapo and Miller,
2007, p.25). She combined, among others: Nietzsche, who traced the birth of tragedy
to the ritual representation of the “passion” of Dionysus, who was tom apart by the
Titans; and Frazer, whose theory of the "dying god" formed part of his ultra-rationalistic
anthropology. The Cambridge Ritualists deserve mention not because their notions
are still taken seriously by scholars, but because their ideas had an enormous impact
on subsequent generations, and particularly on the development of theatre.

It is important to emphasise here that it cannot be assumed that drama developed
out of ritual. Contemporary anthropology is, in any case, "much more interested in the
theoretical and synchronic relations between ritual and theatre than in any genetic
or historical relationship” (Csapo and Miller, 2007, p.1). The Cambridge Ritualists,
however, asserted that while ritual was universal, drama appeared to be a uniquely
Greek achievement; and indeed "Greece still maintains a privileged position in universal
theories of the origin of drama. It is not yet possible to say whether this position
is justified” (Csapo and Miller, 2007, p.2).

While the comparative approach of the Cambridge Ritualists was influential among
the wider public, it was received coldly by Hellenists, who tended to see the notion
of a close connection between ritual and theatre — especially tragedy — as tarnishing
their "pride in the unique splendour of the Greek miracle itself" (Csapo and Miller, 2007,
p.3). Now, however, scholars have reasserted the ritual character, contents and function
of Greek drama, with the result that it looks much less like drama as we know it. “This
has implications for the broader exercise of crosscultural comparison, opening the door
to a less overtly Hellenocentric and Eurocentric approach to the comparative study
of the question of drama'’s origins". (Csapo and Miller, 2007, p.3). Csapo and Miller go
on to articulate a general statement which is extremely useful for our understanding of
not only the ta’ziyah but also theatre as a cultural phenomenon: There is [...] no longer
any question of "quantum leaps" from ritual to drama. The categories of ritual and
drama are not so much divided as joined by a continuum, and, indeed, anthropology
has generated a third term that marks the middle range of this continuum, namely,
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“ritualdrama". It is hard to conceive of ritual without some element of drama or drama
without some element of ritual (Csapo and Miller, 2007, p.4).

A detailed examination of the origins of drama in Greece lies beyond the scope of this
study, which will therefore not consider the contribution of Aristotle to the debate. A few
points can usefully be made here, however. First, it is hard to draw the line between
religious and secular in any premodern culture, especially In the case of Greek drama,
which was religious insofar as it was based on myth. Second, drama at Athens was
participatory; most male citizens participated in the dramatic choroi at some time in their
life. This “created a bond of community and empathy between audience and the majority
of performers” (Csapo and Miller, 2007, p.5). Thus the choral function was both a ritual
element within drama and a symbolic extension of the audience within the drama.
Third, Greek tragedy seems to have been considered in terms of its "efficacy” and not
of its aesthetic value; Aristotle describes the pleasure of drama "either in ritual terms,
notoriously as Katharsis [...], or it is a cognitive pleasure linked to moral and political
education” (Csapo and Miller, 2007, p.7).

Eventually, the fall of Athens would bring about the demise of ritual theatre in Greece.
As other city states were building their own theatres and drawing on the culture and
tradition of Athens, Athenian theatre was transported outside Greece. The destruction of
the civic pride that Athenians held dear also destroyed the faith in their gods, including
Dionysus. "Faith in the gods began to give way to scepticism; patriotism and idealism
degenerated into materialism” (Hunt, 1962, p.25). This is seems that without “faith in
the gods" ritual theatre cannot survive or be created. As we noted, Nasr's view is that
to fully appreciate the sacred, man must believe in the sacred and participate in it.

By far the most important manifestation of a truly Islamic drama is the taziycih, which
was the only form of serious drama to have developed in the Islamic world before the
advent of a theatre inspired by European models. Therefore we will here merely outline
some of the salient features of the ta’ziyah as an example of ritual drama or dramatic ritual.

The ta’ziyah is a form of ritual theatre stemming from the mid-eighteenth-century
fusion of ambulatory and stationary rites that had coexisted for over a thousand years.
At first these plays were performed in market places and town squares, later in private
houses among other places. Finally special buildings known as takiyas or Husseiniyyas
were constructed for their staging. These buildings may certainly be categorised as
“ritual spaces” (Gibb ed., 1960).

The traditional attempt to distance the actors, who are both amateurs and professionals
and are all male, even those playing female parts, from their roles in a manner that
might, albeit anachronistically, be called Brechtian has been abandoned in many recent
productions. Under the influence of styles of acting used in the cinema and television,
the actors identify with their roles to such a degree that they become carried away,
with potentially explosive results. This danger to the actors comes from the spectators,
whose emotional involvement with the drama is extremely intense, especially on the
final day of the proceedings, when the events of “ashura”, the tenth day of the month
of Muharram are enacted.

It was on this day in 680 CE that the Prophet's grandson Hussein was martyred
by the force of Caliph Yazid at Karbala in present-day Iraq; his suffering and death
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are mourned by Shi'ites worldwide. In Persia the rituals of mourning came under royal
patronage when Shi'ism was established as the state religion in the sixteenth century
under the Safavid dynasty. More recently, after a forty-year period of eclipse during
which the ta’ziyah survived only in the countryside, the revolutionary authorities in Iran
encouraged performances and it is now well established.

The physical form of the takiya enhances the dramatic interplay between actors
and spectators and makes of the ta’ziyah a true manifestation of ritual theatre. This is
theatre-in- the-round. The main performing area is a stark, curtain-less raised platform
in the centre of a sandy circle; the circle is used to portray battles, journeys and changes
of scene. The action sweeps from the central stage into the surrounding audience and
back from the periphery, enveloping and drawing in the spectators, who often become
active participants in the drama (Gibb ed., 1960, pp.406-407).

The core of the repertory is the plays devoted to the Karbala tragedy. The passage
of Hussein from Medina via Mecca to his martyrdom and those of his sons and
followers is represented in some ten plays in as many days. This extended period of
performance can be compared to the three-day festival of tragic drama experienced
by the ancient Athenians, but the experience of the devotees of the Shi'a ritual is
perhaps even more intense, since it is charged with extreme emotion which reaches its
greatest pitch on the tenth day. The reenactment of Hussein's martyrdom is presented
in such a passionate style that even a nonbeliever may be profoundly moved. Peter
Brook was one of the more recent western witnesses of the drama, which he saw in
1970. He was greatly impressed by its dramatic qualities and wrote enthusiastically
of its virtues (Brook, 1994, p.38).

In order to understand the ta’ziyah it is necessary to understand the notion of al-
shahadah (martyrdom), for it is al-shahadah that drives the characters to their tragic
destiny. Hussein and his followers went to war knowing that victory was impossible
and death was certain. Yet Hussein was shown as consenting to, even welcoming,
martyrdom in order to protect the basis of Islam. His death made him a living symbol
and role model for those who seek truth and justice in this world. In Iran his name is
synonymous with such virtues as a selfsacrifice, purity and justice, and he is regarded
as the peerless tragic hero of Shi'a Islam.

Shi'ites consider the ta’ziyah to be a "holy theatre" that reflects not only religious
but also cultural and political life, especially in Iran (Malekpour, 2004, p.28). Despite
Brook's enthusiasm, it is difficult to see how the ta’ziyah could be performed without
some distortion or loss of significance outside its social, cultural and religious contexts,
although this has been attempted, with controversial results. Unlike Greek tragedy, it
is unlikely to be able to travel outside the milieu that gives it meaning. Seyyed Hossein
Nasr, the eminent Iranian scholar, is adamant that theatre which has a religious meaning
relating to sacred truths and events loses its power and significance when taken out
of its context. He argues that the ta’ziyah can have efficacy and meaning only in the
traditional context for which it was meant. The audience is as much a part of the play
as the actors, and both participate with all their body and soul in the events of sacred
history that are retold on the stage. A sceptical audience, which because of lack of faith
cannot participate wholeheartedly in the tragedy of Imam Husayn and his companions,
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already destroys through its presence the drama's spiritual climate. [...] destroys that
unity between performer and onlooker that belongs to the very essence of the ta’ziyah.
How much more would this climate be destroyed by directors and actors whose interest
in these matters is purely external, people who have sufficiently fallen out of their own
tradition to consider it as “interesting” (Nasr, 1987, pp.79-80).

Nasr, who is an authority on the spiritual and religious meanings of Islamic art and
especially the art of Persia, is uncompromisingly extreme in his view of the value of
tradition, yet in this case his words are powerfully persuasive and seem pertinent to the
decline of ancient Greek tragedy. They may also give pause for thought to those who
might seek to revive “ritual theatre" according to their own lights in our own time. Such
a project is fraught with difficulty, especially when it is based on ways of thinking and
feeling which are not easily communicated to an audience used to the conventions of
naturalism or who regard such experiences as no more than “interesting".

In the last century many Western theorists and critics, playwrights and directors
became dissatisfied with the condition of theatre and sought to revolutionise the
naturalistic tradition by abolishing the fourth wall, experimenting with other innovations,
or creating a new type of theatre altogether on radically different principles. Some of
these innovators sought to recreate a way of performing and receiving that might be
called ritual theatre.

Whatever the particular conception, many contended that in the nineteenth century
or even long before, with the decline of Greek theatre, something essential and of
fundamental value had been lost. Some of these innovators de-emphasised the literary
text or abandoned it altogether, viewing the body as the basis of a new language of
theatre that could connect directly with the spectator. Some looked to dreams and
visions, seeing in them a metaphysical reality transcending logic and reason. Where
text was used, it often consisted of poetic utterances and eschewed plot development
and characterisation. In all these cases naturalism is abandoned as inimical to the
potential of theatre to bring together performers and spectators in a powerful collective
experience. Their successors have continued this vision in a variety of ways.

Any discussion of ritual theatre in its recent or current manifestations must
acknowledge that the term itself is conceived in such a variety of ways that any positive
definition will be almost meaningless. It is easier, looking at the various manifestations
of commercial theatre, musicals, spectacles and revivals of the drama of earlier periods,
to say what it is not. Nor is it the same as "experimental” theatre, which may contain
few elements of ritual or none at all. It should not be confused with the ritual of the
theatre, which concerns the particular pleasures, of the mind as well as the emotions,
to be gained by witnessing a powerful drama. Hugh Hunt's comment could be applied
to an Athenian audience as well as to a modern one: The ritual of the theatre is, then,
a meeting-place between our imagination and our reason. Perfect harmony between
those two aspects of our minds provides the greatest experience (Hunt, 1962, p.5).

By contrast, some conceive theatre as a "magical ritual” that will have a "healing"
and curative effect on the spectator. Theatre as ritual reconnects man with nature,
which provides sustenance and replenishment. This view harks back to a time when
theatre and ritual were indistinguishable, and “man found himself indivisible with
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Nature and the so-called gods were natural subtle powers" According to Erika Fischer-
Lichte, ritual theatre has the power to heal a humanity suffering from the harsh, chaotic
conditions of rationalism, logocentrism and civilization. Banishing “the gods" from the
theatre and stripping the theatre of its capability to “recreate life and humanity in the
spectator” cause theatre to lose its essence and significance (Fischer-Lichte, 2005,
p.296). Many would disagree with Fischer-Lichte's formulation, but it seems that this
twentieth-century phenomenon cannot be separated from a disillusionment with the
ideals of the Enlightenment and its emphasis on progress, reason and civilisation;
and it is undeniable the West in that century witnessed a great deal of retrogression,
unreason and barbarism.

Theatre in the Arab world now consists of two main branches: commercial theatre
and experimental theatre of the kind that is performed at international festivals. But
while “ritual theatre" is nowhere to be found, the experimentalism currently in fashion
appeals only to an educated elite. It would not be true to say that challenging theatre
is absent, but it is only challenging in the context of the political and religious conditions
of the Middle East, where censorship is still a fact of life — although there are some
reasons to hope that the more democratic societies are making progress in this regard.
But experimental Arabic theatre, generally speaking, is without any kind of theoretical
underpinning, and is all too often an exercise in style. In this respect it is similar to
much that is produced in the rest of the world. As Aronson remarks, the avant-garde
has, in a sense, achieved its goal, since its “visual style and rhythmic structures [...]
have been absorbed into and permeate fashion, music, graphic art and a variety of
media, which in turn feed back into multimedia performances, performance art, and
the hybrid theatre of clubs and discos” (Aronson, 2000, p.211). This transformation
has come about largely through the combined forces of technology and popular
entertainment.

While Fischer-Lichte sees performance as a transformative process and even finds
the possibility for tragedy in the exploration of the relationship between the individual
and the community, she does not consider such a theatre as religious. Others see
religion everywhere in the theatre.

As we have noted, the ideas of the Cambridge Ritualists had a huge impact on
twentieth- century intellectuals. Jane Harrison's evolutionary scheme, which was based
on the emergence of an individual as leader (exarchos) of the worshipping collective,
emphasised, through a simplistic set of oppositions, reason over emotion, science over
religion, and the individual over society. The Cambridge Ritualists identified “ritual” with
the second term of these oppositions, but paradoxically, as Csapo and Miller point out, it
was their ambivalence to “the iconic values of nineteenth century anthropology (namely,
rationalism, individualism, Western science, and progress)"” (Csapo and Miller, 2007,
p.26) that accounted for their influence on those writers, directors and drama theorists
who, disenchanted with bourgeois theatre, seized upon the primitive underside of the
link they established between theatre and ritual. This trend culminated in the theatre of
the late 1960s through the 1980s with the work of, among others, Grotowski, Brook and
Schechner, but the impact can be seen much earlier, in the 1930s. The most important
theorist of this period is generally considered to be Antonin Artaud.
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Artaud's theories, if they can be so called since his writings are notoriously obscure,
have had an enormous influence on theatre, whereas his practice has been neglected.
We cannot discuss either in any detail here, but he was above all concerned with the
primitive ritual function of theatre. He was not the first to emphasise this, but as Innes
notes, "with Artaud the focus on dreams and the primitive levels of the psyche becomes
extended to include savage roots and primitive cultures” (Innes, 1981, p.58). At first
influenced by Alfred Jarry, he took the Balinese theatre (mistakenly) to be an example
of the kind of theatre he was seeking to create. Artaud sought to reintroduce magic,
thereby destroying logic and reason and replacing them with irrational spontaneity
and delirium, which would bring about an emotional purgation analogous to catharsis
in Greek tragedy. This was to be accomplished through a process of “sympathetic
magic”, a concept borrowed from Frazer. This delirium would, like the plague, exorcise
repressive behaviour patterns in society as a whole by affecting the tiny audience of
Artaud's theatre and then infecting the population at large. Theatre would have to
“develop a ritual language by rediscovering universal physical signs, or "hieroglyphs”,
while verbal expression became incantation” (Innes, 1981, p.59). These are the basic
elements of Artaud's “Theatre of Cruelty”, which also inverted the values of good and
evil — a characteristic of the avant-garde since Strindberg. While Artaud's own practice
exemplified a total control of all the elements of production, his theories have led to
his being regarded as a prophet, tragic visionary and hero, and shamanic reinventor
of theatre, principally because they are, in Innes's words, “closely associated with our
existential uncertainties” (Innes, 1981, p.60).

Because Artaud was apt to exaggerate to an extreme degree, his writings promise
something much grander than could ever be achieved in practice. It is their inspirational
quality that influenced Peter Brook and Charles Marowitz in the 1960s, and his many
self-proclaimed disciples in the USA, including Schechner, Beck and Malina. The fact
that Artaud's audience, the sophisticated Parisian bourgeoisie, was rarely shocked and
never transported to a state of delirium by his theatre in practice has not prevented his
admirers from taking his ideas as a blueprint for their own creative work (Innes, 1981,
p.62; p.99). This is not to say that Artaud's work does not contain vital and imaginative
elements, but its inherent weaknesses have been obscured by his power to create
enormous enthusiasm among those who wish to abolish the bourgeois theatre and
replace it with a liberating theatrical ritual. Brook, who presented Artaud's Spurt of Blood
in 1964, and Grotowski, whose theatre is predicated on the self-transcendence of the
actor, epitomise this approach. And yet, as Innes remarks, "the basic problem facing all
the inheritors of Artaud who seek to affect spectators directly by using rituals” is that
they have no choice but to do this "“in the modern secular context where these have no
religious significance and therefore no subjective value for the public” (Innes, 1981, p.135).

In the Arab world, as we noted earlier, the problem is not that the context is secular but
that itis religious, and so a ritual theatre that is imposed from outside is an impossibility,
although there is currently a plethora of experimentalism which has failed to attract
a broad public.

In the USA Artaud's theories, together with the work of Brook, Grotowski, Mnouchkine
and others, influenced avant-garde creators and directors to embrace ritual ideas
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precisely for their revolutionary potential. Ritual theatre offered a means to change society
through the building of a community that would come into being through “the active
sharing of collective emotions, group katharsis, and [...] the chance to experience
other humans concretely”. It "also implied the efficacy of performance, an efficacy
which extended beyond the individual psyche and offered a tonic to society at large”
(Csapo and Miller, 2007, p.27). In 1968 Richard Schechner (a trained anthropologist and
a student of Victor Turner) presented Dionysus in 69, the key work of American ritual
theatre. The play, a version of Euripides' Bacchae, was "hyperritualized with such non-
Euripidean extras as an initiation by the god of the audience, a New Guinea birthing
ritual, and a death ritual” (Csapo and Miller, 2007, p.27). Schechner's stated aim was
to rediscover the efficacy of performance as a ritual experience.

Dionysus in 69 influenced a host of theatre artists and Schechner's articulation
of performance theory has had an even greater impact. Performance theory sees
performance as fundamentally destructive of social norms and a form of popular
empowerment, and while ritual theatre ceased to be a vital force at the end of the 1980s,
interest in performance theory remains strong, and continues to influence avant-garde
and experimental theatre. The idea that a community can be created through ritual
theatre, however, has prone to be a false hope; or, at least, the nature of that proven
“community” has come to be conceived differently.

Erika Fischer-Lichte is concerned with the power of performance to transform
an audience. Briefly, theatre can bring about this transformation through a reversal
of the hierarchy between text (myth and drama) and performance (ritual, theatrical
performance), and a community is created by the physical acts of the “phenomenal body"
of the actor rather than by his or her “semiotic body". The spectator experiences the actor
as an "embodied mind". She thus contrasts a "textual culture" with a “performance
culture”, and finds in the latter a means of creating a community; but that community
is an aesthetic one which will not cohere after the performance is over. Her theory
rests not only on Turner's conception of “liminal time" but also on the idea of the "rite
of passage" first formulated by Arnold van Gennep, another anthropologist who had
a great influence on twentieth-century theatre.

Van Gennep's theory concerns the transgression of boundaries in the process
of transformation. Fischer-Lichte summarises as follows: This scheme consists
of three phases: (1) the separation phase in which those who are about to undergo
a change are alienated from their everyday life and their social milien, i. e. are removed
from their former place, time, social status; (2) the threshold or transformation phase,
in which the people concerned are transposed between and betwixt all possible realms,
between different worlds which allows for completely new, partly rather disconcerting
experiences — the phase, Turner would later call "liminal”; and (3) the integration phase,
in which the newly transformed are reintegrated into society and socially accepted in
their new status (Fischer-Lichte, 2005, p.36).

Fischer-Lichte argues that although van Gennep's theory applies to ritual, there
is no reason not to apply it to theatre, which is not a ritual experience but can be
similar. The main difference is that in ritual, liminal experience is irreversible and
socially recognised; in theatre, it is neither. Nevertheless a process of transformation
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has been undergone by the audience. Despite the attempts by Schechner and others
to introduce ritual elements into the performances, Fischer-Lichte argues that these
are unnecessary to create an aesthetic community. To demand more is unrealistic and,
moreover, calls for sacrifice on the part of the spectator. In current conditions it is enough
that the new performative culture of postindustrial societies should create temporary
communities "that do not ask for any longer- lasting commitment nor for a collective
identity to emerge” (Fischer-Lichte, 2005, p.257). Fischer-Lichte's view contrasts
strongly with the ideals of Schechner and his contemporaries such as Beck and Malina
of the Living Theatre, as well as with the evident aims and effects of the ta’ziyak but
it articulates a contemporary reality.

What of the avant-garde in this situation? After the demise of ritual theatre in the USA
figures such as Robert Wilson and Richard Foreman emerged, and both are still working,
but according to Arnold Aronson their work has become so thoroughly assimilated as to
have become classical (Aronson, 2000, p.211). Avant-garde theatre began as a radical
movement influenced in the USA by Stein and Cage as well as Artaud and Turner, but the
experiments of forty years ago are now part of cultural history. Wilson's hallucinatory
productions can now be harnessed to fashion shows and rock videos, and Foreman,
who wished to dissolve coagulated thought and feeling and unblock paradise through
the sophisticated use of postmodern irony, has become an establishment figure. If, as
Innes argues, “the base root of all avant-garde theatre is an uncompromising rejection
of contemporary civilisation and existing social structures”, (Innes, 1981, p.188) then
it appears that “there is very little in today's theatre that can be considered avant-garde"
(Aronson, 2000, p.205). Norman Bert, Professor of Theatre and Drama at Texas Tech
University, directly equates theatre and religious ritual as though both perform virtually
identical functions and are similarly organised. Bert argues in a recent article, “Theatre
is religious”, that “theatre is best understood, practiced and criticized” as religions and
not as poetry, rhetoric or entertainment (Bert, 2002, p.1). Bert defines religions as “the
creation and re-enactment of myth for the purpose of realizing — in both senses of that
word as “perceiving" and "making actual” — and celebrating the relationship of human
beings with superhuman, spiritual forces" (Bert, 2002, p.2). This is fairly unobjectionable,
but Bert goes on the explain that these spiritual force include not only the deity or deities,
but also "the Zeitgeist, the organizational power we call natural law, the world-wide
network of consciousness that Teilhard de Chardin called the nousphere, and perhaps
even national and ethnic “spirits”" such as “el Raza" (Bert, 2002, p.3).

One does not have to be a rigid rationalist to see difficulty here, and the article
continues to find analogies for every aspect of religion, as he defines it, in every aspect
of the theatre. He too looks back to the Greeks for the last true manifestation of “the
sacral nature of acting” (Bert, 2002, p.9). There is much more in this vein, all designed
to prove Bert's hypothesis. However Bert never raises the question of the differences
between religion and theatre because in wishing to minimise them he assumes there
are none or that they are, or should be, insignificant.

The novelty of the work. The modern Islamic theatre can fulfil a useful social role by
presenting experiences that will encourage spectators to become more aware of, and
consider more deeply, their relationship with their religion and their society. It cannot
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be a sacred art but it can be a religious one, commenting on every social issue just as
the imam may do in his Friday sermon. It does not, of course, follow from this that such
a theatre must be tied to naturalism. Indeed, the theatre artist should be free to experiment
boldly regarding text, acting styles, and scenography. The theatre must look forward, not
backward. Islamic theatre is fortunate in that it has no golden age or canon of revered
texts, always excepting the Qur'an. It may therefore confidently seek inspiration from
its own heritage without rejecting the productions of other cultures as long as they
are compatible with its purposes, and it should not fear to create new forms.

Conclusions

This article has considered the nature of the link: between ritual and drama, focusing
particularly on phenomena in ancient Greece, the Arab world, and twentieth-century
Europe and America. It discussed the meaning of the ritual space and the activities
performed in such spaces, nothing that the ritual allows the human and the divine
to meet, thus creating unity among the believers. The ritual is only efficacious, however,
when all participants share common beliefs. A ritual theatre such as the ta’ziyah must
emerged from, and be developed and sustained by, the community. It cannot be created
individuals seeking to build a sense of community through exploiting theatre's perceived
revolutionary potential. The destruction of social norms, as we saw in the case of Artaud
and his successors, does not necessarily lead to the efficacy of performance as a ritual
experience.

In the Arab world there is a community of believers united by faith, however much
they may be divided in other aspects of their lives, and so it might be possible to develop
a theatre that might be both Islamic and popular with an Arab audience. Such a theatre
would address issues of social importance and encourage spectators to consider
their relationship with their religion and their society. It could seek inspiration from its
own heritage without being enslaved by naturalism. The staging of the ta’ziyah could
be a useful model in this respect, since it shows that an Arab-Muslim audience can
respond to symbolic, anti-illusory drama. A theatre that could characterised as Islamic
might also serve as an example to makers of experimental theatre, now ubiquitous
at international festivals in the Arab world.

This theatre could not be a “ritual theatre” of the kind created by Schechner, however,
since to bring together elements of Islamic ritual with elements dawn from other cultures
would be incomprehensible to a broad Arab-Muslim audience; moreover, such an
attempted synthesis would be seen as an insult to Islam. Even a "ritual theatre" restricting
itself to the incorporation of elements of Islamic ritual alone would be condemned for
the same reason. It would be more useful to consider Fischer-Lichte's noting of the
performative as a transformative process when thinking about what an Arab-Islamic
theatre could be. Although she is concerned with the experience of an audience who
are not a community. The Arab-Muslim community is not so homogeneous and unified
that her notion of a “temporary community” does not apply. It would b one of the tasks
of an Arab-Muslim theatre, whether are not it incorporated “ritual elements”, to bring
together and help sustain the community it serves. It should be clear, however, that
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| am not advocating a soothing theatre that avoids contentious issues, since | believe
that the theatre should challenge and educate as well as entertain.

We have shown that ritual and theatre are not identical, though they may be similar.
The question for the Arab Muslim artist is whether Islam can be a be a fruitful source
of themes for the contemporary theatre, and whether an “Islamic” theatre — in a loose
sense — can inspire not only forward-looking theatre artists but also audiences,
and engage in the dialogue between the individual and the Muslim community, which
is everywhere in need of such a theatre.
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AHoTauyis

MerTolo cTaTTi € JoCnigKXeHHS NPUPoAY 3B'I3KIB pUTYyasly i TeaTpy Ha NpPUKIagi MycynbMaHCbKOro
006psA0BOro TeaTpasibHOro AicTea Te'3ie — WUITCbKOT nacinHoi n'ecu. O6paHa npobnemaTtmka
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06yMOBMIIa LUMPOKUIA KOHTEKCT [OCTIAXEHHS. 30KpeMa, aBTop 3BepTae yBary Ha 0co6/MBOCTi
NnoefHaHHA puTyany n TeaTpy B aHTUYHIN MpeLil, a TakoX B €EBPONENCHKIN Ta aMepuKaHChKiIl
KynbTypi XX cToniTTsA. KpiM TOro, npoctexyemMo creuudiky 3B'a3KiB puTyany v TeaTpy B iHLWIMX
KyJbTypax, 30KpemMa KUTaicbKil Ta ANOHCbKIN. Po3rnsifatoun cTapoBUHHE puTyasibHe JiNCcTBO
3 nornagy TeaTpanbHOCTI Ta CPUAHATTS No6ayeHoro, AOCHIAHUK 3BEPTAETLCS A0 XYA0XHbOI
NpPaKTMKM aMepuKaHCbKOro aBaHrapaHoro Teatpy 1960—70-x pp. lNeBHy yBary npuaineHo BniMBOBI
MYCYNIbMaHCbKOI0 pUTyanbHOro TeaTpy Ha EBPOMNeNCbKy TeaTpasbHy KynbTypy XX CTORITTS:
naeTbCs NPo BpaxeHHs Bigomoro pexucepa Mitepa bpyka Big nepernsgy obpsnoBoro gincrea
B IpaHi, B 1970-Ti poku. MNpu LibOMy aBTOpP HAMONSArae, WO Te'3ie NPaKTUYHO HEMOXJIMBO aieKBaTHO
CMPUMHATK NO3a couiasibHUM, KYNIbTYPHUM i penirintHumM KoHTekcToM. OfHIE 3 NPUYKH LibOro
€ Te, LLLO M1siAadi CTaroTh YaCTMHO LIMCTBA, SIK | BUKOHABL,, TOi SIK BiCTOPOHEHA CKENTUYHA
ny6nika, no36aeneHa Bipu, He Moxe BpaTu B AiNCTBI MOBHOLIHHY yyacTb. [puginatoun ysary
Cy4aCHMM HeopuTyasrbHUM TEHEHLiAM B €BPONeNCbKOMY Ta aMepukaHCbKOMY TeaTpax,
JOCNifHUK NpUCTae 00 OYMKM HiMeLbKOT TeaTpo3HaBku Epiku ®iwep-JlixTe, sika po3rnspae
HeopUTYanbHICTb Y KOHTEKCTI CyyacHol nepchopmMaTUBHOT KyNbTypu. Y 3B'AI3KY 3 LIMM BiH BLAETbLCSA
[0 3arafibHUX xapakTepucTuK nepdopMaTUBHOCTI, OKpecotoun igei AHToHeHa ApTo, Exu
IpoToBcbKoro, MiTepa bpyka Ta iHwux. MeTogonoria gocnig)KeHHA nepeBaxHo 6a3yeTbcs Ha
KOMMapaTMBICTCbKOMY MeTofi, Lo Nepenbayae NOPiBHSAHHA apXaluyHuX puTyaniB pisHUX KynbTyp
(Bif, @aHTUYHKX [0 [aNeKOCXifHKX), @ TAKOX 0COBNMBOCTI MOEQHAHHS pUTyasny 1 TeaTpy B LuUX
nincTeax. Baromvm TeopeTMUHUM NiAFPYHTAM AOCHIAKEHHS CTanm npadi TeopeTuka nepcopmaHcy
Pivappa LLlexHepa Ta oro HacTaBHMKA aHTponosiora BikTtopa TepHepa. KpiM KynbTypHOT
aHTporosorii, 06CTOHUM BUHSTKOBWIA BIJIMB Ha Fsifada pUTyanbHOro Aictsa Te'sie, 4OCiAHUK
MOCNyroByeTbCSl TEOPETUYHUMM MPaLISIMU CyYaCcHUX EBPOMENCbKUX TeaTpo3HaBLIB, 30KpeMa
Epiku ®iwep-Jlixte. HoBU3Ha po60TH. YNepLue KOMMIEKCHO, i3 3alyYEeHHSIM LUMPOKOrO KOHTEKCTY,
BMKOPMCTOBYHOUM KOMMaApaTMBICTCbKUI NiAxif, CNMparymch Ha KyJibTYPHY aHTPOMOSIOrito Ta
NocylyroBytoUYUCb MUCTEL TBO3HABYMM aHani3oM, AOCAIAXEHO 3B'A3KM puTyany 1 TeaTpy Ha
npuknagi MycynbMaHCbKOro obpsAoBoro TeaTpanbHOro AincTea Te'sie. BucHoBku. My nokasanu,
LLLO puTyarn i TeaTp He iAeHTUYHI, Xo4a MOXYTb 6yTu NodibHUMM.

KnioyoBi cnoBa: putyas; TeaTp; 06psgoBa Apama; apabCbKuii CBIT; MyCy/ibMaHCbKa Pesirisi;
nepgopmatneHa KynbTypa
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AHHoOTayns

Lienblo cTaTbu ABNAETCA UCCNef0BaHMe NPUPOALI CBA3eN obpsafa n TeaTpa Ha npumMepe
MYCYNIbMaHCKOr0 pUTyanbHOro TeaTpasnbHOro AeicTBa Ta'auia — LUMUTCKOW XanobHON Nbechbl.
Bbi6paHHas npobnemaTika 06ycnoBusa LUMPOKMIA KOHTEKCT uccrefoBaHus. B yacTHocTH, aBTop
obpallaeT BHMMaHMe Ha 0COBEHHOCTM COYeTaHWsA pUTyana 1 TeaTpa B aHTUYHON peLum, a Takxe
B €BPONeVCKOoN 1 amepuKaHcKo KynbType XX Beka. Kpome Toro, npocnexuBaeTcs cneumdumka
CBA3ei puTyana u TeaTpa B APYruX KynbTypax, B YaCTHOCTM KMTaNCKOW N ANOHCKOW. PaccmaTpusas
CTapuHHOe puTyasnibHOe [eNCTBO C TOYKMU 3peHus TeaTpasibHOCTW Y BOCMIPUSATUSA YBULEHHOIO,
uccnepoBaTenb obpaLLaeTcs K Xy40XeCTBEHHON NpaKTUKe aMepuMKaHCKOro aBaHrapgHoro teatpa
1960-70-x rr. OnpegeneHHoe BHUMaHUe yaeneHo BANAHUIO MYCYSIbMaHCKOro puTyanbHOro
TeaTpa Ha eBpPOMencKyto TeaTpalbHyto KynbTypy XX Beka: peyb ngeT o BneyaTneHusax
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M3BeCTHOro pexwuccepa lNutepa bpyka oT npocMoTpa puTyanbHOro genctea B MpaHe,
B 1970-e rogbl. [pn aTOM aBTOp YTBEPXAAET, YTO Ta'3nia NpakTUYeCKn HEBO3MOXHO afeKBaTHO
BOCIMPUHATb BHE COLMANIbHOIO, KYJIbTYPHOIO Y PEIMFMO3HOIo KOHTeKcTa. O4HON N3 NpUYMH
ABNSAETCA TO, YTO 3PUTENU, KaK U UCMOJIHUTENN, CTAHOBATCA YacTbio NpeAcTaBrieHUs, Korga
OTCTpaHeHHana ckenTuyeckas nNybnuka, NnweHa Bepbl, He MOXET NPUHMMATL B AeicTBe
NONIHOLLEHHOro yyacTus. Yaensss BHUMaHue COBPEMEHHbIM HEOPUTYyasibHbIM TeHAEHUNAM
B €BPOMNENCKOM N aMepPUKaAHCKOM TeaTpax, uccnefoBaTtesb NnpuaepXxuBaeTcs yoexaeHnn
HemeLKoro TeatpoBefa Spuku duwep-Jinxte, KoTopasi paccMaTpuBaeT HEOPUTYaNlbHOCTb
B KOHTEKCTe COBPEMEHHOW nepchopMaTUBHON KyNbTYpbl. B CBA3K ¢ 3TUM OH npuberaeT K 06LUM
XapakTepucTukam nepcopmMaTMBHOCTH, 0603HaYan naev AHToHeHa ApTo, Exxn MpoToBCKOrO,
Mutepa bpyka un gpyrux. MeTogonorus uccnefoBaHus NpeMmyLLeCTBEHHO 6a3umpyeTcs Ha
KOMMapaTUBUCTCKOM MeToe, NpefycMaTpuBast CpaBHEHME apXauyeckux puTyanoB pasinyHbIX
KynbTyp (OT aHTUYHbIX 00 JaflbHEBOCTOYUHbIX), @ Tak)Xe 0COBGeHHOCTU CoYeTaHuUs puTyana
n TeaTpa B flaHHbIX AencTBax. BeCoOMbiM TeopeTUYyeCKMM OCHOBaHMEM UCCe[0BaHUA CTanm
paboTbl TeopeTuka nepcgopmaHca Puyappa LLlexHepa 1 ero HacTaBHMKa aHTponosnora Buktopa
TepHepa. KpoMe KynbTypHOW aHTPOMOSIornu, 0TCTanBas UCKITIOUYUTESIbHOE BIIMSIHWE Ha 3pUTeNs
puTyanbHOro AencTBa Ta'suia, uccnefoBaTtesib NONb3yeTcs TeOpPeTUYeCKUMU HapaboTKamm
COBpPEeMEHHbIX €BPOMNEeNCKNX TeaTpoBe[o0B, B YacTHOCTHN Spukun duwep-Jinxte. HoBusHa ctatbum.
BnepBble KOMMEKCHO, C MPUBJIEYEHNEM LUMPOKOIO KOHTEKCTA, MCMOJIb3Ysi KOMMapaTUBUCTCKUIA
NnoJXxom, ONMpasiCh Ha KyYJIbTYPHYH aHTPOMOJIONMIO U NMOJb3YSICb UCKYCCTBOBEAYECKUM aHaNn30M,
uccrnenoBaHbl CBA3W pUTyana v TeaTpa Ha NpuMepe MycynbMaHCKOro 06psifoBOro TeaTpasibHoro
pencTtsa Ta'smna. BoiBogbl. Mbl nokasanu, 4To putyan u TeaTp He UOAEHTUYHbI, XOTS MOTyT
UMeTb CXOACTBO.

KnroueBble cnoBa: putyan; Teatp; 06psfoBas Apama,; apabCkuii MuUp; MyCy/ibMaHCKasi pesurus;
nepgopmaTuBHas KynbTypa
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AHoTayisa

MerTa cTaTTi — 3'icyBaHHA cyTHOCTI noetuku (abo, Wo Te caMe, MUCTEL|bKOrO TBOPYOIro METOAY).
MeTopgonoria gocnipxeHHs 6a3yeTbCA Ha NPUHLMMI CUCTEMHOCTI: aBTOP LOTPUMYETHCA KOHLENLil,
3riHO 3 KO MUCTELTBO SIK TBOPYUI NpoLiec siBnsie coboto neBHy cuctemy. HaykoBa HoBU3Ha. byayun
(hopMoto cycninbHOI CBiOMOCTI, CTOCO60M CaMOBMPaXKeHHS1 0CO6M Ta 3aCOO0M yTBEPIIKEHHS MEBHUX
iAev, MUCTELTBO € 3apa3oM O4HUM i3 BUAiB BUpOGHMLTBA. Lle BUpoBHULTBO crieundiyHe (gyxoBHe),
ocobsmBe 3-MoMiX AYXOBHMX (XyZOXHE) Ta BCE X siBJiie COOOI0 Take, SKOMy NpuTaMaHHi BCi 1oro
dyHOamMeHTanbHi pyucu B3ararni, y Tomy uuchi (1) opradisauiiHi, (2) ekoHoMmiuHi Ta (3) TEXHONOTIYHI.
LWogo (1): MUCTeLTBO K BUPOBHULITBO XyAOXHIX L{IHHOCTEH Y CBOEMY iICTOPUYHOMY PO3BUTKY NMPOXOAUTb
Ti X cTagii cycninbHoI (KoNekTUBHOI) opraHisauii npaui, Lo i BUpoGHMUTBO B3arani (y ToMy yucni
" MaTepianbHuX 6nar). A came: koornepayis (IKOHOMKUCHI, B3arani ManspcbKi MaicTepHi), MaHygakTypa
(TeaTp), dabpuka (KiHo), iHaycTpisa (TenebadyeHHs). LLlogo (2) — peski mucteutsa (Hanpukniag,
KiHeMaTorpad) ABnATb COO0K CaMOCTIlHI ranysi BUpoGHULTBA, MPUTOMY BeNlbMU epeKTUBHI
B €KOHOMIiYHOMY ceHci. LLlofo (3) — TexHonoris Xy40XHbOro BUPOGHULTBA, OCMUCIIEHA Y CBOIN
3aKOHOMIPHOCTI, BU3Hayvae creyndiky MUCTELTBA 3 MOro NPakTUYHO-BUPOGHMYOro (PEMICHUYOrO
60Ky). BUCHOBKM. B1xoasium 3 TaKOro po3yMiHHSE MUCTeLTBA (MUCTELbKOrO TBOPYOro MPOLECY), CYTHICTb
rnoeTuku, sika 3 hopMasibHoro 60Ky Mae BUrNs g, AesiKol CYKYNHOCTi (CUCTeMyY) NEBHUX NMPUHLMNIB Ta
npaBws, aBTOp PO3rnsifae siK JI0riky TBOPYOro npouecy, y KOTpi CBOEPIAHUMM FPaHSIMU NOCTaOThb
(y pisHuX BMgax MUCTeLTBA — Pi3HOK MipOIO) THOCEOJIOrIYHI, TCUXOJIOrIYHI, i€0I0riYHI Ta TEXHOIOrIYHI
acneKkTV MUCTELbKOro TBOPYOro npovecy. Y uin nyénikauil npoaHanisaoBaHo caMe rHOCEO0JI0rivYHUM
acnekT NMoeTuku (TBOpYoro MeTogy).

KnroyoBi cnoBa: meTtop; TBOp‘-IiCTb; MUCTELTBO; TEXHOJIOris; THOCEOJIOorisi

AHanis nitepatypu

CnoBo noetuka (rp. moowntikn [noetuke], Big momw [noieo] — cTBoproBaTy,
BUIrOTOBJIATH, BUPO6IATH) — 1) y BY3bKOMY PO3YMiHHiI Lie CYKYMHICTb NPUHLMNIB,
npaBu, NPUIMOMIB NOETUYHOI TBOpYOCTI (BipLuyBaHHS) (KaxyTb: moeTuka LLleBueHka,
NyLWKiHCbKa roeTuka Tow,o); 2) y 3arafibHOMy — CUCTEMA, NMPUHANMHI CYKYMHICTb
NPUHUMNIB, NpaBuf Ta 3acobiB i dOPM XyL0XHbOI TBOPYOCTI. Y LibOMY 3HAUYEHHI TEPMIH
«MOeTHKa» CBOTM MOXOIXEHHSIM 3aBAAYye APUCTOTENHO, KU cCaMe TaK Ha3BaB CBOE
LOCNiI)KEHHSI MUCTeLTBA.

MoBa B «loeTuui» ApucToTens Miuia nepeBaxHo Npo TBOpU ApaMaTUiHi —
Tparepito Ta KOMe[ito, ane ocKiflbky Nucanu ix ToAi BipLLOBaHOK PUTMIYHO MOBOLO,
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TEePMiH «oeTuka» TpuBanui Yac 36epiraB 3HaYeHHs1 3804y npasBuJ BipLuyBaHHs abo
noesii, sk 6yno Ha3BaHO OAMH i3 POLIB XyAOXHbOI NiTepaTypu. Takoto, Hanpuknag,
€ (mo peui, BipwoBaHa) kHura cpaHuy3a M. byano «oeTuyHe mucTtelTBO» (1674),
B fKill po3noBifaeTbCs, 30KPeMa, W0 Take efieris, ofa, CoOHeT, enirpamMa, 6anaga,
poHO0, Madpuran Towo i B YoMy Tx 0coBNMBOCTI; @ TakoX KHura npodecopa Kneso-
MorunsiHcbkoi akageMii M. [loBranescbkoro «[MoeTuka. Cag noetuyHuin» (1736),
B SIKi/i BUKNAaeHO YCNafaKOoBaHi Bif, aHTUYHMUX YaciB YSIBNIEHHS NPO CYTb | MPU3HAYEHHS
noesii, TexHiKy BipLUIyBaHHS Ta BignoBigHi 3acobu: MeTadbopy, CUHEKL,0XY, METOHIMILO,
AHTUHOMItO, OHOMATOME Ta iHWI BUAW TPONIB.

BofHouac 3 neBHOro Yacy TepMiHOM «1oeTuka» AeLlo MeTadhoprMyHO NoYasnm HasmBaTu
npuUTaMaHHUI OKPEMOMY NMUCbMEHHWUKOBI, MOETOBI CTU/Ib, TBOPYMI METOZ, CXUMBHICTb
[0 NEBHUX XyL0XHiX 3ac06iB 306paxeHHs1 Ta caMoBUpaxeHHs. Tak, Haf3BUYanHoO
LikaBa Ta noBYanbHa KHura M. baxTiHa 3 Teopil Xy 40XHbOI TBOPYOCTi Ha3NBAETbLCSA
«Mpo6nemu noetukm [octoeBcbkoro» (1964). 3a aHaNOriIE0 MOETUKOK CTaNN 3roAoMm
iMeHyBaTM i cneumdiyHi NpaBuia TBOPYOCTI B TiM UM iHLWIN ranysi MmucTeuTBa. «[loeTuka
KiHOMUCTeLTBa» — TaKy HasBYy Mae, 30KpeMa, kHura €. [1ob6iHa, BugaHay 1961 p., Ta
iH. Yci 3arapaHi Ta He 3rafaHi TyT aBTOpu po3rnsfatoTb NOETUKY 3 CYyTO hopMasibHOro
6oKy: AK cykyrnHicTb (abo cucTemy) npaBui KOMMNOHYBaHHS TBOPY.

fiBuLLe, 03HauyBaHe CJIOBOM M0€eTMKa, fefani yacTille cTanu Ha3mBaTh METOAOM
TBOpYocTi (Makcum MNopbkuid, B. LLIKNOBCBEKUIN), TaKoX 0OMEXYHUNCh NPU LibOMY
dopManbHUM ONUCaHHAM MO0 SIK CyKyrnHOCTI MEBHUX MPUIOMIB | He BAAOYUCH [0
cnpob 3'sicyBaHHS, LLLO X BiH ABJsie co60t0 3a CBOEO MMUOUHHOK CYTHiCTHO. Tak,
Hanpuknag, akagemik |. [13t06a cBoro yacy 3afeknapyBaB: «<MeTog — Lje Hacamrnepes
PO3YMIiHHSI», — | HAaBiTb BUHIC Lji C/loBa y 3arofIoBOK CBOET BESIbMM PO3JIOrol CTaTTi
(Shevchenko, Shevchenko, and Salakhova, 2017). Ockinbku Le pe4yeHHsI HEMOBHE,
He3aKiHuYeHe | AyMKa BUAeTbCSl HE[OCTATHBO ACHO), Y UMTaya BUHUKAE NUTaHHS: L0
B/lacHe Mae Ha yBasi aBTop (PO3yMiHHS... Yoro came?). Ta BignoBifi Ha Lie NMUTaHHSA rogi
LyKaTuM B 3ragaHin, ik i B iHLWIKX, nybnikauii 3HaHoro nitepatopa. Bigtak 3'sensieTbcs
3[orafi: eTbCcsl caMe rpo PO3YMiHHS TOrO, LLO XK 110 CyTi AB/sie CO60t0 METO4. PeTenbHe
X 03HaWOMIJIEHHS 3 TEKCTOM CTaTTi HaBitoe AyMKY, LLLO caMe Liboro 1 6pakye aBTOpPOBI
ny6nikauiv npo MeTopq, SIK i 6araTboM iHLIMM aBTOpaM.

OnocepenkKoBaHUM MifTBEPAXKEHHAM Takoro BUCHOBKY MoXe ByTu Ta o6cTaBuHa,
L0 [0 HaBeAEHOro BU3HAUYEHHs akaieMik He caM [0LyMaBcs, a 3ano3uduB 1oro (3a
BJTACHUM 3i3HaHHSIM) B OJIHOIO 3 TOrOYaCcHMX NONynsapHUX B YKpaiHi eBponencbKux
Mypparenis — NagamMepa. A Tam 3gaBHa B NoLlaHi MoJa Ha Taki-oT Ky gediHiui, wo
6e3nifcTaBHO BUOAKOTLCA aBTOPaMu Ta, Lo Lie ripLie, CNpUMMMaroTbesl LEeKOTPUMMU
yuTavyamu 3a iCTUHHI. MpumMipoMm, ApucToTenb (3a 3aXONJEeHUM CBifUYEHHAM
C. KpuMcbKoro) BBaxas, LLLO HIBUTO «rnos1iTuka — Le npakTnyHa Myapicte» (12). IHWKMI
chinocodb (3goragHo, ®. LLlenniHr) 6yLiMTO TBEPAUB, WO «apXxiTeKTypa — Le «3acTuriaa»
My3uka» i Take iHwe. MoXJIMBo, caMe 3aBASIKM HEKPUTUYHOMY CNIPURHATTIO NOAIGHMX
BMU3HayeHb HabyM MNOLUMPEHHS TakKi HeMoBHI faediHiLil, AK-0T «<MucTeyTBO — Le hopma
CycCnisibHOI CBiZOMOCTI», «MUCTELTBO — Lje 3aci6 caMoBMpaXkeHHs». ABo 1 Taki: «KysibTypa —
ye ¢popMa nepebyBaHHS afJeKBaTHUX LIIHHOCTEMN, AKUMU MU MPOLOBXYEMO XXUTHU...»
(Kpumcbkuit, 2001). He Baatounch y 3anisHifly NosieMiky 3 aBTopaMu LMX Ta NogiGHMX
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acpopusmie (ix He 3M1iYMTK), HABITb Ha Bipy NpUNMatouYu ix 3a iCTUHK, 3aanUMocCs
NMUTaHHSAM: «A L0 JaroTb HaM Taki, 3 J03BOJIy CKa3aTu, «4eQiHilKN»? YUM KOHKPETHO
36arayyroTb Halli 3HaHHs PO 3raflyBaHi y HUX sIBULLa?».

MocTaHoBKa npo6nemu

Mo3a cyMHIBOM, HaBITb NiCAsi TPMBANINX PO3AYyMiB BiAnoBigb 6yae BelbMU CTPUMAHOL,
KOJIM He LLINIKOBUTO HeraTUBHOL0. | Ha Te € Ljina HM3Ka NpuyuH. NMoynHaroum 3 Toro, Wwo
nofiGHi yMoBMBOAM 3p00sieHi BHACAIAOK BGpyTanbHUX NOTFiYHUX OrpixiB (MopyLUeHHS
rnpaBwu/ia BUBHaYEHHS MOHSATb Yepes3 BKa3iBKy Ha POAOBY MOro npuHaIeXxHIcTb Ta
3a3HaYeHHs BUAOBUX OCOGIMBOCTEV), LLLO 3a/MLIAE HEMPOSICHEHUM 3MiCT 03HaYyBaHOro
MOHATTSA. Y HallOMY KOHKPETHOMY BUMNAaAKY, MiX iHLLIWUM, He YBUPA3HEHO, PO AKMIA
BJ/lacHe MeTOJ ifje MOBa, afi)ke LIM CIIOBOM 03HAUY€EHO Pi3Hi 3a CYTHICTIO, XO4 Y Ie4OMy
" nopnibHi, sBua. Hanpuknag, CUCTEMHUN, IHOYKTUBHUN, OefYKTUBHUN | MeTop,
nepeHeceHHs (MeTagopa, TpaHCAYKLisl), METOAW aHani3y Ta CUHTE3Y, MOPIBHSAIbHUNA
MeTo[ TOLWLO — Y Ni3HaBasbHIN [isnbHOCTI ntogei. CBOT, NPUHLMMOBO BigMiHHI MeToaM
y ranysi BupobHuUTBa: MeTog 6e3rnepepBHOI PO3NBKM CTasli — Yy MeTanyprii, MeTog
KOMIT'IOTEPHOro NPOEKTYBaHHSI — B apXiTeKTypi Ta 6yAiBHULTBI, KOHBEEPHMI METOS —
Yy MalMHOBYAYyBaHHI i T. iH., METO 4 nepeKkoHaHHsl — Yy LlapuHi BUXOBaHHA... MofibHo
i B MUCTeUbKi cdepi HaneXuTb PO3Pi3HATU NidHaBasAbHMIA (TaK 3BaHWI Xy O0XHIN)
MeTo[ (OCArHEHHS AiACHOCTI MUCTeLbKUMI 3acobamm) | TBopYMIt (BUPOGHUYMIA).

JloriyHe «cnnyTyBaHHSA» OCTaHHIX ABOX MOHATb Ta 03HAaYyBaHUX HUMMU SIBULL,
Janocs B3HaKu 1 iCTOPUYHO: 30KpeMa Mpu iHTeprnpeTaLisix Tak 3BaHOro «<MeToay
couianicTUYHOro peaniamy», AKMN 4YacTo-TycTO IMEHYBaNM «XYLOXHiIM», Xo4a npu
LibOMY Manu Ha oL caMe TBopYuii (To6To BUpOGHMYMIA) acnekT. bo xygoxHii MeTog —
e pi3Hi popMU nidHaHHS JiCHOCTi MUCTELbKUMM 3acobaMu.

OTOoX, [ns 3'ACYBaHHA CYTHOCTI (MPUPOaM) METOLY SIK COLiOKYAbTYPHOrO (heHoMeHa
HeoOXifHO HacamMnepen PO3AUBUTUCS NMOXOXKEHHS LIbOro CJ/IOBa Ta 03HAaYyBaHOro
HUM AiBULLA. K OTO Nono6nsnu rosoputy apesHi: «Ab ovo usque ad mala»'.

Haragaemo: Halle CNoBO MeToZ NOXOAMUTb Bif, rpeLbkoro ueodog, yTBOpeHoro
noefHaHHAM fBox cnis: uefo [MeTo] — nicns Toro sk, noTiM Ta 0oog [ogoc] — gopora,
wsix (Micue, No sKOMY X0[siTh, Ta i caMa fjis, TOGTO 3aci6, criocié NOCATHEHHS YOroCh).
lNepBiCHO Lie CIOBO 03HAYaso «CMiA0M 33 YUMOCb» (TOOTO NPOTOPOBAHOK LOPOroHD).

3rafanTe NuvLIeHb Balli MOYaTKOBO MyYeHULbKi cpobu BnopaTucs 3 Kyukom
Py6ika i nogymaiiTe, YoMy Hagasni cTano Tak MPOCTO BUKOHATM HEOOXigHI MaHinNynsawuii?
Came Tak: BU ALY BXe NPOKIafeHnM, obpe 0CBOEHUM LINSIXOM, TOBGTO BM OBOJIOLINM
MEeTO/I0M BUPILLEHHSA LibOro XMTPOMYAPOro 3aBfaHHs. MoxHa ckasaTu npo Le no-
iIHLLIOMY: BW OCArHyIM 3acafH1yi NpuHuymnu nobynosu uiei irpatukuy, To6To oBofofinu
JI0riKOH MO6Y40BU rO/I0BOSIOMKMY, sIKa MICTUTb Y CO6i afiropuTM ii' pO3B’I3aHHS.

MepexoAsum [0 NMTaHHA NPO METO MUCTELbKOI TBOPYOCTI, MU MOXEMO MPUMYCTUTH,
LLLO Y CBOI «CYBGCTaHUiOHaNbHI CYTHOCTI» BiH siBNIie COO00 OCATHYTY, OCMMUC/IEHY

' Big awviua no dopyKTiB — naT. NpMKaska, Wwo Bifobpaxae 3BMYHE MEHIO CHifaHKY, TOOTO Bif
noyaTKy A0 KiHUs.
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JI0TiKY TBOpEHHST (TBOPYOro npoLecy, TBopyocTi). OCKifbKu X TBOpYUIA NpoLiec B3arari,
30KpeMa i MucTelbKuii, BKJIloYae B cebe pisHoacnekTHI cklaaoBi (NisHaBasbHi,
MCUXOJIOTiYHi, i4€00riUHi, BAPOBGHNYO-TEXHIYHI), TBOPYMI METOL AK «JIOTiKa» LibOro
npouecy HeMUHy4Ye NOBUHEH MaTU BiAOUTKM LUX CKITaJ0BUX.

Llum i 3ymoBneHuin Bubip TeMu focnifXXeHHs: « TeEXHOIOriYHi, THOCEeO0/10riYHi,
MCUXOJIOriYHI Ta iAe0I0rYHI CKIaf0Bi «rpaHi» TBOPYOro MetToay (MOeTHKM)».

MerTa cTatTi — 3'sicyBaTV pofib Ta 3HAUEHHS THOCEOOTIT (FOriKM Mi3HAHHSA) Y TBOPYOMY
MUCTeLbKOMY npoLeci (TOeTUKKU, TBOPYOro MeToay).

1. MeTogu 06pa3Horo BifTBOPEHHsI BiCHOCTI

LlikaBuWi i noBYanbHUI NPUKIIAL, TOTO, SIK YCBIOMIIEHHS JIOMKU CTBOPEHHST MUCTELIbKUX
npeamMeTtiB cTae MeTogoM TBopYocTi, 3anuwmB C. En3eHwTenH. Po3noBigatoum npo
cBoe nepebyBaHHs B CLUA (cTtaTTs «MoHTax-1938»), BiH npuragye, Wo crnovyaTky
iioMy 6yn0 BaxKo opieHTyBaTucA B Hbto-Mopky: «ABu 3apaanTy LibOMY, [OBOAMIOCH
BCTAHOB/OBATM Y Nam'siTi Habip npeaMeTiB A4S TieT UM iHWoT BynuLi, Habip npeaMerTiB,
LLLO BUHMKANWN B CBIQOMOCTI y BifMOBiAb Ha CUrHaN «COPOK Apyra» Ha BigMiHy Bif,
curHany «copok n'sata». Habupanucb y nam'aTi, — Befe fani EnseHwTenH, — teatpy,
KiHO, MarasuHu, xapakTepHi 6yAUHKM | Tak gani ons KoXHol BynuL, AKY Hanexano
3anam'aTaTu. Take 3anaM'siTOBYBaHHSA WLLUIO BUPAa3HUMM eTanamMu. Takux eTanis
MOXHa Bifj3HauMT¥ [Ba: y NepLUIOMY 3 HUX Ha C/TIOBeCHe 03HauveHHs «forty second street»
(«copok Opyra Bynuusi») nam'aTb 3 BEIMKMMM TPyAHOLaMM Y BIANOBIAb NepepaxoByBarna
BeCb NaHLIOT eIEMEHTIB, XapaKTepHUX A71S L€l ByML,, ane CnpaBXHbOro BifuyTTA i€l
BYNULL HE BUXOAWIO, TOMY LLLO OKPEMI eNIEMEHTHU L€l ByNIULIi LLLe He CKanucs B eAUHUI
o6pas. | TiNnbkKK Ha gpyromy eTtani BCi Lii eleMeHTH CTanu cCnaaBnsaTUCS B €4UHUN
BUHUMKatOUMn o6pas: npu Ha3Bi «HOMepa» BYJIUL TaKOX NocTaBaB Lisini piri OKpeMux
I eneMeHTIB, afie He SIK J1aHUIor, a 5K LLOCb €ANHE Line, K LiniCHUA BUrnsag BynuLi, K
yinicHuii it o6pas» (dseHwWwTenH, 1966, c.258).

Lle camocnocTepexeHHsA BUAATHOrO MUTLS LLOAO0 MeXaHi3My CTaHOBJNIEHHSA
o6pasiB CBITY y CBiJOMOCTIi JIIOANHM LIiKaBO Ta NOBYasIbHO 3iCTaBUTU 3 aHANIONYHUM
CYZ)KeHHSIM BUaTHOro TeopeTuka mucteyTsa |. KaHTta. «<KoxHuii 6auns, — Big3HayaB
dinocody, — TmcsaYy gopocanx 4onosikiB. OfgHaK, KoM Xoye CyANTHU NPO iX HOPMaslbHUI
3piCT MOPIBHAMIbHO, TO yABa (Ha Hall nor/sj) Hakaagae BesIMKY KislbKicTb 06pasiB
(MOXIMBO, BCIO Ljt0 TUCAYY) OAMUH Ha OfHOro. Xaii 6yse JO3BOIEHO MeHi 3acTocyBaTu
TYT aHaJIori0 ONTUYHOIO 306PaXKeHHS Ha MJIOLYMHI, 1€ MOEAHYHOTHCS YNCTIEHHI eIEMEHTH,
i B TUX Mexax, fie Miclje BUCBITIFOETbCS HaliCUIIbHilLle HaK1afleHUM CBIT/IOM, TaM cTae
MOMITHOI cepefiHs BennyuHa. Lle i € ¢irypa npekpacHoro yosoBika» (KaHT, 1898, ¢.82).

|. KaHT cTBepaXyBaB, L0 MOXHA Te X caMe 0JepXaTu 1 MeXaHIYHUM LUJISIXOM,
AKLL,0 BCHO TUCAYY PO3MIPIB MO iX BUCOTI Ta LMPUHI CKIACTK pa3oM i ofepxaHy cymy
NoLiNIMTU Ha TUCAYY. Ane «ysiBa pOBUTb Te X caMe Yepe3 ANHaMIiYHUIi epeKT», Lo
«BUHMKae 3 6araToKpaTHOro BIJINBY TaKux Qiryp Ha opraHy BHYTPILLHbOI0O YyTTH...
i TOMy Herp 3a Unx eMmnipuYHUX yMOB 3 HEO6XifHOCTI MOBUHEH MaTH iHLLY HOpMaJslbHYy
iaero Npo kpacy, Hix 6inni, kuTaeub — iHLLY, Hix eBporeeyb» (1898, ¢.83). Ak 6aummo,
B 060X BMNagKax 3adhikcoBaHWUIA Malxe ifeHTUYHUI poLec CTaHOBJ/IEHHS 06pa3y B ysBi
TOro, XTO crnpuiimae Buanmuii cait. Ane |. KaHt 6yB cinocodom, a He MUTLEM, | OO
LiikaBWUNY 3araibHOTEOPETUYHI 3aKOHOMIPHOCTI LibOro NCMXOJOriYHOro MexaHiamy. [1o
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TOro0 X BiH CTOSIB Ha NO3ULiSAX (ilocopcbKoro ifeaniamy, LOTPUMYBaBCS MepeBaXHO
TOYKM 30pYy arHOCTMLM3MY, BiiTaK BBaXaB HEMOXJ/IMBUM MNi3HaHHA MUCTeLTBa B3arani,
3aKOHOMIPHOCTEN XYJOXHbOI TBOPYOCTi 30KpeMa. Yepea Te BiH BBaXaB HEMOX/IUBUM
HaBIiTb iICHYBaHHS TOrO, L0 MW HA3UBAEMO TBOPYMM METOLOM. «E, — TBepaMB KaHT, —
[IBa BUAM NOELHAHHA OYMOK Y BUKagj, i3 SKUX OQUH HasnBaeTbcst MaHeporo (modus
aestheticus), a gpyruit — metogom (modus logicus); Ui aBa cnoco6wm (!) BigpisHAOTLCA
O[VH Bif, OHOI0 TUM, L0 NepLUMA He MaE€ HisiKOT iHLLOT MipW, OKpIM BigyyTTs €QHOCTI
B YAIBIi, @ APYruii Hacnifye NPUHLKNKM; NS KPAaCHUX MUCTELITB Ma€e 3HaYeHHS yepes
Te Tinbku nepwmin» (1898, ¢.192).

«Bce, 10 pobus HbtoTOH, BiH yCBigoOMItOBaB, FoMep — Hi», — TBepAUTb dpinocod Ha
[OKa3 iCTUHHOCTI CBOET YMKM.

3BMYaNHO X, nosiemika 3 |. KaHToM BUAa€eTbCA el 3amni3Hino Ta  Hef,0pPeYHO
TYT, TOMy 06MeXMMocsa nmile aBoma nobixkHMMK 3ayBaxeHHsAMU. MNo-nepiue, Fomep
Mir yCBIfOMJIIOBATK Te, WO i K poBUTb, TAKOK X MIipoto, AK i HbtOTOH, i HaBNaKku:
BOHM MOIJIM YCBIJOMITIOBATY NMPUHLMMM (FIOTiKY) BNACHOT TBOPYOCTI, @ HE BCe3arasbHi
NPUHLMNU TBOPYOCTI; a, NO-Apyre, Take 3anepeyeHHs MOXIUBOCTI Ni3HAHHA JIOTiKY
TBOPYOro MpoLecy € HeraTuBHUM [oka3oM (MPUHANMHI CBiQYEHHSIM) TOro, WO MNif,
TBOPYMM MeTOoA0M |. KaHT po3yMiB came ycBigomroBaHy, nisHaHy J10riky TBOPYOCTI.

C. EnseHwTerH 6yB nepefyciM MUTLeEM, BiH BipMB Y MOXJIMBICTb Ta BIpOrigHICTb
Ni3HaHHA 30BHILIHLOrO CBITY TaK CaMo, IK | B MOX/IUBICTb Mi3HaHHS MUCTeLTBa Ta
3aKOHIB /ioro TBOpeHHs. Mloro Hacamnepes, LiKaBuaM NpakTUYHO-TBOPYI BUCHOBKM
3 BUSIBJIEHOI O MCMXOJIOTYHOrO IBULLA, | BIH Mpenapye Noro ans Toro, abu ckopucratucs
3aKOHOMIpPHICTHO CTUXIMHOIO CTaHOBJIEHHS 06pasiB y CBiAOMOCTI NOAMHKU, TOOTO
CBigOMO 3acTocyBaTy ii'y BnacHi TBOPYil NpaKTuLi.

MpocTexunmo 3a xonom ayMku C. EnseHwTenHa. «<B o6ox BMnagKax, — nuiue BiH, —
naeTbcs Mpo npolec 3anam'siTOBYBaHHS UM MPO MPoOLLeC CNPUNHATTS XYL0XHbOro
TBOPY — 3aJIMLLIAETLCA NPABUSIbHOK 3aKOHOMIPHICTb TOrO, LLO OfMHUYHE YBIXOAUTD
y CBIiZIOMICTb i MOYyTTA yepes uine i uine — yepes obpas» (1966, c.258). A AKLLO
Le Tak, AKLLO CNPUAHATTSA MUCTELbKUX TBOPIB € MPOLECOM CTaHOBMEHHS 0o6pasiB
y NOYYTTAX Ta CBiAOMOCTI risifaya, aHasoriYHUM [0 NpoLecy CTaHOBJIEHHS TaKMX
Xe 06pasiB y NOBCAKAEHHOMY XUTTI N0AeN, 30Kpema i MUTLIB, TO 3aBfaHHs1 TBOPLUS
3BOANTBLCA A0 TOro, pobuTb BUCHOBOK C. EM3EHWITENH, abu «mpuMycuTu» rasgada
MPOVTY TOW LUJISIX, LLO MOIrO MPOMLLIOB caM XYAOXHUK. ..

OJHak, Lo Le 3a WAAX, AKUA BiH?

IHepuUia HalWoro MMCeHHs NigKasye: e Mae YT Takni TOYHICIHBKO LUISIX, IKUM
NPONLIOB MWUTELb, KOJIM ¥ HbOr0 CK/1afjlaBCs MneBHUI 06pa3 Toro, Lo BiH cripuiiMaB
(6aymB, yyB ToL0). Ane Hi! C. EN3eHIITENH MOBUTb MPO LWOCb TPOXM iHWe: «[/1ggay4a
MPUMYLLYIOTb MPONATU TOM Xe TBOPYMM LJISAX, SIKUM TPOVLLIOB aBTOP, CTBOPIOIOYU
o6pas3!» (1966, c.258).

Ha pymky C. Em3eHwTenHa: «Y 3anamM'aTOBYBaHHi, — MPOLOBXYE BiH HaMiyeHy
napanenb MiX XXUTTAM Ta MUCTELTBOM, — € [Ba i JyXe BaX/IMBUX eTanu: nepmn —
ue cTaHoBNieHHs1 obpasy, a Opyrui — pes3ynbTaT LbOro CTAaHOBJIEHHS | 3HAUYeHHS
noro ans 3anam'AToByBaHHs. [1pu LbOMy ANA Nam'ATi BaXJIMBO NPULINATU AKOMOra
MeHLLEe yBaru NnepLIoMy eTanoBi i SKHaNCcKopille, NepenLloBLLM Yepe3 CTaHOBIIEHHS,
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LOCSATHYTU pe3ynbTaTy. Taka XUTTEBA NMPakTUKa Ha BigMIHY Bif NpakTUKY MUCTeLTBa.
bo, nepexoasiuu 3Bigcy fo chepu MucTeyTBa, MU 6a4YNMO BUPA3HE 3MIlL|EHHS aKLIEHTY.
lpupofHo nparHyym pesynbTaTy, MUCTELTBO, O4HaK, BCHO BUTOHYEHICTb CBOIX METOAIB
cnpsimoBye Ha npouec» (1966, ¢.267).

3Bigcu C. EMseHwTeH pobuTb MNPUHLMNOBUIN TEOPETUKO-METOLO0MOMYHNIA
BUCHOBOK: «Y MeTO/i CTBOPEHHS 06pa3iB MUCTELbKWUI TBIP MOBUHEH BiATBOPIOBATU TOM
rpowec, 3a JOMOMOIoH0 IKOro y CaMOMY XXWUTTi CK/1afaroTbCsl HOBi 06pa3u y CBifJOMOCTI
Ta noyyTTAx moguHn» (1966, ¢.259). | nani Ha BeniMye3HoMy hakTUYHOMY MaTepiani
3 icTopil MMUCTeUTB Ta CBOEI BRacHOI TBOPYOI MPaKTUKU MEPEKOHINBO [OBOAUTb
MpaBUIIbHICTb L{bOro MOJI0XEHHS.

OTXxe, neped HaMu — popMyna TBOpHOro MeToAy. | TUM Nave LikaBa 1 3HaMeHHa, Lo He
NPOCTO CBiQYUTb NPO CBOE MTOXOAXKEHHS 3 JIOTIKM Mi3HaHHS, ane HaBiTb CHOPMYyIbOBaHa
B MiCYMKY LjinnecripfiMOBaHOrro yCBiZJOMJIEHHS Lji€i Noriku, iTOCMUCIEHOT0 BUKOPUCTaHHS
came siK Noriku, cnocoby, MeToay nobyn0BU XyLOXHIX TBOPIB.

Mpw BCiW He3anepeyHii npaBubHOCTI BULLeHaBeAeHOI dOpMYSivM 3aKOHOMIPHOCTI
CTaHOBJIEHHA 00pasiB y CPUAHATTI MUTLS Ta ManbyTHLOro CroXnBaya Moro TBopiB
BOHa Mae Mo CyTi HECKIHYEHHE YUCJI0 3HAYEHD.

MoyaTu 3 TOrO, WO HABITb NPY TOTOXHOCTI 06'€eKTa CIPUNHATTSA (HanpuKnag, TUX xe
BY/IULIb) CBiQOMICTb pi3HUX Ntofen dikcye pisHi eNeMeHTH, Lo CK1aaaoTbCsl NOTiM
B 06pasu, ki yxe TiJIbku Yyepes ofHe Lie MOXyTb ByTW BigMiIHHUMM OLHI Bif OQHUX;
noTiM — BMGip 3acobiB Ona peanisauil, BTiIeHHA Lboro obpasy (xkumBonuc, rpadika,
doTorpadif) AUKTYOTb BiAMiHHI TEXHIKU Ta TeXHOsOrii No6yaoBu 06pasy, AKi, OTXKe,
nosHayaTbCsl Ha KiHLUEBOMY pe3yfbTaTi... A KoM A0 LbOro [ofaTh MCUXOMOTiYHI
HacTaHOBW aBTOpa Ta ManbyTHbLOIO rNsiAaya, iXHH i4e0NoriYHy HaLiNeHICTb, W0 MOXe
6yTu He NPOCTO BiMIHHOIO, a 1 JiamMeTpasibHO NPOTUEXHO 3a CNPAMYBaHHAM?

BaraToMaHiTHICTb TBOpUYMX MeTofiB (MOETMK) HaBiTb Yy Mexax TOro camoro,
3paBarnochk 61, MUCTELTBa Mae CBOEI NepelyMOBOIO caMe Lo 06CTaBUHY.

[HWMMK cnoBamK, came TYT KPUKOTbCS 3epHa He TiNIbKK Pi3HOMaHITHUX CTUNIB Ta
MaHep, YaCcoOM HaBiTb AOCUTb YyAepHaLbKUX, arne i Xy [0XHIX Tedil, HanpsMIB Ta LKi.
MopibHo [0 TOro, AIK NepeBaXHe BUKOPUCTAHHS TiET UM iHLIOT TEXHIYHO-TEXHOMOTYHOT
0cob6/IMBOCTI NpoLiecy TBOPYOCTi HafZae ocobMBOI CBOEPIAHOCTI TBOPYIN NpakTuULi
MuTuA (iHOUBigYyanbHi MaHepa, NoYepK, CTUIb TOLLO), TaK CXMJIbHICTb MUTLIB A0
BMKOPMWCTAHHS NMEBHUX 0COBNMBOCTEN (CTOPIH, FPaHel) Xy L,0KHbOT 0 Mi3HaHHA Cpusie
X 06'eHAHHIO B MEBHI LIKOJMX, Teuil, HanpsiMu.

Llinkom 3po3ymMine nparHeHHs MUTL,iB OCMUC/IUTY CBii METOZ TBOPYOCTi —XYL,OXHbBO
NnepeKoHSIMBO [OBECTM MOro NepeBaru Ta HAyKoBO-TEOPETUYHO MOro oBbrpyHTyBaTu.
B ocTaHHbOMY MUTUSAIM HamaratoTbCs OOMOMOITU AUMNIIOMOBaHI «T€OPeTUKM Bif
MUCTeLTBa», 0cobnmeo dinocodu (cupiv ecTeTukm), i B pesynbTaTi 3'ABNATbLCA Lifi
XY[A,0XHbO-ECTETUYHI cUCTEMM, BiSlbLL YM MEHLL IOTiYHO OBI'PYHTOBAHI Ta XY 4,0XHbOO
NPaKTUKOLO NiAKpPineHi.

LlinkoM NMpUMpOOHO TaKOX, LLO NPUXUNbHUKK (TUM Binbll BUMHAXiLHUKKU) TUX YK
TUX TBOPYMX METORIB MepeKkoHaHi B iX NPOAYKTUBHOCTI W Mano He BUHATKOBIN
OOUINbHOCTI, @ TOMY BiACTOIOOTb CBOI NMO3ULii BCiMa LOCTYNHUMMU, NPUAHATHUMM,
a 4acoM i HEMPUIHSATHUMM B CycnifbCTBI 3acobamu. CnaBHo3BicHMI MikenaHgxeno
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ByoHappoTi, ik BijoMo, 0cobqMBO MULWaBCA TUM, WO Hic oro HabyB ropbatoro
npodointo B pesynbTaTi NPUHLMNOBOI XYOOXHbO-ECTETUYHOI OUCKYCIl, B AKiN BiH
BBaXxaB cebe NepeMoXLEeM.

3Biacu 6e3niy Xy[QoXHIX Tedid Ta HanpaMiB, 3anekna 6opoTbba MiX HUMMY,
CMOBHeHa KOfi3iv Ta nepuneTiin, YacoM ApaMaTUYHKX...

2. MeToau nepeTBopeHHs 06pa3y AiliCHOCTI

Ha npuknagi, HaBefeHoMy 1 npoaHanizoBaHomy C. EN3eHLUITENHOM, MU MOXEMO
CMOCTEPErTu, AKi3J10riKmn 06pasHoro nisHaHHs (Bigo6paXxeHHs CBiTY) KpUcTasisyeTbes
LiNIKOM MeBHa TexHonoris, To6To MeTonosoris, TBOpYocTi. BoHa BuxoguTb, no-
nepLue, 3 TOro, WO XYyLOXHin TBip € o6pa3oM, afeKBaTHUM peasibHil LiNCHOCTI:
KapTuHa i3 306paxeHHAM ByuLi y Hbto-Mopky (Toii 06pas wiei ByauLi, 1o cknascs
B ysIBi XyZJo)KHMKa). [paBAMBO | [OCUTb TOYHO Bigo6paxkae (BifA3epKatoe) peanbHui
(npeomeTHWI) BUrnsAg uiel Bynuui. Mo-gpyre, NpUNycKaeTbes, WO CHPUAHATTS
XYLOXHbOro TBOPY rnafavyeM BifbOyBaeTbCs 3a TUMM X 3aKOHOMIPHOCTAMMU, LLO
M CNPURHATTA MUTLEM peanbHOI JiNcHOCTI. HapewTi, MOBYa3HO NpuMMMaeTbcs 3a
iCTMHY, WO TOW 06pas, KNI «CKJIA[AETbCsA Y CAMOMY XMUTTi» B YABI MUTLSA, € BXe
BojHoYac i npoobpa3om ManbyTHLOro TBOPY.

XTO XO4 TPOXM 3HANOMWUN 3 XMBOMUCOM, 3HaE, WO 3HAYEHHS CMiBBiJHOLIEHHS
«XYBOXHIV TBIp» = «06’eKT 306pa)KeHHﬂ» (4v To BYNMLSA, UM KBITKA, YN HABITb NItOACbKA
nepcoHa) i 3a 3MicToMm, i 3a cbopmoro KONMBaeTbCs B Mexax Bif 6e3yMOBHOI
agekBaTHOCTI [0 a6c0m0TH0| HeBifgnoBigHOCTI. Xy[oXHiN TBip 6yBae abo malxe
pabcbKok KOMie peanbHOro npegmerta, abo YMMOCh TakuM, LLO B3arani He Mae
aHanorin y noBkinni. Tak camo 1 B iHLWIMX acnekTax.

OcobnuBo, L0 CTOCYETLCA CBOEPIAHOCTI CPUAHATTS MUTLEM pPeasibHOCTI, y TOMY
yucni M Xy[OXHIX TBOPIB. AKLLO Y 3BMYAMHOrO rnsifada B pesdynbTaTi OMMCaHOro
C. Efi3eHWwTEeNHOM NpoLecy CIPUAHATTA YM TO NpegMeTa NPUPOLHOro NOXOMKEHHS,
4M MUCTELbKOro TBOPY LEeW npouec B yABHOMY o6pasi, Tak 6M MOBMUTH, 3racae,
3aTyxae, TO y MUTLSA Bce BifbOyBaeTbCs iHAKLUE: 3 LbOro, B/AacHe, ¥ NOYUHAETLCSA
TBOpYMIi npouec. CNpUNHATI BpaXeHHs XYOOXHWUK, Ha BigMiHy Bif, 3BMYalHOro
rnagadva, ckasatu 6, nepennasfisie B ropvai BnacHol cdaHTasii i 3 yboro Bxe
nepennasy Bmp06n;|e (cnoyvaTky, sicHa piy, NvLue B ysiBi) He nvwie o6pas Toro, Lo BiH
nisHaB y AiWCHOCTI, ane 1 06pa3s Toro, Lo MOoTiM, Y pesyanaTl npegMeTHOT peanisauii
(BTiNeHHs) B npoveci TBOPYOT NpaLli CTaHe Xy4OXHIM TBOPOM. Toi camuii igeanbHuii
pes3ynbTaT npawi, SKuii y)xe Ha caMoMy ro4yaTtky TPyAOBOro rnpoLuecy iCHye B rosoBi
TBOPUS SIK MeTa.

MUWHOMOBHO BWCOB/IKOOYUCH, MUTELb TYT YMNOLIGHIOETbCS OOXKO0Ni: BiH He
MPOCTO CMOXMBAE HEKTAp BPaXeHb, ane 1 BUPO6sie 3 HUX, Tak 61 MOBUTH, KpanivHu
XYLOXHbOro Mepy.

Tak oT, nofibHo [0 Toro, K 06pas, Wo CKaBcsa y nam'siTi MUTUSA B pe3ynbTarTi
CrnocTepexeHHAHUM NpeaMeTiB peanbHOCTI,He € a6COIFOTHOK KOMiEH CMOCTEPEXEHNX
HUM 06'eKTiB, TaK | 06pas, yxxe CTBOPEHWI MUTLeM (BTINIEHUI Yy Xy 0XHbOMY TBOPI),
He TOTOXHWIA CBOEMY ifeanbHOMY fpoobpasy, 60 npouec peanisauil mpoobpasy
XY[40XHbOro TBOPY, K i npouec ddopMyBaHHSI BHYTPILHbOrO0 06pa3y LOBKOJIULLIHIX
peuen, BinOyBaeTbCs B yMOBax NeBHWX 36arayeHb Ta BTparT.
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Ane HaViBax/MBilLe HaBiTb He Le. [0/10BHe Te, L0 Bifpi3Hsie Npoobpa3 ManbyTHbOro
TBOPY Bif, 06pasy, AKUIA CKNIaBCs B yABi (NaM'ATi) Xy L0XHMKa Mg, BIJIMBOM CNIPUAHATTS
HincHocTi. To6To Ti 3MiHK, siKi BigbyBatoTbCsa y TBOPYIN YSIBI MUTLS, Y FOPHUITI AOTO0 YSIBU
i3 BpaXXeHHAMM, SIKi BiH MOYeprHyB 3 00'€KTUBHOI HABKOMULLIHBLOT UM 1 CY0'EKTUBHOT
BHYTPILUHbOI peasibHOCTI, Ha LUASIXY NepeTBOPEHHS TX Y MUCTELbKUMA 3a4yM — Ipoobpa3
ManbyTHLOro TBOPY. AIKE CaMe LieV LLAISIX € TUM, L0 /0ro NPOKLLIOB MUTELlb, CTBOPHOHOYM
06pas; came ¥oro sorika, Ha pyMKy C. EA3eHLUTeNHa, Mae cTaTu MeTOLLOM TBOPYOCTI.

Came uen npouec |. KaHT BBaxaB MPUHLMMNOBO HeMisHaBaHHUM, BiJHOCAYM AOrO
[l0 NpUpooXeHuX 3ai6HocTel (reHis). CaMe nepen LM NPoLECOM TBOPEHHS 06pasiB,
AIK Ha43BUYaHO BaXIJIMBUM | HE3BUYANHO BaXKUM /1 PO3YMiHHS, Tak 61U MOBUTH,
waHob6nuBo 3HiMaB kanentoxa I. [erenb.

| Hanbinblue Bpaxana Tx Npu LbOMY He Tak 34aTHICTb TBOPYOI YySBU 4O TOYHOro
BiJJOGpaXeHHSI CNPUNHATOrO, AK i HECTPUMHUI NOTAr [O BUTBOPEHHS HeBaueHoro,
HeuyBaHOro, HesHaHoOro. «YsBa (K MPOAYKTMBHA 34aTHICTb Mi3HaHHS) Ayxe
CU/IbHa Yy CTBOPEHHI HibM apyroi npupoau i3 MaTtepiany, sKuii Hagae homy rneplia, —
3axonntoBaBca KaHT. — Mu 6aBumocs Herw, fe [OCBif HaM BuUAAETbCS HaATO
rnepeciyHuM; My nepepobIssEMOo Leii AOCBIg, Ljonpas/a, He 3aBXAM 3a aHasI0riYHUMHU
JOCBify 3akoHamu, ane ¥ 3a TUMU MpuUHUMNamy, sKi nepebyBaroTb BULLE AOCBIAY,
y po3yMi (i siKi 47151 HaC Tak caMo NPUPOAHI, SIK i Ti, 3@ SKUMU r71y3/ CrIpUiiMae eMnipuyHy
npupoay); ane npu LuboMy My Big4yBaemMo CBO60AY i Bifj 3aKOHIB acouiauii (Lo B1aCTUBO
eMMipMYHOMY 3aCTOCYBaHHIO L€l 3aTHOCTI), TaK Lo TyT MM, Xo4a i OTPUMYEMO Bif
npupoan MaTepian, asne Leu MmaTepian My MOXEMO NepepobuTH A7151 YHOroch LisIKOBUTO
iHLWOro — came 47151 TOro, WO CTOITb yxKe Buile npupoaun» (KaHT, 1898, ¢.259). Ha gymky
|. KaHTa, 3a LONOMOr0H0 YSBMU, LLLO «ClifiaMu PO3yMy NnparHe f4oCAartTv Bece 6inbLioro Ta
6inbLIOro», MUTELb HaMaraeTbCs «y BCill MOBHOTI faTu 4yTTeBUI 06pas Toro, /181 4Oro
y npupoai Hema npuknagy» (KaHt, 1898, c.259).

«[Dxepesiom XyL[0OXHix TBOPIB, — BBaxaB [erenb, — € BisibHa Aisi/IbHICTb (paHTa3sii, ika
y CTBOPEHHI CBOIX ysIBHMX 06pa3iB Luye BiflbHillia, Hix cama npupoga» (1968, c.5). Mepen
Ljieto NPOLYKTUBHOK MOTYXHICTHO, Nepef UMM po3maiTum 6araTcTBOM, 3a CoBaMu
I. Ferens, gymKa «Hibu BTpayae My>XHIiCTb | roToBa BifJMOBUTUCS Bifj CBOIX MPETEH3il
MoBHICTIO 3’AcyBaTu co6i Ui obpa3un (haHTasii, BUHECTU CBIli BUPOK IM i nigBecTu ix
nig BcesarasnbHi ¢popmynn» (1968, c.5). ¥ LbOMYy CYOXEHHi — He JMLle KPUTUKA
arHocTMuuamy |. KaHTa, ane # cniB4yTTA MOMY, BU3HAHHS CMPaBXHiX TPYOHOLLIB
OCArHEeHHs npoLiecy TBOPYOCTI, MOro 3aKOHOMIpHOCTEN.

TuMyacoMcame e MOMEHTY MPOLeci TBOPYOCTI 6yBi3annLIaeTbCsI HaNBaXK INBILLIMM
AIK 4515 pOpMyBaHHA B MUTLS TBOPYOro METOAY, Tak i AJI MPOSICHEHHS NpUpoaun
MucTeyTBa B3arani. He BUnaakoBo camMe 3Bifcu 6epyTb N0OYaTOK HAWPi3HOMaHITHiLLI
(Big poMaHTU3MY [0 Ctoppeaniamy Ta KOHLUEenTyasniaMy) TBOpYi METOAM Ta BiANOBiAHI
KoHuenuil MmucTeuTBa. «Konu ntoauHi 3Hagobunocs iMiTyBaTu Xo4y, BOHa cTBOpuia
KoJeco,30BCiMHenofibHe fo Horuy. LLicnosa He BUNagKoBO MpUNUCYOTh ANONAiHEpY.
«MepwoyeproBe 3aBAaHHA MUTLSA — NiAMIHIOBaTU NpMpoay i MpoTecTyBaTu NpoTu
Hel», — noBYaB xynoxHukiB LLI. boanep. «3a f,ONOMOro0 MUCTELTBa MU BUpaXaeMo
Hallle ySIBJIEHHSI MPO Te, L0 He € Npupoaoto», — 3aasnsB [1. MNikacco (Bnagumupckui
pean., 1957, ¢.10).
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OTXxe, nepen HaMU — TaK camMoO (OPMYJIHOBaHHSA LiiJIKOM MEBHOI MOETUKU, METOLIB
TBOPYOCTI, 3a SIKUMMW, MOAIOHO fIK i y Bunagky, onucaHoMy C. En3eHLITeHOM,
HaNexuTb NPUMYCUTU rAspada (YMTaya, cinyxaya TOLLO) MPOWTU y CBOIW yABI TOW
LUAX, IKUM NPOMLLOB, CTBOPIOOYM 06pas, caM MUTeLb. BigMiHHICTb, ogHak, nonsrae
B caMoMy LiboMy Lussixy. C. EW3eHWTeNH, MOBSIYM NPO HbOT O, HaMNeBHE, MaB Ha yBasi,
o nMpoo6pas ManbyTHbLOro TBOpPY (igeasnbHuii o6pas) € afeKBaTHUM, MPUHANMHI
iCTOTHO He Bifpi3HsieTbCs Bif TOro o6pasy, o CKNaBCcs B MUTLSA Mif Yac Ni3HaHHSA
LINCHOCTI. Y LWOMHO HaBe,eHUX CYAKEHHSX iAeTbCA AKpPa3 Npo 30BCIiM NPOTUIIEXHE.

MpUXUNbHKKIB TBOPYOro MeTogdy, SIKi Tak 4K iHaKwe cosigapHi 3 6ayeHHsAM
C. EfseHwTenHa, BigaaBHa NpuiHATO BGyno HasuBaTWu peasicTamy, a BifnoBigHy
KOHLenuito MucTeuTBa — peaniaMoM; afenTiB iHWOro nornagy — BigHOCUTU [0
Pi3HUX Teuit (HaNpAMIB, WKIN TOW), HI6UTO HepeasniaMy (DOMaHTH3MY, CIOppPeaiaMy,
€KCIPECIOHI3MY, iMMpecioHi3aMy, KoHLenTyaniamy Towo). [poTe peanbHa KapTuHa
BUSIBASIETbCS, 3peLLTOL0, HabaraTo cknagHilla Ta i Likasiwa.

3. Peaniam — Hepearniam B icTopii MucTeLTBa

LLlo 6 TamM He roBOpuAM MPUXUIIbHUKUA «PO3MUTUX OeperiB» i «HeBU3HAYEHUX
KpuTepiiB», AK 6M He Hamaranucs TO pPo3LUMPUTK, TO 3BY3UTU MeXi peaniamy, ycs
[oTenepilwHs icTopis MUCTeLUTBa, BracHe ¢inocopcbka Ta noniTu4yHa 1oro ictopis,
nponwna B 3aneknii 60poTb6i NPUXUIBbHUKIB LUX OBOX OCHOBHUX HanpsiMiB.

PosrnsiHemo HanbinbLL BUpas3Hi NposiBu Liei 6o0poTboMU.

dinocod ApucTtoTennb CBOIM BU3HAYEHHAM MUCTELTBA Moesil NpocTo KOHCTaTye
daKT icHyBaHHA OBOX pOAiB MUCTELTBA: HacaigyBaibHux (00 AKUX BiLHOCUTb YCi
MycHUKi¥icbki, TOBTO NOB'sA3aHi 3 My3amu (Big rp. Movaa My3a — 60rmHs-noKPOBUTESbKA
O[IHOro 3 MUCTELTB) Ta TEXHIYHUX. [NaTOH BiJBEPTO BUCJIOBJIOE CBOT cMMMaTIi came
HacnigyBasbHUM MuUcTelTBaM. HaBiTb «MyCUYHI MUCTeLTBa» BiH BU3HABAB TiJIbKU
AK «300paxasbHi i BigTBOPIOKOYi», @ «MPaBUbHICTb? Y LUUX MUCTELTBAX 3yMOBJIEHA
He HacoNI0 010, a B3araJsli TOTOXHICTHO Bif TBOPEHHS 3 OPUTiHANIOM LLLOA0 BEMIMYUHM Ta
akocTi» (Acmyc pepg,., 1937, ¢.115). Yce, wo pobunocs B MUCTELTBI HE Y BiANOBIAHOCTI
0o opwuriHany, o icTvHK, MnaTtoH BBaxaB HerigHUM. «Hikonu My3u He 3miwanu
6 ronocwu 3BIpiB, NtOAEN, 3BYKM 3HApPALb | BCINSKUA WYM 3 METOH BiATBOPUTM LO-
Hebyab enuHe. JIOACHKI X MOETU CUJIbHO CMAYTYHOTb i HEPO3YMHO 3MIillYyOTh yce
ue...» (Acmyc peg., 1937,¢.115). Came Tofi, NeBHO, 3apoaXyBasiacs iHCTpyMeHTasnbHa
My3uKa, i MnaToHy BoHa Tex Ayxe He nopobanacsi, 30Kpema i yepes Te, LLO He
Marna CBOro opuriHany, skuin 6u BigTBoptoBana. Mu noku L0 3anulaeMo 0CTOPOHb
iHLWI, i1€osOriYHi Ta MOMITUYHI MOTMBM eCTETUMYHUX yrnoaobaHb lNnaToHa (Npo HUX
nige mMoBa Aani), ane caM akT MOro NMPUXMIIbHOCTI 40 MOETUKM BiATBOPEHHS, L0
LiIKOM NAvHe B pychi peanicTUYHOT, BUXOA4AYM 3 HABEAEHUX MOr0 CYAXEeHb, 30aETbCSA
6e3CyMHIBHUM.

LLle sanoB3ATiwMM Gopuem 3a npaBaMBiCTb MuUcTeuTBa OyB Mapk BiTpyBsin
MonnioH, pUMCbKUIA apXiTeKTop i TeopeTUK MUCTeLTBa, BYEHWA 3 HaA3BUYAKHO
rMMBOKMMM Ta PisHOBIYHUMM 3HAHHSAAMU. « TBOPOM XUBOMUCY, — 3a3Ha4aB BiTpysin, —
€ 300paxeHHs Toro, wo €, abo Toro, Wo Moxe ByTu, AK Hanpuknag, 306paxeHHs

2TobTo Te, o pobuTb ix mucteyTBamu, — C. b.
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noauHy, 6yamHKy, Kopabns Ta iHWWX peyer, TOOTO MEeBHUX KOHKPETHMX Tin,
3 AKMX 3HIMalTbCA HIBU Mopdeni 3acobamu 306paxasnibHoOro ynogobneHHs» (1936,
€.1971-192). Mapk BiTpyBiii NpocTexye pPO3BUTOK HACTIHHOMO XWBOMWCY, B OCHOBI
AKoro cnoyaTky O6yno HacnigyBaHHs, a nMOTIM LTYKaTypHi 06nAnLtOBaHHSA
posnucyBanucst «Bce Binblue 306paXxeHHsIMU eKCTpaBaraHTHOMO XapakTepy, a He
YiTKUMKU 0Opasamy, 3ano3vYeHUMM Bif, KOHKpPeTHUX sBuu, XuTTsa» (1936, ¢.192).
ABTOp NpUXOAMTb [0 BUCHOBKY, LLLO «HE CJlif CXBAJItOBAaTW TBOPY XUBOMWUCY, Aaneki
Bi[, NpaBAonofibHOCTI, i He cnif Yepes Te Tiibky 3pasy AaBaTu MPO HUX MO3UTUBHUIA
BiZryK, L0 BOHU BUKOHaHi BUTOHYEHO 3 BOKY MMUCTELIbKOrO BUKOHAHHS, OCKIiJIbKU
TX CIOXEeTHI [aHi He BUTPUMYIOTb 6e3 HaTSXKM KPUTUKM Ta He MarTb PO3YMHUX
i peanbHUX BUNpaBaaHb» (BuTpysui, 1936, ¢.193).

LlikaBo, Wwo cBoi nornagv Mapk BiTpyBiii nocnigoBHO NOLWMPIOBAB | Ha apXiTEKTYpPY,
AKY TeX BBaXXaB MUCTELTBOM HacifyBasbHUM.

IcTopisl, HACKINbKM MOXHa CYAWUTK, HE 3anviuunia A5 MOPIBHSAHHS MipKyBaHb THX,
XTO BMepTO AOTPMMYBABCSH iHLIOI MOETUKM, MeTody TBOPYOCTI, AKMA MPU3BOAUB
[0 Biaxoay Bif 306paxeHHs1 peanbHUX SIBULY Ta NpeaMeTiB, B3arasi HachifyBaHHs
npupoau. 3aTe Hall Yac fae YMMmano s Lboro MaTepiany. KoxHui, XTo B3SIB Ha
036pOEHHSA 0OMH 3 METOfIB TBOPEHHA He 3a o6pa3oM i nofgoboto Toro, Wwo 6aunTb
UM 4yB, 3aMoB3ATO BiACTOKOUYM CBOE NPABO Ha TakKy TBOPYICTb, Y Mipy CBOIX CWN
Ta 3AaibHoCTeN sIKOCb BMMNPaBLOBYE Ta MOSICHIOE MOro. Y Ti um iHWiN dopmi Taki
nornsau, Bapitoroym iX Ha BCi 1afu, BUCIIOBIIOBAM 1 BUCTIOBIIOOTh, MOYMHAKOYM Bif,
POMaHTHUKIB i 3aKiHUYyHOUM croppeasnicTamMu.

BiguanoywHy cnpoby 3aranbHOTEOPETUYHOrO OBI'PYHTYBaHHS Ta MONITUYHOMO
BUNpPaBLaHHA MOETMKM, LLO CMOBiJae MUCTELbKe NepeTBOPEHHSI OINCHOCTI, B3SB
Ha cebe P. Mapogi. BiH BBaxaB, L0 MUCTELTBO € «HE KOMiOBAHHAM [iNCHOCTI»,
a «YUCTO JIIOACHKOK TBOpYiCTHO». Tak, HiIBM YncTO NoAcbka TBOPYICTb He MOXe
BKJIFOYATU M AK OMH 3 €/IEMEHTIB TakKO0X KOMitoBaHHS AiMcHOCTi. OfgHaK usa fymka
3a cBOiM NadboCcoM NPOOBXYE €BOJIOLILO, Ika BUKOPIHUIACA 3 YaciB POMaHTU3MY:
HApOCTaHHS CYMHIBIB Y TOMY, WO peasibHIiCTb, 30BHILUHA YM BHYTPILIHA Npupoaa,
ABnse cobo0 MOLEnb, Ky HaneXutb Bi,qTBoprosaTM P. Fapopi cTBepAXyBaB, L0
npupofaa, 3BuyarHo, Hagae apbu, opMK, 30BHILLHIA BUINSL pedyaM, CTBOPHOOYM
TX IK CUPOBUHY. XY[O0XHS X TBOPYICTb Mae CBOIM 3aBJaHHSAM, Ha MOro OyMKY, He
BifTBOPEHHS CBITY, @ BUPAXEHHS NparHeHb NOAUHW (TaK, HIBWU nparHeHHs el He
Hanexatb [0 peasibHOI iliCHOCTI).

Ha ogHoMmy nontoci, ik 6auMmo 3 HaBefeHUX NpuKNagie, nepebyBatoTb 6€3YMOBHI
peanicTu; 3aBAaHHS Ta MOXJIMBOCTI MUCTeLTBa BOHM BOayarTb Yy HacnifyBaHHI
i TinbkM HacnigyBaHHI Mpupoau; Ha iHWoMy — 6esornagHi TBopui HebauyeHoro,
HeyyBaHOro, Hacamrepen ysBJIOBaHOrO.

Mpy uboMy, Tak 6u MoBUTH, dbinocodcbknii hoH MO3ULIN [OCUTb MICTPABUN.
Cepep, nepwunx Mu 6a4ynMMo HaiBHOro MaTepianicta Mapka BiTpyBisi i ganeko He
HaiBHOro ifgeanicTta naToHa; cepen Opyrux — NIOAMHY, WO 3apaxoByBana cebe [0
MaTepianicTiB-gianekTukis. LLLo X [0 30/10TOI cepeuHn, TO 1 BOHa NpencTaBiieHa
ineanictom-gnianektukom (I leresib) Ta HeMoChiAOBHUM if4eanicTOM-arHOCTUKOM
(I. KanT).
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Lle obpvBae 3BMYHI napaneni (peaniam — marepianiam, HepeasiaMm — ifeaniam)
i, 34aeTbcs, B3arani 3aniytye dinocodcbKi Cnian NoeTmku.

CnpaBa B TOMY, W0 ¢isnocopcbkuii BOAOAIN Yy MOETULLI NPOXOAUTb, CKaXiMo, He Mo
pebpy nuTaHHS NPo BigHOLLIEHHSI MUC/IEHHS [0 6YTTS, a HibK BNonepek Hboro — Mo JiHiT
CKNafHWX CMiBBIgHOLEHb CY6 EKTUBHOIr0 Ta 06'€KTMBHOMO B NPOLLECi Ni3HAHHSA B3arani
Ta 3anylyTaHWx KOopAMHaT MiXK MeTOLaMM NMi3HaHHS Ta MeTofaMu TBOPYOCTI.

MopibHy cxemy iCTOPUMYHOI AMHAMIKU KOHLEMNLUiN MUCTELTBA, MEBHO, MOXHa 6yo
6 NPUMHATYM 3a BigOMY HaTsXXKY, AKOU BOHA He BifnoBifana i CbOroAHilLHiv OiNCHOCTI.
Ap)Xe 1 CbOrOAHI MU € CBiiKaMu TOro, siK, 3 ogHoro 60Ky, 6e3KpWUInn HaTypaniam,
HyfgHe 11 6e3BigpagHe KoMitoBaHHA HABKOJIMLLHBOT AiNCHOCTI BUAAETHCS 3a peaniam
Ta LLie N NpeTeHaye Ha BUHATKOBE NPaBo Ha iCHYBaHHS, a 3 iHLWOro — abcTpaKLioHi3M,
ctoppeaniam Ta iHWi BUAn po3puBy Byab-sIKUX PO3YMHUX 3B'AI3KIB 3 HABKOJIMLLHbLOO
JiNcHicTio BUOaTh cebe 3a €4UHO MOX/IMBE MUCTELITBO.

U He OCTaHHIN «MNUCK MOOW» Ha HepeasiaM — KOHLEMUis Tak 3BaHoro
rnoctTapamMaTuaMy, SiKy aBTOP — HiMeLbkKuid BYeHui XaHc-Tuc Jlemad (2013) -
nofae sk OCHOBHUM «BEKTOP PO3BUTKY TeaTpy KiHUsA XX — noyaTtky XXI cToniTTA.
OCHOBOK €BPOMENCLKOr0 TeaTpy YMNpomoBxX 6araTbox CTONiITh, CNpaBefnBO
BBaxae X.-T. JlemaH, 6yna gpama («cMucn»). CbOrogHillHi X TeaTpasnbHi BUCTaBM
cBigyaTb HIGUTO Mpo nepexin [0 nocTgpamu: «papama» abo iHWWI NiTepaTypHUi
TEKCT», L0 BUKOPUCTOBYETbLCS B TeaTpi, CTae Nuvllie efleMeHTOM, MaTepiajioM AJis
NOCTaHOBKM, ane He Woro 0CHOBOMOOXHUM MpuHLMNoM. MNpu uboMy hyHKLiA croBa
y nepcdpopmMaTUBHOMY?® TeaTpi 3MiHIOETbCA — aKLLEHT 3MiLLLYETbCS Ha TiJO0, a CLieHIYHa
Lis cTae nnacTukoueHTpryHoto (Shevchenko, Shevchenko, and Salakhova, 2017).

Mpo igeonoriyHi Ta NOAITUYHI NepeayMOBU M HacnigKy Lboro siBULLa MOBa nife
B NofanblUMX HayKOBUX OOCHIOXEHHSX aBTOpa, NMPUCBAYEHUX aHasi3oBi MeTOLIB
Ta XYOOXHiX CTUAIB, Wo X A0 dinocodcbKoro, FTHOCEONONYHOro KOPIHHS 1MOro, To
BOHO nonsrae B MeTadisMyHOMY pPO3pUBI CKNAAHOro ¥ CyrnepeuwsMBoro npoecy
XYLOXHbOr0 TBOPEHHS, abcontoTusalil M NPOTUCTaBNEHHI MOro MEBHUX PUC 4K
cTafil, eTaniB AK HiBM CaMOCTIHUX, HE3aNeXHUX, caMofoCTaTHiIX. Jlerko nobaunTu,
O Teopia «KOMitoBaHHS» BMPOCTae 3 abcontoTvsauil MOMEHTY afeKBaTHOCTI
CNPUNHATTS MUTL,EM HaBKOJIMLLHBOT AiINCHOCTI M HEXTYBaHHSA 3[aTHICTIO Ta noTpeboto
MUTLS B MEePeTBOPEHHI Lboro nepsoobpasy B npoueci BMpobneHHs npoobpasy
ManbyTHbOro MUCTELbKOro TBOPY. Teopil Ha 3pa3okK Ti€l, W0 i BigCTOHTh, BUXOASATb
3 abcontoTMn3aLii came MOMEHTY NePeTBOPEHHS | HEXTYIOTb BigMNOBIAHICTIO TOrO, LLLO
TBOPUTb MUTeLb, — NepBoobpasy HaBKOMMULWHLOT JINCHOCTI. |, HE3BaXxatoumn Ha ixHi
HIGUTO peBONIOLIVHI 3asiBM MPO Te, WO MUCTELTBO MOKJIMKaHe ByLiMTO He CTillbKu
po3noBifaTh Npo CBIT, CKiIbKM TBOPUTU IHLUMI CBIT, HE3BAXalUM Ha MPETEHSIt0
BMCTaBWUTM Ha MepLUMI MaH PeBOJIIOLINHY, NepeTBOpPrOtoYY (DYHKLIIO MUCTELTBA,

3 MNepdopMaTnB — MOBJIEHHEBUIA aKT. MepdopMaTUBHICTb K MOHATTA MiXAUCLUMITIHAPHOMO
MOXOO)KEHHS, L0 MO3Ha4ae cuTyauito 36iry amicTy 3 BuaABOM. Y pasi nepcopmMaTUBHOCTI
3MICT He po3noBifjaeTbes, ane BiabyBaeTbcs ioro camonogaya. MeeBHe NoBifoMeHHS (TEKCT
abo fis) cTae He NPOCTO BMCIIOBJIHOBAHHAM MNPO LW0-Heby b, a M fLeMOHCTpaLieto Toro, Npo o
rOBOPUTH Lie MOBIJOMIIEHHS.
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MOJepHiCTCbKa KOHLeNLisi, MO CyTi, NifpyBa€ OCHOBU LibOro MOK/IMKAHHS MUCTELTBA.
Bo 6yTu 36poeto B ifeonorivyHin 60poTbbi MUCTELTBO MOXeE Tifibku Byayun 3aco6om
nisHaHHA cBITYy. Jlvwe npaBAMBO PO3KpPUMBAKOYM OOBKOJIMLLHIA CBIT, TEHAEHUIT Ta
3aKOHOMIPHOCTI MOro po3BMTKY, MUCTELTBO CMIPOMOXHE BUKOHATM CBOO POJib 3aC0by
inenHoro (igeonoriyHoro) NepeTBOPeHHs CBITYy BiAMNOBIAHO A0 NOTPEes NHOANHN.

HaYKOBa HOBU3Ha

Brxofsum 3 TaKOro po3yMiHHSt MUCTELTBA (MUCTELIbKOrO TBOPYOro MPOLECY), CYTHICTb
noeTuky, ika 3 opmarnbHOro 60Ky Mae BUMISL [eAKOl CYKYNHOCTI (CUCTEMM) MEBHUX
NPUHLMMIB Ta NpaBwuI, aBTOP Y HOBOMY HayKOBO-A0C/i AHULBKOMY paKypci po3rnsgae
AIK /10Ky TBOPYOro npoLecy, y KOTPiii CBOEPIGHUMY IPaHSIMUM NMOCTalOTh (B Pi3HMX BuAax
MUCTELTBA — Pi3HOK MiIPOID) rTHOCEOJIOriYHi, ICUXOJIOriYHI, iA€0/I0MYHI Ta TEXHOIOrIYHi
acnekTy MUCTELbKOro TBOPYOro npouecy. Y uiv nyénikauii nornmbneHo npoaHanizoBaHo
caMe rHOCEeOJIoriYHUI acrnekT NOeTUKK (TBOPYOro MeToay).

BucHoBKu

OTXe, HayKOBe PO3YMiHHSA rpoLecy XyA0XHbOro TBOPEHHS B YAIBi MUTLSI HE Mae
HIYOro CnifIbHOro Hi 3 04HOBIYHOO BMMOTOIO KOMitoBaTU HAaBKOJIULIHIO LiACHICTb, Hi 3i
cnpobamu nopeaTH 3 Heto ByAb-AKi 3B'A3KKU. BU3Hatoun AYBOBMXHY 30,aTHICTb IOACHKOI
CBiJOMOCTI 1,0 TBOPEHHS HOBUX hOpM, HAayKOBUI Miaxin oanekun Big HaMmaraHHs
abcontoTnyBaTH ii, @ TUM Naye CTaBUTU L0 34aTHICTb | NpoayKTw il peanisauil Hag,
Buue abo mosza NpupoLaoo.

JltoguHa camMa € YaCcTUHOK Ta NPOSABOM MPUPOAM, | OTXe, HiIKUI TI BUTBIp yXxe
3 OrNIsAAY Ha Lie He MOXe CTOSITU HUXKYE, BULLLE UM Aecb 360Ky NpUpoau. AKLLO BiKUHYTH
3BUYaHYy MeTadOpUYHICTb LibOro BUCJIOBY, B OCHOBI SIKOIO NIEXMUTb BiAMIiHHICTb
JIOANHMW SIK MUCIISIYOI | CBiOMOI MpUpOaU Bif YCIEl peluTy NpUpoam, TO 3a/MILAETHCS
cyTo ginocopcbkmii (TOBTO rHOCEONOriYHNIA) acnekT abCoMOTHOrO NPOTUCTABIEHHS
NOAMHY Ta NPUPOAN K YNEHIB FTHOCEOSIOTIYHOro pafy. Ycynepey TBepAXeHHAM
Pi3HUX igeanicTUYHMX Ta arHoCcTUYHKUX doinocodin, 3a Mexamu rHoOCeos10riYHOro
npowecy noanHa Ta npupoja He MPpoTUCTOATL OAHE 0HOMY abCOIOTHO, @ CTaHOBJIATh
cynepeynuBy €AHICTb ycepeauHi npupoaun. Yepes Le, wo 6 He pobuna noavHa, aK 6um
BOHa He 3MiHIOBasla Ta NepeTBOplOBana JaHe Npupooro 3a hopMoro, MaTepianom,
BUrnsaom, apboto ToLLo — yce Lie 3aMILaeTbCs B Mexax npupoau. | konu noaunHa
TBOPUTb HebayeHe UM HeuyBaHe, BOHa BUXOAMUTD TiIbKU 3@ MEXi B/TACHOr0 KOHKPETHOIO
Jl0CBIfy, ajie ax HisKk He 3a MeXXi pupoau.

ficHa piy, Lo TaMm, e 3aBASKM CBOTN 3[aTHOCTI ysIBHO (OTXE, HEOBTAXEHO peanbHUM
MaTepiasiom, MPOCTOPOM i Yyacom) onepyBaTy 3 Byab-AKUMM NpegMeTaMu Ta SBULLAMY
LiicHoCTi (B TOMY UncChi 1 yssBHOT AilicCHOCTI IO CbKOI ysiBU, TaMm, fe (3aBAAKN Ll
3[aTHOCTI) NII0MHA BUXOOMTb 32 MEXi KOHKPETHOro [0CBiAy, CYyCniflbHO-iCTOPUYHOT
npaKTUKK, il NigcTepiratoTb BCiNsKI «<HecnoiBaHKW» i cpaBXHi TpyaHou,i. Ta naoTb
™M 36UTK cebe 3 NaHTEeNNKY 1 3anyTaTy TiflbKK NOAW, SIKi BTPavyatoTb YiTKi 3B'13KU
3 MPaKTKKOHO, LOCBIOM, XUTTAM. Bo npakTuka ik KpUTepin icTUHU BCe X Y [OCTaTHIN
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Mipi HagiiHUIA OpiEHTUP Af1st TOTO, XTO He Xo4e 36UTUCS Ha MaHiBL,i Cy6'eKTUBICTCbKUX
6nyKaHb.

3riiHO 3 HayKOBO-MaTepianiCTUYHO KOHLENLLiEI CBiAOMICTb BiATBOPHOE HE TiNbKU
30BHILUHIN BUrNSA ABULLA, @ | NOFO CYTHICTb, MPU LibOMY B KiHLEBOMY NiACyMKy TBOpYOT
po6oTu CBiAOMOCTI BUXOAUTb NPOAYKT, LLO NOoefHYe B cobi NeBHY Mipy nofdibHOCTI
Ta HenofibHoCTI fo0 nepBoo6pasy. XyLoXHE Ni3HAHHS K Mi3HaHHS nepebirae came
LUM LLISIXOM, @ SIK XYZOXXHE Bifpi3HAETHCA NnLe TUM, WO BiabyBaeTbcs He y hopMi
JIOTIYHMX NOHSATb, @ Y PopMi KOHKPETHO-4yTTEBUX 0OpasiB. Ha LboMy 3acHoBaHa
MaTepianicTMyHa KoHLUenuiss MucTeuTBa sk dopMu cycnisibHOT CBifOMOCTI Ta
PO3YMiHHSI TBOPYOro MeTOAY K JIOTiKM XYA0XHbOr0 Mi3HaHHSA. 3a TaKUM PO3YMiHHAM
BCECBITHbO-ICTOPMYHA NPaKTMKa — NpaKTUKa peaniCTUYHOro MUCTELTBA, AKe HIKOMn
He 6ys10 NPOCTO KOMIE OiNCHOCTI Ta HIKONW He MOPUBAIO 3 HELD XMBUX, BiJOMUX
i BUAUMUX.
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NNIOr'MKA MNO3HAHUA («FTHOCEOJ10I UAl») KAK COCTABHAA YACTb
TBOPYECKOIo METOA
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KuneBckuit HaynoHaslbHbIN YHUBEPCUTET Ky/IbTYpbl M UCKyccTB, Knes, YkpanHa

AHHOTayusa

Lienb cTaTbyu — BbISICHEHWE CYLLLHOCTU NO3TUKM (UK, YTO TO XEe CaMOe, XYA0XKECTBEHHOIO
TBOpYeckoro metoga). Metogonorus uccnepoBanus 6asupyeTcs Ha NPUHLMNE CUCTEMHOCTHU:
aBTOp NpuAEpPXKUBAETCA KOHLEMNLUMMU, COrTacHO KOTOPOWM UCKYCCTBO KakK TBOPYECKUI
npouecc npeacTanseT co6oi onpeaeneHHyto cucteMmy. HayuyHas HoBusHa. byayuv chopmoit
06LLLECTBEHHOIO CO3HAHUSA, CMOCOGOM CaMOBbIPaXEHUS IMYHOCTU U CPEACTBOM YTBEPXKAEHNS
onpefeneHHbIX ULel, UICKYCCTBO SBNISIETCA BMECTE C TeM O4HUM W3 BULOB NPoU3BOACTBa. ITO
Npon3BOACTBO crieyudmyeckoe (GyXOoBHOe), 0COGEHHOE CPpeamn AYXOBHbIX (Xy40XeCTBEHHOE), HO
BCe Xe NpefAcTaenseT coboit To, KOTOPOMY NPUCYLLM BCE PyHAaMEHTasIbHbIE YepTbl MPOU3BOACTBA
BooOLLe, B ToM uncrie (1) opraHMsaunoHHble, (2) aKoHoMuyeckme 1 (3) TEXHONOrUYECKME.
OTHocuTenbHO (1): MCKYCCTBO Kak NPOM3BOLCTBO XY[0XECTBEHHbIX LLEHHOCTEN B CBOEM
UCTOPUYECKOM Pa3BUTUU NMPOXOLMUT Te Xe CTafum obLLecTBeHHON (KONNEKTUBHOIA) OpraHv3auum
TpyZ4a, uTo M NpoMsBoLCTBO BooOGLe (B TOM Yuc/e U MaTepuasbHblx 6nar). A UMeHHO:
Koonepauus (MKOHOMUCHbIE, B 06LLEM MassipHble MacTepckue), MaHydakTypa (TeaTp), dhabpuka
(kuHO), MHAYcTpuUA (TeneBupaeHve). OTHOCUTENbHO (2) — HEKOTOpPbIE UCKYCCTBa (Hanpumep,
KuHemaTorpad) npefCcTaBnsoT co6oi caMoCToATeNIbHble OTpacsiv NPOM3BOLCTBA, BECbMa
3(pheKTUBHbIE B IKOHOMUYECKOM CMbIcSie. OTHOCUTENBHO (3) — TEXHOMOMUS Xy[0XECTBEHHOO
MPoOu3BOACTBA, OCMbIC/IEHHAs B CBOE 3aKOHOMEPHOCTH, onpeaensieT creyndmky UCKyccTBa
C ero npakTUYeCKu-NPoU3BOACTBEHHON (PEMECTIEHHON CTOPOHbI). BbiBOAbI. MicX0As U3 Takoro
NMOHUMaHWSI UCKYCCTBA (XYL0XeCTBEHHOrO TBOPYECKOTrO MNpoLecca), CyLLHOCTb MO3TUKY,
chopmarnbHo UMetoLLEel BUS, CUCTEMbI ONpPefeNieHHbIX MPUHLMIOB 1 NpaBu, aBTOp paccMaTpuBaeT
KaK JIorMKy TBOPYECKOro NpoLiecca, B KOTOPOM CBOe0Opa3HbIMU rpaHAMM BO3HUKAIOT (B pasHbIX
BUIAX UCKYCCTBA — B pa3HOM CTEMNEeHM) rTHOCEOIOrMYeckue, NCMXoNornyeckue, Maeosiornyeckue
1 TEXHOJNIOTMYECKUE acreKThbl XyLOXEeCTBEHHOro TBOPYECKOoro npouecca. B gaHHoun ny6nvkavum
aHanusmpyeTcst UMEHHO THOCEOJSIOrMYECKMIA acrekT NOaTUKM (TBOPYECKOro MeToa).

KnioyeBble cnoBa: MeToL; TBOPYECTBO,; NCKYCCTBO, TEXHONOINA; rTHOCEONOrnA
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Abstract

The purpose of the article is to find out the nature of poetics (or, the same, artistic creative
method). The research methodology is based on the principle of systematic: the author
adheres to the concept that art as a creative process represents a certain system. Scientific
novelty. Being a form of social consciousness, a way of expressing a person and a means of
establishing certain ideas, art is now one of the types of production. This production is specific
(spiritual), especially among the spiritual (artistic), and yet it is one that has all its fundamental
features in general, including (1) organizational, (2) economic and (3) technological. Regarding
(1): art as the production of artistic values in its historical development is the same stages of social
(collective) organization of labor, as production in general (including material goods). Namely:
co-operation (icon-painting, general painting workshops), manufactory (theater), factory (film),
industry (television). Concerning (2) — some arts (for example, cinema) represent independent
branches of production, but very effective in the economic sense. As for (3) — art production
technology, understood in its laws, determines the specificity of art with its almost-production
(handicraft side). Conclusions. Proceeding from this understanding of art (artistic creative process),
the essence of poetics, which formally looks like a certain set (system) of certain principles and
rules, is considered by the author as the logic of the creative process, in which there are peculiar
facets (in different forms of art and to varying degrees) epistemological, psychological, ideological
and technological aspects of the artistic creative process. The epistemological aspect of poetics
(the creative method) has been analyzed in this article.

Keywords: method; art; technology; gonoseology
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BUTOKN MUCTELITBA PEXXUCYPMU.
I3 MPU3ABYTUX POBIT YKPAIHCbKUX TEATPO3HABLLIB
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AHoTtayisa

Pexwucypa sik TBopya npodecisi Ta npobremMa CTBOPEHHSI aBTOPCHKOT TeaTpasnibHOT BUCTaBM 3a/IULLAETHCS
BXe MoHaf, CTONITTS B LEeHTPi 06roBopeHHs TeaTpo3HaBL,iB, KY/IbTYPOJOriB i haxiBLiB iHWUX ranysei,
LOTUYHMX A0 CLEHIYHOro MUCTeLTBa. MeTolo A,0CifYKEHHS € BKITFOYEHHS B KOO 0GroBOPHOBaHUX
npo6sieM cyyacHoro TeaTpy npu3abyTux HUHI pobiT MUCTeLTBO3HABYOro npodinto, wo 6ynu
XapaKTePHUMU A5l KJIFOYOBUX MOMEHTIB iCTOPIT YKpaiHU: ifeiHO-NONITUYHOrO CAaMOBU3HAYEHHS
nicna 1917 p. (M. BopoHuid, I FTaeBCbKMiA) Ta NOBEPHEHHS [0 CYCMifIbHOI NaM'siTi TBOpUMX 34006yTKiB
BMOATHOro yKpaiHcbKoro pexucepa Jlecs Kypbaca (H. KyasikiHa, ocTaHHs YyeTBepTb XX cT.). MeTogmu
AochigxeHHs (Hacamnepen iCTOpUYHMIA) 06yMOBIEHI CYTTEBUMM YaCOBUMM MPOMIXKaMU, A0 AKUX MU
PeTpPOCNeKTUBHO NMOBEPTAEMOCS 3 OMJISAY Ha 3HAYYLLICTb TIET UM iHLIOT MUCTELbKOT NoAii, Tl noniTu4YHy
3aaHraXxoBaHiCTb TOLLO. [HIMM JOMIHAHTHUM MeTOA0M € MOPIBHSANbHWIA, TOGTO TaKuiA, LLLO AEMOHCTPYE
CXOXiCTb ab0 BifMiHHICTb XyJ0OXHiX NPUINOMIB TeaTpasibHOI BUCTaBU y 3B'A3KY 3 MEBHOK CYCMiSIbHO-
NONITUYHOK HACTAHOBOO UM iJe0NoriYHUMN BUMOramu. MopiBHANIBHUI MeTO[, YMOXIUBIIIOE aHani3
03HaK XY[0XHbOro ABMLLA 3 METOH TXHbOT KnacuddikaLii Ta TUNoNoriYHoro CTPYKTypyBaHHs. HaykoBa
HOBU3Ha po6OTU NONSArae B TOMY, LLLO 3BEPHEHHS [0 NPU3abyTUX eCTETUYHUX KOHLLEMNL,ii MUHYIOro
(" FaeBcbkwMit, M. BopoHwit) gano 3aMory no-HOBOMY MOAMBUTUCS HA YCTaNEHi YSIBAIEHHSI MUHYUX YaciB
i BifNOBigHO Ha#aTK IM Cy4yacHOro HayKOBOIO TPaKTyBaHHs. BUCHOBKM JOCHIf)XEHHSA CTOCYHOTbCA
Hacamnepep Micus Ta poni Jlecs Kyp6aca B pisHOMaHiTHUX MPosiBax EBPOMNENCHKOT peXuncepcbKoi
Teopil Ta npakTUKM XX CT., L0  [0Ci HeAOCTaTHLO OLIHIOTHCS N03a MeXaMu YKpalHCbKOT TeaTpanbHoT
KYJbTYypy.

KnioyoBi ciioBa: pexucypa; ykpalHCbKe PeXuncepcbKe MUCTELTBO; TeaTPO3HaBYi aCrneKTu PeXUCcypu;
H. KysskiHa; TeaTp kopudei; cuctema «obpasHoro nepetsopeHHs» Jleca Kypbaca

MocTaHoBKa npo6nemu

«HanzannyTaHiwi Ta HanbinbLL chipHi cUTyaLii cyd4acHoro TeaTpy HeE3MiHHO MOB'sI3aHi
3 MepcoHoto pexucepa» (XBaneHckas, peq., 1976, c.14). Tak nucaB y cTaTTi, BMilLleHil
y 36ipui «bins BuTOKiB pexucypu» (1976), oauH 3 HanbinbLL aBTOPUTETHUX TEOPETUKIB
uiei ranysi C. Bnagumupos. | xoya BiaToni MuHyno 6inblwe 40 pokiB, pexucypa
3aNMWAaeTbCA O4HUM 3 HanbinbL 3aragkoBux eHOMEHIB Y ranysi MucTeuTBa.
Tox akTyanbHOI € Te3a AOCNIAHMKA, LLLO YCi CKIafHOLLi Cy4aCHOro TeaTpy HeHaude
HapoAMNMCSA Pa3oM 3 PEXMUCYPOID. ICTOPUYHUIA PO3INSL PEXUCYPU NPUMNyCcKae aHani3
BUHWKHEHHS 1 pPO3BUTKY LiieT 0cob6amMBOT cTUboBOT dOpMU B i1 3aKOHOMIPHOCTI Ta
NPOTUPIYYAX, 3aranbHUX | KOHKPeTHUX (XBaneHckas, pef., 1976, ¢.15). Lle x cTocyeTbCst
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KpeaTUBHOI YKpalHCbKOT pexucypu, npeacraBfieHol B icToOpil BITYN3HSIHOrO TeaTpy
XX cT. Hacamnepep imeHeM Jlecs Kypbaca, TBOpYICTb SIKOrO He 3aBXAM BiAnoBigHO
cripuimanacs B pi3Hi iCTOPUYHI enoxw.

AHanis ocTaHHix gocnig)xeHb Ta ny6nikawii

Ha xanb, doyHaamMeHTanbHi ocnigXeHHs pexucepcbKol npodecii, y TOMy Ynchi i Ha
YKPaTHCbKOMY I'PYHTI, 3a/IMLLUIUCA B MUHYJIOMY. 3 TaKUX MOXEMO BUOKPEMUTHU AyXe
3MicToBHY po3BigKy 0. CTaHiweBcbkoro «LLnaxu i npobnemu po3BUTKY HaLiOHaIbHOMO
pexucepcbkoro MUCTELTBA B KOHTEKCTI iCTOPIT yKpalHCbKOro ApaMaTUYHOro TeaTpy»
(2004), knury 1. YankoBcbkoro «LLnsxu po3BUTKy pexucypu ik npodoecii» (2013) Ta
OucepTauito, 3axuLieHy Ha nodaTky XXI cT., «CyyacHa pexucepcbKa OisiNbHICTb K
CKJla[loBa YacTuHa KynbTypoTBOpYOoro npouecy» J1. lony6uosoi (2001). HasiBHICTb
3aranbHUX SOCHiAXeHb YKPAIHCbKOro TeaTpanbHOro MUCTELTBA Y BUMALI HApUCIB,
36ipoK i MOHOrpadit CyTTEBO He 3MiHIOE MOJOXEHHS, 60 pexucypy, Wo He BUXOAUTb
Ha piBeHb KYJIbTYPHO-iICTOPUYHMX KOHLLENLiX, Y HUX LOCAIAXEHO MOMIX iHLLUMX YUHHUKIB
TeaTpasibHOro npoecy. Po6oTun 3apybixkHUX LOCNIAHUKIB, 30KpeMa ppaHLy3bKUX,
[OBOAAT, L0 B EBPONI CNOCTepiratoTb YaMay 3auikaBneHicTb Y NornmMbneHHi nigBanuH
pexwucypu. Tak, b. NikoH-BanneH, ppaHLy3bka gocnigHuus, npodecop cnaBiCTUKY,
yyacHuusi MixHapogHoT KoHdepeHLii «Jlecb Kyp6ac i CBITOBUM TeaTpaslbHUA KOHTEKCT»
(KviiB, 2012 p.), obpana TeMO0 CBOET HayKOBOI pOBBI,D,KVI NMUTaHHS NPOTOPEXNUCYpH, TO6TO
il LLie 0CTaTOYHO HeBUBHAYEHUX O3HaK. I cniBBITUM3HMLIO — HorpeT KaTpiH — 3aLlikaBus
nepLuMin TpakTaT Npo pexucypy B GpaHuii Jlyi bek e dyk'epa. B enoxy TEXHONOMYHOrO,
a He cyTo TBOpYOro crnocoby nobynoBu BUCTaBY Lie HabyBae NPUHLIMMIOBOIO 3HaUYEHHS.
MUTaHHAMM yKpaiHCbKOI MPOTOPEXUCypu Ta TeopeTUYHUMU poboTaMu B Ui ranysi
HayKOBLi Ta MPaKTUKKN MaWxe He LiikaBnsATbCA. 3 iCTOPMYHOrO [OCBIAY YKPaAiHCbKOro
TeaTpoO3HaBCTBA BiAOMO, L0 NpiopuTeT NofibHNX focnigXeHb Mana e COPOoK poKiB
ToMy H. KyssikiHa (1928-1994).

MeTa cTaTTi nonarae y cyTHicHoMy nepernagi npnsabyTux HUHI pobiT
MUCTeLTBO3HABYOro npodinto, wo 6ynu xapakTepHUMM 411A KITHOYOBUX MOMEHTIB
icTopiT YKpaTHu: ifeiHo-NoNiTMYHOro camoBU3HaveHHs nicna 1917 p. (BopoHuit, 1913;
laeBcbkuit, 1930), NnoBepHEHHSA 00 CycnifibHOT NaM'ATi TBOPUMX 3400y TKiB BUOATHOMO
yKpaiHcbKoro pexucepa Jlecs Kypbaca (KyssikuHa, 1984) Ta BKJIHOUEHHS TX Y KOJIO
HanbinbWw 06roBoptoBaHMX NPO6IEM CyyacHOro TeaTpy.

BuKnap oCHOBHOro MaTepiasny BOCNig>KeHHs

HeBrnankoBo, W0 MaricTpasnbHi MMTaHHS BUHUKHEHHA pexucypu sik npodecit
(nepeBaxHo B Pocil, a TakoX y feAK1X 3axiAHOEBPONENCbKUX KpaiHax) Oynv po3risHyTi
B 3rafaHin 36ipui «bins BUTOKIB pexucypu» came npeactaBHMKaMmn 3HaHoi CaHKT-
MeTepbyp3bKoi TeaTpo3HaBYol WKoNW. MNpoTe nig Yac nigroToBKM LibOro BUAAHHS
B JIeHiHrpagCcbKOMY fepXaBHOMY iHCTUTYTi TeaTpy, My3uku Ta KiHeMmaTorpadii Bxe
npawoBana sik BUKnagad i HaykoBeLb YKpaiHCbKOro noxomxeHHs H. Ky3ssakiHa, fKin He
3HaWLWocs Micus B piAHOMY HayKOBOMY cepefoBULLi. BUYaBneHi 3 HbOro He CTiNbKu
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3-3a 0c0b6nMBOCTEN HEMOKIPHOIO XapaKTepy, CKiNbky 3 HebaxaHoi B TOW Yac TeMaTUKK
BTACHUX HayKoBuMX po3pobok (Jlecb Kyp6ac, M. Kyniu, |. Koyepra), H. KysskiHii fosenoch
LyKaTu NpuTynky B Pocii, oe B saragaHomy BULLI NpaLtoBaB 3HaHWI YKpaTHIiCT, NtoguMHa
NpOrpecuBHUX NOTMAAIB | BENIMKOro neparoriyHoro xucty B. CaxHoBCbkui-INaHKeeB,
6araTtorpaHHo o64apoBaHui KUSIHUH A. To3eHnyf, KM cBoro Yacy 6yB 3aLbKOBaHWUM
pagsHCbKUMM NapTitHUMKU YUHOBHUKAMMU SIK «Be3pigHMI KOCMOMONIT», Ta iH.

«TBOpYicTb repoiB Hatani bopuciBHu 3aBX,an MUcnAnnacs B CKnagHoMy npoLeci
TXHBOrO HaLiOHaNIbHOrO M CYCMifIbHOrO CaMOYCBIfOMIIEHHA 1 CAaMOCTBEPAKEHHS,
nocTaBasa siK Wisx cniebyTTs, cniBAii i NpoTUAI ycTaneHoMy iCHyr04OMY MOpPSAKOBI,
obcTaBMHaM iCTOpPUYHOT [,06K, cUcTeMI,— Hanucana nisHiwe NbBiB'AHKa |. Bonnubka,
CTyLeHTKa Ta 3roioM acnipaHTka KyaskiHoi'y JITITMIK. — HaykoBui iHTepec focnigHuui
cnpsiMOBYBaBCs NepeayciM Ha 401 MUTLIB, SIKi B YMOBaX i4€0/I0rYHOro NpPecuHry,
NOMITUYHUX PENpPECiN 3yMinu BUCTOATU 1 He 31aMaTUCh, 3HANTU CU/IN Ha AYXOBHUN
MOpasibHUI CNPOTUB AepXaBHii MawwuHi» (Bonvupbka, 2008, c.33).

ABTOpY LMX psigKiB Tex goenocsi 6yt ctyaeHToM H. Ky3sikiHOT Ta HaBiTb 3aaBaTw it
3anik 3 gucumnninm «lctopist Teatpy Hapogis CPCP». KpiM LjinkoM 3po3yMinioro Haronocy
Ha 30,00yTKax yKpalHCbKOro TeaTpasibHoro MuctelTBa, H. KyssikiHa 3aoxouyBana
CTY[EHTIB [0 BUBYEHHS IPY3MHCBHKOro TeaTpy Ta [OCATHEHb MUTLLIB MPUGanTiiCbKux
pecny6nik (EcToHil, NlaTsil, JINTBM), L0 AOCUTb YAacTO NOKa3yBasv CBOI BUCTaBU
B JleHiHrpag,i.

MpoTe cBOIM NepLIOYEpProBUM 3aBAaHHAM, AK MOXHa no6aynTu 3 il HayKoBUX
ynogfo6aHb, H. KyssikiHa BBaxana nonynsipusauito fgopobky Jlecs Kypbaca, im'st skoro
NOBIsNbHO, ane LinecnpssMoBaHO rnovaso noBepTaTucs Ao YkpaiHu. | yacTkoBo Ao
Pocii — CPCP, BogHouac 3 iM'siM peabinitoBaHoro B. Meliepxonba. Y nocibHuKy
«CTaHOBNEHHS yKpaTHCbKOI pasiHebKol pexucypu» (1984) nocnigHuua nucana, Wo Ha
TOI Yac «cepef, pocincbkoMoBHUX cTaTe npo Kypbaca 1 Teatp 1920-x pokiB MOXHa
BUOKpPEMUTK Nniue po6oTu H. KopHieHko (1968) Ta M. baxaHa (1983)» (Ky3sakuHa,
1984, ¢.12). Liboro y macwTabax 3Hauyw,ocTi opooky Jlecs Kypbaca 6yno 3amarno,
i H. KyssikiHa noyana 3anyyaTu [0 Kona NpUXuibHUKIB ynio6neHoro ykpaiHcbKoro teatpy
CBOIX CTYOEHTIB, SIKi npuixanu o JleHiHrpaga 3 pisHux mict CPCP, oTxe, Bunyctuna
NocibHMK, L0 CTaB BaX/IMBOK HAayYKOBO-A0CIIAHO po3BiaKoto Ta iHdopMauinHum
IXepesioM, akTyaslbHUM [0 HaLUKX YaciB.

HaB4yanbHui nocibHuk H. KyaskiHol, npucBsiyeHui npobrnemam dopMyBaHHS
yKpaTHCbKOI pagsiHcbKoT pexucypu 1920-x pp., peLeH3yBaB 04MH i3 NPoBigHNX
YKPaiHCbKMX TeaTPO3HaBL,iB, [JOKTOP MUCTELITBO3HABCTBA B. A3eHWTaAT Ta 3HAMEHUTUI
«bepesineub», 3acny)KeHm7| aptuct YPCP P. L-IepKaUJl/lH A Hap3aBLaHHAM LbOro
BUAaHHs Oyna roctpa nosiemika aBTopkM 3 HEO6'eKTUBHICTIO Ta OCbIL[IO3HICT}O nornsgis
M. MocuneHka Ha TBopuicTb Jleca Kyp6aca, okpecneHux y BinoBigHnx posainax 3 ictopi
yKparHcbkoro Teatpy (PyaHuubkui, pes., 1966; CTpoeBa, peg,., 1967).

BoueBugb nonemika cnpusana 3miHi no3uuii odiliiHUX pagsHCbKUX iHCTaHLIN,
60 BXe B 1987 p., TO6TO Yepes Tpu poku nicns Buxony nocibHuka H. KysskiHoi,
y Mockgi 6yno HagpykoBaHo 36ipky cTaTe Ta cnoragis npo Jlecs Kyp6aca i yacTuHy
Moro nitepaTypHOi cnaflMHX 3 NepeaMOoBO0 AoChigHMULI. Ane NoBepHEMOCS A0
nocibHmka 1984 p. Y HboMy aBTOpKa Hacamnepepg, 3ocepeansna yBary Ha npobnemax
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CTaHOBJIEHHS YKPaiHCbKOro TeaTpy novyaTky XX cT. 3 poCiNncbKUM Ta 3axigHUMm
TeaTpoM Moro cheHoMeH NoeaHYBanu sk 3arasibHi, Tak i cneundiyHi o3Haku. «AKLL0
paHille B pexucepoBi 6aunnm opraHizaTopa, a YacTo 1 aHTpenpeHepa, xassiiHa Tpynu,
TO Ha nopo3i XX cT. yHKLIT pexncepa 3MiLHIOOTLCSA, CTalOTb BiNbLL TBOPUYNMMU,
BiH BUCTYyMNae TBOPLEM BUCTaBU K EAUHOIO XY OXHbOrO Linoro. MoTicHnBLLIN
aKkTopa — €AMHOBNAAHOIo Xa3siiHa CLIeHU, PEXMUCEP | YaCTKOBO XY[0XHUK Y3Au
Ha cebe BiANOBIgaNbHICTb 3a 3arajibHe 3ByYaHHs i ceHc nocTaHOBKU» (Ky3sikKMHa,
1984, ¢.13). B ykpaiHCcbKOMY TeaTpi, o TpuBanui Yyac 6yB no3daBieHUin MOBHOIO
CaMOBMUCIIOBJIEHHS, 11 noroTiB. Togi we novyaTkiBeyb, Jlecb Kypbac y 1917 p.
nucas: «Cy4yacHWU yKpaiHCbKWUI TeaTp — LiTULLLE aHTUYKPATHCbKOIO pexumy... Lle
y Kpaw,oMy pasi gekinbka MorikaH Bennkoi enoxu KponmeHuubkoro, TobineBnyis
i TX NepLwmX y4HiB... Y ripluomMy pasi Lie NJI0CKUI eniroHiam, MisepHa konis kopudoeis,
aTmocdepa rpybo QuneTaHTCbKOro CTaBfIEHHS O MUCTELTBA, cepef, KOl XXMeHbKa
CaMOCTI/HMX TaNnaHOBUTUX OLMHULb JTaMa€e CBOE XUTTHA, MUMOBOJIi BTPaya€e CBOHO
iHOMBIQYaNbHICTb i, 3)XMBatOYKUCb 3 TpaLAULIisIMM, CTapie 01 BCSKOro NOYMHY. | My
3po3yminu, — npofoBxyBae Jlecb Kypbac, — 11,0 HOBUM YKpaTHCbKUIA TeaTp HE MOXe
Hi B AKOMY pasi noctaTtu 3apas. LLlo BiH BUTBOpOBaTUMETbCSI pOKaMW. | KON HIXTO
3a NOYMH He BpaBcs, KoMK Hikyaun 6yno HaM NpUcTaTy, MU caMi Ka3anu: Moxe Le
nona?» (JlabiHcbkuit, pen., 1991, ¢.28).

HacnpaBpgi poneHocHa posb Jleca Kyp6aca B cTaHOBJIEHHI YKpaTHCbKOro
npodbecinHoro TeaTpy BusiBMNacs He Bigpaay. [oHATTA «pexucep» BUHUKAE B HbOMY
B 1880-Ti pp., y nepiof, noro 6ypxMBoro caMoCTBEPAXKEHHS, KON pexuncep Lie He
OyB BiJOKPEMJIEHUM Bif, aHTpenpeHepa, akTopa Ta HaBiTb gpamaTypra, i yci BOHU
nparHynn Xy4oXHbOro NoeaHaHHs, 0COBMBO X y N'ecax i3 censiHCbKOro XuTTs (iHwa
TeMaTuka 6yna ykpaiHCbKkoMy TeaTpy 3abopoHeHa fo 1905 p.). «Y nocTaHoBKax
KponusHuubkoro, CTapuubKkoro, y po6otax CakcaraHCbKoro nposiBAsitOTbCS pUCH
BNacHe iHTEpPMNPeTaTOPCbKOro NoYaTKy, 3aK/lafatoTbCsl OCHOBMU PEXMCEPCHKOI KYNbTYPU.
MNpoTe BUHWKHEHHS CNEeKTaKIi-KoHLenuiT (Ha skoMy nisHiwe Hanonsirae Kyp6ac)
BUSIBUITOCS LLLe HEMOXJIMBUM 3aBAAKM cnabkin gudepeHuialii 060B'A3KiB NOCTaHOBHMKA
M opamaTypra, a TakoXx TOMy, LLLO, BUPOBUBLLIN 3@ UBEPTb CTOMNITTA CBOK €CTETUKY,
Tpynu KopudoeiB nepefaBany ii «3 BYCT y BycTa» B NPSIMOMY 3HaUeHHI LibOro crioBa»
(KyssikuHa, 1984, c.8).

Y BucTynax 6araTbox HeBeNIMKMX TPy (a X ycboro Ha noyaTky XX cT. 6yno mainxe
TPUALSTb) NepeBaxasnu LWTaMnu «MasiopoCiinCbKoT BUCTABU» 3 MICHAMM, TaHLSIMU Ta
ropinkoto. IHTepec Ao Takoro poAy BMAOBMULL BifUyTHO 3MeHLUYBaBCS, yKpaiHCbKa
KpUTMKa BUCIIOBIIHOBaNacs o0 npodaHayii HalioHanbHOro MucTeuTBa, cnekynsauil
HaBKOJ10 NaTPIOTUYHOI 3aX0OMIEHOCTIi HAPOAHUM NOBGYTOM Ha CLeHi Ta MPo KpuUay
TeaTpy. Ocb YoMy, konm B 1907 p. BcA ykpalHCcbKa npeca Bif3Havana 25-pivyus TeaTpy
KopudoeiB, toBiflel BUKJIMKAB Haf3BMYaNHO BypxanBY NoseMiky, MoB'a3aHy 3 OLiHKOH
TeaTpy K CUCTEeMU: AKLLO AN OLHUX KPUTUKIB BOHa Byna iCTUHHO HapOLHOM Ta
€CTETUYHO 3Pa3KoBOHD, TO iHLLI 06roBoproBanyn 0f4HOBOKICTL i ifel Ta 3acTUrNicTb hOpM.
KopekTuBM B Ui NpoLieck BHeCa apamaTtypriyHa TBopyicTb Jleci YkpaiHku, O. Onecs,
B. BUHHMYeHKa, . XoTkeBMYa, B. CaminneHka Ta iHWwWux. CyyacHi n'ecn BuMaranu Big,
pexwucepa He NPOCTO OpraHisalii cnekTaksto, ane NifroToBKM ecTeTUYHOI nnaTopmu
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0151 CLeHIYHOro BTifIeHHS HEOPOMAHTUYHOT, CUMBOJIIYHOT, NYBAILUCTUYHOT fpamu,
N'eCU-XPOHIKK TOLLO.

HoBi i€l w080 PO3BUTKY CLIEHIYHOMO MUCTELITBA BUCIOBMB aKTop, MOET i nepeknagay
M. BopoHuit y KHU3i «TeaTtp i gpama» (1913). Ak Haronowyeana H. KyssakiHa: «Lle
BUAAHHA pa3oM 3 6powypoto I FaeBcbkoro «3aBaaHHs pexucepa. TeaTpanbHui
nopagHuk» (1920) 6ynu nepwimMn yKpaiHoOMOBHUMM poBGoTaMy, L0 CTOCYBaJINCh
npo6nem pexucypu» (KyssikuHa, 1984, ¢.9). 06uagsi npaui Ta ix aBTopu 3aclyroByoTb
Ha yBary.

Y 1920 p. Ha ponomMory HaB4yanbHOMY Mpouecy 3 TeaTpanbHOI cnpaBu 6yna
3arnovaTkoBaHa crelianbHa cepisi BUAaHb «TeaTpasibHUI MOpafHUK», WO BUxoauna
B Kuesi ynpogosx 1920—1923 pokiB. NepLuoto KHUroto cepii cTana poboTa yKpaiHCbKoro
pexucepa i TeaTpanbHOro XxygoxHuka I. Flaeecbkoro (1872-1933) «3aBaaHHsA
pexucepa». Lle, no cyTi, neplwmin B YkpaiHi Nigpy4HnK 3 pexucypu. Y cBoiin poboTi BiH
BUCBIT/NIOE NMUTAHHSA CLIEHIYHOro MUCTELTBA, POJli Ta 3aBAaHHSA pexucepa i akTopa
B HbOMY. TyT TakoX [OCAIAKEHO MeTOAM Ta CTUMI NOCTaHOBOK, CMiJIbHY MpaLito pexucepa
3 aKTOpamu TOLLO. Y KHM3i po3MilleHo noHag 40 YopHO-6innx Ta KOJIbOPOBUX MasltoHKIB
JleKopalin [0 BUCTaB, siKi MOACHIOTb YMKY aBTOpa Ta L03BOMATb YTayaM Kpalue
YySIBUTM 0COBNMBOCTI NpaLi pexucepa.

I FTaeBCbKUI XapakTepuaye TeaTp BIACTMBUM MiCNSAPEeBONIOLiVHIN [06i cnocoboMm:
AK pifi MUCTELITBA, LLLO BUABNSETHCA XMBMM CJIOBOM, HalbiNbLL BUPA3HUM i LOCTYMHUM
NSl 3p03yMiHHSI MacaMu. [lpaMaTUyHMiA aKTOp Mae MOXJIMBICTb BNAIMBATU Ha cilyxaya
6e3nocepefHbO; BiH Nepefae MoMy 3 KOHY NeBHO 3pO3yMifi AyMKU Ta ifei aBTopis
npwu BignoBigHin o6cTaHoBLi, 6epyyn cobi B 4ONOMOrY e iHLWIi POAM MUCTELTBA...
[ocsirHeHHs aHcambsi MOXIMBO JIMLLE TOA), KON PO3Pi3HEHI IHAMBIAYaNIbHI PO3YMiHHS
aKTOpaMMu He TifIbK1 BCbOro JliTepaTypHO-apTUCTUYHOIO TBOPY B LIiSIOMY, asnie HaBiTb
i PO3YMIHHSI OKpeMUX CLieH B N'eci Ta posiei 6ynyTb 3BefeHi [0 04HOro 3aranabHoro
M CNiNbHOro O BCiX aKTOPiB pO3YMiHHS peyi i yTBOPATb OAUH NOBHO3BYYHUI
i rapMOHINHWUIA akopp,

Tak, K HalnKpalLwi coNicTU-My3UKH, Wo 6epyTb y4acTb B OpKeCTpi, NOTpebytoTb
OVPUreHTa, KU BCTAHOBIIOE 3aranbHi [N BCIX My3MK-OpPKECTPaHTIB HIOAHCH, TEMMK
Ta PO3yMiHHS sIKOICb CUMAOHIT UM onepwu, Tak caMo i ApaMaTUYHI akTopu NoTpebyroThb
nns cBoro o6'efHaHHSI NEBHOT 0COOW, L0 MiLLHO TX 3TYJIFOE | TBOPUTb apTUCTUYHUN
aHcamMbnb, ce6TO fgae ofHy crnifibHy AyLwy, il cniflbHe po3yMiHHSA Tiel npaui, fo sKol
B3sAnocs 6arato oci6 — [0 BUKOHaHHSA n'ecu. Takoto ocoboto € pexucep (BopoHuii,
1913, ¢.30).

ManbyTHe ykpaiHcbkoro TeaTpy B6ayanocs M. BopoHOMy He fy>xe Npo30opuMm,
npoTte wey 1913 p. BiH Ka3aB Npo NpURAELLHI coLiaNibHi KaTaki3MU, B SKUX «LUNPOKI
nponeTapcbki Macu CKaxyTb CBOE CJI0BO | B MUCTeLTBI». Y 6e3nocepefHin 3B's130K
3 UMM MUCbMEHHMK CTaBUB MOXJIMBE MaHyBaHHA Ha CLIeHi coLlianbHOI fpaMu — BOHa
«[acTb LiKaBi iMNynbCu | BigKpue WMPOKi nepcrnekTuem» (BopoHuid, 1913, ¢.28). fkoto
6y[e posib pexucepa 3a HOBUX YMOB, 3 KHUrK M. BopoHoro 6yno He3posyminum. MNpoTe
0YeBMAHMM MOCTaBasIo 3aBaHHsA NobyA0BK HOBOMO TeaTpy, L0 BUMarasno nigkioyeHHs
[0 LbOro npovecy npawiBHUKIB iHLIOro PiBHSA KyNbTYPU: NLWOCA NP0 PiSBHOMAaHITHICTb
LYXOBHUX iHTepeciB, iIHTENIreHTHICTb | BiflbHe BONOLIHHA CNaALLMHOK MUHYIOrO.
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MoTpi6HMI BYB | EBPONENCbKUIA piBEHb OCAMHEHHS TeaTpasibHUX igen, NpaKkTUYHe
3HaHHS [OCBIAY BENMKUX PeXUCEPIB CYyYaCHOCTI.

IcTopryHi 06CcTaBMHU cKnanuca Tak, Wo npobnemMa, KOHYe BaXJMBa OJ1s1 LEHTPIB
Pocii,— 36epexeHHs cTapux TeaTpiB sIK HOCITB KyNbTypu — B YKpalHi Mana iHLwui
ceHc. Hanpuknag, Teatp M. CapgoBcbkoro B 1917—1918 pp. npoaoBXyBaB icHyBaTu
SIK MpMBaTHa aHTPErnpu13a, asne npoLec Noro TBOPYOro 3aHenany, NoOYaBLUNCh L
B 1914-1915 pp., yce nocuntoBaBcs, TOX 3aXUCHUKIB TeaTpy 6yno 3amano. Ane
3 MOro 3HMKHEHHSIM NUTAHHA NMPo TpaguLil TeaTpy KOpUAEIB, iX CEHC | 3HaYeHHs ans
noAanbLIOro po3BUTKY yKpalHCbKOro MMcTeLTBa He 3HiManocs. BoHo BuaBunocs
BaX/IMBMM i NpaKTU4HO (a[Xe nepeBaxHa Maca akTopiB i rnsgadis 6yna BUXoBaHa
CMEKTaKJIIMU CaMe LibOro TeaTpy), i TEOPETUYHO — AK OLLiHKA HalGifbLL XUTTE3AATHOIO
B HaLioHanbHi KynbTypi (Ky3sikuHa, 1984, c.8).

MpupogHo, HaMnpocTiwnm ByB WASX NpsaMoro 36epexeHHa hopM TpaanuLiiHoOro
TeaTpy. KoHcepByBanacsi ManbOBHUYICTb, My3UKasbHICTb, NigKpecneHa 6apBUCTICTb
3006paxeHHa HapogHoro XuTTsa. Ane 36epiranocs 1 6e3niy WTamMniB, HAPOAXKEHUX
HeTBOPYMM MOBTOPEHHSIM 3pa3kKiB MUHYNoro. TyT NnaHyBasa TeaTpasibHa pyTUHa 1 He
6yno BigKpPUTO XOAHMX NePCNeKTUB if OHOBNEHHS. [Ipobnemy 36epexeHHs LoCArHeHb
CTaporo TeaTpy, afe Ha iHWOMY piBHi HaMaraBcs BUpiWwmKTK 1. CakcaraHCbKuN, AKUN
3po6mB cnpoby BiAHOBUTU 3pa3KoBi CeKTakJli TeaTpy Kopudeis.

YKpaiHCbKi ApaMaTuyHi KoNekTuBw, siki popmyBanncs B 1917—1922 pp., Tieto
UM iHLWIOK MipOtO BiALITOBXYBaNMCA Bif 3as/10XeHUX dOpM TpaauLinHoro TeaTpy.
BuHMKae HaBiTb MOHATTSA TeaTpy i akTopa «eBPONeNcbKuUx hopm», TOBTO 34aTHOMO
npawtoBaTu B EBPOMENCHKIN knacuui. PenepTyapHy 0OCHOBY HOBUX TeaTpiB ckiiagana
yKpalHcbKa Ta 3apy6ixHa n'eca XX cT. [lepxaBHui TeaTp, HauioHanbHun Teatp,
Mepwun pepxaBHun Teatp YPCP iM. T. LLleBYeHka — ue, no cyTi, 6yna ogHa 1 Ta X
Tpyna akTopiB (I. Map'aHeHko, M. TuHcbkuiA, C. Kapranbcbkuit, H. [lopolieHKo Ta
iH.), Wo npoxoauna B KMeBi Kpi3b pisHOMaHiTHI TpaHcdopMauil yacy. XygoxHiMu
KepiBHMKaMW, pexucepamu Lux TeaTpiB cTaBanu apTUCTU POCIACHKOT LLUKOJN:
0. 3arapos, b. Kpxuseubkuit, K. bepexHuii, A. CMMPHOB Ta iH.; YUMaso B HUX NpaLioBasno
" aKTOpIB, L0 BBIGpanm B cebe A0CBif pocincbKoi cueHn: €. CupgopeHko, I Melepcbka,
J1. Fakkebyw Ta iH.

Pexmcepn pocincbKol LKOM 3po6unu B Ti pOKM YMMarno, roTyrumM yKpaiHCbKOro aktopa
Inst poboTM HaZl eBPOMENCHKOL 1 Hafasli POCINCbKOK KNTacuKo. B ykpaiHCbkoMy TeaTpi
MOHATTS KYNbTYpW CNOBa, TEKCTY He Habyno ToAi nepwoyeproBoi Barn. O4eBnaHo,
LLLO Hanbinbw nAigHMM ByB WNax dopMyBaHHS HOBOT peXUCypy B caMOMY NpPoLeci
PO3BUTKY YKpaiHCbKOro TeaTpy, KU MOBUHEH yBiOpaTu B cebe cyyacHi igei Ta dopmu,
ane nepepobuTK ix BignoBiAHO [0 CBOIX BHYTPIiLWHiX NOTpeod.

[o cepeguHu 20-x pp. B YKpaiHCbKOMY CLIEHIYHOMY MUCTELITBI B MPOLECi MPUPOgHOro
XYL,0KHbOr0 pO3MeXyBaHHSA BU3HAUMIIMCA [Bi CUCTEMU: OHA 3 HUX TsiXina fo dopm
TeaTpy NPAMUX XUTTEBUX BignoBigHocTel (HakacKpaBille BTilOBanacs B 4is/IbHOCTI
I. IOpw), iHWwa Ha Yori 3 Jlecem Kyp6acom BMCTynana nig, npanopoMm «1iBoro» MUCTELITBA,
CTBepAXXyBana Ha cueHi yMoBHi doopmu. 060€ Bynm 3aKOHOMIPHUMM, X04a nepLua Mana
BUOMMY OMopy B TpaauLisx TeaTpy kopuddeis, a Apyrin HeobxigHo 6yno 3aMiyHUTH
€CTEeTUYHWUN I'PYHT 151 NOAaNbLLIOrO PO3BUTKY.
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CLeHIYHMM YMOBHOCTSIM TeaTpy NpsIMUX XMTTEBUX BignosigHocTel Jlecb Kypbac
NpOTUCTaBUB iHLIY CUCTEMY YMOBHOCTEN, Ha3BaBLUM il CUCTEMOK «0Bpa3HOro
nepeTBOPEHHS», TOBTO XyA0XHIX BULO3MiH peasibHOCTi B MUCTELTBI. He MucTeUTBO
y hopMax XuTTs, a XuUTTA y cbopMax MUCTeLTBa — TaK BiH chopMyoBaB CBOHO
pexucepcbKy Teay, xoua il NpakTUYHe BTiNeHHA 6yBano pisHUM.

HaykoBa HOBU3Ha fOCHiZKEHHSA MONSArae B TOMY, L0 3BEPHEHHS A0 Npu3abyTux
€CTETUYHUX KOHLIENLi MUHYOro [anio 3MOry 3 HOBUX MO3WLiN NOAUBUTUCS Ha YCTaNeHi
YSIBJIEHHA MVHYIUX YaciB i BifNOBIAHO HafjaTh iM Cy4acHOro HayKOBOIO TPaKTyBaHHS.

BucHoBkM. 3 noyatky 1970-x npoTsAirom mamxe 20 pokiB B JIeHiHrpagcbkomy
[iepXaBHOMY IHCTUTYTI TeaTpy, My3uKK Ta KiHemaTorpacbiT npauioBana sik BUKnazay
i HayKoBeLb praIHCbKOFO noxomxeHHs H. Ky39|K|Ha SIKil He 3HaLLOCSs MicLs B pifHOMY
HayKOBOMY cepe,u,osmm,l Camein goBenocs 3IFpaTVI ynmarny posib y 3HaloMCTBI HayKOBOI
rpoMaficbKOCTi Ta CTYAEHTIB TeaTpasibHUX creLianbHOCTeN 3 HeynepeXeHOH OLIHKOH
YKpaTHCbKOI TeaTpanbHOI KynbTypu. Y NOCiBHUKY, SK1iA BUNYyCcTUNa gocnigHmua 1984 p.,
Bif,oOpaXKeHO CKIIafHi MpoLiec CTaHOBEHHS YKPaiHCbKOT PeXUCYpY Ta 3aciyru oro
BM3HayHoro MaincTpa Jlecsi Kypbaca, skuiny 1917 p. nucas, W0 cy4acHUIN YKpaiHCbKUiA
TeaTp — LiTULLE aHTUYKPAIHCbKOro PeXnUMy Ta He YekaB y HaubnMXui Yacu Toro, Lo
Ma€ BUTBOPIOBATUCS POKaMMU.

HacnpaBpi foneHocHa posb Jlecsi Kyp6aca B CTaHOBJIEHHI YKpaiHCbKOro NpodhecinHoro
TeaTpy BusBUnacs He Bigpasy. Yxe B 1917-1918 pp. y Kuesi 3'ssBunmca nepLui Teatpu,
B IKMX peanisyBanocsi 6axaHHs 3HaWTW HOBI LUMIAXU ANA yKPaiHCbKOro MUCTELTBa.
Y IXHiM npaKTuLi, B y3aranbHeHHI i Ha CTopiHKax raseT i XXypHasiB BUpa3nBCs 1 NpoLiec
dopmMyBaHHS HOBOT pexucypu. . FaeBCbKUI pO3Pi3HSB 3aBAaHHS PeXUcepcbKor
npodpecii y aBox HanpsiMax — cnocobax BUSIBJIEHHS ifei aBTopa Ha CLEHI: pexucep
3agyMmy Ta pexucep BUKOHaHHSA. Pexucep, Ha gymky I [aeBCbKOro, MaB BUABUTHU
[ap KONeKTUBHOT ysiBM Ta NepLu 3a Bce BMITU 6aunTn nepeg coboto Liny n'ecy, sk ii
Tpeba nokasaTu rnsgayam, a noTiM yxe 3abe3neunT MacTepHe BUKOHaHHS PoJien
oKpeMuMn ocobamu, Lo 6epyTb y4yacTb Y BTiIeHHI BUCTaBU Ha CLIEHI.

Mocunatouncb Ha JOCBIJ €BPONENCbLKOro Ta pOCiNCbKOro TeaTpy, 30Kpema Ha
BuctaBn MXT, M. BopoHuii cTBepAXXyBaB, Lo ifest apaMun odopMITHOETLCS Ha CLIEHI 3a
[LONMOMOrOH0 Tak 3BaHOI «pexuncepcbKoi» abo «apamMmaTUyHOI» nepcnekTueu. Hacnpasgi
Taka «nepcrekTuBa» BopoHoro 6yna 3apoKoM KOHLenLil BUCTaBK, Xxo4a 1 NoB'si3aHa
[NA aBTOpa TiNIbKKU 3 NOCTAHOBKAaMU MCUXOJIOTYHOI Ta HEOPOMAaHTUYHOT A paMu.

Monopnun TeaTp, cTBopeHui Jlecem Kypbacom B 1917 p., cTaB Tieto HeobXxigHOHO
LLIKOJIOH NPOoPeciMHOro HaBYaHHS, AKY NPOXOANSIM aKTOPKU Ta ManbyTHI pexucepu
(T 1Opa, M. TepeLueHko, B. Bacunbko Ta iH.). MoTiM iX WASXM PO3INLWANCS, ane y CTBOPEHNX
HuMu konekTuax (I lOpoto — TeaTpy iM. |. dpaHka, Jlecem Kypbacom — «KuitapamTe»,
«bepesinb», M. TepelleHKoM — TeaTpy iM. I. MuxainmyeHka) NpogoBXyBaBCs NpoLec
orpauroBaHHs HOBOT eCTETUYHOT MOBMU.

Cuctema ymoBHUX hopM Y crnekTaknsx Jleca Kyp6aca yMoxuBuna HOBi Npuiomu
BTiJIEHHA NpO3KM Ta Noesil Ha CLeHi yKpalHCbKOro TeaTpy, CTBOPEHHS MOMAITUYHOT
BUCTaBM SIK NPMHLMUMOBO HOBOTO ABMLLA W BUNPOBOYBaHHS iHLUNX TeaTpanbHUX DOpM.
Y pexucepcbkit nabopaTtopii «<bepesinsa» oTpumanu npodecitHy ocBiTy 6araTto
yKpaiHcbkux pexucepie 1920—-40-x pp.
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Liumu obcTaBnHamum H. KyssikiHa nosicHoBana HeobXiHiCTb PO3MOBW MPO YKPaiHCbKY
pexucypy TUX POKiB, OCArHYTM MacLluTabu TBop4oi ocobuctocTi Jleca Kypbaca Ta
CYKYMHICTb MOro NoYMHaHb, L0 NPUHLMMOBO 3MiHUAW BUINAL YKPaIHCbKOro TeaTpy.

MepcnekTUBM NofanbLIMX AochigXeHb B6a4aEMO B PO3LUMPEHHI HAYKOBOrO Kona
[OCNiAXyBaHUX ABULL, 1O 6 YMOXIMBMUAO X HeynepemxeHunit posrnsag. MaeTbcs He
TiNIbKN NPO MUCTELITBO3HABYY OLiHKY pe3ynbTaTiB TBopyocTi Jleca Kypbaca Ta oro
CYYaCHWKIB, a i nNpo 6esnocepefHi rMafaubki BPaXeHHs Noael, XOAHUM YMHOM He
NifroTOBNEHNX [0 KapAMHaJIbHUX HOBALii y MUCTELTBI TeaTpy.
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AHHOTayunsa

Pexwuccypa kak TBopyeckas npodeccus n npobsema cos3faHusi aBTOPCKOro TeaTpanbHOro
creKTakns ocTaeTcs yxe 6onee Beka B LLleHTpe 06CyXAeHUsi TeaTpoBeAOB, KY/bTYpoJioros
M cneumnannucToB Apyrux otTpacnen, 6yiM3kKMx K cLLeHn4YeckoMy nckyccTsy. Lienbio gaHHoro
ucceloBaHUsA SIBNIIeTCA BO3BpaLleHue B Kpyr obCcyXaaeMbix NpobnemM coBpeMeHHOro TeaTpa
nop3abbIThiX B HacTosILLee BpeMs paboT MCKYCCTBOBeAYECKOro Npodusis, KOTopble XapaKTepHbl
01151 KJI0YEBbIX MOMEHTOB UCTOPUN YKPauHbl: NAENHO-NOIMTUYECKOro camoonpefeneHus
nocne 1917 r. (M. BopoHoii, I FaeBcKuit) M BO3BpaLLLEHNS K 06LLECTBEHHOW NaMSATU TBOPYECKUX
LLOCTUXEHWI BblJatoLLerocs yKkpamHckoro pexuccepa Jlecst Kypbaca (H. KysakuHa, nocnegHss
yeTBepTb XX cT.). MeToabl uccnefoBaHus (B NEPBYIO OYEPEdb UCTOPUYECKUI) 0BYCOBNEHbI
CYLLeCTBEHHbIMU BPEMEHHbIMU MPOMEXYTKaMU, K KOTOPbIM Mbl PETPOCMEKTUBHO BO3BPaLLaeMcs,
YUnTbIiBasi 3HAYUMOCTb TOrO MUJIM MHOTO XY 0XeCTBEHHOro cobbITUA, ero NosIMTUYECKYHO
3aaHraxupoBaHHOCTb U TOMY nofdo6Hoe. [pyrum npeobnagaowmmMm MeTonoM BbiCTynaeT
B paboTe cpaBHUTESIbHbIN, KOTOPbIN [EMOHCTPUPYET CXOACTBO MM OTJIMUME XYA0XKECTBEHHbIX
NpMeMoB TeaTpanbHOro CrekTaks B CBA3U C pasHbIMU 06LLECTBEHHO-MONUTUYECKUMU NN
ngeonornyeckummn TpeboBaHuAMN. CpaBHUTENbHbIA MeTO[, AefaeT BO3MOXHbIM aHanus
NPU3HaKOB XY[0XeCTBEHHOr0 SIB/IEHUA C Liefblo UX Krnaccudunkaumm n TMNoaorn4yeckomn
CTPYKTypu3auunu. HayuyHas HOBU3Ha MccnefoBaHUS 3aK/toyaeTcsa B TOM, YTo obpalleHue
K noa3abbITbiM 3CTETUYECKUM KOHUenuusm npowwnoro (I FaesBckuii, M. BopoHoit) naet
BO3MOXHOCTb NO-HOBOMY NOCMOTPEeTb Ha YCTOSABLUMECA NPeACcTaBAeHNs NpoLUeALwnX BpeMeH
M COOTBETCTBEHHO NPeSCTaBUTb UX B COBPEMEHHOW Hay4YHOWN TpaKTOBKe. BbiBoabl nccrnenoBaHus
KacaroTcsl B nepByto ouepeb MecTa u ponu Jleca Kypbaca B pasHo06pasHbIX NPOABIEHUSIX
€BPOMeNiCKON PeXmccepckon Teopmm 1 NpakTukn XX CT., 4TO [0 CUX NOP HeAOCTaTOYHO OLeHEHO
BHe NpefenoB yKPanHCKON TeaTpasibHON KyfbTypbl.

KnioueBbie c/ioBa: pexuccypa; YKpamHckoe peXunuccepckoe UCKYCCTBO; TeaTpoBefYeckme
acnekTbl pexuccypbl; H. Ky3sikuHa; TeaTp kopudees; cucteMa «o6pasHoro nepeBornsioLLeHUs »
Jlecs Kypbaca
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Abstract

Direction as a creative profession and the problem of creating an author's theatrical performance
has been over the century in the center of discussion of theatrical scholars, cultural experts and
specialists of other branches, touching the stage art. The purpose of the article is to include in
the scope of the contemporary theoretical problems the forgotten works of the art history profile
which were characteristic of the key moments of Ukrainian history: ideological and political
self-determination after 1917 (M. Voronyi, G. Gaevsky) and returning to the public memory of
creative the achievements of the outstanding Ukrainian director Les Kurbas (N. Kuzyakin, the last
quarter of the twentieth century). Research methods of (primarily historical) are due to significant
time intervals, to which we retrospectively return, given the significance of a particular artistic
event, its political engagement, etc. Another dominant method is comparative, that is, one that
demonstrates the similarity or difference between artistic techniques of theatrical performance
in connection with a certain socio-political or ideological requirements. The comparative method
makes it possible to analyze the features of the artistic phenomenon for the purpose of their
classification and typological structuring. The scientific novelty of the work consists in the
fact that the appeal to forgotten aesthetic concepts of the past (G. Gaevsky, M. Voronyi) gave
an opportunity to look in a new way on the established representations of the past times and,
accordingly, provide them with modern scientific interpretation. The findings of the study primarily
relate to the place and role of Les Kurbas in various manifestations of European directorial
theory and practice of the twentieth century, which are still not sufficiently appreciated outside
the Ukrainian theatrical culture.

Keywords: directing; Ukrainian directing art; theatrical aspects of directing; N. Kuzyakina;
coryphaeus theater; the system of "figurative transformation” by Les Kurbas
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5 TOB «CU Ajans», 0CBITHbO-pO3BaXka/ibHa i Loy-Mevikepcbka KoMnaHis, AHTanis, Typuis

AHoTayisa

MeTa pocnif)KeHHs Nonsrae y BUSBJIEHHI M aHani3i peXucepcbKuX iHHOBALii BUKOPUCTAHHSA
TEXHiYHMUX 3aco6iB i TEXHOMOTIN Y CLLEeHIYHMX NOCTaHOBKAX sIK HOBUX, TaK i TpaguuinHux cpopm. Ons
[OCSArHEHHS NOCTaBMIEHOT METU BUKOPUCTAHO HACTYMHI METOAM: TEOPETUYHUI NiAXin — ON1sl BUBYEHHS
HayKoBOT niTepaTypwu; aHaNi TUYHUIA Ta KOMMNapaTUBHUIA — ON151 BU3HAYEHHS BJIMBY TEXHOJOMYHOT
CK1a[0BOI Ha PeXUcypy Cy4acHUX TBOPIB CLIEHIYHOr0 MUCTELTBA; CUCTEMHWUI — OJIA TPOBEAEHHS
CTPYKTYpU3aLlii HOBUX XaHpPIB CLIEHIYHOro MUCTELTBa, MosIBa IKUX 3yMOBJIeHa 3anpoBafXeHHAM
Cy4acHUX TeXHiYHUX 3acobiB, iHXeHepHUX Ta iIHpopMaLiNHUX TEXHOMOTIN; MPOrHOCTUYHUI — ONs
BM3HAYeHHs1 HOBMX TEHAEHLIIN y pexucypi TBOPIB cLieHiYHOro MucTelTBa. HaykoBa HOBU3Ha Nonisirae
Yy MUCTeLTBO3HABYOMY aHanisi MofepHi3aLii CLieHiYHOro MPOCTOPY Ta BUBYEHHI PONi iIHHOBALiMHWX
TEeXHiIYHUX 3acobiB i TEXHONOTIN Y peXucypi CyyacHUX TBOPIB CLEHIYHOro MUCTeL TBA. BUCHOBKM.
Y XXI cT. eBONIOLiA TeaTpanisoBaHUX MacoBUX BUAOBUL, BifbOyBaeTbCA Mif BMNJMBOM aKTUBHOIO
PO3BUTKY TEXHOJIOTIN Ta MOLLYKY HOBUX CMOCOBIB iIHTEPAKTUBHOCTI. XapaKTEePHOK PUCOHD CYyYaCHMX
pexucepcbKuX pilleHb € CUHTE3 NiTepaTypHOI, My3U4HOI, XopeorpaddiuHoi, cueHorpaddiyHol CknafoBux,
LLLO BTiNIFOKOTLCA Ha PIBHOMAHITHUX CLEHIYHMX MafaHuMKax, MoJepHi3aList AKUX NOMIiTHa SK o0
BMKOPUCTOBYBaHWUX MaTepianis, PyHKLIOHabHOCTi, MOBINIbHOCTI, TaK i 040 BNPOBaAXXEHHSI HOBITHIX
iHcbopMaLiiHUX KOMM'FOTEPHUX Ta IHXEHEPHUX TEXHONOTIN. MynbTUMELINHUIA NigXih CTaB OgHUM
3 NPOBIJHMX TBOPYO-TEXHOJIONYHUX METOiB CTBOPEHHS Cy4acHOro TeaTpanisoBaHOro BUAOBULLA.
MowmnpeHHs iMepciiHuX TeaTpiB i 3anpoBaiXeHHs1 MeToAIB TUCHIIOKOMEHTYBaHHA AOBOASATH, LU0
pexwucepu cy4acHOCTi BUKOPUCTOBYHOTb TeXHOMOrIT aBCoNoTHO pisHOBIUHO, @ TBOPUYI NMOLLYKK chopMM
[O3BOJISIOTb Cy4YacHOK MOBOO BTiNIOBATM Haf3aBaaHHs. MoGinbHiCTb, BidyaNbHICTb, AICKPaBICTb,
HOBaTOPCTBO, CNPSIMOBAHICTb 40 KOXHOIO 3 [N 4adiB 3@ aKkTMBHOI Y4acTi OCTaHHIX Y AiINCTBI — OCHOBHI
HanpsiM1 TBOPYMX MOLLYKIB pexucepis.

KnioyoBi cnoBa: CLEHIYHE MUCTELTBO; TEXHOJIOTIYHI 3aC00U; peXncepcbKi iHHOBaLii; MyNIbTUMELiHI
TEXHONOrIT; iHTepaKTUBHICTb

MocTaHoBKa npo6nemu

CTPiMKMWIN PO3BUTOK | MOLUIMPEHHSI HOBUX iHDOPMaLIMHUX | TeNIeKOMYHIKaLinHNX
TexHosoriv HabyBae CborofHi xapakTepy rnobanbHoi iHdhopMaLiiHoT peBontoLi, LLLO
NpY3BOAMTb [0 3pOCTaHHS BMJIMBY Ha MOJIITUKY, EKOHOMIKY, YPaBIiHHS, HAYKY, KYNbTypy
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Ta iHWi chepu XUTTELiANbHOCTI CYCNiNIbCTBa B MeXax HaLioHaNlbHUX KOPAOHIB Ta
y CBiTi 3aranom. IHdbopMaLiitHi TEXHOJOT I, HOBITHI TEXHIYHI MOXJIMBOCTI, PO3BUTOK
i BOCKOHAaNIeHHs K NoByTOBUX, TaK i cnewianizoBaHNX NPUCTPOIB NO3HAUYUIUCS
Y LiJIOMY Ha COLiOKYNbTYPHIN cUMTyaLil, He 3anu1LIatoym no3a BMMBOM i MUCTELTBO,
30KpeMa CLEeHiuHe.

B enoxy iHcpopMaLinH1X TeXHONOTi MeTOAM BIIMBY Ha rNisigaya nocTinHO MifaaTbes
MogepHisauii. CueHiYHe MUCTELTBO He CTOITb OCTOPOHb ro6anbHUX LUBiNi3aLinHuX
npouecie — LWo6 3anuwaTmcs NonyasipHMM BOHO Mae 6y Ty BUAOBULLHWUM, IHHOBALIHWM,
L0, 30KPEMA, YaCTO [OCATAEThCS YEPE3 LUIMPOKE KpeaTUBHE 3aCTOCYBaHHS B MOCTAHOBKAX
OCTaHHIX HOBMHOK B iHAYCTPIl CLLEHIYHNUX TEXHIYHMX 3ac0BiB Ta IXHiX TEXHOMOTIN.

MeTa pocnig)keHHs — BUSABUTY Ta NpoaHasisyBaTu pexuncepcbki iHHoBauiT
BUKOPUCTAHHS TEXHIYHMX 3ac06iB i TEXHOJONIN Y CLLEHIYHMX MOCTAHOBKAX sIK HOBUX,
Tak i TpaguuinHmMx chopm.

AHani3s ocTtaHHix gocnig)XeHb i nyénikawii

B. B. BasaHos (2005), B. . BepboskiH (2011, 2016a, 2016b) BMBUaOTH NUTaHHA
Teopii Ta icTopii cueHorpadii 3arasiomM. HoBi TEXHONOTITY Cy4acHOMY XY[40XHbO-
nocTaHoBOYHOMY npoueci poarnagae T. B. Actad'eBa (2011). |. E. loptoHoBa (2009)
BMBYAE 3HAYEHHSA BUKOPUCTaAHHSA KOMN'tOTEPHOT rpadpiky Ta NipoTexHiYHuxX 3acobiB gns
pexucypu. |. B. Eckyzoeud (2004) cdbokycye CBOT BOCIAXKEHHS HA aKyCTULi Ta 3ByKOBOMY
3abesneyeHHi cueHiYHMX MangaHuumkie. J1. M. Muxainos (2007) cceporo cBOTX
JocnigxeHb 06paB TeXHiYHi 3acobu 0hopMIIEHHS Cy4YacHOro eCTPagHOro BULOBULLA.
K. B. l0poBa-PomaHoBa KOMMIEKCHO B TEOPETUYHO-ICTOPUYHOMY Ta NPaKTUYHOMY KITHOUi
3BepTaeTbCs 40 BUBYEHHS Pi3HMX acneKTiB TeXHIYHOro 3abesneyeHHsi 0OOpPMIIEHHS
cueHiyHoro npocTtopy (2017a), 3okpeMa apomaTtuyHoro (2016), nipotexHiyHoro (2018),
nHeBMaTU4YHoro (2017b) Ta in. I K. Jlunkiscbka giarHocTye Ta cMCTeMaTU3Yye CTaH
MYNbTUMELINHUX TEXHOSONIN HA BITUN3HSIHIV | 3aKOP0HHIN TeaTpanbHin cueHi XXI cT.
(2018). M. B. Kpunuyk y cBOTX [OCJiOXEHHAX aHai3ye CLEHIYHMI MPOCTIp CyYacHMX
TeaTpanisoBaHUX CBATKOBMX MaCcOBUX BUAOBULL, MPOCTO Heba, a TaKoX 0COBAMBOCTI,
NPUHLMMK Ta 3aC06M TXHbOTO XYA0XHbOro 0hOPMJSIEHHS B KOHTEKCTi CMiBTBOPYOCTI
XyLOXHUKA 3 pexucepom (2018, c.229-233).

AHanis nitepaTypu 3 06paHoOl TeMaTUKU CBIAYMTb NPO BiACYTHICTb Y AOCHIAXEHHAX
BMBYEHHS Mpobnem, MoB'i3aHUX 3 iHHOBALIMHMMM NpoLecaMyu y BUKOPUCTaHHI
TEXHIYHMX 3ac0biB | TEXHOJIOTIN pexncepamMmn-nocTaHOBHUKAMM HOBUX | TpaAULIAHUX
hopM cLeHIYHOro MUCTeLTRaA.

Buknag oCHOBHOro martepiany

CyyacHe cuUeHiYHe MUCTEUTBO CTPIMKO PO3BUBAETbCH, Yy HbOMY LUMPOKO
npefcTaBieHi pisHi BUAWU Ta XaHpu: aK TpaauuiiHi, NpuMipomM onepa, Tak i HOBI, LLLO
3YMOBJIEHO CaMe HayKOBO-TEXHIYHUM mporpecoM. MaemMo Ha yBasi MosiBy BUCTaB,
LLIOY, KOHLLEPTIB i LifINX XaHPIB, AKi HeMOXJIMBI 6€3 BUKOPUCTAHHS TEXHIYHNX 3aCODbiB.
Ix KOPOTKO MOXHa CTPYKTYpyBaTU TaKUM YMHOM:
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1) MynbTUMeLiNHI MacoBi 3ax04u, BACTaBM, KOHLLEPTU Ta LLEEPEMOHIT BiAKPUTTS;

2) iHTepaKTUBHI cneKkTakJi, iMepciiHui TeaTp;

3) nasepHi Ta NipOTEXHIYHI CNeKTaKJi;

4) woy BoKanoigis, ronorpadiyHe NPpoeKTyBaHHS;

5) dbemMb0oTH, Lo cniBaroTh, Ta iHLWIA POGOTOTEXHIKA;

6) VR-Typu B ecTpagHe woy Ta VR-Teatpw.

B ycix umx pisHOBMAax Ta XaHpax CLeHiYHOro MUCTELTBa MOXYTb BUKOPUCTOBYBATUCS
06'eMHi fekopauii, Bigeonpoekuil, ronorpadiyHe npoekTyBaHHs, 3D-NpoekTyBaHHA Ta
iHLi 3ac0o6buM XyA0XHbOT BUPA3HOCTI. HOBi TEXHONOriT 3MiHIOKTb CLIEHIYHEe MUCTELTBO.
Y uin cTaTTi 3 METOI BUABIIEHHS Ta cUCTeMaTU3aLii peXncepcbkux iHHOBaL,i y TBOpax
CLLEHIYHOro MUCTeLTBa MM NPOaHani3yeMo NofgaHUN BULLLE NEPEJTiK LLISIXOM BUBYEHHS
3i6paHnx NepBMHHUX OaHMX i3 Cy4YaCHOI BITYN3HAHOT Ta 3aKOPLOHHOT CLLEeHIYHOT
npakTuku. CnpobyemMo 3po3yMiTH, L0 3a IHHOBALLIT iX peaniaytoTb, SKMM caMe YNHOM
pexucepy BUKOPUCTOBYOTb TEXHOJIOTII, sIKi 3MiHM BifbyBatoTbCs 3aBAAKN TEXHIYHUM
3acob6aM y CLEeHIYHOMY MUCTeLTBI, i YOMy Cy4YacHi TeXHONOTII BigKpMBatOTb HOBI
ropM30HTU [N BUPILLEHHS Haf3aBAaHb MUCTELTBA.

1. MynbTUMeLINHICTb.

Taki TexHiuyHi 3acobu, sIK CBiITNOTEXHiKa, 3acobu 3BYKOBOrO, BidyaJlbHOTO
0hOpMIIEHHS — CBITNOAIOAHI eKpaHW BUCOKOI IKOCTI, CLeHIYHO-MO Ay NbHI KOHCTPYKLT,
reHepaTopu ecekTiB, NipOTEXHiKa, aepocTaTu, CTanu He NPUKPACOD UM aKLLEHTOM,
a HopMoOto Ta HeobXigHOK YMOBOK NPOECIMHOIO Cy4acHOro CLEHIYHOrO MUCTELTBA.
flkicHe NoeHaHHS BCbOr0 BULLENepepaxoBaHOro CTBOPHE MYNIbTUMELiHICTb, TOOTO
pi3HOMaHITTA popM cniNkyBaHHS, a Y BUNaaKy, WO MU PO3MISHYN, — PiSHOMAaHITTS
TEeXHiYHMX 3acobiB BMPaA3HOCTI, MOEQHAHMX Ha cLeHi. [TocTaHOBKK pidHUX ddopM
CLIEeHIYHOro MUCTELTBA Ha CbOrOAHI € MyJIbTUMERIMHUMU. TyT NOTPIGHI 3ycunna uinoi
CNiNbHOTM haxiBLiB, y TOMY YMCIi 3BYKOPEXMCEPIB, BiJeopexuncepis, pexucepis
3i cBiTna, daxisBuiB 3i cneLedekTiB, 3 KOMN'IOTEPHUX TEXHONOFIN Ta iH. IX ponb
3HayHa. Yepes HenpaBUbHO BigperynboBaHUn MikpodoH, HechoKycoBaHUM
CBIT/IOBUI Npunag, HenpaBuibHO BCTAHOBIEHMI NiPOTEXHIYHMI NPUCTPIN abo 36ii
B NporpamMHomy 3abesneyeHHi KOMN'toTepa MOXYTb 3BECTUCA HaHIBeLb yCi 3ycunns
pexwucepiB i BUKOHaBLiIB. HenpunycTtumi Takox gedekTn y poHorpami — BoHU
MOXYTb 3iMcyBaTu ifeasibHy cueHorpadito Ta YyoBui cueHapin. ToMy Big TBopuiB
MySIbTUMELINHOTO NPOAYKTY BUMararoTb haxoBMX 3HaHb Yy 6araTbox cdrepax MUCTELbKOI
LiSNbHOCTI, Wo nepenbavae npodeciiHe BUKOPUCTAHHS My3UKU, TEKCTY, MIAaCTUKW,
KiHemaTorpada, TenebayeHHs, rpadiyHoro 306paxeHHs, a TaKOX OBOJIOLiIHHS
3HaHHAMM 3 MPOrpamMyBaHHA Ta MOHTaXy. Yce Lie B KOMMNMIEKCi Mae CNpUSITU BTINIEHHIO
XYL,0XHbOT iAel B sICKpaBivi Ta BUAOBULLHIN chopMi. MynbTUMELINHICTb SIK CUHTE3YHUMI
KOMMJIEKCHUI NPUAOM Y NOJaHHI XyIOXHix 06pasiB Mae yTpumMyBaTu yBary, BiMBaTu
Ha eMoLii 1 yaABYy cyyacHOro Bubarnueoro rnsigavya. Bapto 3asHaunTy, W0 BUCOKUN
piBEHb TEXHIYHOIO YCTAaTKyBaHHSA — Lie HeobXigHa Cy4acHOMY CLLEHIYHOMY MUCTELTBY
YMOBa iCHYBaHHS, ane 30BCiM HefocTaTHA. KoXeH MynbTUMefiNHUI NPOeKT nparHe
CcTaTu IHHOBALIMHNM, ae He KOXEH TakUM €.

PosrnsiHeMo sickpaBuI Npuknag noefHaHHA MOLEPHOrO CLLEHIYHOro NPoCTopy
3 OMepHOIO0 MY3UKOIO Ta rMUBOKOK ApaMaTyprieto, W0 CTBOPKOE eAUHE Line,

ISSN 2616-759X (Print), tOpoBa-PomaHoBa, K., CTpenbuyk, B., Hybykosa, t0. Pexwcepcbki iHHoBaLil
ISSN 2617-1236 (Online) y BUKOPUCTAHHI TEXHIHHIX 3aCOBIB | TEXHOMOIN Y CLIEHIYHOMY MUCTELTBI



Bulletin of Kyiv National University of Culture and Arts.
Series in Stage Art 2019 -2(1) - pp.52-72

MyfnbTUMeLIViHe fincTBo. MoBa iae nNpo onepHuin hecTmBasb, KU BiabyBaeTbCs
LoniTa B IMMHI-cepriHi, B HeBeNMKOMY MicTi bpereHu, ABcTpis. IcTpia dbecTuBanto bepe
novyaTtok y fanekomy nicnssoeHHoMy 1946 poui. Toni Bce fiicTBO MPOXOAMII0 HA LBOX
Hapyax: Ha nany6i ofHieT rpaB OpKecTp, iHLWOT — iwna BucTaBa. CborofgHi sik i Toni
0COBNMBICTHO, FOSIOBHOK POA3UHKOK MYy3MYHOro hecTuBarnto € cLieHa Ha bofeHebkoMy
03epi, Ky 3BefeHO NpocTo Heba, 6eanocepefHbO Ha NMOBEPXHI-BOLOMMMU, X04Ua BiATOAj
nig, BoAoH 3'ABMBCS 3a/1i306€TOHHMI NiAMYPOK AJ151 BCTAHOBMIEHHS fekopaLin. Poamipu
CLLeHIYHOro ManaaH4yumka, paHTasinHi gekopadii, NpocTip 30psiHOro Heba Ta TEMHI
BOLM 03epa CTBOPHOIOTb HEMOBTOPHY, Bpaxatouy atmocdepy (Bregenzer Fest Spiele,
2019; AUSTRO-RUS, 2016).

3 nepLuoro X poky dectuBanb HabyB cTaTyCy MiXKHAPOAHOrO, OCKIiNIbKM y4YacTb
Yy HbOMY B3sinM NpeacTaBHUKM Himeuunny, LLBenyapii Ta ®paHuii. MocTiiH1M 1 ogHUM
3 rOJIOBHUX YYaCHMKIB € BifeHCbKMni cUMAOOHIYHUIA OPKECTP, LLLO BUCTYMNAe Ha OKPEMOMY
MarfaHuMKy, a Takox b6epe yyacTb B iHLIMX KOMMJIEKCHMX 3axoax. 3arasioM y pamkax
checTmBanto cBoi poboTU NOKa3yThb NPeCTaBHUKM PiSHUX MY3UYHUX | TeaTpasbHUX
KONEKTUBIB Ha aHraxeMeHTHUX 3acafax. CBoOl NOCTaHOBKM B Pi3HUX XaHpaXx 34iNCHIOITb
HaMKpaLli CBITOBI peXucepu Ta XyLoXHUKW.

Jlo ronoBHOro CLEeHIYHOro ManaHuuka — cueHu npocTto Heba Ha bogeHcbKoMy
03epi — 3 6epera npumukae amditeatp Ha 7000 mMicuyb. Ha LbOoMy MalgaHuYmKy
npoxoAaTb MacLUTabHi BUCTaBM MY3MYHMX XaHPIB, BKIIKOYHO 3 onepamu, banetamu, pok-
ornepamMu Ta MynbTUXaHPOBUMM CNEKTAKIIAMU 3a KJTAaCUYHUMU TBOpaMu. PisHOMNaHoBI
3axom BifbyBatOTbCA TAKOX Ha IHLUMX JIOKaLifiX: Tak 3BaHOMY «decTUBaNbHOMY
TeaTpi» — MafaHYuKy AJil MOKa3y Pifko BUKOHYBAHUX KJIACUYHMX OMEPHUX MOCTaHOBOK
i KOHLepTIB; «MarcTepHi» — MaiAaHuMKy OJ1si CydacHUX TeaTpanbHUX onep; «TeaTpi
Ha 3epHOBOMY PUHKY» — MalaHuuKy 01 onepeT i ApaMaTUYHUX BUCTAaB; TeaTpi
«KocMoc» — MaiaHumKy Ansl fpaMaTUyHUX BUCTaB | KPOC-KYNbTYPHUX BUCTAaB.

JopnatoTb BUOOBULWHOCTI Aekopauii-TpaHcdopMepu, SiKi BULO03MIHIOITHCS MPOTAroM
CLeHIYHOT aii Ta iHofi cTaTh HIMMMUM NepcoHaXxaMu noctaHoBoK. Hanpuknag, y 1999
poui BucTaBa [x. Bepai «<ban-mackapag» Big6ynacs Ha riraHTCbKii pO3ropHyTil KHU3,
AKY «yuTaB» ckeneT. Y 2017 poui pexuncepomM BUCTaBU cTaB faTyaHuH Kacnep XosbTeH,
AKUIA NocTaBUB KracuyHy onepy «KapmeH» Xopxa bise y cyyacHin iHTepnpeTauil.
MnaHwWeToM CLeHM TYT CNyryBanu BeNnYesHi rpasnbHi KapTy, Wo po3TalloByBanucs
Ha pi3HKX PIBHSIX Ta «aBaHCLEHO» criyckanucs y Bogy. Mig knacuuHy mysuky X. bize
TaHUiBHMKM BUKOHyBanu koHTemnopapi (EVRONEWS, 2017).

Y cnekTakfli BUKOpPUCTOBYBanacs HaHOBIlIA CBIT/IOTEXHIKA, @ TEXHONOTiS
BiJeonpoeKTyBaHHS1 CTBOPIOBAIa iNto3ito MeperopTaHHa rpanbHUX KapT Ta 3MiHW MacTel.
Hanbinbl sckpaBi CIoXeTHI KonisiT nigcuntoBanmcs nNipoTexHiyHuMm epekTamm —
PUMCbKMMU CBiYKaMM Ta BypakamMu. 3ayBaxuMo, L0 y 3aKPUTOMY apXiTEKTYPHO-
CL,eHIYHOMY MPOCTOpi BUKOPUCTAHHSA OCTaHHIX HEMOX/IMBE, afiXe BucoTa Bypaka csirae
100 M, W0 HanNexuTb 40 YeTBEPTOro 3 N'ATK KNaciB Hebeaneku NipoTexHiYHMX BUPOOIB.

BapTo Takox BiAMITUTY pOo3Mip BUKOHABLIB Ha cLieHax decTuBanto, WO CKianae
Bio 1 0o 5% 3aranbHOl BE/IMYMHU KOHCTPYKLIT cueHn. Lle BaXnnBum MoMeHT
He nuLe ANna CNPURHATTA rnsfava, a i y KOHTEKCTi po3rnsay iHHOBaLiNHOCTI
pexuncypu NocTaHOBOK. YNPOL0BX CTONITb OMEPHUn BUKOHaBeLb 6yB OCHOBHUM
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repoeM, rofIoBHOO 3ipKOK [iINCTBA, HAa AKOMY B YMOBAX CLLEHU-KOPOBKN MNOCTINHO
dokycyBanacb yBara rnagadiB. Y bpereHui BiH cTae TBopueM apamMaTypril Tilbku
B NO€JHaHHI 3 KOMMN'FOTEPU3OBAHO PyXOMOIO cLieHorpadieto, pPOMaHTUYHUM
nensaxem aBCTPINCbKOro MicTa, CBITIOM, Bifjeo- Ta ayfioAn3aiHOM i MipOTEXHIKOL0.
Bigryku ictopin €EnnsaBeTUHCHKOT €NOXU NPOCIiAKOBYEMO Yepes MyJIbTUMELINHICTb
cyyacHocTi. OTox, daHTacTUYHWUI TeaTp Ha BOLi 3MiHIOE TpaAuLiNHi aKLeHTH
XY4,0XHbOT 06pasHOCTi B ONEPHOMY MUCTELLTBI.

LLle ooHUM 3 iICKpaBMX NPUKNA[IB MybTUMELINHOIO BULOBULLA € KOHLLepPTH
ecTpafHUX BUKOHABLIB Ta LLepeMOHIl BiAKPUTTS, A& MOEAHYIOTb TeaTp, My3uKY,
TaHelb, YHiKanbHy cueHorpadito. Hanpuknag, uepeMoHis BigkpuTTs XXIX Onimniagu
B lNekiHi 2008 poky Ha HalioHanbHOMY cTafioHi «[TawmnHe rHizgo». TyT NpUCYTHE
noeaHaHHs CKafHOro aynioBisyanbHOro CUHTE3y 3 ApaMaTyprieto HOBOro TUMy.
PexucepomM-nocTaHOBHUKOM € BifLOMUIA KUTaWCbKUN KiHopexucep YxaH Imoy. 3a
Moro woy cnocTtepirany noHag, 4 Mnpa. Tenernsifadis 3 ycboro CBiTy.

MNMovyaToK NporpamMu CUMMBOI3yBann Tpu BiciMku — OniMnincbKi irpu 2008 6yno
odoiliiHO BigKpWTO 8 Uncna, 8 Micsius o 8 roauHi Bevopa. Y Kutai BiciMKy BBaXatoTb
wacnmemum Yncnom. Opkectp 3 2008 My3UKaHTIB N'Y4HUM y[apOM FrOHra CrnoBicTUB
npo no4yaToK TeaTpani3oBaHoOl BUCTaBU. LlepeMoHisi cknaganacsa 3 ABOX YaCTUH —
«BupaTtHa umBinisadisi» Ta «CnaBHa epa». Y LLeHTpi apeHn 6y10 po3ropHyTO CYBIN, LLLO
BaxuB 800 kr. BiH MeTacpopryHO BTiNtOBAB HaNBaXJIMBILLNIA KUTAWCbKUA BUHAXIH, —
nanip. MoTiM rnsgadi no6aynnu cLeHu, Wo cMmBonidyBanu 6yniBHULTBO Benukor
KUTaNCbKOI CTiHW, BUHaXi ApyKapcTBa, Komnaca, nopuensiHy. [LincTBo MicTUNO Takox
HOMepW, MPUCBSAYEHI KUTANCbKIi onepi, XXMBOMUCY, MMCEMHOCTI, BUHahgeHHIo B Kutai
y VIII cT. nopoxy, BnepLue BUKOPUCTAHOro Ania peepBepKa. YHikanbHWUIA BidyanbHUN
psia 6yB 3abe3neyeHunii KOMMN'tOTEPHO rpacdpikoto, MynbTURAiKauieto i 3D-NpoekuisaMu.
CneuianibHi eheKTH opraHiyHoO NoeHYBaNUCS 3 pyxaMu COTEHb Tifl COPTCMEHIB, LLLO
CTBOpPHOBAIM PisHi CLUEHIYHI KOMNO3MULT.

TeHAeHUIT [0 NOLYKY peXncepcbKux iHHOBaLii 3 BUKOPUCTaHHSIM TEXHIYHUX 3acobiB
i TEXHONOTIM NPOCNiAKOBYEMO 1 Y TBOPYOCTI YKpalHCbKUX MUTLIB. HenepeciyHoto
nogieto ons Ykpaiuu ctano woy «bapoH MioHxrayseH» (TBOpLi BUHAYMIIM XaHP K
«xopeorpadiuHe 3D-woy», noctaHoBka K. |. TominbyeHka (2010 p.) 3a MOTUBaMMU
n'‘ecu I |. lopiHa «Ton camuin MioHxrayseH». «<bapoH MoHxrayseH» — nepuwa
MacltabHa BucTaBa B YKpaiHi. «[ekopauiiHe 0opMIIeHHS MPAaKTUYHO MOBHICTHO
nobypnoBaHe Ha BUKOPUCTaHHI NPOEKLiNHUX TEXHONOriIA. 3aBASKN CyYacHUM
MaTepianam Ta TeXHOJIOrisiM aBTopaM Basniocsl CTBOPUTU haHTaCTUUHE CepeloBuLLE,
KOTpe 3axornJioe, 3aBOPOXYE, WokKye. CTUNi3aLia eNnemMeHTIB rOTUKK, apXiTeKTypu
BiKTOopiaHCbKOT f06M, peanicTUYHMX Ta abcoNtoTHO baHTAaCTUYHUX NeNn3axiB,
BiATBOPEHMX Y AeKopaLlisix Ha cueHi Ta B 3D-TexXHOJOrisiX Ha cneliasibHUX eKpaHax
nepeTBOPIOE BCE HIACTBO Yy €AMHY FApMOHIHY CTPYKTYPY, aKTOPU Ta OTOYEHHS
3[al0TbCs €QUHUM LinuM. | NnpoekLil, i peanbHi aekopauil cnifibHO bopMytoTb
CLIeHIYHe cepefoBULLE, MPeAMETU Ha NepeaHbOMY MJlaHi AoAal0Tb ippaLioHanbHOCTI,
daHTacmaropii BUAOBULLY — BOHU PYNHYIOTb 3arajsibHOMPUNHATI 1 3BUYHI
cniBBigHOWEHHA MaclwTabiB Ta BeNNYUH, DOPMYHOTb 3BOPOTHY NEPCHEKTUBY», —
3axonsieHo cBigunTb C. T. TpukoneHko (2013).
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BucokonpodecinHuM MynibTUMERINHMM LUOY Y BITYN3HAHOMY MUCTELLbKOMY CBITI
€ TeaTpanisoBaHui xopeorpadivyHuii cnekTaksb «BapToBi Mpii» (2015, pexucep
K. . ToMiflb4eHKO), iKW BMilLLae 06'eMHi Jekopalii, BigeonpoekLii, BOynoBaHui 6aTyT,
nopTanu ans apTUCTIB, MOBOPOTHe Koslo. KoxeH 3 HomepiB BUCTaBu 6yB hinirpaHHo
BMJIETEHWUN Yy ApamMaTyprito BUCTaBU.

Y BigoMoMy ecTpagHoMy crniekTaki «[iM TaeMHU4Ymx npurog» K. |. ToMinbyeHka
(M. Kuig, 2017) gye LUMPOKO BUKOPUCTAHO BigeonpoekTyBaHHSA. Micsub, AKUI
BMKOPUCTOBYHOTb SIK CUMBOJ1 y CMIEKTaKJi, NPOTAroM fii BUCTaBU TPaHCOPMYETbCSA
Ta BUAO3MIHIOETbCS — Ha MOro T/ 3'ABNAITLCA AiM0BI NepCOoHaXi cnekTakto. «iM
TAEMHUYUX NPUToO» — Lie MYJIbTUXAHPOBE MYJIbTUME[INHE LWOoY. Y HbOMY MOELHAHO
Pi3HOMAaHITTA PeXMCEPCbKUX NPUAOMIB [OHECEHHS 0OpasHol iHbopMalLlil: B aKTOPCbKOMY
BUKOHaHHI — ecTpafHWI CNiB, LMPKOBI Ta akpobaTUYHI HOMepK, BOPKaYT, MIO3UKJI,
MiHiaTtopy, iNt03i0H; TEXHIYHOMY — CBITNOBE 0(POPMIIEHHS, CLIEHIYHWUIA O0LL, BaXKNI
OMM, «3ipKoBe He6Oo» Ha 3afHUKY, 06'eMHI AeKopaLii, TOBOPOTHE KOJI0, BiAeONpoeKL,ito,
CBITNIOfiOHI eKpaHW, BOrHsIHI rapmaTu, 3D-MenniHr.

2. |[HTepaKTMBHI cnekTaki

36ibLUEHHS aCOPTUMEHTY ayfioBi3yasnbHOI MacoBOl MPOAYKLil MPU3BENO 4,0 3MiHU
B3aEMUH MiX TBOPYMM NMPOAYKTOM i rnapadem. HoBi TexHonorii Bigkpunv nepepn
CNoXvBavyamu ayfioBi3yasibHOro MacoBOro NPOAYKTY HOBI KOMYHIKATUBHI MOXJIMBOCTI.
Bsaemogisi rnagavis i BUKOHABUIB (Tak 3BaHWii iIHTEPAKTUB) € TPAAMLIIHO CKITaf0BO0
MucTelTBa ecTpagum. LLle 3 BUTOKIB CLIEHIYHOr0 MUCTELTBa BUKOPUCTOBYHOTh MPUHLMM
iMnpoBi3auinHol B3aeMoil BUKOHaBLIB i NsaadviB y TeaTpasibHO-BUOO0BULLHUX
nocTtaHoBKax. Afie CbOroHi iHTEPaKTUBHICTb, 3a/MLLIAKYNUCh BaXJIMBOIO CKI1aL0BO)
3acob6iB Xy[0XHbOI BUPa3HOCTi TeaTpanbHO-BUAOBULLHMX NOCTAHOBOK, HabyBae
HOBUX hOpM.

MprKnanoM BUKOPUCTAHHA TEXHIYHUX 3ac06iB K hOpMUM BTINIEHHS «fianory»
3 rnagayem Moxe cnyrysaTu Bifjome «CHixHe wwoy» B. |. MonyHiHa. 3ByKonigcuntoBanbHi
npunagy B npoLeci rMsfaubKol iHTEpaKTUBHOCTI CTBOPHOKOTb 3BYKO-LUYMOBY NapTUTYpy
B peXWUMi peanibHOro yacy. ¥ BuctaBi KoMNo3uTop i 3Bykopexucep P. [1ly6iHHIKOB
He BUKOPUCTOBYE 3a3paneriab 3annucaHy doHorpamy, a Bci 3ByKoBi edoekTun Ta
MY3WUYHI pparMeHTH iIMNPOBI30BAHO CTBOPHOKOTHLCA 3a y4yacTHo rnsgadiB nig yac
cneKTakJIt.

IHTepaKTMBHICTb SIK peXUCcepCcbKui MPUMNOM Mae Miclie 1 y BUCTaBax iMepCifiHOro
TeaTpy. IMepciliHi TeaTpw (Big naT. immersio — 3aHypIOIO) XapaKTepU3YHOTbCsl BUXOL,0M
3a MeXi CLeHIYHOro MargaHuMKa akTopa i CboroHi KOpUCTYHOTbCA Y CBITi BCe BifbLUOD
NonNynApHicTHo. Ix TakoX HasMBaloTb TeaTp-NpoMeHa. Xoua Lie He 30BCiM Y3roKeHo
3 eTUMOJIOTIEHD Ta CYTTHO — iIMEpPCIHUIA TeaTp MOXe iCHYBaTW He Ha CLieHIYHOMY
MalaHumKy a, Hanpuknag, y nidTi, Ha 3aBoJj, B aBTobYCi. Moro ocobnumBicTb nonsrae
B TOMY, L0 rsifay — He MacUBHWUM, @ MOBHOMPAaBHMUI yYacHWK TOro, Lo BifOyBaeTbCS.

LLi HOBI 4151 BITYN3HSIHOIO rsifaya TeaTpy YCMiLLHO CNIiBICHYHOTb 3i cTaLioHapHUMU
TeaTpamMu y BCbOMYy CBITi Bxe Ginblie 20 pokiB. Po3rnsiHeMO fesiKi 3 HUX.

Hanpuknag, gist imepciiHoro Teatpy Sleep No More (PunchDrunk) BigbyBaeTbcs
B 3aKMHYTOMY N'SITUNOBEPXOBOMY roTesli. CTO KiMHaT, Y KOXHIN 3 AIKUX pPO3irpyeTbcs
LINCTBO, i TiNbKKW NOAUHA Y BEHeLiaHCbKI MacLi, IKY Ha BX0Oi BUAAlOTb rNsifadyesi,
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BUBMpaE, B AKY 3 HUX 3alNTU. TyT MOXHa NiArNAHYTH, IK XTOCb KOXaeTbCS, NPOUYNTaTU
yuicb IMCTU, NOICTU LYKEPOK Yy MarasuHi conopoulis abo npuegHaTucsa Ao
TeaTpanisoBaHux TaHuis (Brantley, 2011).

IMepciHui cnekTaksib Remote X (M. MockBa), nocTaBfieHWI | 3irpaHuii BXe B GiNbLu
HiX 19 micTax cBiTy (BaHranop, BigeHb, Hbto-Mopk, JlicaboH, ABiHbIOH, CaHKT-
MeTepbypr), noegHye B cobi eleMeHTH BUCTaBU, EKCKYPCil, KOMM'IOTEPHOT rpu Ta
KkBecTy. 36MparoumCh Ha CreKTak/b-NMPoMeHan, rMsafay cCTae y4yaCHUKOM, BiH HaBIiTb
«Hafsirae KOCTIOM», afiXe 3pyyHe B3YTTH Ta O4SAr MOXHa PO3rnsigaTy He nLue AK
«apec-koa» ONs rnsAfaviB, a Ak TeaTpanbHUM KOCTOM. [pyna 3 50-Tv YonoBik nifg
KepiBHULITBOM KOMM'FOTEPHOrO rofioCcy B HaBYLUHWKAX JOCHIAXY€E BlaCHY NOBeAiHKY
Y 3BUYHOMY METYLLIMBOMY JIFOACbKOMY NOTOL. [sia4yam NponoHyoTh 3aMUCTIUTUCS
Hap TUM, SIKY POJib Y XUTTi Cy4acHOT IOANHU BifirparoTb HOBITHI TexHonoril. [ogopoxi,
JocnigXeHHst MicTa y doopMarTi cTepeo € [0BoJii uikaBumu (3uHUoB, 2015).

[HWMIA Npuknag 3 cyYacHOI MPaKTUKKM IMepCINHMX TeaTpiB — BUCTaBa «Ha Konecax»
Cargo TeaTpy Rimini Protokol. Cargo — ue iM's1 rofloBHOrO reposi, SKMi 3anpoLuye
rnagayvie NPoBECTM 3 HUM [Bi FOOUHM «Ha Konecax». [ONIOBHWI repoit € fanekobiiHUKoM,
a voro doypa — LeHTpanbHe i eguHe Micue Aii uiel ictopil. nagavi B MawwHi, Cargo — 3a
kepMoMm. [MepecyBHuI TeaTp. MaeMo Npuknag, cy4acHOro BTifIEHHS, MOBEPHEHHS [0
TeaTpasnbHUX BUTOKIB (3MHLOB, 2017).

Buctasa «HepeanbHi BnamBu» Teatpy «Teatp.doc» (M. Mockea) — ue dinocodpcbkuii
creKkTak/b-NpPoOMeHa, B AIKOMY HeMae 4YiTKOro cLieHapito. [loyaTkoBo BifoMi nuiie
3aB'si3ka nogii Ta BignpaBHa Touyka MapwpyTy. [iicTBo, Wwo BigbdyBaeTbca gani,
3aeXuTb Bifl rOJIOBHOrO reposi (3a CyMiCHUMLTBOM pexucepa BucTaBu Bcesonopa
JlicoBcbKoro), Moro KoOMyHikauii 3 rnsigayemM Ta i npodecinHmx akTopis. Tinbky Bif,
rnsgaya akTopu OisHaOTbCS, AKMM MapLIpyTOM NiayTb Aani, siki TeKCToBi doparMeHTy,
naacTUYHi iIMNpoBi3aLii Ta B SiKill NOCNifOBHOCTI BUKOHYBaTUMYTb. 3aHef0aHi 6yauMHKY,
rpoMafcbKi TyaneTu, TOProB.i LLeHTpK, NPUBaTHI KBapTUPU Ta BYNULi NEPETBOPHOOTH
rnsigada Ha Befy4oro Takoro nepdomatcy (Jlucosckui, 2016).

YKpaiHCcbKui NpuKIiag iMepciinHOro TeaTpy — cnekTak/b-NpoMeHag, «4ac» Bif KoMnaHir
U! Zahvati pexucepku I1. BapaHiyeHko. MUHyNoro poky HauioHanbHa koMmnaris U! Zahvati
BNpoBaauna ons rnspava-iHtenekTyana HoBUIA Ofsl HaLWOT KpaiHu XaHp. Buctaea-
NpoMeHaf, B aHOTaLil [,o SIKOI HAaNnMCcaHO «BUBOAMMO rsifayva i3 3aTsXHOI KyJbTypHOT
KOMM», MpuBepHyNa o cebe yBary HaBiTb Ntofen, abCoNOTHO fanekux Bif TeaTpy.

3ibpaBLmch Ha lMiwoxigHoMy MocTi, rpyna 3 35 ocib ofsirae HaByLWHMKK. Ciyxaroun
rifia, BOHM NoYnHaOTb MaplpyT. MNepecyBatoTbest KueBoM, fe KoxxHa Byains, BiTpMHa,
NaBKa 3aBAsKu aygiosanuncy TpaHcopMyeTbCs 3i 3BUYHUX apXiTEKTYPHUX dopMm
y KpacHoMoBHy nekopauito (https://uzahvati.com.ua/).

3. NlazepHi Ta NipOTEXHIYHI cnekTakii.

EBontouis KoNbopo- CBITIOMY3UKMY BiaOyBaeTbCs BiANOBIAHO PO3BUTKY HOBUX
MYNbTUMELINHUX TEXHOSNOriN. CUHTE3 MY3MYHOrO, CBIT/IOBOrO Ta NiPOTEXHIYHOIO
KOHTEHTY [,03BOJISIE iHXeHepam CTBOPOBATH HOBI chopMu ANa MUTLIB. HoBI BUAOBWMLLA
3'ABNAIOTHLCA WAAXOM NOEAHAHHS CKIIaQHUX NPOCTOPOBO-rpadhiyHNX CBITNOBUX
npoekKLin, koMn'toTepusaLii Ta Mysuku. PesynbTaToM eBositoLiT cTana nosiBa JlazepHuX
LLOY, NiPOTEXHIYHUX CMEKTAKIIB, BOLHUX 1 eNleKTPOHHUX cheepit. MipoMy3unyHi woy — e
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cnekTakni-ceepBepKy, B AKX NiPOTEXHIYHI edheKTH HaKIa[atoTbCa HAa My3UYHUIA TBIp,
TO6TO cheepBepK cnifye 3a My3UYHMMM NigOMaMK Ta cnafamu, 3a HaCTPOEM MY3UKM.
Takui cheepBepk nonepefHLO MOLENOKThL Ha KOMM'OTEPI 38 AONOMOroH NPOrpamMHOro
3abe3neyeHHs, CTBOPIOOTb KOMM'IOTEPHUI CLEHapIl, AKUA BXe BiANpaLboBYOTb
6esnocepefHbo Ha MangaHunky dbeepBepk-Lioy. MNpuknag BiTYN3HAHOT NiPOMY3UYHOT
BUCcTaBu — «KOHLepT BOTHIO», WO BigdyBca 28 KBiTHA 2011 p. y Knuesi Ha CniBo4yomy
noni B NMeyepcbkoMy naHgwacTHOMY napky. nsapadi poamillyBanmcs NnpocTo Heba
amdiTeaTpoM HaBKOJO CLIEHW, CUASUM Ha NaBax Ta naropbax 3es1eHoro TeaTpy. Y BUCTaBI
OpraHiyHo B €QMHOMY PUTMI NOeOHYBanucs My3suka 6apabaHiB i MPUrosIOMLNNBI
NipoTexHiYHi echeKTH — pisHOro BUAY heepBepKU Ta BifKPUTUIN BOroHb. Ha HebecHoMy
eKpaHi HoYi My3nKaHTU-NIPOTEXHIKN CTBOPIOBANM OUBOBUXHI dpirypw, cnipani Ta
NiHiT, TMIMYacoM £IK TX MOTYXHi Ta ry4Hi 6apabaHu BigbvBany i NpUcKopoBaIn puTMm
(lOpoBa-PomaHoBa, 2018).

LLle oguH npuknag NipoTeXHIYHOMO CMEKTaKIIo peani3oBYETbCA Ha PiSHUX MOBEPXHSAX
i € TAKOX MynbTUMeLiNHMM. BuctaBa «Pomeo i [)kKynbeTTa» B MOCTAHOBLi pexucepa
KceHii Cachi 3 MockBM — Lie HOBMI, cydacHUi nornag Ha knacuky Y. LLekcnipa. ABTopwu
LibOro MUCTELbKOro TBOPY BM3HAYaloTh XXaHP BUCTaBU TakMM YMHOM: «DaneT-BUCTaBa
i paep-woy». Llen iHHOBaLiNHMI NPOEKT PO3MoYMHAETLCS NPOCTO Heba i3 HacTaHHAM
TeMpsiBU. Pexucep fLeMOHCTPYE iCTOPIIO KOXaHHS Yepes MyJSIbTUXAHPOBY TBOPYICTb, LLLO
noenHye B cobi 6aneT, haep-Luoy, NipoTexHiKy Ta NOBITPsIHY akpobaTuky. BinbyBaeTbcs
crnekTakJsb 6insa ppoHTanbHOi YacTuHM chopTeLi CeTyHb, W0 [04a€ aBTEHTUYHOCTI,
[IOCTOBIpHOCTI enoxu BigTBOptoBaHoro ainctea (Apyron ropoa, 2016).

Yce 6inbLuol nonynsipHocTi HabyBatoTb TeaTpasni3oBaHi BULOBMLLA, A€ OCHOBHUM
Bi3yaJIlbHUM KOMMOHEHTOM € crieLiasibHi CBITNOBI, lTa3epHi Ta NipoOTeXHiYHi echekTH
3 KOMN'toTepHOO rpadpikoto. Hapasi po3rnsiHeMo pexucepcbki HoBaLil BUKOPUCTAHHSA
nasepHUX TEXHOJIOTiN. JlasepHe Loy — cneKTaK/lb, FOIOBHUM e/IEMEHTOM SIKOTO € Jla3epHa
cucTemMa. Takui pisHOBUS, LLIOY MOXE MPUKPACUTU 1 eMOLLIMHO NiABULLUTU 30pOBe
CNPUNHATTS MaCcoOBOro TeaTpasni3oBaHOro BUA0BWLLLA, KOHLLEPTHOI nporpamMu abo 6yTu
CaMOCTINHMM IHCTPYMEHTOM po3noBigi icTopil. MepLue nybniyHe WOy 3 BUKOPUCTAHHAM
nasepa Big6ynoca 9 TpaBHA 1969 poky B OknaHgi, wtaTt KanidopHia. Came Tam
i Toni J1. Kpoce, K. Oxxedpdppic i [l. Trooop nokasanu HEBESMKE LLOY 3 BUKOPUCTAHHAM
KpunToHoBOro nasepa. Lis igea BuHukna, konm J1. Kpocc i K. Oxeddopic xoTinm gogatu
Bi3yasnlbHUA KOMMOHEHT [10 €NeKTPOHHOT MY3UKK. YIPOL0BX CEMU POKIB BOHM PETENBbHO
npavroBanu, i 1976 poky Ha MPOMMUCNOBY OCHOBY 6Yy/10 MOCTaBIeHO BUPOOHULITBO
nasepHux npoekTopis InterScan. MeToto koMnaHii 6yna po3pobka Ta BUrOTOBJIEHHS
Na3epHUX cUCTEM A1 peksiaMu, po3Bar, 0CBiTHU, MeauUMHK Towo. lNigrotoBka Ta
nokas KoMraHi€to la3epHoro Loy B Toi Yac kowTysanu $3,000 Ha TuxaeHb (lOpoBa-
PomaHoBa, 2017, ¢.208-209).

4 nroTtoro 1977 B bocToHCcbKkOMY NnaHeTapii InterScan nokasana nepuie nasepHe
LIOY B TPbOX YaCTUHAX 3 OPUTiHAJIbHUM CIOXETOM i My3UYHUM cyrnpoBoaoM. [lo
cepenuHu 6epesHna Take BUAOBULLE BigBiaanu 6inblue 15 Tuc. oci6. KBUTOK KowITyBaB
$3, i woy okynuno ce6e 3a TuxAeHb y 10 pasis. I3 LbOro MOMEHTY 1 MoYaBcs GypXMBuMii
PO3BUTOK Jla3epHUX TEXHOMOTIN Y cchepi po3BaxasnbHOT KyNbTypH, eCTpagu  TeaTpy.
BiTun3HsIHMI rnsgay BnepLle 3iTKHYBCS 3 JlJa3epoM fIK efleMeHTOM cueHorpadii Ha
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KoHUepTi dppaHuy3bKoi rpynu Space (Todi Mana Ha3By Paris France Transit), wo
npoxoaus y 1983 poui nig yac Typy rpynu no CPCP B CK «Onimnincbkuit». Jlazep 6yB
3aKpinneHui Ha ronoBHomy ybopi nigepa rpynu [l. MapyaHi.

BapTo Bi3HauMTH, L0 BaXIMBUM €IEMEHTOM J1a3EPHOTO LLOY € MY3UYHUIA CYMpPOBIA,.
AKiCHa CUHXPOHI3aLlist MY3UKW XMBOI YN eNeKTPOHHOI Ta fla3epHuX edekTiB eMOLiNHO
BMJIMBAE Ha rnafaviB i opMye rapMOHIAHUIA TBOPYMI anbsiHC.

4. LLloy Bokanoigis Ta roniorpadiyHe npoeKkTyBaHHS.

3D-TexHonorii BeBHEHO YBINLWLIM B CLeHIYHe MUCTELTBO Ta 3aBOOBanu ntobos
rnsnaviB, akTopiB i NOCTAaHOBHUKIB. CTBOPEHHS BipTyaslbHOMO NPOCTOPY Ha CL,eHi
My 3ani BigKpMBae HEBMYEPMHI MOXIMBOCTI Ana daHTasii i TBOPUMUX EKCNEPUMEHTIB.
3aBasAKM MOJENOBaHHIO Ta BCTAHOBEHUM iHpayepBOHUM JaTumMKaM Ha MOPOXHIN
CLLeHi MOXHa CTBOPUTM TPUBMMIPHY KOMMO3MULLitO BYNWL Meranonicy, cepeHbOBIYHOIO
3aMKy, BiNCbKOBUX 6aTaniv i He TiNbKMW.

Ha eBponelcbKin LepeMoHii BpyyeHHs Haropoaun MTV Awards 2005 poky
B JliccaboHi BinbyBcs BUCTYN OpUTaHCbKOI BipTyanbHoi rpynu «Fopinnas» (Gorillaz).
Mporpamy Musion Eyeliner System (mocnisHo «CucTtemMa My3u4HOT NigBOOKN O
0uei») BUKOPUCTANM AJ1s1 CTBOPEHHS TPMBUMIPHMX ronorpadiyHmx MysibTriepCoHaxiB
Gorillaz, ski BUCTYnaroTb Ha CLeHi, TO6TO ddaKTUYHO 3'ABMAIOTLCA Ha eKpaHi, Wo
nepekpuBae f3epKaso CLeHWU. 3a3Bnyan yyacHUKM NonysipHoro y CBiTi BpUTaHCbKOro
«BipTYyanbHOro rypTy» Nif, Yac XUBUX KOHLEPTIB BUCTYNann y BUrNsiAi CUyeTiB Ha
riraHTCbKOMY eKpaHi B MO€HaHHI i3 306paXeHHAMM CBOIX MyNbTUMAIKALiHMX alter
ego (Musion Holograms, 2007).

Mpopreom 2010 poKy MOXHa BBaxaTu «BUXif Ha cLEeHy» Bokanoiga XaTcyHe Miky
B peasibHUX KOHLEPTHUX 3asiax — KO B CYNPOBOJi XXMBUX MY3UKaHTIB y poJli CONCTKU
cniBae TpMBMMIipHa aHiMoBaHa repoiHs. Lis abcontoTHo HoBa doopMa BUCTYMY Ha
CbOrOfiHi € YaCTUHOK KOHLEPTHOT ecTpaau. XaTCyHe € Ha3BMYarHO MONyJsipHOI
B ANOHii, Il NPUXMABHUKW CTBOPWUIN LNy CYOKYNbTYPY, i XXOAEH TEMATUUYHUIA AMOHCbKUIA
decTmBanb He 06xoauTbcs 6e3 KocnneepiB apTUCTKK. OAMH i3 KNiniB XaTcyHe Habpas
noHag TpU 3 NOJIOBMHOK MiJIbMOHU OHNaWH-Nepernsagis.

«Mu Hamaraemocs e 6inbLiue po3BUBaTM TEXHOJIONiKO Ta 3pOBUTU CUHTE3aTOP MOBM
AKHaWBMXXUYMM [0 MO LCbKOro ronocy,— kaxe Xipotoki ITo, kepiBHuk Crypton Future
Media 3 AnoHii, Wwo cTBopMB XaTcyHe. — My nnaHyeMo nepeBepLUMTM JIOACbKUIA FONI0C
i CTBOPUTM Te, LLLO LLLe He icHYe. CnofiBatocs, Lisi HOBa TEXHOJIOTiA CTBOPUTL HOBUI BUL,
My3uku» (YouTube, 2016).

3a 13 pokiB 3 MOMEeHTY nosBu ronorpaddivyHi TeXHONOriT Ha CbOro4HI [OCSAMIN TAaKOro
PO3BUTKY, L0 3p0OMTM XUBUIA KOHLEPT 3 Miky XaTcyHe B fANoHii Tenep He npobnema
HaBiTb oA piten. 8 ciyHa 2018 poky B My3nyHoMy Konepxi Senzoku Gakuen, y MicTi
KaBacaki (Mix Tokio Ta Mlokorama), BiabyBcs cTyAeHTCbKII CUMOHIYHMIA KOHLLepT 3a
yyacTto Miky XaTcyHe, o 6yB KypCOBOI CTYAEHTCbKOK POBOTOH Ha TEMY MY3WUYHOTO Ta
3BYKOBOTI0 fiu3aiHy. Yci BUKOHaBLi 1 opraHisaTopu 3axogny 6ynv cTygeHTamMu Konegxy.
Bxi Ha KoHUepT 6e3KoWTOBHUI. CTYA,EHTU 3aiManncs CBITIOBUM 0DOPMIIEHHSIM Ta
03Byu4yBaHHAM. KpiM TOro, Ha cLeHi 3'siBunacsa cama cniBayka Ha HaniBnpo3opomy
eKpaHi. 306paxeHHs1 BUBOAMIIOCS 3a [OMOMOIOH NMPOEKTopa (SK Ha APYroMy KOHLEpTI
Miky XaTcyHe, Bepcisi sikol — Miku FES'09 31 cepnHsi 2009 poky, 3apa3 BUKOPUCTOBYOTb
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Be3eKpaHHy TEXHOJIOTi0 rosiorpaddiyHoro NpoeKkTyBaHHs). AHiMaLlito pyxiB Bokasoiga
Tak camo pobunun CTyaeHTH.

Y 2018 poui Biabynocsi KpyrocBiTHE TypHe Li€l BUKOHaBuLi. KOHLEepTHI BUCTYNK
XaTcyHe Npoxoaunn Ha HanbinbLMX cTadioHax AnoHil, KiNbKiCcTb rnsfaYviB Ha 0gHOMY
3 AAKUX csirana nN'aThecaTu Tucsay ocib. A 3arasiom ayguTopisi BUKOHABWULL Hanivye He
OLVH OEeCSATOK MifIbOHIB NPUXWUITbHUKIB Y BCbOMY CBITI.

3a [oNOMOroto rosiorpamMu B CLLEHIYHOMY MUCTELTBI MOXYTb He NuLLie CTBOPHOBATU
HOBMX BMKOHaBLiB. Ak BigoMo, Enic Mpecni nomep y 1977 poui, ane rioro obpas
NnoBepHYBCS [0 rnsfaviB y BUrNami uudgpoBol TpMBUMIPHOT roslorpamu. TpuBMMipHa
BipTyasnbHa Konisi «KOpPOJisi POK-H-POsly» BUKOHYE FONIOBHI POJli B Pi3HUX MOCTaHOBKaX
i woy. ina ctBopeHHs ronorpamu Engica MNpecni BUKOPUCTaHO TEXHOJOTIHO, Ika Nonsirae
B 06pobui haxiBusMM-aHiMaTopaMu BCiX Bigeo3anuciB cniBaka, ckiiafaHHi Ha X OCHOBI
HaWOoKNa4HILIOI TPMBUMIPHOT MOLENi IO AVUHU, BUSHAYMBLLW NOCILOBHICTb PYXiB,
AKi BiH 3[iMCHIOBAB, BUCTYMNAalUM Ha CLieHi. Y TeXHONOril BUKOPUCTOBYHOTb reHepaLito
306paXkeHHs1 3a [OMOMOror KOMM'FOTEPHOT rpadpiku.

Y Takuii cnocib «oxuBanu» YiTHi XbtocToH, Maiikn IxekcoH, Tynak LLakyp. TexHonorii
Ta pexucepcbKi iIHHOBALT [al0Tb MOXJIMBICTb MOEQHYBATH roslorpamMy Ta «KUBUNA»
xopeorpacdiyHni 6anet. Ha xBuni rydyHux nosepHeHb y 2014 poLi Ha CLeHi BpyYeHHS
My3n4Hoi npemii Billboard Music Awards 3'ssBUBcS KOpoJib NON-My3uKK. Y Mexax
BUMYCKY OpYyroro nocMepTHoro anb6oma Mankna [)xekcoHa noro ronorpadivyHum
obpas 3acnieaB nicHto Slave to the Rhytm 3 My3unyHoi 36ipku Xscape, SiKy 3a XUTTS
crniBak He BUKOHYBaB. Npoekuia 6yna [oCUMTb ACKpPaBOK Ta SKicHOO, a nepcopMaHc
[OMOBHMIA NonepeaHbO Bif3HSATa Ta BOyAoBaHa B NPOEKLito rpyna TaHUiBHUKIB. Lie
nano amory ronorpadiuyHomMy Maikiy [)XeKCOHY pyxaTucsi MOMIX XMUBUX doiryp Ha CLeHi,
Ha AIKUX TaKoX po3NoBCHOAXYBasiacs NpoeKLis, nigcuntoroum edekT. byno BigTBOpEHO
BCi BifjOMi pyxu KOpoJis MNon-My3uKK, BKITKOYHO 3 «MicsivHoto xogoto» (Gallo, 2014).

5. ®emMb60TH, WO cniBatoTh, Ta iHWa poboTOTEXHIKA.

demb0T (Big aHrn. famale — xiHka Ta robot) abo giBuMHa-po6OT — ynOGAEHWUIA
[0[aTOK AANOHCbKMX pOBOTOTEXHIKIB. HaWbBiNbLUMX YCMiXiB HAa CbOrof4HI Y CTBOPEHHI
Takux pobogiByaT gocar HauioHanbHUI IHCTUTYT NPOrpecUBHOT MPOMMUCIIOBOT HAYKK
i TexHosorii (AIST). Y 2009 poui BiH npeactaems Mogens HRP-4C, sika Morfia 34icHIOBaTH
MPOCTi pyxu Ta criBaTy, CYNnpoOBOAXYOUYM CMiB MiMiKoto (Mpy LiIbOMY BUKOPUCTOBYBAJIU
BOKasibHWI cMHTe3aTop Yamaha). ¥ 2010 poui BAoCKOHaneHa fiB4nMHa-po6oT 3Morna
He TiNbKK criBaTw, ajie N TaHLIOBATW Ha CLIEHI B CYNPOBOi TaHLiBHULLb.

HaBuntu poboTa TaHUOBaTH 3aBLaHHA BelbMU HeTpuBiasnbHe. | xoua knin, ae
TaHLE OiBYMHA-POOOT, HE MICTUTb 0COBIMBUX XopeorpadiyHMX CKNagHOLLIB, ane
nporpaMyBaHHs! HaBiTb TaKUX TaHLOBaNIbHUX PyXiB goci 6yno BKpan TpyaoMICTKUM
3aBaaHHsM. Tenep xe TBopui HRP-4C He Tinbky JOMOIMIMCS Yy40BOro CLEHIYHOIO
edeKTy, a i 3HaYHO CNPOCTUAN XUTTS MaUBYTHIX «iMnpecapio» poboTiB-TaHLOPUCTIB.

AKLLLO Ha CUEeHI TaHLOKTb Kiflbka Ntofei B 04HaKOBOMY 013i, TO NIIOLCbKe OKO
MOXe He PO3Pi3HATU OKPEMUX TaHUiBHMKIB. MOXJIMBO, TOMY KJliM, fie TAHLOE fiBYMHA-
po60T, € LOCUTb MOTOPOLLIHUM Yepe3 CXOXICTb 3 BUCTYNaMun 3BUYANHUX «iBOUYUX
rpyn». IMOBIpHO, Lie CTano NPUYMHOIO He3aTpeByBaHOCTI Y CLLEHIYHOMY MUCTELTBI
TexHosorin dpemboTie (LiveJournal, 2010).
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3a ocTaHHi 10 pokiB poboToTexHika po3BuBanacs fyxe akTUBHO, i pexucepu-
NOCTaHOBHUKM CLIEHIYHUX OIACTB HE TPUMaIMCS OCTOPOHb Liboro npotiecy. OgHieto
3 OCTaHHIX TeHAEeHL i B eBOMIOLIT CLLEHIYHOro An3alHy cTasna nosiBa MacoBol
po6oToTexHikK. Tak, NpUKIafoM LEMOHCTpaLIT «TBOPYOCTi» poboTi 6yB BUCTYN
Ha LleHTpanbHoMy TenebayeHHi Kutato CCTV 3 Haroau HacTaHHA Kntaricbkoro
HoBoro 2016 poky cniBaka CyH HaHa B cynpoBofi po6oTiB i fpOHiB, SIKi BUKOHYBau
CUHXPOHHUI TaHeub. MNoHan 700 MiNbNOHIB Ntoaen NoOAUBUANCSA TPaHCAALI
MacLlTabHOro Woy Ha KUTauCbKOMY TesiebaveHHi, 3rofoM A0 HUX 00oNy4Ynnucs
M iHTepHeT-KopucTyBaui 3 ycboro cBiTy. MMig yac Tenewoy Spring Festival Gala
540 po60TiB CUHXPOHHO TaHLOBaNN Mifg, CBATKOBY MiCH0. MNpu LboMy 29 6e3niNoTHUKIB
3 PiSHOKOJIbOPOBMM MifCBIYYBaHHAM, MIAHEPYOYM B TaKT My3WLi, pO3cunanu 3 noBiTps
MeTadbaH Haf TaHLUNoIOM 3 TaHutopucTaMu-poboTamu. MoniT 4poHiB HIBKU HAOYHO
intocTpyBaB TeKCT NicHi «KuTaw 3niTae Ha BEPLUUHY CBiTY». Ik BULHO y Tenesepcil,
XoaeH poboT He MOPYLUMB 3arasibHOi CUHXPOHHOI KapTuHKM BUCTYNY (I0poBa-PomaHoBa,
2017, c.224).

Y cdhepi TeaTpanbHO-BUAOBULLHOT AiSNIBHOCTI Cy4YacHi Mogeni KBafgpoKonTepis
HafatoTb MOCTAHOBHMUKAM YHiKasibHi MOXJIMBOCTI 11 AU3alHy CLLEeHIYHOro NpoCTopYy.
Hecyuun Ha co6i pisHi ocBiTNtoBanbHi Nnpunaaun, Maroun dakTUYHO HeOBMeXeHi
MOXJ/IMBOCTI W,O040 TPAEKTOPIT pyXy Ta CUHXPOHI3aUil 3 iHWXMMK CKNafgoBUMU
MYNbTUMELINHUX LIOY, APOHM CMINIMBO BXOAATb Y PEXUCYPY Ta AU3aNH CLLEHIYHOMO
npocTopy. Lle yHikanbHui 3acib cLeHiYHoro ansanHy Ta npueabnmeumi crnocib goHecTu
B Xy[O0XHin cpopmi iHdbopmaLito go 6yab-skoi 3a obcsaramu ayauTopir.

CBiTrnioBe WOy KBafpOKOMNTEPIB — TEXHOJOriYHA anbTepHaTuBa heepBepKam.
BukopucTaHHs gpoHiB 6e3neyHille i eTUYHille. BOHWM He CPUUYUHATD NOXEXi Ta He
po3byanaTb fiTen y cycigHix kBapTanax. MicTsHu 6ygyTb BAAYHI peXxucepam.

Mig vac woy B He6O NigHIMaOTbCA KBaAPOKONTEPU PO3MIPOM 3 Tapinky. 3aBAsKu
ACKpaBOMY NiACBIYYBaHHIO TX BUAHO 3aaneKy. BUKopucToBytoum pint 3 ecaTKiB APOHIB,
MOXHa BMOy1OBYBaTM B MOBITPi CTaTUYHI Ta pyxoMi doirypu (JlesaHaoeckuii, 2018).

MpoBecTu Woy fopeyHo 3 6yab-aKOi Haroau — Bif, FOBiNIet0 KOMMAHIT [0 BiAKPUTTA
Onimnincbkumx irop. Y notomy 2018 noHag 1200 apoHiB BUpo6HULTBa KOMMaHii Intel
Shooting Star 3acsianm B Heb6i Hag, MxeHYXaHOM Mif, Yac LePEMOHIT BiAKPUTTSA 3MMOBUX
Onimniicbkux irop. [poHn 6ynmn obnagHaHi MacMBOM KOJIbOPOBUX CBITNOAiI0AIB. BoHM
cnoyaTtky edekTHO o6'egHanuck y dirypy cHoybopaucTta, a noTiM B HIYHOMY Hebi
3anananu onimninceki Kinbus (Ogosa-PomaHoBa, 2018, ¢.240-243).

BukopucTaHHS fpoHIB MOXIMBE B aBCONMOTHO pidHMX MacliTabax. Hanpuknag,
XY[0XHE BUPiWIeHHA nocTaHoBKK aedine Dolce & Gabbana B Mexax MinaHcbKoro
TUXHS MOaM — 45 XBUNIMH Ha nofiyMi Moenei 3aMiHunmn 6e3nifoTHUKK, SiKi Nig My3uky
BUHOCW/N i3-3a NALLTYHKIB MOJHi CYMOYKMW.

6. VR-Typu B ecTpagHomy oy Ta VR-TeaTpu

[0 pexuncepcbkux iHHOBALLi BUKOPUCTaHHSA HOBITHIX TEXHIYHMX 3ac0BiB Yy CLEHIYHOMY
MUCTELTBI 3apaxoBYEMO TAKOX TEXHONOTIT BipTyasibHOI peanbHOCTi abo anbTepHaTUBHOI
peanbHocTi VR Ta AR. TexHonoria VR (aHrn. Virtual reality — BipTyanbHa peanbHicTb)
[L03BOJISIE 3aHYPUTU JTIIOAMHY B LUTYYHO CKOHCTPYOBaHUI CBIT. Haasraoum HaByLLHUKY,
cneuianbHi okynspu abo WosioM BipTyasbHOI peasibHOCTI, rNAAadi ONMHAKTbCS
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B aflbTepHaTUBHOMY BcecBiTi. Ofsaratoumn okynsipu Ha VR-BucTaBax HeobXigHO KPyTUTU
rofIoBOKO Ha BCi 6OKK, afKe Lisi TEXHOSOrisi OXomuItoe KyT 360°. OKynsipu CTBOPHOOTh
Bi4UyTTSl NOBHOI iNt03ii peanbHOCTI, NepeLlKoaXaTb CNPUAMaTK 4iNCHICTb. AKLLO
B3ATK 3a 6a3uc, Lo CLieHIYHe MUCTELTBO NparHe penpeseHTyBaTu anbTepHaTUBHY
peanbHICTb, iHLWY Bif TOI, W0 iCHY€E B Lie MOMEHT, Un MicLie A, W0 iCHY€E B iHLUIM ToYLi
npocTopy, To VR NpornoHye, BUCNIOBIHOIOYUCH CYHaCHOK MOBOHO, 3pyYHUM iHTepdpeiic
LS BUpiLLEHHSA TaKoro 3aBAaHHs.

Ha Halu nornap, ABi TeHAEHLiT BU3Ha4yaTb BUHUKHEHHS HOBOI €CTETUKM BipTYyasibHOro
TeaTpy. [MepLia — Lye NOBHOLIHHA IHTEPAKTUBHICTb, Apyra — aBTOHOMHICTb.

CueHiyHi Loy i3 3acTocyBaHHAM VR-0KynapiB 3axXonavMBo crnpuiMaroTb Ha KaHHCbKOMY
ecTtuBani, MockoBcbkoMy MixXHapoaHOMY KiHodbecTvBani Ta BeHeljiaHcbkoMy BieHane.
Lie benbrincbkuii iHHoBaUinHun VR-Teatp CREW, y 2017 poui Bigbynacs npemM'epa
BUCTaBM «Y nollykax aBTopa» B M. TioMeHb, fie po3BuBaeTbcs NpoekT #VRTheatre.
HoBa y cueHiyHOMY MucTelTBI TexHonoria VR cTana nonem ons eKkcnepumeHTIB
pexucepi, cueHorpacdis i nporpamicTiB 3 BidyanbHUMM 06pa3amMu i CTBOPEHHSAM A1t
rnsapava ino3ii nepeHeceHHs BcepenHy peasibHOCTi BUCTaBU.

HoBa y cueHiYyHOMY MucTeLTBI TexHonorif VR € pe3ynbTaToM eKCNepuMeHTyY
3 Bi3yasibHUMM oBpa3amMu Ta po3pobKOHD TEXHIYHMX creledeKTiB A1l NepeHeCeHHs
rnsnava BcepeavHy peanbHOCTi BUCTaBW, € TEMOLO, Haf, AKOKO NpaLitoe TBopYa KOMaHa
pexucepis, cueHorpadis i nporpamicTi..

Maemo Takui gocBig, i B YkpaiHi. StarLight Entertainment npegctaensie VR-Typ 3i
cnekTakneM «BapTtosi Mpii». Mogia 6yna npuypoyeHa fo 20-pivusa komnaHii «KuiBctap».
Y mexax VR-Typy cneuianbHo obnafHaHuin aBTobyc 134MB MiCTaMu HaLLOI fepXaBy,
BifBifaTK Noro Mir 3a 6axkaHHAM KoxeH. Moka3s VR-woy «BapToi Mpiin» 3giicHioBanm
3a NigTPMMKM NapTHepa 3 iHHoBaui Samsung Electronics YkpaiHa. Y 7-XBUIMHHOMY
naHopaMHoMmy Bineo (360°) € aMora 6amx4e No3HaNOMUTUCH i3 CHOXETOM MONYJIAPHOT
31MOBOI Ka3KM 3a JOMNOMOror TEXHOMOTII BipTyasibHOI peanbHocTI. [peacTaBneHnii
y «BapToBux Mpiit» Mikc XaHpiB € camMo cobor 0HMM 3 NPUKNALIB CyYacHUX
IHHOBaLIMHUX TEHOEHLiIW, ONMCaHMX BULLE, @ KPiM TOro, aBTOPU NPOEKTY fo4anu Lie
«ApYrum Wwap iHHoBaLiv» y Lo BUCTaBy. beskoluToBHMIA BXifg Ha VR-wwoy «BapTosi Mpin»
31iNCHIOBaBCSA B MOPSALKY XMUBOT YEPTH, LLLO MOXE CBiJUYATU NPO MOCTYMNOBE 3MEHLLIEHHS
BapTOCTi TEXHOJOTII, i A€ 3MOry MPOrHo3yBaTw iT NofanbLUIMi PO3BUTOK Y CLLEHIYHOMY
(abo Bxe y BizyanbHO-BipTyaslbHOMY) MUCTELTBI. 3arasoM 3 opraHisaLiiHoro nornagy
VR-Typ woy «BapToBi Mpiii» MOXHa po3rnsafaTtu Ak pekaMHy akLito 0o BUXoady
Moro noBHoT Bepcil (Takuii cobi AMBepTUCMEHT TexHonorin XXI ctoniTTs) (StarLight
Entertainment, 2018).

XapaKTepHO pucoto MoaepHisauii cueHiyHoro npoctopy y VR-woy yepes
3anpoBaf)XeHHsI TEXHOJIOTIN BipTyanibHOT peanbHOCTI cTana pakTMyHa pynHauia Ta
3HUKHEHHS BflacHe CLeHIYHOro MpoCTopy.

30BCiM iHLWA piY 3 TEXHOJIOTiIE0 AOMNOBHEHOT peanbHOCTi — AR (aHrn. Augmented
reality), AKy 4acTo nnyTatoTb 3 BipTyasnbHo. TyT peasibHOMy CBITYy HiKyau OiBaTuCS.
Y Hboro B6y0OBYIOTb LMPOBI NpeaMeTH, iKi BUAHO Ha ekpaHi cMapTdoHa. Yepes
[0JaToK B rafeTi rnagay Moxe nobaynmTv OHOBJIEHY CLIEHY 11 repoiB, MOSICHEHHSA [0
CHOXETY, ONUC Ta ICTOPUYHI 3aManboBKM [0 BUCTaBU. 3BUYANHUIA CMapTAOH cTae
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aHanoromM VR-okynsipiB, ki nepeHocATb JII0AMHY B iHLWY peanbHicTb. Taki iHHOBaLiT —
Le HOBi 3aco6u sl NoefHaHHS XUBOro AiNCTBA, Bifeo Ta KOMM'FOTEPHUX TEXHOSOTiN
y peanbHoOMYy Yaci. 3rapaHa Buule 6enbriicbka koMmnaHia CREW ekcrniepeMeHTye
y cchepi iMepciitHoro TeaTpy Ta aMilaHoi peanbHocTi (mixed-reality); 6yna nepLuoto, Lo
noegHana TexHonorito 360° Omni Directional Video (ODV) and Head-mounted display
(HMD) pnsi cCTBOpPEHHS anbTepPHAaTUBHOI peanbHOCTI.

2000-ro poky CREW cTBOpMnM nepchopmMaTBHE, aBTOMaTU30BaHe BipTyasibHe
cepepoBuuie Cave. HaTXHEHHUKOM NPOEKTY CcTaB POBITHUK cLieHu [Mon AHTUNOB
(Paul Antipoff), akui 6yB NoBHICTO NapanisoBaHWin BHACJiAOK HELLLACHOro BUMAaaKYy.
Cumb6io3 3 TexHoMorisiMy 3poBUB MOXJIMBUM MOFO caMOCTiliHe OYHKLiOHYBaHHS
B peanbHocTi. B imepcii Cave Mon AHTUNOB Mir MasnitoBaTV Ta B3aEMOSIAATU 3 BipTyaslbHAM
akTopoM i ragavamu. [locsig, wo nponoHye CREW, ribpuaHuii. BiH BigpisHAETbCA Big
3BUYHUX BipTYyasnbHUX iMepcii, Wwo 6a3ytoTbesa Ha cTabifbHIM NO3uUil rsaada, TUMm,
LLLO cnocTepiray nepexuBae BipTyanbHy peanbHICTb Yepes BRacHe Tino, pyxaeTbcs,
XoanTb, BiXnTb. Take irpoBe CMiBBiAHOLIEHHS peasibHOro Yacy Ta 3anncaHoro matepiany
nepeTBOPIOE M1sijada B CNPaBXHbOro NpoTaroHicTa NPoeKTY.

CREW HeoHOpa30BO Npe3eHTyBanu CBOI YHiKanbHi po3pobKU 3 BUKOPUCTAHHAM
riopnaHMx MucTeLbkux bopM B HaMpi3HOMAaHITHIWUKUX NpocTopax: Ha dbecTuBansx
nepcopMaTUBHOro MUCTELTBA, BidyaJlbHOro MUCTELTBA, BEJIMKUX MacOBUX 3aX0[ax
i HayKoBMX KOHpepeHLisax. Lien konekTus 06'134MB Maixe BCi KOHTUHEHTH, 30KpeMa
€spony, Kutan, KaHagy Ta CLUA (MucTeubkuit ApceHan, 2018).

MuTLi (pexucepu-nocTaHOBHUKY, CLLEHAPUCTK, CLieHorpadu), BUKOPUCTOBYHOUM
HOBITHI TeXHOOrii, NparHyTb A1 CBOro rnsifaya HOBOro po3yMiHHA TeaTpanbHOro
iHTepakTuBy. | MOBa CbOroHi BXe e He NinLLe Npo Te, L0 MOXYTb 3anpornoHyBaTu
BipTyaibHi TEXHOMOTIT CLIEHIYHOMY MUCTELTBY, a i NPo Te, Lo NepchopMaTMBHa NpakTUKa
3MIiHIO€ iHOYCTPit0 HOBUX TEXHOJIOTIN.

JoHepnaBHa Le 31aBanocs HepeanbHUM, ane HOBi TEXHONOTIT fann MOXJIMBICTb
BiIKPUTM CBIT MUCTeLTBA OJ14 NI0AeN 3 BafaMu 30py Ta He3psauux. MigKIHoYmMBLINCH
no Mmepexi Wi-Fi nig yac BuctaBw, rsgady oTpMMye [OCTYn 00 TU(IOKOMEHTapIB Ha
CBOEMY rafi)KeTi, FOJIOCOBUX KOMEHTAapIB i MOSCHEHb.

TudonokomeHTyBaHHA (TKH, aynioonuc (audio description), ayaioguckpunuis)
(Roofthooft, Remael and Van den Dries, 2018, p.232-248) — Lie NaKOHIYHWI onncC-
NoOsICHEHHs1 NpegMeTa, NpocTopy abo A, AKi He3po3yMini crinoMy abo cnabosopomy
6e3 creuianbHUX CTOBECHUX MOSICHEHD, 1 'Y (DOPMi rONI0COBOro CynpoBOAY, HAXUBO,
yepes TeXHIYHiI NpUCTPOI NofaeTbea peumnieHTy. Ynepwe TKH 6yno 3giicHeHo Yepes
3anuc Ha nnartieui B CPCP (Mocksi) 1978 poky. MpoLec BUHUKHEHHSI Ta (DOPMYyBaHHS
TKH BigbyBaBcs Maixe 04HOYaCHO 1 NapanesnbHo SIK Ha 3axogi, Tak i B PagaHcbKoMy
Cotosi ax o enoxu MNepebynosu. Ockiflbku L MpoLiecu He nepeTMHanucs, 3'sBuUImncs
[Ba TePMiHM Ha No3Ha4YeHHs Uiel gisnbHocTi: TKH — B CPCP, i aygioanckpunuis — Ha
3axopi (Oemuyk, 2014).

CbOroHi X ronocu akTopiB, 3a4istHUX Y MOCTaHOBLi, JAKOHIYHO PO3MOBIAAl0Tb NPO
Te, W0 BiAOyBaeTbCS Ha CLEHI, SIKi Aekopalil, MiMika Ta BOpaHHS aKTOpIB, LLLO BOHU
po6nsATh, Yepes cMapTdoHu (Globustheatre, 2018). TexHonoris Tenep AOCTYMHA LITAM
3 ocobnusmmMu notpebamu. MpakTruky TKH mae KasaHcbkuit TaTapcbKuin fepxaBHUii

ISSN 2616-759X (Print), tOpoBa-PomaHoBa, K., CTpenbuyk, B., Hybykosa, t0. Pexwcepcbki iHHoBaLil
ISSN 2617-1236 (Online) y BUKOPUCTAHHI TEXHIHHIX 3aCOBIB | TEXHOMOIN Y CLIEHIYHOMY MUCTELTBI



Bulletin of Kyiv National University of Culture and Arts.
Series in Stage Art 2019 -2(1) - pp.52-72

TeaTp toHOro rnsayva imeni I Kapiesa. Moro gupektop MaHcyp Apmiis 3a3Haums:
«Hawwa cueHa Mae 6yTu focTynHo AN Beix. BuctaBu 3 TdIOKOMEHTapsiMK flapytoTb
MOXJIMBICTb JIIOASIM 3 0COBMBMMY NoTpebamMu 3aHYpPUTUCS B YapiBHWUI CBIT TeaTpy.
Lle o3Hauvae, 11,0 BOHM pa3oM 3 reposiMu NOCTaHOBOK O[HOYACHO 3 iHLUUMM FMisigadamu
3MOXYTb pafiTyv i nepexuBaTu, cMiaTucs i nnakatu» (McKyccTBO, Hayka 1 cropT,
2018). MNpeM'epHUM criekTakJieM cTana «MBoBMXHA NOAOPOX Kponnka Ensapaa»
Kenta [OiKaminno.

KWiBCbKMI HaLioHaNbHWUI aKkafjeMiyHUi TeaTp onepeTu ctae nepwnm y Kuesi
TeaTpoM, SKMI peanisyBaB NOCTAHOBKMW BUCTAB i3 TUOKOMEHTYBAHHSIM. Y3UMKY
2018 poky 33 gUTUHM BiaBiganu TpU pisHOMaHITHI BUCTaBM 3 ayAioauCcKpuUnUieto.
[ns apanTauii 4O HE3BMYHUX YMOB [iTK, @ AEXTO 3 HUX MPUIALLOB [0 TeaTpy BnepLue,
nepepn BUCTaBOK Masiu MOXJIMBICTb 03HANOMUTUCS 3 feSIKUM PEKBI3UTOM. Y Lieit vac
ayaioaucKpUnTop posmnoBifae Npo NepcoHaxiB BUCTaBY, NPo ManbyTHo fito (KUiBCbKui
HalioHanbHUI akageMiyHuin TeaTp onepeTu, 2018). MNicns BAanoro eKCnepuMeHTy
TeaTp B35IBCS [0 MOCTAHOBKU AUTAYOI Ns/IbKOBOI BUCcTaBU «AHaepCoH» (pexucep
Makcum Kozonyn, 2018) y Mexax npoekTy «ApT-Hif-iHkto3isa» (AHToHeHko, 2018).
Ipes TeaTpy WO40 CTBOPEHHSA BUCTAB AJ1s1 HE3pSAYOT ayauTopil 3apogunacsa nif vac
HaBYaNIbHO-NPaKTUYHOIro ceMiHapy Ha TeMy «AyaioAMCKpUNLia BisyanbHUX TBOPIB
L7151 0Ci6 3 MOpYyLUEHHAMM 30pY», LLLO NpoxoauB y BepecHi 2017, y Kuesi (HauioHanbHa
crifika TeaTpasnbHuUX gOisadiB Ykpaiiu, 2017).

HaykoBa HOBM3Ha [LOCHIiAXEHHS MoNsrae y MUCTELTBO3HABYOMY aHani3i npouecis
Mo epHi3aLil CLleHiYHOro NPOCTOpPY Ta BUBYEHHI PO iHHOBALiHUX TEXHIYHNX 3acob6iB
| TEXHOMOTIN y pexucypi cy4acHux TBOPIB CLeHIYHOro MUCTeLTBa.

BucHoBku

Y XXI cT. eBONOLiSi TeaTpanisoBaHNX MacOBUX BULOBULL BifOyBaeTbCSA Mifg BNIMBOM
aKTUBHOIO PO3BUTKY TEXHOJOTI Ta MNOLWYKY HOBUX cNocobiB iHTEPaKTUBHOCTI.
XapaKTepHOH PUCO CYyUYaCHUX PEXUCEPCHKUX PilleHb € CUHTES NiTepaTypHOT, My3UYHOT,
xopeorpadiyHoi, cueHorpadivyHoi CKNafoBuMX, WO BTIIIOOTLCA HA PiSHOMaHITHUX
CLIEHIYHMX MalfgaHuMKax, MOJepHi3aLis sKux MOMITHA AK W00 BUKOPUCTOBYBAHUX
MaTepianiB, yHKLioOHaNbHOCTI, MOBINIbHOCTI, TaK i LLOA0 BNPOBaAXXEHHSA HOBITHIX
iHdbopMaLinHUX KOMN'IOTEPHUX TEXHOOTIN. MOBiNbHICTb, BidyanbHICTb, ACKPaBiCTb,
HOBaTOPCTBO, CNPSIMOBAHICTb [0 KOXHOrO 3 rMsifayviB, akTUBHA y4aCTb OCTaHHiX
y OINCTBI — OCb OCHOBHI HanpsiMy TBOPYMX MOLLYKIB pexucepiB.

30KpemMa, Mae MicLie LUIMPOKE 3aCTOCYBaHHS KOMM'tOTepHOT rpachiku, MybTUMeLHMX
TEeXHOJIOTi, «rofiorpadiyHnx TexHomnorin», 3D-NpPoeKTyBaHHA; BNPOBaAXEHHSA
MOOBiNIbHMX TEXHOJOTIN 3 METOK CTBOPEHHS aTMocdepy iMepcil, iIHTepaKTUBHUX hopM,
VR-TexHOsOri TOLLO, LLO CTaM TPEHLOBMMM EfIEMEHTAMU B CLIEHIYHMX NMOCTAHOBKAX
CbOrOAHILLHBOrO JHS.

deHOMEeH MynbTUMEfia CTaB O4HUM 3 OCHOBHUX TBOPYO-TEXHOJIOTIYHUX MeTOLiB
CTBOPEHHS Cy4YacHOro TeaTpanisoBaHOro BMAOBMILA. BukopucTaHHs aHimMauii Ta
npoekLil, cLueHiYHNX edeKTiB SIK B peaslbHOMY Yaci, Tak i B 3anuci, KOMN'FOTEPHUX
TEXHOJOoriv Ta poboTiB CBIAUNTL NPO FMOOKMIN CUHTE3 HOBUX TEXHOJIONIN | MUCTELITBA.
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Pe3ynbTaToM NoLUyKiB MUTLIB € CTBOPEHHS HOBUX €CTPafHUX XaHpiB, HOBUX TUMIB
TeaTpy, abCOJIIOTHO YHiKaJIbHUX 3@ CBOIM XapaKTepOM i TUMOJIOTiYHO PiSHOMAHITHUX.
MoxeMo cTBepaXyBaTH, L0 BiNbLUiCTb Xy[,0XHb0O-NOCTAHOBOYHUX HOBOBBE,EHb
NoB'sI3aHi 3 TEXHIYHMM NPOrpecoM, He MOXJIMBI 6e3 KOMMN'tOTEPHUX TEXHOSIOTIN Ta
iH)XeHepil. Ane iMepcCiiHi TeaTpu Ta 3anpoBaf)XeHHA MeTOANKN TUIOKOMEHTYBaHHS
[OBOIATH, O PEXMUCEPU CYHaCHOCTI BUKOPUCTOBYHOTb TEXHOMOTIT aBCONOTHO
pi3HO6iYHO. MeTa TBOpUMX NOLLYKiIB (hOPMM — Cy4aCHOHO, aKTyanbHOK MOBOHO BTiNIOBATH
HaZ3aBLaHHs.

HoBi Megia no3Bonunu BisyanisyBaTu cMinnei nepcopmMaHcu, nepeTBopuTHU
NOCTAHOBKM Y MOBHOLIHHI MY/IbTUMELIAHI NPOEKTH, A& FapMOHINHO NOEQHYIOTHCSA
TeaTp, My3uKa, TaHeLb i eKCPOMT.

M. I YepHuweBcbkuit y «<HoTaTkax npo xypHanu» 1856 poky nucaB: «Xy[0XHICTb
nonsirae y BignoBigHocTi popMu Ta iger... AKWwo iges danblumnBa, TO NPO Xy[A0XKHICTb He
MOXe i N'T1 MOBa, TOMY L0 chopma Bye Tak camo chanblumBa i NOBHA HEBIAMNOBIAHOCTEN.
Tinbkuy TBIip, B IKOMY BTijfleHa cripaBXHsl iges, 6yBae XynoxHiMm, kw0 copma abcontoTHO
Bigonosigae igei» (1981). Y Uit cTaTTi MU PO3MISIHYNM BUKOPUCTAHHS Pi3HUX hopM
CyYacHUX i TpagULIMHUX BUAIB CLLEHIYHUX MUCTEeLTB Ta nobauunnu, Wwo pexucepu
Cy4acHOCTi HamaratoTbCsl MOCTaBUTU Y BiAMNOBIAHICTb hopMy Ta ifeto, BUKOPUCTOBYHOUM
OCTaHHi TeXHiYHi Ta iHcbopMaLiiHi TexXHonoril.

3po0breHi BUCHOBKM CBi4aTb, W0 NUTaHHSA PeXUCepPCbKMX iIHHOBAL,i Y BUKOPUCTaHHI
TEXHIYHMX 3aC0BiB i TEXHONOTIN Y CLLEHIYHOMY MUCTELITBI € [JOCUTb LUIMPOKUM 1 OXOMJIHOE
3HaYHi npoLecy, Wo cborofHi HabyBatoTb 0co6/MBOT BaroMocTi, a e BU3Havae
nofanbLUni NOrnMbeHN HayKOBMWI MOLLYK.
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Lienb uccnepgoBaHusa 3ako4YaeTCcs B BbISIBJIEHUN U aHANM3€E PEXUCCEPCKUX MHHOBALUI
MCMNOJIb30BaHUS TEXHUYECKUX CPEACTB U TEXHOMNOMMNI B CLLEHUYECKUX MOCTAaHOBKAaX KakK HOBbIX,
TaK 1 TPagULMOHHbIX (PopM. st BOCTUXEHMS MOCTaBNEHHOW LIeNN UCNONb30BaHbl CleaytoLme
MeToAbl: TeOpeTUYECKUN NOAX0 A — ANS U3YYEHUS HAaYYHOW iMTepaTypbl; aHaNnTUYeCKnm
M KOMMapaTUBHbIN — onpefeneHns BAMAHUSA TEXHONIOMMYECKON COCTaBAOLLEN HA PEXNCCYPY
COBpPEMEHHbIX MPON3BEAEHUN CLLEHNYECKOro NCKYCCTBA; CUCTEMHbIN — NMPOBELEHUS
CTPYKTYpM3aLMUM HOBbIX XXAHPOB CLIEHNYECKOro UCKYCCTBA, NOsIBIEHME KOTOPbIX 06YyCNOBIIEHO
BHeLpeHNEeM COBPEMEHHbIX TEXHUYECKUX CPELCTB, UHXEHEPHbBIX U MHEDOPMALMOHHbIX
TEXHOJIOrMI; MPOrHOCTUYECKMI — ONpPefeneHnst HOBbIX TEHAEHLUI B peXnUccype NpoMsBefeHuUi
CLUeHn4Yeckoro nckycctaa. HayuHas HoBM3Ha 3akoYaeTcsl B UCKYCCTBOBEQYECKOM aHanuMse
MoAepHMN3aLUnn cLueHNYECKOro npocTpaHcTea U U3y4eHnn posaim MUHHOBALUOHHbIX TEXHNYECKUX
CpeAcTB M TEXHOMOMMIN B peXunccype CoBpeMeHHbIX MPON3BeAEHUI CLLEHNYECKOro MCKYCCTBa.
BbiBoppbl. B XXI B. aBonouns TeaTpanmM3oBaHHbIX 3pesinLL, NPOUCXOLMUT NoA, BIMAHNEM aKTUBHOIO
pasBUTUSA TEXHOJIOTUIA U NMOUCKA HOBbIX CMOCOB0B MHTEPAKTUBHOCTU. XapaKTepHOM YepTon
COBPEMEHHbIX PEXUCCEPCKUX pPeLleHU ABNAETCA CUHTe3 NMTepaTypHOU, My3blKallbHOM,
xopeorpachunyeckon, cLeHorpachyeckomn CoCTaBNAIOLLMX, KOTOPbIE BOMJIOLLAOTCS HA Pas3/IMYHbIX
CLIEHMYeCKMX MoLLLaikax, MO4epHMN3aLUs KOTOPbIX 3aMeTHa Kak OTHOCUTESIbHO UCMOSIb3yeMbIX
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MaTepuanos, OyHKLMOHANbHOCTH, MOGUIBHOCTU, Tak U C TOYKU 3PEHUS] BHEAPEHUS HOBEWLLKX
UHAOPMALMOHHBIX KOMMbIOTEPHbIX U UHXEHEPHbIX TEXHOOrUIA. MynbTUMeaUAHbIN NOAX0S,
CTas OAHUM 13 BeLyLLUX Xy[L0KECTBEHHO-TEXHONIOMMYECKUX METOL0B CO3[,aHNsi COBPEMEHHOTO
TeaTpanM3oBaHHOro 3penuiia. PacnpocTpaHeHe UMMEPCUOHHbIX TeaTPOB U BHEAPEHWUE METOL0B
TUNIOKOMMEHTUPOBaHMS (ayMOLECKPUNLUM) [LOKA3bIBAOT, YTO PEXMUCCEPbI COBPEMEHHOCTU
UCMONb3YIOT TEXHOJIOMUM aBCOMKOTHO PasHbIX CTOPOH, @ TBOPYECKME MOMCKM (hOPMbl NO3BONAIOT
COBPEMEHHbIM 13bIKOM BOMJIOW,ATh cBepx3agavy. MobuibHOCTb, BU3yanbHOCTb, SPKOCTb,
HOBaTOPCTBO, HAMPaBJIEHHOCTb K KaX40MY U3 3puTesiei Npu akTMBHOM y4acTuu NOCeLHUX
B [e/iCTBe — OCHOBHbIe HanpaBeHUsi TBOPYECKUX MOUCKOB PEXUCCEPOB.

KnioyeBble cnoBa: cLueHn4YecKoe NUCKYCCTBO; TEXHONIOrMYEeCKne cpencTBa; pexumccepckue
WHHOBaUWK, MyanMMe,D,MVIHbIe TEXHONOIrnn; UHTEPaKTUBHOCTb
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Abstract

The purpose of the study is to identify and analyze directorial innovations in the use of technical
means and technologies in the staging of both new and traditional forms. The following methods
have been used to achieve this goal: theoretical approach is for the scientific literature study;
analytical and comparative are to determine the influence of the technological component on
the directing of contemporary works of stage art; systematic is for the structuring of new genres
of stage art, the emergence of which is due to the introduction of modern technical means,
engineering and information technology; prognostic is to identify new trends in the directing of
stage art works. The scientific novelty consists in an art-study analysis of the modernization
of the stage space and the study of the innovative technical means role and technologies in
the directing of stage art contemporary works. Conclusions. In the XXI century the evolution of
theatrical mass sights is under the influence of the technology active development and the search
for new ways of interactivity. A feature proper to modern directorial decisions is the synthesis of
literary, musical, choreographic, and scenographic components, which are embodied in various
stage venues, modernization of which is noticeable both in terms of materials used, functionality,
mobility, and in relation to the introduction of the latest information computer and engineering
technologies. The multimedia approach has become one of the leading creative and technological
methods of creating a contemporary theatrical spectacle. The proliferation of immersion theaters
and the introduction of audio descriptions methods have proved that contemporary directors
use technology in a very versatile way, and creative forms of search enable the modern language
to translate the super-task. Mobility, visibility, brightness, innovation, orientation to each of the
spectators with the active participation of the latter in the action are the main areas of creative
search for directors.

Keywords: stage art; technological means; directorial innovations; multimedia technologies;
interactivity
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IHCTUTYT Npo6ieM cy4acHoro MuctelTea HavioHanbHoi akagemii mucteyTB Ykpainu, Kuis, YkpaiHa

AHoTayisa

MeTa cTaTTi — JOCNIAUTU NOCTKOJIOHIaNbHUI OUCKYPC Yy TeaTpasibHOMY MUCTELTBI, 30KpeMa
B iHCL|eHi3aLisix cyyacHol ykpaiHcbKoi npo3n. MeTogonoria gocnigykeHHs. PoboTa npucBsivyeHa
[OCHigKEeHHIO MOCTKOJIOHIaNIbHOro AUCKYpCY B TeaTpasbHOMY MUCTELTBI YKpaiHu, Lo, No cyTi,
€ HEOCBOEHUM [0CNiAHMLBKUM NofieM. BuByatoun uto npobrnemMaTuky, aBTop CMpaeTbecs Ha
dyHaaMeHTanbHy npauto EgBapaa Caiga «OpieHTaniam», B AKii cchopMynboBaHO FOMOBHI acnekTn
NOCTKOJIOHIaNIbHOIr0 AUCKYPCY: KOJIOHIaNIbHUMA — BIMIMB Ha 3aNeXHi KYNbTYpU W aHTUKOJOHIaNIbHUN —
BiiTBOPEHHS CMPOTUBY iIMNEPCbKOMY BM/IMBOBI. TAaKOX BaXIMBUMM AJ1st aBTopa 6ynu NosiTonorivHi
npaui PomaHa LLInopntoka, kHuru EBu TomncoH Ta Onekcangpa ETkiHpa. HaykoBa HOBU3Ha cTaTTi
nonsirae B TOMY, LLO TYT BriepLue NOCTKOMOHIanbHUA UCKYPC B YKPAIHCbKIN KYNbTypi [OCAiAXEHO
Ha MaTepiani iHCLeHi3aLin cyyacHol yKpaiHCbKOI Mpo3u. Ha fyMKY BiTUM3HSIHMX NiTepaTypo3HaBLiB,
NOCTKOJIOHIaNbHWI AUCKYPC CNoYaTKy HanoTyXXHille NposiBUBCSA B TekcTax OkcaHu 3abyxko, IOpis
AHppyxoBuya, Mapii MaTioc, e ocMuUcntoBanuca TpaBMaTWUYHI HAacigKW pasiHCbKUX penpeciii, LocBiny
Zpyroi CBiTOBOI BillH, AisiNIbHOCTI YKPaTHCbKUX LLICTAECATHUKIB, 3aNeXHOCTI Bif, KYNIbTYPHO-ICTOPUYHUX
MicbiB TOTaniTapHoro pexumy. BignoeigHo, y NowykKax akTyanbHUX TEKCTIB yKpalHCbKU TeaTp Ha
noyatky 2000-x poKiB CTaB aKTUBHO 3BepTaTUCA 0,0 Npo3u. besnocepeaHiM MaTepianom fOCHiOKEHHS
€ YMCNeHHI iHCLieHi3aL il NPO30BUX TBOPIB KYJIbTOBUX YKPATHCbKUX MMCbMEHHUKIB: OKcaHu 3abyxKo,
lOpis AHgpyxoBuua, Mapii MaTioc, Bacuns Koxensinka, Ceprisi XXagaHa Ta iHWuX, AKki ganv nyoniui
MOXJIMBICTb MO3HANOMMUTUCS 3 paHiwe TabynoBaHOK MOMITUYHOK Ta eTUYHOK NPOBIEMATUKOLO.
Okpemy yBary aBTop npuginse BucTaBi «farapid i bapcenoHa» Kuiscbkoro Mosoforo Teatpy, sika
€ iHCLeHi3alieto ogpasy LWeCcTM OMNoBifaHb Cy4YacHUX YKpaiHCbKMX MUCbMEHHUKIB. Y BUCHOBKAX
[OCNiOHUK CTBEPAXYE, L0 3aBAsSKKM BUCTaBi «FarapiH i bapcenoHa» NoCTKONMOHIanbHUIA fUCKypC
3HaNLWOB B YKPATHCEKIN KYNbTYpi CBiM YHiIKanbHUA nepopMaTUBHUIA NPOSIB.

KniouoBi cioBa: NOCTKONOHIaNnbHUIA AUCKYPC; Npo3a; TeaTp; Taby

MocTaHoBKa npo6nemu

Y Tol yac, ik npefcTaBHUKN pidHUX cdoep ryMaHiTapucTUKK — NiTepaTypo3HaBLi
Ta iCTOPUKK — BXe He pa3 TopKanucs NOCTKOJIOHIaNbHOT TeMaTUKK B YKpaiHi,
MUCTeLTBO3HaBYe cepefoBuLLe BCe Lie 3anuwae 6e3 yBarv gpamMmaTtyprito Ta
BMCTaBW, fie TaK Yu iHaKLLIe MOCTalTb MMTaHHSA NOCTKOMOHIani3amy. [oCTKONOHIaNbHWi
OVCKYypC y TeaTpanbHOMY MUCTELTBI YKpaiHu €, N0 CyTi, HEOCBOEHUM AOCHIAHULBKAM
noJsieM, i NEBHOO MipPOK TaKMI CTaH cnpaB 06yMOBJIEHUI TUM, L0 3rifHO TpaauLin
€BPONencbKoi Ta aMepuKaHCbKOT TeaTPOooril NOCTKOMOHIaNbHi CTYAiT CTOCYHOThCS
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BUBYEHHSA TeaTpanbHOro AopobKy KpaiH, AKi BUALLAM 3-Mifg, KOJIOHIanbHOT 3aNeXHOCTI
Benukoi bpuTtaHii Ta ®paHuil.

AHanis ocTtaHHix gocnig)xeHb i nyénikauin

3okpeMa, Bif, cepeamHu 1990-x pp. 3'IBUIOCS YMMASIO KHUXOK, MPUCBAYEHUX
NOCTKOJIOHIaNnbHOMY TeaTpoBi, e OCHOBHUM NpefgMeTOoM po3rnsany 6ynu Teopu
3 HeeBponencbkux KpaiH (Balme, 1991; Gilbert and Tompkins, 1996). YBara BUeHUx
30cepexyBasacs Ha KinbKox reorpadiyHnx BeKTopax: iHgicbkomy, adopukaHCbKOMY,
aBcTpanincbkomy, kapubcbkomMy. 3rogom A0 UmMx HanpsiMkiB 6yno fopaHo we
N KaHaCbKUN.

Buxiz KHUrM amepukaHcbkoi gocnigHuui EBu TomncoH «Tpy6agypu iMnepii: Pocincbka
niTepaTypa i KonoHianiam» CTUMYOBaB HayKOBL,iB Ta NepefoBCiM TUX, XTO HaneXas [0
YyKpalHCbKOT fiacrnopu, B3ATUCS 3a pO3rJisif NOCTKOJOHIaNbHOI TeMaTUKM Ha MaTepiani
yKpaiHcbKoT KynbTypu (MasnuwwmH, 1996). Cpusinm LbOMY TaKoX MOJiTONOMYHI CTYAl,
cepep SKMX Baromi npaui Pomana LLInopstoka (LUnopstok, 2000; 1998; 2013). BignosigHo
BCe Lie cnpuunHuio nossy B 2000-x pokax [ochigKeHb NOCTKOMOHIaNIbHOro AUCKYPCY
B YKpalHcbKi niTepatypi (lOpuyk, 2013).

dyHpaMeHTanbHUM NigFPYHTAM OJ15 nepeBaXHoT 6ifblLIOCTi Taknx po3BifoK
y cchpepi nocTKoNoHianbHOT KynbTypu 6yna npaus EgBapaa Caiga «OpieHTaniam», ne
cdopMynbOBaHO ABa rofIoBHI aCMeKTH MOCTKOJOHIaNIbHOr0 AUCKYPCY: KONOHIanbHUM —
BMJIB Ha 3aeXHi KyNbTypy ¥ aHTUKONOHIaNIbHUIM — BiLTBOPEHHS CMPOTMBY iMMEPCbKOMY
BM/IMBOBI, BriepLUle onpuitogHeHa aHrincbkoto Moeoto 1978 poky (Caig, 2001). OgHak
Ha yac Buxogy kHuru Caiga no posnagy CPCP sanuwanocs 61M3bko n'aTHaguaTu
poKiB, a TOMY CbOro4Hi MeToA0MoriYHe 3acTocyBaHHS ifen Caiga [0 BUBYEHHS
NOCTKOJIOHIaNIbHOrO AUCKYPCY B KY/IbTYPHOMY MPOCTOPI NOCTPafsHCbKUX KpaiH
BUOAETHCA NpobneMaTUYHNM.

CyTTeBUM 3MiHaM paKypcy B NOrsAi Ha NOCTKONOHianbHy NnpobneMaTuky cnpusana
KHMra amepukaHcbkoro B4yeHoro OnekcaHgpa ETkiHga «BHyTpillHA KonoHisauis.
IMnepcbkuit pocein Pocii», onybnikoBaHa aHrnicbkoto MoBoto 2011 poky (3TKuUHA,
2013). Lis npaus cTana cBoro poAy Jiolieto Ajisi BIpoBagKeHHS NMOCTKONIOHIaIbHOIO
OVCKYpCY B AOCNIOAXEHHS KyNIbTYPHOro cnaaky KosoHisoBaHuxX Pocincbkoto imnepito
HapogiB, a TaKoX NOCTPaAsHCbKMX KYJIbTYPHUX peanii KpaiH, ki cTanm HesaneXHUMM.

MeTa pgocnigXeHHs1 — BUOKPEMUTU Ta LOCNIAUTY NOCTKONOHIaNbHUIA AUCKYPC
B YKpalHCbKil KyNbTypi, 30KpeMa B TeaTpasibHOMY MUCTelTBI. 3rigHo Tpaguuin
€BPOMNeNCcbKOl Ta aMepUKaHCbKOT TeaTPOosIoril MOCTKOJOHIaNbHI CTYAiT CTOCYHOThCSA
BMBYEHHSA TeaTpanbHOro AopobKy KpaiH, AKi BUALLAM 3-Mifg KOJIOHIanbHOT 3aNeXHOCTI
Benukoi bpuTaHii Ta ®paHuii. BianosigHo, B NoLyKax akTyaNbHUX TEKCTIB YKPaTHCbKUiA
TeaTp Ha noyatky 2000-x pokiB CTaB aKTUBHO 3BepTaTUCA 4,0 Npo3u, 60 HoBa yKpalHCcbKa
OpamMaTypris TilbKM noYynHana pobuTu nepiui Kpoku, a ManbyTHI ApamMaTypriyHi
decTuBani, AK-oT «TuxAeHb aKkTyanbHOI N'ecu» i «[Jpama UA», 6ynu nuiue B Mpisix.
Ha nyMKy BiTUM3HAHUX NiTepaTypo3HaBL,iB, MOCTKOJIOHIaNbHUI AUCKYPC CroYaTKy
HaMMNoOTYXHiwe nposiBUBCA B TekcTax OkcaHu 3abyxko, lOpis AHapyxoBuya, Mapit
Marioc, fe ocMucntoBanucsa TpaBMaTUYHI HacniaKyM pagsiHCbKUX penpecin, [ocBig,
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OPpYroi cBiTOBOI BifiHK, JistNIbHICTb YKPATHCbKUX WICTAECATHUKIB, 3aNIeXHICTb Bif
KYNbTYPHO-ICTOPMYHUX MiddiB TOTaNiTapHOro peXxumy.

Buknag OCHOBHOro matepiany

MepLwi iHcUeHi3aLii Npo30BKX TBOPIB YKPAIHCbKMUX MUCbMEHHMKIB — OKcaHu 3abyXKo
Ta lOpia AHapyxoBuMYa — 6ykBasibHO npuronoMwwmnnn nybniky, sika Biguyna cMmak
[0 BiiBEPTUX MUCTELbKUX BUCOBIIIOBaHb Ha paHiwe TabyhoBaHy MNONiTUYHY Ta
€TUYHY npobnemaTtuky. «[onboBi [OCAIAXEHHSA 3 YKPAIHCbKOr0 CEKCY», L0 NocTanm
B iHCLeHi3auil AHacTacii CocHoBCbKOTy MoHoBUCTaBi FanuHm CtedaHoBol, 6ynn cBoro
pony py6iKOHOM, NepenLLIOoBLUN KU TeaTp Brosoc 3aroBOpUB MNPO Te, NPO LLO TiNTbKK
LLIENOTINM Ha KYXHSIX.

Hap, cLeHiuHO Bepcieto ckaHdanbHOro ik Ha ToM Yac poMaHy akTpuca [anvHa
CtedbaHoBa npautoBana pa3oMm i3 nitepatypo3HasLeM PoMaHOM BepeTenlbHUKOM
671M3bKo YOTUPLOX pokiB. MpeM'epa Bigdynacsa 2003 poky, i NepLue, Ha WO 3BepPTaB
yBary rnsigad, 6yno sabopoHeHe B CPCP cnoBo «cekc» Ha adii. HaToMicTb y cnekTaki
lFanuHm CtedbaHOBOI, YN0 CiM't0 HE OMUHYNM penpecil, K | B poMaHi rhwocs npo
onpusiBfieHHs1 Npo6neMun «poaoBoT NaM'ATI yKpaTHCbKOT iHTenireHyii. 3a ymoBu
nepe6yBaHHﬂ OCTaHHbOT NifJ, NPecoOM KOJIOHIaNIbHOro y po,qosm nam'aTi 3aKp|nvu1mc;|
[Bi TeHIeHLUl, Lo nepefarTbCs 3 NOKOJIHHA B MOKOJIIHHS: BI,EI,‘-IyTTFl naTomnorivyHol
CaMOTHOCTI, fika MeXYy€e 3 NPUPEeYEeHiCTO Ha 6e3BuXiAb, i NaTONOrYHOro Ma3oxiamy,
KOTPWI € CKNa[loBO0 «3604eHOro» Hapumcuamy» (lOpuyk, 2010, ¢.182).

He 3Ba)xxaroum Ha acKeTU3M Xy O0XHbOro pilleHHsI MOHOBUCTaBU «lonboBi
LOCHiOKeHHS 3 YKPaTHCbKOro CEKCY», e YU He €OUHUMM ICKPABMMMU CLIEHIYHUMU
aKueHTamu Bynu pisHOKONIbOPOBI HaAYBHI KY/IbKW, BOHA [OBro 3anuwianacs y Kosni
3aLikaBJieHb MosofiXHoI ayauTopil. 3irpaHa ManuHoto CtedhaHoBOK Monofa yKpaiHebka
iHTenekTyasnka, sika npuixana go CLUA ynTaTtu nekuito npo YkpaiHy — gepxay, cam dakT
iCHYBaHHS SIKOI BUK/IMKaB Tofi y 6araTbox NoAMBYBaHHS, BUSIBUNACA €MOLINHO BNIN3bKOH
rnspadeBi. Konarouy poskuaaHi no nigjosi KonbopoBi KyNbKK Ta NPUroOpTaryn ixX Ao
cebe, HaBOAAYM Naf cepen po3KMAaHUX peden, aicTaroum i3 6e3Q0HHOro prok3aka
ycinaki apibHMYKkM 1 nepebuparoymn B namM'siTi pisHi Nogii CBOro XuTTA, BOHa Habupanacs
cun ons ManbyTHLOro Ta caMoCTBepAXyBasacs.

2011 poky ManuHa CtedpaHoBa Takox y criBrpaL,i 3 PoMaHOM BepeTenbHUKOM 3HOBY
3BepHynacs o npo3u OkcaHun 3abyxXKo Ta iHcueHisyBana ii noBicTb «Bap'auil ons
CSIKy-XarTi, TeneBisopa i ronocy». fk i nonepegHin, Len cnekTaknb 6yB MOHOOTIYHUM
i 6asyBaBCS Ha poO3MoBiAi rofIOBHOI repoiHi MineHu, ycnilwHol TeneBeayyol, ika rotye
nepagayy, NpUcBsYeHy YKpaiHCbKUM XiHKaM. [oCTKONOHIanbHUM AUCKYPC Y LbOMY
BUNagKy nepekpuBaBcs BUPa3HUM aHTUYypOaHiCTMYHUM NaddoCcoM, MOBCTaHHAM
MineHn NpoTu CBITY CUMYNAKPIB, NPOTU MOMMHAHHS JIIOACbKOro ECTBA TEXHONOTIIMM.
«TBOpUI BUCTAaBN MaKCUMMasbHO BigBepTI 3i CBOIM rNsigayvyeM i, MOXJIMBO, HaBIiTb
3aHa[TO TONIEPAHTHI: BOHU NPOCTO 3MasibOBYIOTb KapTUHY CY4YacHOro CBITY, 3a/nLLaoym
KOXHOMY NnpaBo BUOMPaTH, ik pearyBaTh Ha HebGe3neyHi BUKJIMKK peanbHOCTi. BoHM He
3aKJIMKaTb HIKOro BifMOBUTUCSA Bif Nepernsny TeneBizopa, po3MoB Mo MobisibHOMY
TenedpoHy UM KopucTyBaTUCs couianbHUMu Mmepexamu» (CobisHebkuid, 2010, ¢.139).
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YKpalHCbKO-POCIACHKMIA MOAITUMHWN KOHTEKCT € OJHIE 3 HANBaXJMBILLUX CKNaf0BUX
pomMaHy «MockoBiafa» lOpisi AHAPYX0BMYa, iHCLeHi3oBaHOro CTaHicnaBom MoliceeBUM
y KniBcbkoMy Monogomy TeaTpi 2006 poky. IcTopito XUTTS yKpaiHCbKOro noeta
OTTO dhoH ®. y NPOCSAKHYTIN ropisikoro coBKOBIN MOCKBI Mo4aHo B cnekTakJsi Ha T/
YKpPaiHCbKO-POCINCbKOro NONITUYHOrO MPOTUCTOSIHHA B KOHTEKCTI BifHOCUH Kpemnsi
Ta yKpaiHCbKOI eniTv Yyepes npobnemMaTuky razonpoBogy YpeHron—Mamapu—Yxropog,
cueHorpadyiyHe Bif,TBOPEHHS IKOrO CTasI0 FOJIOBHOHO BidyaslbHOK LOMIHAHTO BUCTaBM
(XymoxHuk AHgpivi AnekcaHapoBuy—JIlo4eBCbKUIA).

3aKoHuM TeaTpasibHOro NpocTopy Ta Yacy Bkianu nopfii «<Mockosiagu» CTaHicnasa
MoliceeBa, WO NYNbCYOTb MiX MUHYIMM i MabyTHIM, cnoragamMu Ta Mpisimu,
LincHicTio Ta haHTazissMK, Y TPMBaHHSA 0HOTO AHSA. Liei CMMBONIYHMI AeHb NoYNHaBCA
3 MOCKOBCbLKOTr0 paHKy, KU «hapbye HiXXHUM CBITNOM CTiHM KpemMnsi» — MOHOMOroM
OTT0 Npo OCcTaHKIHCbKY BeXY, a 3aKiH4yBaBCS BiX040M BeYipHbOro KUIBCbKOro NoTsry —
MOHOJIOrOoM Mpo pafsiHCbKe nekno. Tak L€l BUCTaBO pexncep 3akpuBas LUCKYPC
LOMIHaHTHOI KyNbTYpW, BiANPaBsitouM 3 MOCKOBCHKOMO BOK3asly OCTaHHil noi3g, Ha Kuis,
LLe 3a[10Bro 0 TOro, ik NPUMUHUIOCS 3alli3HUYHE CNoNTyYeHHs MixX YkpaiHoto Ta Pocieto.

AK i TeKkCT poMaHy, crnekTakib «MockoBiafa» faBaB MOXMUBICTb BifACniAKyBaTH
Oemidbosorisauito iMnepcbKux KynbTYpPHUX CTEPEOTUNIB, | HacaMnepeq Le Bigbysanocs
3aBAsIKM IrPOBUM cLeHorpadbiyHUM NpuiioMam i3 nanbkamMu Ta Mackamu, a Takox
yepes acouiaTMBHUI My3u4yHUM cynpoBig. CueHa B nekni, Kyau notpannsie OTTo,
BiATBOpOBana MakabpuyHe 3ibpaHHs cTapLiB NosiToopo Ha Yori 3 bpexHEBUM, siKi
3aciganu NnpsiMo Ha BesieTeHCbKiN TpyOi, Lo nepeTuHana cueHy. Onekcin BepTUHCbKUIA
y poni HaboXHOro BaxTepa HacniByBaB 3HAaKOBY [AJ1A POCICbKOI 6inol eMirpauii niceHbky
cniBaka BepTuHcbkoro npo CiHranyp, a intocTpadieto fo po3noBigi npo B'eTHaMLUiB
OyB dhparMeHT i3 CyBeHipHOro pociiicbkoro «JlyckyHunka» . YaiikoBcbkoro. Sk HabarT,
LLLO HaBitoBaB yKpaiHoo6ChKi UM pycodifibCbKi MOTUBY, JlyHaNU My3uYHi pparMeHTH
3 TBOpiB M. MunHKKN Ta M. MycoprcbKoro.

MNepeocMUCNEHHS iICTOPUYHOI cnajLlWuHK, 30KpeMa TpaBMaTUYHOro J0CBigy
pisnbHocTi YA, € roNoBHUM MOTUBOM MOCTKOJIOHIaNbHOIO AUCKYpCY poMaHiB Mapii
Martioc «Conopgka lapycsa» Ta «Hauisi». HanpukiHui 2000-x pokiB «Conoaka dapycsi»
6yna B nporpami oapasy ABOX TeaTpiB: IBaHO—®paHKiBCbKOro iM. IBaHa ®paHka Ta
YepHiBeLubkoro gpamMaTuyHoro teatpy iM. Onbru KobunsiHcbKoi. «Y MeHe Byna mpisi
NMOCTaBUTM YKPaIHCbKY iCTOPIIO 3 HALLIOrO PEerioHy, BUpaxarouu Lie 3acobamu cy4acHoro
TeaTpy,— po3nosifaB PocTucnas [epXuninbcbkuid. — Baatn temy OYH-YTA, uum 3apas
cnekyntotoTb 6araTo, i nokasaTw Lie ik Tparefito fofb. Afie XOpoLLIoro ApaMaTypriyHoro
MaTepiany Hemage, a B MaTioc us Tparegis e» (ImMutpeHko, 2009).

06upasa cnekTakni Poctucnasa Oepxuninscobkoro «Conoaka dapycsi» Ta «Hauisi»
nepenaBan iCTOPit0 YKpaiHCbKOro CnpoTUBY paasHCbKIN oKynaLii B rM6oKo iIHTUMHMIA
cnoci6, Tak, abu 6yno 3po3ymino, Wo Li nogii ctocyBanncsa NpakTUYHO KOXHOT
yKpaiHCbKOT poauHU. YyTNMBOCTI 1 CEHTUMEHTANIbHOCTI MM CLEeHIYHUM TBOpaMm
HajJaBana Benuka KifbKiCTb CMOBiAaNIbHAX MOHOJONIB, TaHLFOBaJIbHO-MIAaCTUYHUX
00pasiB, TY>XXIMBUX HAPOLHMX MiceHb. 3aBAsAKN LiboMY nogil, Wwo Bigbysanuca B 1940-Bi
POKU Ha 3axifHOYKpaiHCbKMX 3eMIISIX, pernpecii NpoTy NOBCTaHLB CTaBanv 3p03yMiiuMm
Ta 6nM3bKMMK 6araTboM rfsifadam i3 pisHUX perioHiB YkpaiHu.
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B iHWuMX iHcLeHi3aLisx TBopiB Mapii MaTioc, 3okpema B criekTakii «He nnayTe 3a
MHOHO HIiKOJN...» 338 OAHOMMEHHUM OMOBiAaHHSAM, Lo 2015 poKy ogHOYaCcHO 3'ABUANCS
y OBOX TeaTpax YKpaiHu, TakoX BUPaA3HO NPOCTYNaB NOCTKOJIOHIaNbHUI AUCKYPC.
Y KniiBcbkoMy HaLjioHanbHOMY TeaTpi iM. |. dpaHka MoHoBucTaBy gns Jlapucu Kaguposoi
noctasue Ceprin [MaBntok, a B YepHiriscbkoMy TeaTpi iM. LLieBYeHka pexwucepka TeTsiHa
LLlymeiiko BTinuna uen TekcT y popmi 6araTtoHaceneHoi doinocodcbkoi nputyi. B 060x
BMNaJiKkax TpaBMyBaHHS paJsiHCbKMX YaciB NpocTynanu yepes crnoraam 6abu lOcTuHY,
sIKa BNPOLOBX BCbOr0 XWUTTSA FOTYeTbCA 4O CMePTi K [0 MepPeXOAY B iHLLMIA CBIT, a TOMY
3aByYyacHo HanawTyBana cobi TpyHy. baba lOcTuHa y BUkoHaHHi Jlapucu Kaguposoi
3rajlye «fpo 3/7104MHU pafAHCHKOI Blafu, CBOK BUMYLLEHY NMOKIPHICTb, CPUYMHEHY
HeBMMOBHUM G0reM Bif, KaTyBaHb, aX PanToM HecrofiBaHO 3anuTye: «HeBXe BOHW BapTi
Takol cMepTn???!». BUTpuMytoun naysy, cama i BignoBigae menogieto «lnuBe kaya»,
LLL0 03MBAETHCA 0COOUCTUM BOSIEM KOXHOrO0 B 3afi. Lle KnoYoBuit MOMEHT y BUCTaBI.
BusiBnaeTbcs, BOHa BCe 3Hae NPO Hac, TenepiwHix. Micns Uboro 0g4KPOBEHHS XUTTEBA
MyZpicTb 626y IOCTUHM MOTYXHO NPOEKTYETLCA Ha CbOroeHHs, il TUXO NPOroJIoLLEHi
iCTMHYM cTatoTb Npopounmu» (My6piii, 2015).

Big noyatky 2010-x B iHCLeHI3aLisiXx cy4acHOT yKpalHCbKOT MPO3u NOCTaHOBHUKM
noyanu BupasHo pediekcyBaTu Ha NOCTPafAHCbKi cTepeoTunu, 6arato B YoMy
00yMOBIEHi MOCTKOMOHIaNbHUM AUCKYpPCcOM. KynbToBUIM NnucbMeHHUK Ceprivi XXanaH,
AKWIN HaneXxas [0 MOKOJIHHA TakK 3BaHMX HYJIbOBUX, BiSlbLIICTb CBOIX TBOPIB NPUCBATUB
waneHnm 1990-M pokam, KOnn BHACNif0K po3Bany pagsHCbKOI iMnepil nepeBaxHa
KiNbKiCTb T KOJIULWHIX XUTeNiB BTPaTUa OCHOBHI [yXOBHO-LiHHICHI OpieHTMpPY Ta
cTanicTb MaTepiasibHOro 3abesneyeHHs.

3pyrHOoBaHa ToTaniTapHa cucTeMa nNpusBesna [0 cKajsaMy4YeHHS 3aCTOSIHOMO
pafsHCbKOro CycninbCTBa, 3 AHa NigHABCS NpMXoBaHMI 6araTopiyHMM CMOKiNHO-
3acCTiNHUM ecepecepiBCbKUM ICHYBaHHSIM HamyJl. focnofapeM XUTTS Bpas cTaB
KpUMIHanITeT, AKUIN LWBMAKO 3HAWLLOB CNiflbHY MOBY 3 HOBOCTEYEHOI [EMOKPATUYHO
Bnagoto. |13 ynopmoBaHoro Ta nepenbayvyyBaHoOro CBiT NepeTBOPUBCSA Ha CBOKO
NPOTUNEXHICTb: po36iii, BUNALKOBICTb, HEOE3MEYHICTb, | BUXUTU Y LiIbOMY aKBapiyMi,
HaMoBHEHOMY MipaHisiMK Ta akynamu, HopMarsbHil JIIO4WHI Hecuna.

OnosigaHHs Ceprist XagaHa «BnacHuk kpaworo kny6y ans reie», npucesidyeHe 1990-m
pokam, cTano ocHoBot BucTaBu HOpis OguHokoro «[iMH AeMoKpaTUYHOI Monogi»
B HauioHanbHOMy TeaTpi iMeHi IBaHa ®paHka. Ak cBigumB cam t0pin OguHokui, XXagaH
npvBabuB NOro CrpaBXHICTHO FrepoiB i TUM, LLLO ONKUCaB peui, iKi caM pexucep nepexus
y 1990-Ti. BoHu npautoBanu Haf TEKCTOM [Ba POKM i NOCTINHO MOro nepenucyBanu,
o6 3pobuTK cueHiyHuM (Mopbuk, 2012, ¢.53).

Marno He Becb CBi/i TBOpUMI NoTeHuian pexucep Opi OANHOKMI cnpsiMyBaB Ha
BifTBOPEHHSA TOro4acHOro 6aHAMTCbKOro KONIOPUTY, YuMarno NpUAINnBLIMA YBaru MaHepi
ogsAraTucs, crinkyBaTucs i pyxatucsi, To6To 30BHILLHbOMY BUrNsiAy AinoBux oci6. CaH
CaHuny — uneH 6aHaMTCbKOro 06'eqHaHHS «bokcepu 3a cnpaBegnBiCTb», 6i3HECMEH
['ora Ta KOJIMLLHIM cniBpoBiTHUK BYAUHKY KynbTypu — CnaBik, SiKi BUPILLIYOTb CTBOPUTH
ren-kny6, ctanu knrodosumMu doirypamm cnekTaksto. «CLeHiyHy Bepcito 6ys1o0 ONOBHEHO
NipuyHoto NiHieto cTocyHKiB CaH CaHnya 3 MapToto (KceHia balua-[loBxeHKo, TeTsiHa
LLInsixoBa) — FOHOHO LLANIEHKOK HA MOTOLMKJI. A TaKOX YyJOBUMM eMi30faMu 3a y4acTHo
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npenogo6Horo [xoHcoHa-xoHcoHa (Onekcii borgaHosuy, Hazap 3agHinpoBCbKuiA) —
aBCTPasiNCbKOro CBALLEHMKA, KWW y35IBCSA HECTM Bnary BiCTb Ha YKPaiHCbKUX TepeHax,
npeacTaBHUL yNpaBniHHA KynbTypu BaneHTuHu BaneHTuHiBHM (Jllogmuna CMopogiHa,
CeiTnaHa lMpyc) Ta nepeknagavku (KceHisa BepTuHcbka, TeTsiHa ONleKCEHKO) — TaKui
cobi NpuBIT i3 XapaHiBcbkoro «Jenew Moay», ULMPKOBMX BipTyosiB buykiB — 6aTbka
(Bacunb bawa, Onekcangp JloriHos) i cuHa (OnekcaHgp MNeyepuug, IBaH 3anycbkuin); Ta
MacoBUMM cLieHaMK BOKcepiB Yy CriopTMKax Ha YoJii i3 Mepwmm kepiBHukoMm (Bonogumup
HikonaeHko, OnekcaHap ®opmaHuyk)» (CokoneHko, 2011).

MepcoHaxi-Macky, Wo Manm 0gHO3HAYHO BKa3yBaTH Ha NMOXOAKEHHNA Ta cOYHKLIT Tiel
Yy iHLWOT fiioBOT 0cO6K, CTaNM NPIOPUTETHUM NPUINOMOM pexxucypwu t0pis OanHoKoro.
BignoBigHO, Mackow B LbOMY CMeKTakJli, CXOXOMY Ha Loy, 6yno npakTUYHO BCe:
i KOCTHOMM, BKJIFOYHO 3 MepyKamMu, OKy/isipaMu Ta KanentoxaMmu, | Xo4a, i XecT, i 3BUYaiiHi
ryMOBI MacKm, HaTATHYTI Ha roJyIoBU BifBigyBayiB ren-knyoby. Ha saran uen npuHumun
LLIOy NPOMOBUCTO CNpaLoBaB Y BiiBEPTO KOMIYHUX, (POTECKOBMUX CLIEHaX.

BianoBigHo [0 KOHLenTyanbHoro mecenxy Ceprist XXafaHa XyL0XHUK-NOCTaHOBHUK
BikTop LUynbra sanponoHyBaB cueHorpadito, ika 3acBifunna, Wwo «3B'A30K YaciB Taku
nopBaBcs», i CBIT NepebyBae B CTaHi LUBUAKICHOr0 po3kiagaHHs. MNpuy LboMy NpUHUMN
TOYKOBOr0 03HAYEHHS NIOKaLlii OKpEMUMU AeTansiMU Ta KOHCTPYKLISIMU He flornomMaraB
rnspadveBi: BiH rybuBcs B NepeMilLeHHAX OioBUX 0CiB, BTpayatoumn CHOXETHY JiHito.

BnacHe, BifiCyTHICTb IMUOUHHNX NMCUXONOTIYHUX XapaKTEPUCTUK FOJIOBHUX repoiB
npo3u XapaHa, Ui XUTTS NOTPansoTb Y M'sicopybKy icTopil, a cami BOHM OMUHSIIOTbCS
B eniLeHTpi KApKOJIOMHMX colianbHuUX nepTypbalii, cTana 0CHOBHO Npobnemoto
BUCTaBW, sIKY Oy/io 3ajyMaHo K 0AKPOBEHHS Npo wwaneHi 1990-Ti poku. Tomi AK NpUCYTHi
B TEKCTi HOTKU ipamMaTu3My # posmnauyy 3i CLieHU TeaTpy He NPO3BYy4Yasiv 30BCiM.

Mo3sa TMM BKOYEHHS [0 penepTyapy HauioHanbHoro TeaTpy iM. |. dpaHka iHcLeHisauil
nposu KyNbTOBOro nucbMeHHUKa Cepris XafaHa 03Havano anis opaHKiBLiB OnaHyBaHHS
NPUHLMMNOBO HOBOTO LIApy cy4YyacHOoil KynbTypu. | «cam cpakT NoCcTaHOBKMU TBOPIB
ofHoro 3 nigepiB nibepanbHOT MosoAi, TaNnaHOBUTOrO NliTepaTopa i opraHizatopa
aKuiv rpoMagcbkoi Henokopu Ceprist XXagaHa Ha rofloBHil CLeHi KpalHu BXe BUrnsiaae
AK feMapul. Bce x Taky B HaLiOHanbHUX TeaTpax y Hac No cTtapivi naMm'aTi He HaATo
NPUXUIBHI 8O Cy4aCHUX aBTOPIB, AIKi 0 TOr0 X MalTb BIACHUI NOrMAL Ha rocTpi
CYCNiNIbHO-MNOJITUYHI MUTaHHS. Tak L0 0YiKyBanM NoCTaHOBKY 3 HETEPMiHHAM: BOHA
Mana BCi LlaHCK CTaTu SIKLL0 He MaHihecTOM YOorocb HOBOTO, TO IK MiHIMYM MOJi€to,
BapTOlO yBaru»,— KOHCTaTyBanu TeaTposHaBLi (ManweHew, 2012).

MNposa )XapnaHa BusiBAnacs CkaagHow Ojisi CLEeHIYHOT peanisauii i B iHWKX TeaTpax
YkpaiHu. Y 2015 pou,i HiMeLbKi pexucepun Mapkyc baptnb i ®inin Kidbep 3a nigTpumkm
FeTe-lHCTUTYTY |cheH|3yBanM noro aBTobiorpadiyHum pomaH «lenew Mop»
y XapKiBCbKOMY TeanI toHoro rnagava. Lle 6yna ixHs gpyra cnpoba iHTepnpeTauil
LibOro TEKCTY, OCKiNIbKWN BNepLue BOHU nocTaBunu noro 2010 poky B JTaHACTYTCbKOMY
3eMenibHOMY TeaTpi HUXHbOT baBapii. «Y pomaHi «[enew Mog» NPUCYTHS YiTKa onosuuis
MUHYJIOro i cydacHoro. OcTaHHe po3yMieTbCA K NPOCTIP afkorosto, HApKOTUKIB,
Xa0TUYHOrO CEKCY, Ha sIKi NPMPeYeHi NepcoHaxi TBOPY 3a yMOBU 3pYyNMHOBAHOI MUHYIION
CUCTEMMU LLIHHOCTEW, Ta He CTBOPEHOT HOBOT. ABTOP BiAKMAAE MOXJIMBICTb TBOPEHHS LIiET
HOBOI [719 YKpalHLA NepcneKTUBM CBOIMU reposiMn — BOHU Ha Ue, Ha fyMKky C. XapaHa,
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He CMPOMOXHi. HaToMicTb MUTeLb NOKONiHHIO 90-X (Ta 1 yCiM HAaCTYMHKUM) NPOMOHYE
HOCTasbriiHe 3aHYpPEeHHA B pafsiHCbKUIA [OCBIA, a MPOBUHA 3a MapriHanisauyito
nepekiafaeTbCs Ha pyrHyBaHHSA cTabinbHoi cuctemn PapsiHebkoro Cotosy (BocuTb
nonyssipHUi [0 cborogHi Mid)» (I0puyk, 2012, c.204).

XapkiBcbka BucTaBa «[enew Mog» BUiALLNA AELLO0 XaOTUYHO, arpeCUMBHO GYPXIIMBOLO,
HaOpPVBHOK Ta iCTEPUYHOID. «3BIiCHO, «[lenew Mog» caMe Npo Take NOKOJIiHHS | Npo
TaKy MOJIOZICTb — Yac HaapuBY, KPUKY, KpalHOLLIB. Ane BepeLlaHHs Ha CLEeHi pajLe
CBIYMIIO NPO Te, LLLO aKTOPY He 3HALOTh, Y KW LLLe cnocib nepeaTui CUbHY eMOLLitO,
a He Npo CnpaBXHil BHYTPILLHIA HaapuB. MPOHU3NNBI XUTTEBOK MYAPICTIO MOHOJOMU
He 3aBX[AV BAaBasMCb MOJIOAUM aKTopaM, 0cCO6NMBO BUKOHABLLKO FOSIOBHOI POni
KocTAHTUHY Ckunbi. HanbinbLu NpoHN3MBI Ta HanpyXXeHi pensliky B MOro BUKOHaHHI
nepeTBOPOBANIMCb Ha hanbLlUMBY iCTEPUKY, i BiH, LLEHTPaNbHUI NepcoHaXx, ByB ax
3aHafTo HenepekoHnMBum» (baBukiHa, 2015).

BinBepTuit doisionoriam rpu gesikux akTopis, eKCTpeMasbHICTb | BpyTanbHIiCTb
HU3KW CLLEHIYHMX NPUIAOMIB NMEBHOIO Mipoto KoMMeHcyBana cueHorpadis dinina
Kidbepa, sika cTBoptoBana atMmocdepHy [OMiIHAHTY Ta 3aBOPOXYyBasa BisyasibHO.
«Hanpopoxuye y BUCTaBi — AoL,. 3 NepLuoi CLLeHN 1 A0 OCTaHHbOT, 3 HEBEIMKUMU
naysamu, 3aBiCO OMyCcKaeTbCs APiOHMI OCIHHIN OoL, 3anMBatoyn A3epKaso CLeHu
M HaraHsitoYM MENaHXOoMito HaBITb Y KOMIiYHI cLieHuW. MNepen HaMu CTYOEHTCbKOrO BiKY
xnonui — Ceprin XapaH i oro apysi Cobaka Nanos Ta Bacsi KomyHicT. 3a ctoxeTom
M Heob6XigHO 3HaNMTK YeTBepTOro — ix ToBapuwia Cawy Kap6topatopa. Pantom ctano
BifJOMO Npo camMory6cTBO MOro BiTYMMA, i XJ10MNLH0 Heo6XigHO BCTUMHYTU Ha MOXOPOH.
Mapafokc, Ta B TOMY 1 ApamaTyprisi, — gpyra XJonui yce Hisik He 3HanayTb. BiuHo
MOJoZi 1 BiYHO N'siHI, BOHM NycKatoTbcs Bepera, He 3yNUHAKYUCH, TYCYOTbCA MO
KBapTUpax i 3abiranniBkax, BUHaxo4sa41 HoBi cnocobu 3apobuTu i NPorynsiTm AKicb
rpowi. BTim, B KpyTuX cuMTyaLifix, Wo NiAKMAaEe XIOMNUAM CHOXET, BOHU BUABNAOTb
M'SIKICTb | HDKHY HE3aXULL,EHICTb CBOIX AYLU. BOHM CMiLLHI, po3ry6rieHi, YacoM XasntorifHi
abo 1 30BCiM HeafekBaTHI — Tak HaMaraeTbCsl 4aTh BU3HAYEHHSI MOKONiHHIO 90-X
aBTop» (fonoBHeHKoO, 2016).

[0 KoropTu ykpaiHCcbKMX Npo3aikKiB, y YMih TBOPYOCTI NOCTKOJIOHIANbHUIA ANCKYPC
BMSABMBCS YN HE HANMOTYXKHILLe, HaNIeXUTb aBTOP POMaHIB 3 anbTepHaTMBHOI iCTOPIT
«ledinsna B MockBi», «KoHoTon», «JIxxeNostradamus» Bacunb KoxensiHko. XXopaeH
3 HMX Ha cLeHy He noTpanue, HaToMicTb 2014 poky B YepHiBeLboMy TeaTpi iM. Onbru
KobunsiHcbkoi ByB iHCLLeHiI30BaHMI «CpibHUIA NaByK», B AKOMY NeTbCA NPO NnepesBOeHHe
XWUTTS YEepHiBYaH, a FOJIOBHUMU reposiMu € MicLieBi AeTekTuBu — Kaponb Ta lenbMyT.
Ycnig 3a Bacunem KoxensiHkoM nocTaHOBHUK BUCTaBu Jllogmuna Ckpunka Hamaranacs
BiJHOBUTW LOKOMOHIaNbHY iCTOPUYHY NaM'AATb, NPeACTaBUTHM Ha CLIEHi FaMipHe XUTTS
TorovyacHux YepHiBuiB. He oMUHyNa BOHA 1 cydacHy MOAiTUYHY CUTYaLlito, NPOBIBLUK
napaneni mix nogiamu 1939 poky, konu Biabyscs aHwnoc ABCTpii 3 HimeyunHoto Ta
YKPaiHCbKO-POCINCbKMM NPOTUCTOSHHAM.

MpuBepHYTU rMAfaLbKY YBary A0 Cy4acHoi yKpaiHCbKOT liTepaTypy Yepes il CLeHiuHy
peanisauito y 2016 poui B3sIBCA Xy[0XHil KepiBHUK YepHiriBcbkoro MonogixHoro
TeaTpy eHHagi KacbsiHOB, OrOJIOCUBLLM Ce30H Cy4acHOl yKpalHCbKoi npo3u. [Ons
noctaHoBku 6yno 06paHO TBOPU TPbOX aBTOPIB: poMaH «Bouuek» lOpka I13gpuka,
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«MoBepHeHHs NpuaypkiB» MeTpa fAueHka Ta «BevipHin men» Koctss Mockanbus. Yci
BOHM NPUCBAYEHI HALUMM CyYaCcHWKaM — AMBaKaM i TBOPUYUM JIIOASM, iHKOMN AyXe
Janekum Bif 6ygeHHMx npobnem.

Taka BigCTOpPOHEHICTb Bif peasibHOCTi, NpUHaNMI BiNbLlIICTb OTOYEHHS BBaXae
roJIOBHUX repoiB poMaHy fAueHKa, [BOX XJI0MNLiB, AKi CIPUAMAalOTb CBIT NO-AUTAYOMY,
npuaypkamu, ctana BaXxJIMBUM TPEHAOM YKPaiHCbKOr0 MOCTKOJIOHIalIbHOrO AUCKYPCY.
Ocob6MBUM YMHOM Lie BUSIBUIIOCS B iHCLeHi3aL,ii poMaHy KocTs MockanbLs, HanmcaHoro
Npo TBOPYMX NIOAEN — MMCbMEHHUKIB. [0 CTBOPEHHS CLIEHIYHOT Bepcii «BevipHboro
Meny» [0onyunBcs Takox xopeorpad OnekcaHap MaHLWKAiH, 3aBASKM MNACTULL IKOTO
BUCTaBa Habpana 06'eMHOT 06pasHOCTI.

LLs ocobnmBicTb MOCTKOJIOHIAILHOMO AUCKYPCY B YKpaiHi, L0 30cepeye yBary Ha
NMOKOJiHHI «3arybneHux giTen», BUpasHo BusiBunacs B cnekTakni 2017 poky «larapiH
i bBapcenoHa» KuiBcbkoro Monogoro TeaTpy. Po6oTy Haf BUCTaBoto 6yfio po3noyaTto
AK 6araToBeKTOPHUI TBOPYMIA NPoeKT «[po-3A-TeaTp», Wo nepeabdayaBs iHCLEHI3aL, 0
cyyacHol yKpaiHCbKoi Npo3u. ABTOp ifel Ta KypaTop NPOeKTY — XYL4O0XHIi KepiBHUK
TeaTpy AHApin binoyc — 3anponoHyBaB MONOAMM pexucepam obpaTu Ajisi NOCTaHOBKM
OMOBIiAaHHS, HOBENW TOLLO. Y pe3ynbTaTi, NiTepaTypHOI OCHOBOK CMEKTAaKIIH0 CTau
WwicTb onoBigaHb: «[arapiH i bapcenoHa» PycnaHa lNopoBoro, «TaTy, Ball CUH —
BereTapiaHeub» Jltobka [lepelua, «TepuTopianbHi Bogm il BaHHM» Ceprisi XXagaHa, «LLle
O[VH rapHuii feHb» H0pis BUHHMYYKa, «MouinyHOK y cigHuui» Ta «[lBa KBUTKU A0 ornepu»
€BreHil KoHOHeHKo. 3 aiNcHIOBanu NOCTaHOBKY Tofi We cTyaeHTn Mapi AkonsiH, Mapis
Jlyk'siHoBa, Innsa Monos, Hatanis CuBaHeHko Ta Jligia ®inoscbka, a AHApin binoyc
06'egHaB iXHi ecKisu B €gMHe [iNCTBO Ta HafaB MOMY CHOXETHOT LLiNiICHOCTI.

MepeBaxHa GinbLUICTb OMoBiAaHb 3adinae couianbHi Ta No6yToBi NPo6eMU NEPECIYHMX
YKpaiHLiB, TOPKAETbCS CTOCYHKIB Pi3HUX NMOKONiHb, IXHbOr0 MPOTUIEXHOIr0 PO3yMiHHSA
CUCTEMM LLIHHOCTEN. «Y KOXHOMY OMOBifaHHI MOo4e NOKONiHHS HIBW BUpPMBAeTbCA 3i
LIKapanynu, Bunagae 3a paMKku [JO3BOJIEHOr0 M yCTaneHoro, — po3rnoBifae pexucep
Hatans CuBaHeHKo.— IHofi BocuTb rpy6o, HeobepexHo, HeoTecaHo. BoHu He
peBontoLioHepY, Lie TXHi 0coBUCTU ManeHbkuin ByHT. «Xouy ByTu BereTapiaHuem!,
«X04Yy BUXOBYBATU CBOKO AUTUHY MO-iHWOMY!», «He xouy NpuxoByBaTH CBOI iHTUMHI
nopusu'», «<He xouy 6yTn npubupanbHUKOM, Mpito Mpo KocMmoc!», «Xouy B bapcenoHy!».
Lie HecBifoMi nopuBaHHS | 6axaHHss Monogi, il HoBe CBITOBIAYYTTS i CBITOYSIBNIEHHS.

Hanpuknag, y TBopi Jltobka ,El,epema «TaTy, Ball CHH BereTapiaHeub» MU nobaunmo,
AK NIIOAMHA B HaLll Yac BiguyBae BI,IJ,CTOpOHeHHFl BiJ, TBAPUHHUX IHCTUHKTIB | pyXaeTbcs
Jani y cBoeMy po3BuTKy. A B 1oro ciM'lI TuM4yacom yce fioBefieHo 10 piBHS1 BUCOKOT
Hanpyru: «CUH 3aHedyXas i NOMUpae». A BiH NPOCTO BiIMOBSETLCA Bifl CMIOXMBAHHSA
M'sica. [1na piaHMX Lie cTaHe BCENIEHCbKO Tparemieto — 6aTbKu Maso He BigpikatoTbcs
Bij, CBOro HallaaKa, He 3HaruK, K Hagani 3 HAM crniBicHyBaTu. Ha wacTs, 6aTbko
BpEeLUTI-pewwT cnpuiMae No3uLito cuHa. Yci repoi € HayebTo cycifamm 04HOro i TOro X
OyMHKY, OAHAK Ha CLeHi rnsaad nobauntb ofHy KBapTUPY (CBOEPILHY «<KOMYHAIKY»),
B IKi 6yayTb po3MmileHi Mebni 3i BCix KiMHAT — BiTanbHi, cnasbHi, BaHHOI, KyXHi TOLLLO
(cueHorpadb — Bopuc OprnoB)» (KoTeHok, 2017).

Mopil, ki BigbyBatTbCs B PisHMX KBApTUpax, CNOpigHEHI YacoM — TyT ycloau
NPUKMETU NOCTPAAAHCHKOro NMobyTy, MOYMHAKOUM 3i CTApOro COBKOBOIO XONOAUbHMKA
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Ta 3aKiH4yl0UM 3aranbHOK0 3axapalleHiCTHo MPUMILLEHb YCAKUM HenoTpeboM, pevamu
1 3anacamu Ha BCSK BUNagoK. MNpu LibOMY HacKpi3HWI NepcoHax BUcTaBu CnocTepiray
(Banepiit LLlenTekiTa) icHye no3a YacoM, i BignoBigHO oMy OJIHOMY [O3BOJIEHO 3rafaTth
icTopito CBOEI MONOAOCTI — onoBifgaHHsA l0pis BUHHMYYKa, sike BOYEBMOb BUMALaE i3
3arafibHOro NOCTKOJIOHIaNbHOIO AUCKYPCY BUCTaBMU.

A cnpaBXHiMMW reposiMy CNEeKTaKJIK0 € XJ0MeLb i fiBYMHA i3 CbOrOAEHHS 3 LUBHUMM
imeHamu larapiH i BapcenoHa (onoBigaHHA PycnaHa [opoBoro), uus nipuyHa ictopis
CTOCYHKIB CTPIMKO PO3BMBAETLCA MiXK KOMYHaNIbHUMM €Ni3oAamMu 3 iHLIMX OMoBifaHb.
FarapiH (Irop Jlarait) 6ykBasbHO 3aHYpPeHU Y pagsHCbKy Midd0JIorito, OCKINbKY BiH, IK
6araTo xJIonyakiB WICTAECATUX, 3 AUTUHCTBA MPIiAB CTaTW IbOTYMKOM. BapcenioHa x
(MapuHa KolwukiHa) HaBnaku — 3HaKoBa NocTaTh i3 AeB'AHOCTUX, He3anepeyHa y CBOiX
BaxxaHHSX Ta pilweHHAX. O6uaBa BOHM BUNAOKOBI XXepTBU peanibHOCTI, 60 B pisHMiA
yac i 3a pisHMX 06CTaBMH NOTPanstoTb B aBTOKATaCTPOU, MiCNA YOro TXHE XUTTSA
TOTaNbHO 3PYNHOBAHO.

Ockinbku Mpii MarapiHa Ta bapcenioHu Bxe HIKONn He 3[iNCHATLCA — Lie MoMoai ntoau,
nos6asfieHi ManbyTHbOro. MoXMBICTb peanisaii BOHU BTpaTWUAN Yepes N0 ACbKY
6e3BignoBiganbHICcTb | 6e3KapHiCcTb, AKi AN aBTOpa OMNOBifaHHA € K/TFOYOBUMU
XapakKTepucTUKaMu YKPaiHCbKOro MOCTKOJOHIaIbHOro iH(PaHTUNBHOIO iCHYBaHHS.
CycninbCTBO, L0 3BMKJI0 A0 TOTaNbHOI OMiku 3 60Ky fepXXaBu, [0 BU3HAYEHOCTI 3ropu
BCiX HACTYMHUX i, BUSABNSETHCA HECIPOMOXHUM Ha [i€BUN 3aXUCT CBOIX HiTen.
BignoBigHo ronoBHUM MecepkeM «larapiHa i bapcenoHu» nocTae NOCTKOMOHIaNbHWUIA
nofain cycninbcTea Ha fBa NOKOJIHHS, sIKi He B3aEMOAiI0Tb MiX c000t0, a MPOTUCTOATb
ofjHe 0JHOMY.

CTapLue noKosiHHA — 6aTbKK, TbOTI, AS4i — yci, KpiMm CnocTepiraya, 3BUKSIM KOPUTHUCS,
iTM Ha KOMNPOMiCK, a B YaCK leMOKpPaTUYHUX CBOBO CNIPSIMOBYBAaTH CBOO EHEprito Ha
Te, abu 3arHaT B paMKM CBOIX Xe ysiBNieHb Monoawnx. Monoae nokoniHHA, HaBnaku,
OYHTIBHE, | B LbOMY BUKJIMKY € HaAMip HENOBArv 4o CTapLlumnx, BioKUaaHHS TpaauLin.
BigTak nocTKOMIOHIaNnbHUI OUCKYpPC BUCTaBU 6a3yeTbCsA Ha 3iTKHEHHI MOKONiHb,
O[He 3 AKMX BBaXae, LLL0 Ma€e NpaBo MoBYaTH, a fpyre BBaXae CTapLUMX HeBAAxamu,
3apyyHMKaMU pafsaHCbKMX MiddiB i HE3LINCHEHHUX MPI.

B3aemMo3anexHiCTb i CTUCHYTICTb XUTTS Pi3HMUX NMOKOJiHb, WO nepebyBatoTb
y NOCTINHIN Hanpy3i, y BUCTaBi NpeAcTaB/ieHa He Jiiile Yepe3 3axapallleHunii NpocTip
CLeHM I MapKyBaHHS pafsiHCbKOro MUHYJOro npoekuisMu Tunosoi 3abyaosu. BoHa
peani3yeTbCsl B aKTOPCbKUX PUCYHKAX POSiel: MOKONiHHA 6aTbKiB NOBOAMTHCSA CTAaTEUHO
" BUBaXKeHO, rOBOPUTb 3 MachocoM i imueMipHo bnedoye, a Monoab pBYyYKO Ta BiABEPTO
3BMHYBa4yy€e CTapLUMX Y LMHI3Mi. 3arybneHi y noctpagsaHCbKOMY NpoCcTopi Moo
NIOLM He BMIOTh | He XO4yTb NPUCTOCOBYBATUCS [0 06CTaBVH, BOHW pajLue pyvHyHTb
06CTaBMHU HaBITb LLiIHOK BJIACHOIO XUTTS, SIK Lie pobnsaTh MarapiH i bapcenoHa.

BukoHaBUi ponen lMarapiHa Ta bapcenoHu — Irop Jlaran Ta MapuHa KowwkiHa —
€ Ha3BMYalHO TOYHMMM Yy Nepefadi ocobmMBOCTEN NOBELiHKN CBOTX repoiB, AKi
nepebyBatoTb Y MNOCTINHINA NCMXONOFiIYHIN HaNpysi, Ha MeXi HepBOBOro 3puUBY. IXHiN
BifjYan, TpMBOra Ta AylleBHa He3axULLEHICTb NiACUIIIOTLCS 3BYYaHHAM CayHATPEKIB
rypTy «Vivienne mort», W0 cTal0Tb 0COONMBMMY aKyCTUYHUMM 3HAKAMM KOXHOT icTOpIT
OKPeMO Ta BCi€l BUCTaBM 3aranoMm.
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BnacHe 3aBfasku BucTtasi «[arapiH i bapcenoHa» Kuiecbkoro Monogoro teatpy
NOCTKOJIOHIaNIbHUI AUCKYPC 3HAMLLOB B YKPATHCbKIN KyNbTYypi CBil YHiKaNbHWUIA
nepcopmMaTUBHUI NPoAB. 3'eQHaHi B 0HE Liife Kiflbka onoBifaHb CTBOPWUN 0co6MBY
TKaHWHY XUTTS, sIKa BiAMNOBIAa€ HALLIOMY BiJUYTTO CbOrOfeHHS.

BucHoBKu

Y Hu3ui nybnikauii gocnigHUKM NOCTKOMIOHIaNbHOro AUCKYPCY akLEeHTYHOTh yBary
He NnLLe Ha NOCTKOJOHIanbHiM NpobnemMaTuui, a ¥ Ha 0COBNNBOCTSIX BMpaXanbHUX
NMPUINOMIB, LLLO MOLUMPIOKOTLCS Ta 3aCBOIOIOTHLCS EBPONENCHKUM TeaTPOM 3aBASIKU
[JOCBifly MOCTKOJIOHIaNbHOro MucTelTBa. Hapasi cyyacHui ykpaiHCbKUI TeaTp
nepebyBae MLLe Ha NOPO3i LIMX eCTETUYHUX NPOBOKaLif i aKTUYHO TiNbKU BigKpuBae
BaXJIMBICTb MOCTKOJOHIaNIbHOI TEMaTUKK ANa cebe Ta Npobye Ti YiTKO apTUKYNoBaTH
B MUCTEL|bKOMY BUCJIOBJIFOBAHHI.
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MOCTKOJIOHUAJIbHbIA AUCKYPC B UHCLLEEHU3ALUAX
COBPEMEHHOW YKPAUHCKOW NPO3bl TEATPAMU YKPAUHbI
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UHCTUTYT npo6rieM coBpeMeHHOro ckyccTBa HaynoHanbHoM akafileMum UCKYCCTB YKpauHbl,
Kues, YkpaunHa

AHHOTauuns

Llenb ctatbu — nccnepoBaTb NOCTKONIOHUANbHbBIM AUCKYPC B TeaTpasibHOM UCKYCCTBE,
B YaCTHOCTM B MHCLiEHN3aLMsAX COBPeMeHHOW YKpanHCKoW Npo3bl. MeTogonorus uccnepoBaHus.
N3yyeHne NoCTKONOHNANBbHOIO AUCKYypca B TeaTpasibHOM UCKYCCTBe YKpauHbl, Mo CyTH,
ABNAETCA HEOCBOEHHbIM NoneM Ana Hayku. Miccnenys paHHyto npobnemaTuky, aBTop
pykoBogacTBoBasncsa pyHaameHTanbHou paboton aBapaa Canga «OpmeHTanmam», B KOTOPOM
cchopMynMpoBaHbl FNaBHble acnekTbl MOCTKONIOHWANbHOrO ANUCKYPCa: KONOHNaNbHbIN —
BNIMSIHWE Ha 3aBUCKMbIe KYNbTYPbl ¥ aHTUKOMOHWaNbHbIA — BOCNPOM3BeAeHne CONPOTUBNEHUS
UMMEPCKOMY BIINSIHMIO. TakxKe MPUHLMIMAbHO BaXXHbIMM AJ151 aBTOpa Oblin NOAUTONOrMYecKue
TpyAbl Pomana LLnopntoka, kHurn EBbl ToMricoH n AnekcaHppa 3TkuHaa. HayyHasa HoBU3Ha
CTaTby 3aK/H0YaAETCHA B TOM, YTO 34eCh BNepBble NOCTKOMOHNAsbHbIN AUCKYPC B YKPAaUHCKON
KynbType uccrnefyetcsa Ha MaTepuane MHCLeHU3aLunii COBpeMeHHON YKPanHCKOW Npo3bl.
CornacHO MHeHUI0 YKPaunHCKNX MTepaTypoBef0B, MOCTKONOHNANbHbIN ANCKYPC NoHavany
oYyeHb MOLLHO nNposABuica B TekcTax OkcaHbl 3abyxko, Opua AHppyxoBu4da, Mapuu
MaTuoc, rge oCMbICASAUCL TpaBMaTUYeCKne NocnencTBUA COBETCKUX Penpeccun, onbIT
BTOPON MUPOBOW BONHbI, BeATENbHOCTb YKPANHCKMX LeCTUAECATHUKOB, 3aBUCUMOCTb OT
KYNbTYPHO-UCTOPUYECKMUX MU OB TOTanMTapHOro pexumMa. CooTBeTCTBEHHO, B MoMcKax
aKTyanbHbIX TEKCTOB YKPauHCKuMi TeaTp B Havyane 2000-x rogoB cTan akTUBHO obpalyaTbes
K oTeyecTBeHHOM npo3e. PakTUYeCKUM MaTepuasoM 4aHHOro uccrenoBaHus ctanum
MHOFOUYNCIIEHHbIE MHCLEeHN3aLmMn Npo3anyecknx NponsBefeHnin KynbTOBbIX YKPaUHCKMX
nucatenen: OkcaHbl 3abyxko, IOpua AHgpyxoBuya, Mapum MaTtuoc, Bacunus KoxensiHko,
Cepresi XXapgaHa u gpyrux, npefoctaBuBLLMe NyOMKe BO3MOXHOCTb 03HAaKOMUTBLCS C paHee
TabynpoBaHHOM NOIMTUYECKON U 3TUYecKon npobnematukon. OToeNbHOe BHUMaHWe aBTop
yhensieT cnekTaknto «arapuH n bapcenoHa» Knesckoro Monogoro Teatpa, B OCHOBE KOTOPOro
NosioXeHa MHCLeHN3aLUns cpasy LWeCcTn pacCcka3oB COBPEMEHHbIX YKPanHCKUX nucaTenen.
B 3akniouyeHuun nccnegoBaTesb YTBepxgaeT, UTo B cnekTakre «arapuH n bapcenoHa»
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NMOCTKOJIOHWANbHbIN OUCKYPC 06pen B yKPauHCKOW KyfnbType YHUKanbHoe nepcopmMaTuBHoe
nposiByieHUe.

KnioyeBble cnoBa: NOCTKONOHUASbHBIN JUCKYPC; NPO3a; TeaTp; Taby

A POSTCOLONIAL DISCOURSE IN THEATRICAL INTERPRETATIONS
OF THE CONTEMPORARY UKRAINIAN PROSE

Hanna Veselovska

Doctor of Art Studies, professor; e-mail: aveselovska@gmail.com; ORCID: 0000-0002-4898-5000
Modern Art Research Institute of the National Academy of Arts of Ukraine, Kyiv, Ukraine

Abstract

The purpose of the article is to investigate postcolonial discourse in theatrical art, in particular
in the dramatization of contemporary Ukrainian prose. The article is devoted to a study of the
postcolonial discourse in Ukraine's theatrical art, something that makes for an essentially
untapped research field yet. This is because in the traditions of European and American theatre
postcolonial studies normally relate to studies of theatrical processes in countries that have
emerged from the colonial dependence of Britain and France. However, today there are good
reasons, and a capability, to clearly distinguish postcolonial discourse in Ukrainian cultural life.
Research methods. In exploring this problem the author relies on Edward Said's fundamental work
“Orientalism", which outlines the main aspects of the postcolonial discourse: colonial, with a focus
on influence being made on dependent cultures, and anti-colonial, meaning what we might call
a reproduction of resistance to imperial influence. Such sources as political writings by Roman
Szporluk, books by Eva Thompson and Alexander Etkind were also important for the author.
The academic novelty of the article lies in the fact that for the first time ever the postcolonial
discourse in Ukrainian culture is explored on the basis of theatrical works derived from bringing
modern Ukrainian prose to stage. In the opinion of local literary critics, initially the colonial
discourse was most clearly manifested in the texts of Oksana Zabuzhko, Yuri Andrukhovych
and Maria Matios, which all gave much thought to the traumatic consequences of the Soviet
repressions and the Second World War, activities of so called people of the 1960s Ukrainian
Sixties, dependences on the totalitarian regime's cultural and historical myths. Accordingly, in its
search for proper texts, the Ukrainian theatre began to actively turn to prose in the early 2000s.
Among direct research materials are numerous pieces of stage work made of prose belonging
to such Ukrainian cult writers as Oksana Zabuzhko, Yuri Andrukhovych, Maria Matios, Vasyl
Kozheljanko, Sergii Zhadan and some others, all of whom provided an opportunity for publics
to get acquainted with previously tabooed political and ethical issues. The author pays special
attention to the performance called "Gagarin and Barcelona” presented in the Kyiv Young Theatre,
which represents a stage interpretation of six short stories by contemporary Ukrainian writers.
In conclusion, author points out that thanks to the performance "Gagarin and Barcelona” the
postcolonial discourse has found in many ways its unique performance-based manifestation
in Ukrainian culture.

Keywords: the postcolonial discourse; prose; theatre; taboo
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AHoTauyis

MeToto po60TH € BUSIBJIEHHS HOBITHIX NiAX04IB [0 CTBOPEHHS Moesi TBOpYOi 0coBUCTi pexucepa-
neparora, i CTPyKTYpu, BU3HaUYeHHSA PO3BUTKY iHAUBIAYyanbHOT o6aapoBaHocTi. MeTogonoriyHowo
6a3010 € BUKOPUCTAHHA aHaNiTUYHOro, PyHKLiOHaNbHOro, MOPIBHANBHOIO, MUCTELLTBO3HABYOrO,
KYNbTYPOJIOTiYHOrO, CACTEMHOI0, aKCIOMaTUYHOro METOLiB AOCNIA)XEHHA OCHOBHMX CK1a[0BUX
hopMyBaHHSA 0cOBUCTOCTI MaltByTHLOrO pexucepa-nefarora, BUXoO4sUM 3 KOHLENTYanbHUX MOJIOXEHb
negaroriyHol TBOPYOCTI MO Te, Lo hopMyBaHHSt MOAeNi ManbyTHbOro cpaxiBLs BUCTYNAE K 00'€KTUBHMIA
TBOpYUIA Npouiec. HaykoBa HOBU3Ha Mosisirae y po3pobieHHi KOHLLeNLil Mpo OCHOBHI CK1afoBi Mogeni
TBOPYOI 0COBUCTOCTI, IKa MICTUTb CUHTE3 TEOpIl Ta NPAKTUKK, 3HAHHS, YMiHHS1, aKTUBHICTb, B3aEMOO,
NPOAYKTUBHICTb, B3BAEMO3AJIEXHICTb | B3aeM0o30arayeHHs pexucepcbkoi Ta neaaroriyHol npodecinHor
TBOPYOCTi. BUCHOBKMU. Y pesynbTaTi 34iliCHEHOr0 [OCHIAXXEHHST MOXEMO nigcymMmyBaTu. MNo-nepuue,
[l0 3aranbHOi CTPYKTYpY Mogeni TBOpYOoi 0coBUCTOCTi MabyTHLOIO pexucepa-nefarora Hanexarb
Taki Nigpo3Ainu: cnpsiMoBaHiCTb 0COBUCTOCTI; iHAMBIAYyanbHa KynbTypa (LOoCBif); Ti xapakTeponorivHi
BNIAaCTUBOCTI Ta IKOCTi; CaMOTBOPYICTb 0COBUCTOCTI; MO-Apyre, TeOpeTUYHA MOfeNb TBOPYOI 0COBUCTOCTI
ManbyTHbOro pexucepa-nemfarora € perynsiTopoM NpoLecy oro XyA0oXHb0-TBOPYOro Ta NefaroriyHoro
CTaHOBJ/EHHS B MiArOTOBLi A0 coLianbHO-KYNbTYPHOT AisNbHOCTI; NO-TPeTe, 3anponoHoBaHa Mofieflb
BM3HAYae HanpsiMu NpakTUYHOT poboTM PO3BUTKY pexucepa-negarora.

Knioyosi cnosa: pexucep-negaror; TeaTp; Mofesb TBOPYOi 0COBUCTOCTI

MocTaHoBKa npo6nemu

MuTaHHSA po3BUTKY TBOPYOI 0coBMCTOCTI HabyBae NOTPeOM [OCAIOKEHHS K MPOLEeCy,
TakK | pe3ynbTaTy BXOLXXEHHS 1T B coLianbHO-KYbTYPHUIA NpocTip. Takuii npouec
oxonitoe cchOpMOBAHICTb Ta BLOCKOHANEHHSA TBOPUYUX NOTPED i MOXIIMBOCTEMN,
yrnpaBiHHS eMOLINHO-BONbOBOO chepoto, OpraHisaLito B/lacHOT iHTeNeKTyaslbHO-
TBOPYOI LiANIbHOCTI 1 OLiHKY Ta CaMOOL,iHKY fill, 3aCBOEHHSI MOpasbHUX LiHHOCTEN
i PO3BMTOK MOTMBALIMHOMO NPOLLECY CNPSIMOBAHOCTI ocobucTocTi. OLjiHKa Ta caMooLiHKa
LifNbHOCTI ocobuCTOCTI 3'ABNSIETLCSA B NpoLeci yeBigomieHHs cebe B npodoecii, o
HabyBae neBHOT NOTPe6M y BUpILLEHHI NMUTAHHA PpopMyBaHHA Lisi/ibHICHOT Mogeni
TBOPYOI 0cOBMCTOCTi MabyTHLOMO pexucepa-nenarora Ta oro BiHOCUH ik dhaxiBus
3 COLiOKYNbTYpPHOO chepoto, MPOLECOM CbOrOIeHHS.

lFyMaHIiCTUYHMIA NigXin y nefarorivyHin HayLi opieHTye Ha pO3BUTOK 0COBUCTOCTI,
Ha i WiHHOCTI, ocobucTicHy cBoboy, Ha cCaMOTBOPYICTb Y BCiX cchpepax [isfIbHOCTI.

© Hina lN'ycakoBa, Banepis LLITedtok, 2019 Hapifwna 05.12.2018
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l'ymaHizayis ocBiTM — LLe MakCMManbHO NPOAYKTUBHA NiAroToBKa ocobu
3 aKkLeHTyasi3aljiero Ha TBOPYICTb.

3 nornagy ryMaHicTUYHOT napagurMm sik pinocodcbkol 0CHOBM r'yMaHIiCTUYHOIO
nigxony B OCBITi BACYHYTO psif, ifei: NpoBigHe NOMOXEHHS «T'YMaHICTUYHOIO» PO3yMy
3 Ioro HacTaHOBaMM Ha NPIOPUTETHUI PO3BUTOK 0COBUCTOCTI; YAABJIEHHSI 0COBUCTOCTI
AK MPUHLKUNOBO CKNafHOI, 3MiCTOBHOT, Heopn,MHapHoT CyTHOCTi' opieHTaLifa Ha
,D,eMOKpaTI/Il-IHVIVI CTWNb Y BiANBHOCTI, ynpaBiHHI, xapaKTepl cy6 €KT- cy6 €KTHUX
BiJLHOCUH; MaKC/ManbHe caMOBUpaXeHHs1 0cOBUCTOCTI Ha MiAcTaBi pO3yMiHHA CBOET
CYTHOCTIi; BUBYEHHS TBOPYMX MOXJIMBOCTEN, CTBOPEHHS 0COOUCTICHOrO 06pasy «fi»,
Lo BrMBae Ha hopmyBaHHSA LinicHoT «f-koHuenuii» (Macnoy, 1997; Pogxepc, 1994).

Kepytounch KoHLEeNTyanbHUMM MONIOXEHHAMM Nefaroriku, CMparynch Ha cy4acHy
HayKy Npo TBOPYICTb | BUXOASIUM i3 3aBAaHb AOCIAXEHHS, MU BUSHAUUIIY METY —
po3pobuTH Ta 3JINCHUTU TEOPETUKO-METOLOMOrYHE OOI'PYHTYBaHHS MoLeNi TBOPYOT
ocobucTocTi ManbyTHLOrO pexucepa-negarora.

AHani3 pocnig)xeHb i nybnikauii

Y HayKoBiV niTepaTypi € pi3Hi Nigxoamn fo o6yMoBNeHHS pO3BUTKY OCOBUCTOCTI.
AHanis HayKoBOro MaTepiany fa€ MOXJIMBICTb BUABUTW PisHi HAaNpsiMu ,0CIAXKEHHS
npo6sieM oopMyBaHHS Ta po3BUTKY ocobucTtocTi. Haykosui (J1. I. Boxosuy (1995),
0. M. NNeoHTbeB (1977), C. J1. PyGiHwTenH (1957), C. 0. Cucoesa (1997)) nigTBEpOXYHOTh
JYMKM Npo Te, L0 came colianibHi yMoBM (hOpMYHOTh Liel NpoLiec.

B. 0. Monsiko (1991) nigkpecntoe, Lo TBOpYa OiSIbHICTb € OQHUM i3 YMHHUKIB
BW3HAYeHHS NOACbKOI CYTHOCTI, @ 34aTHICTb 40 TBOPYOCTi BU3HayYae ocobucTicTb
Ak TBOpUYy. MNprpoay TBOPYOCTI, ika CNpsiIMOBaHa Ha NepeTBOPIOOYY AifNIbHICTb,
CaMOpO3BMTOK Ta camopeanisauito, gocnigxye J1. H. KoraH (1981).

TBOPUICTb AK OiSNIbHICTL AJ11 CTBOPEHHSI HOBOTO, L0 € B CaMill MpUpPOLi JIIO4UHMU,
aHanisyoTb ncuxonoru: J1. C. Burotcbkuit (1987), B. 0. Monsko (1991), B. B. Pubanka
(1996).

MeToto po60TH € BUSAABJIEHHSI HOBITHIX MiAX0A[iB 40 CTBOPEHHS MoAenNi TBOpYOT
ocobucTocTi pexucepa-nenarora, it CTpyKTypy, BUSHAYEHHSI PO3BUTKY IHOMBIAYyanbHOT
06,4apoBaHOCTiI.

Buknag oOCHOBHOro Matepiany

B. 0. Monsiko 3a3Hauae, Lo TanaHT, 064apoBaHiCTb MOPOLXYHOTb 34aTHICTb [0
XYA0XHbO-TBOPYOI AiANIHOCTI, ane TBopYa AisfIbHICTb He 3BOAUTLCSA 40 OLHI€El
YHiKanbHOCTI IT NpoAyKTiB, BOHA Ma€e MiCTUTU B coBi MeBHY CcycCnifibHY BaroMicTb.
Bu3Hayaoum TBOPYICTb SIK pe3ynbTaT CTBOPEHHSI HOBOMO, aBTOp po3rnagae i i sk
penpoayKTUBHY, TOGTO BiATBOPOOYY AissibHICTb (1991).

B. O. JlicoBcbka [0BOAUTb, LLLO [OCAIAXEHHS MpobaeMu BUCBITIIHOE iHLWI Nigxoamn 0o
BM3HAYeHHs MPUPOaU «TBOPYOCTI», a caMe 3 NO3ULiM IMMOOKOro BUBYEHHS BHYTPILLHIX
ocobnmMBoCTEN NEBHOMO BMUAY TBOPYOI AisnibHOCTI. Mpu LboMy HeobXigHO NpoBecTU
rpaHb MiX Xy[10)XHbOI TBOPYICTIO Ta iHIWIMMM Buagamu gisnbHocTi (1984).
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MOHATTS «TBOPYICTb» AAK MpoLEeC NOACHKOI AisiNbHOCTI 3 chinocodcbkoro nornsny
BM3HAYaETbCA SIK YAIBHA Ta MPaKTUYHa JiSNIbHICTb, Y pe3ynbTaTi IKol CTBOPHOKTbCS
OpuriHasnbHi, HEMOBTOPHI LiHHOCTI, BCTAHOBJIIOKOTbCSA HOBI 3aKOHOMIpPHOCTI, dhaKTH,
BJTACTUBOCTI, @ TaKOX CMPUIMaHHS LyXOBHOT KYNbTYpW.

MeparoriyHa TBOpYa HifANIbHICTb Mae HayKOBO-A0CNIAHUIN XapaKTep, B AKOMY
NPoABAAETHCA IHANBIAYaNIbHUA TBOPYUIA NOLUYK, LLLO 'PYHTYETLCS Ha YCBIJOMIIEHHI
iHHOBALliiA, [OCArHEHHSAX Y CUCTEMI Cy4acHOI HayKW, KYNbTYpH, y BUSHAUYEHHI ONMTUMASIbHUX
YMOB e(peKTMBHOCTI 3iNCHEHHS 0COBUCTICHOT MporpamMm KpeaTMBHOCTI NefaroriyHoro
MoLyKy, NPOrHO3yBaHHi pe3ynbTaTUBHOCTI TBOPYO-MeAaroriyHol fissIbHOCTI Ta iHLe.

K TBOpYe BUKOHaHHA BUKNIagavyeM npodpecinHnx pyHKLIN Ha piBHI MUCcTeLTBa
negaroriyHy MaucCTepHICTb JOCAigXyBanu Taki HaykoBLi, IK-0T |. A. 3s3toH, O. . Mopos
i B. J1. OMensiHeHKo. ABTOpU NifKPECIOTh, LLLO MalNCTEPHICTb Nefarora hopMyeTbCs
M y0,0CKOHaNETLCS Ha NigcTaBi TBOPYOI aKTUBHOCTI, HAYKOBO-MepPeTBOPHOHYOT
DiSNbHOCTI. BUCOKMI piBEHb MaCTEPHOCTI fOCAraeTbCsl BHACNILOK NeparoriyHol
TBOPYOCTI 3@ PaXyHOK CYMJIHHOCTI, akTUBHOCTI, NpaLento6cTBa, MOA0NaHHA TPYLHOLLIB,
nepeTBOPEHHS YMiHb Y HaBUYKM, TOOTO MicNsA HAKOMUYEHHS JOCBIAY 3a MEBHUN Yac
(Mopo3s Ta OMensaHeHKo, 1992).

C. O. CucoeBa po3arnsijae nefaroriyHy TBOpYicTb BUKafaya ik 0COBUCTICHO-
OpieHTOBaHy pPO3BMBatOYy B3aeMofito cy6'eKTiB HaBYa/IbHO-BUXOBHOIO MpPOLiecy,
3YMOBJIEHY creLMdiKOoK NCUXOSIOro-rneaaroriYyHnX BigHOCKMH MK HUMW Ta CNIPSIMOBaHy
Ha popMyBaHHSI TBOPYOI 0COBUCTOCTI TUX, XTO HABYAETbCS, i NiABULLEHHSA PiBHA NOMO
TBOpPYOI NeparorivyHor gisnbHocTi (1997).

Ha nymKky aBTOpa, nefaroriyHin TBOPYOCTI MpUTaMaHHi BUPILLEHHS CyrnepeyYyHoCcTeN
Npo6neMHUX CUTYaLil, HassBHICTb 006'eKTUBHUX (CoUiasibHUX, MaTepiasbHUX) Ta
Ccy6'eKTUBHUX (3HAHHSA, YMiHHSA, NpodeciitHi HAaBUYKW, XapaKTepHi 0COBNBOCTI,
MOTMBALisl, TBOPYi YMiHHS) YMOB A1 TBOPYOCTI; 06'€KTMBHA UM CY0'eKTMBHA HOBMU3HA
N opuriHanbHICTb NpoLlecy Ta pe3ynbTaTy; colianbHa h ocobucTa BaxUBICTb
i NPOrPeCUBHICTb; B3aEMOOBYMOBJIEHICTb BM/IMBY Ha PO3BMTOK BUKJIaaya Ta CTyAeHTa
30BHiLLHIX (haKTOpIB i BHYTPIiLLIHLOrO CAMOPO3BUHEHHSI 0COBUCTOCTI (CaMOBMXOBaHHS,
CaMOPO3BMTOK), a TAaKOX CMIBTBOPYUIA XapakTep cyb'eKTiB nefaroriyHoro npowecy
(CucoeBa, 1997).

BogHouac npouec cTaHOBJIEHHS TBOPYOT 0COBMCTOCTI Mae cBOT cneymdiyHi
3aKoHOMipHocTi. Mpu LbOMy 3aranbHocoOLiafNbHUIA, KOHKPETHO-COoLiaNbHUA Ta
iHOMBILYyaIbHO-CcoLianbHUIA acnekTy, SIKi BIIMBatOThb Ha il dhopMyBaHHS, nepebyBatoTb
y LianeKkTUYHIN €QHOCTI Ta BUCTYMalOTb K 3aranbHe, 0Co6MBe N 0AVHUYHE.

LocnigHukn (B. |. 3aBsaauHcbkuin (1987), B. B. Pubanka (1996)) saszHavatoThb,
LLLO TBOpYaA OCOBUCTICTb € 3aBX AW CBOEPIAHOK Ta HEMOBTOPHOLO, CKNIafQHOK Ta
6araToBMMIpHOIO; BOHA € NPUK/af0M SICKPaBOoi IHAMBIAYaNnbHOCTI 3 BNaCTUBUMU came
T NPOTMPIYYAMU Ta [OCATHEHHSAMM, IKIN NPUTaMaHHa BeNNYesHa iHTenekTyasbHa Ta
TBOPYa Hanpy>XeHiCTb PO3YMOBOI, AYXOBHOI NpalLli.

TBOpuYa ocobUcTicTb MabyTHLOrO pexucepa-negarora — e cy6'eKT TBOpUMX
couianbHUX BiQHOCHH i CBifOMOI TBOPYOI AiSSIbHOCTI B COLiOKY/IbTYPHOMY NMPOCTOPI.

Jocnigxyroum NUTaHHA TeopeTUYHOI Moaeni TBOPYOT 0COBUCTOCTI pexuncepa-
neparora, 6yno BUABNEHO HaNpsiMu il CNPSIMOBAHOCTI, 8 caMe MCUX0Moro-nefaroriyHuimn
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Ta BiANbHICHUNA, WO 3yMOBJIEHI PO3BUTKOM eCTeTUYHUX nepeBar ocobucTocTi
B CYCMiJIbHOMY XMUTTi Ta MucTeyTBi. OcobucTicHa CNPSIMOBAHICTb SIK eNleMeHT
CBiJOMOCTI, CBITOCMPUAHATTA BUSABASIETLCSA MalXe B YCiX acrneKkTax XUTTERIANbHOCTI
ocobu. Bif Toro, Hackinbkn 0coBUCTICTb CNPOMOXHA peasisyBaTh [OCSATHEHHS CYCMiIbHOT
NpaKTUKK, MPOSABASATY B Hill CBOT iHAMBIAYyaNbHI MOXJ/IMBOCTI Ta NepeTBOpPIOBaTH
Y BHYTPILUHIO NOTPeby TBOPYY AiSSIbHICTb, 3a71eXUTh CoLjiasibHe 3HaYeHHSI OKpeMOT
ocobw.

CnpsiMOBaHiCTb 0COBMCTOCTi TAaKOX BU3HAYAETHLCA PO3BUTKOM il MOTUBALLIMHOT
chepu. MoTuBaLiiHi dOpMyBaHHA CMOHYKaKOTb [0 AiSNbHOCTI Wo,00 peanisauil
noTpe6, iHTepeciB, CMakKiB, BUCTYMaruu OMIHAHTOK CPSAMOBAHOCTI 0COBMCTOCTI A0
YSIBJIEHHSI MPO «iAeanbHUiA CTaH», 1o 06YMOBJIEHO BU3HAHOK CUCTEMOHO LIHHOCTEN
«peanbHOro CTaHy».

OTOX, KOMMNOHEHTaMV CKJ1a40BOI NiACTPYKTYPU CNPSAMOBAHOCTI 0COBUCTOCTI
€ ryMaHiCTU4YHa CNPSIMOBAHICTb; COLiOKYNIbTYPHa CNPSMOBAHICTb Y Pi3HUX ii NposiBax;
opieHTaLinHO-MOTKMBaLIMHa cdepa.

OcobnueBocTi iHTepiopusauii coliasbHOro AOCBiAY HAKOMUYEHHS HAYKOBUX,
cneuiasibHMX 3HaHb, 3aCBOEHHA CTIMKOT AeMOKpPaTUYHOT cTpaTerii noBeiHKK
3YMOBJIOIOTb YCMILLUHICTb TBOPYOI AisiNbHOCTI ocobucTocTi. J1. H. KoraH nigkpechntoe,
Lo cneundivHi KynbTypHI opieHTaLil, HOpMU, TpaaUL,iT KOHKPETHOIO KYJ/IbTYPHOro
cepenoBuLLa, B iKoMy 6e3nocepeHbo nepebyBae 0cobUCTICTb, BUSHaAYalOTh
iHTerpasibHe NOHATTSA «KYJIbTYPHUIA LOCBIA» 3 «<aKTyaslbHOT KYJIbTYpU» — AAK CYCMifIbHO
HeoO6XigHMUM MIHIMYM BUMOT 40 KYyNbTYpPHOro piBHS 0COBMCTOCTI Ta A0CBIfg, 3i
«cnewianbHOT KynbTypu» — NpodbecinHol fisinbHOCTI. KynbTypHa LisNIbHICTL BUCTYNae
fIK «caMopeanisayis — pe3ynbTaT | KpUTepin il po3BUTKY, a caMa 0COBUCTICTb — sIK
cy6'eKT KyNnbTypHOI TBOPYOCTI. Yepes npoLec 0BONMOLAIHHA KYJIbTYPO MOXJIUBUM
CTa€e BUXOBHWI BB HA CYTHICTb 0COBUCTOCTI — Ha «A4p0o» ocobucTocTi» (1981).

MpoBigHoto, 06'€KTUBHO 3a4aHO0 TEHAEHLIEH0 PO3BUTKY 0COBUCTOCTI € PO3LUMPEHHS
Tl CTOCYHKIB, N0SIBa HOBUX MOXJIMBOCTEW fistfibHOCTI. Chepa NOTEHLiNHOro BUKOHYE
BaXJIMBY AeTepMiHytouy OyHKLiH0 pO3BUMTKY 0COBUCTOCTI.

[ocBif TeaTpanbHO-NefaroriyHol AisNbHOCTI — AyXe BaxnBa sAKicTb ManbyTHLOro
pexwucepa-negarora, Lo Bigobpaxae piBeHb 0BOJIOAIHHA L€t fislbHICTO, 6aHKOM
cchopMOBaHOCTI iHTerpaTMBHUX NCUXONIOro-MefaroriyHnX Ta cneliasbHUX 3HaHb,
NposiBOM YMiHb, onepyBaHHsIM NpunoMamMu camoaeTepMiHalii Ta camopeanisauii
B npocpeciiHo-negaroriYyHoMy caMopO3BUTKY.

BusABNEHHS NCMXONOMiYHOT isNIbHOCTI 0COOUCTOCTI 3[iNCHIOETLCA 3aBAAKM aKTUBI3aLil
MOYyTTIB, MUCNIEHHS, CMIOHYKaNbHUX L}, NPOsBY BOJ. AKLL0 B MpoLeci CNpUNHATTS,
MUCIIeHHS 1 ySIBNIEHHS Bifo6paxatoTbCcsa pisHOMaHITHI NpeaMeTu Ta ABULA, X Pi3Hi
AKOCTI Ta BNACTMBOCTI, BCEOIYHI 3B'AA3KM Ta 3a/IEXHOCTI, TO B €MOL,iSIX | TOYYTTSX Jt0AMHA
NposiBIisie CBOE CTaBNIEHHA 1O 3MICTY TOro, LLLO BOHA Ni3Hae. EMouii Ta nouyTTa — e
CBO€EpiiHe 0COBUCTICHe CTaBNEeHHSA NIOAMHU O HABKOJIMLLHBbOMO CBIiTY Ta 4O CaMOro
cebe (becnanbko, 1972).

CBIT NOYYTTIB 11 eMOLiN CKNagHUii i pisHOMaHITHMI. Cama 0coBUCTICTb He 3aBXan
YCBIJOMJIHOE€ BUTOHUYEHICTb MOro opraHisauii Ta 6aratorpaHHicTb BUpaXeHHs. CKnagHicTb
aHanisy nepexuTux NOYyTTiB NOACHIOETLCA TAKOX i TUM, LLLO CTaBNEHHS 0,0 NpeaMeTIB
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i ABMLL, 3aNeXUTb Bif TiET NisHaBaNbHOI fisnbHOCTI abo BONbOBOI aKTUBHOCTI, SIKY
BUAIBNISIE OCOBUCTICTD.

Y pisnbHocTi akTopa-mutys K. C. CTaHicnaBCcbKuUI Bif3Ha4yaB akTyasibHiCTb
BMKOPUCTaHHS LUMPOKOr0 CMeKTpa eMOLiIMHO-BOJIbOBOr0 NoTeHuiany. Taki TeaTpasbHi
Lisivi «<BUAINATHCA 3-MOMIX YCiX Y CNeKTaKJ/li 0cOB6IMBOO PUTMIYHOK rapMOHIEHD BCIET
poni, BUBINIbHEHHAM Di3UYHUX i MCUXIYHUX Oi; BOHWM NPOBMBAOTLCS KPisb NepeLuKkoan
BCIX YMOBHOCTEN CL,eHW, SMEHLUYIOTb BifCcTaHb MiX rnagaubkum 3anom i coboto Ta
BJly4YaltoTb NPSIMO B cepLie Ntofen, BeAyThb iX 3a co60to B XUTTS L€l cBOET TBOpYOT
XBUJIMHU NMLLIE TOMY, LLLO BOHWU OCAITAN Npupoay 306paxyBaHUX HUMU NpucTpacTen
i BUBEN 3 HUX fAi€t0 CBOET reHianbHOI iHTYILIT LiHHOCTI CNOBa, sIKe 1 KUHYNW rnsigadeBi
B NMpaBAMBIN | NpaBUnbHIN disnyHin gii» (becnanbko, 1972).

Y TeaTpasibHOMy MUCTELTBI €CTETUYHE CTaBJIEHHS, ECTETUYHE NEPEXUBaHHS, L0
NPoSIBNSIETLCA B XYLOXXHbOMY TBOPI, CTa€ 0COBUCTUM NEePEXUBAHHAM i CTaBNEHHAM
pexucepa — akTopa — rnsgada 3aBasakm 0cobMBoMy MexaHi3aMy B3aeMofii cy6'eKTiB,
AKi cnpunMaroTb 06'€eKT — MUCTELbKUI TBIp, BTINEHUN Yy XY[0XHbO-TBOPYMI MpoLiec
TeaTpasibHOI MOCTaHOBKW.

Bons sik ycBinoMrieHe peryntoBaHHsi 0COBUCTICTHO CBOIX il | BUMHKIB, LLLO NOTPebytoTh
nepe6opeHHsI BHYTPILLHIX | 30BHILLHIX TPYAHOLLiB, NPOSIBASIETLCS B Pi3HMX acreKTax
dyHKUiOHYBaHHSA Ni3HaBasbHOI, EMOLINHOI, NPAaKTUYHOI Ta cneuudivyHol XyL0XHbO-
TBOPYOI fisnbHOCTI. BonboBi Aii cynpoBoAXyOTb NpoLec yCBifoMIIeHHS dhaxiBLEM
MEeTU peXucepcbKol KOHLIENLil, niaHyBaHHS po60TH Haf, BUCTaBO), peanisaLlito TBOPUUX
3aayMiB. [naHyBaHHS NOCTAHOBKW BUCTaBW Bi4MNOBIgae MeTi Ta OXOMNJIOE CKaaHi
BOJIbOBI il pexucepa: HanpyXeHHs Ta BUTPaYaHHsS 3HAaYHOI eHepril BHYTPILLHIX cun
Yy NPOeKTYBaHHI CTPYKTYPU 34iNCHEHHS 3a4YMY; B OKPECIEHHI BUMOT [0 Cy6'eKTiB
B3aEMOJ,i; Yy BUSHAYEHHI LLASIXIB, yMOB i 3aC00iB BUKOHAHHSI peXUCEePCbKOT KOHLIeMNLT, Lo
3[iINCHIOETBCA B MOCTINHOMY 3iCTaB/IEHHI 3 «€Ta/IOHHUM» MOKA3HUKOM,; Y KOoopAnHaLii
KOHTPOJTOKOUMX | KOPEryHUMX BOSIbOBUX 3YCWJTb, L0 MAtOTb MicLie Y CTBOPEHHI dhaxiBLemM
BUCTaBMW. HacTaHOBa Ha «MakKcMMalbHy Bifaady» BUKIIMKAE CKOHLLEHTPOBAHICTb
BOJIbOBUX 3YCWU/Ib Y CTBOPEHHI «aTMoCepu» BUCTaBH, LLLO 1 BUABIAE COOPMOBAHICTb
TBOPYMX MOXJIMBOCTEN, TBOPUYMX €MOLINHO-BOJIbOBUX NMOTEHLIN pexucepa ans
3abesneyeHHs eheKTUBHOCTI XY40XHbO-TBOPYOI Ta NefaroriyHol 4istfibHOCTI.

HaykoBa HOBU3Ha nonisirae y po3po6sieHHi KOHLEeNL,ii Mpo OCHOBHI CKNafoBi Moaeni
TBOPYOI 0OCOBUCTOCTI, IKa OXOMJIOE CUHTE3 Teopil Ta MPaKTUKK, 3HAHHS, YMiHHS,
aKTUBHICTb, B3a€MO/,i10, NPOAYKTUBHICTb, B3a€MO3aNeXHICTb | B3aeMo3barayeHHs
pexucepcbKol Ta nefaroriyHoi npodeciinHol TBOPYOCTI.

BucHoBKu

Y TeaTpasibHOMy MUCTELTBI €CTETUYHE CTaBJIEHHS, ECTETUYHE NEPEeXUBaHHS, L0
NposIBNSIETLCA B XYLOXXHbOMY TBOPI, CTA€ 0COBUCTUM NEePEXUBAHHAM i CTaBNEHHAM
pexucepa — akTopa — rnsgada 3aBasaku 0cobMBoMy MexaHi3aMy B3aeMofii cy6'eKTiB,
AKi cnpunMaroTb 06'€eKT — MUCTELbKUI TBIp, BTINEHUN Y XY0XHbO-TBOPYMI MpoLiec
TeaTpalJibHOI MOCTAaHOBKW. 3arafibHa CTPYKTypa Moaeni TBop4Yoi ocobucTocTi
ManbyTHbLOrO pexucepa-negarora cCKiafaeTbcs i3 CNPSAMOBAHOCTI 0COBUCTOCTI;
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iHOMBIOYyanbHOT KynbTypu (BocBigy); Ti xapaKTeponoriYHMx BNacTUBOCTEN Ta AKOCTEN;
CaMOTBOpPYOCTI ocobucTocTi. TeopeTUyHa Moaenb TBOPYOT 0COBUCTOCTI MabyTHLOIO
pexwvcepa-nefarora € perynsiTopoM npoLecy foro XyLoXHb0-TBOPYOro Ta nefaroriyHoro
CTaHOBJIEHHSA B NiAroTOBL,i A0 COLiaNibHO-KYNIbTYPHOT JisiNIbHOCTI.
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AHHOTayus

Lenb pa6oTbl — BbIABUTb HOBEMLIXE MOAXOAbI K CO34aHUI0 MOAeNN TBOPYECKOMN JIMYHOCTH
pexwuccepa-neparora, ee CTpPyKTypbl; OnpeAenTb pa3BuT1e MHAUBUAYASIbHOW OapeHHOCTMU.
MeTogonorus uccnegoBaHus onpeaensieTcs B N(PUMEHEHUN aHAIMTUYECKOro, PYHKLIMOHANBHOTO,
CpaBHUTENbHOIO, UCKYCCTBOBELUYECKOr0, KYNIbTYPOJSIOrMYECKOro, CUCTEMHOI0, aKCMOMaTUYECKOro
MEeTO0B UCCNER0BaHUSA OCHOBHbIX COCTaBASAOLWMX (hOPMUPOBAHMS IMYHOCTM ByayLLEero pexuccepa-
negarora, UICXosi U3 KOHLIENTYyasbHbIX MOJIOXEHMIA Nearormyeckoro TBOPYECTBa O TOM, YTO
hopmupoBaHue Moenu GyayLLero cneLmanicTa BicTynaeT Kak 06beKTUBHbII TBOPYECKMIA MPOLIECC.
HayuyHas HOBM3Ha 3aK/H04aeTCs B pa3paboTKe KOHLIEMNLMM 06 OCHOBHbIX COCTaBJIALLMX MOAENAX
TBOPYECKOM JIMYHOCTU, KOTOpas BKIItOYaeT B cebsl CUHTEe3 TEOPUM U NPAKTUKK, 3HAHUS, YMEHUS,
aKTUBHOCTb, B3aUMOAENCTBME, MPOM3BOAUTENIbHOCTb, B3aMMO3aBUCUMOCTb U B3anMooboralleHme
pexXmnccepckum 1 neparormyeckuM npodeccroHasibHbIM TBOpUYeCTBOM. BbiBoabl. B pesynbTaTte
NpoBefEeHHOro NccrefoBaHUs MOXHO MOAbITOXUTL. Bo-nepBbIx, o6Lian cTpyKTypa Mogenu
NMYHOCTM Oy AyLLEro pexuccepa-nefarora COCTOUT U3: HaNpPaBNeHHOCTH IMYHOCTH; UHAUBULYaNIbHOW
KynbTypbl (ONbITa); ee XxapakTeposiornyeckux CBOMCTB U KauecTB; aBTOTBOPYECTBA IMYHOCTH;
BO-BTOPbIX, TEOPeTUYECKas MoJieNlb TBOPYECKON NMYHOCTM ByayLuero pexuccepa-negarora
BbICTYMNaeT KakK perynsitop npoLecca ero XyfoXecTBeHHO-TBOPYECKOro 1 Nefarornyeckoro
CTaHOBJIEHNSA B NMOATOTOBKE K COLMabHO-KY/IbTYPHOI [eATENbHOCTY; B-TPETbUX, MPeA0XKeHHas
MoJieNb onpefensieT Hanpas/ieHUsa NpakTUYecKon paGoThl B pasBUTUM pexunccepa-neparora.

KnioyeBble ciioBa: pexuvccep-nefaror; Teatp; Mogesb TBOPYECKOW JIMYHOCTU
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Abstract

The aim of the work is to identify new approaches to creating a model of creative personal director-
teacher, its structure, definition of the development of individual talent. The methodology of the
research is to combine the analytical, functional, comparative, cultural, systematic and axiomatic
methods for studying the main components of the personality formation of the future director-
teacher. The author of this article is guided by the conceptual fundamentals of a pedagogical
creativity, in particular, that the formation of the model of a future specialist is proceeded as
an objective creative process. Scientific novelty. The development of the concept of the basic
components of the model of the creative personality, which includes the synthesis of the theory
and practice, knowledge, skills, activity, interaction, productivity, interdependence and mutual
enrichment of directing and pedagogical professional creativity. Conclusions. As a result of the
research we can sum up. First, to the general structure of the creative personality model of the
future director-teacher, there are the following divisions. The model of the creative personality of
the future director-teacher includes substructures of it's basic structure, such as the orientation
of an individual, individual culture of a person (experience), characterization and personality
qualities, self-creativity of personality. The creative personality's theoretical model of the future
director-teacher acts is as a regulator of the process of his creative and pedagogical formation
in preparation for social and cultural activities. The proposed model defines the directions
of practical work in the creative personality development of the future director-teacher.
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AHoTauyis

Mertoto po60TH € BUCBITIEHHS [ESKMX acNeKTiB ECTETUYHOIO BUXOBaHHS XyL,0XHbLOI iHTeNireHLi, 3okpema
aKTOPIB | pexucepiB ApamMaTUyHOro TeaTpy, y BULLMX HAaBYaNbHUX 3aKiafax 3acobaMu TeaTpasibHOro
MUCTeLTBa K MalibyTHbOT HaLlioHanbHOT eniTu. MeTogonoria AocnigxeHHs 6a3yeThCs HAa 3aCTOCYBaHHI
MUCTELTBO3HABYOro, OYHKLIiOHaIbHOr0, aHaNiTUYHOTO, CUCTEMHOIO METOAIB AJA aHani3y LesKux
acrnekTiB eCTETUYHOro BUXOBAHHSA MalbyTHiX daxiBLiB Xy[0XHbOT TBOPYOCTI 3acobaMu TeaTpy fK
0[1HOTO 3 BUAiB MUCTeLTBA. HaykoBa HOBM3Ha po6GOTM NMosisirae B AOCAIAXEHHI MUTAHHS MiAroTOBKM
YKpaTHCbKOT eNliTu caMe 3 NpeAcTaBHUKIB XYL,0XHbOI iHTeNireHuil, ska 6eanocepeHbo niekae igeto
HaLlioHanbHO-KYNbTYPHOT fyXOBHOCTI 3aco6aMu TeaTpasibHOro MUCTELTBa Ta 3apa3oM hopmMye
HaLioHanbHW ifean. BACHOBKW. Y pe3ynbTaTi 34iICHEHOr0 AOCHIAXEHHSA MOXEMO 3p0OUTHU BUCHOBOK,
L0 MeTOoMKa Ta TEXHOJIOTisi eCTETUYHOIro BUXOBAHHA CTYAEHTIB — Lie crewianbHO opraHi3oBaHuy,
LinecnpsiMoBaHWK, iIHHOBAaLiiHUI npoLec hOpMYyBaHHA Ta CTUMYJIFOBAHHSI eCTETUMKO-Mi3HaBaNbHOT
ZisnbHocTi. OfHa 3 yMOB [OCSrHEHHS HaONTUMAIbHILLOro pe3ysbTaTy B LibOMY BUXOBHOMY MpoLieci —
eniTapHicTb ocobucTocTi negarora. CTyniHb NiAroTOBAEHOCTI BUKNaAadiB, KypaTopiB CTY4EHTCbKMX
rpyn O BUXOBHOIO MpoLiecy ManbyTHiX akTOpiB i pexucepiB 3aco6amu TeaTpanbHOrO MUCTeLTBA
BMN/IMBAE Ha PiBEHb ECTETUYHOT KYNIbTYpU TBOPYOT MoJIogi. MocnifoBHMIA, MOCTYNOBUIA, LiiNecnpsiMoBaHUi
€CTETUYHMUIN PO3BUTOK CTYLEHTIB 3acobamMu TeaTpasibHOro MUCTELTBA — Lie OLMH 3 [iEBUX METOAIB
dopMyBaHHSA XY[0XHbLOT iHTeNireHUiT AK ManbyTHbOT yKpaiHCbKOT eNliTu 3 Ti pyHKL et AyXOBHOroO
BifPOLKEHHS.

KntoyoBi cnoBa: ecTeTUYyHe BUXOBAHHS; TeaTpajibHe MUCTELTBO, e.ﬂiTapHiCTb; XYQO0XHA enita

MocTaHoBKa nNpo6nemu

Peanii cycninbctBa 0obu noctmogepHiaMy noyatky XXI ctoniTrs gnocutb
Heo[HO3HaYHi: 3 ogHoro 60Ky, iHdbopMaulintHa peBostoLisi, 6e3yMOBHO, 3MiHIOE
CBIT, Ma€ CBOI LliHHICHI NepeBaru, 3 iHWOro — 3HeLiHeHHA 3HaHb, AerymaHisauis,
HiBeNtOBaHHS poni iHTenireHuil. ToMy oCTaHHIM YacoM Yy BiTYUN3HAHOMY NefaroriyHomy,
MUCTELTBO3HABYOMY, KY/IbTYPOJIOriYHOMY AMCKYpCax akTyanisyBanocs NUTaHHSA
BMXOBAHHS HaL,iOHANbHOT iHTENIreHLIT Y BULLLMX HaBYaslbHUX 3aKnafax.
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MopaJsibHe Ta [yxOBHE 03[40POBJIEHHS CYCMiNIbCTBA HEMOXIIMBE 63 BiTBOPEHHS
3aranbHONIOLCHKUX LiHHOCTEN. Y LIbOMY MpOLECi BaXIMBOro 3HauYeHHs1 HabyBae
MUCTELTBO TeaTpy AK BaX/MBUIA YMHHMK BifpOLKEHHS HaLil. HalioHanbHui TeaTp
chbopMye HaLioOHanbHUIN BUXOBHUIA ifiearn, OCHOBOMOMOXHUMU NPUHLUNAMU SIKOFO
€ FYMaHi3M, 1eMOKPaTU3M, HapoaHicTb. OTXe, rOCTPO aKTyaNbHUM € NMUTAHHSA
€CTEeTUYHOIro BUXOBAHHS XYL 0XHbOT iHTeNireHuii, 30KkpeMa akTopiB i pexucepiB
LpaMaTU4YHOro TeaTpy, y BULLUX HaBYaJIbHUX 3aK/lafax ik ManbyTHbOT HaLiOHanbHOT
enitu.

AHani3s ocTtaHHix gocnig)XeHb i nyénikawii

MuTaHHA cyYacHOT yKpaiHCbKOT eniTh, NepCneKTUBM if PO3BUTKY, CYTHICTb | 3HaYeHHS
eniTapHoCTi ocobucTOCTi po3rnsaae HU3Ka pocnigHukie: B. binononui, C. PyaeHko
(2008, c.56-86), M. nManka, |. Moxuno (2018), B. XXypaBcbkuit, 0. KyuepeHko,
M. MuxanbueHko (1998) Ta iHwi. Ponb MUcTeLTBa B PO3BMTKY 0COBMCTOCTI BUBYAOTb
BifJOMi HayKoBLUi, 3okpeMa |. 3a3toH (2006), 0. OTTiy (2005), O. Cemawiko (1985),
E. LLnkyHoBa (1986). CyyacHuM npobreMaM BUXOBaAHHSA CTYAEHTCbKOT Moo di
npucBAYYOTb CBOT Npauli 6araTo gocnigHukis. Hanpuknag, J1. [nasyHoa (2014)
BMCBIT/IFOE NUTaHHA (POPMYBaHHSA eCTETUYHOI KOMMETEHTHOCTI CTYAEHTIB NefaroriyHmx
BULWIB, 30KpeMa 3acobamMu HapogosHaBcTBa; M. Kip'aH (2013) BuBuae npobnemy
ecTeTuaalil HaB4YasIbHO-BMXOBHOIO MpoLecy 3 NiAroToBKU HayKOBO-TEXHIYHOI Ta
ynpasniHcbKoT enitu; 0. Jlyk'siHyeHKo (2007) po3rnsnae NUTaHHA eCTETUYHOIO
BMXOBaHHS MaibyTHbOI iHXeHepHOT eNniTu, 3okpeMa 3acobamMu My3M4YHOrO MUCTeLTBA
B I'I03aay,£l,I/ITOpHiI7I po6orTi; 0. [lybaceHtok (2014) aHanisye cucTeMy, METOANKY Ta
TEXHOJIOTit0 flyXOBHO-MOPaJibHOr0 BUXOBaHHA ManbyTHix yuuTenis; M. PoraHoBa
(2006) BMOKPEMJIKOE acnekTH AyXOBHO-MOPasbHOr0 BUXOBAHHS ynpaeniHCbKOT
eniTu y BULLMX HaBYasIbHMX 3aKknagax iHHoBauiHoro Tuny; O. ToBaxHsAHcbKa (2010,
c.40-46) — y npoLeci BUBYEHHS CTyleHTaMU NPOdDeCinHO OPIEHTOBAHMUX i CreLianbHUX
OUCLMNAIH K YUHHUKA DOpPMYBaHHS TX XXMTTEBUX Ljifien i LiHHocTew. [o3a yBaroto
HayKOBL,iB 3a/MIAETbCA NMUTAaHHSA €CTETUYHOrO BUXOBAHHSA MaWbyTHbOT XyA0XHbOT
eniTh KpaiHKu, 30KpemMa CTYAEeHTIB aKTOPCbKOT Ta peXuncepcbKoi crevianbHOCTEN,
3acobamu TeaTpaslbHOro MUCTELTBA.

MeToto po60TH € BUCBITIEHHS leSIKMX acMeKTIB €CTETUYHOrO BUXOBaHHS XY L0XHbOI
iHTenireHuil, 30KpemMa akTopiB | peXucepiB ApamMaTUYHOro TeaTpy, Y BULLMX HaBYaIbHUX
3aknagax 3acobamu TeaTpanbHOro MUCTELTBaA K MabyTHbOT HaLliOHaNbHOT eniTu.

Buknag oCHOBHOro martepiany

Ha gymky HaykoBuiB (Binononun Ta PygeHko, 2008; Mapaka Ta Moxuno, 2018;
XypaBcbkuit, KyuyepeHko Ta MuxanbuyeHko, 1998), ansa po3bynoBu He3anexHol
[eMOKpPaTUYHOT YKpailHN NMUTaHHS CTaHOBJIEHHS HaLioOHaNbHOT enliTn € 0cobnBo
aKTyanbHUM.

MoHATTA «eniTa» nepenbdayae Koo iHTeNeKTyaniB, AKi BOMOLIOTb HEOPANUHAPHUM
i HeCTaH4aPTHUM MUCIIEHHAAM, BUCOKUM PiBHEM MOpPanbHUX i YXOBHUX SIKOCTEN.
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«EniTa — ye Te HalKpalle, BigibpaHe, pacdiHoBaHe, BUNIeKaHe BUCOKOH KyJbTYpotro
MUCIIEHHS, Mopani 1 gianbHocTi...» (Binononuit Ta PyneHko, 2008, ¢.56-58). EniTa
HafifeHa BNacTMBOCTSIMM AAKICHUX NOKa3HMKIB — eliTapHICTIO Ta eniTHicTro. OgHak
i B 3MI, i B HayKOBUX BMAAHHSAX CrlOCTEPIraeMO OTOTOXHEHHS NMOHATL. «Lle aBa pi3Hi
NOHATTSA, AKi XapaKTepuU3yrTb Pi3Hi, XOU i CXOXi iBMLWA: eNliTHICTb — chopMasnbHa
NpUHaNEeXHICTb Ntoael [0 eniTh; eniTapHiCTb — HAasBHICTb NEBHUX IKOCTEW, CneLndivHnxX
0cobsiMBOCTEN, sIKi [03BOAOTL M 6yTu eniToto» (Tnaaka Ta MNoxuno, 2018). EniTHa
N0ANHA MOXe 1 He MaTW IKOCTeN efliTapHOCTI, a efliTapHa 0COBUCTICTb MOXe He
HanexaTtu [0 eniTu.

Y npoLeci BUXOBaHHA akTOPIB i pexucepiB y BULLMX HaBYasIbHUX 3aknagax 3acobamu
TeaTpasibHOro MUCTELTBA KOHYe BaXx/nBa ocobucTicTb camoro neparora. MNegaror
Mae ByTu HafifNeHU TaKkow BNACTUBICTHO AKICHOIO NOKa3HMKa, sIK efiTapHiCTb.
«EniTapHicTb cniBBIAHOCUTbLCS 3 TBOPYICTHO, KPEATMBHICTHO, LUIAXETHICTHO, EPYAULLIEO,
BinoBifanbHICTIO, 30aTHICTIO O CAMOBOCKOHaJIeHHS, i3 BMiHHAM CaMOCTINHO
MUCNUTY Ta BeCTU 3a coboto iHWKMX Ntoaen Towo» (Magka Ta Moxuno, 2018).

3anopykoto ycnixy B poboTi neparora 6yna i € 3gaTHICTb [0 CAMOPO3BUTKY,
CaMOBUXOBaHHS, HAAABHICTb Yy HbOTr0 TakKUx neparoriyHux spibHocTen, AK
KOMYHIKaTUBHICTb (3[aTHICTb CMiNIKyBaTUCS, MOAAHICTb, 4OOPO3MYNMBICTB), COLia/IbHO-
nepuenTuBHI 3[i6HOCTI (eMnaTis, NnegaroriyHa iHTYILiA, MPOHUKNBICTB), AVHAMI3M
ocobucTocTi (3[iBHICTb 10 BO/IbOBOr0 BMMBY I JIOFIYHOIO NEPEKOHAHHS), eMOLLiiHa
cTabinbHicTb (3AaTHICTb BOSIOAITM COGOIO), ONTUMICTUYUHE MPOrHO3yBaHHA (Miaxig,
[0 CTy[leHTa 3 NO3UTUBHOK, ONTUMICTUYHOO rinoTe30t0). Takuil negaror ctaHe
aBTOPUTETOM [OJ19 CTYAEHTCbKOI MOSIogi, 3yMie cchopMyBaTH CTanum iHTepec i noTpeby
[10 Ni3HaHHS, BUBYEHHS Ta BMiHHS OLIHUTY NpUpoy AyXOBHOro 6araTcTBa MUCTELTBA
TeaTpy, 30KpeMa HalioHanbHOI YKpalHCbKOI cnafwmHu, 6e3 sKMx HEMOXJITMBUN
NMOBHOLIHHWUI TBOPYMIA PO3BUTOK ManbyTHIX aKkTOpPIB i peXxucepiB y CTiHAX BULLOroO
HaBYaJIbHOro 3aknagy.

CnocTepexeHHs 3a CTyAeHTaMM NepLUMX KYPCiB akTOPCbKOT Ta peXxmncepcbkor
cneujianbHOCTEN HanyacTilWe CBifyaTh, WO B OCTaHHIX HeoCTaTHbO cdhopMoBaHUi
piBEHb €CTETUYHOrO CMPUNMaHHS, He BUPOONIeHi HABUYKM €CTETUYHOTO OLLIHIOBaHHS,
He HaKoMMYeHU HeoOXifHUM 3anac 3HaHb NPO TeaTpasibHe MUCTELTBO, LLLO YTPYAHIOE
npouec ix 0cobUCTOro eCTeTUYHOr0 PO3BUTKY.

LlinecnpsasMoBaHe HaKOMUYEHHSA eCTETUYHUX i XY[0XHIX BpaxeHb € 6a3oto ans
3[IMICHEHHS TIET UM iHLWIOT HOpMaTUBHOT KNacudikauii. Ane CTyQeHT-NepLIOKYPCHUK MOXe
crnpuimMaTu WeneBpu MUcTeLTBa Ta He 3p03yMiTH, He BifuyTu ix. Insa chopMyBaHHS
PO3BMHYTOro eCTETUYHOIO CMaKy CTOCOBHO MUCTeL TBA Haf3BMYaNHO BaXJ/IMBO
npobymaxyBaTu 1 po3BUBATU eMOLLiT Ta NOYYTTA NPY CNPUIUMaHHI Xy0XHbOro TBOPY,
dikcyBaTH yBary Ha MexaHiaMi CTBOPEHHS Xy40XHbOro o6pasy, To6To Ha BiANOBIAHOCTI
3aco06iB BMPA3HOCTI KOMMNO3MLiIMHOMY PilleHHI0, 3MICTOBI BiANOBIAHOCTI acowjiaLii,
MeTadoop, pUTMiYHOCTI. O6'EKTUBHICTb €CTETUYHOI OLIHKN MUCTELbKOT TBOPYOCTI
BEJIMKOIO MiIPOIO 3aN1eXUTb BiJ AIKOCTi CMaKy 0coBMUCTOCTI, LLiHHICHMX YCTaHOBOK.

dopMyBaHHA €CTETUYHOT KYNbTypu Ta Tl pO3BUTOK MOB'A3aHi 3 BIACHUM CTaB/IEHHAM
CTYAEHTIB 1O XYL,0XHiX LiIHHOCTEN, pO3BUHEHUM NMpParHeHHAM NPUIYYUTUCS 0 HUX.
Ane cam haKT «CrnoXuBaHHs», Hanpuknag 6axaHHs NepLIOKYPCHUKIB NOAUBUTUCS

[oH4eHKo, H., SalleBa, |. [leski acnekTu ECTETUHHOIO BUXOBAHHS MabyTHIX
aKTOPIB | pexxmcepiB 3acobamu TeaTpanbHOro MUCTELTBa (A0 NUTaHHA
CTaHOBNEHHS HaLioHaNbHOI eniTi)
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BEJINKY KiNIbKIiCTb BUCTAB Y Pi3HMX TeaTpax, e He rapaHTye echeKTUBHOCTI PO3BUTKY
ECTETUYHOI KYJIbTYPU CTYLEHTIB, OCKiNIbKM MatoTb ByTv chOpMOBaHi HaBUYKU TBOPYOTO
CNPUAMaHHS, KpUTUYHOIO OLLiHFOBaHHS, eMnaTii, pedonekcii, HaKonUYeHUn HeobXigHWUIA
3arnac 3HaHb MpPo MUCTELTBO.

JOMiHaAHTOI CTYOEeHTCbKOT XUTTERIANBHOCTI € Ni3HaBasibHa NoTpeba, B AKiN
CKOHLIEHTPOBAHO CeHc nepebyBaHHs CTYAEHTIB y CTiHAX BULLOrO HABYAsIbHOIO 3akagy.
MpoTe ofHy 3 NPOBIQHMX POJIEN Cepeq YCiX AyXOBHUX NOTPed 3aiMae XyL0XHs, Lo 3a
XapaKTepoM € iIHTErpytoYoro Ta BUABNSIETbCS B Mi3HaHHI, CMiNKYBaHHI, LUYKaHHi CeHcy
XNTTA. OTXe, BOHa CUHTE3YE iHTeNeKTyasnbHi, BONbOBI, eMoLinHi npouecy. fi sanoBoneHHs
noB'si3aHe Hacammnepep i3 NigroToBKOK CTYAEHTa 40 coLiaNbHO-KYNbTYPHOI dOyHKLT,
AIKY Ma€ BUKOHYBaTU iHTeNIreHLis.

Y cTiHax BULLLOIrO HaBYabHOO 3aKady AOLiNbHO 34iMCHIOBATU PO3BUTOK XYL0XHIX
notpeb CTyLeHTIB KOMMIEKCHO, caMe TOMY HeobXigHO BUAINMTY HanpsiMun poboTu
3 eCTeTMYHOro BUXOBaHHS 3acobamu niTepaTypu, 06pa3soTBOPYOro, My3UYHOrO,
KiHOMUCTeLTBa, MUCTELTBA TeaTpy.

3po3yMmino, Lo BCi BUAM MUCTELTBA MalOTb HA43BMYANHO NMOTYXHY CUITY BNIMBY Ha
BMXOBAaHHS eCTETUYHOT KYJIbTYpU CTYLEHTIB, MPOTe 0COBNMBY POJib Y LIUX XYLOXHbO-
eCTeTUYHMX NpoLiecax Bifirpae TeaTp. HaliBULLMM TBOPYMM 3aBLaHHAM TeaTpasibHOro
mMucTeuTBa K. CTaHicNnaBCbKUiA BBaXaB BMiHHS «...BMMBaTU 6e3MnocepeiHbo Ha XUBUIA
JyX risigaya opraHiyHo CTBOPEHNUM XUBUM XUTTSAM NIOACLKOro ayxy» (1983, c.6).

Mpouec nisHaHHA TeaTpanbHOro MUCTELTBA PO3rnafatTb 3 ABOX DOKIB:
BeanocepefHE CNpUAMaHHS CMeKTaK/Iio Ta Moro oLiHKa. Y uux npoLecax Baxanee
3HAYeHHS1 Ma€ PO3BUHYTICTb MOYYTTEBOrO MUCTEHHS. [1CMXONOFiYHY OCHOBY €CTETUYHOIO
CMpUAMaHHA 1 eCTETUYHOI OLLIHKM OIACHOCTI M MUCTeLTBa Ta NoTpe6o-MoTuBaLiiHoOT
cchepun ocobucToCTi cknagaroTb YYTTEBO-0BpPa3HUIM | NOHATINHO-NOTIYHUI PiBHI
MWCIIEHHST; NMCMXOOTIYHOK OCHOBO ECTETUYHOT AiiNIbHOCTI € HAOYHO-IVIOBE MUCTIEHHSI.

P03BUTOK 4yTTEBO-06pPa3HOro Ta NOHATINHO-JIOTIYHOO MUCIIEHHS 3acobamum
TeaTpasbHOr0 MUCTELTBA € HAWBaX/NBILLMM HACMiLKOM eCTETUYHOIO BUXOBAHHS 1
BOZHOYAC NepenyMOBOH AJ1si Mepexony Ha BULLMIA piBEHb 3arafibHOro eCTETUYHOINO
po3BUTKY 0cobu. Mpu 4bOMy ecTETUYHE BUXOBAHHSA CTUMYIIIOE LiANIbHICTb
iHTenekTyanbHol cdepy CTYAEHTIB, HAOYHO-iNOBE MUCIIEHHS.

Ona manbyTHiX MUTLIB KOHYe BaX/MBO Nif BNAMBOM TeaTpy ccpopmMmyBaTu
ryMaHiCTUYHI MopanbHi Ta ,u,yXOBHi LiHHOCTI; BUOynyBaTu iepapxiyHy cucTemy
€CTETUYHUX LiIHHOCTEN; BMiTU Bifpi3HUTU iCTUHHE MUCTELTBO, B SIKOMY ,D,OMIHye
€QHICTb 3arajibHO-JIIOACHKUX | XYLOXHbO-€CTETUYHUX LiHHOCTEN, Big npoayKuil
MacoBOT KyNbTYpM.

PesynbTaT no4yyTTEBOro, 06pasHOro nisHaHHA AiACHOCTI, AKUIN 3aKpinJeHnn
pexmncepoM y BUCOKOXYLOXHbOMY CLLEHIYHOMY TBOPI, K HanpuKnag, wenespu
yKpalHCbKOro TeaTpy MUHynoro abo cy4yacHi BUCTaBU-MNOAII, € 4SS CTYAEHTIB BAX/IMBUM
UMHHUKOM Mi3HAHHSA XUTTSA. Tofi BOCBIA NO3UTUBHUX CLLEHIYHUX repoiB, 30KpeMa
HaLiOHaNbHUX, AKUIA CTYOEHT «MepensiaBioe» y CBOTX po3ayMax, ECTETUYHUX Yy TTAX,
CTaHe Moro HoBMM [0CBiAOM, cchopMYe HOBI MOYyTTA. BignoBigHO [0 BlacHoro
MOpasibHOro M eCTETUYHOIO igeany ManbyTHIN MuTelb Byaye B3aEMOBILHOCKMHU
3 6NM3bKUMK, 3i CTYAEHTCbKUM CepeoBULLEM, 3 HABKOJIMLLHIM CBITOM. OTXe, pO3BUTKOBI
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XY[0XHbO-€CTETUYHUX Ta MOpaJIbHO-AYXOBHUX OPIEHTUPIB CTYLEHTCbKOT MONOA
B MpOLeCi BUBYEHHS TeaTpasibHOro MUCTELTBA CNPUATUME PO3YMiHHS MOro Npupoau,
36arayeHnin eCTETUYHUIA [OCBIA, HABUYKM CMIPUIMAaHHSA Ta OLiHIOBaHHSI.

MucTeytBo TeaTpy bOpMye KOHKPETHUN BUL rasfada. MoHAaTTa «nybnika»
BUKOPUCTOBYETbCA K CUHOHIM [10 CJIOBa «ayAuTopis». AyauTopis MAUCTELTBA, Ha
OYMKY COL|iosIoriB, — opraHisoBaHa cnisibHOTa NF0AeR, coLianbHO Ta XyA40XHbO BUPaXeHa
3a CBOIMU AKOCTAMMU, siKa XapaKTepmn3yeTbCs CTINKOK Xy[,0XHbO NoTpeboto Ta
XY[I0OXHbO [isiNIbHICTIO (CMOXMBAHHS, CMIBTBOPYICTb | TBOPYICTb), 3a5y4eHIiCTIO 10
XY[OXHbOT KYNbTYpW, coliafibHOro Ta KyJbTypHoro cepegosuila (Cemauiko, 1985,
€.122-123). BuxoBaHHs ayauTopii MACTeLTBa — OfHe i3 3aBAaHb Y NPOLEeci PO3BUTKY
€CTETUYHOI KYNbTypy MabyTHiX akTOPIB i pexucepis.

TeaTp € Xy40XHbO CTBOPEHO «APYrOH0 [INCHICTIO». YMIHHS CrpUiiMaTy 1 OLiHIOBaTK
T — ue Tex MUCTeyTBO, BUNTUCA sikoro Tpeba nifg Yac KoxHoi BucTasu. Mpouec
OCSITHEHHS! 11 OLLIHKOBAHHS LiIHHOCTeW TeaTpasibHOro TBOPY NOCUIIOE B CTYAEHTIB NOTPedy
B cCamMoaHanisi, LLlo CTa€ NoLITOBXOM [0 AYXOBHO-ECTETUYHOIO CAMOBOCKOHANEHHS.

BHyTpiLLHS cniByYacTb NsaviB y akTOPCbKIiM CLEHIYHIN Aii nependadae 30y0KeHHN
TXHbOT YSIBM, CAMOCTINHOT BHYTPILLHbOT TBOPYOCTI B KOXHOIO 3 IMs4a4iB i CTa€ roNoBHUM
3aKOHOM TeaTpy. [Mafay NpoekTye couliallbHO-iICTOPUYHUIA OOCBIL, BMILLLEHUN
Yy XYOO0XHbOMY TBOPI, Ha CBill — iHOMBIAYa/lbHUIA. YHACNiAOK LbOro BUHUKAE MOro
ocobucTe cTaBfIeHHS [0 AINCHOCTI B iT MOYYTTEBUX OLjiHKAX.

EcTeTuyHe cnpuinMaHHs xapakTepu3yeTbCsi PO3BUHEHICTHO acouialii. AcoLiaTUBHICTb
0COBMCTOCTI 3aNeXUTb Bif PiSBHOMaHITHUX daKTOpPiB: PO3BUHEHOCTI YSBM,
iHTeNeKTyanbHOro PiBHSA, OCBIYEHOCTI, 3aranbHOT KynbTypw, ceiTornsagy. Yum GinbLue
PO3BUHeHiI Ui hakTopw, TUM BinbLua KiSIbKiCTb acoLjiauivi npaLtoe BoAHOYAC 3 eCTETUYHUM
CNPpUIMaHHAM, XapakTepuayroumn fyxoBHe 6araTCcTBO Ta CTYMiHb eCTETUYHOT HAacoNoaM
ocobucTocTi nif yac 3ycTpivi 3 mucteuTBoM (LLnkyHoBa, 1986, ¢.96).

3asHaummo, wo Jlecb Kypbac y6ayaB «LiHHICTb CL,eHiYHOro 06pasy BUKJIFOYHO
B IHTEHCUBHOCTI €MOLINHOrO CNpMIUMaHHS Moro rnsigadeM, y 6aratcTBi BUKJIMKAHUX
obpasom, cLeHoo, BUCTaBO acouiaLlii. Yepes acouiauii no cyTi obpasy — Takui
LLASIX CNpUMMaHHA BUCTaBU rnsgavem» (BepxoBelbkuid, 1969, ¢.312). Msaad Tifibku
TO[i € CNiBTBOPLLEM BMCTaBM, KONW BiH CUAUTb «BifipBaBLUMCS CMIMHO Bif Kpicnay,
KOJIM aKTUBHO NpaLiotoTb MOro ysBa, haHTasis, siKi ,OManboBYOTb Te, LLLO Ha CLEeHi
He0MOBJIEHO, HeflodisiHO (BepxoBeubkuit, 1969, ¢.311).

TeaTp cbopmye ayauTopito Ta dopMyeTbes Nif T BIJIMBOM. Y LibOMY MpOLIECi aKTOp
BUCTYMNae K aKTUBHUIN XY[OXHUK, a Fafay — peLunieHT — Ak cnocTepiray.

OTXe, CLIeHIYHe MUCTELTBO Ma€e KosiocasbHi MOXIMBOCTI BMJIMBY Ha NCUXIKY rnsagaya
" 0[lHOYaCHO BUKOHY€e Yumano oyHKLiN. TeaTp-LUKoNa B NpoLeci BIUIMBY Ha MsifaLbKy
ayguTopito 36aravye i HOBUMU 3HAHHSIMU 1 eCTEeTUYHUM [,0CBIAOM, OPMYE Ta
pO3BUBAE CBITOMSIAHI OPIEHTUPK, XY[0XHI NOTPebuU, NnepeKoHaHHs, igeanu, 3o0Kkpema
HaLioHalIbHUI iflean; BUXOBYe MOPaJsibHO-eTUYHE CTaBMIEHHS [0 BAaCHOI 0COBUCTOCTI,
[0 iHLIMX Ntoel, [0 HABKOJIMLLHBbOIO CepefioBULLLA; FOTYE 10 hiNocopCbKOro OCArHeHHs
cBiTy. TeaTp-BUAOBNULLE B NPOLIECI BMANBY Ha Ms4ayiB BiATOYYE MOYYTTA JIOOUHMY,
YO,0CKOHaNEe CMaKoBi NepeBaru; po3snBae noTpebu Ta 34i6HOCTI 40 TBOPYOro
XapakTepy BisnbHocTi. TeaTp-cBATO 36arayye peasbHe XUTTSA NOYYTTAM eCTETUYHOI
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Haconogu. TeaTp-po3Bara cnpusie 36epexeHHI0 Ta BiJLHOBJIEHHIO MCUXIYHOI piBHOBaru.
Yci 3a3HayveHi dyHKUiT 06'eHY€E eaMHa cyTHiCHa — doyHKLis colianisaLii o0cobncTocTi.

3 ornagy Ha ue po3BUTOK €CTETUYHOT KYNIbTYpU 0COBUCTOCTi YMOXJIMBIIOETLCS
CUHTETUYHOIO MPUPOLOH0 Ta NONicPYHKLIOHANbHUM BMJIMBOM TeaTpasibHOro MUCTELITBA.
Meparoru, KypaTopu CTYLEHTCbKUX Py, AKi BiANoBifanbHO CTaBASATLCS 00 PO3BUTKY
€CTETMYHOI KyNIbTYPY MOJIOf, YiTKO YCBIAOMJIIOOTh BaXMBICTb 6e3nepepBHOCTI LibOro
LjinecnpsiMoOBaHOro 1 NocTynoBoro npotecy. O4eBMAHO, L0 63 PO3BUTKY €CTETUYHOI
KyNbTypy HEMOXJIMBO BUXOBATU XYL OXHHIO €Ty KpaiHu.

CTBOpEHHS cCnpuATANBOI TBOPYOT aTMocdepy, MEBHOIO KYSIbTYPHO-MUCTELbKOI0o
cepefoBMLLA B CTiHax BULY (Be3nocepeHbO ChifIKyBaHHS 3 CYYaCHOK MUCTELIbKOO
eniTol) Mae NOTYXHWUI BNJIMB Ha (DOPMYBaHHS Ta PO3BUTOK 0COBUCTOCTI CTYAEHTIB.
IcHye 6araTto popM BUXOBaHHSI €CTETUYHOT KyNibTypu 3acobamu TeaTpasibHOro
MUCTeLTBA: CTBOPEHHS TEMATUYHUX BUCTABOK, CTEHAIB, IHTEPHET-CTOPIHKK, Ha AKil
BUCBIT/IIOETLCA KYJIbTYPHO-MUCTELbKE XUTTSA Ta AiNbHICTb CTYAEHTCHKOT MOJIOA;
nifroToBKa TeaTpasibHUX EKCKYPCIl CulaMu CTYLEHTIB; KOJNIOKBIYyMU 3 NMUTaHb TeaTpy;
nepernapg v 06roBopeHHs AUMNIOMHUX BUCTaB Tow,o. OcobnmBo fieBoto hopMoto,
OCHOBa fIKOI — MeTo/, BflaCHOro npuknagy, € TBopyi aycTpivi. CtygeHTn KHYKIM i3
BJITACHOr0 [OCBIiZly MepeKoHanucsl B TOMY, SKU BaroMui BMnB K CTUMYJ 0COBUCTOro
npodecinHoro po3BMTKY Manu TBOpYi 3ycTpidi 3 BiJOMUM aKTOPOM i pexucepom
A. CeiTabnaeBum, XyAoXHIM KepiBHUKOM KuiBCbKOro akagemiyHoro Monogoro teatpy
A. binoycom, TeaTpo3sHaBLeM O. Beprenicom, XyAo0XHiM KepiBHUKOM XepCOHCbKOro
o6nacHoro Mysn4Ho-gpamaTUyHOro tTeatpy iMmeHi Mukonu Kyniwa, pexuncepom
C. MaBntokoMm, NONYNSAPHUMU aKTOpaMu TeaTpy 1 KiHO, cepef, IKMX HapoaHi apTUCTu
Ykpainu — C. boknaH, b. BeHtoK, Ta iHLWUMU MUTLSIMMU.

Y npoueci ecTeTUYHOro BUXOBAHHS, Ha Hall NOrnsg, HaA3BMYaHO BaXXJIMBUMMU
€ i ocobucTa iHiLiaTUBa CTYAEHTIB, iX TBOpYA aKTUBHICTb B OpraHisal,ii Ta npoBefeHHi
Takux 3ycTpiyen. Konm Becb CTYQEHTCbKMI Kypc abo Aekifibka KypciB, y4aCHUKIB TaKoro
3axofy, LLEMOHCTPYOTh MOBHY FOTOBHICTb A0 Aiasory i3 3anpoleHnM MUTLEM, caMi
iHILIFOIOTb MPOBeEeHHST MancTep-KJlacy, TBOPYOI AUCKYCIi Ha aKkTyanbHy TeMy — Lie
CBifYUEHHA 3pOCTaHHA X iIHTepecy 4o npodecii, PO3BMHYTOCTI XYA0XHbOI NOTpedu,
HaABHOCTI NEBHOMO PiBHSA eCTeTUYHOI KynbTypu. IMig yac niaroToBku 3ycTpivi
3 TaNaHOBUTUM MUTLIEM, TBOPYICTb IKOrO MOXE BMANBATU Ha CBiJOMICTb, OpMyBaTH
NeBHi CBITONALHI OPIEHTUPK, eCTETUYHI iLeany ayamTopii, CTYAEHTH 0Xo4e NPOosIBASIOTb
CBIll MOTEeHLian 3HaHb 3 PO3YMIiHHS NMPUPOAN MUCTeLTBa TeaTpy (KiHO), HABUYKU
XYA0XHbO-eCTETUYHOIO aHani3y, NnepefMBsAYMCh BUCTABM Ha TeaTpanbHOMY KOHY abo
B 3anucy, KiHopoGoTH (SKLLLO Taki €) Ta BifOMparoum HalKkpalle, (opMyHUM KOJIO MUTaHb,
npo6nem, siki xoTinocsi 6 06roeopuTy. MpKn LLbOMY caM NPOLLEC OYiKyBaHHS 3yCTpIYi —
nposiB regoHICTUYHOI OyHKLiT M1cTelTBa. CBOIM CTaB/IEHHSIM [10 3aNpOLLUEHOrO MUTLS
BOHU «3apsiXatoTb» IHWMUX CTYLEHTIB, 320X0UYHOUM [,O €CTETUYHOI BisiNIbHOCTI,
BMKJIMKAKOYM eCTETUYHUM iHTepec. MNpoABnA0Tb TBOPYY KPeaTMBHICTb | MPOMOHYHOTb
TaKi OpMM eCTETUYHOIO BUXOBaHHS, K «[ebloT» — HOBI iMeHa, «Tpiymd» — BUCTaBa —
XyL0XHsi nogisi, «Mpem'epu ctonuui» Towo. LlikaBoto hopmMoto BUXOBHOIO npoLiecy
€ 3yCTpiyi 3 BiJOMMMU aKTOpaMu Ta pexucepamu — BunyckHnkamm KHYKIM. OgHa
3 OCTaHHIX — 3 Xy,0XHIM KePiBHUKOM XepCOHCbKOro 06/1acHOro My3uyHo-ApaMaTUyHoro
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TeaTpy iMeHi M. Kyniwa, gocsigyeHuM MancTpom, pexucepom C. MaBnOKOM, KU
3aKiH4YMB haKynbTeT CLeHIYHOro MucTelTBa (MancTepHs npodecopa H. Mycakosoi). Mig,
yac Takoro gjanory — MiXx cTyfeHTaMu Ta BUNYCKHUKaMM — ONTUMI3YETbCA YCBIJOMIEHHS
3HaAYeHHS XYL,0XHIX TpaauLii, BaXIMBOCTI 6e3nepepBHOro TBOPYO-AyXOBHOIO 3B'A3KY
Pi3HMX NOKONiHb MUTLIB. [TO3UTUBHUI TBOPYMI AOCBIA OA€ i CNiNIKYBaHHS CTYOEHTIB
3 pOBECHUKaMMU, 5IKi i3 CTYAEHTCbKMX POKIB YCMiLUHO po3noYyanu CBil TBOPYMI LUNSIX,
" ogHUM cepef HKX € akTop €. Jlamax. MaiicTep-knac €. JTamaxa (MalcTepHsl HapoAHOro
apTucTa Ykpaiuu, npodbecopa B. HeuenopeHka), Akuit 6arato aHiMaeTbcs Ta 6epe yyacTb
y TeaTpaJibHUX NPOEKTaxX, CTaB O4HMM 3 NepLUMX TBOPYUX BUNPOBYBaHb AJ1s1 MOJIOA0ro
MUTLSI 1 0AHOYACHO AACKPaBMUM MPUKIIaAoM NpodecinHol 3aB3ATOCTI, HAaMONErNMBOCTI,
npavento6cTBa, 0coOMCTOT BigNOBifAanbHOCTI Asl CTYAEHTCbKOI ayauTopil.

fIK BiLOMO, BE/IMYE3HUI HAaBYaNIbHO-BUXOBHUM NOTEHLjian Mae [OLifIbHO OpraHisoBaHa
nosaayauTtopHa poboTa ecTeTUYHOrO cnpsiMyBaHHA. HeobxigHoO namM'aTaTty, ke
BaXJIMBe 3HAaYEHHA Mae TBOpYa LisNIbHICTb NegaroriB y uint poboTi, ix npodeciinHa
M ecTeTMYHA KOMMETEHTHICTb, KpeaTUBHICTb, NifepcbKi AKOCTi — YMiHHSA BUKSIMKATH
iHTepec y CTyAeHTiB, HaAUXHYTK L0 TBOPYOro fianory Ta B Takui cnocib akTyanisyBatu
Xy[OXH0 noTpeby Mononol ayauTopii.

EcTeTuyHe BUXoBaHHA ManbyTHIX aKTOPIB i pexuncepiB y nosaayguMTopHUI Yac —
Lie ornaHyBaHHSI MiCbKOM0 KyJIbTYPHOIo cepefoBuLla (3HauoOMCTBO 3 iCTOPUYHUMU
namM'siTkamu, eKCrno3uLisiMu iCTOPUYHKX | XYL OXHIX MYy3€iB cTONULi) nepegycim
y hopMi piBHOMaHITHUX TEMATUYHUX eKCKYPCil, Hanpuknag «KuiB TeaTpanbHU»,
3alyYyeHHs1 [0 TBOpYMX NpoekTiB MeMopianbHoro 6yamMHKy-mMy3eto Mapii 3aHbKOBELbKOT,
My3eto TeaTpasibHOro, My3M4HOro Ta KiHomucTelTBa YKpaiHu. MemopianbHuin My3ei
M. 3aHbKOBeLbKOI MPOMNOHYE TBOPYi MOMOAI He TiNlbKM MOrMMOUTY 3HAHHS NPO XUTTEBUN
| TBOPYMI LUNAX reHianbHOT akTpUCH, a 1 [ONyYMTUCA L0 YYacTi B iHCLieHI3aLifax enisogiB
i3 Biorpadpii M. 3aHbKoBeLbKOT Ta Ti BUGATHUX copaTHUKIB. Y Mysei TeaTpasibHOro,
MY3MYHOro Ta KiHOMUCTeLTBa YKpalHM CTYeHTU MaloTb MOXJ/IUBICTb 03HAVOMUTUCS
3 eKcno3suLieto 3 icTopil yKpalHCbKOro TeaTpy, NOCTINHO Ait0Y0t0 BUCTABKOK «Jlecb
Kypbac. JltoguHa, sika 6yna TeaTpom», HOBUMU TEMAaTUYHUMY BUCTABKaMU (OCTaHHSA —
«EKcLeHTpu1Ka Ta ekcripecisi. YkpaiHcbka aBaHrapHa cLeHorpadisi»), NocninkyBaTmcs i3
3IpKOBMMMU rocTsIMU NPOEKTY «IcTOpia ofHIET BUCTaBW», AKUIN NPeLCTaBAsE NlereHAapHi
NoCTaHOBKM KUIBCbKMX TeaTpiB, abo caMoMy CTaTu y4aCHUKOM HayKOBOT KOHdpepeHLiT
3 NUTaHb icTopii MUCTelTBa.

BrBUYeHHA TeaTpy sIK BUAY MUCTELTBA CNpUSE iIHTEHCUBHOMY CaMOpPO3BUTKY,
CaMOOCBITI, y YOMY CTYAEHTU B POJii peLMNieHTIB MatoTb MOX/UBICTb NepekoHaTucs
3 BJIACHOr0 JOCBiAy B No3aayguTopHuMi Yyac. Tak, 6ifblicTb cTyaeHTIiB 1—2 KypciB
aKTOPCLKOT Ta pexuncepcbKoi crewianisauii B npoLeci BUBYeHHS «lcTopil apamaTyprii,
«lcTopii 3apybBixHOro TeaTpy» 4NN BUCHOBKY NPO HEAOCTATHIW piBEHb ONaHyBaHHSA
HUMM TBOPIB KNacu4yHoi NiTepatypu. BoHu Biguynu HaranbHy noTpedy B KOHCY/bTaLil
BMKJ1ajaya 3 LibOro NuTaHHs. 3a TBOpaMu niTepatypu cTyfeHTam 6yno pekoMeHL0BaHO
nepernsiHyTH iHcLeHi3aLii abo ekpaHi3auil BifoMuUX TeaTpasbHUX | KIHOpeXucepiB.
Mepernsg 3anucy BUCTaB, iK-0T «Tes'e-TeBenb» (cueHiuHa Bepcisi . MopiHa 3a TBOpoM
M. LLlonom-AneixeMa «TeB'e-MONOYHUK», pexucep C. [aHueHko), «XKuearo» 3a poMaHOM
b. MacTepHaka «JokTop Xuearo» (pexucep 0. JloBUMOB), nereHgapHUxX ekpaHisadii
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«TiHi 3a6yTnx npenkie» 3a M. KoutobuHcbkum (pexucep C. MapagxaHoB), «BitHa i Mup»
(pexwucep C. BoHpapuyk), «<AHHa KapeHiHa» (pexucep 0. 3apxi) 3a J1. Tonctum, « Tuxmin
LoH» 3a M. LLIonoxosum (pexucep C. FfepacMMOB) Ta iHLLUXX BiOMKX TBOPIB, 3acBigunB
NO3UTUBHY OUHAMIKY PiBHSAA €CTETUYHOIO PO3BUTKY CTyAeHTCbKOI Monogi. Mpouec
XY[4,0XHbOIO CNPUNMaHHA 3a3HayeHUX TBOPIB, aHani3 nobavyeHoro peyunieHTaMu
CMpUSIB He TiNIbKM BiAKPUTTIO iIMEH TaNlaHOBUTUX MUTLIB, SIKi «OXUBWUIN» NiTepaTypHi
WweneBpy, a  akTyanisauii iHTepecy B HUX 00 caMux nepwogxepern. Lle e nieBum
KPOKOM [0 HOBOIO CTYMeHsS CaMOPO3BUTKY, ECTETUYHOrO CaAMOBUXOBaHHS.

Po6oTa 3 ecTeTUYHOrO BUXOBAHHSA B Npoueci popMyBaHHSA MaibyTHbOT XY 40XHbOT
eniT — Lie MOCTINHWI fianor MiX negaroraMmu, KypaTopamu Ta CTyleHTaMu 3 LUMPOKOro
KOJla aKkTyanbHUX MUTaHb KYJbTYPONOriYHO-MUCTELbKOro CpsAMyBaHHS, aHari3
" 06roBOpeHHS TBOPIB i ABMLL, MUCTELITBA.

LLle ogHe 3 Bax/IMBUX 3aBaHb y NMpoLeci eCTETUYHOrO BUXOBAHHS — YMIiHHSA
nepekoHaTV MoJioAb Y HeraTUBHOMY BMJIMBI 3aNeXHOCTI Bif, BipTyanbHOro cBiTy
IHTEepHeTY, KOMN'HOTEPHUX PO3BaAr, B IKUX YaCcTO NPOMarytoTb MNCUMXOMOTi0 HACUIbCTBA,
XOPCTOKICTb, paCOBY HETEPMUMICTb, KYJIbT €pOTUKW, BYJIbrapHiCTb, HECMaK, PeKJlaMHi
CcTepeoTUnu, HU3bKOMPOOHY NPoAYKLito iNbMIB XaxiB, «<MUSIbHUX OMNep», MiCTUKW,
0GOMOBUKIB TOLL,O.

HaBuyanbHO-TBOPYMI NPOLLEC HA 3aHATTSAX 3 MaNCTEPHOCTI aKTOPa, PEXMCEPCHKOro
MUCTELTBA, NPOXOLXXEHHSI MPaKTUKKN Ha 6asi NpodecinHNX TeaTpasibHUX KOJIEKTUBIB,
onaHyBaHHSs 3HaHb 3 AUcUMMIIH «IcTopisA gpamaTyprii», «lcTopis 3apybiXHoro TeaTpy»
«lcTopis ykpalHCcbKoOro TeaTpy», «lcTopis pexucypu» Ta 0esKUX iHWUX NPOTAroM
1-4 KkypciB, BQiANbHICTb YCi€T NaHKN 3 BUXOBHOI pO60TU BUILLY, 30KpeMa KypaTopiB KypcCiB,
MOBUWHHI CNPUATA NO3UTUBHOMY PO3BUTKY B CTYLEHTIB IK addeKTUBHOI, TaK | KOTHITUBHOI
cchepn. Po3BuHYTICTb achekTUBHOI chepu: BUSB BaxkaHHS!, 3a40BOJNEHHS, 3aLliKaBeHHS
NpoL,ecoM CnifikyBaHHS1 3 MUCTELTBOM TeaTpy, HalaHHS nepeBar BUCOKOXYLOXHIM
TBOPaM, MEBHUI CTYMiHb EMOLINHOIO BiAryKy, KOrHiTUBHOT cchepu — BiporigHWUI piBeHb
chopMOBaHOCTI XyA0XHbO-OLIHOYHOI AisifIbHOCTI Ha OCHOBI NEBHUX KPUTEPITB Mig Yac
CrpuUAMaHHs BUCTaBM, PiBEHb MUCTELIbKUX 3HaHb — BOJIOAIHHA aHasi30M i CUHTE30M
nig 4Yac cnpunMaHHA TBOPIB TeaTpasbHOro MUCTeLTBa. 3HAaYEHHSI PO3BUTKY LIUX
cchbep KOHYe BaxnBe K AJj1si nofanbLuol NpodpecinHol fistNIbHOCTI MaWbyTHIX akTopiB
i pexucepiB, Tak i g5 HAYKOBOT fisiNIbHOCTI TUX CTYAEHTIB, XTO NPOAOBXYE HaBYaHHS
B poJii MaricTpaHTa Ha 5—6 Kypcax.

HaByanbHi gucumnniny «TBopYi MeToaM akTopcbKoro mucteyTBa XX—XXI ctonitrs»
i «Xy[[OXHSI KpUTUKa», IKi BUKIa4atoTb caMe MaricTpaHTaM 3a cnewjianbHicTio «CLeHiuHe
MUCTELTBO», € CBOEPIAHUM «JTAKMYCOM», L0 MPOSIBJIAE PiBEHb ECTETUUYHUX 3HAHD,
HaBMYOK €CTETUYHOIO CMPUIMaHHS, KPUTUYHOTO aHaniay, piBeHb PO3BUTKY XYA0XHbOI0
CMaKky, NeBHi eCTeTUYHI ifeanu, CBITOMSAAHI Ta XyQ0XHi NPiopuUTeTH, 30aTHICTb A0
€CTEeTUYHOI [iANbHOCTI, piBEHb PO3BUTKY €CTETUYHOT KYNIbTYPU Ha MpaKTULi.

MepekoHaHi, 1,0 3aBAaHHA PO3BUTKY €CTETUYHOT KYJIbTYpPU CTYLEHTIB 3acobamu
TeaTpanbHOro MUCTeLTBa Nosirae He nuuwe y GopMyBaHHiI Ta NOCTIKHOMY
BAOCKOHAJNIEHHI BMiHHSA pO3YyMIiTU 1 Big4yBaTW 3aKafeHUN y CLEeHIYHUX TBOpax
pexucepcbkui 3afyM, ane iy BilbHOMY BOJIOLiHHI eneMeHTaMu TeaTpaibHOro
MuUcTeLTBa K 3acoby BUpPaXXeHHS BJIACHOIO CTaBJIEHHA A0 ABULL, XUTTHA. OTOX,
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rosloBHa MeTa rnegfaroris, KypaTopiB KypciB y NpoLeci NigroToBku ManbyTHIX akTopiB
i pexucepiB y BULLMX HaBYaNbHUX 3aKafax — BUXOBaHHS TBOPYO aKTUBHOI 0COBUCTOCTI,
3[aTHOI CMpUMUMAaTK 1 OLiHIOBaTU eCTETUYHE B MUCTELTBI, NPUPOLi, HABKOJIULLHIN
LINCHOCTI, XMTW | TBOPUTM 3a 3aKOHaMK Kpacu, 6paTu yyacTb y po36yn0Bi HaLioHabHO-
KYNbTYpPHOT fyXOBHOCTI. Hacnigkom Takoi poboTu € odikyBaHUI pesynbTaTt — TBOpYa
iHOMBIAyanbHICTb MOI040M0 MUTLS, WO BiA3HAaYaeTbCA KYbTYPOBIAMNOBIAHICTHO
M FYMaHHICTHO i, Ha HaL nornsg, ABnsie Coboto CYTHICTb MOHATTA «XY[QOXHS eniTa».
Y nofanbLuiv NnpodecinHin gisnbHOCTI LSt MUCTELbKa MOJIOAb, [0 sikoro 6 Buay TeaTpy
abo TeaTpasibHOro HamnpsiMy He TSAXina, yneBHeHi, 3aBAsSKN cchopMOBaHil iepapxiyHii
CUCTEMI IYXOBHO-ECTETUYHUX LIHHOCTEW, yTiftoBaTMME Ti, IKi NepeyciM BianoBigaoTb
MeHTaniTeTy yKpaiHCbKOro HapoZy. TanaHoBWTa, FapMOHIMHO PO3BMHYTa Ta coLjiafibHO
3Hauylla 0cobMCTICTb 3aaTHa 36araTUTK CLUEHIYHMMY TBOPaMM — XyA0XHIMU NOAiISIMU
i BITYMBHAHWUN, | EBPONENCHKMI TeaTpasbHUIM NPOCTIp.

AHania cyyacHoT coLioKynbTYpPHOT cUTYyalil, ika BU3HAYAETbCHA CKNagHUMMU
" HEO[HO3HAYHUMM TEHLEHLIAMU, fa€ MOX/IMBICTb KOHCTATYBaTU 3pOCTaHHSA NoTpedu
LinecnpsiMoBaHOro BUXOBAHHS €CTETUYHOI KyNbTypy ManbyTHiX MUTLiIB 3acobamu
TeaTpanbHOro MUCTELTBA IK BaXJIMBOrO YMHHUKA PO3BUTKY HaLiOHaNbHOT Xy L,0XHbOT eNiTL.

Ha xanb, ynosianroe NpoLiec eCTETUYHOrO BAXOBaHHS Ma|7|6yTHix aKTopiB i pexucepis
BifICYTHICTb NOCTINHO fit040ro CTY[IeHTCbKOrO TeaTpy B CTiHax HaBYanbHOro 3akJagy,
B AKOMY 6 OeMOHCTpyBanu HavKpalli po6oTn CTYLEHTIB ANF LWMPOKOT rafaLbkol
ayguTopii. ONTuMI3aLil eCTEeTUYHOrO BUXOBaHHS TBOPYOI Monofi cnpusina 6 fisanbHICTb
«MucTeubKoT BiTanbHi», B SIKi CTYAEHTU Maniu MOXJ/IUBICTb BiflbHO NPOSIBASITY Ta
BTiNtOBaTU CBOI KpeaTuBHI ifel, Hanpuknag 6yTv aBTopaMu CLieHapiiB TBOPUNX BeYOpiB
i 6paTy yyacTb B iX opraHisaLiii, onaHoByBaTW poJii Befy4mnx, 3HaNOMUTU ayanTopIto i3
CaMOCTIHUMU eKCrepUMeHTanbHMMM poboTamu, 3anpoLuyBaTi MOJIOAUX ApaMaTypris
HOBOIO MOKOJIiHHSA, CTyAeHTiB KMIBCbKOro HaLioHaNnbHOro YHiBEPCUTETY TeaTpy, KiHO
i TenebaveHHs iM. |. KapneHka-Kaporo ans npoBefeHHs «<KpyriMx CTONiB», peanisauil
TBOPUUX NPOEKTIB TOLLO.

HaykoBa HoBM3Ha po60TU Nonsirae B TOMY, L0 [OCHIAXEHO NMUTAHHSA NiAroTOBKU
YKpaiHCbKOT eniTu came 3 NpefCcTaBHUKIB XYL0XHbOT iHTenireHuil, ska 6eanocepegHbo
nnekae ifer HalioHanbHO-KYNbTYPHOI AYXOBHOCTI 3acobamMu TeaTpasibHOro MUcTeLTBa
Ta 3apasoM popMye HaLioHanbHUI igearn.

BucHoBKu

OTXe, TEOPETUYHUI 3MICT ECTETUYHOIO BUXOBaHHSA 3acobaMu TeaTpanbHOro
MUCTeLTBA — Lie CMHTE3 3HaHb 3 TeaTPO3HABCTBA, ECTETUKMU, iCTOPIT CBITOBOT
M yKpaTHCbKOT KyNbTYpM, icTopii 3apybixHOT Ta BiTUN3HSAHOT gpamaTyprii. MpakTu4Huii
3MicT — 36arayeHHs Ta BAOCKOHaJIEHHA eCTETUYHOMO [OCBIAY, KpeaTUBHUX 3aibHOCTeN,
BMiHb Y NpoLieci BUBYEHHSI TeaTpasibHOro MucTeLTBa. BaxiMBoro saHayeHHsa ans
noganbLiol NnpodhecinHol fisnbHOCTI HabyBae AKICTb PO3BUHYTOCTI B CTYAEHTIB AK
acheKTUBHOIT, TaK i KOFHITUBHOI cdhepu.

MeTonuvKa Ta TEXHOMOFist ECTETUYHOIO BUXOBAHHSA CTYAEHTIB — Lie creyianbHo
opraHisoBaHWi, LinecnpssMoBaHWI, iHHOBaLiHMIA npouec ddoOpMyBaHHA Ta
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CTUMYJIOBaHHSA eCTETUKO-Mi3HaBasNbHOT 4isNIbHOCTI CTYAEeHTIB. CTYMiHb NiAroTOBNEHOCTI
BMKJ/1afadiB, KypaTopiB CTYAEHTCbKUX IPyn L0 BUXOBHOIO NPOLIEeCY MaibyTHiX akTopiB
i pexucepiB 3aco6amMu TeaTpasbHOro MUCTELTBA BM/IMBAE Ha PiBEHb ECTETUYHOT
KyNbTypu TBOpYOi Monofi. OfiHa 3 yMOB [OCSAITHEHHS HAWONMTUMASILHILLOrO pesynbTaTy
B LilbOMY BUXOBHOMY MpoLeci — efiTapHicTb ocobucTocTi negarora. MocnigoBHUM,
NMOCTYMNOBUI, LinecnpsAMOBaHUN eCTETUYHUN PO3BUTOK CTYLEHTIB 3acobamu
TeaTpasibHOro MUCTELTBA — Lie OfMH 3 Ai€eBUX NPUAOMIB (hOpMYyBaHHS XYL,0XHbOT
eniTi 311 yHKLiE AYXOBHOIO BiApOOXEHHS.

MpoBefeHe [OCTiLXEHHS HE BUYEPIYE BCiX acneKTiB 3a3HauyeHol TeMy, a nepepdavae
NMPOL,0BXEHHS HAYKOBO-MOLLYKOBOT pO60TH 3 MUTaHb BUBYEHHS 1 Y OCKOHANEHHS
BCIET CTPYKTYpY CUCTEMM ECTETUYHOIO BUXOBAHHS, 30KpeMa 3acobamu TeaTpanbHOro
MUCTELTBA, Y BULLMX HAaBYaNIbHUX 3aK/afax 3 MiAroToBKU CTYeHTIB aKTOPCbKOI Ta
pexucepcbKoT crewiasibHOCTI.
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AHHoTayus

Lienbto uccnegoBaHus — SABNSETCSA M3YYeHNEe HEKOTOPbIX aCMeKTOB 3CTETUYECKOro BOCMUTAHMUSA
XY[,0XKECTBEHHON UHTENNUIEHLIMU, B YaCTHOCTU aKTEPOB U PEXMCCEPOB ApamMaTUYECcKOro TeaTpa,
B BbICLUMX Y4YeOHbIX 3aBEAEHUSAX CPEeLCTBAMM TeaTPasibHOro UCKYCCTBA Kak ByayLuei HauMoHanbHOMI
anuTbl. MeTogonorus uccnefaoBaHusa onpenensieT UCNosib30BaHUE UCKYCCTBOBEAYECKOIO,
YHKLMOHANBHOIO, aHAaNMTUYEeCKOro, CUCTEMHOIO METOLOB AJ1 aHaNM3a HEKOTOPbIX
acrneKTOB 9CTETUYECKOr0 BOCMUTaHNUA BYAYLLMX CNELMANNCTOB XYL,0XECTBEHHOMO TBOpYeCcTBa
cpefcTBaMu TeaTpa Kak O4HOro M3 BULOB UCKyccTBa. HayyHasa HOBM3Ha 3aK/Il04aeTCsi B TOM,
YTO paccMaTpuUBaETCst BOMPOC NOLFOTOBKM YKPAUHCKOW 3/IMTbl UMEHHO U3 NpeacTaBUTenen
XY[,0XKECTBEHHOW UHTENNUIEHLMM, KOTOpasa HeMocpeaCcTBEHHO BOMJIOLLAET UAEH HaLMOHASbHO-
KYNbTYPHOM LYXOBHOCTU cpefcTBaMu TeaTpasbHOIo UCKYCCTBa M BMeCTe ¢ TeM chopmupyet
HaLMOoHanbHbIN ugean. BoiBogbl. B pe3ynbraTe 0CYL,ECTBAEHHOMO UCCNIE[0BaHNS MOXHO caenaTtb
BbIBOJ, YTO METOLMKA U TEXHOOMUSI 3CTETUYECKOrO BOCNUTAHUS CTYAEHTOB — 3TO CreuuanbHO
OpraHM30BaHHbIW, LieneHanpaBieHHbIN, MHHOBALMOHHBIW NPOLLECC OpraHnsaLMm 1 CTUMYSIMPOBaHUS
3CTETUKO-NO3HaBaTENbHOW AesTeNIbHOCTU CTYLeHTOB. OQHUM U3 YCNOBUI [OCTUXEHUA Hanbonee
ONTMUMasbHOro pe3dysbTaTta B fLlaHHOM BOCMUTAaTeNIbHOM MpoLecce ABNAETCA 3/IMTapHOCTb
nuyHocTK negarora. CTeneHb NOArOTOBIEHHOCTH NefaroroB, KypaTopoB CTYAEeHYECKUX rpynn
K BOCMUTaTesSIbHOMY npoLeccy OyayLinx akTepoB U PeXMUCCepPoB cpeacTBaMu TeaTpanbHOro
WCKYCCTBA BIIMSIET Ha YPOBEHb 3CTETUYECKOW KYNbTYpbl TBOPYECKOMN MosoAexu. MocnegoBaTensHOE,
nocTynaTenbHOE, LiefieHanpaB/ieHHOE 3CTETUYECKOE Pa3BUTUE CTYLEHTOB CPeACTBAMMU TeaTpasibHOro
MCKYCCTBA — 3TO OJHO U3 AEACTBEHHbIX CNOCO60B (DOPMUPOBAHUS XYLOXKECTBEHHON UHTENIUTEHLLMN
Kak OynyLuei yKpauHCKOW anuThl ¢ ee OyHKLMEN [yXOBHOMO BO3POXAEHHUS.

KniouyeBble cnoBa: acTeTUYeCKOe BOCNUTAHUE; TeéaTpajllbHOE€ UCKYCCTBO,; 3JINTAPHOCTD,
Xy[ooXeCTBeHHasaA annTa
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Abstract

The aim of the article is to highlight some aspects of the aesthetic education of the artistic
intelligentsia, in particular actors and directors of the drama theater, in higher educational institutions
as means of theatrical art as the future national elite. The research methodology is based on
the application of art-study, functional, analytical, systemic methods for the analysis of some
aspects of aesthetic education of future specialists of artistic creation by the means of the theater
as one of the types of art. The scientific novelty of the work is to study the issue of preparing
the Ukrainian elite from the representatives of the artistic intelligentsia, which directly nurtures
the idea of national-cultural spirituality through means of theatrical art and, at the same time, forms
the national ideal. Conclusions. As a result of the study we can conclude that the methodology and
technology of aesthetic education students - a specially organized, purposeful, innovative process
of formation and stimulation of aesthetic and cognitive activity. One of the conditions for achieving
the most optimal result in this educational process is the elitism of the teacher's personality.
The degree of teachers' readiness, curators of student groups to the educational process of future
actors and directors by means of theatrical art influences the level of aesthetic culture of creative
youth. The consistent, gradual, purposeful aesthetic development of students by means of theatrical
art is one of the effective methods of forming the artistic intelligentsia as future Ukrainian elite with
its function of spiritual revival.
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