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KuiBchkuil HALIOHABHUN YHIBEPCUTET KYJIBTYPHU I MUCTCLTB
BicHuk KuiBcbKOro HanioHaJbHOTro YHiBepcuTeTy KYJbTYPH i MHCTENTB.
Cepis: Cueniune MHCTEITBO
Hayxosuii xypHan

«Bicauk KuiBchKoro HarioHanbHOTo yHiBepcUTETY KyabTypH i MucTenTB. Cepis: CreHIuHe MUCTELTBOY € BAYKIMBUM MDKHAPOIHHM
(bopymoM, Ha CTOPiHKAX AKOro 06rOBOPIOIOTH MUTAHHS HAYKH Ta NPAKTHKM BCIiX BUJIIB CIEHIYHOrO MUCTENTBa. TyT MOXKYTh BUCYBAaTHCS
i mijiIaBaTyCs AUCKYCil TiOTe3H K HayKOBO-TEOPETHYHOTIO, TAK i TBOPUYO-TIEAArOTivHOTO XapakTepy. Takuii migXia cBixuuTh, IO icTopis
CIICHIYHOTO MUCTEIITBA MA€ CydacHe 3HAYCHHS, 1110 MHCTELTBO3HABYMM JIOCIII/UKCHHSIM MOTPiOHA METOMOIIOTIS, a TeaTpasIbHIi KPHUTHII
Ta nearoriui — indopMariiiiue mose 1is IUCKyCiil.

V sxypHai omy61ikOBaHO MaTepiay 3 MUTaHb TEOPil, ICTOPIi i NPAKTUKU CBITOBOTO Ta yKPATHCHKOTO CIIEHIYHOIO MUCTEITBA.

Pexomenoosaro 0o opyky Buernoro padoro Kuiecbkoeo HayioHanibHo2o yHigepcumenty Kyibmypu i Mucmeyme
(npomoxon Ne 5 6io 13.10.2021 p.)

Bixnosizto 10 Hakasy MinicrepeTBa ocBiTH i Hayku Yipainu Ne 420 Bix 15.04.2021
HayKOBHIl JKypHaIl BKJIIOUeHO J10 kKateropii «b» Ileperniky HaykoBHX (haXxoBHX BHIaHb YKpaiHu,
B SIKMX MOXYTb IyOJIIKYBaTUCS Pe3y/IbTaTH AUCEPTALIHHUX POOIT Ha 3100y TTs HAYKOBHUX CTYIICHIB JIOKTOpa
i KaHAUaTa HayK y rany3i 3HaHb « MHCTEITBO3HABCTBOY 3i crieriianbHoCTi 026 «ClieHigHe MUCTEI[TBO»

Tos0BHMIi perakTop

Kamep H0006a-P — KaHJMIaT MHCTEHTBO3HABCTRA, JoueHT (KNiBChKHMil HAIliOHANLHMIT YHIBEPCUTET KyNbTYPH | MUCTELTB, YKpaiHa).

Binnoeinaabuuii cexperap
Temana Coszupa — kauuaar MuctenrBosnascTa (KHiBchkHil HallioHaIbHMIT yHIBEPCHTET KyIbTypH i MHCTENTB, YkpaiHa).

Ynenn penakuiiinoi koserii
Oxcana I'apauxoscvka — noxtop dinonoriunmnx Hayk, npopecop (Kuicrkuii HanionanbHuit yHiBepPCHTET KyJIBTYpH i MUCTENTB, Ykpaina); Onena I'onuaposa —
JIOKTOP KyJIETYPOJIOTii, npo@ecop (KuTBcLKnﬁ HalliOHaTbHHIT yHiBepcuTeT Ky/bTypH i MUCTeNTB, Ykpaina); Temana I'ymeniox — JIOKTOD hinocoderkmx Hayk,
npotbecop (KuiBchKHii HalliOHATBHII yHIBEPCHTET KyJIBTYPH i MUCTeLTB, YKpaina); Poyman Muux — 10KTop XabinitoBaHnit l‘yMaHlTapHI/IX HayK (BapLLIaBCLKPIH
yuiBepeurert, [lonbia); Anina Ilionunceka — xaHJuzaT MUCTELTBO3HABCTBA, mpodecop (Kmacmmu HALIOHAJIBHUI YHIBEPCUTET KyILTYPH 1 MUCTELTB,
Vkpaina); Mapminac Ilempukac — JOKTOp MUCTENTBO3HABCTBA, A0NEHT (BinbHiockknit yHiBepcutert, Jlutochka PecryOnika); Onena Xnucmyn — noktop
Ky/bTypoiorii, onenT (KniBchKknii HallioHa bHUIH YHIBEPCHTET KyJIBTYPH i MUCTENTB, YKpaiHa).

TosoBa pepaxuiiinoi pagu
Cepziii Besknybenko — noxrop dinocodebkux Hayk, npodecop, nodecHuii akagemik Hauionanbnoi akagemii muctenrs Ykpainu (KuiBcbkuil HarioHansHui
YHIBEPCUTET KyNIbTypH i MUCTELTB, YKpaiHa).

Ystenn peaaxuiiinoi paan
Dadenv Anvmygain — noxrop dinocodii 3 nexaroriunux Hayk (Buumii incTuTyT TearpaabHoro mucrentsa, Jlepxasa Kyseiir); Hamania Braoumuposa —
JIOKTOP MMCTELTBO3HABCTBa, mpodecop, uieH-kopecnonneHT Hamionansuoi akamemii mucreurs Ykpainnm (Haumionansna akajgemis mucrent YKpaiHu,
Vkpaina); Onexcandp Knexkogkin — 10OKTOp MHCTEITBO3HABCTBA, Mpodecop, wieH-kopecronaeHT Harionansroi akagemii muctents Yipainu (Hamionansna
akaziemist MucTeTB Ykpainu, Ykpaina); Henni Kopuienko — J0OKTOp MHCTEITBO3HABCTBA, podecop, akaaemik HamionanbHoi akagemii MucTenTs YkpaiHu
(HamionasnbHuii nenTp TearpaibHoro mucrenrsa imeni Jlecs Kypbaca, Ykpaina); Jzop KOOKin — 10KTOp MICTEI[TBO3HABCTBA, CTAPIINIT HAYKOBHI CIIiBPOGITHHK,
ujien-kopecronaenT Hamionanbuoi akagemii mucrenrs Vipainu (Incturyt mucrenrtBo3HaBcTsa, (onbkiopuctiku Ta ernonorii im. M. T. Pumbcbkoro
HanionansHoi akagemii nayk Ykpainu, Ykpaina).
Penenzentn

Onena Abpamoeuu — Kan AT NeJaroridyoux Hayk, jgouent (KuiBcbkuii yniBepcurer Kyinbrypu); Cepeiii Beskayéenxo — 10KTop (bmocodycmmx Hayk,
npodecop (KuiBcpkuit HauioHanbHUIT yumepcmeT KyJIBTypH 1 MHCTELTB, Vkpaina); Temana Boiiko — kaHANIaT MUCTELTBO3HABCTBA, CTApIIMl HAyKOBUiL
cniBpobithnk (KuiBchkuil HanionansHuil yHiBepcHTET KynbTypu i muctents); Ianna Becenoecvka — nOKTOp MHCTENTBO3HaBCTBa, npodecop (Inctutyt
npobrem cydacHoro muctentsa HamionanbHoi akaaemii mucrtents Ykpaiuun); Mapuna Ipunuwiuna — JJOKTOp MHUCTEITBO3HABCTBA, CTAapIIMi HayKOBHi
criBpoGitHuk (IHCTHTYT MpoGNeM cyuacHoro mucrenra HamionansHoi akanemii Muctenrs Ykpainn); Bauepin Ilanaciok — JOKTOp MHCTEITBO3HABCTBA,
nouent (Cymcbkuii gepikaBHui negaroriunuit yuiepeuret imeni A. C. Makapenka); Mapis IIpockypina — JOKTOp eKOHOMIYHNX HayK, noueHT (KuiBcbkuit
HalliOHaJILHAI yHIBEpCHTET KynbTypH | Muctents); FOpiii Cmapocmin — 01EHT, 3aCTyKeHHIT 1isu MucTenTs Ykpainu, KuiBchkuii HatioHanbHui yHiBEpCHTET
Tearpy, kiHo i Tenebadenns imeni I. K. Kapnenka-Kaporo); Cogin Tpm(mem(a — KaHIHJIaT MUCTEITBO3HABCTRA (HalliOHaﬂBHVIﬁ aBialiitnuii yHiBepcuTer);
Bacuny He0/106 — KannjaT MUCTEITBO3HABCTBA, npod)ecop, CcTapIIuii HayKOBHI cmeoGlTl—mK (Hamionanbha akaieMis MHCTELTB Yl(paum) lsan Copoxa —
KaHJWjaT MuCTeTBo3HaBCTBA (KniBCokuii HauioHalbHUH YHIBEPCHTET KyIETYpH i MucTenTB); Temana Hypnima — Kanjunar nejaroriaHux Hayk, JOUCHT
(KniBchkuit HarioHanmbHUI yHIBEpCHTET KymbTypu i muctents); Ipuna Illecmepenko — xaumumaT MHCTEITBO3HABCTBA, noieHT (Hauionanehna mysmdna
akaziemist Yipainu imei IT. I. YaiikoBchkoro).
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KueBckuii HallMOHANIBHBIA YHUBEPCUTET KYJIBTYPbI U HCKYCCTB
BectHnk KneBckoro HaltmoHaJI5HOT0 YHHBEPCHTETA KYJIbTYPBI H HCKYCCTB.
Cepusi: CueHn4eckoe HCKycCTBO
Hayunslii xxypHan

«Bectnuk KueBckoro HalMOHAILHOTO YHUBEPCUTETA KyIbTypbl H HCKyccTB. Cepusi: CLEHHYECKOe HCKYCCTBOY SIBIISETCS BaJKHBIM
MEKIYHAPOIHBIM (POPYMOM, Ha CTPAHMIAX KOTOPOTO 0OCYKIAIOTCS BOIPOCHI HAYKH U IPAKTHKH BCEX BUJIOB CLIEHUYECKOTO HCKYCCTBA.
371eCh MOTYT BBIBHIaThCSl M TIOJIBEPraThCs JUCKYCCHU THIIOTE3bI KaK HAy4YHO-TEOPETHUYECKOTO, TaK U TBOPYECKO-TICArOrHYECKOTO XapaK-
Tepa. Takoll MOIXOI CBUICTENBCTBYET, YTO MCTOPHS CLIEHMYECKOTO MCKYCCTBA HMEET COBPEMEHHOE 3HAYEHHE, YTO MCKYCCTBOBEIYECKHM
HCCIIC/IOBAHHSM HY)KHA METOJIOJIOT M, @ TeaTPaIbHOIN KPUTHKE H [earOruKe — HHQOPMAIHOHHOE HONe ISl IUCKYCCHIA.

B xypHane myOImKyoTCst MaTepHaIIbI 110 BOIPOCAM TEOPHH, HCTOPHH U IMIPAKTHKH MUPOBOTO U YKPAHHCKOTO CLIEHHYECKOTO HCKYCCTBA.

Pexomenoosano k newamu Yuenvim cogemom Kuesckoeo nayuonanibno2o ynusepcumema Kyabmypul U UCKyccme
(npomoxon Ne 5 om 13.10.2021 2.)
B coorBercTBuM ¢ nprkazoM MuHHCTEpCTBa 00pa3zoBanus M Hayku Yipaunbsl Ne 420 ot 15.04.2021
Hay4HBII )KypHAJ BKJIIOYEH B KaTeropuro «by Ilepedns HaydHbIX IpohecCHOHATbHBIX H3IaHUH YKPAHHbI,
B KOTOPBIX MOT'YT ITyOJIHMKOBATBCS PE3y/IbTaThl JUCCEPTAIIMOHHBIX PA0OT Ha COMCKAHNUE YUCHBIX CTEIeHeil JoKTopa
1 KaHJHjaTa HayK B 00iacTy 3HaHuil «McKkyccTBoBeAeHHEe» 10 crienuanbHOCTH 026 «CLeHHYecKoe HCKYCCTBOY

TaBublii penakrop
E 2p FO006a-P — KaHM/IaT HCKYCCTBOBEICHNS, JOLEHT (KneBcknii HalMOHATbHBIN YHHBEPCHTET KYJIBTYPBI H HCKYCCTB, YKpanuHa).
OTBeTCTBEHHBII CeKpeTaph
Tamvana Coseupa — xanuuar uckyccrsopenenns (Kuesckuit HalMoHabHbIH YHHBEPCHTET KYJIBTYPBI H HCKYCCTB, YKpanHa).
Uitenbl peIaKHOHHON KOJLIErHH
Okcana T'apauxosckas — noxtop Qumonornyecknx Hayk, npodeccop (KueBckuii HalMOHANBHBIH YHMBEPCHTET KyIBTYPhl M MCKYCCTB, YKpaWHa);
Enena I'onuapoea — 10kT0p Kynbryponoruu, npodeccop (KHeBCkHil HAIMOHATBHBIN YHHBEPCHTET KyJIbTYPhl H HCKYCCTB, YikpanHa); Tamoana Iymeniok —
JiokTop rtocodekux Hayk, mpodeccop (KneBckuit HalMOHANbHBII YHHBEPCHTET KYJIBTYPbI M HCKYCCTB, Ykpanna); Poman Mubix — JOKTOP XaOMIMTHPOBAHHbIi
rymaHuTapHeiX Hayk (BapuraBckuit ynusepcurert, [lonbia); Anuna IHuodnvinckas — xanaunar uckyccrBoBeaeHust, npodeccop (Kuescknii HaluoHanbHbIH
YHUBEPCHUTET KYJIBTYpPbl U HCKYCCTB, praHHa); Mapmunac ﬂempm(ac — JIOKTOp HCKYCCTBOBCJCHHS, TOLECHT (BHJ’[LHIOCCK“ﬁ YHHUBEPCHUTET, JlnToBCckas
PecnyOmuka); Enena Xaucniyn — JOKTOpP KyJIbTyponoruu, oueHT (KueBcknii HallMOHaIbHBIH YHHBEPCHTET KYJIBTYPBI H HCKYCCTB, YKpanuHa).
p TeJIb pelaK 0 coBeTa
Cepzenn Besknybenxo — noxrop ¢unocodekux Hayk, npodeccop, nouerHsiii axagemuk Hanmonanbnoit akazemun uckycetB VYipaunbl (Kuesckuit
HaLMOHAJIBHBIH YHUBEPCHUTET KYJIBTYPBI H HCKYCCTB, Ykpam-m).
Yuennt PeIaKIHOHHOIO CoBeTa
Daoenry  Anvmygaun — noktop dunocodun 10 nearornueckuM Haykam (Bbicumii  mHCTHTYT TearpanbHOro Mckycctsa, locynaperBo  Kyseiit);
Hamanus Bnaoumupoea — ITOKTOP HCKYCCTBOBeIeHHMs, mpodeccop, wieH-koppecnonaeHT HauuonanbHoil akagemun uckycetB Ykpauubl (Haumonanbhas
aKaJieMus NCKYCCTB YKpauHel, YkpanHa); Anexcanop Knekoskun — JOKTOp MCKYCCTBOBEICHHUS, Mpoeccop, yieH-koppecrnonaeHT HarmonansHoii akagemMun
nckyceTB Ykpaunpl (HaimonanbHas akajaemus WCKycCTB Ykpawwel, Ykpawna); Hemiu Kopuuenko — JOKTOp MCKYCCTBOBEICHMS, Tpodeccop, akaaeMHK
Hammonanshoii akanemun uckycers Yipannbl (Hauuonanbuslii nenTp rearpaibHoro uckyccrsa umenu Jlecs Kypbaca, Ykpauna); Heops FQOxkun — joxtop
MCKYCCTBOBE/ICHHUS, CTApIUMii HAy4HbI COTPYIHHK, WiICH-KoppecnoHaeHT HamuonanbHoit axkagemun uckycctB YkpauHbl (MHCTHTYT HMCKYCCTBOBEICHHS,
(onbriopucTyky u stHOMOrMKM UM. M. T. Phitbckoro HanmoHanbHoi#t akaaemuy Hayk YKpauHbl, YKpanHa).
PenenseHnTsI
Enena Aopamosuu — Kanauiar neJarorndeckux Hayk, nouent (Kuesckuii ynusepcuter KyiwTyphl); Cepeeii Beskaybenko — n0ktop Gpuinocodcknx Hayk,
npogeccop (KueBckuii HaMOHAILHBII YHUBEPCUTET KyJILTYPbl M UCKYCCTB, Ykpauna); Tambana boiiko — xanuuiar MCKyCCTBOBEICHHS, CTApLIMil Hay HbIIH
corpynuuk (KneBcKuit HallMOHAIBHBIH YHUBEPCHTET KyNbTYPhl M HCKYCCTB); AHna Becenosckas — NOKTOp MCKyccTBOBeNeHHsA, mpodeccop (MucTuTyT
npobieM coBpeMEHHOTo HcKyceTa HannonansHol akaneMun cKyceTB Ykpaunbl); Mapuna I'punuwiuna — 10KTOp MCKYCCTBOBEICHHS, CTAPIIHii HAydHBII
corpynuuk (MuCTHTYT npoGiiem coBpemMenHoro nckyccrsa Hamponanbnoii akagemun uekycets Ykpaunnl); Barepuit Ilanaciok — 10KTOp HCKYCCTBOBE/ICHHS,
nouent (Cymckoit rocynapcrBeHHslil neparorndeckuii ynusepcuter umenu A. C. Makapenko); Mapus IlpocKypuna — IOKTOpP HKOHOMHYECKHX HayK,
jiotieHT (KueBckmil HallMOHABHEIH YHUBEPCUTET KyNbTyphl M MCKycCTB); IOpuit Cmapocmun — JOUCHT, 3aCIyKEHHBIH JICATETh HCKYCCTB YKPaWHbI
(KueBckuii HalMOHATbHBII yHHBEPCUTET TeaTpa, KuHO 1 TenepuaeHns umenn M. K. Kapnienko-Kaporo); Cogpus Tpuronenko — kanamaar HCKyCCTBOBEICHHS
(HaumoHasibHbIH aBHALMOHHBI yHIBepCeHTeT); Bacuui Heson106 — kauuaar HCKycCcTBOBEIGHH S, Tpodeccop, crapiuuii Hay4Hblil coTpyannk (HaunonansHas
akagemus uckycctB Ykpauusl); HMean Copoxa — xanaupar uckyccrBoBesenus (KueBcknil HauMOHAIbHBI YHMBEPCHTET KyJIBTYpbl M HCKYCCTB);
Tarbsina ‘lypnuTa — KaHJIUAaT MeJarornyeCKkux Hayk, JOUCHT (KHCBCK"ﬁ HaLU/IOHaJ'[LHbIﬁ YHHUBCPCHTET KYJIBTYPBI H HCKyCCTB); ”puHa lllecmepem(o -
KaHJM/IaT HCKYCCTBOBEICHNS, otieHT (HarmonanbHas My3bikanbHas akajgemust Ykpanssl umenn I1. M. YaiikoBckoro).
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Abstract

The purpose of the article is to trace the origins, evolution and modern cross-cultural transformations
of the ta’ziyah Islamic theatre. The path of traditional ta’ziyah Islamic theatre is comprehensively
traced in the article as a special genre from its inception in the 7*" century as a component of Muslim
ritual culture to current European theatrical practices. The research methodology is mainly based on
historical-analytical and comparative-art approaches, which involves cultural and anthropological
study of the evolution of Arab theatre, in particular the ways of formation and development of ta’ziyah
Islamic theatre. Scientific novelty. As a result of historical and art studies, the evolution of ta’ziyah
Islamic theatre from its origins as a component of the Islamic cult rite to the current forms as
a component of European theatrical culture was traced for the first time in a comprehensive and well-
argued way with the involvement of various factual material. Conclusions. Despite Sunni reservations,
the phenomenon of the ta’ziyah remains the only indigenous theatrical genre that can be confidently
regarded as both profoundly Islamic and intensely dramatic. It is, however, a sui generis tragic drama,
which many believe cannot be presented outside its immediate cultural universe without severe
distortion of its meanings, which are fully apprehensible only by the Shi'ite communities of the Middle
East. Even in that context, the taziyah and its associated mourning rituals remain controversial
among the clergy. Can such a phenomenon be introduced to non-Shi'ite audiences? Can it cross the
cultural divide and find appreciation in the West? It seems that it can, though not without some loss
of religious significance. Mohammad Ghaffari and Kiarostami have shown the way, although their
work has provoked strong criticism. The ta’ziyah should be regarded as a cultural resource of great
value, to be treated with the utmost respect but not confined by ideology to a narrow interpretation
of its significance.

Keywords: ta’ziyah Islamic Theatre; Imam Hussein; Muslim religion; Islamic drama; Husseiniyya; Abbas
Kiarostami; Mohammad Ghaffari

Problem statement

Ta’ziyah is a special theatrical genre, often translated as “Shiite mystery". Ta’ziyah
is a kind of performance in memory of the martyrdom of Imam Hussein (7% century),
the grandson of the Prophet Muhammad, the third imam. Every year Shiites mourn
Hussein, who was killed on 10 October, 680. This mystery takes place in a poetic and
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theatrical form in the holy month of Muharram, during which the anniversary of the
death of Imam Hussein is celebrated. Performances can be long or short, but usually,
the whole action takes a full day and is accompanied by traditional music.

When studying the thesis, it is worth quoting Nasr's opinion that the ta’ziyah “can
have efficacy and meaning only in the traditional context for which it was meant” (Nasr,
1987, p.79). Nasr's argument is powerful, but others have taken a different view and
have presented performances in Europe and the United States. We will discuss some
of them later, but the attempts to introduce the drama to Western audiences show that
the isolation of Arabic or Islamic drama is not inevitable, even though Arabic drama
generally is scarcely known in the West outside academic circles. It is an unfortunate
situation, given the pressing need for dialogue. As we shall see, however, opinions dif-
fer greatly about the quality and the nature of the Western audiences' response to the
ta’ziyah. We cannot avoid the question, is a phenomenon such as the ta’ziyah bound to
remain an exotic curiosity in the West, when even more apparently accessible works,
such as Wannous's late plays, have hardly ever been produced there? How we think
about this question will be affected by the disparity between the cultural influence of
the West — particularly the USA - on the developing world and the negligible cultural
impact of the developing world on the West. It is also undeniable that what impact
there has been mediated through the cinema and music, rather than through liter-
ature (despite some notable exceptions) or theatre, which even in the West remains
a minority interest. Moreover, it should be remembered that theatre in the Arab world
currently means commercial theatre, serious drama being confined to marginal ac-
tivity and productions mounted by academies and at festivals of drama and that the
ta’ziyah itself is regarded with suspicion by Sunni Muslims and remains controversial
even within the Shi'ite community, especially among the clergy.

It is impossible to understand the importance the ta’ziyah has for the Shi'ite com-
munity without some knowledge of the historical circumstances that gave rise to it. It
does not mean that a non- Shi'ite audience cannot appreciate its dramatic qualities.
Still, it will be useful here to explain the context and shed light on the Shi'ite audience's
intense emotional involvement. We shall also discuss the development of the ta’ziyah
but shall confine our presentation to the Middle East. However, it is worth mentioning
that some form of Muharram procession occurs among Shi'ite communities in the
Indian subcontinent and the West Indies.

Analysis of the previous researches and publications

Researchers from the Middle East, Europe and the United States have turned to
the topic of the evolution of Islamic theatre. Tawfiq Al-Hakim Al-Hakim (1983) and
M. M. Badawi (1987) explored 19" and 20%"-century Egyptian theatre; Mohamed Al-
Khozai studied Ways of Formation of Arab Drama (1984); Ali Al-Ra'i (1980) studied the
role of theatre in the development of culture in the Arab world; Jom'ah Qajah (2001)
traced the influence of Arab theatre on the formation of Arab identity; Mohammed
Aziza and Rafiq Al-Saban (1997) explored the links between Islam and theatrical art;
M. M. Badawi turned to an in-depth study of early Arabic drama. T. Putensiva and Tou-
fig Al-Mu'azin (1981) comprehensively covered the history of Arab theatre. S. Nua'man
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(1973) studied the study of Arabic literature and its connections with theatre. Kamran
Scot Aghaie (2005) traced the origins of the relationship of the Sunni-Shia split and
origin of the tradition tazi’yi. Johan G. V. ter Haar (1993) wrote about the peculiari-
ties of ta’ziye as a ritual theatre in Shiite Iran. N. Zibdawi historical experience of the
origin and theatrical art development of a region such as the Arab East as a whole and
Lebanese theatre in particular, in the era of the Arab national identity rise that followed
the collapse of the Ottoman Empire and the cultural Western influence strengthening
on the countries of the Arab East (2019, pp.139-152).

Special attention in the context of studying the traditions and modern practices
of ta’ziyah Islamic theatre deserves a special issue of “Ta’ziyah" magazine TDR: The
Drama Review edited by Peter J. Chelkowski. It contains articles in which the issues of
history, theory and modern practice of ta’ziyah are studied in different planes. It is also
worth noting that the author of this publication has previously addressed the study of
some issues of the origins of the ta'ziyah Islamic theatre, in particular in the context
of the history of early Arab drama.

Based on the proposed brief review of the sources identified by the author, it can be
argued that today in art history lacks a comprehensive study, where the path of tradi-
tional ta’ziyah Islamic theatre from its inception as a component of a cult rite among
the Muslim peoples of the Middle East to the current forms of European theatrical
culture would be consistently and comprehensively traced.

The purpose of the article is to trace the origins, evolution and modern cross-
cultural transformations of the Ta'ziyah Islamic theatre.

Main material

To understand the essence of Islamic Thesis Theatre, it is necessary to trace the
prehistory of its origin.

Husayn ibn Ali is the grandson of the Prophet Muhammad, the son of Ali ibn Abu
Talib of Fatima. After the death of his elder brother Hassan in 669, he became the
head of the Alid family and returned from Kufa to Medina, but for a long time did not
play a significant political role in society. After the death of Caliph Muawiya in 680,
the anti-Umayyad opposition in Iraq intensified. Shiites from Kufa, who recognised
Hussein as their imam, asked him to lead an uprising against Caliph Yazid, promising
widespread support. Responding to the call of the Kufi, Hussein made a small de-
tachment from Mecca, having previously sent to Kufa his cousin Muslim ibn Aqil, to
prepare for the rebellion. Thousands of Kufa residents swore allegiance to Hussein
before Muslims. However, the Kufi rebellion was suppressed at the very beginning,
in September 680. Muslims were captured and hanged. Hussein received this sad
news on the way to Kufa, but he did not listen to the persuasions of relatives and did
not want to return. Meanwhile, the new governor of Kufa, the energetic Ubaydullah
ibn Ziyad, set up posts on all roads to Iraq, one of which was encountered by a small
detachment of Hussein (40 infantry and 32 cavalries, mostly his relatives and close
friends). They encamped in the area of Ninava, where the city of Karbala later emerged.
A four-thousand-strong detachment of the caliph, led by Umar ibn Saad, soon
approached.
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On the morning of 10 September 680, Hussein and his small detachment went out
to meet the enemy. At first, none of the caliph's warriors dared to attack him, not want-
ing to take responsibility for the bloodshed of his grandson Muhammad. However,
then one of them (according to Malik ibn al-Nusayr) struck Hussein with a sword on
the head, after which everyone attacked him, and later all his men were killed. Hussein
died in battle, receiving dozens of stab and chopped wounds. The heads of those
killed were sent to the caliph in Damascus. The last publicly expressed regret over the
incident.

The tragedy in Karbala made a strong impression on contemporaries. Hussein
was recognised as the "“greatest martyr"”, and Karbala became one of the shrines and
a place of pilgrimage for Shiites. All Shiites celebrate the day of Hussein's death as
mourning (ashura).

The death of Hussein, the granddaughter of the Prophet Muhammad, caused out-
rage among the people, which led to a new uprising in Mecca, led by Abdullah ibn Zu-
bayr. Gradually, the Shiites gave Hussein an image of a mythical character, endowed
him with supernatural abilities to predict the future, to work miracles. Over time, the
story of his birth, life and death has become overgrown with numerous legends.

Hussein's death contributed to the religious and political unification of the Ali clan.
Hussein became a symbol of the Shiite movement (a number of Shiite demonstra-
tions were held under the slogan “revenge for Hussein's blood"). Today, he remains
a prominent figure in the entire Islamic world (Ali-zadeh, 2007, p.285).

It is worth emphasising that a key element in understanding the philosophy and
psychology of both Shi'ism and the ta’ziyah is shahadah (martyrdom), which drove
Hussein, his family and his followers towards their tragic destiny. Hussein knew he
had no chance of defeating Yazid's forces, yet he willingly consented to protect Is-
lam's basis. His death has made him a living symbol of righteous self- sacrifice and
a role model for those who seek truth and strive for justice. His actions show that he
was aware of the temporary nature of military victory, but that “a victory achieved
through suffering and sacrifice is everlasting and leaves permanent imprints on man's
consciousness” (Husain, 1979, p.202).

In Persian language and culture Hussein's name has become synonymous with
martyrdom, self-sacrifice, purity and justice; he is regarded as a religious, national
and mythical hero. As Crone (2004, p.24) remarks, his martyrdom became to Shi'ites
“an event of almost the same importance (though not the same meaning) as the cru-
cifixion of Jesus to Christians".

In this study, we deliberately bypassed the analysis of the religious dispute between
the Sunni and Shiite branches of Islam. However, in the research context of the history
of ta’ziyah, it should be emphasised that the particular nature of Shi'ism continues to
develop, and this, together with an emphasis on protest, revolt and martyrdom, none
of which have been salient in Sunni Islam, combined to make of the ta’ziyah, especially
in Iran, a "holy theatre" that "has been able to address the metaphysical and psycho-
logical needs of Shi'a believers to this day, reflecting not only the religious but also the
cultural and political life of the country” (Malekpour, 2004, p.29).

The origin and development of the ta’ziyah are fascinating in themselves, and de-
serve a brief discussion here. “Ta’ziyah” is a verbal noun derived from the Arabic verb
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"azza”, meaning "to mourn", “to console", or “to express sympathy with", and so means
“consolation” or "offering condolences”. While the ta’ziyah did not attain the form we
know today until the mid-eighteenth century, it seems that the expression of guilt and
grief began almost immediately after returning the women and children of Hussein's
household to Kufa. Caliph Yazid had allowed them to leave his court in Damascus
shortly after their arrival there, presumably because he did not consider them a threat
to his power. The Kufans, confronted by the suffering of these women, and especially
by the dignity in the grief of Shahrbanu and Zaynab, Hussein's wife and sister, re-
sponded by demonstrating their penitence in an extreme version of “azza”, including
displays of physical self-punishment. This demonstration developed into the annual
ritual of the ta’ziyah can partly be attributed to the social status of the women and
their relationship to the Prophet (Knio, 1994, p.10).

Following the battle of Karbala, elegies for the martyrs were composed and recited
(Aghaie, 2005, p.45). However, poetic compositions were not the only reaction; many
of those who had invited Hussein to Kufa soon sought to avenge his murder. Be-
cause they wished to atone for their sin through action, they were known as tawwabun
("Penitents”). In 684, they attempted to make a stand against the Umayyads, but their
revolt was easily crushed by the forces of Caliph ‘Abd al-Malik. Before undertaking
their doomed rebellion they visited the grave of Hussein at Karbala, “where they gave
themselves up to wild and unprecedented expressions of grief, weeping and wail-
ing for the suffering and tragic death of the grandson of the Prophet” (Husain, 1979,
p.231). Their suicidal mission and the elegies composed for the martyr show that
the tragedy of Karbala very soon acquired a religious and devotional significance
(Johan G.V. ter Haar, 1993, p.159).

It took almost three centuries, however, before this significance became institu-
tionalised into some form of ritual commemoration, partly because it looked that long
for Shi'ism to develop into a coherent body of dogmas, practices and values. During
this period, Sunnism also evolved, largely in response to Shi'ism and other heterodox
movements of the late Umayyad and early Abbasid periods. By the mid- Abbasid pe-
riod the caliph's power was limited in geographical extent and largely nominal, and
power was exercised in Iran and Iraq by the Buyids (932-1062), under whose protec-
tion Shi'ism flourished and was able to develop. In 963, the Buyid ruler Mu'zzu'd Daw-
la ordered that Hussein's martyrdom should be officially commemorated during the
first ten days of Muharram. The next year the mourning included the recital of elegies,
the beating of the head and the face, and the bringing of mourning processions into
the streets. Still, no recitation or dramatic presentation of the events of Karbala had
yet evolved. However, the mourning ritual continued until the fall of the Buyids (Haar
and Barfoot eds., 1993, p.159; Aghaie, 2005, p.45).

Little is known about the development of such rituals over the next few centuries
since it took place in isolated communities under the patronage of local Shi'ite rulers.
Then, in 1501, the Safavid dynasty established a powerful Shi'ite state centred on
the Iranian plateau. It was to prove a turning point since it provided the conditions in
which the ta’ziyah could be developed as a form of ritual drama. The initial cultural
impetus was provided by the book written by the religious orator Hussein Vaiz Kashe-
fi, Rawzat al-Shuhada (The Garden of Martyrs). This seminal work, written in the first
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years of the Safavid period, synthesised "historical accounts, elegiac poems, theo-
logical tracts, and hagiographies into a chain of short narratives that together formed
a much larger narrative". The book also articulated a complex set of canonised doc-
trines, which “stressed the courage, piety and sacrifice of Hussein and his followers of
Karbala" (Aghaie, 2005, p.45).

The Rawzat initiated a genre of pious narratives which were read aloud in mourning
rituals called rawza-khani by specially trained speakers, whose objective was to move
the audience to tears through their recitation of the tragic events of Karbala. This ritu-
al continues today and has been viewed by Shi'ites as a means of achieving salvation;
through it, the mourner develops what might be called a spiritual empathy with, and
sympathy for, the martyrs - hence the often-repeated sentiment "Anyone who cries
for Hussein or causes someone to cry for Hussein will go directly to Paradise”. In the
early years of the rawza-khani many mourners would leave the mosques after the rec-
itation, singing lines from the poems and beating their chests. Malekpour argues that

“this para-theatrical event, with its use of voice and movement, was the first theatrical
representation of the Karbala stories” (Malekpour, 2004, p.52; Aghaie, 2005, p.46).

The ta’ziyah as a passion play evolved from the amalgamation of the rawza-khani
and the mourning processions. A number of writers developed the language of the
stories from Kashefi's original, whose form was already close to the dramatic and
theatrical. The elegiac style became richer in visual imagery and colloquial language,
which became important elements of the ta’ziyah. By the nineteenth century, a form of
poetry had been developed, notably by Qa'ani (1807-1853), that was highly theatrical
and needed only to be spoken by separate characters rather than by a single narrator
to become “theatre" in the full sense:

"What rains down? Blood! Who? The eye! How? Day and Night! Why?

From grief! What grief? The grief of the Monarch of Karbala!

What was his name? Hussein! Of whose race? Ali's!

Who was his mother? Fatima! Who was his grandsire? Mustafa!

How was it with him? He fell a martyr! Where? In the plain of Mariya!
Karbala!". (Malekpour, 2004, p.53)

At first the rawza-khani was purely an act of devotion, but gradually the performers
became professionals, and performances became commercial enterprises as well as
religious events. The form also changed: at the end of each rawza a maddah or eulo-
gist would sing religious verses relating to Hussein's martyrdom and be answered by
the mourners in a “call and response” pattern. The evening processions of mourners
noted above, began to include symbolic props such as coffins, flags and animals, in-
cluding a man in a lion skin beating his head in mourning, indicating that the king of
the beasts grieved for the martyr. The lion was the emblematic animal of Iran, and so
this demonstration symbolised the mourning of the entire country as well as the nat-
ural world. The processional form became even more dramatic through the introduc-
tion of actors impersonating the central characters of the Karbala story. For example,
"Hussein" and “Shimr" would ride their horses the length of the procession, brandish-
ing their swords and challenging each other (Malekpour, 2004, pp.55-57).

The rawza-khani was not the only form of story-telling to influence the developments
of the ta’ziyah. In the Safavid period there were two main groups of story-teller: the

ISSN 261

6-759X (Print),
ISSN 261 7-1

236 (Onling) Alhajri, Kh. Ta'ziyah Islamic Theatre: the Way to Europe



BicHWK KUIBCEKOrO HaLlIOHANBHOMO YHIBEPCUTETY KYNbTYPU | MUCTELITB.
Cepig: CLieHIYHe MUCTELTBO 2021 - 4(2) - ¢.88-108

hamla-khan, who told of the battles of Ali, Hussein's father; and the Shah nameh-khan,
who recounted the epic stories of Ferdawsi's Shah-nameh (Book of Kings). Ferdawsi's
epic has been compared with the lliad, and one of the stories included in it was the
death of Siavush, which some scholars have claimed was important in prefiguring
the passion of Hussein. We cannot examine this argument here (Malekpour, 2004,
pp.38-51), but it is certainly possible that some elements of the ta’ziyah were derived
from pre-Islamic rituals performed in Iran which had certain features in common with
other rituals performed in ancient Mesopotamia. Siavush is related to Tammuz (Greek
Adonis), the god of spring and flowers, green plants and young animals of the herd.
The mourning ritual for the Babylonian god's death and the celebration of his res-
urrection involved procession and recitation, two elements important in the ta’ziyah
(Malekpour, 2004, p.38).

Another ritual of death and resurrection that incorporated theatrical elements but
never developed into drama proper was the ancient Egyptian Abydos Passion Play,
which was performed in honour of Osiris. His Mysteries were performed once a year at
Abydos, and although little is known about the rituals, he is another figure martyred by
a scheming adversary. In Osiris' case, the rival is Seth, the god of darkness; Siavush is
killed by Garsivaz, and Hussein is martyred by Yazid. It is difficult to deny the resem-
blance between Siavush and Hussein. Both are innocent victims; both are symbols
of goodness and mercy; both are brought low by a jealous antagonist, defeated in
battle and decapitated. Malekpour is sympathetic to the argument that the ta’ziyah as
a ritual mourning festival has clear precedents in prelslamic Persia: “The passion of
Siyavush bears too close a resemblance to the Ta'ziyah of the Imam in ritual, imagery
and emotive understanding to be ignored in an explanation of the emergence of the
genre"” (Yarshater, 1988, p.3).

The parallels between Tammuz, Osiris, Siavush and Hussein are indeed fascinating
and deserve further study, which may reveal that the ta’ziyah has very ancient roots
(the Zoroastrian mourning rituals for Siavush were held by early Islamic scholars to
be based on myths three thousand years old). As for the ta’ziyah as an Islamic drama,
it had developed into a fully theatrical form by the beginning of the Qajar period (1796-
1925). History has not been kind to the Qajar shahs, but they were great supporters
of the ta’ziyah and enabled it to expand rapidly in scope and popularity. By the second
half of the nineteenth century, the original subject-matter, Hussein's martyrdom at
Karbala, had been elaborated and broadened. The plays were increasingly performed
not in the open air but in a purpose-built theatre known as a takiya or Husseiniyya,
which encouraged the development of stagecraft. Shah Nasir al-Din (1848-98) was
inordinately fond of the ta’ziyah and sponsored many performances. The genre's pop-
ularity increased, and every small town had at least one takiya; Tehran had over 200
(Haar and Barfoot eds., 1993, p.165).

The most famous takiya of all was the Takiya Dawlat (Royal Takiya) (Fig. 1), a huge
and magnificent circular playhouse built by Nasir al-Din after he had seen the Royal
Albert Hall while on a visit to London in 1873. The building was some 25 metres high
and 60 metres across, topped by a large dome. Ordinary spectators sat on the ground
around the raised circular stage, 18 metres in diameter, and were separated from it by
space 4 metres wide. The Shah, his court and other dignitaries occupied three stories
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of boxes. A pulpit was used in the rawza-khani. Other theatres were much simpler,
having evolved from the caravanserai; many were constructed in the courtyards of
houses, with a temporary stage built over the pool. The immense popularity of the
ta’ziyah in the latter half of the nineteenth century is attested by the enormous number
of these theatres — even moderately large villages would have one — but the twentieth
century saw a sharp decline in the fortunes of the ta’ziyah.

(Fig. 1). Dawlat Hall. Painting by Kamal-ol-molk in 1892.
(File: Takiya Dowlat by Kamalolmolk.jpg, 1982)

While the people saw the ta’ziyah as means of fulfilling their religious duties, the
government and aristocracy saw it as a tool they could use to protect their power and
control the people. The association of the ta’ziyah with the corrupt rule of a despised
autocracy led to its decline, which continued after an alliance of Iranian nationalists,
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intellectuals and bourgeoisie overthrew the Qajars in the Constitutional Revolution
of 1906 and established the first National Parliament. In 1925 they supported the
installation of the Pahlavi regime, which combined nationalism with a pro-Western
stance. The new regime adopted a policy designed to transform Iranian society on
the European model radically, and it and its allies desired to weaken the country's
religious traditions, which they regarded as reactionary and primitive. For this reason,
the first Pahlavi monarch, Reza Shah, discouraged the ta’ziyah and the rawza-khani
in 1928 and a few years later banned them altogether (Haar and Barfoot eds., 1993,
p.173; Malekpour, 2004, p.156).

Although the Royal Takiya fell into disrepair and was demolished in 1948, the ta’zi-
yah did not disappear completely. Performers sought support from the lower classes,
who still had faith in the religion and its traditions, and found it in the small towns and
villages, where the police were sympathetic and unwilling to enforce the law. The ta’zi-
yah’s survival was more seriously threatened during the 1960s, when the Shah, with
the support of the United States, implemented a policy of rapid westernisation. The
work of Western playwrights dominated iranian theatre, and few paid any attention to
the traditional and folk forms. In 1967 a ta’ziyah performance, Hurr, was presented at
the first Festival of Arts in Shiraz owing to Peter Brook's petitioning of the Queen, but
in the opinion of many this performance, directed by a well-known television direc-
tor, was not a success. It seemed as if the taziyah was in terminal decline and was
doomed to extinction (Malekpour, 2004, p.157; Haar and Barfoot eds., 1993, p.173).

Its fortunes were revived by the Islamic Revolution of 1979, which established a re-
gime that promised the Iranian people the creation of a society based on Islamic
values. The new government started to support the ta’ziyah through the Dramatic Arts
Centre of the Ministry of Culture and Islamic Guidance and other organisations, de-
spite the reservations of some of the clergies who disapproved of music and the per-
forming arts, and especially of the extreme displays of grief that were a feature of the
mourning processions. The regime realised that the popularity of the taziyah could
not be ignored and decided to use it to publicise the Shi'a faith and to aid in the mo-
bilisation of the people during the war with Iraq (1980-1988). Needless to say, Sadd-
am Hussein was identified with Yazid, and “the heroism depicted in the ta’ziyah was
enlisted to increase the fighting spirit of the Iranian combatants and to bring solace
to those who had lost their loved ones". Today, throughout Iran and in other Shi'ite
communities in the Middle East, it is possible to see ta’ziyah performances during the
month of Muharram as well as at the many festivals held throughout the year.

As Mohamed al-Khozai (1984, p.25) notes, the ta’ziyah is more than the dramatic
representation of the events of Karbala, as it comprises the majalis at-ta’ziyah (mourn-
ing assemblies), the mawakib al-“azza” (mourning processions) and mashahid ‘Ashura”
(presentations of Ashura). The first of these are held twice a day, every morning and
evening, throughout the first ten days of Muharram. In these assembilies, as we noted
above, a Qari (reciter) narrates the story of the martyrdom of Hussein and his com-
panions in a dramatic manner designed to move his audience to tears. The proces-
sions are essentially demonstrations of grief during which the mourners may chant
lamentations, beat their chests with the palms of their hands, lacerate their backs
with chains, or cut their foreheads and allow the blood to flow freely. Parts of the Ashu-
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ra drama may be enacted in pageants. The presentations of Ashura are the various
productions of the passion plays, and it is these with which our discussion is mainly
concerned.

We know very little about the authors of the ta’ziyah, since they considered their
involvement an act of devotion and hence preferred to remain anonymous; nor do we
have a good estimation of how many were composed, or even how many are extant.
We can say, however, that all the plays “share a basic plot which depicts the conflict
between good and evil" (Malekpour, 2004, p.73). The confrontation takes place be-
tween "“Olya", the good characters, and “"Ashghya", the evil ones. The plays can be
divided into four groups on the basis of structural features and subject matters: pro-
logues, episodes, sub-episodes and comic episodes. Prologues (pish-vagheh) do not
have independent or complete plots and are often connected to episodes, which are
always about a Karbala event, although prologues need not be. The connection is
made through a digression (guriz) from the Karbala event (Malekpour, 2004, pp.74-76).

The episodes (yagheh) are the main plays of the ta’ziyah; in them the plot and char-
acters are connected to the Karbala events, and they are mainly concerned with the
migration of Hussein and his family from Medina; the murder of his delegation to
Kufa; the capture of his youngest sons; the surrounding of his camp at Karbala; the
cutting off of access to water; the martyrdom of Abbas when he goes to fetch water
for the women and children; the martyrdom of Qasim immediately after his marriage
to Hussein's daughter; the martyrdom of Hussein's eldest sons; the martyrdom of his
72 followers; the martyrdom of Hussein himself; and the capture and deportation to
Damascus of the women and children. Other characters may take centre stage; we
have noted the performance of Hurr at the 1967 Shiraz Festival. All these plays are
usually performed during the first ten days of Muharram, and in no particular order,
the exception being The Martyrdom of Imam Hussein, which is always performed on
the tenth, Ashura, since it was on that day that Hussein was martyred (Malekpour,
2004, pp.76-78).

Sub-episodes (gusheh), like episodes, have complete plots, but present both reli-
gious and non-religious subjects and characters taken from history, mythology, lit-
erature and daily life. Particularly after the fall of the Qajars, the ta’ziyah developed
secular and even comic subjects, although it did not give rise to a separate secular
genre. Most sub-episodes mix reality and fantasy, past and present, and tragedy and
comedy. Subjects include Cain and Abel, Job, Joseph and his brothers, Layla and her
obsessed lover Majnun, Timur (Tamburlane) and Nasseredin Shah (a contemporary
character). One of the most famous sub-episodes is Moses and the Wandering Dervish,
which was adapted for a performance in 1988 at a small New England college, Trinity
College in Hartford, Connecticut. We shall consider this production in due course, to-
gether with some others mounted outside the Middle East. Comic episodes grew out
of the mockery of Ashghya (Hussein's enemies), and while they refer to the events of
Karbala the emphasis is on humour. Here the subjects include the jests of Ali's sly
and cynical Ethiopian servant, Qanbar, and the wedding of Solomon and the Queen of
Sheba. Interestingly, the latter includes masked actors impersonating animals, with
whom Solomon discusses details of his wedding (Malekpour, 2004, pp.84-85; Haar
and Barfoot eds., 1993, p.170).
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The most elaborate plays were written during the Qajar period by a number of col-
laborating, anonymous authors, but these scripts were often substantially modified
during the performing process, by poets (both professional and amateur), copyists
and performers, and above all by the Master of the Ta'ziyah, the person in overall
charge. How were (and are) these plays performed? We should bear in mind that they
were constantly changed by performers who responded to particular situations and
audiences, and that as they are essentially performance pieces, they “need to be seen
rather than just read if we are to understand their true worth and power" (Malekpour,
2004, p.94).

The ta’ziyah developed from ritual mourning processions, and even when it moved
into enclosed or roofed spaces and became more elaborate, it did not lose the pow-
erful interaction between stage and audience since it was able to retain its ritualistic
qualities and impose its own "open space” style on the architecture of the playhouse.
The use of open space not only determines the style of performance but also has an
effect upon every element of the production since the focus is on the living relation-
ship between actors and audience. The style is (or has been until very recently) anti-
illusory. As Malekpour remarks, the players

“[...] distance themselves from a detailed psychological approach to the
characters and create a stylised method by which they can communicate
the essential elements of their characters to a huge number of spectators
in an immediately recognisable fashion. This type of theatre asks actors
to create the essence of their characters quickly, [...] and to distance them-
selves from their roles in a manner that allows them to participate in the
performances not only as players but also as spectators. This makes it
possible for the actor playing Shimr, the killer of Imam Hussein, to cry for
his victim, since he is, at one and the same time, an actor and a spectator.
The audience is able to distinguish between these two elements of the
stage performance”. (Malekpour, 2004, pp.102-103)

The anti-illusory character of the acting is most manifest in the behaviour of the di-
rector, the Master of the Ta'ziyah, who is prominently visible on stage during the whole
performance. He will regularly interrupt the action in order to draw the audience's
attention to a particular scene or encourage them to voice their sorrow and grief. He
carries the script of every role and directs the action, and the actors also carry their
own scripts, which they consult without concealment, even when they know the role
by heart. This style emphasises movement and gesture over the words of the text,
though these are by no means unimportant. There is no need for realistic scenery
or props, since this is symbolic theatre. The action is preceded by an address by the
narrator or rawza-khan, who recounts the tragic events to be portrayed by the actors.
The actors are, as we have mentioned, divided into Olya and Ashghya: the former pres-
ent their characters in a serene and dignified manner, both in their facial expressions
(where these can be seen, since they are not visible when the male actor is play-
ing a veiled female) and their gestures. They sing their parts in the classical Persian
modes, while the antagonists speak theirs. All parts, whether heroic or villainous, are
in rhymed prose. The Ashghya declaim their lines in an extremely histrionic way, often
making clear that they are not to be identified with their characters; this is necessary
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for reasons of personal safety, and has not always been effective in preventing vio-
lence. All the actors remain on stage, even during scenes in which they have no part.

Everything in the production is directed towards the realisation of a communal re-
ligious performance. For this reason the style of presentation is minimalist and sym-
bolic. The actors indicate the glare of the Sun by placing a hand over the eyes, and
darkness by moving slowly and carefully. The Euphrates is represented by a bowl of
water, a grove of palms by a branch. An awning stands for the encampment; a rid-
erless horse is always a sign of its master's death. When a protagonist drapes his
shoulders with a white cloth representing a shroud (kafan), the gesture indicates that
he is prepared to become a martyr and will soon be killed. Hussein's death and decap-
itation are symbolised by the freeing of a dove. Historical accuracy is not taken into
account in the design of costumes. The male actors playing women are enveloped
in baggy black garments and are veiled; as for the male characters, the Olya dress
predominantly in green, symbolising Paradise, the family of the Prophet and Islam,
while the Ashghya wear red, indicating bloodshed, cruelty and oppression. Hussein
and the male members of his family may wear white costumes with green accents,
while his enemies may wear sunglasses to emphasise their villainy. Music is provid-
ed by drums, cymbals, trumpets and other brass instruments, and nay (reed flutes).
Throughout the performance the audience participates vigorously, calling out, striking
their chests, weeping, and waving green banners at key moments; as we have men-
tioned, physical attacks on the leading Ashghya are not unknown. The unified expres-
sions of grief shared by the actors and the spectator- performers and the flexibility
of representation serve to reinforce the connection between the action and everyday
life and emphasise that between the Karbala tragedy and contemporary political con-
flicts. Thus during the Iran-Iraq war Saddam Hussein was identified with Yazid, and in
Lebanon the Shi'ites of Mount 'Amil identify their Palestinian neighbours with Hussein
and Israel with Yazid's oppressive rule (Malekpour, 2004, p.103; Haar and Barfoot eds.,
1993, p.171; Knio, 1994, p.13; Gibb, 1960, p.407).

Attitudes to the ta’ziyah have varied widely both within and outside the Islamic world.
As al-Khozai (1984, p.28) remarks, it "is practised by one sect only and for sectarian
reasons it is ignored by the majority of Muslims, who take the passive part of unwel-
come onlookers". Within Shi'ite communities, and especially within Iran, a distinction
should be made between the ordinary people, who are generally devoted to Hussein
and the rituals of the ta’ziyah, and those who view the mourning rites, and particularly
their more extreme manifestations, as retrogressive. There is also the question of the
attitude of the Iranian clergy, which we mentioned earlier. Besides being opposed to
music and theatre generally, many religious critics condemned the public portrayal of
imams on the stage and, after 1979, sought to impose their views on the Islamic gov-
ernment and the public. They may yet succeed in suppressing the ta’ziyah (Malekpour,
2004, p.18). Badawi's (1988, p.9) view is that “in the study of the Arabic theatre the
ta’ziyah remains of very limited relevance”, an opinion that al-Khozai would endorse.
Badawi claims that “the form did not develop beyond the stage of crude and disor-
ganised representation” and that it should “more properly be viewed as an extension
of religious ritual than as drama". He acknowledges, however, that it is a dramatic
spectacle of a tragic nature and emphasises that “it explodes the commonly held
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fallacy that Islam as such, and not “puritan” Islam, is incompatible with dramatic rep-
resentation” (Badawi, 1988, p.10).

The ta’ziyah was virtually unknown in the West until recently; although the proces-
sions of self-lacerating mourners in Iran and Lebanon have been occasionally seen
on television screens since 1979, few Westerners have witnessed, or even heard of,
the ta’ziyah as a form of dramatic representation. In the centuries before 1970 only
two Europeans paid it serious attention. The Comte de Gobineau saw a performance
in the mid-1860s and considered it to be “a great and serious affair, engaging the
heart and life of the people who have given birth to it". This quotation is taken from
Matthew Arnold's translation of Gobineau, which he included in a lecture published
as one of his Essays in Criticism in 1871. Arnold disagreed with Gobineau's argument
that the ta’ziyah should be ranked with Greek drama, comparing it instead to the Am-
mergau Passion Play (Malekpour, 2004, p.3; Badawi, 1988, p.9). After Arnold's essay,
which is not without Victorian prejudices concerning Islam, the ta’ziyah disappeared
from the view of Western scholars for a century.

In the twentieth century, theatre pioneers such as Artaud and Brecht look interested
in Oriental theatre, but this did not extend to the theatre of the Middle East. Indeed, in-
terest generally centred on China, Japan, and South Asia. One reason for the attention
paid by pioneers and scholars to non-Western forms and traditions has been their
belief that the vital element of the close and interactive relationship between spec-
tators and performers, evident in Greek and Elizabethan theatre, had been weakened
by the introduction of the proscenium arch and the advent of naturalism. Influential
twentieth-century theatre artists such as Artaud, Grotowski and Brook have called for
the re-establishment of this relationship. Malekpour argues that the ta’ziyah is always
performed in an empty space, whether inside or outside a takiya. Its form of theatre in
the round reminds us of its origin in ritual:

“This round empty space creates a sense of holiness for the Ta'ziyah that
cannot be achieved in a formal space that divides the audience from the
performers. This is holy emptiness has been created in the Ta'ziyah to
reflect the atmosphere and the architecture of the Islamic mosques, which,
unlike Christian churches, have very little decorative embellishment".
(Malekpour, 2004, p.113)

Malekpour (2004, p.115) emphasises that this empty space "is filled with the cre-
ativity and imagination of both the players and the spectators, and this in turn reflects
the sacred nature of the Ta’ziyah". He agrees to some extent with Nasr in being scep-
tical that a theatre that exhibits such a unity between players and performers can
retain its power and significance outside its original religious context. Nasr argues
that a sceptical audience "destroys that unity between performer and onlooker that
belongs to the very essence of the ta’ziyah” (Nasr, 1987, p.80). Nasr is fearful that such
performances may relegate the ta’ziyah to the realms of the merely exotic and "in-
teresting”. Similarly, Malekpour (2004, p.157) considers that the performance of Hurr
given at the 1967 Shiraz festival "had a negative effect on the Ta'ziyah and hindered
its revitalisation”. This, he argues, echoing Nasr, was because it “was performed in
a Western-style festival for an audience who did not share the faith that is required to
experience fully this kind of tragedy” (Malekpour, 2004, p.157).
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If Nasr and Malekpour are right, it follows that performances presented in a secular
or alien context must diminish the power and meaning of the ta’ziyah. And yet Malek-
pour praises Peter Brook for “introducing the Ta'ziyah as a form of theatre to West-
ern theatre scholars and, more importantly, to theatre performers” (Malekpour, 2004,
p.3). Brook was profoundly affected by Iranian culture and directed Mahin Tajadod's
Orghast, based on ancient Zoroastrian religious writings, at Shiraz in 1971. He was
also directly and indirectly responsible for bringing the ta’ziyah to Western audiences.
The open space of the ta’ziyah resonated with his conception of the "empty space” in
which truly creative theatre can occur, and he was forcibly struck by the ways in which
the performance brought out the mystical nature of the ta’ziyah through a simple yet
totally effective mise en scene. After attending a performance of a ta’ziyah in Avignon
in 1991, Brook recalled his first experience of ta’ziyah performance in a village setting.

Brook implies that it would be difficult but not impossible to create a theatre that
would be “the mirror of the invisible". But it does not follow that the ta’ziyah itself can
be presented to Western audiences, or even to non-Shi'ites, without a damaging loss
of “the fire of life between actors and spectators"”. Seeking to present this apparently
culture-bound theatrical phenomenon to Westerners, a number of individuals have
mounted productions, which are documented in an issue of The Drama Review devot-
ed to the ta’ziyah (Chelkowski ed., 2005). The number is guest edited by Peter J. Chel-
kowski, an authority on the ta’ziyah. The articles discuss a variety of topics, including
the few performances presented in the West in the last twenty years. Although some
of these productions were generally agreed to be successful, the public profile of the
ta’ziyah was virtually unaffected, despite Brook's advocacy.

The key figure in the presentation of the ta’ziyah to the Western audience has not
been Brook himself but his associate, the Iranian director Mohammad B. Ghaffari. He
became interested in theatre as a boy, and later worked with the Theatre Workshop
of Tehran. He first met Brook in 1969 and took him to see a ta’ziyah in a village in his
native province of Khorasan. After the 1967 ta’ziyah performances at Shiraz had been
judged failures, there was a universal feeling in the mid-1970s in Iran that the ta’ziyah
was moribund if not actually dead. Ghaffari, however, believed that it was still alive
in remote villages and travelled all over the country for a year, at the end of which he
brought performers who had retained a knowledge of the art of taziyah to Shiraz, to
prepare to perform at the 1976 Festival. Ghaffari trained and rehearsed the performers
intensively for three months, and the result was acclaimed by the media and created
a sensation among ta’ziyah performers throughout Iran, who believed that the Shiraz
performers had been extravagantly rewarded. Ghaffari himself strongly believes that
the seven 1976 performances saved the ta’ziyah (Ghaffari, 2005, pp.113-117).

After the success of Shiraz, Ghaffari was awarded a scholarship to travel to the
United States. He met Chelkowski in New York and worked at Michigan, but after nine
months, the Islamic Revolution occurred in Iran and he decided to stay in the USA,
eventually returning to New York to work at Columbia. After some years there he was
asked to teach and direct a play at Trinity College in Hartford, Connecticut. This was
to be the first production of a ta’ziyah outside the Middle East, or perhaps it should be
called a play based on a ta’ziyah, since Ghaffari, inspired by the ideas of his mentor
Peter Brook, departed from tradition in several ways (Ghaffari, 2005, pp.117-118).
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Ghaffari was invited to direct to direct a taziyah at Trinity by Milla Cozart Riggio,
Professor of English at the College, in the spring of 1988. Riggio, a medievalist, wished
to change Trinity's practice of performing a Christian medieval play every year and to
step outside the Christian tradition. Ghaffari chose the sub-episode (gusheh) Moses
and the Wandering Dervish, which contains a digression (guriz) from the Karbala story.
When performed separately, the emphasis is on the Sufi aspect of the gusheh. The
Trinity play was based on a text from northern Iran, but much of this was replaced by
lines by Rumi, the great Persian mystic poet of the thirteenth century. The play con-
cerns a dervish living in a desert hermitage who cannot reconcile the existence of Hell
with the notion of a compassionate and merciful God until Moses shows him, through
a guriz, the tragedy of Karbala. The play was staged in English and the guriz showed
not only the Karbala scene but an image from the Vietnam War (Ghaffari, 2005, p.118).

The introduction of contemporary politics was not the only innovation; Brook's in-
fluence on Ghaffari was evident in the cosmopolitanism of the production. American
gospel songs were performed by the angel Gabriel and by Moses, while a Korean sing-
er and dancer played the dervish. Indian flute music was specially composed by the
American Steve Gorn. Riggio comments that the play was thus "a parable of our times,
possible only in a world that simultaneously encodes and erases identity, a world at
once more global and more local than at any other point within modern memory"” (Rig-
gio, 2005, p.101). Ghaffari chose this gusheh to avoid a narrow religious interpretation
and because production of a major ta’ziyah would have required specialist perform-
ers, especially singers (Ghaffari, 2005, p.119). For Riggio the main motivation was
political; it was important to create a theatrical event that would take a stand against
a world “where religious belief coalesces with and helps to create a sense of identity
grounded in insularity and opposition. At Trinity in 1988, we found it impossible to
separate aesthetics from politics” (Riggio, 2005, p.100).

The production appears to have been a success, despite Ghaffari's initial misgiv-
ings. He still believes that a non-Muslim audience "would miss the religious dimen-
sion of the drama" but argues that “theatrical forms are constant and have a great
impact on the spectators” (Ghaffari, 2005, p.118). In the case of the Trinity production,
however, the impact was not communal in the way it would have been in the Middle
East. In Riggio's words, the traditional play designed for interactive performance was
transformed into a modern drama celebrating the power of art and the role of the
artist in a world characterised not by community but by the alienated isolation of
exile [...] with each silent viewer isolated in a moment of private catharsis rather than
raucous community (Riggio, 2005, p.106).

The Trinity production was to prove an exception in Ghaffari's involvement in bring-
ing the ta’ziyah to Western audiences, since from then on his work in this area would
be with Iranian performers staging major episodes. In 1991 a group of 20 musicians
and actors gave three major ta’ziyahs, in Avignon, as part of a group of over 100 Ira-
nian artists. Ghaffari was a guest director, and the Director of the Festival d'Avignon
considered the event to have been a landmark: "The ta'ziyah was a great success in
Avignon and the performers were able to build bridges with the audience. The French
press wrote rave reviews" (Crombecque, 2005, p.18). Ghaffari's main reservation was
that the Tehran performers contained only five good singers and were not skilled
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horsemen: "I think it is very important for ta’ziyah, especially the epic ta’ziyah, to have
horses — horses give a completely different dimension and life to the performance.
Without horses, the play doesn't have the same power"” (Ghaffari, 2005, p.119).

In 2000 the Festival d’Automne in Paris, under Alain Crombecque, who had been Di-
rector at Avignon in 1991, invited Ghaffari to direct Iranian performers in a ta’ziyah. He
engaged some of those he had worked with in Shiraz in 1976; again about twenty ac-
tors and three musicians were involved. Five ta’ziyahs were performed, to good press
reviews. Ghaffari prevented the use of microphones, which, together with electronic
keyboards, have become common in Iranian performances:

“Nowadays in Iran they have a bad custom of using mikes which ruin the movements
of the actors"” (Ghaffari, 2005, p.120). Ghaffari explains this innovation as being due to
the influence of television, and television and melodramatic films are also blamed for
the corruption of the traditional anti-illusory acting style:

“Paradoxically too much exaggeration in the acting style will lessen the in-
tended effect of the drama. The most evocative acting allows the spectator
to inhabit the space between actor and role with his or her thoughts and
emotions. Therefore the simplest style is nearly always the most effective,
even if it is broadly drawn with large vocal and physical gestures. The fin-
est actors achieve maximum effect from minimal materials". (Beeman and
Mohammad, 2005, p.49)

The corrective for melodramatic overacting is to reinstate the values of ta’ziyah pro-
ductions of the nineteenth and early twentieth century in order to re-establish the per-
forming standards of an earlier, more disciplined time. Ghaffari succeeded in accom-
plishing this by taking a firm hand with some of the actors, and Crombecque as well as
the press was enthusiastic: "The ta’ziyah proved that its theatricality and drama could
overcome religious, linguistic and cultural differences” (Crombecque, 2005, p.18). The
production transferred to Parma but poor public relations and bad weather resulted in
low attendances. Lessons were learned, and when Abbas Kiarostami staged The Mar-
tyrdom of Hussein in Rome in 2003 the production — on one night only — was a great
success, partly because Kiarostami had placed six enormous screens around the stage
on which were shown black-and-white documentary footage of taziyah spectators
filmed in Iran by the director (Vanzan, 2005, pp.24-25; Chelkowski, 2005, pp.15-27).

Encouraged by the successes in Avignon and Paris, Ghaffari returned to New York,
determined to bring the ta’ziyah to the Lincoln Centre, in a much bigger production
than the one in France. He intended to use 35 actors and musicians, but after the
11 September attacks the budget shrank. Ghaffari returned to Iran, travelled around
the country and chose the actors, and after a great many difficulties 18 men and chil-
dren performed three ta’ziyahs in July 2002. Audience and critical reaction were ex-
tremely varied, but there were standing ovations and full houses every night. Ghaffari
and the performers were moved and gratified, especially as they had not expected
such a warm reception, which showed that New Yorkers were mature enough, even
after 11 September, to differentiate between the martyrdom of Imam Hussein and the

“martyrdom"” of bin Laden's operatives (Ghaffari, 2005, pp.121-127).

The ta’ziyah cannot be separated from contemporary politics, and in the Middle East,

as we have seen, direct comparisons are drawn between the key figures of the Karbala
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events and individuals and nations acting in today's world. Some, ignoring the religion's
quietist aspect, see Shi'ism as essentially a religion of protest, and for that reason argue
that the ta’ziyah is essentially a mourning ritual, performed in a variety of forms, that
expresses protest and cannot legitimately be used to consolidate the power of a re-
pressive theocracy, as was done in Iran during the war with Iraq. According to this view,
Shi'ism “can only speak truth to power and destabilise it. It can never be "in power". As
soon as it is "in power” it contradicts itself. Shi'ism can never politically succeed; its
political success is its moral failure” (Dabashi, 2005, p.91). Hamid Dabashi argues that
Imam Hussein is essential "Hussein- e Mazlum" (Hussein who was wronged) and that
his moral and political power lies in his passivity and his historical and cultural mean-
ing as a figure of permanent revolution. In other words, his charisma depends on his
deliberate refusal of political power. We cannot discuss Dabashi's development of this
paradoxical argument here, but it leads him to anathematise not only the current Irani-
an regime (“a discredited state apparatus, held together by [...] militant repression [and]
an entrenched clerical clique” (Dabashi, 2005, p.91) but also any attempt to present
the ta’ziyah outside its Islamic and Shi'ite context, since it is located integrally “in the
entirety of its immediate cultural universe" (Dabashi, 2005, p.93). This view leads him
to identify the current Tehran regime with Yazid, and to characterise attempts to anath-
ematise and theatricalise the ta’ziyah as corruptions of its essential nature. Needless
to say he has little time for the Shiraz Festival or for Ghaffari's efforts to introduce the
ta’ziyah to a wider audience, to “theatricalise” it. (Dabashi, 2005, pp.98-99).

However unjust Dabashi's judgments of Ghaffari's work may seem, it brings us back
to the central problem of the ta’ziyah: is it ritual or drama? How is it to be understood?
The answer seems to be that its power as drama is drawn from “the entirety of its
immediate cultural universe”; that is, its drama is a ritual and its ritual is a drama, and
both are deeply embedded in its nature as a Shi'ite cultural and political phenomenon.
Others may appreciate its dramatic qualities, but it belongs to the Shi'ite masses and
not to the state, however assiduously, the state may use it for its own purposes. This
identification of the ta’ziyah with the revolutionary fervour of the oppressed is evident
in the behaviour of the Shi'ites of the Mount '‘Amil region of Southern Lebanon, and
especially in Nabatiyya, an overwhelmingly Shi'ite city of some 35,000 people, where
the mourning rituals feature self-flagellation and bleeding.

“Augustus Norton notes that these (predominantly male) rituals

have proven to be remarkably persistent despite the disapproval of other-
wise highly respected Shiite mujtahids (clerics qualified to independent-
ly interpret Islamic law). In addition, the ceremonies are an occasion for
competing political organisations to contend variants of the rituals in or-
der to exemplify piety and mobilise further support [...]. In this sense, the
rituals offer no less than a public performance of ideology. For the past
two decades or more, the rituals explicitly cast Israel in the role of Caliph
Yazid [...]". (Norton, 2005, p.141)

The competing political organisations mentioned by Norton are Amal and Hezbol-
lah, and in 2004 the latter emerged decisively victorious in the local elections. During
Ashura the Karbala tragedy is presented with great in intensity in Nabatiyya, where
bleeding is an important aspect of the ritual for many of the participants, who consid-
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er such practices mustahhab (commendable). Despite condemnatory fatwas by cler-
ics of the highest rank, the blood rituals of Nabatiyya survive robustly. One resident
told Norton in 2000 “What you see here is the real Islam. Islam is not found in books,
it is here"; above him, banners proclaimed “Every day is Ashura and every land is Kar-
bala" (Norton, 2005, pp.145-147).

Scientific novelty. As a result of historical and art studies, the evolution of Ta'zi-
yah Islamic theatre from its origins as a component of the Islamic cult rite to the
current forms as a component of European theatrical culture was traced for the first
time in a comprehensive and well-argued way with the involvement of various factual
material.

Conclusions

Despite Sunni reservations, the phenomenon of the ta’ziyah remains the only indig-
enous theatrical genre that can be confidently regarded as both profoundly Islamic
and intensely dramatic. It is, however, a tragic drama sui generis, which many believe
cannot be presented outside its immediate cultural universe without severe distortion
of its meanings, which are fully apprehensible only by the Shi'ite communities of the
Middle East. Even in that context the ta’ziyah and its associated mourning rituals re-
main controversial among the clergy. Can such a phenomenon be introduced to non-
Shi'ite audiences? Can it cross the cultural divide and find appreciation in the West?
It seems that it can, though not without some loss of religious significance. Moham-
mad Ghaffari and Kiarostami have shown the way, although their work has provoked
strong criticism. The ta’ziyah should be regarded as a cultural resource of great value,
to be treated with the utmost respect but not confined by ideology to a narrow inter-
pretation of its significance. As one Shi'ite admirer of Trinity College's unorthodox
production of Moses and the Wandering Dervish told Milla Riggio, "the artist is free"
(Riggio, 2005, p.110).
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AHoTtayis

MeTa pocnifd)keHHs — TMPOCTEXUTU [)Kepena, eBOOUII0 Ta CyyacHi KPOCKYMbTYpHI
TpaHcdopmMauil icnamcbkoro TeaTpy Te'sie. Y cTaTTi KOMMJIEKCHO MNPOCTEXEHO LUASIX
TPaAMLUINHOrO icnaMcbKoro TeaTpy Te'sie ik 0coONMBOro XaHpy Bif, Yacy MOro 3apomXeHHs
B VIl cTONITTI fIK cCKNafoBoi MycyfibMaHCbKOT 06ps,A0BOT KYSIbTYPY [0 HUHILLHIX EBPONENCHKUX
TeaTpanbHUX MpakTMK. MeTogonoris AocnifkeHHs nepeBaxHO 06a3yeTbCsi Ha iCTOPUKO-
aHaNiTU4HOMY Ta KOMMapaTMBICTCbKO-MUCTELTBO3HABYOMY nigxofax, LWo nepepnbayae
KYJIbTYPHO-aHTPOMOJIONiYHE BUMBYEHHSI eBoOJtOLIT apabcbkoro TeaTpy, 30Kpema LWWsAXiB
CTaHOBJ/IEHHSI Ta PO3BWUTKY icllaMCbKOro TeaTpy Te'sie. HaykoBa HOBM3Ha. Y peaynbTari
3[iMCHEHOro  iICTOPMKO-MUCTELTBOSHABYOIO [OCAIAXEHHS Brepwe 6yno  KOMMIEeKCHO
" apryMeHTOBaHO, i3 3aJly4YeHHsIM PiSHOBEKTOPHOro hakTOoNIONYHOro MaTepiany NPOCTEXEHO
€BOJIIOLi0 iCNaMcbKoro TeaTpy Te'sie Bif fxxepen (K CKnafoBYy iClaMCbKOro KyNlbTOBOIO
o6pAAy) [0 HUHILWHIX opM (SIK CKafoBy €BPOMNercbKol TeaTpasibHOI KynbTypu). BUCHOBKM.
He3Baxaroun Ha 3acTepexeHHs CYHITIB, (heHOMeH Te'sie 3anMWaeTbCs €AUHUM NEPBICHUM
TeaTpaJibHUM XaHPOM, SIKUA MOXHA BMEBHEHO PO3rNAfaTh AK rIMOOKO icnamMcbKui, Tak
i HaA3BMYaNHO fpaMaTuyHmii. OgHak Lie camoByTHA TpariyHa gpama, siKy, Ha [yMKy 6araTbox,
HEMOX/MBO NpeAcTaBUTM Mo3a Ti 6esnocepefHiM KyNbTYpHUM KOHTEKCTOM 6e3 CUbHOro
CNOTBOPEHHA 1T 3HAYeHHs, AKe LiNiCHO CMpPUAMAETbCS BUKIIOYHO LUMITCBKUM rpoMagam
Bnunsbkoro Cxopy. HaBiTb y LlbOMY KOHTEKCTI Te'sie Ta MOB'i3aHi 3 Her puTyanu Tpaypy
3aMWaloTbCA CynepeynvBrMU cepefi LyxOBeHCTBA. UM MOXHa Take siBULLE NpeAcTaBUTH
He WUITCbKIN ayauTopii? Yn Moxe Le nofonaTu KynbTYpHUN PO3PUB | 3HAWTU PO3YMIHHS Ha
3axopni? 34aeTbCs, MOXe, Xo4a | He 6e3 NeBHOT BTpPATW pPenirinHoro aHayeHHs. Moxammag,
laddapi Ta A66ac KiapocTami nokasanu Lwsx, xoya ix poboTa BUKIIMKaNa 6arato KpUTUKMK.
Te'sie cnip po3rnspatu K KyNbTYPHUI pecypc, WO Mae BeMKYy UiHHICTb, [0 SKOro chif
CTaBUTUCA 3 HaMbiNbLLIOID MOBarok, ane He O0OMEeXYHUUCb iOeoNorieto, nuwe BY3bKUM
TAyMayeHHSAM T 3HaUYeHHs.

KntouoBi cnoea: icnamcbkuin TeaTp Te'sie; IMamM XyceilH; Mycy/fibMaHCbKa pesiris; icnamcbka
Opama; XycenHins; A6bac Kiapoctami; Moxammap, ladcbapi
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AHHOTayunsa

Lenb wuccnegoBaHWA — MNpPOCNEAUTb MCTOYHWUKKM, SBOJSIOLMIO UM COBPEMEHHble Kpocc-
KynbTypHble TpaHccopMauumM wucnamMckoro TeaTpa Ta'auita. B cTaTbe KOMMMEKCHO
npocnexuBaeTcsi NyTb TPAQULMOHHOINO MCNaMCKOro TeaTpa Ta'suha Kak ocoboro xaHpa
OT BpeMeHu ero 3apoxpaeHusi B VIl Beke Kak COCTaBASIOLLEN MycCySibMaHCKoOW 06psinoBoW
KYNbTYypbl 00 HbIHELWHMUX €BPOMENCKUX TeaTpasibHbIX NpakTUK. MeTogonorus uccnefoBaHus
npeMMyLLecTBeHHo 0asupyeTcs Ha WCTOPUKO-aHANIMTUYECKOM W KOMMapaTMBUCTCKO-
MCKYCCTBOBELYECKOM  MNoAaxopdax, MpefycMaTpuBaeT  KynbTYpHO-aHTPOMOSOrnyeckoe
n3yyeHve aBonoUMKM apabckoro TeaTpa, B YaCTHOCTM MyTel CTAHOBJIEHUS U pPasBUTUS
ucnaMmckoro TeaTpa Ta'suia. HayyHas HoBM3HA. B pesynbTaTe NpoBeLEHHOO UCTOPUKO-
MCKYCCTBOBELYECKOrO  UCCNEeLOoBaHUsI  BrepBble  KOMMJIEKCHO W apryMeHTUpPOBaHo,
C MpuBreYeHWEeM  pPa3HOBEKTOPHOro hakToONOrMYeckoro MaTepuana MnpociexeHa
3BOJIIOLMA MCNAMCKOro TeaTpa Ta'auia OT UCTOYHMKOB (KaK COCTaBASOLLENA UC/IAaMCKOro
KynbToBOro o6psifja) A0 HbIHEWHUX dhopM (Kak COCTaBNAIOLLEN eBPOMNencKon TeaTpasibHO
KynbTypbl). BbiBogbl. HecMoTpa Ha mnpegocTepeXeHUss CYHHUTOB, (beHOMeH Ta'auida
OCTaeTcA efUMHCTBEHHbIM MCKOHHbIM TeaTpasibHbIM XaHPOM, KOTOPbIA MOXHO YBEpPEHHO
paccmaTpuBaTb Kak ryboKo UCnaMCcKUI, Tak U Ype3BblYyaiHO gpamaTtuyeckuit. OgHaKo 3To
camMobbITHast Tparmyeckas apama, KOTopyto, M0 MHEHUIO MHOMMX, HEBO3MOXHO NpeLCcTaBUTb
BHE ee HernocpeLCTBEHHOMO KYNbTYPHOr0 KOHTEKCTa 6e3 CUIbHOro MCKaXeHUs ee 3HaYeHus,
KOTOpOe LEeNOCTHO BOCMPUHUMAETCH WCKHOYUTENBHO LWUUTCKUM obWwuHaM  BrvxHero
BocToka. Ho faxe B 3TOM KOHTEKCTe Ta'auia U CBA3aHHbIE C Hel pyUTyasbl Tpaypa ocTatTcs
NPOTUBOPEYMBBIMU CPeaU AyXOBEHCTBA. MOXHO NN Takoe iBfeHWe NPeACcTaBUTb HE LUMUTCKOWM
ayautopum? MoXeT 3TO NpeofoneTb KyNbTYpHbI paspbiB U HaNTKU NoHUMaHWe Ha 3anage?
KaxeTcs, MoXeT, X0TS U He 6e3 HEKOTOPOI NOTEepU PENIMIMO3HON cocTaBnatoLen. Moxammap,
lfacpcpapn n Abb6ac KmapocTtamum mnokasanu nyTb, XOTS MUX paboTa U Bbi3Bana CUSIbHYHO
KpuTuky. Ta'suna cnepyeT paccMaTpuBaTb Kak KynbTYpHbIA pecypc, MMerowmuin 60onbLuyto
LLlEHHOCTb, K KOTOPOMY CliefyeT OTHOCUTLCSA C BENUYANLLMM YBaXEHMUEM, HO HE OFrpaHNYnBasiCb
naeosiornen, NUb Yy3KMM TOJIKOBaHUEM ee 3HAYEeHUS.

KnioueBble cnoBa: ucnamckuin TeaTp Ta'suva; MiMam XyceWH; MycCynbMaHCKas penunrus;
ucnamckas gpama; XycenHuins; A6bac Knapoctamu; Moxammag, lacpcapu
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HauioHanbHa My3udyHa akagemisi Ykpainu imeHi I1. |. YavikoBcbKkoro, Kui, YkpaiHa

AHorauisa

Xy[0XHbO-BMpaxanbHi 3acobu TBOPEHHSI CLEHiYHOT 06pa3HOCTi B OMEpPHOMY MWCTELTBi TiCHO
noB'aA3aHi 3i CTUNICTUKOK ONEPHOro CniBy BUKOHABLSA, HEBI'EMHOK CKJ1af0BOO SIKOTO € BOKasbHa
iHTepnpeTauis. MeTa pocnifdXeHHs — npoaHanisyBaTuM Cy4YaCHWW CTaH HayKOBWUX [OCHiAXeHb
BOKaNbHOT iHTepnpeTauil £k HeBiA'€MHOI CKafoBOi onepHOro MucTteutBa. MeTtogonoria
BOCHNiAKEeHHA CMMPAETbCs AIK Ha 3arajlbHOHAYKOBI, TakK | Ha cneuianbHi MeToAM [LOCHIAXEHHS:
aHania — nons 3'AcyBaHHA 3MICTy pocnigxeHb 3 npobnemM oOMepHOl BOKasbHO-CLEHIYHOT
iHTepnpeTauil; iCTOPUKO-TeHeTUYHUI — [ONA PO3YMiHHA 3HayYeHHA BOKaJbHOI iHTepnpeTauil
B icTOpil PO3BMTKY OMEpPHOro MUCTeUTBa; AeOYKTUBHUA — CMpsSIMyBaB [OCIHIOXEHHS Bif
y3arasbHEHOro PO3YMiHHSI Teopii ONepHOro XaHpy A0 KOHKPEeTHOro, 30KpemMa poJii BOKanbHOI
iHTepnpeTauil sk CKNafoBOi OMepHO-BMKOHABCbKOrO MMUCTELTBa; KOMMapaTUBHUIA — AOnA
MOPIBHSIHHA XapakTEpPUCTUK BOKasbHOI iHTeprpeTauiiHol CTURICTUKM BMKOHaBUiB. HaykoBa
HoBMU3HA. Lla poboTa € cnpoboto OCArHYyTU HayKOBO-aHaNiTUYHWA OOCBiA Yy LapuHi CLEeHiYHOT
onepHo-BOKasibHOT iHTepnpeTauii. BUCHOBKU. BokanbHO-cLeHiYHa, 06pa3Ho-TBOpYa [HisNbHICTb
oMepHOro cniBaka sIk BUWKOHaBLUSI-iHTeprnpeTaTopa BMMarae rMMBOKOro aHanisy Ta PO3YMiHHS
BMKOHYBAHOIO0 MY3UYHOrO TBOPY B KYJbTYPHO-ICTOPUYHOMY KOHTEKCTi ernoxu Mopyy i3 BUCOKOH
MaWCTEpHICTIO Ta SICKPaBICTIO CaMOBMPAXEHHsI Mif 4Yac PO3B'I3aHHA KOMIMEKCY XYAO0XHbO-
BMKOHABCbKMX | TEXHIYHMX 3aBAaHb. 3Baxatouu Ha Le, ONepHUA BUKOHaBeLlb CTBOPHOE BNACHY
iHTepnpeTaliiHy Bepcito BOKaNbHOrO TBOPY, fika Mae OyTu pPiSHOMAHITHON, ane BU3HAYEHOH
MexaMu Tpaguuin. IHTeprnpeTauiiHi Bepcii BU3HaYalOTbCsi 0COBMMBOCTAMM [OHECEHHSI 3MICTY
XYL,0XHbOrO TEKCTY, eMOLIMHOro NiATEeKCTY OmnepHOi MapTii 3a [OMOMOroK Pi3HUX KOMMeKCiB
eKcrnpecuBHUX 3aco6iB, NPUINOMIB BOKaNbHOT TEXHIKM Ta CTYNeHeM 3aHYPEHHSI BiCTOPUYHUINA KOHTEKCT.
YiTKicTb apTukynsuii Ta AMKUiS B CYKYMHOCTI 3 iHWMMM 3acobamMu Xy[oXHbOI BUPA3HOCTI Ta
iHOMBIAYaNbHUMKU 0COBNUBOCTSAAMU 3BYKOBMA00OYBaHHSA BU3HAYatOTh OPUriHANIbHUIA CTUIb OMEPHOro
cniBaka-iHTeprnpeTaTopa. BuKOpUCTaHHA HOBUX | TpaguLiAHUX BOKaNbHO-IHTEpNpeTaLiHuX
Mofenen BiOKPMBAE LUMPOKI MOXIMBOCTI A/ OOCHIOXEHHS iCTOPUKO-TEOPETUYHOro acrekTy
OMepHOro MUCTELTBA Pi3HUX MepiofiB, MOro KOMMO3UTOPCbKMUX LWKiN Ta XXaHpiB. AHanis
HayKOBMX [OCHiAXeHb MOKa3a., WO Y HMX NMUTaHHA OMepHOI BOKaJlbHO-CLEHIYHOT iHTepnpeTauil
BUCBITNOBaNUCL ab0 [OTUYHO, Y KOHTEKCTI BUBYEHHS iHLUMX NpobreM onepHoro MucTeuTsa, abo
Ha BiAnNoOBigHOMY eTani Noro icTOpMYHOro po3BUTKY. Hapasi nepen cy4acHOK HayKOBOH OYyMKOH
nocTae 3aBfaHHA KOMMIEKCHOrO OCMUCIIEHHS! POJli BOKasNbHOI iHTeprnpeTaLii B NpoLeci CTBOPEHHS
CLieHI4YHOT 06pa3HOCTi B ONMepHOMY MUCTELTBI 3 BUSHAYEHHSIM Pi3HUX BOKasSIbHO-IHTeprnpeTaLinHux
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MoJeNieln 3 ypaxyBaHHSM eBOJIOLIMHMX MNpOLECiB, HaLiOHaNbHUX Ta XaHpOBUX OCOGIMBOCTEW,
iCHYBaHHS Pi3HMX BUKOHABCbKMX LUKIN Ta TBOPYOCTi OKPEMMUX BUKOHABLIB.

Kniouoei cnoBa: BokasnbHa iHTeprpeTalisi; onepHe MUCTELTBO; BUKOHABCbKUI CTUSb, HayKOBUM
Zmckypc

MocTaHoBKa npo6nemu

Onepa — XyOOXHi# TBip, 3MICT IKOro BTINIFOETbCSA 3a [OMNOMOIOK CUHTETUYHOIO
NnoefHaHHS B CLiEHIYHOMY TBOpi TeaTpasbHOI i, BOKaNIbHOI Ta IHCTPYMEeHTanbHoT
MY3UKM, ApamaTyprii, 06pa3oTBOpPYOro MUCTELTBA, iHOAI 1 xopeorpadii 3a ymMoBU
OOMIHYBaHHS My3MYHOI cklanoBoi. CoNbHWIA CNiB Y MOro NignopsiaKyBaHHI 3aKoHaM
TeaTpy Ta B MOEJHaHHI i3 3aKOHaMW MY3UKOTBOPEHHS OYyB SIK reHe30 OMepHOro
MUCTELTBa, TaK | JXepesoM oro noganblimx TpaHcopmauii. MaricTpanbHUMM
BeKTOpaMu B iCTOpIl pO3BUTKY OMEpHOro TeaTpy 3aBXau Oynu fBa HanpsimMu — Te-
aTpasnbHUI 3 NOTro TAXIHHAM [0 CLEHIYHOI il B aKTOPCbKOMY BUKOHAHHI M enivyHuni
3 HapaTMBHO-ANCKYPCiHOK fOMiHaHTO. Came y TaKil NNOLMHI BapTo po3rnsgaTtu
ponb CONBHOrO CMiBY B ONEPHOMY MUCTELTBI, L0 CTAHOBUTb MOro NPOBIiAHY CeMaH-
TUYHY 03HaKy. BaximBe 3HauyeHHA B MUCTELTBI COJIbHOMO OMEPHOro CriBy Mae BO-
KanbHa iHTeprpeTaLisa K ckjlagoBa BUKOHaBCbKOI MalCTEPHOCTI.

Mopsag 3 TEMMNOBUMMU, PUTMIYHUMMU, UHAMIYHUMM W IHILMMU 0COBIMBOCTSIMU BU-
KOHaHHS CMiBOYMI 3BYK OMEPHOro BUKOHAaBLAA MOXe BUCTYNaTu caMOCTINHUM 3aco-
6oM BupasHocTi. [paMoTHe BONOiHHA 0OCHOBaMu TexHiku bel canto nae amory onep-
HOMY CMiBaKOBi 3MiHIOBATW BOKaslbHi XapaKkTEPUCTUKMN CBOIO rO0Cy A1 BUKOHAHHS
MY3UKM Pi3HUX €noxX i CTUAIB. Y Ui CKNafHii BUKOHABCbKI CTPYKTYpPi BOKaJIbHO-
iHTepripeTauiHOT MoAeni BoKasibHa TeXHIKa € KiHLeBO NaHKo | Moxe ByTu ickpa-
BOI Ta CTWUJICTMYHO 30anaHCOBAHO TiflbKM 3a YMOBM e(PeKTUBHOIro (OyHKLiOHY-
BaHHSA Bciel cucteMu. AkicTb cniBy 6e3nocepefHbo 3anexuTb Bif BOKanbHOI Malc-
TEPHOCTI, PiBHSA NiAroTOBKW, IHAMBIAYaNbHUX FOSIOCOBUX AAHMX Ta EMOLIMHOIO CTaHy
cniBaka. KpiM oCMWUCNEHHSI 3MICTY | CTPYKTYpWU TBOPY, ONEPHUI CriBaK € TBOPLIEM
CLieHiYHoro obpasy CBOro nepcoHaxa. Y npoueci nepeBTifIeHHsS B CLeHiYHMIN 06pas
rosIoCOBUI anapaT BMKOHAaBLSA caM iHTYITUBHO nepefae nepexuTi emouii. Y Takum
croci6 o6pa3s, CTBOPEHNUI aKTOPCbKOI YABOHO, CMIOHYKaE BUKOHaBLSA 10 3aCTOCYBaH-
HS BiAMOBIQHOI BOKaNIbHOI TEXHIKM OMEPHOro BUKOHaBLSA-iHTepnpeTaTopa. CBOEH
yeproto 3i 3MiHO TeM6py, cunu rosiocy, BibpaTo, Yepe3 akTUBHICTb apTUKYNAL,il 3BY-
KiB Mif, yac X NpoAyKyBaHHSA Hall CIyX JIerko PO3pi3HAE eMOLINHUIA CTaH, B AKOMY
3HaXoAUTbCA ONEepPHUN cniBak. HaBiTb AKLLLO BUKOHABELb CMiBa€e iHO3EMHOK MOBOIO,
SIKy rnagayd MoXxe i He 3HaTW, BiH PO3yMi€, AKUMMU MOYYTTSAIMU B L€ MOMEHT CrOB-
HEHWI MepCcoHaXx Ha clueHi. Afke MOBa MY3UKMU 1 eMOLLI € YHIBepCanbHOK Ta He
notpebye Bepb6anbHOro KOMYHIKaTUBHOIO KOHTaKTY.

AHani3 ocTaHHix gocnig)xeHb i nyénikauii

[o BMBYEHHS MpobreM iHTeprpeTauii, 30KpeMa y BUKOHAHHI XOPOBOI MY3WUKMU,
3BepTanuce |. bpaygo (1973), K. BuHorpagos (1967), H. JaHblumnHa (2013), . KoBa-
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Jmk (2005), I. KyabMiHcbkuid (2014), B. MockaneHko (2012; 1994). MpuHuMnn ctunic-
TUKWN CLIEHIYHO-BUKOHABCBKOI iHTepripeTauil y 6apoKoBii My3uLi NpoaHanisoBaHo
B po6oTtax X.-K. Beitnan (Veilhan, 1975), O. Kpyrnoeoi (2007), H. CikopcbkoT (2015),
P. CtenbMaluyk (2011), O. domiHa (2013).

BMBYEHHIO KOMMO3UTOPCBHKOro cTumto B. Kupelika ik iHTepnpeTaTopa «rnMbokmx
HaLioHaNbHMX Ta KJIACMKO-POMAHTUYHUX TPaLMULIA YKpaiHCbKOI akageMiyHol My3u-
KW», Y TBOPYOCTI IKOFO «OpraHiyHO CUHTE3YHTbCA HaLioHabHI Ta eBPONeicbKi 340-
OyTKu», NpucBsaYveHa nybnikauis |. LLlectepeHko (2013, ¢.169). 3okpema 0cob6nmMBOCTi
iHTepripeTauii B onepHini TBopYocTi B. Kupeiko pgocnipxye |. LLlectepeHko y cTaTTi
«OnepHa TBOpYICTb yKpalHCbKOro KoMnosutopa Bitanis Kupeika» — KoMnosuTtop
€ aBTOPOM Apamu-doeepil «JlicoBa nicHA», POMaHTUYHOT ApaMu «Y Hefiflo paHo»,
rPOTeCcKOBO-caTUPUYHOT cheepii «Mapko B nekJii», KaMepHOI KOMIYHOT onepu «BepHi-
cax Ha ApMapKy», ornepu-apamu «bosapuHs» (Shesterenko, 2020, pp.65-68).

BopHouac goci B HasBaHWX LOCAIAXEHHAX NPeAMETHO He PO3rnsfany onepHy Bo-
KaJslbHy iHTepripeTaLito K NpeMeT HayKoBOro Auckypcy. OTXe, akTyanbHiCTb TeMU
JochnigxeHHs o6yMoBieHa HeoOXigHICTHO MoAanbLLoi NorMbeHoT po3pobKM HaYKOBO-
TEOpeTMYHOro acnekTy BOKasbHOI iHTeprnpeTaLlii B pakTuLli onepHoro MucTeLTBa.

MeTa po6oTu — NpoaHasniayBaTu CyvyacHWUN CTaH HayKOBUX JOCHIAXEeHb BOKaNbHOT
iHTepripeTauil K HeBi'€MHOI CKJ1af0BOI ONEepPHOro MMCTeLTBa.

Buknag oCHOBHOro Matepiany

MpobnemMun BOKanbHO-BMKOHABCbLKOI iHTeprpeTaLil CUCTEMATUYHO BUCBIT/IHOOTb
B poboTax, MPUCBSYEHUX LiANIbHOCTI OKPEMUX BUAATHUX CMiBaKiB i BOKaJIbHUX MNe-
jparorie y 6esnocepeHb0MYy 3B'AI3KY 3 TXHbOI TBOPYICTHO. BaxnmBicTb nofibHUx ny-
6nikauin 0na BUBYEHHS BOKaJIbHOr0 BUKOHABCTBA BaXXKO NEPEOLIHUTY 3 TOUYKM 30py
y3arafibHeHHs1 [0CBify BUKOHABCbKOI MPaAKTUKN 1 TiCHO MOB'AA3aHOT 3 HEKO MpaKTu-
K1 negaroriyHoi. 34e6inbworo MoBa B HUX e Npo iHAMBIAYaNnbHUIA BUKOHABCbKUM
CTWNb TOrO YK iHWoro cniBaka (Amutpues, 1984, ¢.135-156).

Y UbOMY pakypci BESIMKUI IHTepec NpeacTaBfisie KHWra BiAOMOro iTanincbkoro
onepHoro cnieaka [akomo Jlaypi-Bonbni «Voci parallele» («BokanbHi napaneni»).
Cnuvpatounch Ha cBilt 6araTuil CLEeHiYHMIA OOCBifL, aBTOp po3rnsfae iHaMBigyanbHi
0Cc06IMBOCTI apTUCTMYHOrO BUrnsay noHan 150 cniBakis, NOPIBHIOE BOKasbHI LLIKOJIW
ITanii Ta ®paHLUil; aHanisye nepeBary Ta HeLOiKM B MeTofax eMicil 3ByKY, po3KpuBae
TOHKOLL,i CTaBJIEHHS OKPEMMX CMiBaKiB [0 noeTuyHoro TekcTy (Lauri-Volpi, 1955).

HalBaxnuBiwi NUTaHHS NPOroJiIoLeHHs1 MOETUYHOro TEKCTY B CMiBi, BKHOYAKOUn
TaKi MOMEHTHU, IK AUKLiHA YiTKICTb, Xy[40XHSA BUPasHICTb, BigMOBIAHICTb NpaBuiam
opdoenii, HraHcK came BokasibHoI opdoenil, HeogHOPa30BO NopyLlyBanucs B pobo-
Tax €. €. HecTepeHko (1985).

HabaraTo yacTiuwe, HiXX B HayKOBI NiTepaTypi, CTUNICTUYHI Npo6sieMn BOKasIbHO-
ro BUKOHaHHSI po3rnsfatoTh Y MPOLECi XMBOroO CMiJIKyBaHHS MovaTKiBLUiB-CMiBakiB
3 MaiicTpamu BokaslbHOro mucteutea. Ocb YOMy TaKy LIHHICTb MalOTb 3anucu
maicTep-knacis Mapii Kannac B [Jxynbapacbkin wkoni Mysuku (Hbro-Mopk,
11 xoBTHA — 18 nucTonaga 1971 poky, 7 noToro — 16 6epeaHs 1972 poky). CniBay-
Ka po3KpUBAE TOHKOLLi BUKOPUCTAHHS BOKaNbHO-BMKOHABCbKUX MpUIOMIB (aTaka
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3BYKY, Pi3Hi cnocobu 3'eHaHHS BOKaNbHUX TOHIB, AMHAMIiYHi rpapgauii, iMnpoBisa-
LA Ka[leHLil) y TICHOMY 3B'A3KY 3i CTBOPEHHSIM Xy A0XHbOr0 00pa3y B 3aCTOCYBaHHi
[0 Pi3HMX B MY3MYHO-CTUJIICTUYHOMY BifHOLLIEHHi TBOpIB (apil 3 onep Ta opaTopii
B. BenniHi, I Bepniosa, J1. BaH beTxoBeHa, X. bize, . Bepgi, LLI. I'yHo, O. Ox. LoHi-
uetTi, J1. Kepy6iHi, M. MackaHbi, XX. MaccHe, B. A. MouapTa, A. Moxk'enni, Ix. MyyyiHi,
L. Poccini) (Omutpues, 1984, ¢.135-156).

CyyacHa onepHa negaroriyHa npakTuka BUABIISIE CEPNO3Hi HefoNiku B npodecin-
Hil NigroToBLi BOKanicTiB AN iHTepnpeTauil TBOPIB pisHMX enox. TyT MOXHa No3Ha-
YMTK OBi OCHOBHI Npo6nemu. MNeplua noe'A3aHa 3 TUM, WO poboTa Cy4acHOro BUMKO-
HaBL$, 30KpemMa B YKpaiHi, 3 onepHUM My3UYHUM TEKCTOM 3BOAUTLCSA B OCHOBHOMY
[0 TeXHIYHOro po36opy BOKasbHOI NapTil. Y nefaroriyHin npakTuui € Habip npuinomis
OCBOEHHS HOTHOIO TEKCTY, AKUI ABnsie co60t0 BUPOONIeHUi cTepeoTun poboTw, Lo
30pIEHTOBAHMI NEPEBAXHO HA TEXHOJMOTIYHI NpuioMu. Kpim Toro, y cuctemi BiTun3-
HSIHOT BOKaJIbHOI OCBITM He NepenbayeHa crewianbHa NigroToBkay cdpepi cyyacHoro
YKpalHCbKOro BMKOHABCTBA. TOMY BMKOHAaBLii NepeBaXxHO 3BEPTAKOTbCSA OO0 MYy3uu-
Hux TBopiB XVIII=XX cTONiTb, W0 BUKOHYOTbCS 34e6iblLIOro B pPOMaHTUYHUX Tpa-
auuisx, nig BNaMBoM sikux cdopMoBaHa cydacHa BoKasnbHa akafeMiyHa wkona. Ha-
npvknag, ofs BUKOHaHHS iTanicbkoi onepun XIX cToniTTA, BEPLUMHOIO PO3BUTKY SKOI
cTana BepfiiBcbka gpama, cnisaky noTpibHO BOMOAITU FrOIOCOM 3HAYHOI CUiK, MO-
TYXHOCTI, 6apBUCTOCTI 3BYKY, 0COBMBO Y BEPXHbOMY PETICTPI, HA AKWUI NSIra€ OCHO-
BHe HaBaHTaXeHHS B Ky/ibMiHaLiiHi MOMEHTU He nnLe B apii, ane i B peuyntatusi. Ty
X BOKasbHY TeXHiKy nejaroru Ta BOKasicTU onepu 3a3BUYan eKCTPanontoTb Nif
Yyac aBTEHTUYHOr0 BUKOHAHHS TBOPIB CTapuX MancTpiB.

Takun nigxin € CTUNICTUYHO HeLOCTOBIPHUM. Y pe3ynbTaTi BoKasbHa iHTepripeTa-
uia ctae 6e3nMKo0 Ta HeBMpa3HOw. OfHY 3 MPUUYMH TaKOro CTaHOBMLLA B6AYaEMO
B TOMY, LLLO € BKpaw Mano JochigxeHb y cdepi Teopil i NpakTUKM ONepHOro BUKOHaB-
CTBa, HAyKOBO-MEeTOAMYHUX PO3POBOK, AAKi Mornm 6 cknacTu 06'eKTUBHY MeTOL010-
riYHy OCHOBY BMBYEHHS Cy4YacHOl BOKaJIbHOI iHTepnpeTalii onepu, 3oKkpemMa ykpaiH-
CbKOl.

BokanbHo-cUeHiYHa nepepaya adpekTy OMepHOro BUKOHaBLA-IHTepripeTaTtopa
BMMarae Bif, cniBaka OCArHEHHS My3UYHOro TBOPY B KYJIbTYPHO-ICTOPUYHOMY KOH-
TEKCTI, LUIMPOTK Ta ICKPaBOCTI caMOBMPaXKeHHS Nif Yac PO3B'A3aHHSA LiIOro KOMII-
NEKCY XYL0XHbO-BUMKOHABCbKUX | TEXHIYHUX 3aBAaHb. Ha Wi ocHOBI BoKanicT, onep-
HMIN BUKOHaBELb CTBOPIOE BNIACHY iHTepnpeTayiiHy Bepcito BOKalbHOro TBOPY, siKa
Moxe OyTu pisHOMaHITHOO, ane 0OMeXeHO TpaguuisMu. IHTepnpeTauilHi Bepcii
BM3Ha4alTbCA 0COBIMBOCTAMM JOHECEHHS 3MICTY XY[L0XXHbOIO TEKCTY, EMOLLINHOIO
NiATEKCTY OnepHOT NapTii 3a AOMNOMOrO0 Pi3HMX KOMMJEKCIB eKCnpecuBHUX 3acobiB,
NMPUNOMIB BOKaNbHOI TEXHIKW, PI3HUM CTYNEHEM 3aHYPEeHHS B iCTOPUYHUIN KOHTEKCT.
YiTKicTb i BUpa3HiCTb apTUKynaLil B CYKYMHOCTI 3 iHWMMK MpUMOMaMu BOKasbHO-
ro 3ByKoBuaoOGyBaHHS BM3Ha4yalOTb BUKOHABCbKWN CTWU/b OMEPHOr0 BUKOHABLA-
iHTepnpeTaTopa.

Mpobnemu, noe'A3aHi 3 piBHEM BOKaJIbHOr0 OMEPHOr0 BUKOHABCTBA, MOXYTb
edeKTUBHO PO3B'A3yBaTUCA TiIbKM 3 ypaxyBaHHSIM YCiX CKJ1afoBUX B iX B3aEMO-
3B'A3KYy. Ha Ui OCHOBI CTae MOXIMBOIO MOCHiIAOBHA Ta LinecnpsiMoBaHa npaus
Haf, BOKasibHOI napTieto. [Mif yac BUHMKHEHHS Npo6ieMu NIerko BUSHaAYMTH, Ha SIKY
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CKnafoBy NoTPiGHO 3BepHYTM 0CcOONMBY yBary Ta BuuieHyBaTu ii gns 6inbll getanb-
HOro onpautoBaHHA. 30Kpema, BokKaslbHa OUKLISAA Ik KOMMOHEHT, KU Mae CKNagHy
CTPYKTYpY, BUMarae ocobnmBoi yBaru Ta criewiasibHol METOLMKM, MOB'AI3aHOl 3 OKpe-
MWUMM BrpaBaMu 11 3MILHEHHSI anapaTty apTUKynsiUil, 3 BipaBamu, CpsMOBaHUMU
Ha OCBOEHHSI BOKaslbHOI (DOHETUKM MOBU BUKOHYBAHOro TBOPY, 3 po60TOIO Haf, BO-
KanbHol opdpoenieto, Hafi OKPEMUMU CMUCNIOBUMM CIIOBaMU i XY[LOXHIM TEKCTOM
B LLiJIOMY.

Y 3aranbHodinocohcbKoOMy pO3yMiHHI MOHATTA «iHTepnpeTaudis» (naT. in-
terpretatio — TnyMayeHHs, po3'ACHEHHS, PO3KPUTTS 3MICTY, TPAKTyBaHHS) HaNeXuTb
[0 THOCEOJIOriYHOI KaTeropii Ak crnocid CNpuWHATTS, TiyMayeHHs i BigoOpaxeHHs
LINCHOCTI 3 KopensiLieto Wo a0 pi3HUX BUAIB MUCTELTB. 3 Orisiay Ha LWMPOTY Ta YHi-
BepcanbHIiCTb MOHATTA NOr0 BUKOPUCTOBYHOTb Y Pi3HUX MJIOLLMHAX, 30KpPEMa B MUC-
TeuTBi. LLlogo Xy[oXHboOI iHTepnpeTauil, iHTepnpeTauil y TBopax MucTeutBa TyT
KJIFOYOBUM € PO3YMIHHSA LiNiICHOCTI akTUBHOIO CaMOBUSABIIEHHSI 0COBM MUTLA B NMPO-
LLeci TBOPEHHS, NPOSIBY MO0 0COBUCTICHO-IHAMBIAYaNi30BaHOro CTaBMIeHHSA [0 aKTy
TBOPEHHS.

IHTepnpeTayist y My3MYHOMY MUCTELTBI € O4HUM 3 Pi3HOBUMAIB XYL,0XHbOI iHTEp-
npeTauii, ge B npoueci ny6aiyHOro BMKOHaHHS TBOPY 3[iNCHIOETbCSA aKT aBToOp-
CbKOr0 MPOYMTaHHA MY3UYHOrO TBOPY BOKaNbHO-iIHCTPYMEHTanbHUMU 3acobamu
BMPA3HOCTI ONA PO3KPUTTS MOro ifeiHo-06pa3Horo 3micTy. 3 ornagy Ha BTOPUH-
HicTb (Micnst aBTOPCbKOT KOMMO3UTOPCbKOI) My3MUHa iHTeprnpeTaLis Hemucnuma 6es
BMKOHABCbHKOI, MEBHOIO MIpOK «MOCEpeHULbKOI», fie iHTepnpeTaTop-BUKOHaBELb
Mae OyTW HafineHuWn ik 0COOMUCTMM CBITOMNAAOM, TaK i TBOpPYOH 3[i6HICTIO (Ta-
JTaHTOM), NPOdpeCiiHOK MaMCTEPHICTIO, WO MiAKPINJIETLCA BMACHUM XYO0XHbO-
BUKOHABCbKUM MeToLoM. |. M. IMMoNbCbKuiA HaronoLye, LWo iMNpoBi3aLis B My3u-
Ui «3anexuTb Bif, eCTETUYHUX NPUHLUMMIB WKONM abo HanpsMy, 0O AKUX HaNeXuTb
apTUCT, Bifg MOro iHAMBIAyanbHUX 0COBNMBOCTEN i iAeNHO-MUCTELLbKOrO 3aayMmy. IH-
TeprpeTauisf nepenbavae iHAMBIAYaNnbHUI NiAXih 40 BUKOHYBAHO! MY3WUKM, aKTUBHE
[0 HET CTaB/EHHS, HAasABHICTb Y BUKOHaBLSA BIaCHOI TBOPYOI KOHLeNUil BTiNEHHS aB-
TopcbKoro 3agymMy» (AMnosibekuit, 1974). Takuid Nigxig NOWMPIOETLCA HA MY3UKY SIK
B IHCTPYMEHTaNbHOMY, TaK i y BOKabHOMY BUKOHaHHi, 30KpemMa OnepHoMy.

3BepTaounchb [0 BMBYEHHSI Npo6aeM Ncuxonorii MysuyHoi TBopYocTi, J1. boy-
KapbOB pO3rnsifae NOHATTA IHTeprpeTalil K pi3HOBUAY XYAOXHbOI TBOPYOCTI, L0
06'eQHye iHOMBIQYanbHI ecTeTUYHI BNoaobaHHs BUKOHaBLSA, MOr0 HaBUYKKU Ta Mail-
CTepHiCTb, HabyTUA BMKOHABCbKUIA CTWMb, IKi KOPENOKTLCA 3 aBTOPCbKOK KOM-
Mo3nUTOPCbKOI iHTepnpeTauieto, Wwo BigobpaxeHa y TBopi (boukapes, 1997). OTxe,
3 TOYKU 30pYy PO3YMiHHSA MCUXONOTiT My3UMYHOI HiANIbHOCTI BUKOHABELb TBOPY Mae
cnepLly OCMUCIIUTU LWASX MYy3UKOTBOPEHHS, IKUM MPOWMLLOB KOMMO3UTOP, YCBIAOMMU-
TU My3UYHO-NPeaMETHUIN psf TBOPY Ta, OCATHYBLUM MOro SIK LificHy dhopMmy, y nNpo-
Leci CLEHIYHOro BUKOHaHHA HaJaTu HOBOrO eCTETUYHOrO 3HAYeHHs, AKOro Hemae
B 00'€eKTMBHO-3BYKOBMX XapaKTepUCTUKAX.

I. €. Tepcamisn, 30cepenxytoun hokyc CBOro foChifXeHHsS Ha npobneMax NcMxono-
ril TBOPYOCTI cniBaka Ta MeToax TeCTyBaHHSI Noro npodyeciiHol NpuaaTHOCTI, KOH-
cTaTye, WO iHTeprpeTaLlis BOKasbHOro TBOPY HasiBHA Y ABOX FOJIOBHUX acrnekTax —
006'eKTMBHOMY Ta cy6'ekTUBHOMY. O6'eKTUBHUI — oxonntoe Bcro iHopMaLito, aka
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3 OCTaTHbO [AOCTOBIPHICTIO PO3KPUBAE 3MICT TBOPY, BTiSIEHOro B NiTepaTypHOMY
Ta HOTHOMY TeKCTax, a TaKoX Yy HasiBHUX B HbOMY peMapKax, L0 YTOYHKOTb Xapak-
Tep BUKOHaHHSA. Cy6'eKTUBHUI acneKT nepefbayae NposiB 0COOUCTICHOro CTaBNIEHHSA
BMKOHaBLA [0 06'€KTUBHUX [aHUX NPO KOMMO3UTOPCHKi 3alyMU 1 CTBOPEHHS Ha Ui
OCHOBI BNlacHoro TpakTyBaHHsA TBopy (Fepcamus, 1985).

06'ekTMBHMI acnekT nepenbdavyae peanisauito BOKasbHOI iHTepripeTauii B ecTeTUY-
HOMY, KYJIbTYPHO-ICTOPMYHOMY Ta CTUJIbOBOMY KOHTEKCTax. ¥ poboTax 3 My3uU4HOI
eCcTeTUKU SIK BeKTopa My3auko3aHaBcTBa (Acadbes, 1965; Mapkyc, 1959, 1968; Pbix-
KuH, 1967) onmMcaHo 0coBMBOCTI YyTTEBO-06Pa3HOro CNpUNHATTSA MY3UMKN BUKOHAB-
UAMM | cnyxayaMu OMepHOro MUCTELTBA, L0 NOB'A3aHi 3 0COBMBOCTAMM Ta 3aK0-
HOMIpPHOCTSIMW MY3WUYHOT TIEKCUKU B Pi3Hi €M0oXK1, MaHEPOK BUKOHAHHS.

Lo aHanisy icTopuyHux etanis (Big Il TMCAYONITTA [0 H. €. 4O CyYacHOCTI) BOKaslb-
HOro BUKOHaBCTBA K HAayKOBOT AUCLUMIHN 1 OKPEMOTO Pi3HOBUAY MUCTELITBA B MY-
3UYHIN eBponeichbkin KynbTypi 3BepTaeTbea O. I. CTaxeBuy. OcobnuBy yBary aBTop
3BepTae Ha NpobniemMy hopMyBaHHS CTUIB COJIbHOIO CMiBY y BOKaIbHO-BUKOHABCbKIl
NpaKTULi onepHOro MucTeLTBa Pi3HUX ernox — 6apoKo, KacuLM3mMy, pPOMaHTU3MY Ta
iHwwux. 3a 0. I. CtaxeBuyem (2013, ¢.7) B onepi «eBOMIOLLiSi MUCTELITBA CMiBY — Lie €BO-
N BOKaNIbHO-BUKOHABCbKUX CTUJIB, KOXHWUIA 3 AKUX I'PYHTYETbCS Ha BRaCHin Teo-
piT». ABTOp TPaKTY€e MOHATTS «CTUJIb» SIK KOMIMJIEKC XapaKTEPUCTUK IK MUCTELbKOIO
HanpsiMy enoxu, TakK i NeBHOT HaLiOHaNIbHOT LUKOJSIM YM OKPEMOI TBOPYOT 0COBUCTOCTI,
BMKOHaBLS, Hanpuknag Mapii Kannac — «iHOMBIZyanbHUIA CTUNb XY[A0XHUKA, AKICTb
XY[L0XXHbOIO TBOPY, My3MYHO-BUKOHABCbKY iHTeprnpeTauito» (CTaxeBuy, 2013, ¢.6).

[Ona Mysuko3HaBYOro po3yMiHHSA crneundiku BoKanbHOI onepHoil iHTepnpeTauil
B iCTOpMYHOMY KOHTeKcTi H. A. MATieBa NponoHye BXMUBATU TEPMIH «TeKCTyaslbHa
cTpaTerisi» IK «iCTOPUYHO AeTepMiHOBaHUA MeTo[ KoAyBaHHA KOMMO3UTOPOM My-
3MYHOI iHbopMmaLii Ta nojanblue AeKOAyBaHHA CTBOPEHOrO0 MUCbMOBOIO TEKCTY
BUKOHaBUeM» (MaTuesa, 2010, c.65). ABTopka MPOMOHYe PO3MOAiIN TEKCTyaNbHOT
cTpaTerii Ha Tpy KaTeropii: CTapoBUHHY, KNAacUKO-POMaHTUYHY Ta HOBITHIO, OJ1s1 SIKOT,
30KpeMa, XxapaKTepHUI PisHUI Migxig [0 pO3yMiHHA KOMMO3MTOPCHKOT Ta BUKOHAB-
yoi iHTepnpeTauii.

dyHaamMeHTanbHO poboToro, B AKIN LIiNICHO PO3rNsAHYTO NUTaHHS eBontoLiT yKpa-
THCbKOI BOKanbHOI LWKOK, € pocnipxeHHa B. Muas «lcTopis BokanbHOro Mucte-
uTBa». 3BEPTAOYMCh 4O KOMMAPATMBHOIO NiAXo4y B OLiHLI NPOBIgHMX 3aXigHOEB-
ponefcbKUX BOKaJIbHUX LK — iTanikcbKoi, dpaHLy3bKol, HiMeLbKol Ta [0 aHani-
3y iX BNIMBY Ha YKpaiHCbKY LLKOJY, aBTOP Harosiollye Ha YHiKanbHOCTI BOKanbHO-
CLIEHIYHOrO iHTepnpeTaLiiHOro Nigxoay KOXHOI 3 HUX. ABTOp CTBEPIAXYE:

«HaujioHanbHUI xapakTep BOKaNbHUX LLKiS1 06YMOBNIEHUI CKaA0M XUTTA
KOXHOro Hapogy: oro noesieto, 3akoHamMu (POHETUKM MOBW, HAPOAHUMMU
TpaguuismMu B My3uLi, MUCTELLTBOM HaApOAHUX criBakiB. Lis cBoepigHiCcTb
NPOSsIBASIETbCA Y 3MICTI, XaHpax, 3ByKOBeLeHHi, eMOLINHOCTI, BUKOPUC-
TaHHi pericTpiB rosiocy, posi cfioBa B My3uLi, pUTMILi, TafoBii CTPYKTYPI,
MenismaTtuui. [...] 3ByyaHHsa iTaniicbkux cniBakie 3aBXau iCTOTHO Bigpis-
HSNIOCb Bif, iIHCTPYMEHTANbHOMO («MPAMOro») 3ByYaHHS HIMELbKOro BO-
KanicTa, Bij dopaHLy3bKOro cniBaka 3 oro gexknamauinHuMm xapakTepom
3ByYaHHs». (THKUab, 1997. c.4)
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[0 BUBUYEHHSI 0COBMBOCTEN YKPAIHCbKOT BOKaNbHOT LKOJIM, 30KpeMa iHTeprpeTa-
LifHOI Tpagmuil yKpaiHcbkux cniBakis, b. MHuab (1999, ¢.7-17) 3BepTaeTbCA TAKOX
y nopasbLlUMX CBOIX poboTax.

Y BUSIBNEHUX CYyYaCHUX BITYNBHAHMX HAYKOBUX JOCHIIXKEHHSAX MPOCTEXYHOTLCS TEH-
[OeHUiT BUKOHaBCbKOI iHTepnpeTaLil onepHUX TBOPIB Y NEBHUI KyNIbTYPHO-IiCTOPUYHWIA
nepiog 3 orns4y Ha pi3Hi BUKOHABCbKi onepHi NpakTuku. 3okpema, A. A. Jlicoropcbka
(2020) 3BepTaeTbhCA [0 BUBYEHHS AOCBIAY BTi/IEHHSI HA CLIEHI XiHOYMX 0OpasiB B one-
pax . |. YalkoBCbKOro y KOHTeKCTi crneundiky ix BUKOHABCbKOT Ta peXucepcbkor
MY3UYHO-CLIEHIYHUX iIHTeprpeTaLiii, cucTeMaTu3ye [OCBIA BUKOHAHHS rONIOBHUX Nap-
Tii B onepax KOMMNO3UTOPa, aKLEHTYHuUM Ha BoKasnbHiW iHTepnpeTauii C. Kpywenb-
HULIbKOT, Ta MPOCTEXYE 3arafibHi TeHAeHUii B eBOMOLilI CLEHIYHO-BUKOHABCbKOrO
TpaKTyBaHHSA XiHOUMX 06pas3iB y NnepLumx NPUXMUTTEBUX | NOAaNbLUNX NOCTaHOBKAX.

M. O. MapueHko (2021) npegMeTHO 3BEPTAETLCA [0 BUBYEHHS iHTeprnpeTaLinHol
MoJiesli NapTeCHUX TBOPIB Y KOHTEKCTI KyJIbTYpu BUKOHaHHA 6apoKOBOT My3UKM Ha
Mexi XX—XXI cT. 3BepTatouncb 40 BUBYEHHS BUKOHABCLKOI TpaguLil B yKpaiHCbKin
onepi KOHKPETHOro iCTOPUYHOIO Mepioay, aBTOpKa HarosoLwye, Wo Mipa iHTepnpeTa-
uil cueHiYHO-BOKanbHOT iHTepnpeTalil 3anexuTb Bif rMMOUHM 3aHYpPEHHA ONEepHOro
BMKOHABLA B iCTOPUYHUIA KOHTEKCT eMOXu, BTINIIOETbCA iHAMBIAYaNnbHUMMU 3acobaMu
BMPa3HOCTI, Lo nepenbavatoTb Kiflbka B3a€MOMOB'A3aHNX KOMMOHEHTIB: BOKaNbHY
OVKLit0, aKTOPCbKY MalCTEPHICTb BUKOHABLS, My3MYHi 3acoby BUPasHOCTI, BOKasb-
Hy TexHiKy. KoxeH 3 HUX Mae ByTu TaK YM iHaKLWle yHiBepcasbHUM Anis peanisauii
iCTOPMYHOrO Niaxony A0 BOKasbHO-OMNEePHOT iIHTepnpeTaLil.

A. . LLUuno, 3Baxatoum Ha aHania TBOpPYOro OOpoOKY YKpaiHCbKOI onepHoi cni-
Bauku J1. A. PyneHko, posrnsgae npobneMy My3n4yHO-BMKOHABCbKOI iHTepnpeTauil
cueHiyHoro obpasy B onepHoMy MucTeuTBi. [Npautoroun Hag onepHUMU MapTisgMy,
J1. A. PyneHko nparHyna «poskpuTu He Tiflbku o6pas, a 1 camy enoxy, B sikiv gisina i
repoiHsi». BogHouac i 6yna

«[0OCTYNHa nepefaya TUMOBUX PUC XapaKTepy Ta eMOLIMHOro CTaHy He
TiNIbKM XIHKU-CNOB'SIHKY, a W iHWKWX HauioHanbHocTel (iTaniviky, dopaHuy-
KEHKMU, LMraHku), a TakoX XiHOK Pi3HMX colliafibHMX NpoLuapkiB Big apuc-
TOKPAaTOK [10 aBaHTIOPUCTOK. [..] Y cBOi1 poboTi Hag, onepHUMM NapTisMu
BOHa CTaBWUa 3aBAaHHS CTBOPUTM peaniCTUYHUIA, XUTTEBUIN 06pas XiHKMK,
CMOBHEHWI eHeprii i NouyTTiB. Came Le BUCYHYNO 1T y nepLui naBy BUKOHA-
BWLb NapTiii MeLo-conpaHo CBITOBOro piBHs». (LLiuno, 2020, ¢.106)

O. I HebBora 3ocepefxye CBOI OOCHIOHWLbKY YBary Ha BUBUYEHHI CTUIIbOBUX pUC
B aKaJleMiYHOMY COJIbHOMY CiBi, LLLO XapaKTepuU3yrTb KUIBCbKY BOKaJIbHY LLKOJY SIK
CKNafoBY YKpaiHCbKOI BOKasIbHOI KyNbTypu. ABTOpKa MPOCTEXYE LUISIX iICTOPUYHOT
eBONIOLiT KUTBCbKOI LLKOJIM aKafeMiuyHOro CriBy Ta po3LIMPHOE PO3YMiHHSA cneuundi-
KM BOKasbHOT iHTeprpeTal,ii B cydacHiln onepHin My3uLi, 30KpeMa 3BepTatoumch A0
aHanisy ocobnmBocTen BUKOHAaBCbKOT MacTepHoCTi €. MipowHuyeHko, [. MaTtoka,
M. KoHapaTioka Ta A. Kouepru (Hebora, 2021).

3BaXxatoum Ha aHani3 ictopiorpadii B KOHTEKCTi BUBUYEHHSI 0COBIMBOCTEN ONepHOT
BOKaJIbHOI iHTeprpeTaLil K CK1afoBoi cLeHiYHOT 06pa3oTBOPYOCTi, MOXHA CTBEp-
IXyBaTy, WO Len My3M4yHO-TeaTpO3HaBYMIM acnekT notpebye npeiMeTHOro nornu-
61€eHOr0 HayKOBOI0 BUBYEHHS.
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HaykoBa HoBu3Ha. Lisi po6oTa € cnpoboto OCArHyTU HAayKOBO-aHamniTUMHUIA LOCBIg
Y LapVHi CLIeHIYHOT OnepHO-BOKasbHOT iIHTepnpeTaLii.

BucHoBKu

BokanbHo-cueHiYHa, 00pa3HO-TBOpYA AiANIbHICTE ONepHoro cniBaka sk
BMKOHaBLA-iHTeprNpeTaTopa BUMarae sk rmnboKoro aHasnisy Ta po3yMiHHS BUKOHY-
BaAHOIO0 MY3WYHOrO TBOPY B KYNbTYPHO-iICTOPUYHOMY KOHTEKCTi €MOoXu, TaK i BUCO-
KOI MaiCTepHOCTI Ta ACKPaBOCTi CAMOBUPAXEHHSI MifJ, Yac PO3B'si3aHHS KOMIEKCY
XY[,0KHbO-BUKOHABCbKUX | TEXHIYHMX 3aBaHb. 3 Orfsily Ha Lie ONMepPHUIi BUKOHaBeLb
CTBOPHOE BJIACHY iHTepnpeTaLiiHy Bepcito BOKasibHOro TBopY, sika Mae 6yTu pisHo-
MaHiTHOIO, afie BM3HAYeHO MeXamMu Tpaauuii. IHTepnpeTauinHi Bepcii BU3Haya-
IOTbCA 0COBNUBOCTSAMM [OHECEHHS 3MICTY XYA0XHbOIO TEKCTY, EMOLIAHOrO MNifTeK-
CTY onepHoIl NapTil 3a [OMOMOrol Pi3HUX KOMMJIEKCIB eKCNpPEeCcUBHUX 3acobiB, Npu-
NOMIB BOKasIbHOT TEXHIKU Ta CTYMEHEM 3aHYPEHHS B iCTOPUYHUI KOHTEKCT. YiTKiCcTb
apTUKYNAUIT Ta AUKLIA B CYKYMHOCTI 3 iHWMMKU 3acobaMm Xy[0XHbOI BUPA3HOCTI Ta
iHOMBIOyanbHUMKU OCOBNMBOCTAMM 3BYKOBMLO0OYBaHHA BU3HA4yalOTb OpUriHasb-
HUI CTWIb OMEPHOrO chiBaKa-iHTeprpeTaTopa. BUKOpWCTaHHS HOBUX | TpaauLiiHKX
BOKaJIbHO-iHTeprpeTaUilHUX Mofesiel BiAKPMBAE LUMPOKI MOXSIMBOCTI K OJsi [4o-
CNif)KeHHS iCTOPMKO-TEOPETUYHOrO acrnekTy ONepHOro MMcTeLTBa Pi3HUX Nepiofis,
TakK i NOro KOMMNO3MTOPCbKUX LUKif Ta XaHpiB.

AHanis HaykoBMX [OOCHiIXeHb MOKa3aB, W0 B HWUX MUTAHHS OMEpHOI BOKasbHO-
CLIeHIYHOI iHTepnpeTauii BUCBITAOBaNNCb abo OOTUYHO, Y KOHTEKCTI BUBYEHHS iH-
lwux npobnemM onepHoro MucTeuTBa, abo Ha BigNOBiIGHOMY eTamni WOro icTopuy-
HOro PO3BWUTKY. Hapasi mepef CyyacHOI HayKOBOK [OYMKOK MOCTae 3aBAaHHS
KOMMJIEKCHOFO OCMUCIIEHHSI PO BOKasbHOI iHTeprpeTauil B npoLeci CTBOPEHHS
CLIeHIYHOI 00pasHOCTi B OMEPHOMY MWUCTEUTBI 3 BM3HAYEHHSAM Pi3HUX BOKaSIbHO-
iHTepripeTaliiHMX Moenen 3 ypaxyBaHHAM €BOMIOLIHMX NPOLECiB, HaLiOHaNbHUX
i )XaHPOBUX 0COBNIMBOCTEN, iICHYBaHHS Pi3HUX BUKOHABCbKUX LUKiN Ta TBOPYOCTi OK-
pemMux BUKOHaBLiB.
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AHHOTayusa

Xy[LOXeCTBEHHO-BbIpasuTeNbHble CPeLCcTBa CO3LaHNUA CLEHNYECKON 06pa3HOCTM B ONEPHOM
UCKYCCTBE TECHO CBSi3aHbl CO CTUJIMCTUKOWN OMEPHOro NMeHUs UCMONHUTENS, HEOTbEMIIEMOM
COCTaBMIAOLLEN KOTOPOro fABMSETCHA BOKaslbHasi uHTepnpetauus. Llenb uccnepoBaHus —
npoaHanM3MpoBaTb COBPEMEHHOE COCTOSIHME HayYHbIX WUCCNe[AOBaHUN  BOKasibHOMU
UHTepnpeTaunM Kak HeOTbEMJIEMOW COCTaBJSIlOLLEN OnepHoro mckycctea. MeTtoponorus
uccnefoBaHUs OMMPaeTcsl Kak Ha obuleHayyHble, Tak M Ha cheuuanbHble MeTonbl
uccnepoBaHNUs: aHanuM3 — AN BbISICHEHUSI COLEpXaHua MUccrnefoBaHui no npobnemam

OMepHOil  BOKasIbHO-CLIEHUYECKOW  WHTepnpeTauun; UCTOPUKO-TeHeTUYeCKUi —  ans
SNl G (Bl bopko, I. OnepHa BoKanbHa IHTEPNPeTaLia Ak NpeaMeT HayKOBOro AMCKYPC
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NMOHMMaHUS 3HaYeHUs1 BOKaJIbHOW UHTepnpeTaLmn B UICTOPUM Pa3BUTUSA ONEPHOIO UCKYCCTBA;
LenyKTUBHbIA — HanmpaBui UccnefoBaHns oT 06006LEeHHOr0 NOHMMAaHWA TeopUM OMEepPHOro
XaHpa K KOHKPeTHOMY, B YaCTHOCTU pOJSivM BOKANIbHOW MHTEprpeTauun Kak coCTaBsoLWEN
OMepHO-UCNONTHUTENIbCKOIrO UCKYCCTBA; KOMNApaTUBHbIA — A/ CPaBHEHUS] XapaKTePUCTUK
BOKasNlbHOW WHTEPMNPETALUUOHHON CTUAUCTUKU UchofiHuTenen. HayyHaa HoBMu3Ha. [laHHas
paboTa siBAsieTCs NOMbITKON NOCTUYb HayYHO-aHANIMTUYECKUIA ONbIT B 061aCTW CLLEHNYECKOMN
OMepHO-BOKaNbHOM  MHTeprnpeTauun. BbiBogbl.  BokanbHo-cueHuyeckas, o06pasHo-
TBOpYECKasl OesiTeSIbHOCTb OMEepPHOro MeBLA Kak MCMONHUTENs-uHTeprnpeTaTopa TpebyeT
rnybokoro aHanM3a W MOHUMAaHWA BbIMOSIHAEMOrO UM  MY3bIKaNbHOMO MPOU3BeLEeHUs
B KYJIbTYPHO-UCTOPUYECKOM KOHTEKCTE 3MOXM PSIIOM C BbICOKMM MAacTEPCTBOM U IPKOCTbIO
CaMOBbIpaXeHWs NPY PeLLEHUN KOMMJIEKCA XYL,0XECTBEHHO-UCTONHUTENbCKUX U TEXHUYECKUX
3agay. Micxoas M3 aTOro onepHbIN UCNONHUTENb CO34aeT COOCTBEHHY MHTEPNPETALMOHHYHO
BEpPCUo BOKaNIbHOMO MPOMU3BeAeHUs], KOTOpas fomMKHa 6biTb pa3HO0Bpa3HOW, HO onpeneneHHON
npegenamu Tpaguuuii. WHTepnpeTauMoHHble BepcuMM OMpepensitoTcs 0COBEHHOCTSAMMU
[OHECEHUs COoAepXaHUs XyOO0XEeCTBEHHOr0 TEKCTa, 3MOLMOHANbHOIMO MOLTEKCTa OnepHoM
napTUM ¢ NOMOLLbIO Pa3fINYHbIX KOMMJIEKCOB 3KCMPECCUBHbIX CPELCTB, NPUEMOB BOKaNIbHOM
TEXHUKU W CTEMEHbIO MOrPYXEHUsI B WMCTOPUYECKMIA KOHTEKCT. YeTKOCTb apTUKynsiLuu
M OUKUWUSE B COBOKYMHOCTM C APYrMMU CpPefCcTBaMM XY[LOXEeCTBEHHOW Bblpa3uTenbHOCTU
M VHOMBUAYaANbHbIMU OCOOEHHOCTAMM 3BYKOU3BJIEYEHUS] OMPERENsOT OpPUrMHaNbHbIN
CTWNb OMepHOro neBUa-MHTeprnpeTaTopa. Mcnonb3oBaHMe HOBbIX W TPaQULMOHHBIX
BOKaNlbHO-UHTEPNpPEeTALUMOHHbIX Mofefniel  OTKpbiBaeT LUMPOKME BO3MOXHOCTM  [Anisl
nccnefoBaHusi ICTOPUKO-TEOPETUYECKOrO acrnekTa ONepHOro UCKycCcTBa pasHbIX NeEpUoLoB
€ro KOMMO3UTOPCKMX LUKOM M XaHPOB. AHaNM3 Hay4HbIX UCCIle[oBaHMI MoKasas, YTo B HUX
BOMPOCbI OMEPHOM BOKaJIbHO-CLEHNYECKOW WHTEeprnpeTauun W3sNoXeHbl WM  KOCBEHHO,
B KOHTEKCTE U3YyYeHus ApYyrux npobnem onepHOro WCKyccTBa, WM Ha COOTBETCTBYIOLLEM
3Tane ero ucropmyeckoro passutus. Cenvyac nepen cCOBPEMEHHOW HAayYHOW MbIC/bIO CTOUT
3af,a4a KOMMJIEKCHOMO OCMbIC/IEHUS] POJIM BOKaNbHOW MHTEpPRpeTaLuMmu B NpoLecce co3faHus
CLieHMYyecKon 0Bpa3HOCTM B OMEPHOM WCKYCCTBE C OMNpefeneHneM pasfiMyHbiX BOKaslbHO-
MHTepnpeTaLMOHHbIX MOLENEN C YYEeTOM SBOJIOLMOHHbLIX MPOLLECCOB, HaLMOHANbHbIX
M XaHpPOBbIX OCOBEHHOCTEW, CyL,EeCTBOBAHUS Pa3/IMYHbIX WUCMOMHUTENbCKUX  LUKOS
M TBOPYECTBA OTAENbHbIX UCNONHUTENEN.

KntioueBble cnoBa: BoKasibHasi MHTeprpeTaLus; onepHoe UCKYCCTBO; UCMONTHUTENIbCKUIN CTUIb;
Hay4YHbIN AUCKYPC
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Abstract

Artistic and expressive means of creating stage imagery in the opera are closely related to
the performer's opera singing style, an integral component of which is vocal interpretation.
The purpose of the article is to analyse the current state of scientific research on vocal
interpretation as an integral component of the opera. The research methodology is based on
both general scientific and special research methods. An analysis is to clarify the content of
research on the opera vocal-stage interpretation issues; the historical-genetic method is to
understand the meaning of vocal interpretation in the history of the opera development; the
deductive method has directed research from a generalised understanding of the theory of
opera genre to a specific one, in particular, the role of vocal interpretation as a component of the
opera and performing arts; the comparative approach is to compare the characteristics of the
performers' vocal interpretive style. Scientific novelty. This article is an attempt to comprehend
scientific and analytical experience in the field of stage opera and vocal interpretation.
Conclusions. Vocal and performing, the imaginative and creative activity of an opera singer
as an interpreter requires a deep analysis and understanding of the performed music in the
cultural and historical context of the era, along with high skill and brightness of self-expression
coping a complex of artistic, performing and technical tasks. As a result, opera performer
creates their own interpretation system a version of a vocal piece that should be diverse but
defined by the boundaries of tradition. Interpretive versions are determined by the peculiarities
of conveying the content of the literary text, the emotional subtext of the opera part through
various complexes of expressive means, vocal techniques, and the degree of immersion in
the historical context. Clarity of articulation and diction, together with other means of artistic
expression and individual features of sound extraction, determine the original style of the
opera singer-interpreter. Using new ones and traditional vocal and interpretive models opens
up vast opportunities to study opera's historical and theoretical aspects of different periods,
its compositional schools, and genres. The analysis of scientific research has shown that the
issues of opera vocal and performing interpretation were covered either indirectly, in the context
of studying other issues of the opera, or at the appropriate stage of its historical development.
Now contemporary scientific thought faces the task of comprehensively understanding the role
of vocal interpretation in the process of creating stage imagery in the opera with the definition
of various vocal and interpretive models, taking into account evolutionary processes, national
and genre features, the existence of various performing schools and the creativity of individual
performers.

Keywords: vocal interpretation; opera; performing style; scientific discourse
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3HAYEHHA TBOPYOCTI POBEPTA BIBUPEHKA-KJIABIHA
TA AMUTPA KJIABIHA A1 PO3BUTKY BAJIETHOIO MUCTELLTBA
YKPAIHW APYT Ol NONTOBUHU XX - MOYATKY XXI CTOJIITTA

Onbra BepxoBeHKo
KaHaungat MUCTelYyTBO3HaBCTBa,
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AHoTauis

MerTa gocnigxeHHs — BUBUMTU CLieHIYHI 3000yTku PobepTa BisupeHka-KnsgsiHa Ta IMutpa KnasiHa
B KOHTEKCTI TX apTUCTUYHOI, MegaroriyHol Ta 6aneTMencTepcbKor disnsHocTi. MeToponoria po6oTu
0a3yeTbCA Ha TakMX MeToAax LOCHiIAXEHHS: 3araibHOICTOPUYHOMY (33711 BUBUYEHHS ICTOPUYHUX
npotecis, Wo BigdyBanucs B 6aneTHoMy cepefoBuLL YKpaiHM y Apyrii nonoBuHi XX — Ha noyaTky
XXI cT.), icTOPUKO-KyNbTypHOMY (3 METOK AOCTIiIXKEHHS XOpeorpaddiuHOl KynbTypyu y BUKOHABCHKIN
i GaneTMeNCTepCbKil MMOLMHAX 3a3HayeHoro nepiofy), aHaniTUYHOMy (ONA OonpautoBaHHS
HayKOBOT, KyNbTypOJIOriyHOl, MUCTELITBO3HABYO! Ta TeaTpPO3HaBYOI NliTepaTypu), CUCTEMHOMY (a5
y3arafbHeHHs1 BiOMOCTel Woa0 TBOPYOro cTaHoBNeHHA PobepTa Ta Amutpa KnsiBiHUX Ha CLeHi
HauioHanbHoT onepu YkpaiHu) Ta iH. HaykoBa HoBM3Ha nyGrikaLii nonsarae B TOMy, LLO BrepLue
pPO3rNsHYTO apTUCTUYHY, NefaroriyHy Ta GaneTMencTepcbKy HisSIbHICTb TaHLUIBHUKIB AUHACTIl
KnsiBiHMX, fika iCTOTHO BM/MHYNa Ha Po3BUTOK GaneTHOI KynbTypu B YKpaiHi y Opyridi MonoBHi
XX — Ha noyaTtky XXI cT. BucHoBku. Po6epT BisupeHko-KnssiH cTtBopvB noHap 20 opuriHanbHUX
cLeHiYHMX obpasiB y 6aneTax akafgeMiyHol cnafLlnHU Ta BUCTaBax paasHCbKOI 6aneTHOT KNacuku.
Ynpogosx 20-piyHOi GaneTmencTepcbKol fisfbHOCTI Xopeorpad noctaBue 7 6aneTiB i B3siB
yyacTb Y MigrotoBui xopeorpadiyHnx KapTUH y Kiflbkox onepax. AKTOPCbKi 3[iBHOCTI TaHLUiBHMKA
NPUBEPHYNIN yBary pafstHCbKUX PeXMcepiB, AKi Haflanm MOX/MBICTb apTUCTY 3asiBUTU npo cebe
y KiHemaTorpadiuHii ranysi — BiH 3irpaB 5 posieit y XyfoXHix KiHOCTpiukax (2 3 Hux — inbMu-
6anetu). Yumano npodpeciiiHnx 3ycunb P. BiaupeHko-KnsiBiH Npuknae fo opMyBaHHS BiTYNIHAHOT
YOMOBIYOI BMKOHABCbLKOI LWKonu: noHag 20 pokiB BiH npuceATUB poboTi B KuiBcbkomy [XY.
HakonuueHun P. BisupeHKoM-KnsiBiHUM [OCBif akTyanidyBaB i PO3BMHYB MOro cuH — LMuUTpo
KnsiBiH, sikuii cTBOpUB Ha cueHi HauioHanbHoi onepu iM. T. LLleByeHka 6nmn3bko 40 sickpaBux
XapakTepHux napTin. MnigHoto cTana 6aneTMencTepcbka AisNIbHICTL apTUCTa, Big3HaveHa 2019 p.
npemieto iM. A. LLlekepu 3a gocsirHeHHs1 y ccpepi xopeorpadhiyHoro mucTeuTBa YkpaiHu. Barome
Mmicue y TBopyocTi [l. KnaBiHa nocina neparoriyHa po6oTta, po3noyata y KuiBcbkomy XY, sika
TpuBae i fotenep y KuiBcbKilt MyHiLuuMnanbHi akagemii TaHuUto iM. C. Jludpaps.

KniouoBi cnoBa: PobepT BisupeHko-KnsagiH; OmMuTpo KnsiBiH; ykpaiHCbkui 6GaneTHuin TeaTp;
H6aneTMencTepcbke MUCTELITBO
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MocTaHoBKa npo6nemu

MucTeubKMIi NiTONUC yKpaiHCbKoro 6aneTHOro TeaTpy HapaxoBye YUMMaso CiMew-
HMXx 6aneTHUX AUHACTIN, TBOPYICTb IKMX 3HAYHOK MipOtO BIJIMHYSA HAa PO3BUTOK XO-
peorpaddiyHOT LapyHKU B YKpaiHi. BapTo sragatu xodya 6 Taki BigoMi iMeHa apTUCTiB
6aneTy, WO BUALLIM 3i 3HAHUX YKPATHCbKUX POAUHHUX BaneTHux nneag, Ak [eHuc
MaTtBieHko, Makcum MoTkoB, BikTop flpemeHko, JleoHig CapadhaHoB, IBaH lMyTpoB
Ta iH. MNoyecHe Micue Nopag 3 HAMM NOCIQAKOTb | TaHUIBHUKM AUHACTIT KnaBiHMX:
NPOBILHWUIA conicT 1 ronoBHUK 6aneTmencTep KMiBCbKOro AepXXaBHOro akagemiyHo-
ro Teatpy onepu Ta 6anety (gani — OATOB) imM. T. LLleByeHka PobepT AnbbepToBuy
Bisupenko-Knsein (1929-2002), ioro aOpyxuHa — apTucTtka KwuiBcbkoro IATOB
im. T. LLleBueHka CeiTnaHa BnacoBa Ta cuH — conicT HauioHanbHOI onepu YkpaiHu,
neparor Ta 6anetmenictep AmMutpo PobepToBnd KnasiH (Hap. 1965).

MopiBHIOOUM LWNSXM 6aTbKa W CMHA, YAMAIO HalIMX MOMepefHUKIB — YKpPaiHCbKMX
mucTeuTBo3HaBUiB (T. lony6eBa, M. Kyxapuyk, K. [purop'eB) BigsHayanu y TBOpUil
Joni o6ox apTUCTIB NeBHi Napaneni: obnasa — BUXOBaHL,i BITYN3HAHOT 6aneTHOT LLKOK,
ACKpaBi XxapaKTepHi BUKOHaBLi, L0 NPUCBATUIM BRacHe CLEeHIYHe XUTTS HauioHanb-
Hi onepi YkpaiHu; B 04HAKOBOMY BilLli po3mnoyanu BUKJagaLbKy HisIbHICTb Y cdoepi
[yeTHOro TaHUo cepef, y4HiB KuWiBCbKOro gepxaBHOro xopeorpacpiyHoro yumnumua’
(mani — 4XY); ogHoYacHO 3 BUKOHABCbKOK poBGOTOD onaHyBasv 6aneTMencTepebKui
HanpsiM OisNbHOCTI Ta CTBOPWIIM YMMAJIO OpUriHanbHUX XxopeorpaddiuHMX MOCTaHOBOK
Ha 6aneTHUX cLeHax YKpaiHu Ta nosa il MexaMu. BigpisHse TBopuyi 3006yTky PobepTa
BisupeHka-KnsgiHa Ta IMuTpa KnsiBiHa nuviue icTOPUKO-KYNbTYPHUIM KOHTEKCT, Nova-
TOK sikoro 6ysio NoKMafeHo y Apyrin NoAoBKHI XX CT., L0 NPOAOBXYETLCS HUHI.

AHanis ocTtaHHix gocnig)XeHb i nyénikawii

PosrnaHyTta y HaykoBii po3Bigui npobnematvka — aHania TBopyocTi PobepTa
BisupeHka-KnsiBiHa Ta JMmuTtpa KnsiBiHa B KOHTEKCTi po3BUTKY GaneTHoro TeaTpy
YkpaiHu gpyroi nonoBuHMn XX — noyatky XXI cT. — npeacTaBnieHa y HayKOBi MIOLLMHI
Brnepwe. OKpeMi BiAOMOCTI NPO CLEeHiYHi HaabaHHS apTUCTIB MOXHa 3HAWTU B MO-
Horpadisix, NPUCBAYEHMX PO3BUTKY YKpaiHCbKOro 6aneTHoro TeaTpy, WO HanexaTb
aBTopcTBY 0. CTaHileBCcbKoro: «HauioHanbHU akageMiyHui TeaTp onepu Ta bane-
Ty YKpaiHu imeHi Tapaca LLieBuyeHka: icTopisi i cyyacHicTb» (2002), «<baneTHuin TeaTp
Ykpainu: 225 pokis icTopii» (2003). [locniaHMK BUCBIT/IMB OKPEMI eMi304M CLEHIYHOro
" 6aneTMencTepcbKoro CTaHOBJIEHHS TAHUIBHUKIB gMHAcCTIi KnsaBiHux. JeTanbHy iH-
dopMaLito Woa0 TBOPUMX LWAAXIB apTUCTIB MOXHA BigHanWTK B 6iobibniorpadiyHo-
My O0BigHMKY B. TypkeBuya «XopeorpadpiyHe MUCTELTBO YKpaiHM Y nepcoHanisx»
(1999, c.99-100).

JxepenomM onsa nigroToBKU i€l cTaTTi cTanu peueHsii Ta Bigryku Ha BUCTaBM yKpa-
THCbKMX pafsfHCbKMX | NOCTPafAsAHCbKUX TeaTPO3HaBL,IB, WO APYKYBanucs Ha CTOPIH-
Kax yaconucy «TeaTpasibHO-KOHLEePTHUIA Kui» Ha pybexi XX—XXI cT. 1 MicTunm Bigo-
MOCTI W040 apTUCTUYHOI, MefaroriyHoi Ta 6aneTMencTepcbKol fisnbHocTi PobepTa

132021 p. — KniBcbkuin epxaBHuin doaxoBuii xopeorpadiyHuin Konepx.
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BisupeHnka-KnagiHa Ta IMutpa KnasiHa. Taki aBTopu, sk T. lony6eBa (1992, ¢.14-15;
20004, ¢.19-20; 2000b, ¢.19-20), K. 'purop'eBa (1983, c.5-6), M. Kyxapuyk (1981, c.4-5)
Ta [ JlaweHko (1986, c.13-14), BUCBITIMAM OCOBMBOCTI TBOPYMX LIYKaHb MUTLIB
B apTUCTUYHIN Ta BaneTMencTepchKin cpepax B YKpaiHi Ta nosa ii Mmexamu.

MeTa po60Tu nonarae y BUBYEHHI apTUCTUYHOI, NefaroriyHol Ta 6aneTmencTep-
CbKOT TBOPYOCTI TaHLIBHUKIB AUHACTII KNsBiHMX, SKi NpautoBany Ha cleHax yKpaiH-
CbKUX i 3apyBiXHUX TeaTpiB y Apyrin nonoBuHi XX — Ha noyaTtky XXI cT.

Buknag ocCHOBHOro Matepiany

HapogHuit aptuct YPCP (1979) Pobept AnbbeptoBnd BisnpeHko-KnsBiH Hapo-
amBcs 1929 p. B M. Ogeci. LLinsx y 6aneTHe MUCTELTBO po3noYaBcs AJ1si HbOro B ama-
TOPCbKOMY KONeKTuBI. B ogHOMy 3 iHTepB'to BiH npuragysas: «<Mama Bigfana MeHe
o 6youHKY nioHepiB, | Tak cknasnocs, Wo B xopeorpadiyHoMy rypTky s 6yB €4UHUM
XJTOMYNKOM. MoiM nepimMM BUCTYMNOM cTaB TaHeub "Kpuxadok"» (FTonybesa, 2000b,
c.19). Mig yac BiNHM pasom 3 poauHoto P. BisupeHko-KnsaBiH 6yB eBakynoBaHui oo
Ydou, ne B3siB yyacTb y poboTi AHcambnto BallknpcbKoro TaHuto. Micns noBepHEHHS
o KneBa, 106 fonoMorTu ciMm'i'y cknaHUM NOBOEHHMI Yac, NoYvaB npaLoBaT i 0fi-
HoYacHO HaB4aTucs B xopeorpadiyHini cTymii npn Kuiscbkomy LATOB im. T. LLes-
yeHka. PosrnepfiBwiy B TanaHoOBUTOMY tHOHAKOBI nNpekpacHi npodoeciviHi 3ai6HoCTI Ta
Yy[loBi CUeHiYHi gaHi (BMCOKWUIA 3piCT, NOAOBXEeHi NiHil pyK i Hir, BUpasHe o6aMyus
Ta iH.), negaroru nopagunu P. BisnpeHky-KnsaBiHy niasuwmTi paxoBy KBasnidikal,ito
Ta cTaxyBaTtucs B JleHiHrpagcokomy [XY.

HaBuaHHs TpuBasno ofs apTucTa asa poku (1948-1949) i1 3HaYHO 3MILHWUIIO OMO
TeXHIYHUM piBeHb, af)Xe TaHLiBHUKY MOLLACTUIIO HABYATUCA B TakMX METpIB akafe-
MiYHOT cLieHu, ik Bonoanmup MoHomapbos, bopuc LLiaBpoB Ta Mukona IBaHOBCbKWIA.
Y NeHiHrpagi gons 3sena P. KnseiHa 3 BigoMoto paasiHcbKoto 6anepuHoto Annoto
OcuneHKo, fika cTana NapTHePKOK apTUCTa Mif Yyac HaBYaHHSA. Pa3oM BOHU BUKOHa-
NN KinbKa TaHUIoBaNbHUX MiHIaTHOp, HANOPUriHaJbHILIOK cepef AKMX cTana nocra-
HoOBKa BifjoMoro 6aneTmencrepa-ekcnepumMmeHTatopa JleoHiga AkobcoHa — «Po3ay-
MU» Ha My3uKy [1. YaikoBcbkoro (1948).

3akiHuMBLUM HaBYaHHSA B JleHiHrpagi, P. BisupeHko-KnsasiH noBepHyBcsl fo Kuesa
B GaneTHy Tpyny JATOB im. T. LLleBYeHKa, y cknafi AKoi B3AB y4yacTb Y CTBOPEHHI
Takux 6aneTis, AK «Cnnsivya KpacyHs», «JlebeguHe o3epo» [1. Yaiikoecbkoro ([esipe,
3irdopin), «doH KixoT» J1. MiHkyca (basinio, Ecnapo), «Painmonaa» O. [masyHoBa (KaH
ne bpieH), «Xizenb» A. AnaHa (AnbbepT), «<baxuncaparicbkuin poHTaH» B. Acadp'eBa
(Tipew), «Mapycsi borycnaBka» A. CBeuHikoBa (CodpoH, MaBno), «ig Hebom ITanii»
t0. I0poBcbkoro (xysenne), «lloema npo MapuHy» b. ApoBuHcbkoro (MeTpo), «LLy-
pane» ®. Apynnina (Ani-6atup), «CnapTtak» A. XauatypsHa (CnapTak), «<PoMeo i [Ixy-
nbeTTa» C.[Mpokod'eBa (Mepkyuio), «JlicoBa micHsa» M. Ckopynbcbkoro (Jlykatu),
«CMMOHIYHI TaHUi» Ha My3. C.PaxmaHiHoBa (XypoXHuK), «Jlinea» K. [laHbkeBu-
ya (CtenaH) Ta iH. Jjogamo, wo noHan 20-piyHy apTUCTMYHY Kap'epy P. BisnpeHky-
KnsiBiHy Bmanocs cniBnpautoBaTu 3 6araTbMa pafsHCbKUMKU GaneTMenctepamu,
Takumu sik Ceprin Ceprees, MNeTpo Nyces, PocTucnae 3axapos, BaxTaHr BpoHCbKUiA,
i TaHUtOBaTM B Mapi 3 BiAOMUMM yKpaiHCbKMMK NpuMaMu-6anepuHamMu, 3okpemMa
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3 AHTOHIHOIO BacunbeBoto, Jligieto Mepacumuyk, OneHoto MoTanoBoto, BaneHTuHoto
KanuHoBcbKkoro, Annoto MaBpuiieHKo Ta iHWMMU apTUCTKaMU.

3anuwme no cobi P. KnseiH 11 BigbUTOK y KiHemaTorpadiyHoMy MUCTELTBI 3aBASKM
yyacTiy chinbMax-6anetax «Jlinesi» (pex. B. BpoHcbkui, B. JlanokHuw, 1959, CtenaH),
«TeaTp i WwaHyBanbHUKM» (pex. |. MonocToBa, 1967,y ayeTi 3 A. [aBpWUIeHKO BUKOHAB
dparmeHT 3 6anety 0. 3HaToKOBa «KHAMMHA BONKOHCBHKA») Ta XYL40XHIiX KiHOCTpIy-
Kax — «AHgpiew» (pex. C. NMapapgxaHo., 1954, YopHuii Buxop), «TpucTa pokiB TOMy»
(pex. B. MeTpos, 1956, JleoHTOBCbKMI), «JleTiounii Kopabenb» (pex. A. BonTeLbKuii,
B. lOdepoB, 1960, 3min), «byaHi kapHoro po3wyky» (pex. C. LlubynbHuk, 1973, NlaB-
poB) (Typkesuy, 1999, ¢.99).

Ynpopoex 1951-1987 pp. dbaxoBuit goceig P. BisupeHko-KnaBiH noegHyBaB 3 BU-
Knagaubkot poboToto y KuiscbkoMy [1XY 1 opraHisaTopcbKoto HisifIbHICTIO B Tea-
Tpi. MNpo cBil neparoriyHMi Qocsig xopeorpad npuragyBas: «3a OCTaHHI N'ATOECAT
POKiB Mepeg MOIMM OYMMa MPOWMLLNIO WICTb reHepauin: Big 3iHaigu Jlyp'e no One-
HK ®inin'eBol. Tak M iHaKlLe MeHi goBesiocs npaytoBaTt 3 ycimar» (FTony6esa, 2000b,
c.20). LLoao opraHizauiiHol gisnbHOCTi BapTo 3a3HaunTu: 1964 p. came P. Knssi-
Hy KepiBHMUTBO KuiBcbkoro OATOB iM. T. LLleBYeHKa Ha 4oni 3 MOro AUPEKTOPOM
B. loHTapeM [o0BipuSIo XyA0XHE KEPiBHULTBO TPYMOK Mif, Yac racTposibHOI NoOi3aKu
y ®paHuito, sika cTana TpiymdansHoto s 6aneTHOro KonekTuBy, agxe B Mapuxi Ha
Il MixxHapoaHOMy doecTuBani TaHLo apTUCTiB 6yno BiA3HAYeHO HAMBULLLOKO Haropo-
ot — «30510T0H0 3ipKotox». 3ronoM P. BisupeHko-KnsiBiH npuragyBaB: «51 B3siB BCIO
BiANoBiganbHicTb Ha cebe — 3a penepTyap, ckfag BUKOHaBLiB, peneTuuii. MpaHpaios-
HWUI ycnix KUIBCbKOT Tpynu B Mapuxi MaB 4is HAac Besike 3Ha4YeHHs,, 60 Mu goBenu
BCbOMY CBITOBI, LLLO iCHYe yKpailHCbKui BaneT, 1 BiAKpuaM [opory Ha 3axig ykpaiH-
CcbkuM KonekTuBam» (fonybesa, 2000b, c.20).

1969 p. P. BisupeHky-KnsaBiHy 6yno 3anpornoHoBaHo o4yonutu 6aneTtHy Tpyny Kuis-
cbkoro [IATOB im. T. LLieBueHKa B poni Xy[40XHbOro KepiBHUKa (npaytoBaB Ha Uil no-
cagino 1973 p.), a BnpoaoBx 1976—1982 pp. — y cTaTyci rofoBHoro 6anetTMmencrepa.
BapTo HaronocuTy, Lo 3aBASIKW BENUKiN opraHisalinHin poboTi P. BisupeHka-KnsagiHa
BifOynucsa nepuli 3aKopaoHHI racTposi Tpynu B AnoHito, MopTyranito, OAP.

Y 1973-1975 pp. 6aneTmenicTep NPOLOBXMB TBOPYI NOLYKN 3 apTUCTaMK YKpa-
THCbKOIFO XY[,0)XHbO-CMOPTUBHOIO aHcamb6nto «banet Ha nboay»; ynponoBx 1984-—
1987 pp. obinMaB nocany GaneTMmencTtepa-peneTutopa KWIBCbKOro AepXaBHOro
TeaTpy onepu i GaneTy Ons giter Ta toHauTBa (Tenep — KUIBCbKMIA MyHiLUnanbHWUM
aKkafeMiyHun TeaTp onepu i 6aneTy Ons giTen Ta OHaUTBa), NpautoBaB NOCTAHOBHMU-
KOM B iHLUMX TeaTpax YkpaiHu. Cepef noro 6aneTMencTepcbkux pobiT BapTo Ha3BaTu:
«KiTy yoboTax» B. lomonsiku (1963), «<OkcaHa» B. Tomonsku (1967), «<Kam'siHa KBiTKa»
C. Mpokod'eBa (1965), «[oH KixoT» J1. MiHkyca (1970), «JlebegmHe osepo» [1. Yan-
koBcbkoro (1971), «Myxa-LlokoTyxa» [. CanimaHa-Bonoaumuposa (1981), «Yapis-
HUI coH» Ha My3. M. JluceHka (1983). baneTMelicTep TakoX CTaBUB TaHLi B onepax:
«EBreHiv OHeriH» 1. YankoBcbkoro, «LlapeBa HapeyeHa» M. Pumcbkoro-KopcakoBa,
«LLlykaui nepnun» X. bise, «3onotoporui oneHb» 0. KocTiHa Ta iH. AHanisytoun 6aneT-
MercTepcbkui novepk P. BisaupeHka-KnsiBiHa, MUCTeLTBO3HaBL Big3Havanu, Lo no-
CTaHOBHVK BiJfaBaB nepeBary KnacuuHin xopeorpadii, ogHaK 3a HeobXigHOCTI LLifb-
HO ¥ OpraHiyHO MoeAHYBaB TaHLIOBasbHi €NeMeHTH, BACTUBI Pi3HUM HarnpsiMam

BepxoeHko, O. SHaueHHs TBop4oCTi PobepTa BisnpeHka-KnagiHa
Ta [iMnTpa KnaeiHa Ana posBuTKy 6aneTHOro MUCTELTBA YKpalHu
Opyrol nonoBrHY XX — novatky XXI cTofiTTa

ISSN 261

6-759X (Print),
ISSN 2617-1

236 (Online)



Bulletin of Kyiv National University of Culture and Arts
Series in Stage Art 2021 - 4(2) - pp.123-131

xopeorpadyiyHoro MucTeuTBa. Tak, MucTelTBO3HaBelb M. Kyxapuyk (y peueHsii Ha
Ganet «Myxa-LlokoTyxa») nucas: «CnekTaksib, nocTaBneHuii [...] P. KnasiHuM, BuiilLos
Hanpouyn UiKaBuUM i gMHaMiYHUM. TaHLOBasbHi XapaKTepuCcTUKM MepCoHaxiB YiT-
Ki, BUpasHi, YOMy BEJIMKOK MipOIO CMpUSNO BLANe NOeLHAHHA KIAaCUYHOI JIEKCUKM
3 efleMeHTaMM BifIbHOrO TaHUto. KonopuTHI MisaHCLeHW, 3ananbHi TaHUi, JoTenHa
naHTOMiMa — yce Lie Hacu4ye BUCTaBY CBATKOBUM COHAAYHUM HACTPOEM, IKUIN MUMO-
BOJli NepenaeTbesa 1 3any» (Kyxapuyk, 1981, c.4). IHwwii MucTeyTBO3HaBeLb K. Mpu-
rop'eB Yy BifiIryKy Ha BUCTaBy «HapiBHUi1 coH» (My3uka M. JIuceHka) Tak caMo 3a3Ha-
yaB, W0 xopeorpadis, siky cTBopuB P. BisaupeHko-KnsBiH, «BubynyBaHa, B OCHOBHO-
My, Ha KJTaCMYHOMY MaTepiani, fae apTUCTaM MOXIUBOCTI AN1A BUSIBIIEHHSA TEXHIYHOT
MalCTepHOCTI, MOLWYKY BacHMX 06pasHMX BUPiLleHb, BUKOPUCTAHHS KONOPUTHMUX
donbknopHux 6ape» (Mpurop'es, 1983, c.6).

3 1987 p. P. BisupeHko-KnsaBiH npautoBaB 3a KOpAoHOM 6GaneTmMencTepoM-
peneTuTopoM, 3okpema B ITanii, Xopsartil, Cepbii, PyMyHii, ie ronoBHMM YMHOM CTa-
BMB BUCTaBM 3 penepTyapy akafeMiuyHoi cnafLuiuHu.

CueHivHi Tpaguuii 6aTbkiB (GaneTmeiicTepa i neparora PobepTa BisupeHka-
KnseiHa Ta apTuctkmu Kuiscbkoro JATOB im. T. LLleBueHka CeiTnaHu Bnacosoi) npo-
[IOBXMB TX CUH — 3acnyXeHui apTucT YkpaiHu (1999) AmMuTtpo PobepToBry KnsiBiH.
daxoBy ocBiTy BiH 3000yB y KuiBcbkomy OXY (knac B. [eHuceHka). Micns HaBYaHHSA
B 1983 p. noro 6yno npuinHATo go 6anetHol Tpynu Kuicbkoro JATOB im. T. LLieBYeH-
Ka; 04HOYaCHO BiH BCTYNMUB Ha BaneTMencTepcbkuin hakynbTeT KUIBCbKOro fepxas-
HOro TeaTpasibHOro iHCTUTYTY iM. |. KapneHka-Kaporo (kypc B. KoBTyHa).

Ak TaHUiBHWK [l. KnsiBiH HaWscKpaBille pO3KPMUBCA Y XapaKTepHUX NapTisiX, Takux
AK Pot6apT («JlebeanHe o3epo»), Opoccenbmentep, Koponb muweir, PagHuk LLUTans-
6ayM, CxigHa nanbka («JlyckyHumk», . YankoBcbkoro), MaHc («Xisenb» A. AnaHa), Ec-
kaminbio («KapmeH-ctoita» X. bise — P. LLleapiHa), doH KixoT, Ecnago («[oH KixoT»
J1. Minkyca), Yy6, lonoea («Maiicbka Hiu» €. CTaHkoBMYa), Bennkuii 6pamin («basep-
ka» J1. MiHkyca), CataHa («daHTacTuuHa cumdoHisi» Ha My3. . Bepniosa), Bisup, He-
3HanoMeLb («JlereHga npo nto6oe» A. Menikoa), MNpuHL, JInmoH («YinonniHo» K. Xa-
YyaTypsiHa), KHsasb Bonogumup («Bonoaumup Xpectutenb» B. KikTi), Apocnaes Myapuit
(«BikiHru» €. CtaHkoBu4a), ABTopuTteT («MNaHsAHKa i xyniran» [. LLlocTakoBnya) Ta iH.
T. lTony6ea (20004, ¢.19-20) nucana Npo akTOPCbKUiA TanaHT apTucTa: «Manitpa 6aps
M BIATIHKIB, IKY BUKOPUCTOBYE AJ1s1 CTBOPEHHSI 06pasiB [IMuTpo PobepToBUY, 30a€Th-
csi, HeBMYeprnHa. MoB 3i cTopiHOK poMaHy CepBaHTeca nepeHiccs oro [oH KixoT [..],
a Ecnapo Bpaxae CBOEH iCKPOMETHORK eHEprilHICTIo, BUOYXOBUM TeMnepaMeHTOM
" NPOHMKINBO-BIAAAHUM CTaBneHHAM Ao Mepcenec». He oMUHYB BlacHOK yBarowo
TaHLUIBHUK i XiHOYi XapakTepHi o6pa3u, skumu ctanu: dea Kapaboc («Cnnsiya Kpacy-
Hs» . YaikoBcbkoro), MapueniHa («MapHa nepectopora» J1. leponbga), YaknyHKa
Mepnx («Cunbdiga» X. JlleBeHcxonbga), Mopcbka BigbMa («Pycanouka» O. KocTiHa).

Y 1990-1992 pp. [. KnaeiH npofoBXUB BUKOHABCbKY HisSIbHICTb Ha cLeHi Xop-
BaTCbKOI HaLlioHasIbHOT onepu, e TaHLoBaB B akafeMiyHUX NocTaHoBKax 6aTbka —
Po6epTa BisnpeHka-KnsBiHa Ta MicLieBoro 6aneTmencrepa 3 yKpaiHCbKO-NoJbCbKUM
KopiHHAM — BaunaBa OpnikoBcbkoro. OKpiM Kilacuku Ha 3arpebebkit 6aneTHin cueHi
[. KnaBiH Bneple cnpobyBaB BNacHi Cuiu B TaHLi MOJEPH: MOMY noLiacTunio npa-
LtoBaTU 3 TaKUMK MeTpaMu cydacHoi xopeorpadil, Ak Ipxi KinniaH Ta Minko Lna-
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peH6nek (KOJMLLHIN apTUCT i 3acTynHuK 6GaneTmeinctepa M. bexapa B Tpyni «banet
XX ctonitTa») (Tonybesa, 1992, c.14-15). lNpo cBol BpaxeHHs Bif poboTu 3a Kopao-
HOM Ta HabyTi 3HaloMCTBa apTUCT PO3MNOBifaB B 0QHOMY 3 iHTepB'to: «Y "XopBaTCbKO-
My HapogHomy KazaniwTi" MeHi foBenoca ctaHutoBaTu napTii Potbapga B "Jlebegu-
Homy o3epi”, [ipoccenbMenepa B “JlyckyHumky" . YankoBcbkoro, MaHca B “Xiseni"
A. AnaHa. Y 6aneTi “Cnnsava kpacyHs" a deto Kapa6oc TaHLUoBaB Ha nanbuax [...]. Mo-
cTaHoBKY [..] 3giicHue Baunas OpnikoBcbKuit. J1o peBontoLil BiH HaBYaBcA B MeTep-
6yp3i, 1923 poky BuixaB go LLeenuapii» (fony6era, 1992, c.14-15).

1992 p. . KnsBiH noBepHyBCSA B YKpaiHy Ta NpoAOBXWUB apTUCTUYHY 1 BaneTmen-
CTepCbKy AisNbHICTb Ha cueHi HauioHanbHoI onepu Ykpainu, siky 3aBepums y 2010 p.
YnpoaoBX TpUBanoi CLeHiYHOT Kap'epu BiH ycniwHo chiBnpaytoBaB 3 6araTbma Bi-
TUM3HSIHUMM Ta 3aKOpPLOHHUMUK BaneTMmencTepamu, cepep sikux [asun Asauul, Ba-
nepin KoBTyH, BikTop JIuTBUHOB, Pagy Moknitapy, I0Opin MNMysakoB, AHiko PexBialuBini,
Bagum depnoto, AHaTonin LLekepa, BikTop ApeMeHKo Ta iH.

YcniwHo posBuBanaca 6aneTMmencrepcbka kap'epa [. KnasiHa: 1996 p. BiH cTaB
aunnomManToMm |l MixkHapogHoro KoHKkypcey iM. C. Jludpaps, a 1999 p. — Xya0XHiM Ke-
piBHUKOM KUiBCbkOro 6aneTty nig 4yac ractponen y KaHapi. Cepen 6aneTmencrep-
cbkux pobiT [. KnsieiHa BapTo Ha3BaTu Taki xopeorpadiyHi NocTaHOBKM, ik BUCTaBa
Ha ABi fil «YkpalHcbkuii guntux» Ha My3. K. [laHbkeBuya Ta €. [loceHka, «[oBepTan-
CS XXMBUM» Ha My3. fiyeTy «CecTpu TenbHIOK», HOBa pefakuin 6aneTty «JlicoBa nicHs»
M. Ckopynbcbkoro. 2019 p. 3a oco6nuvBi 3acnyru B ranysi xopeorpadii (mocTaHOBKY
0[HOAKTHOT BUCTaBu «Jlnudrap-ctoita» Ha My3. E. Jlano Ta xopeorpadiyHy MiHiaTiopy
«[lBa dbaBHM» Ha My3. K. [lebrocci, npucesiueHy TBopyocTi B. HixunHcbkoro Ta C. Jlu-
daps) [. Knaeid 6yB Big3HaveHuii npemieto iM. A. LLiekepu.

BapTo pomatu, Lo nopsag 3 apTUCTUYHOK Ta NOCTaHOBOYHOK poboToto [. KnsasiH
YCMilWHO peani3oByBaB BJIACHWUWA TaslaHT y MefarorivyHiv uapuvHi. Ynpogosx 1987—
2012 pp. BiH npaytoBaB 3 yyHaAMuM Kuiscbkoro OXY (y 2010-2011 pp. o6GitmMaB no-
cafy AMpeKTopa OCBiTHbOro 3aknagy), 3 2012 p. 1 Ao cboroAHi npautoe B KUIBCbKIl
MYHiUMnanbHin akagemil TaHuto im. C. Jludbaps.

HaykoBa HoBu3Ha nybnikaLii nonsirae B TOMY, LLLO B Hil1 ynepLue po3riasiHyTo apTuc-
TWUYHY, NeparoriyHy Ta 6aneTMencTepcbKy AiSNbHICTb TaHUIBHUKIB gMHacTIl Knsei-
HUX, IKa iICTOTHO BM/IMHYMA HA PO3BUTOK BaneTHol KynbTypu B YKpaiHi y gpyrin no-
noBHi XX — Ha noyaTky XXI cT.

BucHoBku

AHani3 BMKOHABCbKOI, nepgaroriyHoi Ta 6GaneTmeiictepcbkol misnbHocTi PobepTa
BisupeHka-KnsBiHa Ta IMuTpa KnsiiHa [oBiB, W0 06uaBa MUTLI 3pobunu BaroMui BHe-
COK y p0o3BUTOK 6asieTHoro MucTeLTBa YkpaiHu apyroi nonosuHu XX — noyaTtky XXI cT.

PobepT BisnpeHko-KnagiH cTBOpuB noHag 20 opuriHanbHUX CLeHiYHUX obpa-
3iB y 6anetax akagemivyHol cnaglinHM Ta BUCTaBax pafsiHCbKOi 6aneTHOI Knacuku.
YnpopoBx 20-piyHoi 6aneTMencTepcbkoi AisinbHOCTI Xopeorpad noctaBue 7 Hane-
TiB | B35IB y4acTb Y NiAroToBLi XopeorpadiyHnx KapThH Y KiflbKox onepax. AKTOPCbKi
30i6HOCTI TaHUiBHMKA NPUBEPHYSIM yBary pagsHCbKUX pexucepis, AKi Haganm Mox-
NUBICTb apTUCTY 3asiBUTK Npo cebe y KiHemaTorpaddiyHin ranysi — BiH sirpaB 5 ponen

BepxoeHko, O. SHaueHHs TBop4oCTi PobepTa BisnpeHka-KnagiHa
Ta [iMnTpa KnaeiHa Ana posBuTKy 6aneTHOro MUCTELTBA YKpalHu
Opyrol nonoBrHY XX — novatky XXI cTofiTTa

ISSN 261

6-759X (Print),
ISSN 2617-1

236 (Online)



Bulletin of Kyiv National University of Culture and Arts.
Series in Stage Art 2021 - 4(2) - pp.123-131

Y XYLOXHiX KiHOCTpiuKax (2 3 HuX — chinbMu-6anet). Ynmano npodpeciiHnx aycusnb
P. BisupeHko-KnsiBiH nprknae 40 dopMyBaHHS BITYN3HAHOT YONOBIYOI BUKOHABCHKOT
wkonu: noHag 20 pokiB BiH npuceaTuB poboTi B Kuiscbkomy [XY. HakonuyeHumn
P. BisupeHkoM-KnsiBiHUM [OOCBif akTyanisyBaB i pO3BUHYB MOro cuH — [OMUTpO
KnsiBiH, AKUA CTBOPMB Ha cueHi HauioHanbHoOT onepu iMm. T. LLleBYyeHka 65im3bko
40 ackpaBUX xapaKTepHUx napTin. MnigHoto cTana 6aneTMencTepcbka AisNIbHICTb
apTuCTa, Big3HadeHa 2019 p. npemieto im. A. LLlekepu 3a gocarHeHHs y cdepi xopeo-
rpacpiyHoro muctelTBa YkpaiHu. Barome micue y TBopyocTi [. KnsiBiHa nocina ne-
paroriyHa poboTa, posnoyata B KuiBcbkoMy [1XY, ika TpuBae i gotenep y KuiBcbkin
MYHiUMnanbHin akagemil TaHuto im. C. Jludpaps.

3anponoHoBaHa B nybnikauii npo6neMaTurKa, Ha XaJslb, He pO3KPUBAE BCiX acneKkTiB
pisnbHocTi P. BisupeHnka-KnsigiHa Ta [. KnsiBiHa, 30Kpema noB'si3aHMX i3 3aKOPA0H-
HOO [iNBbHICTIO apTUCTIB Ha BEJIMKMX €BPONENChbKMX clieHax. OTxe, npefcTaBneHnui
B aKafeMiyHi posBifuUi MaTepian 3acnyroBye Ha nofasnblle aHaniTU4HE OCMUCIIEH-
HS1 1 HayKOBE B OCKOHAJIEHHS.
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3HAYEHUE TBOPYECTBA POBEPTA BUSUPEHKO-K/IABUHA
n AMUTPUA KNABUHA 019 PASBUTUA BAJIETHOIO UICKYCCTBA
YKPAUHbI BTOPOU MOJIOBUHbBbI XX - HAYAIJIA XXI BEKA
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HayuoHanbHbIi yHUBEpCUTET (hU3UYECKOro BOCIUTaHUS U criopTa YkpauHbl, Kues, YkpanHa

AHHOTayusa

Lienb uccnegoBaHusi — U3Y4YUTb CLieHUYeckue pocTuxeHuss Pobepta BusupeHko-KnssuHa
1 OMuTpus KnsaBuHa B KOHTEKCTE UX apTUCTUYECKON, Nefarornyeckon n 6aneTMencTepckon
nesitenbHocTu. MeTogonorua pa6oTbl 6a3npyeTcs Ha CrefyoLnux MeTofax uccnefoBaHus:
obLiencTopuyeckoM (N1 WU3YYeHUs  UCTOPUYECKUX  MPOLECCOB,  MPOUCXOLMUBLUMX
B OaneTHoW cpefde YKpauHbl BO BTOpoW MosioBuHe XX — Havane XX| BB.), MCTOPUKO-
KynbTypHOM (C Lefblo uUccrnefoBaHus xopeorpaduyeckon KynbTypbl B UCMOSHUTENbCKOM
n GaneTMenNCTepPCKOM KOHTEKCTax yKasaHHOro rnepuopa), aHanmTudeckoM (anis obpaboTku
Hay4HOW, KYNbTYpOJIOrMYECKOW, WCKYCCTBOBEAUYECKOW W TeaTpOBEOYECKOW mnuTepaTypsbl),
cucteMHOM (onsi 0606LLeHMs CBefieHUii O TBOPYECKOM CTaHoBieHun PobepTta v Omutpus
KnsBuHbIX Ha cueHe HauvoHanbHoW onepbl YkpauHbl) U ap. HayuHasa HoBW3Ha ny6nukauuu
3aKkJiloyaeTcss B TOM, YTO B Hell BrnepBble pacCMOTPeHbl apTUCTUYecKas, negarornyeckas
n GaneTmencTepckas [eATENbHOCTb TaHLUOBLLMKOB AWHACTUM KNsIBUHbIX, CYLLECTBEHHO
noB/UsiBLUAs Ha pa3BuUTUe BaneTHOW KynbTypbl B YKpanHe BO BTOPOW nosioBMHe XX — Havane
XXI BB. BbiBOADbI. POGEpPTOM BU3MpeHKo-KnaBuHbIM 6b110 co3paHo 6onee 20 opurnHanbHbIX
cueHnyeckmx obpas3oB B OaneTax akageMUuYecKkoro Hacnefusi U CnekTakjsaX COBETCKOM
6aneTHoM Knaccukun. B Teuyenue 20-neTHel GaneTMenCcTepcKoW LeATenbHOCTU xopeorpad
nocTtaBus 7 6aneToB U NPUHAS y4acTMe B NOAroToBKe Xxopeorpadnyeckmx KapTuH B HECKOJIbKMUX
onepax. AKTepckue crnocoBHOCTM TaHL,OBLLMKA MPUBIEKSIM BHUMAHWE COBETCKUX PEXMUCCEPOB,
npeLocTaBUBLLNX BOSMOXHOCTb apTUCTY 3asiBUTb 0 cebe B KuHeMaTorpaduyeckomn oTpacnm —
UM 6bINIo cbirpaHo 5 ponei B Xy[0XeCTBeHHbIX unbmax (2 u3 Hux — unbmbl-6aneTsbl).
Hemano npodreccroHanbHbix ycunuin P. BuanpeHko-KnsiBuH npunoxun K ¢opMupoBaHuto
OTEYECTBEHHOW MYXCKOW WCMOSIHATENbCKOW LWKonbl: 6onee 20 net oH mocBsiTuN paboTe
B Kueckom 'XY. HakonneHHbi P. BuaunpeHko-KnsiBUHbIM OMbIT akTyanMsupoBas u pasBu ero
CblH — IMmnTpui KnsiBuH, co3pgaBLluni Ha cueHe HaumoHanbHom onepbl M. T. LLIeBYeHKO 0KO0
40 ApKWUX XapakTepHbIX napTuii. MnofoTBopHOW cTana GaneTMencTepckas OesiTeNbHOCTb
apTucTa, oTMeuyeHHasa B 2019r. npemuen um. A. LLlekepbl 3a p[ocTuxeHuss B cdepe
xopeorpadmyeckoro uckycctea YkpauHol. BaxxHoe mecTo B TBopyecTBe [. KnsiBuHa 3aHumaet
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neparornyeckan pabota, HavyaTas B KneBckom XY, koTopasi npogomkaeTcs U B HalW OHU
B KneBCKOM MyHULIMNANbHOW YKPauHCKOW akafgeMumn TaHua um. C. Jludapsi.

Knioueeble cnoBa: PobepT BusmpeHko-KnasuH; OMUTpUA KnsiBUH; YKpauHCKUA GaneTHbIN
TeaTp; 6aneTMencTepckoe UCKYCCTBO

THE IMPORTANCE OF ROBERT VIZYRENKO-KLIAVIN

AND DMITRO KLIAVIN'S WORK FOR THE DEVELOPMENT
OF THE BALLET ARTS OF UKRAINE IN THE SECOND HALF
OF THE TWENTIETH AND THE BEGINNING

OF THE TWENTY-FIRST CENTURY

Olha Verhovenko

PhD in Art Studies;
e-mail: olenkaverkhovenko.25@gmail.com; ORCID: 0000-0007-5063-3306
National University of Ukraine on Physical Education and Sport, Kyiv, Ukraine

Abstract

The purpose of the article is to study the stage achievements of Robert Vizyrenko-Kliavin and
Dmytro Kliavin in the context of their artistic, teaching and choreography work. The research
methodology includes the use of the following research methods: general historical (to study
the historical processes that took place in the ballet environment in Ukraine in the second half
of the 20th and early 21st century), historical and cultural (to study choreography culture for
the performing and choreography of that period), analytical (to study the scientific and cultural,
art and theatre literature), system (to summarise information about the Robert and Dmytro
Kliavin's artist becoming on the stage of the National Opera of Ukraine), etc. The scientific
novelty of the publication is that it first considers the artistic, teaching and choreography work
of dancers of the Kliavin dynasty, which significantly influenced the development of ballet
culture in Ukraine in the second half of the 20th and early 21st centuries. Conclusions. Robert
Vizyrenko-Kliavin created more than twenty original stage images in ballets for academic
heritage and performances of Soviet ballet classics. During a 20-year choreography activity, the
choreographer staged seven ballets and participated in the directing of choreographic shows
in several operas. The dance's acting skills did not escape the attention of Soviet directors,
who allowed the artist to express himself in the field of cinema — he acted in five roles in fiction
(2 of them were ballet films). R. Vizyrenko-Kliavin put a lot of professional effort into forming
the national men's performing school: he devoted more than 20 years to work at the Kyiv State
Art University. The experience gained by R. Vizyrenko-Kliavin was actualized and developed
by his son Dmitro Kliavin, who created about 40 bright characteristic parties on the Taras
Shevchenko National Opera stage. The choreographer’s activity of the artist, awarded in 2019
by the A. Shekera Prize for achievements in the field of Ukrainian Choreography. Teaching took
a rightful place in the work of D. Kliavin. He went into teaching at the Kyiv State Art University
and now works at the Serge Lyfar Kyiv Municipal Academy of Dance.

Keywords: Robert Vizyrenko-Kliavin; Dmytro Kliavin; Ukrainian Ballet Theatre; choreography

|§ @ This is an open access journal and all published articles are licensed under a Creative Commons «Attribution» 4.0
v

ISSN 2616-759X (Print),

ISSN 2617-1236 (Online) artonscene.knukim.edu.ua



BicHWK KUIBCEKOrO HaLlIOHANBHOMO YHIBEPCUTETY KYNbTYPU | MUCTELITB.
Cepig: CLieHIYHe MUCTELTBO 2021 - 4(2) - ¢.132-141

DOI: 10.31866/2616-759X.4.2.2021.243241
YOK 7.075

AIANbHICTb LULOYMEHA AK MPO®ECIA, MUCTELLTBO | MOKJIMKAHHA
OneHa XnucTyH

JIOKTOp KynbTyposoril, foueHT; email: with_joy@ukr.net; ORCID: 0000-0002-1764-6559
KuiBcbkui HayioHalbHUNA yHIBEPCUTET KyNbTypu i MucteyTs, Kuis, YkpaiHa

AHortauisa

Meta cTaTTi — OOCNIAUTM OCHOBHI OCOBMCTICHI SIKOCTI, pUcK xapakTepy, NpodeciviHi BMiHHSI Ta
HaBUYKK, AIKIi BU3HAYatoTb i QOPMYHOTb NMPIOPUTETHI BUMOMM O MOCTaTi Ta AisNIbHOCTI LOYMeHa.
MeTtoau gocnimxeHHs. BukopuctaHo 3arasibHoOHayKoBi Ta creLiasibHi MeToAu HayKOBOrO Mi3HAHHS,
30KpemMa aHanidy, CUHTe3y Ta y3arajibHeHHsi Ofia (OpMyntoBaHHA BUCHOBKIB. KomnnekcHe
BUKOPUCTaHHSA METOA0/OrYHOr0 iIHCTPYMEHTapit0 MUCTELTBO3HABYOrO, COLlialIbHO-NCUXOOTIYHOro
i cMCTeMHOro nigxofiB Aano 3Mory po3rfisHyTWM npodecito i 0COBUCTICTb LIOYyMeHa fK LislicHY
cucTeMy, sika NOCTINHO TPaHCOPMYETLCS N afanTYeThCA A0 COLIOKYNbTYPHUX 3aMNUTIB CbOrOfeHHSI
Tarnsigavis. HaykoBa HoBU3Ha. 3filicHeHo cnpoby cucTeMaTu3salii OCHOBHUX OCOBUCTICHUX SIKOCTER,
puc xapaKTepy, BMiHb i HABUYOK, L0 POpMYIOTb HU3KY BUMOT A0 npoddecii Ta nocTaTi cy4acHoro
WwoymeHa. BucHoBku. LLloymeH — Lie BUTIBHMK, MAacOBWK, apTUCT, Bey4Yuid, opraHisaTop Loy Ta
4YacTo OJHOYACHO opraHisaTop i KepiBHUK LWoy-6i3Hecy. BpoaxeHui TanaHT, ocoBUCTiCHI SKOCTI,
pucuK xapakTepy Ta pisHobiuHi NpodeciiiHi BMiHHSA | HABMYKM BU3HAYalOTb NPIOPUTETHI BUMOTU 1O
nocTaTi Ta AiANbHOCTI WoyMeHa. TaK y cLeHiYHOMY 06pasi LoyMeHa opraHiyHO nepenniTalTbes
Bi3yanbHi, iHAMBIAyaNbHO-MCUXONOriYHi, BepbanbHi, NodieBi, KOMYHIKaTUBHI, coLianbHi, npodeciiHi
" 0coBuMCTICHI CkNafoBi, iki pobnaTb MUCTELTBO LIOYMeHa HanbinbLl HabNMXEeHUM [0 peanbHOCTI
Ta BiAMNOBIAHMX 3anUTIB Cy4YaCHOCTI, 30KpeMa MiHnMBMX noTpeb Ta iHTepeciB rnagavis. OfHieto
3 OCHOBHMX XapakKTepUCTUK YCMILLHOMO LLOYMEHa € Xapu3ma ik CBOEpPiAHe MUCTELTBO | TanaHT, Wwo
BM3HAyae BpaXKeHHs Bif LLOYMeHa B 04ax rNsfadis, ke 4acTo TICHO NOB'si3aHe 3 MOro 30BHILLHICTHO,
KOMYHIKaTUBHUMM SIKOCTSIMU.

Kntouogi cnoBa: LWOyMeH; Xxapuama; BMiHHSA | HABUYKM; OCOBUCTICHI IKOCTI; pUcK XxapakTepy; iMimx

Betyn

AHrnicbKe CNoBO «lLOoYy» («Show») BXe AaBHO CTaso 3arajbHOMPUAHATHUM B yKpa-
THCbKIi/i MOBI Ta YacTO BUKOPUCTOBYETLCS SIK CUHOHIM BiflbLL 3BUYHMX CIiB «BUL0BM-
LLe», «MoKas», «BUCTaBa» i T. N. BogHoyac c/loBa «LOYMEH», «LLIOYBYMEH» Tpanis-
IOTbCA LLLe He TaK YacTo B CycnifibHOMY NMo6yTyBaHHi, 30KpeMa MUCTELTBO3HABYOMY
Ta KyJbTypoJioriYHOMY AucKypcax. [MpoTe nonynsapHICTb i HAyKOBUIM iIHTEPEC [0 LY,
woy-6isHecy, ocobucTocTen, ki 3agisHi y BiANOBIGHOMY TBOPYOMY MpoLEcCi, CBif-
yaTb, WO Ui BMILLA, SIK MOHATTS, MUCTELTBO, cdhepa fisnbHocTi Ta npodecisi, 3anmMa-
HOTb YiflbHE MicLe B CYCNiJIbHOMY XWUTTi Ta cTatoTb 0COBAMBUMM 1 NOYACTM 3HAKOBM-
MU COLiOKYJIbTYPHUMM | MUCTELbKUMM DEHOMEHAMM AJ1si TOCTMOIEPHOT Cy4acHOCTI.
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ToMy aKTyasnbHICTb [OCHIAXEHHS MUCTELTBA LLOYMEHA BU3HAYAETLCA Hacamrepes
cycninbHUMK noTpe6amu, L0, 30KPeEMa, 3yMOBJIEHO aKTUBHOK TpaHcdopMalieto
COLIiOKYNIbTYPHOT peanbHOCTi, ika B YMOBax MOCTMOAEPHI3MY BUMBOLUTbL MOTpPeby
y BUJOBMLLAX i pO3Barax, a TakoX posib Ta 3Ha4YeHHs ocobucTocTi B Lux cchepax
XWUTTS HA HOBWI pPiBEHb CYCNIiNbHOT i HAYKOBOI pedhiekcil.

AHani3 ocTaHHix gocnig)keHb i nyénikauii

Mpo 3pOCTaHHSA 3HAYEHHS POJIi LLIOYMEHA B CYyYaCHMX COLiOKYNbTYPHUX | MUCTELb-
KMX mnpouecax CBiguMTb 36iNbLUEHHS KiNbKOCTI BignoBiAHMX HayKoBuMX i nybniunc-
TUYHKX MpaLb.

AHanis XutTa 1 NnpodecivHol fisNIbHOCTI BifOMUX LLOYMEHIB NPeaCcTaBNEHO Y HU3-
Li cTaTen Ta MmoHorpadii. Tak, 3axigHi gocnigHuku bnydopn Agamc («bapHym: Benin-
KUiA LIOYMEH i CTBOPEHHSI nonynsapHoi KynbTypu CLLA») (Bluford,1997), ®inin b. KyH-
xapaT («®. T. bapHyM: Hanbinbwuii woymeH Amepuku») (Kunhardt, Jr., Kunhardt, I,
and Kunhardt, PW., 1995) BUCBITNOIOTb TBOPYiCTb HaMBENMYHILWOro lWoyMeHa XIX cT.,
nioHepa woy-6i3Hecy ®. T. bapHyma; [. KyHy, («[Napa cTpinkis: IcTopia Oukoro 3axo-
ay C.-®. Kogi Ta Mog Jli») (Kuntz, 2010), H. MakKsntop («Cemtoen ®panknid Kopgi Ta
Binbsim ®. Kogi») (McClure, 2019) Ta iH. — npeacTaBHMKa NpodecinHOro M1UcTeLTBa
lwoymeHa KiHua XIX — novatky XX ctonitta C.-®. Kogi; E. ge Kypci, M. Ixonni («Im-
nepisi, paHHa doTorpadisa i Buaoeuule. CeBiToBa Kap'epa LoyMeHa-aarepoTinicTar)
(de Courcy and Jolly, 2020) — woymeHa Ta dpoTorpadda x. Y. HbtoneHga.

Hanbinblue BnacHe HayKOBWX HampaLtoBaHb MPUCBAYEHO TBOPYOCTI aMepuKaH-
CbKoOro woymeHa cy4yacHocTi Jlappi KiHra, 3okpemMa HU3Ky cTaTel i gucepTalito ykpa-
THebKoT mocnigHuui M. YosraHtok (2017), ny6nikauii O. Mpurop'esoi (2014), 0. YapoBoi,
J1. PaukoBcbKoi (2019) Ta iH.

Okpemo xoTinocs 6 3ragaTtu nyonikauii, B sKMX OOCAIOXEHO TBOPYY AiSNIbHICTb
lwoyByMeH. Ha xanb, ix npakTuyHo Hemae. B. TynmiH y ny6nikauii «He icHye kpa-
LLMX XKIHOK, HiX LUOYBYMEH» KOPOTKO PO3MOBifae Npo XiHOK, sKi cTanu nioHepamm
B LWoYy-6i3Heci Ta BHeC/M B MOro pO3BUTOK CBill 6e3LiHHUIA BKNa4, LLO HiYMM He no-
CTynaeTbCs LiHHOCTI BKaay woymeHiB. EHHI XonnaHg, Codi XeHkok, Mammi [MeitH,
Emi JTokk i EnizabeT KpekpadT — Lie n1wie HEBENUKUIA NepeniK iMeH Ta Npi3BULL, Npw-
YeTHMX [0 LIoY XiHOK, Npo AKux sraaye aBTop (Toulmin, 1997).

JOTMYHUMU O TEMU HALLOT PO3BIAKW € HU3KA HaBYaNbHMUX NOCIGHMKIB, NpUcBsiYe-
HMX MalCTepHOCTI Bely4yoro Ta LoymeHa, 3okpema O. l'epacumoBol «IMnpoBisalis
woymeHa» (2006a) i «<MaicTepHicTb WoymeHa» (2006b). Lie dakTyHO nepuli pocin-
CbKOMOBHI NOCIGHMKM 3i cnNpobo0 KOMMIEKCHOro nigxoAy L0 OCMUCIIEHHS Teope-
TUYHUX NpobneM HiANbHOCTI, @ TaKoX MalcTepHOCTI Beay4yoro iHpopMauinHux Ta
pO3BaxasibHUX LLIOY-MpOorpam iMMNpoBi3yBaTu. | caMe B HUX aBTOP BUKOPUCTOBYE MO-
HATTS «LWOYMEH» — Ha MPOTMBAry YCTaNEHOMY «BEAYUYUN», «aPTUCT-BUTIBHUK» i T. M.

OcTaHHiIM NociBHMK TaKoX MICTUTb Mporpamy Kypcy, OCHOBHi 0Co6IMBOCTI NpoBe-
[OEHHSA 3axofiB i KOMMNJEKC BNpaB 3 BUPOBNEHHS HEOOXigHMX ONA PiSHUX BULIB PO3-
BaXKasnbHWUX MPOrpam HaBUYOK i BMiHb.

LLlono BiTYM3HSIHKUX MpaLb, TO MOXHa 3ragatv «MaincTepHicTb Begyyoro» (2010)
H. Kykypysu, «<Bepyunii Tenenporpam» (2002) B. losiH Ta iH.
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Ha anb, Ha yKpalHCbKMUX TepeHax He BUCTAyae I'PYHTOBHMX [OCHiAXeHb Mpo-
decifiHOl BisNbHOCTI WOYMeHiB. MoXHa KOHCTaTyBaTH, WO B3arani caMe NMoHsTTS
«LIOYMEH» MalxXe He BXUBAKTb Y KyNbTYPOSIOriYHOMY Ta MUCTEL TBO3HABYOMY [UC-
Kypcax. Cnpo6oto 3anoBHUTU L0 MpOrasivHy i € nponoHoBaHa nybnikawis.

MeTa cTaTTi — BOCNiAUTU OCHOBHI OCOBUCTICHI SIKOCTI, pUcK xapakTepy i npode-
CilHIi BMiHHA Ta HaBMYKMW, sIKi BU3Ha4atoTb i popMyrOTb NpiopuTETHI BUMOTM A0 Mo-
cTaTi Ta fisiNIbHOCTI LOYyMeHa.

Buknag 0OCHOBHOro matepiany

BignoBigHo [0 YMHHOrO HauioHanbHoro knacudikatopa AK 003:2010 «Knacu-
dikaTop npodpecin» B YKpaiHi € 6in3bko 9 TUc. npodeciiHux HasB poboTn — pis-
HuX npodecin (HauioHanbHWUi knacudikatop Ykpaiiu, 2010). Llei cnMcok NocTiHoO
OHOBJ/IOETbCSA — MeBHi Npodbecii 3HNKaKTb, AKiCb 3'ABNAOTbCA. Cepef iHWKX B aK-
TyanbHOMY nepeniky NpUcyTHi «akTop» (3aknaau KynbTypu Ta MUCTELTBA), «apTUCT,
1,0 Befie KOHLIEPT», «<apTUCT-KOH(epaHCbe», «pexucep TeaTpanisoBaHux 3axoiB Ta
CBAT», «<apPTUCT PO3MOBHOIO XaHPY», «apTUCT eCTPafHO-CMOPTUBHOIO, i/IFO3i0HHOMO
Ta iHWKWX OpUriHaNIbHUX eCTPafHMX XaHpiB» TOLLO0. Afle Ha CbOrofHi B HbOMY Bif-
CYTHSl Taka nonynsipHa npodecis, K WOYMeH, ika noeaHye B cobi pisHi BUAn Tpy-
[OBOT fisifIbHOCTI Ta nepefbayae onaHyBaHHA HU3KM DaxoBUX 3HAHb | MPaKTUYHUX
HaBUYOK, L0 Aat0Tb 3MOTY 3[iICHIOBAaTM TBOPYO-0OpraHisaLinHy disnbHicTb y cdepi
woy-6i3Hecy Ta [o3BiNNA.

LLloymeH — ntoauHa, npodpecinHa fisfbHICTb SIKOI NOB'AI3aHa 3 opraHisauieto Ta
NpoBeLEeHHSIM BUOOBULLHMX BUCTAB Ha KOMEPLiNHi ocHoBi (Le 3a3BMYal ofHO-
YyacHO opraHi3aTop i KepiBHUK LWoY-6i3Hecy). BiH Moxe 6yTu BegyunM BUOOBULLHUX
MY3UYHMX, PO3BaXasibHMUX NPOrpaM Ha cLeHi, pagio Yn TenebayeHHi, opraHisaTopom
npeseHTaLii, KOHLEPTIB, KOPNOpaTUBIB, TEMAaTUYHNX BEYOPIB, KOHKYPCIB Kpacu Ta
3ycTpiyen Towo.

CnoBo woyMeH (aHrn. showman) eTUMOJSIOTiYHO MOXOAUTb BifO AHTAINCHKUX
cniB show — nokasyBaTu Ta man — NtofuHa. BignoBigHMK LbOro croBa XiHOYOro
poay — woyByMeH (aHrn. showwoman).

YacTo TepMIH «lLOYMEH» BUKOPUCTOBYIOTb SIK CUHOHIM [0 «TamMafa» — Befy4uw,
30KpeMa Ha pOAMHHMX CBATKOBMX 3axofax: BECINNIAX, fHSAX HAPOOXEHHA Ta iH. Ta-
Maga 3aJa€e TOH 3axofy, CTBOPIOE BECeSly, Nierky, ApYXHIO i CBATKOBY aTMocdpepy,
o6'eHye Ta po3Baxae rocTew, MPOBOANTb KOHKYpcH Towo. To6To y cBoi npode-
CilHIN pisnbHOCTI TaMaga NoYacTy BUKOPUCTOBYE MaWXe Ti X NMPUNOMM 1 BOJOAiE
TUMMU X YMIHHAIMMW Ta HaBUYKaMW, LLO W NIOMHA, AIKY 3aBeL,EHO HA3UBATH «LLIOYMEH>.

[0 cyyacHoro LioymMeHa BUCYBalOTh HU3KY MPOGECIAHNX BUMOT, SIKi YacTO BUXO-
OSiTb [aneko 3a Mexi pexucypu [03Bifnssl, CTBOPEHHS CBATKOBOI aTMocdepu Ta
posBar. Tak, BiH MOBUHEH He TifibkW BOJIOAITA BMIHHSIM peanisyBaTu BfIACHWUWA Yu
CTOPOHHIV peXncepcbKuin 3afyM, a MW ChifKyBaTUCA 3 ayAMUTOPIE0 HA CLEHIYHMUX
Mar[aHuyMKax, fiKi 4acTo MatoTb Pi3HY TEMAaTUYHY CNPSAMOBAHICTb, MONYNAPU3YHOUYM
KYNbTYpY | MUCTELTBO, PO3BMBAKOUM Y MMsiAadiB BignoBigHI eCTeTUYHI cMaku. Xouya,
Ha nepLwuin nornsg, ue i BiabyBaeTbCcs Y AOCUTb MPUMITUBHOMY, TOOTO AOCTYMHOMY
po3BaxaJsbHo-irpoBoMy doopmari.
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LLloymeH TakoX NOBUHEH BOMOAITM BMiHHAIM (pOKycyBaTu BRacHy yBary, cnocTepi-
raTtu, 36upaTu, doikcyBaTu CBOT CMOCTEPEXEHHS A1 CTBOPEHHSI HOBUX 00pasiB i BU-
[OOBULY BiANOBIAHO [0 MIHAMBUX rsiaaubkux notpeb Ta iHTepeciB. YMiHHS aHanisy-
BaTW, CMHTE3yBaTU Ta iHTepnpeTyBaTU siBULLA 1 06pasy, 3 AKUMU BiH CTUKAETbCSA
B MOBCSIKLEHHOMY XMUTTi, po6NsaTb MUCTELTBO LLOYMEHA HanbinbLl HabMXeHNM [0
peanbHOCTI Ta BignoBifatoTh 3annTaM Cy4acHOCTI.

daKTUYHO, LIOYMeH cTae aBTOPOM MNofii, fiNcTBa Ha cLeHi, To6To, AKLW,0 nepedpa-
3yBaTu BigoMui BuchiB M. baxTiHa, BiH TEXHIYHO CTBOPIOE NpeaMeT 3aL0BOJIEHHS,
a rnsay «nacuBHO cobi 3a40BoJIeHHA JocTaBnse» (baxTuH, H.r.).

BopgHouac icTopist woy-6i3Hecy cBiguNTb, WO B GiNbLIOCTI BiOMMX WOYMEHIB ByB
YPOO)KEHUI TanaHT, AKMIA NiOgKpPinItoBaBCcs | MEBHUMU pUcaMmn xapakTepy — CMiNuBiI-
CTIO, BiIKPUTICTIO HOBOMY, HEYNepeAXeHICTH0, aKTUBHICTHO, BENIMKOAYLUHICTIO, aBaHTHO-
pvusmMoM i nog,. ToMy moyacTu HawnepLly poJib Y CTaHOBMEHHI NPodecinHMx AKocTew
LLOYMEHa BifirpatoTb MOro 0CoOMCTi JIIOACLKI SIKOCTI: NifgepcbKi pUcK, pisHOBIYHICTb
TaNaHTIB, pO3BMHEHA YSIBA, IHTEpeC [0 HOBOro, 6axaHHA TBOPUTM, po3BaxaTu nyoniky
i nepebyBaTy B LLEHTpI il yBaru, 6yT1 NIOAUHOLO, IK KaXyTb, «6e3 KOMMEKCIB».

[HTpura i guHaMika po3BUTKY CHOXETHOT NiHii 6yab-aKOro Loy po3paxoBaHa Ha 36y-
IKEeHHS1 y CBIOMOCTi MacoBOro rnsifiaya CTaHy «HeTepPrIAvoro oYikyBaHHs 3yCTpi-
Yi». TakoMy BMiHHIO LLIOYMEHA CaMOCTIMHO 0bupaTu CTPYKTYypy Loy 6arato B YoMy
CMpUSIOTb MOro 0COBUCTICHI AKOCTI: pO3yM, BUHaXIAUBICTb, YapiBHICTb, MOYYTTS Iy-
MOpY, BMiHHSI 3aLlikaBJIeHO cJlyXxaTy, MacTUYHO pyxaTucs Touo (ApceHTbeBa, 2017).

He ocTaHHe MicLe cepeli 0COBUCTICHUX AKOCTEN LIOYMeHa 3alMatloTb JerkicTb
i pPO3KYTICTb Y NOBefiHL, iHAMBIAYaNbHICTb, OPUTiHANbHICTb, ACKPaBICTb iMiOXYy, Te-
aTpanbHICTb, apTUCTU3M, KpeaTUBHE MUCJIEHHS, iPOHIYHICTb, CBOEpIgHA 3aAyLUeB-
HiCTb, TEPMNNAYICTb, PO3BMHEHA YaBa Ta baHTasis, eHTy3ia3M, a TaKoX YMiHHA MUT-
TEBO Ta TOHKO pearyBaTu Ha peakLuii rnsgavis.

OcBiyeHiCTb, eCTETUYHUIA CMaK, epyauuis, 6araTuii BHYTPIWHINA CBIT, WMpoOTa Nno-
rnsaniB i BMiHHS KOMYHiKyBaTW Ta BTpUMYBaTU yBary rnsgadie, [OHOCUTU CBOT AyM-
KM 7 igei B NpocTin i 3po3yMminin dopmi Tak, Wwob rnspadi Ha HUX BigpearyBanu Ta
nepevHANMCA HAMKY, — e flafieKo He BeCh nepesiik BUMOr A0 0COBUCTICHUX IKOCTew
npodecii cyyacHoro LwoymeHa.

MocTifHa cniBnpaus Ta KOMyHiKalif 3 pexucepamMmu, akTopamu, Koseramu ro npo-
deciiHoMy MangaHuYnKy, B3BaeMofisi 3 NpefcTaBHMKaMu 3acobiB MacoBol iHpopma-
Lii, KyNbTYPHMMU, MUCTELbKUMU 1 OCBITHIMW 3aKiafjaMu BUMararoThb Bifl LLOYMeHa
He TiNbKW BIAMNOBIQHOT OCBITW, @ ¥ MParHeHHs MOCTINHO BAOCKOHasNOBaTU BRACHY
npodoeciiHy MalcCTepHICTb, YMIHHS YYyTTEBO pearyBaTu Ha HacTpoOl Ta iHTepec rpo-
MafCcbKOCTI, @ TaKOX CMiBMpaLoBaTi 3 KONIEKTUBOM.

BapTo Takox HaronocuTy, Wwo NpoecinHUi LOYMEH NOBUHEH BYTU KOMMETEHTHUM
Y HU3Li CYyMiDXXHUX Npodpeciit, YacTo NOEAHYOYM Yy CBOIN BisnNbHOCTI NpodeciiHi BMiH-
Hs1 pexucepa, CLieHapucTa, akTopa, Xy0XHMKa, 3ByKOpEeXMcepa, Npoarocepa Ta iH.

LLloymeH NoOBMHEH BMITU CTBOPUTU ApamMaTU4Hy OCHOBY CBOr0 3ax0/y, BMiTW NOro
crnaHyBaTu Ta peanisyBaTu CLieHapil Ha CLEeHIYHOMY Man[aH4uKy, 4acTO BWKO-
pucTOoBYytOUM 3ac0bU eCTPafHO-IrPOBOro CMifIKyBaHHS.

OCKiNIbKM CLIEHIYHUM MaAaHYMKOM OIS LUIOYMeHa MOXe CTaTu i cueHa, i pagio,
i TenebayeHHs), i cCBATKOBUIM 3axifg 6yab-aKoro doopmMaTy, BiH MOBUHEH BMITU CTBO-

ISSN 261

6-759X (Print),
ISSN 261 7-1

236 (Onling) Khlystun, O. Showman's Activities as a Profession, Art, and Vocation



BicHWK KUIBCEKOrO HaLlIOHANBHOMO YHIBEPCUTETY KYNbTYPU | MUCTELITB.
Cepig: CLieHIYHe MUCTELTBO 2021 - 4(2) - ¢.132-141

ptoBaTH pi3Hi TeaTpanizoBaHi  cBATKOBI (hopMu, SiKi y CBOIO Yepry BUMararoThb Bif
LLOyMeHa BMiHHSI 3aCTOCOBYBATH Pi3Hi KOMMO3ULiNHI NpUOMKM opraHisauil 3axony
3anexHo Big Moro cdopmarty, BULY i XaHpy, 30KpeMa KOMMO3ULiINHO-KONipHe BUPI-
LUEHHS Ta 0POpPMJIEHHS Pi3HOLINIbOBUX CLIEHIYHUX MalfaHUKKIB.

[HouBigyansHWUIM cTUNb Begyyoro 6arato B YoMy BU3HaYae iMigx 3axogy. Tomy He
OCTaHHI0 poJib y NPodpecinHin AisNbHOCTI LLOYMeHa Bifirpae noro 30BHiLLHI BUrNAL,
cTUnb, iMigX, obpa3s. BiaTak, [OCBIAYEHUI LOYMEH MOBUHEH 3HATHK, LLO Take iMigX,
CTUJIb, @ TAKOX PO3YMITUCA Ha BCIX CKNIA[0BMUX, SIKi iX yTBOPHOHOTh.

3HaHHSA couianbHO-MCUXOMNONYHUX MexaHi3MiB dopMyBaHHS iMifXy, HeNmoBTOp-
HOro CTUJIO, SIKi TICHO MOB'AA3aHi i3 camonpe3eHTaLiel0 — BMIHHSIM BUTiAHO NoaaTy
cebe, TO6TO Tak, Wo6 3anamM'aTaTucsa ayguTopii, Tex nepebyBatoTb cepep npiopuTeT-
HUX BUMOT [0 NpohecitHOro MMCTELTBA CY4acCHOro LLOYMEHa.

BooHouyac ofHMM 3 HaBaXUBILIMX 3aBAaHb LUOYMEHA € CMifIKyBaHHS 3 risgava-
Mu. TOMy BiH NOBUHEH YTPUMYBATKW yBary rnsifadie, CTBOPHOBATH CPUSTIMBY eMO-
LifHy aTMocdepy, KOHTPONoBaTH ayauTopito, BMIIO BUKOPUCTOBYBATM iPOHitO Ta
rymop, Bgasno iMnpoBi3yBaTH y BifnoBiAb Ha HeOUiKyBaHi 3MiHM B cLeHapil 3axony
Ta HacTpol ny6niku.

MoBHa noBefiHka, TeMOp ronocy, afgekBaTHi cuTyauil, IHTOHaUiHI XxapaKTepucTu-
KU, naysu, MiMika Ta XecTu CMpUIMaOTbCs SIK eMOLLifiHE BKITHOUEHHS, Wo dopMye
B rNigavya OoBipy, MPUXMIIbHICTb i 3aXOMEeHHS LWOYMEHOM.

30BHILLHIV BUINsA, BOMOAIHHA OCHOBaMM aKTOPCbKOT i 0paTOPCbKOl MalCTepHOCTI,
KyJIbTypa MOBJIEHHSI [OMOMaratTb LWOYMeHY Yy (DOpMyBaHHiI, Ha HaLly OYyMKY, OCHO-
BHOI XapaKTEPUCTMKM YCMILLHOrO BEYYOro — Xapu3Mu.

Xapuama — ue TeX MUCTELTBO i CBOEPIOHMUIA TanaHT. Lie BpaxeHHs Bif, WOyMeHa
B ovax rnsfauvis, ke 4acTo TiCHO NMOB'AI3aHe i3 30BHILLHICTIO Ta KOMYHIKaTUBHUMMU
AKOCTSIMM NOAMHU. [NAgay 4yacTo Moxe BGyTy MPOCTO 3a4apOBaHUI YCMILLKOK 4K
MaHepol MOBEeAIHKM BeAyYOro, sSiKUi yTiftOE yCnix i 3a[0BOJIEHHS Bif CBOEI Mpo-
decii Ta 1 XUTTS 3aranoM. TOMy NpUEMHA 30BHILLHICTb — Lie He MPOCTO NPUPOL-
Ha Kpaca, a Hacamnepeg, YCMillKa, WMpICTb, BiAKPUTICTb, MO3UTUBHA EHEPreTuka,
fIka nepefaeTbCs OTOYEHHHID. XapuaMa — Le BMiHHS BiflbHO KOHTaKTyBaTW, 3Ha-
X0QUTHU CiflbHY MOBY, BUKJIMKATW MO3UTUBHI eMoLlii, noBoauTu cebe HEBUMYLLEHO.
Takox ue 3JaTHICTb 3alikaBUTW Nogen Ta cchopMmyBaTy B HUX BifuyTTsl BRAacHoOl
3HaYyLW,oCTi.

JocnigHukn po3yMitoTb xapusaMmy K dopMy camMoOBUpaXKEHHS!, camoakTyanisauil,
CaMOB[IOCKOHaJIeHHs. Xapv3Ma — Lie BNacTUBICTb 0COBUCTOCTI, O MPOSABNSETHCA
B MEBHOMY coLianbHOMY cepefoBuLLi. XapuamaTuyHa iloguHa 3naTHa hopMyntoBa-
TV | BigNoBifaTW Ha COLOKYNbTYPHI 3aNUTU 1 BUKJIMKW, MOXE OTPUMATH BeSINYE3HI
BaXesi BM/MBY Ha LUMPOKi BEPCTBM HAaCeNeHHs Ta 3a [JONMOMOroH LibOro BM/IMBATKM Ha
MOKOJIHHS, dopMyBaTK CUCTEMY LIHHOCTEN, MPOBOAUTU peddopMU | KOHTPOJIHOBATH
cycninbHi npouecu (Xobpakosa, 2019).

XapuamaTuyHa 06apoBaHicTb, AK i 6yAb-sKa iHLWa, Y Pi3HUX NtoLen MoXe NposiB-
NATUCA No-pidHOMY. CniNbHUM [/1s1 Xapu3MaTUYHUX OCOBUCTOCTEN, IK KOHCTaTyHOTb
LOCNiAHMKMN, € NOCTINHWUIA BUXif 3@ MeXi NOBCAKAEHHOI KOMYHiKaLii, TpaHcrpecis, sika
nepeTMHae KOPLOH PYTUHHOIO KOHTAKTY. B yssBHOMY MpoCTOpi Ha KOPAOHI KOHTaKTy
CTBOPHOETLCH 0COGIMBE eHEpPreTUYHe NoJe, AyXe npuBabnuee Osl TUX, XTO B HbOFO
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noTpannsie. XapuamMaTuyHa noeefiHka nepefbayae neBHy TeaTpanbHicTb (CocnaHg,
1999, ¢.87-95).

EdbekT xapn3mm — Lie BMiHHS CpsiMyBaTK BCi CBOT 34i6HOCTI Ha Te, W06 cnpaBuTH
cunbHe | He3abyTHe BpaXeHHs1 Ha OTOYEHHS, EMOLIHO W IHTeNeKTyaNbHO BMMBa-
FOUM Ha TXHI OYMKM, CTaBJIeHHS Ta noBefiHKy. Ha aymky E. Jlei, yHikanbHuin edpekt
Xapy3Mu — Lie CeKpeT YCMiLIHOro CNifIKyBaHHS 3 NI0AbMY, O fae 3MOry f,OMOrTUCA
TXHbOT 3roau, OOBIpY, BigAaHOCTI N 3axonsieHHs. Takui ecpekT XapusMu LesiKor Mi-
poto Moxe onaHyBaTtu 6yab-xTo (J1ai, 2010).

OTxe, xapuama — Le Hale BifobpaxeHHA B 04ax OTOYEHHS, ke (DOPMYE B HUX
BMpasHe, icKpaBe | HEMOBTOPHE BpaXeHHs Bif, Haworo obpasy. Ha gymky H. Poma-
HOBOT, Lie YHIKaNbHICTb i HEMOBTOPHICTb EKCKJIHO3UBHOI IHAMBIAYaNbHOCTI M eHepre-
TUKW NIOOMHY, fIka Nof06aeTbCA OTOYEHHIO. He JapMa onTuMi3M, ik NposiBrsie
Xapv3maTuyHa ocobuCTiCTb, 3apaxae i Haguxae nocnigoBHukie (PomaHoBa, 2011,
c.118-124).

BucHoBKu

Y niacyMky MoxHa cdopMyntoBaTU NPIiOpPUTETHI NPOdECiVHI KOCTI LWOYMeHa —
noanHK, npodbeciiHa fisfIbHICTb SKOT NOB'SI3aHa 3 OpraHisauieto Ta NpoBefeHHSIM
BUIOBULLHKX BUCTaB (Lie 3a3BMYall opraHisaTop i KepiBHUK Loy-6isHecy). LLloymeHy
npuTaMaHHi BpOAKEHUNA TanaHT, 0COBUCTICHI SIKOCTI, pUcK XapakTepy Ta pidHObiu-
Hi NpodbecifiHi BMiHHSA | HABMYKMY, L0 BU3HAYat0Tb NPiOpUTETHI BUMOIM A0 NOCTaTi
Ta LianbHOCTI WoyMeHa. Tak, B o6pasi LWoyMeHa opraHiyHo nepensiTatoTbCs Bisy-
asbHi, IHAMBIAYaNbHO-MCUXOMNOriYHI, BepbanbHi, NofieBi, KOMYHIKaTUBHI, coliasbHi,
npodoeciviHi 1 ocobUcTiCcHI ckapoBi, sSiKi pobasiTb MUCTELTBO LIOYyMeHa HanbifbLu
HabnMXeHNM [0 peanbHOCTI Ta BifMNOBiAHMX 3aMUTIB CYyY4acHOCTI, 30KpeMa MiHun-
BMUX NoTpeb Ta iHTepeciB rspaviB. OfHiet0 3 OCHOBHUX XapaKTepPUCTUK YCMiLLHOro
LIOYMeHa € Xap13Ma ik CBOEPifHe MUCTELTBO | TaNaHT, Lo BU3HAYae BPaXeHHs Bif
LIOYMeHa B 04ax risigadiB, ke 4YacTo TICHO MoB'A3aHe 3 0ro 30BHILHIM BUINA40M
i KOMYHIKaTUBHUMMU SAKOCTSIMM.

3aKoHO[ABCTBO B YKpaiHi Ha CbOrofHi HafIeXHUM YMHOM He BPerynbOBYE HasiBHY
npakTuKy y ccpepi woy-6isHecy Ta [03BiNNSA, WO 30KpeMa NO3HAYAETLCS Ha BiACyT-
HocTi B knacudikaTopi npodeciit Takoi nonynsapHoi HUHI npodoecii, K LWoyMeH.

BuceiTneHa y cTatTi npo6nema nuie doparMeHTapHO TOPKAETLCS MUTaHHA BUMOT
[0 ocobucTicHMX i NnpodecinHux KBanidikauiiHux BUMor y cdpepi woy-6i3Hecy. Tak,
Hanpuknag, nofanbLIoro BUBYEHHS Ta (DOPMYIIOBaHHS XapaKTepucTuk notpebye
npodecis aHimaTop.
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OEATENIbHOCTb LUIOYMEHA KAK NMPO®ECCHA,
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AHHOTayusa

Llenb ctatbm — wuccnefoBaTb OCHOBHblE JIMYHOCTHbIE KayecTBa, 4YepTbl XapaKkTepa,
npoceccroHanbHble YMEHUSI U HaBbIKW, KOTOPbIe ONpenenstoT U opMUPYIOT NPUOPUTETHbIE
TpeboBaHMs K IMYHOCTU U AeATeNbHOCTH LWoyMeHa. MeToAbl uccnepoBaHus. Mcnosib30BaHbl
oblieHayyHble M crneuuanbHble MeToAbl HAy4YHOro MO3HaHWS, B YacCTHOCTU aHanuaa,
CUMHTe3a M 00006WeHns ans copMynMpoBaHus BbiBOLOB. KomnsiekcHoe Mcnonb3oBaHue
METO[,0/10MrMYeCKOro MHCTPYMEHTapusl NCKYCCTBOBEAYECKOr0, COLManbHO-NCUXONTIOrMYECKOro
M CUCTEMHOIO MOLXOLOB MO3BOJIMIIO PacCcMOTpeTb NPOodeccuto M JSIMYHOCTL LUOYMeHa
KaK LEeNOCTHY0O CUCTeMY, KoTopasi MOCTOSIHHO TpaHcdopMupyeTca M aganTupyeTtcs
K COLMOKYNbTYPHbIM 3anpocamM U MHTepecaMm 3puTenien. HayuyHas HoBu3Ha. [NpennpuHATa
nonbiTKa CUCTeMaTU3auun OCHOBHbIX JIMYHOCTHbIX KayecTB, 4YepT XapakTepa, yMeHuin
M HaBbIKOB, KOTOpble hopMUpYOT pag TpeboBaHuii K npodeccuy U IMYHOCTU COBPEMEHHOIO
woyMeHa. BoiBoppl. LLIoymeH — 3T0 3aTeNHUK, MacCOBUK, apTUCT, Be4YyLL I, OPraHM3aTop Loy
M 4acTO OQHOBPEMEHHO OpraHM3aTop U PyKOBOAUTENb LIOY-6U3Heca. BpoXaeHHbIW TanaHT,
JIMYHOCTHbIE KayecTBa, YepTbl XapakTepa U pa3HOCTOPOHHME NpodeccuoHanbHble YMEHUS
M HaBbIKM ONpeaensitoT IPUopUTETHbIE TPeBOBaHMSA K IMYHOCTU U [eATeNIbHOCTM WoyMeHa. Tak
B CLeHNYeckom obpase LoyMeHa OpraHWyHO nepensieTaroTcsl BU3yasbHble, UHOUBULYASIbHO-
NCUXONIOrnYecKue, BepbanbHble,  COObITUNHbIE, KOMMYHVKaTWBHbIE,  COLMalbHbIE,
npoceccuoHanbHble U JIMYHOCTHbIE COCTaBISIOLLME, KOTOPbIe feNatoT UCKYCCTBO LIOYyMeHa
Haubonee NpUBNMXEHHbIM K peasibHOCTU U COOTBETCTBYIOLWMM 3arnpocaM COBPEMEHHOCTH,
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B 4YaCTHOCTU MeHAWUMCA I'IOTpe6HOCTF|M N UHTEpEeCam 3pMTene|7|. O,D,HOﬁ N3 OCHOBHbIX
XapaKTePUCTUK yCnewHoro woymMeHa eCTb Xxapusma Kak CBOGO6paSHO€ MCKYCCTBO U TaJlaHT,
KOTOpPble onpenendaArT BnevyaTtsyieHMe OT LWOyMeHa B rnasax 3p|/|Tenel7|, YTO 4YaCTO TECHO CBA3aHO
C ero BHelHMMn " KOMMYHUKaTUBHbIMU KadeCcTBaMMm.

KnioueBble cnoea: LLOYMEH; Xapuama, YMeHUA U HaBblKW;, JINYHOCTHbIE Ka4yeCTBa, 4YepTbl
XapakTepa; uMnaox
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Abstract

The purpose of the article is to explore the main personal qualities, character traits, professional
skills that determine and form the priority requirements for the showman and his activities.
Research methodology. The author of the article applies general scientific and special methods
of scientific knowledge, in particular, analysis, synthesis, and generalisation, to formulate
conclusions. The integrated use of methodological tools of art studies, socio-psychological and
systematic approaches allowed us to consider the profession and personality of the showman
as a holistic system that is constantly being transformed and adapted to the sociocultural needs
of the present day and the audience. Scientific novelty. The article attempts to systematise
the main personal qualities, character traits, and skills that form a number of requirements
for the profession and personality of a modern showman. Conclusions. A showman is an
entertainer, organiser of group activities and shows, artist, host, and often both an organiser
and a manager of show business. The innate talent, personal qualities, character traits,
and versatile professional skills determine the priority requirements for the showman and
his activities. Thus, in the stage image of a showman visual, individual and psychological,
verbal, event, communicative, social, professional, and personal components are organically
intertwined, which make the showman's art the closest to reality and relevant requirements of
modern times, in particular, the changing needs and interests of the audience. One of the main
characteristics of a successful showman is charisma as a kind of art and talent that determines
the impression of the showman in the eyes of the audience, which is often closely related to his
appearance and communicative qualities.

Keywords: showman; charisma; abilities and skills; personal characteristics; character traits;
image
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AHorauisa

MeTta pgocnifkeHHs — pO3rNsHYTM Ta MpoaHanidyBaTu TBOpYY CMaflMHy akTopa TeaTpy M KiHO
Opis €BctokoBa. MeToau AocnifkeHHs. IcTopuko-6iorpadiyHmin — onsi BUHAYEHHSI OCHOBHMUX
eTaniB TBOPYOro 3pocTaHHs akTopa l0. EBCIOKOBA; XPOHOMONYHUIA — O71s1 PO3KPUTTS MOCHIfOBHOCTI
BUCBITNEHHA TBOPYMUX 3000YTKIB MUTLISI B HAYKOBUX JXXepenax; aHaniTMYHUA — Mif Yyac JoCTiAXeHHSN
ocobnuBocTei akTopcbkoro cTuito (0. EBclokOBa B TeaTpasibHUX BUCTaBaX i KIHOCTPiYKax pisHUX
nepiofis. HaykoBa HOBMU3Ha MoNsArae B TOMY, LLO Breplle MpoaHasi3oBaHO eTanu CTaHOBJEHHS
TBOpYOI cnafwuHu akTopa 0. EBctokOBa 1 OKPECsIeHO XaHPOBO-CTUAICTUYHI 0COBIMBOCTI Oro
Jesikux ponen y Teatpi Ta B KiHO. BUCHOBKMW. Y CTaTTi BUMOKPEMJIEHO BaXJIMBI eTanu TBOpYOl
cnagwmHm aktopa 0. EBctokoBa. lMepwwmit — poboTa B JlyraHcbkoMy o6nacHoMy akageMiyHoMy
YKPalHCbKOMY MY3WMYHO-[ApaMaTUYyHOMY TeaTpi, [e 3aKjanucsi OCHOBM MNOro aKTOPCbKOro
ctunto. TyT akTop onaHyBaB apceHan TpaguuiiHux 3acobiB CLEeHIYHOI BUPA3HOCTI, NepeBaxHO
B MeXax KOMefifHOro xaHpy. [Ina apyroro nepiofy XxapakTepHOH € CRiBMnpals 3 pexucepom
0. binAubkuM, nif Yac KO PO3KpUAMCSA HOBI rpaHi obpapyBaHHS MWUTLSA, a caMme 3[aTHICTb
noro ncuxocpiamyHoro anapaty go iMnposisauii. TpeTin — pexucypa A. BacunbeBa, o cnpusina
PO3BUTKOBI HaBUYOK «TEKCTOBOI ApamaTyprii» Ta «TeKCTOBOI iMMpoBi3aLii» Ak dopMU «KMUBOro
TeaTpy».

Kniouosi cnoBa: l0piit EBCloKOB; TBOpPYa CMafLLMHA; akTOPCbKa AisiNIbHICTb; BUKOHAaBCbKa MaHepa;
TeaTp

MocTaHoBKa npo6nemu

tOpii EBCIOKOB — aKTOp, KU CUHTE3YBAaB Y CBOIN [isNbHOCTI TPaAMLifHI Ta cyyac-
Hi TeHAeHUiT CLieHIYHOro BTiNIeHHS Xy,0XHboro o6pasy. Lium 3ymoBnieHa akTyanbHICTb
obpaHoi TemMu cTaTTi, sika nepefbavyae HeobXiAHICTb y3aranbHUTK OOCBIO aKTOPCbKO-
ro peMecrna; BUSHAYMTU HampaLutoBaHHSA Ta HAKOMWUYEHHS PiSHUX TeaTpanbHUX LUK,
a came TpaguLUiiHOT (YKpaiHCbKUIA MYy3WYHO-OpaMaTUYHUI TeaTp) i cydacHux ¢opm,
wo cdopmyBanmca HanpukiHui 80-x pokiB XX CTONITTA Ta penpe3eHTyOTb NPaKTUKK
peanicTUYHOro, MOLepHOBOr0O Ta MOCTMOAEPHOBOMO TEATPY M KiHO.
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AHani3 ocTtaHHix gocnig)xeHb i nyénikauin

Y HayKoBMX [OCHiXEHHSIX aKTopcbka HisnbHicTh [0. EBCOKOBA Malixe He BU-
CBiTNIeHa, a BiATaK BigOMOCTI NPo HifAfbHICTb akTopa 34e6iblOoro MicTATLCS B ap-
XIBHUX MaTepianax, KiHocTpiykax, apTedpakTax, Wo 3HaxoAnaTbcs B XapKiBCbKOMY
Kpae3sHaBYOMYy My3el, XapKiBCbKOMY HaLioHa/IbHOMY YHIBEPCUTETI MUCTELTB IMeHi
I. M. KoTnsipeBcbKOro Ta iHWmMx ycTaHoBax. [po BUKOHABCbKY NMPaKTUKY MUTLA TaKOX
MOeTbCs y peLeHsisiX Ha BUCTaBW, LLLO NPOXoaunv B XapKiBCbKOMY akaeMidyHOMY po-
ciicbkoMy gpamatuyHomy Teatpi imeHi O. C. MywkiHa, TeaTpi OHOrO rnagaya; came
BOHV [at0Tb 3MOry 3p03yMiTV CTAaHOBJIEHHS TBOPYOi ocobucTocTi H0. EBCloKOBaA.

Cepef, HayKOBKX CTaTell y3arafbHEHOr0 XxapakTepy BUokpemntoemMo ctatTi 0. Ce-
OyHoBOT B EHUMKNonegil cydacHol YkpaiHu.

HaykoBuM nigrpyHTsAM O/is OCMMUCIIEHHSI OCOBNMBOCTEN aKTOPCbKOro CTUJIHO
l0. EBClOKOBA Ha pi3HMX eTanax horo JisanbHOCTI cTanum npaui H. AnekceeHko (1985),
J1. BapHuubkoi (1982), B. NonraHosa (1983), H. EpmakoBoi, 0. HeunnopeHko (1993),
B. dianka (1983), B AKMX HaBe4eHO aHari3 creundiky Ta CyTi pexXncepcbKuX MPakTUK
1980—-1990-x pp., @ TAKOX Cy4aCHUX OOCNIQHUKIB, TaKux AK A. AHHiueB (2013; 2015),
0. MycieHko (2008), M. CakasH (2008), O. Cekiwosa (2013), 0. Xomaiiko (2013). Ta
BSlacHi nyonikauii 0. €EsctokoBa (2014).

MeTa cTaTTi — NnpoaHaniayBaTu OCHOBHI eTanu TBOpYOCTi Ta dOpMYyBaHHS iHAUBI-
LyanbHUX pUC, MPUTaMaHHMX aKTOPCbKiv npakTuui 0. EBclokoBa.

Buknag, oCHOBHOro martepiany

lOpiit CTenaHoBMY EBCIOKOB — 3acilyXeHu apTuUcT Ykpainu (2007), HapoHuii ap-
TUCT YKpaiuu (2017), Buknagay XapKiBCbKOro HalioOHanbHOro YHIBEpPCUTETY iMEHi
I. M. KoTnsipeBCbKOroO.

Hapoguscs 17 ciuHsa 1948 poky B MicTi YnaH-Yae (konnwHsa bypsiT-MoHronbcbka
APCP, HuHi cTonuus Pecny6niku bypsTil P®). B akTopcbKy npodecito NpuiilLoB yxe
B 3pifioMy BiUi. 3a cBigyeHHsM 10. CniBaka, cTyfeHTa Kypcy «MancTtepHsa 55», y cBoil
nekuii Big 25.09.19. 10. €BCloKOB 3rafyBaB, W0 B CaMOLisiNIbHOCTI Hikonn He 6paB
yyacTi Ta 1 Npo aKTOPCbKY npaLto Hikonu He MpisB. ba Binblue, «TeaTp» B3arasi He
nopo6aBcs, OCKiNbKY BBaXaB MOro LUTYYHUM, HELIKaBUM | HEOpraHiYHUM Yepes «Te-
aTpanbHy» Henpaegy. «f 3arasiom He no6uB Teatp. [..] B MeHe Ha nepwomy Micui
AK BULLA cybCcTaHLis MUcTelTBa My3uKa. MoTiM XuBonuMc, NoTiM Npo3a, noesis, KiHO
i nnWe NoTiM TeaTp», — 3aABNSAB B iHTepB'to akTop (Cekunwwosa, 2013). 3rogom y no-
JanbLlUnX BUCTYMNax MUTELb HarosiolwyBaB Ha Te3i, Lo «TeaTp» Mae CBOI 3aKOHM ic-
HyBaHHS1 Ha CLIeHi, MpoTe Janeko He BCi 6ayaTb YiTKUIA NOLIN MiX MOHATTAMMU «MUC-
TeLUTBO» Ta «LUTaMIM».

Y 1969 poui 6yB 3anpoLueHnin NpautoBaTu B JlyraHcbKuii o6nacHuUi yKparHCbKui
MY3WYHO-[paMaTUYHUI TeaTp y posii 3ByKopexucepa, 36upaBcs ixaTv Ha racTpori
0o BnagmeocToka 3 MO3UKIIOM «CBaTaHHS Ha [OHYapiBLi», Wwo 6yB OOHUM 3 HaW-
KpalLmx penepTyapHux crnektaknis. l0. EBClOKOB 3rafyBaB (3a cBigyeHHsamu 0. Chi-
Baka), W0 Ha OfHIN 3 peneTulin, y 3B'si3Ky 3 XBOPoOOH 0HOIO 3 aKTOpIB, pexucep
3 Bi4ato NMonpocmB WOro cTaTu Ha MisaHcLeHy B posi Tumolua i cka3aTu cnoBocno-
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NYYEHHS «TaK-TakKu-Tak». Llel TekcT BYB €MHMM Y repos 3a BCHO BUCTaBy, ajie MoB-
ToptoBaBcs H6araTo pasiB. Y BUKOHAHHSA L€l poni akTop NPUBHIC pyxu, WO 3pobunm
BMMOBY TEKCTY MaKCUMalbHO opraHiyHot. Lle cnopgobanocs pexucepy Ta BCin Tpyni.
Ak 3rapysaB 0. EBCIOKOB, Lie 6yno AyXe KOMIYHO Ta B XaHpi Liel BUCTaBu. 3roqom
t0. EBCIOKOB 3rayBaB, L0 3 NoYyaTKy NpodecinHoi Kap'epn MpisiB CTaTU KJIOYHOM,
a Noro KyMuMpoMm Ha cueHi 6yB [Opin HikyniH. «A nobuB 3 gUTUHCTBA KNEITU OYPHS,
6n1a3HOBaTH, BCiX BECeNUTU», — 3raayBaB l0. EBctokoB (CekuwioBa, 2013).

Lpyrun Buxin Ha cueHy BigbyBcs y BUcTaBi «LjuraHka Asa», fie akTop-noyaTkiBeLb
caM BUSIBUB GaxaHHA B3ATU yyacTb Y BUKOHaHHI OfHIET 3 enisoguyHux ponen. loc-
Bifl OMaHyBaHHS aKkTOPCbKOI Npodecii BUAaBCcs HacTiNbKu BAaNUM, Wwo B 1977 poui
MOro 3anpocunu npawroBaTi MOMIYHUKOM pexucepa.

3HauHui BNAKB, K npuragysas (0. EBCOKOB, Mana BucTaBa «besntogHui ocTpiB»
(pexucepa 0. XponoyeHka), B siKiii BiH 3irpaB rosioBHy porb. Lisi po6oTa cTana B XuT-
Ti aKTOpa [ONEHOCHOD, OCKINIbKM OCTAaTOYHO BM3Ha4yua Moro BMGIip: cnvpaTucs Ha
BJIAaCHi NpMpoAaHi 34i6HOCTI, 3aMaTUCA CaMOTYXKK B po36opi poni Ta 3HaX04UTH
3aBAsKN LM 34i6HOCTAM BUpasHi 3acobu CLeHIYHOro BTiNIEHHS.

LLlopo npouecy onaHyBaHHSi aKTopcbKoi npodpecii 0. EBCIOKOB, Mocuiarynchb
Ha MeToAuKy cBoro yuutens AHaTonis BacunbeBa, pagus: «LLlo6 BuiiTM Ha CBOHO
npupoay, Tpeba cnoyaTky cnepTuch Ha Korocb. OfHaK He Ha 3axigHuWX, a Ha HaLluX,
CNoB'AHCbKMX. Ane 0JHO3HA4YHO TU He Byaell Hi EBCTUTHEEBUM, Hi CMOKTYHOBCHKUM.
MpoTe cnepTUCb BHYTPILIHbO, a MOTIM BXe BUIUTU Ha cBoro B npoueci po6oTtu» (Ce-
KuwoBa, 2013).

[onaTKoBMM BaxesieM akTOpCbKOi MancTepHocTi 0. EBCIOKOBa cTana Takox 1oro
poboTa B TeaTpi OCBIT/IHOBaYeM i My3n4YHUM odbopmitoBayeM. lMicns nepernsgy 6a-
raTbOX BUCTaB BiH HAaBUYMBCS PO3PI3HATM NpaBhy Ta OPexHIO Ha CueHi, Hexaw i Ha
iHTYITUBHOMY piBHi. He nogo6anocsi oMy, KOJIM aKTOpU BiABEPTO BAAIOTb MOYYTTS,
He HamnoBHIOKTb PoJli, TOMy 6araTo yBaru 3BepTaB Ha OpraHiky sik 3acib «BBIMKHEH-
Hs1» aKTopiB Y poboTy, a peanisaLieto TaKOro «BBIMKHEHHSI» /151 HbOroO CTaBaB MeTo[
CMOCTEPEXEHHSI.

dopmu gns Hboro 6ynu pisHUMK, 30e6iNbLIOrO Lie XUTTEBI CMOCTEPEXEHHA: 3a
napTHepoOM Mo BUCTaBi, 3@ 3MiHOK CBOIO BHYTPILLIHbOMO Ta 30BHILLIHLOrO MPOSIBY MO-
4yyTTsl, 3@ CBOIM CTaHOM BiJ BMJUBY MPOC/yXaHO! MY3WKWU 4YuM Bif nepernagy ymwo-
6neHoro cinbmy Towo. TiIbKM 3a TaKMX YMOB repol y BUCTaBi He ByAyTb CXOXUMM,
KOXHWM 3i CBOEI POL3UHKOL), 3i CBOIM «KUTTEBUM» CTUIEM.

BaxIMBMMM efleMeHTaMM Takux CrnocTepeXxeHb TakoX 6ynM 03HAKU 30BHILLHOCTI
nofen, ixHa xona, TemMOp ronocy, XecTu, MaHepa BUpaxaTu MOYyTTs, XapakTepu-
CTVKM HAaBKOJIMLIHLOTO CBITY (KO/IbOPOBI, MPeAMETHI, TaKTWUJ/IbHI), 0cOBNMBOCTI Nto-
CbKMX NMCUXOJIOTIYHMUX CTaHIB Ta TXHi BHYTPILLHI NPUYMHW.

Y 1980 poui ciMm'a 10. EBctokoBa nepeixaXxae 40 XapKoBa, Ae npawtoBas BifoMuii
TeaTp IOHOro rnagava nig kepiBHuUTBoM OnekcaHppa benaubkoro. Topi ManuHa,
OpyxuHa 10. EBctokoBa, sika Byna NpodeciiHO aKkTOPKOLO, MoNpocusa YosoBika ni-
ZirpaTtu i Ha npobax go TIOly. Teopuui febioT BUSBUBCS BAANMM — TX 060X 3anpo-
CuUnu o TeaTpy.

OfHieto 3 nepwmx BUcTaB byna KoMegia 4Ns cTapLIoKIacHUKIB «FymaHoig B Hebi
MumnTb» 0. Xmenuka, ge 0. EBctokoB 3irpaB gagto Konto, NpocToro, 3aBXan TPOXu
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HanignMTKY Y0JI0BiKa, KM BeCb Yac BTPYYaETbCS B XUTTS LLIKOMM Ta pobuTh cnpobu
po3B'si3aTh NO-CBOEMY MOpaJibHi MpobieMu BUXOBAHHS MigAiTKIB.

OfHieto 3 BM3HAYHWUX ponei LbOro nepiody cTana TakoX posb 3arapbHuKa-
hawmcTa y BUCTaBI «3anuTal Konuck y Tpae» (3a MOTMBaMU N'ecy yKpaiHCbKOro
npamatypra fl. Ctenbmaxa). B i iHTepnpeTauil pexucep O. bensiubkuin ckopucTas-
cs1 0coBNMMBOCTAMM aKTOPCbKOI rpu [0. EBCIOKOBA, a caMe BipTYO3HUM BOJIOLIHHAM
YMOBHUMM NPUAOMaMMN My3UYHO-MIAaCTUYHOI BUPA3HOCTI.

BucTtaBa «3anuTai Konucb y Tpas», Ha AyMKy J1. BapHuubkoi (1982, ¢.2), <Hocuna
dopmMy puTMoONIacTUYHOI Ail, fie He NnLLe MY3KKa, ajle 1 NacTuka, CBITNOo, KOJip Hec-
NN eMOLLiMHI, CHOXETHI i HaBiTb inocodcbKi HaBaHTaXeHHS. [Mpy 3aranbHIN eanHIN
rapMOHiIT ycix BUpasHux 3acobiB».

IHWw nornag nogae H. AnekceeHko (1985, ¢.2), oe 3BepTae yBary Ha o6pasHy na-
NiTPy BUCTaBM Ta 3a3HaYae, Lo BTiNleHMI 06pas-yocobeHHs dhawmamy 0. EBCroKO-
Ba AICKpaBO NMPOAEMOHCTPYBaB HU3bKe, 60SIry3vMBe, Mep30THE, OOHUM CJIOBOM, yce
Te, LLLO XO4e 3aX0BaTUCA Ha AHi NMOACHKOT oyLUi.

Kputnkn H. EpmakoBa Ta B. ®ianko (1983, ¢.13) TakoX MiJKPeCoTb, L0 «CUM-
BON (palumamy, cTBopeHuid 0. EBCIOKOBUM, [..] cnpuiiMaeTbcs He TiNbku SIK iWOro
y3arasnbHeHHs!, @ 1 B HbOMY MPOCTEXYIOThCA LLLe NCUXOMOTiYHI [oNi TUX XapaKTepiB,
3 AKUMU Lie SIBULLE acoLitoeTbCA». PO3YyMHOro Ta TOHKOro BOpora rokasye akTop
NPOTAroM yciel A, sKnii 4yLoBO 3HAETbCS HA NCUXOJIOTIT IO ACHKOT cnabkocTi. Y cBo-
T cTaTTi XypHanicT B. [lonraHoB 3a3Hayvae:

«Bmino ymosnsie, To6To no-gobpoMy, i 3ansikye, BiH NIMLLE OAUH pas 3pu-
Ba€TbCS Ha ICTEPUYHUIA KPUK — KOJIM PO3YMIE, LLLO BCi MOro cnpobu MapHi,
a 3HaHHA — HIKYeMHI, L0 LUUX Nofen, BUXOBAHUX HOBUM CBITOM, IOMY He
[aHo He TiNIbKM NepeMorTy, a i 3p03YMiTH, LLLO BOHU, PO3CTPIsIsiHI, MoBille-
Hi, CKMHYTI y Wwypdu, XUTUMYTb BIKM Y cepusix i nam'saTi 6araTbox MoKo-
NiHb». (JonraHos, 1983, ¢.3)

BnacHe, HaragyBaHHSIM Npo L0 iCTUHY 3aBepLUyeTbCS BUCTaBa. XypHanicT Takox
3a3Hauas, Lo «LA BUCTaBa BAANOo nponwnia BunpobyBaHHA He TiNbKK Nepep rnaja-
yeM, a 1 3aBotoBana gpyre Micle Ha pecnybnikaHcbkoMy dbecTvBani TeaTpanbHUX
TBOpIB AN fiTey Ta toHauTBa. AkTopa l0. EBctokoBa 6yno Bifj3HauYeHO NepLInM ou-
MIOMOM "“3a Kpallle BUKOHaHHS Yososivor poni”» (JonraHos, 1983, ¢.3).

Ak 3a3Havae P. THaTuwmH (1982, ¢.3), 0. EBCIOKOB Y Uil BUCTaBi «<HaMaraBcsi CTBO-
pUTK cknagHuin obpas [BOJIMKOro 3Bipa B NOACHKIN Nofobi, o cTaBaB XOPCTKUM
LIMHIKOM, anosioretom dpalumsmy».

AkTopka T. MNeTpoBcbKa, ika npautoBana B LiMx BUCTaBax y napTHepcTsi 3 l0. EBcto-
KOBWM, pO3MOBifana, Lo «Big NpUpoan ayxe opraHiyHun, caMobyTHil | ACKpaBUi BiH
akTop» (HeunnopeHko, 1993, c.5). Beaxana, Wo B HbOro BXe Bif no4yatky 6yB XuUcT
i TanaHT [0 aKTOPCbKOro MUCTELTBA Takui, Lo 0cobnnBO HaBYaTUCS | He NOTPiIBHO
6yno. BiH yxe NpuiLLOB [0 TeaTpy K BOYMAMBUIA aKTOp, IKWN BAANO aHanidyBaB
nepcoHaxiB, 3BaXxatoum Ha XUTTEBUM [OCBIZ, BHOCMB CBOO OpPraHiky 1 LyKaB npa.-
IV icHYBaHHSA Ha cueHi (HeunnopeHko, 1993, c.6).

AkTop 0. EBCIOKOB CTUMYJItOBaB CBi/i TBOPYMIA MOLLYK Mif KepiBHUYTBOM O. be-
NAUBbKOro, Wo BiabyBaBca Ha piBHI IHTYILIT Ta NiACBIAOMOCTI, a Le CBOEHD Yeprowo
cnpusno npobyaXeHHIO 0COBMBOCTEN MOro akTOPCbKOI NPUPOAU, BiAKPUTTHO HOBUX
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MOXJ/IMBOCTEN AN1A Moro TanaHTy. Cneundpika npawi B AMTAYOMY TeaTpi CMoHyKana
noro fo iMnpoBi3aLil, ika BNMHYNa Ha nofdanblly akTOPCbKY LOJH0, @ TaKoX Aana
NoLwTOBX [0 cnpob y pexucypi, 6inbLl 3pinoro po3yMiHHA akTopcbKoi npodecii.

Y 1983 poui pexucep 0. bensiLbkuii NepenLLoB npauoBaTn Ao XapKiBCbKOro aep-
XaBHOMo akaAeMiYHOro ykpaiHCbKoro gpamatuyHoro teatpy iMm. T. . LLleBYeHka Ta
3anpocwuB 0. EBCcloKOBa Ta MOro ApYXWHY. Ane Ha Uil CLeHi BigCyTHICTb npodoecini-
HOT OCBITY CTasla CEpMO3HOIO NEePELLKOL0H, TOMY aKTOp 3aMUC/TMBCS Haf, HeO6XiaHi-
CTHO OTpMMaTHU NpodpeciiHy pexmncepcbky OCBITY, BCTYNMBLUM Ha 3a04He BifOiNieHHs
Pocilicbkoro TeaTpanbHOro iHCTUTYTY MUCTeLTB iM. A. B. JlyHayapcbkoro (HuHi Po-
CIiCbKUIA YHIBEpCUTET TeaTpanbHOro MUCTELTBA), 3a (haxoM «aKTopcbka MaiicTep-
HicTb» (BMKNadavi: M. 3axapos, A. BacunbeB) (EBctokos, 2014, c. 418).

Ha nekuisix, siki BigBigysaB 0. EBClOKOB, HapoaHWUI apTUCT, Negaror Mapk 3axapoB
3BepTaB yBary CTY[eHTIB Ha Te, LLLO «<aKTopy NOTPiBHO B cLeHi pobuTu "kopuaopu” Ta
pisKi “noBopoTH", 3MiHIOBaTU CTPYKTYPY aKTOPCbKOro iCHYBaHHS, TO6TO L,06 He 6yno
NpsAMUX, [OBIMUX, CYMHUX, AianoriyHuX NiHiin, CTBOPHOBATM XMBY TKaHUHY JIIOCbKOro
XuUTTsI». Yepes pik M. 3axapoB nepefiaB CBill Kypc pexwucepy, nemjarory, 3acnyxe-
HOMYy fisiuy MUcTelTB AHaToNit0 BacunbeBy, KOTPMIN HaBYaBCS B aKkTPUCH, [OKTOpa
MucTelTBo3HaBcTBa M. KHebenb, yueHuui K. CTaHicnaBcbKoro, sika Bce CBOE TBOpYe
XWUTTS CrioBigyBana Ta po3BuBasa Metoq aiesoro aHanisy (EeBctokos, 2014, ¢.417).

A. BacunbeB HaBYaB CTY[EHTIB, «l0 B TeaTpi 3aBXAuM MOBUHHa ByTu XOpcTKa
OvcumMmniliHa Ta CaMOKOHTPOJIb, MparHyB o TeaTtpy dinocodcbkoro (“TeaTpy igen")»
(Arees, 1995, ¢.23). OCHOBHMMM CKJIaA0BMMM IOr0 TBOPYOrO MeToy €:

— NoA0JIaHHA NMCUXOJIOTYHMX CTPYKTYP Ha OCHOBI iMMNpOBi3aLlii Ta rpoTecky (3a mMe-
Togamu BeceBonoga Meepxonbaa);

— iHTenekTyanbHUI Nigxin: dopMyBaHHSA cMaKy, noeTuyHoro Ta dinocodcbkoro
noyaTKy Yy CBITOrNALi apTUCTIB;

— chinocodpcbko-aneropnyHuiA nigxig;

— NigXig reHeTUYHOro BUABJIEHHS MPUPOAM TeaTpy: 3aX0MNJieHHs apxaiyHuMmu dop-
MaMmu, puTyanamu, obpsgamMu, BUKOPUCTaHHA rek3aMeTpa, 3aX0rJieHHs igesaMm no-
NichoHIYHOCTI TeaTpy, KOHLEeNTyasbHUM po360poM apamu;

— KasiokaraTiiHWi nigxig, Wo Mae Ha MeTi FrapMOHiHe NoefHaHHS 30BHILLHIX | MO-
panbHUX YECHOT, [LOCKOHaNICTh NIFOACHKOT 0COOUCTOCTI AIK ijean BUXOBaHHSA NIIOONHMY;
nabopaTopHuiA Nigxig (Ha ocHoBi igen €. MpoToBcbkoro) (Bacunbes, 2003).

flk 3a3HayaB caM aKTop Y CBOI/ CTaTTi, TO Moro BYMTeNb A. BacunbeB npuainss
3Ha4YHy posib NMOYYTTSIM, XOTIB «BUXOBATW aKTOpa BINIbHOrO, IKUN NEepeXuBae, BHY-
TPIWHbLO BifuyBae, KU rpae CTPYKTYPHO, YCBILOMIIIOKOUH, L0 € METOK MOCTaHOB-
Ku; noeTa poni, yyacHMKa mMeTadhopuMyHOro npocTopy filcHocTi» (EBctokos, 2014,
€.418). HaronouwlyBas, L0 aKTOp «MOBMHEH He “rpaTu ponb”, a "rpatu 3 posuio”, TO6To
3 NepcoHaxeM, icHyBaTu B CTPYKTYpi BUCTaBM Ta 36epiratv nNpu LibOMY CBOK iHOM-
BigyanbHicTb» (EBctokoB, 2014, c.417). 3ragyBaB Takox, Wwo A. Bacunbes nocTilHo
HanpasnsaB X 4o Toro, wo06

«...BOHW 3aiManuncsl BHYTPILIHIM CBITOM NepcoHaxa, Hamaranucs npo-
XMBaTK 4YyXe XWUTTS, He INOCTPyBaTW, He MoKasyBaTW, He 306paxaTy,
a NpoXxuBaTK; NpautoBaTu 3 akTopamMu [0 KPUKY, [0 CKaHZany, nefib He
0o 6ifikn, ane gomaranucsi Toro, Wo NoTpibHO; YiTKO po3nominnTu poni,

ISSN 261

6-759X (Print), Fony6Loga, 1, Mnytanos, C. ETany cTaHOBAEHHS TBOPHOI AiSNBHOCTI
ISSN 261 7-1

236 (Online)  {0Opia €BctokoBa



Bulletin of Kyiv National University of Culture and Arts
Series in Stage Art 2021 - 4(2) - pp.142-152

AKLLO aKTOP TEXHIYHO He AOCUTb 34aTHUI, Todi NoTpiBHO BCciMa MeTofa-
MU BUTAMHYTH, LOMOITUCS Bifj LibOro akTopa TOoro, Lo 3afyMaHo B AaHii
aKTopcbKil poboTi». (Bacunbes, 2003)

Y 1987 poui BigKp1BCA eKcrnepuMeHTanbHUi TeaTp-cTyaia «LLkona gpamaTuyHo-
ro mucteuTBa» («LLIkona gpamaTuMuyeckoro UCKyccTBa») Mif KepiBHULTBOM A. Bacu-
NbEBA, L0 NpaLtoBaB B OCHOBHOMY K flabopaTtopis, Ae pexuncep pa3oM 3 akTopamm
3aliMaBCs [JOBIMM, HaMoNernMBuM i CKlagHUM MEeTOL0JI0MNYHUM MOLUYKOM Y LiapuHi
«iIrpoBOro TeaTpy». 3a poku nepebyBaHHs akTop 3aaBUB cebe B pe30HAHCHIN poboTi
«bicu» 3a MoTMBaMu pomMaHy . [locToeBcbkoro, B sikomy 0. EBCHOKOB 3irpaB posib
KupunoBa, ntoguHu, KOTpa BBaXae, LLLO 3a JONOMOrol camorybeTBa cTaHe 60orosto-
OVHO | ae Ha NigCcTynHi nnaHu BepxoBuHcbkoro (Bacunbes, 1995, ¢.94).

t0. EBctokoB 3ragyBaB: «[pautotoun Hag BucTaBot “LLicTb nepcoHaxiB y noLuy-
kax aBTopa" 3a n'ecoto J1. MipaHgenno, Mu, cTyaeHTn, 3pobunu 800 eksepcucis!» Lie
6yB MeTop, [ieBOro aHanisy, sk nepenbdayaB po36ip n'ecy 3a [ONOMOrow eTHO4iB
(A. BacunbeB Ha3uBaB L eToaM ek3epcucamm). BuctaBy sirpanu Ha YUCNIEHHUX E€B-
ponencbkux ecTuBanax Ta Bif3HAYUIN NPECTUXXHUMU NpeMisiMK, 3okpemMa «[pu-
30M 3a Kpally NoCTaHOBKY ce30Hy» B bapcenoHi B 1988 poui (EBctokos, 2014, ¢.418).

HesBaxaroumn Ha BenMKkuin focsif, 3006yTui 10. EBCIOKOBUM, BiH NpuiiMae Henpo-
CTe pileHHs niTu 3 TeaTpy «LLIkona gpamatnyHoro mucTeuTBa» («LLikona gpamatu-
YecKoro UCKyccTBa») i NOBEpHYTUCS [0 XapkoBa. Llein cTtapT nogapyBas oMy 6arato
pi3HOMMAHOBUX POSen y KiIHOCTpPiYKax i 3anpoLUeHHS 00 pPeXMCepCbKo-nenaroriyHol
DiSNbHOCTI B XapKiBCbKOMY HaLioHanbHOMY YHiBepcuTeTi MucteuTs iMm. |. M. KoT-
NSAPEBCbKOro, e NMPoAOBXYBaB PO3BUBATU XY[OXHI NPUHLUMUMKM, €CTETUKY, METOLM
poboTK 3i CTygeHTaMW, TEXHOJOTIT CTBOPEHHS BUCTaB, OMaHoBaHi nig Yyac po6oTu
3 A. Bacunbesum.

flk 3a3Hayana usieH-kopecnoHAeHT AMY, kaHAuAaT MUCTELTBO3HABCTBa, Npo-
decop 0. MycieHko (2008, c.54), To 10ro cekpeT siK akTopa MoJsiArae B TOMy, LLLO BiH
«NpUMyapsBcs NoeaHyBaTH B cobi rMMOMHY NpodheciiHuX cyaxeHb Ta auTadvy 6esno-
cepepHicTb». HaBoauTb, SIK NpuKNag, BUCTaBy-Tparikomegito «[lyxe npocTta ictopisi»
3a MOTMBaMM TBOPY aKTpUCH, CLIEHapUCTa, fpamMaTypra, YneHa HauioHanbHoT cninku
KiHemaTorpadicTiB YkpaiHn Mapii Jlapo, npemM’epa sikoi Bigbynacsi 8 6epesHs 2008
poKy B XapKiBCbKOMY AepXaBHOMY akafeMi4YHOMY yKpaiHCbKOMY ApamMaTU4YHOMY
TeaTpi im. T. I LLleBueHKka (pexucep Ta aBTOp My3U4YHOrO 0OOPMIIEHHSA — 3acnyxe-
HUIM apTucT Ykpaiiu A. BakipoB). Y Hii 0. EBCIOKOB «MpUrofoMLWMB Fnsigadis “of-
KpPOBEHHSIM NIOACHKOT foni", rparoumn posnb fo6poro cycifa, AKMn onMHUBCA 30aTHUM
BifL0aTV CBOE XMUTTH, W06 AaTK LWAHC XUTK iHWIN ntoguHi» (MycieHko, 2008, c.55).

BucTtaBa BUKJIMKAE PO3YMiHHS, LLLO aKTOP rOTOBUIA KUHYTUCSA «B BOTOHb | B BOAY»,
HacTiNIbkn 6ypXJIMBO NPOSIBASIETLCSA MOM0 eHepreTMka Ha CLeHi Ta [,OHOCUTbLCS B 3aJl.
BopeTbcsa 3a CBOIO MPaBOTY, NPOSABNSAE Le HaBiTb (Di3MYHO, L0 aX YEepBOHIE i «3a-
kunae». Llen cTaH MoxXe BUSIBASAATUCS, KONU PiBEHb MPUCBOEHHS 3anpONOHOBaHMX
06CTaBMWH i piBEHb NPOXMBAHHA MPOXOAUTb MO MOTPIGHIN MeXi. Y Uil poni Y4iTKo Bi-
Jobpaxae akTUBHE MUCIEHHS, SIKe TPaHCMIOKTb 0Yi, 061IMYYs, pyxuy; NOMITHa po3-
BMHEHICTb Nam'aTi pisnyHMX O, 0cOBNMBO Lie NPosABASAETbCA B peakuii (Konm ioro
repov BUMNMBAE ropisiky). 3HOBY He MOXHa He MOMITUTU NOro TparikomMiuyHy nobynoBy
poni, AKO BiH 40BOAUTb rnsAfadvie oo chis. Ak aHanisye M. CakasiH (2008, c.14), «ue

ISSN 261

6-759X (Print), Holubtsova, L., Plutaloy, S. The Formation Stages
ISSN 261 7-1

236 (Online)  of Yurii Yevsiukov's Creative Activity



BicHWK KUIBCEKOrO HaLlIOHANBHOMO YHIBEPCUTETY KYNbTYPU | MUCTELITB.
Cepig: CLieHIYHe MUCTELTBO 2021 - 4(2) - c.142-1562

noguHa 3 fo6poto ayLletro, Xoue NocTiHO BCiM JOMOMOITH, @ pobuTb (HEHAaBMUCHO)
BCe TiJIbKM ripLue, BiH € camMoto 6e3rpillHO JII0AMHO Y N'eci». Y LbOMY Big4yyBa€eTb-
CS1 IMBOKMI CeHC BUCTaBW. Y MOro reposi MOMITHUIA XapaKTePHUI XEeCT, Lo NOCTINHO
noBTOpOETLCA (NiATANYBaHHA WITAHIB «eflb He 10 BYX»), i Lie HeabusK QOMOBHIOE
obpa3 nepcoHaxa. Y TexHili MOBM aKTopa TakoX € rnepeBaru: BiH BUKOPUCTOBYE
LUIMPOKMI fiana3oH CBOro rosiocy y BiATBOPEHHI XapakTepHOro rosiiocy nepcoHaxa,
3HaxXoWTb i HafiNAe NepcoHaXa XxapakTePHUMM NvLLIe NOMY 3ByKaMU, HAMaraeTbes
JOHOCUTYM TEKCT YiTKO Ta rofIocHO. AKLLLO NMOPIBHIOBATU 3 MOro MapTHepaMM Mo CLeHi
Yy i BUCTaBI, TO B HbOro 6a4MMo BBIMKHEHHS B 3aMpOMnoHOoBaHi 06CcTaBUHM N'ecu Ta
poni NPOTAroM ycbOro CrnekTakJIto, BiH MPOXMUBAE KOXHY CEKyH[y, YHAcnigoK 4oro
B rnsfaviB 3'ABNAETLCA CNiBMEPeXUBaHHSA 40 reposi y TOMY CEHCI, LLLO BiH MiLHO Mpu-
KOBYe yBary fio cebe i rnagavyam xo4yetbcs 6yTU pa3oM 3 HUM B Liei MOMEHT i B Li1O
xBunMHy (CakasH, 2008, c.14).

Ha gymky kpuTtuka 0. Xomaiiko (2008), posib Kpyrnvka B «3akoHi» B. BUHHMYeHKa
aKTOp 3irpaB «B €KCLEHTPUYHIN MaHepi, LLL0 NepexoauTb MiCLISIMU B KIIOYHay, OfHaK
3a BCiMa eKcTpaBaraHTHUMU eckanagamu dabprkaHTa-MinbloHepa NPoOCTeXY€ETb-
CSl HEBNALUTOBAHICTb B 0COBUCTOMY XUTTIi, TPENeT/IMBE KOXaHHS [0 3aMiXXHbOI XiHKMY,
i — [ofae aBTOP, — BaXKO He NocBivyBaTy Kpyrnuky, Sskui nepexusBae roctpui 6inb
Bi[l po34YapyBaHHS XiHKOHO, SIKY BiH 60roTBopmB». Posib CTBOpEHa 3a A0MOMOrot 06-
pa3y-MackKy, Wo KepyeTbCs NPUHLMNAMK CLEHIYHOro rpoTecky. Llen meTon 3ymoB-
Jto€ rinep6onizauito XxapakTepHUX pUC Ta YMOBHICTb NOBeAiHKM NepcoHaxa.

XapkiBcbkuit TeaTpanbHUi Kputrk O. AHHIveB (2013, ¢.12) aHanisyBaB Tenecepian
«MpucTpacTi 3a Yanaemp, Wwo € ekpaHisauieto kuuru E. Bonogapcbkoro, pexucepa
C. LLlepbuHa, i 3a3HayaB, Wo posib 6aTbka IBaHa YanaeBa, siky sirpaB 0. EBCIOKOB,
«€ BOYMJIMBOKO pOBOTO 3 MPOHWUKIIMBUM, HaBiTb TpariyHUM, yCBiQOMIIEHHAM MNpo-
CTUM MYXMKOM abcyphHOCTI couiafibHUX 3MiH, 3a AKi BigAatoTb XUTTS NOT0 CUHMU».
Lls ponb cnpaBpgi BigKpuna noro ik akTopa, KOTpU BNpaBHO NPOXMBAE XaHp Tpa-
renii. Y Hboro 6arato Be/IMKMX NNaHiB, B AKUX BiH 6e3nepeyHo siK XXMBUIA, TOMY NOro
CNnoBa Mpo CMepTb CUHIB 3By4YaTb Ayxe 60nicHO. Y KapTWHI Big3HAa4YaeMO MaKCu-
MaJibHY HaMoBHEHICTb aKTOpa, AKMIN TPUMAaETbCS 10 OCTaHHbOrO 3apaZiy CBOro €fu-
HOro XuBoOro cMHa Yanas, Ak 3a3Havyae O. AHHiveB (2013).

Lesiki Bigomi poni B TeaTpi: Knum («[powi» 3a n'ecoto «CTo TucsaY» |. KapneHka-
Kaporo); CtenaH bobunb («<MnuH wacTts» 3a n'ecoto B. Mepexka «[poneTapcbkuii
MAUWH WwacTa»); JlonaxiH («<BuwHeswnii cag» A. Yexosa); Mocun («PeBisop» M. lorons);
BaTtbko («LLlecTepo nepcoHaxiB y nowykax astopa» J1. Mipangenno); Jlikap («dopo-
rouiHHa Mamena» Ox. MNatpuka) Ta iH.

Ha Tene6ayeHHi Ta B KiHO BiiloMUiA 3a posisiMU B cepianax, TenenpoekTax i disibMax,
a caMme: «YBC. Kypc monogoro 6inus» (pex. B. YnukyH), «MapwpyT Munocepas» (pex.:
0. MacneHnHikoB, C. Kyp6aHoB, M. MokpylieB, baTa Heguu), «<3apy4Hunku ctpaxy» (pex.
0. Bisup), «lonuit» (pex. I LLuraesa), «Pyna des» (pex. B. KoBaneHko), «Hiarapa»
(pex. O. Bisup), «<Bnepepn, 3a ckapbamu retbmMaHal» (pex. B. Kactenni), «[Jopora Ha
Ciu» (pex. C. Omenbuyka), «Tynik» (pex. I. KoxaH), «[leHb nepeMoxeHux» (pex. B. Am-
Oypcbkui), «MapwpyTtu goni» (pex. |. CayTkiH) Ta 6araTto iHwux (EBctokoB, 2021).

HaykoBa HoBM3Ha. Yneplie B Cy4aCHOMY MUCTELTBO3HABCTBI LOCAIAXEHO eTa-
N1 CTAHOBJIEHHSI TBOPYOT CNaALMHN NpeAcTaBHUKA XapKiBCbKOI aKTOPCbKOT KON
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l0. EBCIOKOBA, PO3MIAHYTO MOr0 BHECOK Yy PO3BUTOK CY4YaCHOro yKpaiHCbKOro Tea-
TPy, cXapakTepmn3oBaHO 0COBIMBOCTI TBOPYOI MaHEPU B CLIEHIYHUX iHTepnpeTaLisax
XY[LOXHiXx 06pasiB, a camMme: TSXIHHSA [0 iMMNpoBi3aLii, JOCKOHaNe BOJOLIHHS PUT-
MOMYJIbCOM ApamMaTUYHOro XapakTepy B KOHUENLii BUCTaBW, TAXIHHA B TaKuUX YTi-
JIEHHSIX [10 OPraHiYHMUX NPaKTUK, HABIMXEHUX [0 irpoBUX DOPM, MOB'A3aHNX 3 TPaH-
CNsiLiero YHIBepcanbHUX XXUTTEBUX CMUCHIB.

BucHoBku

BUBYEHHSI cyyacHMX YKpaiHCbKUX aKTOPCbKMX MPaKTUK € aKTyaslbHUM OJif Tea-
TpasnbHOT Hayku. Taki BOCNiAXEHHS [at0Tb 3MOTY CKJ1acTU YSIBIEHHS MPO PO3BUTOK
TeaTpasibHOro MUCTELTBA B WOMO PErioHaNnbHUX BUMIpaXx, WO CTaHOBUTb MiArpyHTS
LN OCYYaCHEHHSI Teopill aKTOPCbKOI Ta PeXWUCepcbKoi MaUCTEPHOCTI B y3arasb-
HeHUX BUMipax. AHani3 [isNbHOCTI KOHKPETHUX MepcoHari Ha eTani iXx TBOPYOro
CTAHOBJIEHHS [lae 3MOTY BU3HAUUTK 3arasibHOKYNbTYPHI TEHIEHLT iCTOpUYHOro Ta
KOHKPETHO-CUTYaTUBHOTO MiaHy, MOB'A3aHi K 3 [isiNIbHICTIO OKPEMUX TeaTpanbHUX
IHCTUTYTIB, TaK i aKTyaNbHUX 41 TeaTpaslbHOrO XMUTTS Xy[O0XHIX iQel, eCTeTUYHUX
ifeanis..

CMNNCOK NMOCUJ1AHb

Arees, B., 1995. 06 AHaTonuu BacunbeBe. MockoBckuii HabnroaaTtens, 3-4, ¢.23.

AnekceeHko, H., 1985. IOHicTb cnaneHa BiliHot. BinbHa YkpaiHa, 100, c.3.

AHHunues, A, 2013. MpuknodeHns Yanas B Tbiny Bpara n Ha dopoHTe itobsu. LiveJournal. [online]
LocTtynHo: <http://annichev.livejournal.com/9973.html> [[aTa 3BepHeHHs 28 ciuHs 2021].
AHHUMYeB, A., 2014. «Bonku n oBLbI» XXI Beka. Bpems, 2 nekabps, c.7.

BapHuubka, J1., 1982. | Tv 3anutan y TpaB. BeuepHii XapbkiB, 21 rpyaHs, ¢.15-19.

Bacunbes, A., 1995. [IHeBHMK (NapuXCKoro) pexuccepa. MckyccTBo kuHo, 18, ¢.94.

Bacunbes, A.,, 2003. Llkona 3nocnosus: AHatonuin Bacunbes. [Bupeo oHnaiH] [docTynHo:
<https://www.youtube.com/watch?v=ASPk7T9mvYA> [[laTta o6palueHusa 29 mapTa 2021].
lHaTuwwmH, P, 1982. HegonucaHnwii Bipw. BevipHii Xapkis, 20 rpynHs, c.3.

JonraHos, B., 1983. € noyaTok y noaBury i Hemae kiHus. CoyianictTudyHa XapkiBLymHa, 4 noToro, c.3.
EBctokos, 10.,2014. MeTo [,eMCTBEHHOIO aHanM3a B npouecce 0byyYeHns CTyAeHTOB — ByayLimx
aKkTepoB. [1po6ieMu B3aEMOLil MUCTELTBa, negarorikv Ta Teopii i npakTuku ocsity, 39, ¢.414-421.
EBctokos, 10., 2015. buorpadoms. Persona grata. [online] JoctynHo: <http://perta.ru/person/
evsyukov> [[laTta o6pauieHus 19 mapta 2021].

EBctokos, 10., 2021. dunbmorpadus. KuHo-Teatp. PY. [online] Ooctyny: <https://www.kino-
teatr.ru/kino/acter/m/sov/7739/works/> [[laTa o6patieHus 14 masa 2021].

€pmakoBa, H. Ta dianko, B., 1983. 3Ha4yHOro siBMLLLA 3HAYHWUIA XapakTep. KysibTypa i xuTTs, 9,¢.13.
MycieHko, 0., 2008. Mwuxaino Innedko ([o 60-piuyys Big [OHA HAPOMOXKEHHS). AKTyasibHi
Mpo6sIEMU MUCTELbKOI MPaKTUKM | MUCTELTBO3HaBYOI Hayku, 1, c.54-57.

HeunnopeHko, 10., 1993. Komicap Merpe l0pist EBctokoBa. Ha ekpaHax YkpaiHu, 23 KBIiTHS, €.6-8.
CakasiH, M., 2008. BeHecpic 3acnyxeHoro aptucta YKpaiHu 0. C. €BclokoBa 3 Harogm
Moro 60-piyysi Ha cLeHi XapKiBCbKOro AepXaBHOro akafeMiyHoro ApaMaTU4HOro TeaTpy
imM. T. I. LLleBYeHkKa. lpec-penis, 17 ciyns, c.14.

ISSN 261

6-759X (Print), Holubtsova, L., Plutaloy, S. The Formation Stages
ISSN 261 7-1

236 (Online)  of Yurii Yevsiukov's Creative Activity



BicHWK KUIBCEKOrO HaLlIOHANBHOMO YHIBEPCUTETY KYNbTYPU | MUCTELITB.
Cepig: CLieHIYHe MUCTELTBO 2021 - 4(2) - c.142-1562

CepnyHoBa, 0., 2017. €BctokoB lOpint CTenaHoBuY. EHYmKoneis CyyacHoi YkpaiHu: eleKTpoHHa
gepcis. [online] [HocTynHo: <http://esu.com.ua/search_articles.php?id=17424> [[aTa
3BepHeHHn 10 GepesHs 2021].

CekulwoBa, E., 2013. MyTb K XunBoMy TeaTpy lOpua EBctokoBa. ApT-Mo3anka, 3(814).

Xomaliko, 0., 2008. O30pHoIn EBCctokoB. HoBa gemMokparisi, 25 ciuHs.

Xomarko, t0., 2013. Tparukomuueckue repou lOpuss EBclokoBa. XapbKOBCKMe W3BECTHS,
25 aHuBaps, c.18.

REFERENCES

Ageev, V., 1995. Ob Anatolii Vasileve [About Anatoly Vasiliev]. Moskovskii nabliudatel, 3-4, p.23.
Aleksieienko, N., 1985. Yunist spalena viinoiu [Youth burned by war]. Vilna Ukraina, 100, p.3.
Annichev, A., 2013. Prikliucheniia Chapaia v tylu vraga i na fronte liubvi [The Adventures of
Chapay behind enemy lines and on the front of love]. LiveJournal. [online] Available at: <http://
annichev.livejournal.com/9973.html> [Accessed 28 January 2021].

Annichev, A., 2014. "Volki i ovtcy” XXI veka ["Wolves and Sheep” XXI century]. Vremia, 2 December, p.7.
Dolhanov, V., 1983. Ye pochatok u podvyhu i nemaie kintsia [There is a beginning in a feat and
there is no end]. Sotsialistychna Kharkivshchyna, 4 February, p.3.

Evsiukovy, lu.,2014. Metod deistvennogo analizav protcesse obucheniia studentov - budushchikh
akterov [The method of effective analysis in the process of teaching students - future actors].
Problemy vzaiemodii mystetstva, pedahohiky ta teorii i praktyky osvity, 39, pp.414-421.

Evsiukov, lu., 2015. Biografiia [Biography]. Persona grata. [online] Available at: <http://perta.ru/
person/evsyukov> [Accessed 19 March 2021].

Evsiukov, Iu., 2021. Filmografiia [Filmography]. Kino-Teatr. RU. [online] Available at: <https://
www.kino-teatr.ru/kino/acter/m/sov/7739/works/> [Accessed 14 May 2021].

Hnatyshyn, R., 1982. Nedopysanyi virsh [Unwritten poem. Evening Kharkiv]. Vechirnii Kharkiv,
20 December, p.3.

Khomaiko, lu., 2013. Tragikomicheskie geroi luriia Evsiukova [Tragicomic heroes of Yuri
Evsyukov]. Kharkovskii izvestiia, 25 January, p.18.

Khomaiko, Yu., 2008. Ozornoi Evsiukov [Naughty Evsyukov]. Nova demokratiia, 25 January.
Musiienko, 0., 2008. Mykhailo lllienko (Do 60-richchia vid dnia narodzhennia) [Mykhailo
llyenko (To the 60-th anniversary of his birth)]. Aktualni problemy mystetskoi praktyky
i mystetstvoznavchoi nauky, 1, pp.54-57.

Nechyporenko, Yu., 1993. Komisar Mehre Yuriia Yevsiukova [Commissioner Megre Yuri
Yevsyukov]. Na ekranakh Ukrainy, 23 April, pp.6-8.

Sakaian, M., 2008. Benefis zasluzhenoho artysta Ukrainy Yu. S. Yevsiukova z nahody yoho
60-richchia na stseni Kharkivskoho derzhavnoho akademichnoho dramatychnoho teatru im.
T. H. Shevchenka [Benefit of the Honored Artist of Ukraine Yu. S. Yevsyukov on the occasion of
his 60th birthday on the stage of the Kharkiv State Academic Drama Theatre. T.G. Shevchenko].
Pres-reliz, 17 January, p.14.

Sedunova, 0.,2017. Yevsiukov Yurii Stepanovych [Yevsyukov Yuriy Stepanovych]. Entsyklopediia
Suchasnoi Ukrainy: elektronna versiia. [online] Available at: <http://esu.com.ua/search_articles.
php?id=17424> [Accessed 10 March 2021].

Sekishova, E., 2013. Put k zhivomu teatru luriia Evsiukova [The path to Yuri Evsyukov's live
theatre]. Art-mozaika, 28 January, p.2.

ISSN 261

6-759X (Print), Fonybuosa, /1., MnyTtanos, C. ETanv cTaHOBNEHHA TBOPYOI OIANBHOCTI
ISSN 261 7-1

236 (Online)  {0Opia €BctokoBa



Bulletin of Kyiv National University of Culture and Arts.
Series in Stage Art 2021 - 4(2) - pp.142-152

Sekishova, E., 2013. Put k zhivomu teatru luriia Evsiukova [The path to the live theatre of Yuri
Evsyukov]. Art-mozaika, 3(814).

Varnytska, L., 1982. | ty zapytai u trav [And you ask the herbs]. Vechernyi Kharkov, 21 December,
pp.15-19.

Vasilev, A, 1995. Dnevnik (parizhskogo) rezhissera [Diary of a (Parisian) director]. Iskusstvo
kino, 18, p.94.

Vasilev, A., 2003. Shkola zlosloviia: Anatolii Vasilev [School of slander: Anatoly Vasiliev].
[video online] Available at: <https://www.youtube.com/watch?v=ASPk7T9mvYA&> [Accessed
29 March 2021].

Yermakova, N. and Fialko, V., 1983. Znachnoho yavyshcha znachnyi kharakter [Significant
phenomenon is significant in nature]. Kultura i zhyttia, 9, p.13.

3TANMbI CTAHOBJIEHUA TBOPYECKOW AEATEJ/IbHOCTHU
IOPUA EBCIOKOBA

Jlio6oBb MNony6uoBa’?, Cepreit Mnyranos?

! KaHAWAAT UCKYCCTBOBEAEHMS, JOLIEHT;

e-mail: golubtsova@i.ua; ORCID: 0000-0002-5807-2176

2 e-mail: si.plutalovv@gmail.com; ORCID: 0000-0007-9155-5324

@ JlyraHckasi rocyfapcTBeHHasi akafeMusi KysibTypbl U UCKyccTB, Kues, YkpauHa

AHHoOTayumsa

Lienb uccnegoBaHuss — pacCMOTpeTb M MpOaHanu3MpoBaTb TBOPYECKOe Hacnegue akTepa
TeaTpa U kunHo tOpusi EBctokoBa. MeToabl uccnegoBaHus. VicTopuko-6uorpadumyeckuin — ons
onpefesieHns OCHOBHbIX 3TanoB TBOPYECKOro pocTa akTepa 0. EBctokoBa; XpoOHONOrn4yeckum —
0N pacKpbITUA MOCnefoBaTeNbHOCTU OCBELLEHUS TBOPYECKUX [OOCTUXEHMM MacTepa
B HAYYHbIX UCTOYHMKAX; aHANIMTUYECKUIA — MpU UCCliefoBaHUM O0COBEHHOCTEN aKTepcKoro
ctuns 10. EBclokoBa B TeaTpasbHbIX CreKTaksax U cduibMax pasHbix nepuogpos. HayuHas
HOBU3HA 3akKJIloYaeTCcs B TOM, YTO BrepBble MpOaHann3uMpoBaHbl 3Tanbl CTaHOBJEHUS
TBOpYeckoro Hacnegus akTtepa 0. EBciokoBa ¥ 0603HayeHbl XaHPOBO-CTUIMCTUYECKUE
0COBEHHOCTM €ero HeKOTOpbIX posnie B TeaTpe U B KUHO. BbiBogbl. B cTaTbe BbigeneHbl
BaXHble 3Tanbl TBOpYecKoro Hacnenms aktepa 0. EBctokoBa. MNepBbivi — paboTa B JlyraHcKoM
0651acTHOM akafeMuMyeckoM YKpauHCKOM My3blKaNbHO-ApaMaTUYeckoM TeaTpe, roe Obinm
3as10keHbl OCHOBbI €r0 aKTePCKOro CTUnsA. 34ecb akTep OBNafeN apceHasnoM TpaguLMOHHbIX
CpenCcTB CLIeHMYECKON BbIpa3uTeNbHOCTH, NMPEUMYLLECTBEHHO B Mpepenax KoMeaumHoro
XaHpa. BTopou nepuop xapakTepusyeTcsi COTPYOHUYECTBOM C pexuccepom A. benaukum,
BO BPeMs KOTOPOro pacKpblIMCb HOBbIE FPaHN fapoBaHUS MacTepa, 8 UMEeHHO CMoCOBHOCTb
€ro ncuxousmnyeckoro anmnapata K umnpoBusauuun. TpeTuin — pexuccypa A. BacunbeBa,
cnocobCTByOWLAA pPa3BUTUIO  HaBbIKOB  «TEKCTOBOM  gpamMaTyprum» U «TeKCTOBOM
UMNpPOBMU3aLMUN» Kak hopMbl «KMBOIO TeaTpan.

KnioueBble cnoBa: lOpui EBCHOKOB; TBOpYecKoe Hacliefjue; aKTepckas [OeATeNbHOCTb;
UCMOJSIHUTENbCKasa MaHepa; TeaTp
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Abstract

The purpose of the article is to consider and analyse the creative heritage of theatre and film
actor Yurii Yevsiukov. Research methodology. Historical and biographical methods are used
to determine the main stages of creative growth of the actor Yu. Yevsiukov; the chronological
method is applied to reveal the sequence of coverage of the artist's creative achievements in
scientific sources; the analytical method is used to study the features of the acting style of
Yu. Yevsiukov in theatrical performances and films of different periods. The scientific novelty
lies in the fact that for the first time the stages of formation of the creative heritage of the
actor Yu. Yevsiukov are analysed and the genre and stylistic features of some of his roles in
theatre and cinema are outlined. Conclusions. The article highlights important stages of the
creative heritage of the actor Yu. Yevsiukov. The first period is the work at the Luhansk Regional
Academic Ukrainian Music and Drama Theatre, where the foundations of his acting style were
laid. Here the actor mastered the arsenal of traditional means of stage expression, mainly
within the comedy genre. The second period is characterized by collaboration with the director
0. Biliatskyi, during which new facets of the artist's talent were revealed, namely, the ability of
his psychophysical apparatus to improvise. The third is the period of A. Vasyliev's directing,
which contributed to the development of skills of “text drama” and “text improvisation” as
a form of "living theatre".

Keywords: Yurii Yevsiukov; creative heritage; acting; performing style; theatre
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@ KuiBcbKuii HayioHaibHUW yHiBepcUTeT KynbTypu i mucTeyTs, Kuis, YkpaiHa

AHorauisa

Merta gocnif»KeHHs — BUSIBUTU TEHAEHLTPO3BUTKY NOCTAPaMaTUYHOro TeaTpy B lpnaHAiiHa npuknagi
nocTaHoBOK MpoBiaHux pexucepiB . KiraHa Ta ®. KeHHoHa. MeTogonorisa gocnigyeHHs. 3acTocoBaHO
TEOPETUYHUI MeTo[, (ONs y3aranbHEHHS MaTepiany, KU NpoaHanisaoBaHo B AOCHIOXEHHI 3 METOIO
BMOKPEMJIEHHS] OCHOBHUX TeHJeEHLUill noctapamaTuyHoro Teatpy lpnaHpgil); MeTon CUCTEMHOro
aHanisy (419 po3rnsny nocTApaMaTUYHOro TeaTpy IK CUCTEMM, @ TaKOX CTPYKTypu3aLii Ta aHaniay
MOro NpuOMIB); MeTof KOTHITUBHOIO aHanisy (o5 BUAB/EHHS BigMiHHOCTENH MiX MonynspHUMM
nigxojamu nocTapamaTUYHOro TeaTpy B IpnaHgii); MeTof MUCTeLTBO3HABYOro aHaniay (gns
BUSIBJIEHHS pexucepcbkoi MeTogonorii . KiraHa Ta ®. KeHHoHa); MeTo, TEOPETUYHOIO y3arasibHEHHS.
HaykoBa HoBu3Ha. [locnifxeHo pO3BMTOK NOCTApaMaTUYHOro TeaTpy B IpnaHaii Ha noyaTtky XXI cT.;
PO3MMSAHYTO AisNbHICTb HaWBIAOMILLMX ipnaHACbKMX TeaTpanbHUX KomnaHin «Corn Exchange» Ta
«Brokentalkers»; npoaHanizoBaHo NocTaHOBKM, Taki AK «Ek3ameH» Ta «CUHIN XNTOMYMK», pexuncepis
I KiraHa Ta ®. KeHHOHa 1 BusiBNeHo creuudiky nigxody nocTApaMaTUYHOro TeaTpasbHOro
MUCTeLTBa B KOHTEKCTi akTyanisauil couianbHoi npobnemMatvky. BucHoBku. Po3BMBaOUYM HOBI
crnocobu nocTapaMaTuyHol ApaMatyprii, ipnaHOCbKUA TeaTp Penpe3eHTYe MUBUHHI  3MiHW,
wo BiabyBalOTbCA B ipMaHACbKOMY CYCMiIbCTBi Ta Ky/ibTypi, @ B MOCTaHOBKax MigiiMaloTbes
aKTyanbHi couianbHi MMTaHHS, WO BUMaratoTb po3B'A3aHHs. Y npoueci AoCnifXeHHS BUABNEHO, L0
XapakTepHUMM MocTApaMaTUYHUMK MigxoAaMu B ipnaHACbKOMY TeaTpi €: po3pobka NMOCTaHOBKM
Ha OCHOBI MeBHOI TeMU 3acobamMy aKTOPCbKOT IMMNPOBI3aLil; NoefHaHHA OOKYMEHTasIbHUX TEKCTIB
i CcBigYeHb YyYaCHWKIB MOMiN, aKTyanbHWX ONS CYCcnifbCTBa, Y LiniCHY TeaTpanisoBaHy Mogito.
Pexucypa I KiraHa Ta ®. KeHHOHa, CniB3aCHOBHUKIB i Xy4OXHIX KepiBHUKIB TeaTpanbHOT KOMNaHil
«Brokentalkers», — sickpaBuin npuknaj kpeaTMBHOro nigxofy, a TXHi BUCTaBM BifoOpaxatoTb He
TiNbku TpaHcdopMaLii TeaTpanbHUX BidyanbHUX (OOPM, a i HOBAaTOPCbKE CTaBNIEHHSA [0 COLliaNbHUX
npobnem. Creuundikolo pexucepcbkoro 6ayeHHs] € YHWKHEHHSI YiTKOro aHanisy couianbHol
npobnemMaTuku Ta NePEKOHINBOrO MiaHy il po3B'A3aHHA — YHMKAOUM 3aMKHYTOCTI, BOHU KUOAKTb
BUK/IMK MeTaHapaTMBaM, LLLO CNpUsie MOCUNIEHHIO iIHTepnpeTaTUBHOT akTUBHOCTI rnsifava. BnacHum
KpeaTMBHUM MigXo4oM BOHM 06'efHanM MONOAMUX aKTOPIB AN aKTUBHOMO BWHAWLEHHSI HOBUX
cnoco6iB yHKLiOHYBaHHsI TeaTpy B Ny6iYHOMY Ta couianbHOMY NpOCTOpi.

Kntouosi cnoea: ipnaHacbkuii Teatp; noctapamatuyHuin Teatp; IT KiraH; ®. KeHHOH; MeTaHapaTuey;
CycninbLCTBO; rnagay
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MocTaHoBKa npo6nemu

BigMiHHa peakuisi TeaTpanbHUX LifdiB pisHUX KpaiH Ha TeHAeHUiT nocTapamMaTuny-
HOro TeaTpy, WO PO3MILLYETbCS Ha MeXi TeaTpy, nepcopMaHcy, BidyalbHUX MUC-
TeUTB, TaHUo Ta My3uku (3a X.-T. JleMaHoM), NposiIBNA€TbCA B cneundiui aganTauil
HOBaTOPCbKUX NMPUINOMIB i METOLIB MOCTAHOBOYHOIO MPOLLECY.

TeaTp B lpnaHgii, BiATBOPOOYM FIMOUHHI CEHCU HaLioHasbHOI KynbTypK, 30Kpe-
Ma BONeNtobHICTb, KyNbT C/oBa Ta Kpacu, CTaB O4HUM 3 KJTHOYOBUX YMHHUKIB chop-
MYBaHHSI KYNbTYPHOI iAe€HTUYHOCTI KpaiHu. TpaauuiiHui ipnaHACbKUI TeaTp pe-
npe3eHTyBaB Pi3HOMaHITHI CTOPOHM XUTTA Hapoay, MOro peasibHi 0cobnnBOCTI Ta
npo6aemu, 6epyun 3a OCHOBY JliTepaTypHi NepLloaXepena i CyBOpo [OTPUMYHOYUCH
TEKCTY ApamMaTu4Horo TBopy. TpaHcdopMaLiiHi npouecu CoLioKybTypHOI peasb-
HOCTi KiHUSA XX — noyaTtky XXI cT., 3yMOBUBLUM 3MiHW Yy CBITOBOMY Ta EBPOMENCbKOMY
NpoCTOpi TeaTpanbHOro MUCTELTBA, MOCNpUanM popMyBaHHIO OLHOMO 3 HaWLiKaBi-
LUMX | CBOEPIQHUX TBOPUYMX (DEHOMEHIB — ipNaHACbKOro NocTApaMaTUYHOro Teatpy,
NPOBiAHI NpeaCcTaBHUKM SIKOFO LLLOPIYHO NPeAcTaBNAATh YHiKaNbHi NOCTAaHOBKU Ha
HaLioHaNbHUX Ta MiXXHapPO4HUX MUCTELbKUX checTUBansX.

Ha cyyacHomy eTani po3BUTKY BITUM3HAHOIO TeaTPO3HABCTBA AOCIIAXXEHHSA NOCT-
JpaMaTU4YHOro TeaTpy B pO3MaiTTi MOro acnekTiB K yHiKaslbHOro fiBuLL,a TeaTpalib-
Horo mucTeyTBa noyatky XXI cT. Ta TeopeTu3alia NPOBIgHOrO CBITOBOro AOCBIAY
pexucepiB-HOBATOPIB € OAHIEID 3 NPIOPUTETHUX TEM, LLLO aKTyanisye A0CHioKEeHHS
npobneMaTuKu NOCTApPaMaTUYHOro TeaTpy B IpnaHpii.

AHani3 ocTaHHix gocnig)keHb i nyénikauii

JocnigxeHHs, npucBaYeHi noctopaMaTUYHOMY TeaTpy, — OfHi 3 HakaKTyaNbHILWKX
Yy BiTUN3HAHOMY MUCTELTBO- | TeaTpo3HaBCTBi. Cepef OCTaHHiIX HAa3BEMO HayKOBI
npaui, cTatTi Ta nyénikauii O. Anyen «[JoKyMeHTasIbHUIA TeaTp Y KOHTEKCTi cy4acHol
KynbTypu» (2014), A. BakaHypcbKoro «YKpaiHcbKa pexucypa B KOHTEKCTi nocTapamMa-
TnyHoro Teatpy» (2010), 0. JlTauko «O3HaKM NOCTAPaMaTUYHOro TeaTpy B YKPaIHCbKIl
MUCTeLbKIM NpakTuui novatky XXI ctonitts» (2020), 0. OcTpoBepx «CyyacHuin TeaTp
MiX cueHorpadieto Ta iHcTansilieto» (2011), J1. beB3tok-BonolmnHoT «AKTOp Y MoLly-
Kax nepcoHaxi.. MocTHekNnacu4yHuin Teatp» (2015) Ta iH., B AIKUX aBTOPU Y Pi3HUX MJI0-
LWMHaxX po3rnsgatoTb NpobneMy NocTapamMaTu3My Ha OCHOBI aHanisy yKpaiHCbKOro
TeaTpanbHoro MuctelTBa. lNpoTe npobnemaTunka €BpONeCcbKOro MoCTApaMaTUYHOro
TeaTpy B Npausix BITYN3HAHUX JOCAIAHMKIB NIMLLAETHCA HEOCTaTHbO BUCBITNEHOHD.

MeTa cTaTTi — BUSBUTU TEHLEHLIT pO3BUTKY NOCTAPaMaTUYHOrO TeaTpy B IpnaHgii
Ha NpuvKnagi NocTaHOBOK NpoBiaHuX pexucepis I KiraHa Ta ®. KeHHoHa.

Buknag 0OCHOBHOro matepiany

IpnaHfcbkuii TeaTp TpuBanui yac GyB LUMPOKOBIAOMUI SIK NiTepaTypHUI TeaTp,
B SIKOMY FOJIOBHWUM € fpaMaTypr, pexucep nepefae TekcT ApamMmaTUYHoOro Teopy 6e3
Oyab-AKMUX 3MiH, a B penepTyapi HasiBHa He3HayHa [ons ¢i3myHoro pyxy abo HoBa-
Topcbkoro ausaiHy (Wilmer, 2013, p.190). MpoTAromM oCTaHHIX TPUALATU POKIB aK-
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LeHT 3MICTUBCS 3 fpaMaTMYHOl Ha NocTApaMaTUYHy ApaMaTyprito, 3 nitepaTypHol
OpaMu Ha MybTUMELINHUIA TeaTp, 3 TEKCTOBUX BUCTAB Ha pi3MyHMI TeaTp, i3 Xa-
paKTepHUX i CEOXXETHUX N'eC Ha MOCTaAHOBKMW, 3aCHOBaHi Ha 306paXeHHi, 3 aBTOPCbKUX
TeKCTiB N'ec Ao n'ec, po3pobneHnx TeaTpasbHUMK Tpynamu abo cKNnafeHumMmn 3 f0-
KYMeHTasNbHUX CBiQYeHb | peanbHUX OXepen.

Ha gymky ®. O'Tyna, o3HaueHi TeaTpasbHi po3pobku He € cneundiyHnMmM xapak-
TepuUcTMKaMm TeaTpanbHOro NpoLecy BUKIIOYHO B IpnaHgii. [NpoBigHWI ipnaHacbKuii
TeaTpanbHUMA KPUTUK HarosoLUye, LLLO HaLlioHaNIbHUI TeaTp BigpearyBaB Ha TeHAEHLUT,
wo BigbyBatoTbCAa B ycii EBponi, NpoTe YHIKanNbHUM € Te, K ipfnaHACbKi TeaTpasb-
Hi fgisivi aganTyBanu Li HOBAaTOPCbKiI METOAM TakUM YMHOM, o6 BOHYM Bigobpaxanu
3MiHU B ipflaHacbKil KynbTypi Ta cycninbeTsi (0'Toole, 2011, p.8).

Ha nymky C. YinMepa, gpamMaTypriyHi 3mMiHu B ipflaHACcbKOMy TeaTpi B3aEMOMoB'si-
3aHi 3 KY/IbTYPHUMU I EKOHOMIYHMMM 3MiHaMWK, OCKINIbKW KpaiHa, ogHa 3 HanbaraT-
LUMX EBPOMENCbKUX KpaiH cTaHoM Ha 2007 p., o 2011 p. dhakTMyHO 36aHKpyTyBana.
BopgHouac TpafuuiiHuii opaMaTUYHUA TeaTp, NpeAcTaBfeHNA TakuMK TeaTpanbHU-
MM Tpynamu, sik «TeaTp E6Gi» (<Abbey Theatre»), «[ent» («Gate») Ta «Apyig» («Druid»),
nepeTBOPMBCSA Ha Pi3MYHUI Ta MYNbTUMELINHUIA TeaTp 3 BUKOPUCTAHHAM CrheLm-
diyHMX NnocTapamMaTUYHMX NpunoMiB, a 6araTo BUCTaB Y MOro penepTyapi npucesive-
HO aKTyanbHUM €eKOHOMIYHUM i couianbHUM nNpobnemam. OTxe, 3MiHM B TeaTpasibHO-
MYy MUCTeLTBI NapanesbHi 3MiHaM coLjiaNibHUX YMOB.

Y KOHTeKCTi crneundikm gocnimkeHHs npobieMaTuky NocTapaMaTUYHOro TeaTpy
BBaXaeMO 3a [OLifibHe YTOUYHUTU MOro ocobnMBI XxapaKTepUCTUKKU, BU3HAUEHI Hi-
MeLbKMM TeaTpo3HaBLEM, ICTOPUKOM | TEOPETUKOM CYyYaCcHOro TeaTpanbHOro Muc-
TeytBa X.-T. JlemaHom. OTxe, 3a X.-T. JlemaHOM:

— Ha BigMiHy Bif [paMaTUYHOro TeaTpy, B IKOMY CUHTe3 3a/iMae LieHTpasibHe Mic-
Lie B MeXax XyA0XHbOT CLLeHW, y NocTApaMaTMUYHOMY TeaTpi BiflbLIiCTb BUAIB CUHTE3Y
BiICYTHS;

— noctopaMaTUYHWUiA TeaTp He NpefcTaBfsie BUrafaHWin NPOMIXKOK Yacy B Mexax
CLIeHM, a 3aMICTb LibOro AEMOHCTPYE Yac Y MOro ocobnmMBilN Cy4acHOCTI, MporpecuBs-
HOMYy XapakTepi;

— nocTapamMaTU4HUI TeaTp | TeaTpasbHa NpakTWKa BifMOBASAOTLCA Bif, €OHOCTI
JpamMu Ta gpaMaTU4HOro 306paxeHHs;

— CHOXEeT He penpe3eHTOBaHO B 3aMKHYTIN, NOB'si3aHin abo nporpecuBHin opmi
3 NOYaTKOM, CEpPefMHOI0 Ta KiHLEeM; NnocTapaMaTUYHi TeaTpasibHi NOCTaHOBKM Bifl-
X0[OSTb Bifl if€el penpe3eHTal,ii BUragaHoro v ysiBHOro CBITY;

— [pianor BTpayae LeHTpanbHe Micle B nocTapaMaTUYHOMY TeaTpi; HaBiTb 3a
YMOBM BUKOPUCTAHHS fpaMaTUYHMX TEKCTIB BOHU 3a3BMYall He ApamMaTu3yroTbCs,
a 3barayvytoTbca abo BUKOPUCTOBYHOTBCS SIK MaTepian, a He sk doikcoBaHa Ta 3aBep-
LLeHa YacTuHa poboTu;

— y nocTApamMaTuyHoMy TeaTpi BiNblle HEMae YMOBHOCTEN Al TeaTpasibHOro npo-
CTOpY Ta NloKauin — 3a3BMyar akTopy 0buparoTb CLEeHW, BigMiHHI Big aBaHcLeHN abo
CLIeHN 3 YeTBEPTOH CTIHOHD, i LWYKATb HOBI MicLA Ta NMPOCTOPM, LWO6 PO3BUHYTU
" BCTAHOBWUTM HOBATOPCbKi CTOCYHKU aKTOp-rnsifad i cuTyauii BucTyny;

— AKWO B ApamMaTUYHOMYy TeaTpi aKTOp Ma€ pPO34YMHATUCH B MepcoHaxi, TO B MOCT-
JpaMaTMYHOMY TeaTpi aKTop He CTifIbKW rpae/penpeseHTye poJib, CKiNlbKU BUXOAMTb Ha
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CLIeHY SIK 0COBUCTICTb, | HABITb KOJIM YOCOOSIHOE BUrafaHOro NepcoHaxa Ta rpae sikycb
poJib, yce 04HO NPUCYTHIW y BNacHil gisnyHocTi Ta TinecHocTi (Lehmann, 2006, p.45).

Y 3B'I3Ky 3 pO3BMTKOM NoCTApaMaTUYHOro TeaTpy B lpnaHgii (ogHUMK 3 HalBi-
JOMIiLIMX TeaTpanbHUX KOMMaHIN, JisNbHICTb AKMX NONYNSpU3yeThbea Yy CBITi, € «Corn
Exchange» Ta «Brokentalkers») BUHMKae 3anexHicTb Bif MynbTUMeRINHOT poboTy,
30KpeMa OHNalH-BKJIKOYEHHS Ta 3anMcaHuX Bifeo, 306paxeHb i 3ByKiB Y MOCTaHOBL,
a TakoxX cueHorpadii Ta JOKYMeHTaslbHUX MaTepianiB. BuctaBu 3a3Buyaii NoegHy-
H0Tb Y cOB6i pisBHOMaHITHI MyNbTUMELiNHI 3aco6U 1 NoAeKyAN CNPUAMAKOTbCA K KO-
nax TeaTpasibHUX eNIEMEHTIB, a He SK LiislicHa po3noBigb 3B'A3HOT iCTOPIl.

OpHieto 3i cneumiyHNX BNacTUBOCTEN MOCTAPaMaTUMYHOro TeaTpy € Mo4aTokK Mno-
CTaHOBOYHOrO MpoLiecy 3a BiACYTHOCTI ByAb-IKOro TEKCTY — MOCTaAHOBKY po3pobsisi-
IOTb Ha OCHOBI TeMW abo pisHUX CTUMYNIB. Takui Niaxig akTMBHO BUKOPUCTOBYE Te-
aTpanbHa koMnaHisi «Corn Exchange» (Corn Exchange Theatre Company), 3acHoBaHa
B 1995 p. pexucepom E. PaitaH. Hanpuknag, BuctaBa «BinbHe nagiHHs» («Freefall»),
npem'epa sikoi Bigbynaca y 2009 p., 6yna po3pobneHa 3a [ONOMOrot aKTOPCbKOT iM-
npogizauii (wonpasa, B adiliax ckasaHo, Lo CLeHapucToM BUCTaBM € M. YecT) Ha
OCHOBI pearnbHOI icTOPIl XiHKK, ika nepeHecna iHcynbT Y Bili 30-TU pokiB, NOCTaHOBKaA
pos3kpuBae nogil, o BiadyBanucs 3 YosioBIKOM CepefHbOro BiKY, KW MiCAsi Nepexu-
TOro KPOBOBW/MBY B MO30K 3PO3YMIB, L0 MO0 XWUTTS 3aKiHUyeTbCs (OCKiNbKU repoin
CMaHTENNYEHN TUM, LLLO 3 HUM BifOyBaeTbCs, icTopis NofaeTbea rnspady dparMmeH-
TapHo). CTBOpeHa B nepiof, po3nafy ipflaHACbKOl EKOHOMIKM Ta CKaHZanis, Nos'si3a-
HUX 3 KJlepUKanbHUMU 310BXMBaHHSIMY, iCTOPIS JIIOAMHM, L0 NOMUPAE, € CBOEPIZHO
MeTadhoporo pyMHyBaHHS ipaHACbKOI eKOHOMIKM M po3nafdy cycninbcTBa. Pexucep
noctaHoBku E. PaiaH BUKOPUCTOBYE Takui MyNbTUMELIAHWUI edpeKT, K BifeoMenmniHr
(akTOp AMBUTLCS B KaMepy, LLLO MPOEKTYE Ha BEJIMKUI €KpaH 3aHbOI YaCTUHM CLIEHN —
Lie cnpusie nepefadi eMoLin nepcoHaxa, AKUN JUBUTHLCSA Ha MPUCMEPTHOrO Ha JliKapHs-
HOMY JiXKY), a 3BYKOBI ecpeKkTV A1l nanaTu B liKapHi i iHLLIMX CLIEH HAXWBO CTBOPHOOTb
aKTOpW B MIKPO(OOHY, SIKi CTOSITb Ha Kpato CLeHU. dparMeHTU XUTTS rofIOBHOMO Nepco-
Haxxa nepefatoTb BifUYTTA 3anepeyeHHs XaxJIMBUX peyel, LWo BiadyBanucs y BCix Ha
ovax Ta yocoOsiotoTh iieto Tpaypy 3a cycnifibcTBoM, sike nomupae (Wilmer, 2013, p.192).

[pyrum TUNoBMM nocTapaMaTUyYHUM MNiAX0O0M B ipflaHACbKOMY TeaTpi € NoeaHaH-
HSl NOKYMEHTasIbHUX TEKCTIB i CBigYeHb YYaCHWUKIB MOAiN, aKkTyasbHUX OJ1s Cycrifib-
CTBa, Y LinicHy TeaTpasnizoBaHy nogito.

OfHi€eto 3 BCECBITHLOBIAOMMX TeaTpasibHUX KOMMaHii, MOCTaHOBKM SIKOT No6yn0BaHi
BiAMOBIAHO [0 03HaYeHoro nigxony, € «Brokentalkers» ([ly6niH) nig rosoByBaHHAM Xy-
DOXHIX KepiBHMKIB ®. KeHHoHa Ta I KiraHa. 3aBaaKku CBO€EpigHOCTI TBOPYOro MeToAy,
LLLO 3aCHOBAHMI Ha CMifIbHOMY NPOLeCi, HaBUYKaX i JOCBIOi BESIMKOI Ta pisBHOMaHITHOT
rpyny yYacHUKIB 3 Pi3HMX AUCLMMAIH Ta Npoddecii, BKIHOYHO 3 NpodhecinHUMmM Xyo0X-
HMKaMK, BUKOHaBL MM, iM3aiHepaMm Ta MMCbMEHHUKaMM, KOMMNaHis Bigoma K «<0fjHa
3 HanbescTpallHIlMX Ta HOBAaTOPCbKUX TeaTpanbHUX Tpyn lpnaHgii» (Brokentalkers,
2020), Aika po3pobnsic opuriHaibHi Ta OOCTYMHI MA4avy XUBI BUCTYNW, OOCHIOXYE
HOBI chopMY, LLLO KMAAIOTb BUKJIMK TPaAULIiHUM ifeonoriaM TeEKCTOBOro TeaTpy.

Pexucepcbki poboTu I KiraHa Ta ¢. KeHHoHa (BOHM € aBTOPaMM CLLEHIYHOMO TEKCTY)
BMPI3HAOTbCA 6a3yBaHHAM Ha [OKYMEHTasbHUX CBifYeHHsIX. Hanpuknag, oCHOBO
BucTaBm «CuHin xnonuuk» (TeaTp Jlip, HauioHanbHa akagemis gpamMaTUYHOro MucTe-
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uTBa TpiHiTi-koneaxy, 2011 p.), Aka NpUCBSAYEHA TEMI XXOPCTOKOr0 NMOBOOXKEHHS 3 OiThb-
MM B iHOYCTpianbHUX LUKONaX, Wo nepedyBanu nig PUCAUKLIED penirinHux opaeHis,
€ iHTepB'to 3 NpeAcTaBHMKaMM opraHisauii «Right of Place» (Kopk) Ta «Aislinn Centre»
(Oy6nin), AKi NpaLtooTh 3 AiTbMMU, O NMEPEXMII XXOPCTOKE NMOBOIXEHHS B LIEPKOBHUX
3aKnagax, a Takox 6esnocepenHiMmn XxepTBamMu Hacuns (YpUBKM LUX iHTEPB'IO po3i-
rpyrOTbCA Y BUCTaBI).

Pexucepn BWKOPUCTOBYHOTb Pi3HOMAHITHI MocTApamMaTuyHi npuitoMu (BigeokJi-
nu, poTorpadii, 3ByKo3anucu, LOKYMEHTU 3 iCTOPIT LLKOK, XopeorpadiyHy naHToOMiMY,
rpy akTopiB y Mackax) Ta penpeseHTaTUBHI cTpaTerii, Wob MakcuManbHO HabnusnTu
€MOLIIHWIA | BTINEHUIA OOCBIA MCUXONOriYHOI TpaBMM BHACMIAOK IHCTUTYLiOHANbHOrO
Hacunna B lpnaHgii. Heapaxaroum Ha Te L0 OCHOBOIO BUCTaBM CTasa ipflaHicbKa icTo-
pisi, Ha OYMKY pexwucepiB, BOHa € BogHo4ac rnobanbHo Ta NoKanbHO iCTOPIED Npo
3N10BXMBaHHA Bnafgoto. [. KiraH Ta ®. KeHHOH MO3uLioHYHOTb NMOCTAHOBKY SIK Haramy-
BaHHSA MPO Te, WO CYCMiIbCTBO Ma€ 3aBXAM JIMLIATUCA MUIbHUM LLLOAO MOTEHLINHUX
3M10BXMBaHb 3 60Ky HanbinbLl WaHOBaHMX MOro NpefcTaBHUKIB. Ha gymky ®. O'Tyna,
BMCTaBa 3aCBiuy€e «HAsABHICTb CEPO3HOI Ta NOCiIAOBHOI aflbTepHAaTUBM JliTepaTypHin
apami» (O'Toole, 2011, p.8).

Y nocTtaHoBUi noegHaHo xopeorpadito (E. Kein), xusy mysuky (L. Minnap), Mynb-
TUMeinHi ecdbekTn (amsanHep oceitneHHsa C. Ix. LLennc, 3Bykopexucep x. Koyn)
Ta KiHo (BineoausaiiHep K. YoTepc). M'aTepo akTopiB oAsarHyTi B YHiIGOpMY Ta Macku
TiIECHOrO KOMbOPY, WO PobAsiTh X «BUKPUBIIEHUMU Ta YyXKOPiLHUMU», CTUPAOUN iH-
OVBiOyanbHiCTb. BOHU He roBOpsTh, @ NINLLE pyXatoTbCsi B YHICOH B 03HAYEHi MaHepi —
dhirypu cxoxi Ha MapioHeTKK, AKUMM MaHINYOKTb Ta AKMX KNMAAoTh, Lo Bigobpaxae
6escunna giten nepef iIHCTUTYLiAMU. HasBa BUCTaBM «CUHI XNoNYmK» 3'aBunacs Je-
pes 4YyTKM Npo NpPUBKL HEMOBJIS, sIKe NOMepsio B ApPTaHCbKIN iHAYCTpianbHiN LWKOSi
(Artane Industrial School) — npo ue posnosigae criBpexwucep I. KiraH 6eanocepeiHb0
nig yac Buctaeu (BiH BUpic Henoganik Big [dy6niHa, a oro fif npawtoBaB TpyHapeM
1 0cobuCTO I34MB B ApTaH, 06 BUMIPATU TPYM 3a0MTOro B 03HAYEHIN LUKOJi HEMOBJIS).

Ha nymky K. [loHex'to, BUCTaBa € OiHUM i3 NPUK/aiB NPoLEeCy 3LiNeHHs Yepes apa-
MaTypriyHy MexaHiKy penpeseHTalLil B XXMBOMY BUKOHaHHi (Donoghue, 2018, p.579).

Binni YanT (Willie White) y BuctaBi «<Ek3ameH» («<bpokeHTankepu», 2019) (Crawley, 2019)
The Examination (Brokentalkers Theatre Company, 2019),
performed by Willie White (Crawley, 2019)
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BucTtaBa «Ek3ameH» («The Examination», 2019 p.) TeaTpanbHoi koMnaHii «bpokeH-
Tankepu» («Brokentalkers») — mokymeHTanbHa NocTaHOBKa, THOpEMHa gpamMa 3 pe-
anbHOro XMUTTHA, LLO NpUCBAYEHa NpobsiemMi piBHS OXOPOHU 3[0POB'Sl, 30Kpema ncu-
XiYHOro, B ipflaHACbKi Ta GpUTaHCbKIN NeHiTeHUiapHin cnyx6i. Y BucTtasi y dopmi
TeaTpanisoBaHOro iHTepB't0, OpraHi3oBaHOro Ta NPOBEeAEHOro TeaTpasibHOK KoMMa-
Hielo CniNbHO 3i WKOJOK icTopil YHiBepcuTeTCcbKOro Konepxy [y6niHa, 3 ocobamu,
AKi BiAbOyBalOTb [OBiYHE YB'A3HEHHS, OAMH i3 B'A3HIB NpocuTb f0 cebe rymMaHHOro
CTaBJIEHHSA — «He AIK [0 TBAPUHU B KJiTLi, @ IK [0 NOAWHWUY. [TOCTaHOBHMKY BUCTaBU
Mi3aHCLeHIYHO Bi3yanisyBasiM Ha CLEeHi Lie MpoXaHHA: NMPOMiHb NMPOXeKTopa BUXO-
NJoe 3 TEMPSABU repost B KOCTIOMI FOPUIK, KKy NMOHEBOJIEHO 3@ MMCbMOBUM CTOJIOM
(Crawley, 2019).

KonuwHin KoMik Y. YainT, skui Mmae ocobucTuin 0oCBif YB'I3HEHHS, Haf3BUYaNHO
opraHiyHo BTiNIOE OMBHY pPiBHOBAary — MOro KOCTHOM € YMMOCb cepefHIM MiX Xap-
TOM, NPOTECTOM i JOCUTb HE3PYYHOO /1A FYMaHHOrO CycniNbCcTBa NpoekLieto. Moro
obpas Baano BifTiHSAe nepcoHax I KiraHa, Akui 3'IBNSIETbCA Ha CLEHI B LUMKAPHO-
My KOCTIOMI, o6 noginutucs igesamu Y. JTom6po30 Npo «NpUpoaKEHOro 3/I0UMHLS»
(Len pexuncepcbkuii Xig, Lonomarae po3KpuUTTHO MPUXOBAHOT TEMU BUCTABU: NIIOACHKI
ynepemXeHHs IMWATLCS HemoMiveHnMu). Cxoxuit BogHouac Ha rpy6oro cnifyoro
Ta M'akoro myuntens I KiraH posnoBifae npo BracHuii goceig: 6arato pokis TomMy
Ha HbOIrO CKOINM XOPCTOKUI Hanapg YieHn HeBigomoi 6aHAaw, | Moro nosuuis Bigkpu-
Ba€ Haf3BMYalHO rocTpi MUTaHHS, MOB'A3aHI 3i 3/I0MMHOM Ta Kapor. BiH kaxe npo
CBOIX HanagHUKIB: «f xouy, W06 ManeHbKi BUGNOAKN CTpaXdanu», — Ha LWwo Y. YanuT
BignoBifgae: «OKO 3a OKO NyuLLe NWLIAe BCiX CAiMMMM». MUBUHHICTD peXnUcepcbKoro
3afyMy posKpuBae Bpana cueHorpadis Ta cueHiuHe ociTneHHs (C. Jogn): y npo-
CTOpI cueHK, Ha YopHoMmy Ti 6e304HI OCBITNOETLCSA Bina Aekopadis, Wo Haragye 3a
dopMoto KpULWTasb i BUKOHABLiIB. MalcTepHe BUKOPUCTAHHS BifeoMenniHry (Bigeo
I FoypaHa NpoeKTYETbCS Ha 3a[HIO YaCTUHY feKopallii) y NOCTaHOBLi YHAOUHIOE CU-
CcTeMy opraHisauii po6oTu neHiTeHUiapHOT CnyX6u, o CBOEI Yeproo Mae CroHyKa-
TW CYCNiNbCTBO [0 NMEPEOCMUCTIEHHS MeMYHOro 3abe3neyeHHst B'A3HNLb, Ta WNP-
e — Npo PO3YMIHHS Kapy 3a 3/I04MH | BUMPaBJIEHHS 3/I0UMHLISA.

Pexucepu MancTtepHo noegHanu Giorpacito, couianbHO-NOAITUYHMIA QUCKYPC Ta
3axonnunBy TeaTpasibHy NOCTAHOBKY, NparHyyy HafaTu NpaBo rosiocy Til YacTUHI cy-
CriNbCcTBa, AKY 3a3BMYalt irHopyoTb. BuctaBa «EkaameH» cTana nepeMoxuem dec-
TuBasnto Dublin Fringe Festival y HomiHauiax «Kpawa BuctaBa» Ta «Kpaluii BUKOHa-
Beub» (The Examination, 2021) i € ogHieto 3 nocTaHOBOK, B AKiN I KiraH (Gary Keegan)
Ta ®. KenHoH (Feidlim Cannon) 3BepTaloTbCs 4O MeTaHapaTuBIB.

Y nocTtMofepHiaMi MeTaHapaTuBK (Lie MOHATTA B HAyKoBUiA 06ir yBiB X.-®. JlioTap
y npaui «CTaH noctMoepHy» B 1979 p.) — Benukuit HapaTue (Bepb6anibHe BUKNAEH-
HS1 MOAIN, WO CTBOPIOETLCA ONOBIiAAaYeM, 3BaXaroumn Ha 3afaHui piHan, a noro amicT
He Ma€ MepLloaXepPesibHOro CeHcy, BiH 3aBXAM BiOHOCHWUM | 3aneXuTb Bif, iHTepnpe-
Tauii onoBifayeM MOAiN, SiKi ONUCYIOTBLCS, @ rNsAay MoXe NMo-CBOEMY CnpuUMaTu
M iHTepnpeTyBaTH, BiAMNOBIAHO CTalO4YM MOro aBTOPOM), MeTAOMNOBIAaHHS abo Besin-
Ki onoBifaHHsA, AKi BU3HAYalOTbCA K MaKCUMMallbHO LUMPOKI MOSICHIOBaJIbHI CXEMMU,
rno6anbHi dinocodcbKi JOKTPUHY, LLLO CTAHOBASTL AUCKYPC A06U Ta NOSICHIOKTh i
CYTHICTb i «BeNiMKi npoekTu» (bapkos u 3yokos, 2018, c.6).

ISSN 261

6-759X (Print), CTpenbyyk, B., boknaH, M., [NosHak, A. MeTaHapaTuBK IpaHACBKOro
ISSN 261 7-1

236 (Online)  mocTApaMaTUYHOro TEATPY B KOHTEKCTI MOCTaHOBOK [ KiraHa Ta ®. KeHHoHa



Bulletin of Kyiv National University of Culture and Arts.
Series in Stage Art 2021 - 4(2) - pp.153-162

Y BnacHux noctaHoBkax I. KiraH Ta ®. KEHHOH HABMWCHO YHUKAIOTb Y4iTKOro aHani-
3y TOi couianbHOI Npo6iemMu, LLO cTasila OCHOBO CLIEHIYHOMO TBOPY, MparHyyu penpe-
3eHTyBaTW MeTaHapaTuMBW, IKi OMUCYIOThb He LLO iHLUe, IK ICTOpIt0 NIoACTBA.

BucHoBkmu

Po3BuBatoum HOBi cnocobu nocTapamMaTUYHOT ApaMaTypril ipnaHacbkui TeaTp pe-
npe3eHTye MUOUHHI 3MiHK, WO BiaOyBalOTbCA B ipNaHACbKOMY CYCMiNIbCTBI Ta KyJb-
Typi, @ B MOCTaHOBKax MifinMatoTbCs akTyasbHi colianbHi NUTaHHSA, WO BUMaratoTb
po3B'AI3aHHA. Y npoueci AOCNiOXeHHS BUSIBNIEHO, WO XapaKTepHMMK nocthpamMa-
TUYHUMU Nigxo4aMu B ipfaHACbKOMY TeaTpi €:

— po3pobka NOCTaHOBKM Ha OCHOBI NEBHOT TeMM 3acobamMmn aKTOPCbKOT iMnpoBisaLii;
— MNO€fHaHHA LOKYMEHTasNlbHUX TEKCTIB i CBifYeHb YYACHUKIB MOLiN, aKTyaslbHUX
OJ1s1 CyCninbCTBa, Y LiNicHY TeaTpanizoBaHy nopgito.

Pexwucypa I KiraHa Ta ®. KeHHOHa, cMiB3aCHOBHUKIB i Xy[0XHiX KepiBHUKIB Te-
aTpanbHoi komnaHii «Brokentalkers», — sickpaBuit npuknag gpyroro nigxony, a ix
BUCTaBM BifobpaxatoTb He nuwe TpaHcdopmauil TeaTpanbHUX BidyanbHUX opm,
a " HoBaTOpCbKe CTaBJIEHHSA [0 couianbHux npobnemM. Cneundikoro pexmncepcbKoro
6ayeHHs € YHUKHEHHS YiTKOro aHarni3y coulianbHoi npobnemMaTrky Ta NepeKkoHIMBOro
nnaHy il po3B'si3aHHSA — YHUKaKOUM 3aMKHYTOCTI, BOHU KA Tb BUKJIMK MeTaHapaTu-
BaM, L0 CNpUsE MOCUJIEHHIO IHTEPrpeTaTUBHOI aKTUBHOCTI rsifada. BnacHuMm kpe-
aTVMBHMM MigX0o[40M BOHM 06'eiHaNM MOJIOAMX aKTOPIB A1 aKTUBHOIO BUHAWEHHS
HoBMX cnocobiB oyHKLiOHYBaHHS TeaTpy B Ny6niYyHOMY Ta couiasibHOMY NPOCTOPI.
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METAHAPPATUBbI UPTAHACKOIO MOCTAPAMATUYECKOIO TEATPA
B KOHTEKCTE MOCTAHOBOK I. KUTAHA U ®. KSHHOHA

BukTtopus Ctpenbuyk'?, Hukonait boknan?, Aptem Mo3Hak>?

T kaHAMAAT nefarorn4ecknx Hayk, npogeccop; e-mail: maximile@ukr.net; ORCID: 0000-0002-8516-5829
2 HapoAHbIV apTUCT YkpaunHbl; e-mail: boklan1963@gmail.com; ORCID: 0000-0001-7550-245X

3 e-mail: licum@ukr.net; ORCID: 0000-0007-6308-2152

@ KueBCKUI HayMOHa IbHbIN YHUBEPCUTET Ky/IbTypbl U UCKYCCTB, Knes, YkpanHa

AHHoOTauus

Llenb uccnepoBaHus — BbISIBUTb TEHAEHL MM Pa3BUTUA MOCTApaMaTUYeckoro TeaTpa B MpnaHgum
Ha npuMepe MOCTaHOBOK Begywimx pexuccepoB [ KuraHa u &. KsHHoHa. MeTtoponorus
uccnefoBaHusa. puUMeHeH TeopeTudeckuii MeTop (ons o6obLieHns maTepuana, KOTOpbIi
aHannsupyeTCcABUCCIe[0BaHU CLIENbHO BblAeNeHNsI OCHOBHbIX TeHAeHLMAMOCTApaMaTUYeckoro
TeaTpa WpnaHouu); MeTo[, CUCTEMHOro aHanusa (A5 pacCMOTPEHUSI MOCTLPaMaTUyecKoro
TeaTpa Kak CUCTeMbl, @ Take CTPYKTYpPUPOBaHUs M aHan13a ero NpueMoB); MeTo[, KOTHUTUBHOIO
aHanusa (ons BbISIBNEHWUS pPasnMumMii MexXay nonynsipHbIMK NOAX0A4aMK NMOCTAPaMaTUYecKoro
TeaTpa B VpnaHgum); MeTof, UCKYCCTBOBELUYECKOrO aHanun3a (OJis BbIB/IEHUS] PEXUCCEPCKON
MeToposnorum I KuraHa n ®. KaHHoHa); MeToq, TeopeTuyeckoro 0606LueHus. HayuyHasa HOBU3Ha.
WccnepoBaHo pa3BuTye nocTapamaTuyeckoro Teatpa B Mpnangum B Havane XXI B.; paccMoTpeHa
LeATeNbHOCTb CaMbIX WM3BECTHbIX WPMaHACKMX TeaTpasnbHblX KomnaHuui «Corn Exchange»
n «Brokentalkers»; npoaHanuavpoBaHbl NOCTaHOBKM, Takue Kak «3K3aMeH» U «CUHUI ManbumK»,
pexwuccepos I KuraHa u ®. KaHHOHa 1 BbisiBNeHa crneyudmka nogxona noctapaMaTuyeckoro
TeaTpanbHOro MCKYCCTBA B KOHTEKCTe aKTyanusauuu coumanbHow npobrnemaTuku. Bbisoppl.
PasBuBasi HoBble cnocobbl MOCTAPaMaTWYecKoi [ApamMaTypruu, MpraHAckui TeaTp cTan
CpefCcTBOM perpe3eHTauun ryOuHHbIX W3MEHEHUWI, KOTopble MPOUCXOAST B MPaHACKOM
obLiecTBe M KynbType, a B NOCTaHOBKaX MOAHWMAlOTCS aKTyaslbHble COLMasibHble BOMPOCHI,
TpebytoLime pelleHus. MiccnepgoBaHue BbISIBUIO, YTO XapakKTepHbIMU MOCTApPaMaTU4ecKUMU
noaxofamMu B UpnaHACKOM TeaTpe ecTb: pa3paboTka NnoCTaHOBKM Ha OCHOBE ornpeAesieHHON TeMbl
CpeAcTBaMM akTepCKOM MMMPOBU3aLMK; coYeTaHne [OKYMeHTaNbHbIX TEeKCTOB U CBUAETENIbCTB
YYaCTHUKOB COObITUN, aKTyasnbHbIX A5 0OLLecTBa, B LieIOCTHOE TeaTpasM3oBaHHoe cobbiTue.
Pexuccypa I KuraHa n ®. KaHHOHa, coyupepuTenein M XyOOXeCTBEHHbIX PyKOBOAMTENEN
TeaTpanbHOM KomnaHwu «Brokentalkers», — sipKui MpuMMep MHOrO, HOBOrO MOAXoda, a WX
npeAcTaBfeHUs OTPaXaktT He TOMbKO TpaHcdopMauuu TeaTpasibHbiX BU3YaslbHbIX OOpM,
HO M HOBaTOPCKOe OTHOLUEHWEe K coumasibHbiM npobnemMam. Cneundukon pexmnccepckoro
BUAeHUs siBNsieTcs n3bexxaHue YeTKOro aHanmsa couuanbHow npobnemaTukn U y6eauTenbHOro
nnaHa ee peleHuss — usberas 3aMKHYTOCTW, OHWM 6pocatoT BbI30OB MeTaHappaTuBaM, YTO
crnocobCTBYET YCUIIEHUIO MHTEPNPeTaTUBHOM akTUBHOCTM 3puTens. CoOCTBEHHBIM KpeaTUBHbIM
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Abstract

The purpose of the article is to identify trends in the development of post-dramatic theatre in
Ireland on the example of productions by leading directors G. Keegan and F. Cannon. Research
methodology. The authors of the article applied a theoretical method (to generalise the material
analysed in the study in order to highlight the main trends of post-dramatic theatre in Ireland); the
method of system analysis (to consider post-dramatic theatre as a system, as well as structuring
and analysing its techniques); the method of cognitive analysis (to identify the differences between
the popular approaches of post-dramatic theatre in Ireland); the method of art studies analysis
(to identify the director's methodology of G. Keegan and F. Cannon); the method of theoretical
generalisation. Scientific novelty. The development of post-dramatic theatre in Ireland at the
beginning of the 20th century is studied; the activities of the most famous Irish theatre companies
Corn Exchange and Brokentalkers are considered; such productions as The Examination and The
Blue Boy directed by G. Keegan and F. Cannon are analysed and the features of the approach
of post-dramatic theatrical art in the context of the actualization of social issues are described.
Conclusions. Developing new ways of post-dramatic drama, Irish theatre represents the profound
changes that are taking place in Irish society and culture, and its productions deal with current
social issues that require solution. The study reveals that typical post-dramatic approaches in
Irish theatre are: the development of a production based on a specific topic by means of actor's
improvisation; the combination of documentary texts and testimonies of participants in the
events that are relevant to society into a holistic theatrical event. The work of co-founders and
artistic directors of Brokentalkers theatre company G. Keegan and F. Cannon is a vivid example of
a creative approach, and their performances reflect not only transformations of theatrical visual
forms, but also innovative attitude to social issues. The special feature of the director’s vision is to
avoid a clear analysis of social issues and a convincing plan for its solution — by avoiding isolation,
they challenge the metanarratives, which helps to increase the viewer's interpretive activity. Using
their own creative approach, they brought together young actors to actively invent new ways of
functioning of the theatre in public and social space.

Keywords: Irish theatre; post-dramatic theatre; G. Keegan; F. Cannon; metanarrative; society;
spectator
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AHoTauyis

Meta pocnipKeHHs — 3[0INCHATU MOPIBHSNbHUIA aHanis o0cobnMBOCTEN BUKOPUCTaHHS GOMOBUX
MUCTELTB Ha TeaTpasibHill cueHi Ta B KiHemaTorpacpi. MeTtoponoria pocnigyxeHHa 6a3yeTbcsi Ha
iICTOPUYHOMY, CTPYKTYPHO-aHaNiTUYHOMY, KOMMapaTUBHOMY Ta MMWCTELTBO3HABYOMY Migxomax.
HoBu3Ha pocnigKeHHs. 3Baxaluu Ha CBITOBY Ta BITUM3HSAHY CLEHIYHY Ta KiHemaTorpadiuHy
npaKTUKy, MOPIBHSIHO 0COBNMBOCTI 3aCTOCOBYBaHHSA B HUX 60MOBMX MUCTELTB. BucHoBkM. MucTeLTBO
cLeHIYHOro 60t y CBOI OCHOBI 'PYHTYETHCS Ha BiiCbKOBUX GOMOBUX MUCTELITBAX, LLLO NiATBEPAXYOTb
SIK niTepaTypHi nepwomxepena, Tak i ¢akTu 3 Biorpadinn BUAATHUX aKTOpiB-BUKOHABLIB GOMOBUX
cueH Yy KiHO. TexHika BWMKOHaHHSI cLeHiYHoro 6ot nepefnbayae BUKOPUCTAHHS MPUIOMIB 3 PI3HUX
BUAiB OOMOBMX MMUCTELTB, OfHAK Ha KOPUCTb CTBOPEHHsI OiNibLiol BMPasHOCTI Ta 3abesneyeHHsi
nigBULLEHHA piBHA Ge3neky as BUKOHaBUiB. [lo ocob6nuBocTel BUKOHAHHS GOMOBUX CLEH y TeaTpi
MOXEeMO 3apaxyBaT 0OMexXeHuWi NPOCTip A1 BUKOHaHHS 60MOBUX NPUIAOMIB, 3yMOBEHUI po3MipamMm
CLEHIYHOro MangaHuMKa; OOMiHyBaHHS! Bi3yaslbHOr0 CMPUMHATTS rnsifadeM cueHu 6ot hakTUYHO
3 €JMHOro pakypcy — rnsfaLbKol 3anum; OCKilbKKM irpoBa clieHa 600 y BUCTaBI, K NpaBuio, 3aiiMae
HebaraTo 4acy, Bif, BUKOHaBLIB He BMMarawTb YMiHHSI [OCKOHas0 BUKOHYBaTW 3HAYHUN MNepesnik
NpUINOMIB CLIeHIYHOro 60to; Ha NMocTaHOBKY GOMOBOT CLiEHM aKTOpW TeaTpy 3a3BUYail MakTb 3HAYHO
GiNblUe peneTULIHOIO Yacy, HiX akTopu KiHO; TeaTpasibHi akTOpU He MatoTb NPaBO BUKOPUCTOBYBaTH
y6ni, TO6TO B HUX € NnLLe ojHa cnpoba BUKOHATM NocTaBneHe 3aBhaHHs. i Yyac nocTaHOBKK 6OM0OBUX
cLeH y KiHemaTorpadi 3fe6inbLuoro Hemae o6MeXeHb Yy MPOCTOPI, CLIEHY MOXHa 3HIMaTH B Byib-iKOMY
pakypci, a B pasi HeB[anoro BUKOHaHHs1 6OMOBOIO TPHOKY 3aBXAU MOXHa BiA3HATU Lie ofuH Oy6nb,
[l0 TOro X CLeHy MOXHa npukpacutu creledektamy Ta KOMM'loTepHoto rpadikoto. Y kiHemaTorpadi
B aKkTopa Mae 6yTu yypnoBa hisuyHa NifroToBKa, BiH Mae BMIiTU KOPUCTYBATUCS 3HAYHOK KiNbKiCTHO
pi3HOMaHITHOI 306pOT Ta BOMOAITU LUMPOKUM [iana3oHOM HaBUMYOK 3 BOMOBKUX MUCTELTB, HE3BaXakum
Ha TOM haKT, LU0 € Kackafepw, siKi 3[aTHI BUKOHATM Te, LLLO He BMie akTop. [MonynspHicTb akTopa 3anexuTb
Bi[l piBHS MO0 BUKOHABCHKOT MaiCTEPHOCTI Ta, 30KPEMa, BOMOLiHHS MUCTELITBOM CLIEHIYHOO 60to.
KntouoBi cnoBa: MUCTELITBO CLiEHIYHOro 60t0; TeaTpasibHe MUCTELTBO; KIHOMUCTELTBO
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MocTaHoBKa npo6nemu

CyuacHum TeaTp i cyyacHUn KiHemaTorpad MatoTb BEIMYE3HUI [OCBIf Y CTBOPEH-
Hi PiSHOMaHITHUX BUA0BULLHMX POPM, | B LEHTPI LIbOro NpoLiecy rosloBHo cirypoto
3anvliaeTbcs NocTaTb akTopa. CaMe akTop € LieHTpasibHO [iNoBOK 0Cc060H0 BCiX
pi3HOXaHPOBUX OINCTB TeaTpy, KiHO | TenebayeHHsi. MucTelbKa LisIbHICTb akTopa
TeaTpy Ta KiHO noTpebye BigNoOBiAHMX HABUYOK, YMiHb | HABYTUX NPOdECINHUX KOM-
neTeHLin. He ocTaHHe MicLie Y TBOPYIl OisNIbHOCTI akTopa Nocifae cueHiYHMM Gi, Lo
notpebye KPoniTKOI monepeaHbOT NiAroTOBKMU.

CborogHi B YkpaiHi 6pakye daxiBLiB-NOCTAaHOBHUKIB cLeHiYHMX 60iB i npode-
CilHMX BMKOHaBLiB. MNpodinbHOI MigroToBKO criewianicTiB (akTopiB i pexucepis-
MOCTaHOBHMKIB) 3aiiMaloTbCA B HaLLiN KpaTHi Nvlle TPy 3aKnaau BULLOT ocBiTK: Haui-
OHasnbHa akafeMisi KepiBHUX KaapiB KyNbTypu i MucTelTB, KUIBCbKMUIA HaLliOHaNbHUI
YHIBEPCUTET KyNbTypu i MUCTeLTB Ta KUIBCbKUIA HaLliOHaNbHUI YHIBEPCUTET TeaTpy,
KiHO i TenebayeHHs iMm. |. K. KapneHka-Kaporo. MNpoTe HaBYanbHWIA NpoLec He nepen-
6avyae onaHyBaHHSI BY3bKOMnpodifibHMX HaBUYOK KackapepcbKoi npodpecii. OgHak,
o6 MaTh MOXIMBICTb 3p0OMTKM Kap'epy Kackaepa Y1 NOCTaHOBHMKA TPHOKIB Y KiHO
abo TeaTpi, OKpiM MpodiNIbHOI aKTOPCbKO-PEXMCEPCHKOI OCBITH, «3a C/IOBaMWU Au-
pekTopa [enaptaMeHTy npocptexoceiTn MOH B'suecnaBa CynpyHa, noTpibHo MaTtu
3BaHHSA MalcTpa CnopTy 3i CMOPTUBHO-TPHOKOBUX HanpsAMIB: akpobaTuku, niaBaHHsA
(sBMyaltHoro Ta nigBoAHOro), 60poTLOM, aBTOMOTOCMOPTY, asbMiHi3MYy, MapaLlyTHOro
criopTy Towwo» (MaBntokoBa, 2014). 3azHauMMo, WO NMLLe eanHa B YKpaiHi WKona
KackafepiB Ha 6asi TeaTpy-lwkonu «O6pa3» NPOMNOHYe OKPeMMI crneLianisoBaHuUii
KacKaLepCbKUin HaB4YasnbHUM Kypc.

HaTomicTb B YKpalHi, oOKpiM crieuianisoBaHUx HaBYaNbHUX 3aK1a4iB OCBITH, TAKOX
Opakye HayKOBO-AMAAKTUYHOro OCMUCIIEHHST Npobnem cdhaxoBol MifroToBKM crewia-
NicTiB 3i CLEHIYHOro pyXy, cueHiyHoro 60oto, Kackagepcbkoro MMcTeLTBa.

AHani3 octaHHix gocnig)keHb i nyénikauii

MepLi nuceMoBi poboTy, Wo 36epernvca [o HALWOro Yacy (TpakTaTu, MaHyCKpU-
M Ta hexTbyxn — KHUMM 3 hexTyBaHHS), NPUCBAYEH] TeXHili BeaeHHs 6oiB, Hane-
XaTb 0o enoxu CepefHbOBIYYA. Y Lei yac Hanbinbll paHHA BigoMa eBponeicbka
poboTa 3 €ANHOBOPCTB — CTBOPEHMI HEBILOMUM aBTOPOM Ta iIIOCTPATOPOM TBIp,
natoBaHuit KiHueM XllIl cTopivus, «Bexa ®exTtbyx» («Tower Fechtbuch») a6o «[ocib-
HUK 3 Banbnyprica» («Walpurgis Fechtbuch (MS 1.33)»), Bigomuii TakoX nif Ha3Bo
«PexTbyx 1.33» («<Fechtbuch 1.33») (https://collections.royalarmouries.org). BiH € nyxe
3HaUyLMM SIK HaWZaBHIWWA 3 BiJOMUX Ha CbOrOLHI KHUI, MPUCBAYEHUX MUCTELTBY
6010 Ha Meyax, L0 ONMCYE TeXHIKY «Meu | Baknep'». [0NOBHUI repon — Le CBALLEHHUK
(sacerdos), skuii HacTaBnsie Mosiody NtoAuHy (scolaris, discipulus) y cuctemi dexty-
BaHHSA. KoXHa cTopiHKa po3fifieHa Ha ABi CLLEHM, LLLO IIFOCTPYHOTh Pi3Hi cnocobu 3axu-
CTYy 1 060POHU, HaAManboBaHi YOPHUIIOM | akBapesuIo. KoXeH pyx onMcaHo NlaTUHOH,
ane 3 6araTbMa TEXHIYHUMU TEPMiHAMU, 3a3HAYEHUMM HIMELIbKOIO MOBOtO (puc.1).

! baknep — ManeHbkui, 20—40 cM B fiamMeTpi, nepeBaxHO MeTaneBuii Kpyrinm LWuT.
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Puc. 1. dparmeHT MaHyckpunTy «dextoyx 1.33» (https://collections.royalarmouries.org)
Fig. 1. Fragment of the manuscript “Fechtbuch 1.33"

Y MoHorpadiT A. B. OBUMHHIKoBa «CLeHiuHe doexTyBaHHA» (2017, ¢.134-135) HaBe-
OEHO PO3LUMPEHMUI CMIUCOK CepeaHbOBIYHUX MaHYCKPUNTIB i3 ddeXTyBaHHS, TEXHIKK
NULLAPCbKUX TYPHIpPIB, BONIOLIHHS OBOPYYHUM MEYEM, TECAaKOM, KMHAXANOM, COKMU-
poto, WNUTOM, @ TaKoX CYTMYOK KiHHMX nvuapi. Cepep Hux: Mayntoc XekTop Maiip,
1550 (Paulus Hector Mair); XaHc Tanbxodbdpep, 1459 (Hans Talhoffer); Mitep ®onkHep,
1695 (Peter Falkner) Ta iHLui.

Maiixe BUYEPNHUIA CMUCOK BiBOMUX 36epexeHunx npaub 3 NMTaHb EBPOMNENCHKOro
niworo 6oto nepioay KiHua Xl — noyatky XVII cToniTT MoXHa 3HalUTK Ha calTi Aco-
Liauii peHecaHcHuX egmMHo6opcTB (ARMA) (Clements, 1999-2001).

Y XIX cToniTTi 3'ABNAIOTLCA APYKOBaHI BUAAHHS, B SIKUX 3aK/lafatoTbCs TEOPeTUY-
Hi OCHOBM 60MOBUX MUCTELTB. OfHiet0 3 TakMX NpaLb cTaB «TpakTaT 3 hexTyBaHHSI»
iTanincbKoro TeopeTrka Ta MancTpa 3 pexTyBaHHA AnbbepTo MapkioHi (1847).

[0 npoBigHMNX cyyacHMX OOCHigHUKIB eBponenicbkux 6oiB CepenHboBivYa Ta Pe-
HecaHCy MOXHa 3apaxyBaTu bapTnomes Banyaka (2008), FaHca-liTepa Xinca (1987)
Ta Xbto T. Haitta (Monopgworo) (2009; 2008).

dyHOaMeHTanbHUM AOPO6GKOM 3 NUTaHb TEOPIT Ta METOANKU CLEHIYHOMO pyXy, Be-
[eHHs cueHiYHoro 6010 pafsHCbKOro nepiofly cTanu npali BUAATHOro TeaTpasibHOro
neparora |. E. Koxa (1901-1979). Moro HaBYanbHwit NOCIBHUK A1 CTYAeHTIB 3aKkna-
niB BULLOI 0CBiTK «CLeHiuHe drexTyBaHHA» 1948 poKy BUAAHHA YA0CKOHaOBaB py-
XOBY KyJIbTYpYy CTYLEHTIB TeaTpanbHUX HAaBYaJIbHUX 3aKNag,iB, BKIIFOYHO 3 ONaHyBaH-
HSIM HaBMYOK cLieHiYHoro 6oto. [MoHag N'aTAecAT POKIB BiH CNyryBaB €4UHWUM MOBHO-
LiHHMM NOCIBHMKOM Y Taki ocobnmBin cdepi TeaTpasibHOI TBOPYOCTI, IK CLIEHIYHE
dextyBaHHA (Kox, 2008).
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Teopisi cueHiyHoro pyxy Ta nnactuku B CPCP novana posBuBaTUCA B Yacu po3-
KBITY TeaTpy Ta KiHO, 30kpeMa B 70—80-Ti poku XX cTonitTa. He oHe MOKOJiHHS
akTopiB Ha TepeHax CPCP i nocTpafasiHcbkux pecnybnik BUXOBYBaNIOCA Ha KHUXKKaX
3i cueHiyHoro pyxy uboro nepioay I. E. Koxa (1970a; 19708). lNpo HeobXigHicTb Tex-
HiIYHOI MigroTOBKM aKTOpiB A0 BUKOHaHHSA 6OMOBUX cLeH Y BucTaBi nucas . Enbkic
(1973, ¢.29-31) y xypHani «YKpaiHCbKUiA TeaTp».

[0 'pYHTOBHUX Cy4acHWUX AoCigXeHb NMTaHb Teopil, icTopil, NOCTaHOBOYHMX NpaK-
TUK CcLieHiYHoro 60t Ta NnpobrnemM onaHyBaHHS MeTOAMK BeJleHHs1 60iB MOXeMOo 3apa-
XyBaTu po6oTtu A. [l. MoBLuoBuya (2007), B. B. KongpaTtbeBa (2009), 10. 10. CeHuykoBa
(1998), E. A. Tapaca (1999), A. B. OBunHHikoBa (2017) Ta iHwwux. [lo nepeniky nepco-
Hanin cy4YacHuX yKpalHCbKuX dhaxiBLiB 3i CLieHIYHOro 60K TeopeTMKO-MPaKTUYHOro
crnpsiMyBaHHsi  3apaxoByemMo B. K. A6asonyno (1986), A.O. Macnoa-JlucuykiHa
(2014), H. B. Maibopogy (2018), 0. 0. CtapocTiHa (2019) Ta iHLWKX.

MpoaHanisyBaBWwyM icTopiorpadito nNpegmeTa [OCHIOXKEHHS — CLEHiYHi 6o1oBi
MUCTELTBa, MOXHa CTBepAXyBaTH, WO Hapasi B Cy4yaCHOMY MUCTELTBO3HABCTBI
Opakye r'pyHTOBHOro npefMeTHOro BUBYEHHSI 0COGIMBOCTEN BMKOPUCTaHHA BoWo-
BUX MUCTELTB Y CLLEHIYHUX TBOpaX i B KiHeMaTorpadi.

MeTa pocnigxeHHA — 30IACHUTM MOPIBHSANIbHMI aHanisa 0cobnmMBOCTEN BUKOPU-
CTaHHs 6OMOBUX MUCTELTB Ha TeaTpasibHii cLeHi Ta B KiHemaTorpadi.

Buknag, oCHOBHOro matepiany

CueHiyHMi 6in AIK cKlafoBa akTOPCbKOI MalcTepHOCTI 3'ABUBCS TiNbkK B XX CTO-
niTTi. MNpoTe Le He € CBigYeHHAM BiACYTHOCTI 60MOBMX CLEH Yy BUCTaBax A0 LbO-
ro nepiogy. HaBnaku, BOHM 3aBXAW Manu Haf3BUYAMHO BUCOKY LiHHICTb. [Momi6Hi
CLIeHM HIKONMM He 6yayTb BUMAAKOBMMW UM HEBAXJIMBMMMK Yy TBOPI XOPOLIOro Apa-
MaTypra, afxe 6oioBa cueHa €, 6e3nepeyHo, BaXJIMBOK Ta HEBi'€MHOK 4acTu-
HOI BUCTaBW. Y TakoMy pasi KOHGAIKT MiX cTopoHamMu HabyBae anoreto Ta BTi-
NOETbCA Y BiaKpUTOMY hisyHOMY BOMOBOMY MPOTUCTOSAHHI. Y KNacuMyHKX n'ecax
cueHn 6oto NpunagatoTb Ha KyJbMiHauito fil, ska po3BepTae CHOXETHUI Xif 30BCiM
B iHLLMNA BiK.

A. B. OBYUMHHIKOB, aHani3yroun OCHOBHI XapaKTepUCTUKM cLeHiYHoro 6oto, hopmy-
Nto€ iBa NOro OCHOBHMUX MPUHLMUMK:

«JlieBiCTb Ta BMTOHYEHICTb apceHasny TexHiYHux npuinomis. LieBicTb, —
aprymeHTye pJaini aBTOp, — OCHOBa iCHyBaHHSl aKkTopa Ha ManfaHuu-
Ky. Ta ocHoBa, fika nepepnbavae 6e3yMOBHY B3aeMOJil0 3 MapTHEPOM.
[..] OieBicTb — AK OCArHEHHA MNOCTABMIEHO! METW. |, AKLLLO MeTa NnepcoHa-
Xa 3[400yTn nepemMory B NOEAMHKY, To 1oro ais (i disuka, i ncuxika) dyne
HanpaBfieHa Ha LOCATHEHHSA Liel MeTU 3 BUKOPUCTaHHAM MaKCUMasbHOI
KiNbKOCTi HEOOXiAHMUX O4N1A LbOro NpucTocyBaHb, TOBGTO PiBHOMAHITHOCTI
TeXHIYHMX MpUNOMIB, WO i NpuBHece B Bii Kpacy, afie Kpacy CripaBXHIo,
a He HagyMaHy. [..] Kpim Toro, sik 3Haemo, gis noBMHHa ByTu NpoAyKTUB-
Hoto. flkpa3 NMpPoAyKTMBHICTb — TOOTO He BUTPayaHHSA Yacy fapeMHo, Ha
Lorony nceBao BUpA3HocCTi, [..] 3po6UTb CLeHiYHWI NOEANHOK BULOBULL -
HWUM, OVHAMIYHUM, eMoUiHUM». (OBUMHHIKOB, 2017, ¢.7-8)
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Ha cborofHi B TeaTpasibHOMY MUCTELTBI 3aCTOCOBYIOTb CLieHIYHE hexTyBaHHS Ta
CLIeHiYHMI Gin 6e3 36poi. Y 3B'A3KY 3 TUM, LLLO B T€aTpi JOCUTb YacTo CTaBNATb Kia-
CUYHY [pamaTyprito, NepeBaxHO 3aCTOCOBYIOTb CLieHiUHe DexTyBaHHA Ha Lunarax,
piawe — doexTyBaHHA Ha Meyvax.

OpHieto 3 BnactuBocTen popmu 6oto 6e3 36poi € 1i pisHOBIYHICTb. Lle, 30KkpeMa,
i 3BMYaNHWUI Nsinac, TOBYOK abo ygap B 06/M4usi, a Takox mMacoBui 6ih 3 BUKOpUC-
TaHHAM Pi3HUX npuitomis Gooeux mucteuTs (Mopososa, 1970).

3 oAHoro 60Ky, pi3HULSA MiX cueHiYHUM 6oeM 6e3 36poi Ta chexTyBaHHSAM MNons-
rae B HasiIBHOCTI 6e3neYHimnx TeXHIYHUX NpUNOMIB. 3po3yMino, Lo yaap Kynakom
6inbw 6e3neYHni, Hix yaap wnaroto abo wabnero. 3 iHWOro 60Ky, TiIbKKM aKTopcbKa
TexHika cueHiYHoro 600 fae 3Mory noctaBuTu 6ir 63 3acTocyBaHHA 30poil Ha CLIEHI.
MpoTe ypapoM Kynaka 3a3Bu4yai yOuTM BaXKO, Xo4a MOXHa TpaBMyBaTu apTucTa
(Mopo3zoBa, 1970). 3Bigcy BUNNNBAE, WO TYT HeoBXigHO 3acTOoCcyBaTU He CMPaBXHI,
a yaaBaHi npuinomu yaapis.

OCHOBOM AN1A TaKMX yAaBaHUX NPUAOMIB CNyrytoTb NPUINOMM YAAPIB 3i CMPaBXHIX
6oioBMx MUCTeUTB. MoTPIOHO TiNbKKU MiHIMI3yBaTK (aB0 AKLLO MOXJIMBO, TO BUKJIO-
4YuTY B3araJsi) HeraTUBHI HACMi KK Big OTPUMaHHS LMx 60MoBUX yaapiB, AKi nepeBax-
HO BMXOAATb 3a MeXi floNyCTUMOrO Ha cLeHi. Lie cBifunTb Npo Te, Wo AN CLeHIYHOo-
ro 60t0 BOHM MatoTb BYTM 06epHEHi Y (hOpMY YMOBHOIO BUKOHAHHS.

TpaHcopmoBaHuin 601MoBUIA NMPUIOM, afanToBaHW [0 cLeHiYHoro 6oto, sBsie
€060t NNIAacTUYHUI TPHOK, Lo 6a3yeTbCs Ha 30pOoBiN iNto3il. byab-SKuit nnacTUYHUMn
TPIOK Mae BifgnoBigaTu OBOM Hepo3finbHUM npaBunam. Mo-nepue, 6yTu Makcu-
ManbHO 6e3neyHnM; No-apyre, npaBaonomibHUM. B 0CHOBY peanicTUYHOCTI TPOKY
NoKNafieHO MakKCKUMaslbHY CXO0XICTb PyXiB YMOBHOIrO MPUAOMY 3 pyXxamu OpuriHasb-
Horo 60MOBOro MPUMIMOMY, a TakoX OCOBAMBOCTI 30pPOBOrO CMPUMHATTA B rsgava,
3aBAsIKM YOMY BUHMKAE MOXJIMBICTb CXOBaTU MPUAOMMU iMiTaLLii.

ImiTauis 6oto 6a3yeTbcsA Ha TOMY, WO 3Ae6iNbLIOro CLEHIYHUA MakdaHYMK BigKpU-
TUI ONS rNsgadviB nylle 3 NeBHUX pakypciB. 3aBX AU MOXHa BUOYAyBaTW Mi3aHCLEHY
TakKUM YMHOM, W06, Hanpuknag, Kynak y npoweci 3aBfaHHs yapy, BisyanbHo gocsira-
HOuM Lini, HacnpaBgi He gocaras i, 3yNMHAKYMUCH Ha BiACTaHi AeKiNIbKOX CAHTUMETPIB,
yn npoxoaue noe3s Hei (Mopo3oBa, 2004, ¢.35-39). [lpyroto ymoBoo 3abe3neyeHHs pe-
anicTUYHOCTI TPIOKY € TOYHICTb peakLjii akTopa, kM oTpuMmye yaap. Moro sasaaHHs
nonsira€ y BUKOHaHHI BCiX OpPraHiuyHMX pyxiB NIOAMHK, ika HacnpaBgi oTpumana nogié-
HWI yaap. |HaKLle Kaxyyn, MakCUMalibHO NMEePEKOHSIMBO iMITYBaTW OTPUMaHHSA yaapy.
He mMeHL BaxnMBY ponb Npu LbOMY Bifirpae i WBUAKICTb yaapy. 3aBAAKN LbOMY isi-
[lay 30cepeXeHUI Ha pe3ynbTaTi i He MOXe Po3Mi3HaTW HaMeHLUi, 3aNuLUeHi nosa
yBarow nofpobuui. HepeanicTMYHO BUKOHAHI CLieHIYHi 6OWMOBI TPHOKK iHOLI MOXYTb
MaTu KOMiYHO-0ydpoHafHUIA BUMMSAL, CKOpIlle CKMOAYNCh Ha LIMPKOBY KJIOYHCbKY
penpwuay, aHiX Ha HanpyXXeHo-KOHMIKTHE NiIacTUYHe PO3ropTaHHA ApamMaTUyYHOI bil.

OpHak BapTO 3ayBaXuTH, LLO Yepes Te, WO B TeaTpi rsjay cnocrepirae 3a cue-
HiYHOIO fieto nuLe Nif NeBHUM KyTOM 30pY, yCi 60MOBI pyxu MatoTb B6yTu GinbLu pos-
JIOrMMU, BUpasHUMU, Wob rnspay mir gyxe fobpe nobauntu yaap i NpoCcTeXMTuH Ha-
NPAAMOK MOro HaHECEHHS.

BeaneyHnM Tprok Moxe ByTH TiNbKKU TOLi, KOS BiH NpoayMaHuiA, BignpalboBaHuUi
i BUKOHaHWU 3 yciMa feTansimu.
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3HayHol Mipoto edeKTHICTb hexTyBanbHUX cLeH 3abe3nevyyeTbcsl 3aBOSKK
yCnilWHOMY BUKOPWUCTAHHIO 3aXMCTIB Bif, yaapiB. KNMHKKM 3ilUTOBXYHOTbLCS B MOBITPI
Ta CXPeLyTbCA Yy Halpi3HOMAaHITHILLMX MOJIOKEHHSIX: yAap, 3aXxMCT, KOHTpaTaka
i 3HOBY HOBa aTaka. [ligcuntoe apamaTuaMm fjii, CTBOPHOIOUN NEPenoHN B LOCATHEH-
Hi MeTK nepcoHaxamu, echekT, KON CynepHMKM Mo Yepsi BiATICHSAOTb 04UH OLHOIO,
abo Konim 06e336poEHMIN NEPCOHAX YXMASIETLCA Bif aTak i MUTTEBO Nigbupae BTpa-
yeHy 36poto, Micnsi YOro 3HOBY MPOOOBXYETLCS cepisi aTak Ta 3axucTiB (Mopo30Ba,
2004, ¢.27-28).

Llinara pie 0OTW, [OKM He JOCArHe uini. YacTo ygap 4u yKos, HaHeceHu nepco-
HaXy, CTae OCTaHHIM y cueHi 6ot0. [1na dexTyBanbHOro NoeauHKy xapakTepHa Mi-
HiMarnbHa KinbKicTb yaapiB, sKi 4OCArAN Lifi, i BOAHOYAC AOCUTb BeMKa KiSIbKiCTb
BiAOMTMX ypapiB.

Hanbinbw npuabnueumMmu Onsa rnagadie € cueHu 60to, e BaXkKo 3po3yMiTh, XTO
CTaHe nepemMoxLueM noeauHky. CaMe Lie TpMMae yBary rnsijgava n 3amyLuye He Bifgpu-
BaTW NOrNAQY Bif, CLEHM.

Mig yac NocTaHOBKM CLEHIYHOrO 60to B TeaTpi nepeBaXaroTb Ky/ayHi yaapHi Tex-
Hikuy, To6TO yoapu pykamu (Mopo3soBsa, 2004, c.35-39). Yaapu KynakoMm vacTiwe fo-
caratoTb Uini, HiX exTyBaHHA. OfHaK He 3aBXAM yaap KyJakoM MOXe 3 MepLuoro
pasy 3pgonatu cynepHuka. OTox, y TakoMy pasi BUpillanbHUM € He OAUH yaap, a ix
KiNbKiCTb, MicLle, KM BOHM MONany, i cuna HaHeCeHHs.

Ha BigmiHy Bif dexTyBaHHA B KOMMO3WLINHIA CTPYKTYpi cueHiyHoro 6oto 6Ge3
36poi HabaraTo BinbLue yaapis, Wo focaratoTb Lini. MpoTe ycnilwHi yaapy 4epryoTb-
csl 3 npomMaxamu abo 3abokoBaHMMU yaapamu, SiK Lie BifbyBaeTbCs i B CNPaBXHbO-
My 60t0. 3ayBaxMMo, LLLO 3aHAATO BENMKA KiNbKIiCTb yaapiB, AKi He [OCATHYNM uini,
CTae MeHLU BMPa3HOH, MEHLL BUA,0BULLHOK Ta, 3PELLTOD, HELLIKaBOIO AN rnsava.

Y TeaTpi OyXe 4acTO CMOCTEpPiraemMo 3POCTaHHA KiflbKOCTi 6GOMOBUX NPUAOMIB,
L0 BiANOBIAHO MPU3BOANTL 00 MEPEBaAHTAXEHHS CLieHM 600 3aNBUMU NPUINOMaMW.
Y 3B'I3KYy 3 UMM BUKOHaBL,i YaCTO HAHOCATb OAUH OQHOMY CEpit0 BYUYHUX i Jyxe
CUNbHUX yapiB, 32 [LONOMOIOH0 SIKUX B peasibHOMY XUTTi MOXHa 6yno 6 3HeLKoAUTH
cynepHuKa. IHoAi BUKOHABLi MOMUIIKOBO, NparHyym 3pobuTu cueHy b6inblu BUL0BULL, -
HOIO, ICKPaBOto, BAAKOTHCA A0 3aTsXHOro 6010, fie Bif OTpUMaHUX yaapiB He TiNbKu
He BTpauvaloTb CBOEi 60€34aTHOCTI, a N HaBMakK, falun BifCiy, HAPOLLYOTb TeM,
pisKicTb i cuny 6oto. 3anBuit AnHaMiaM Ta eddeKTHICTb, HaAMipHa KiNbKiCTb 3aMBUX
60MOBUX NPUNOMIB NPU3BOAATL 40 BTPATK NpaBaonofibHOCTI cLeHu.

OfHak BTpPaTUTU MOXHa He N1LLe CLeHiYHy npaBgonofibHicTe. BpaxoBytoum crie-
uMdiky pykonatuHoro 60to, € BeIMKWUIA PU3KK YTPaTU XYL0XHOCTI Ta eCTETUYHOI MipK.
I- B. Mopo3oBa 3a3Hayvae:

«Konu TeaTp onyckae L0 06CTaBUHY, BiH BiflbHO Y4 MUMOBOJI NEPETBO-
ptO€ cLUeHy pykonaluHol 6opoTbbu B NpMBIL, AN AeMOHCTpauiil disnyHo-
ro HacuIbCTBA i Janeko He Kpalux puc Noacbkol HaTypu. Pasom 3 Tum
cueHa 6oto BiOpMBAETLCS Bif XYOOXHbOI po3MnoBigi Npo NoACbKi poni
i XapaKTepu, NepeTBOPHETHLCSA Y BCTaBHUA HOMEP Y BUCTaBI, Y NpuUKpacy
ZyXe CYMHiBHOT sikocTi». (Mopo3oBa, 2004, c.46)

Sk He OMBHO, ane nocTaHoBka 600 y BUCTaBI, ile ApamMaTypr nuviie peMapky «re-
poi 6't0TbCsi», € AyXe CKNafHUM 3aBAaHHSM. Y TakoMy pasi € gyXe BENUKUNA pusmnK
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HaAMIpPHOCTI B KiJIbKOCTi AONYCTUMUX NpuUnoMiB. ABu 3anobirtu Lbomy, NoTpibHo ao-
TPUMYBAaTMUCS JIOTIKM CLEHIYHOT Ail, NignopsaKOBYOYM NOCTAHOBKY CLiEHIYHOMO 6010
npaBgi xapakTepiB i HaciQyrUM NOTiKY BiAHOCUH AiioBUX OCIb.

OfHieto 3 NepLlIMnX BUCTAB Ha YKPaTHCbKINM CLieHi, Lo ByNK LWiNbHO HAaCKUYeHi cLueHa-
mMu 60iB, cTana Bypneck-onepa «EHeiga» 3a |. KotnapeBcbkuM Ha My3uKy C. bigyceH-
Ka B iHcueHi3auii C. [laHyeHka Ta |. [lpaya, siky BrnepLie noctaBu y 1986 poLi pexu-
cep Ceprin [laHuyeHko B HaLioHanbHOMY akafeMiyHOMy ApaMaTUYHOMY TeaTpi iMeHi
IBaHa PpaHka. [MOCTaHOBKY CLEHIYHOro pyxy y BUCTaBi 3[iiCHUB MaWCTep CropTy
CPCP B. Ouyrniko, a cueH cexTyBaHHsi — B. AGasonyno (1986). BnacHe, y BUCTaBi, LLLO
TpuBae 2,3 roanHu, HapaxoByeMO Tpu cueHu 6018 (EHeina). MNepla HacnpaBgi GinbLu
CX0Xa He Ha 6ili, @ Ha apTUCTUYHY NMIACTUYHY AEMOHCTpaLLito BOMOBHMYOr0 AyXy Tpo-
AHUIB, 3aB3ATOCTi Ta BMiHHS BosiodiTh 36poeto (BMKoHaBLi: A. XocTikoeB, T. Orno6-
niH, B. ABasonyno, B. HeumnopeHko Ta iHwi). CueHa TpUBae OPIEHTOBHO TPU XBUIU-
HK? %. [ipyra — enizop 6oto Maneca (M. MaHuyk), TypHa (0. 3agHiNpoBCbKUiA) Ta BOUB-
ctBa MannaHTa (0. BorgaHoBUY) — TPUBAE TEX MalXe TPY XBUIMHUA. Y Hill TPOTAroMm
naacTUYHOI Aii cLueHiYHMX aBo60IB BifbOYyBaeTbLCSA | CNOBECHA B3aEMOiS, W0 pa3oM
pyxatoTb POo3BUTOK KOHGNIKTY N'ecn. TpeTa diHanbHa cueHa HanbinbLl BUAOBULLHA®.
Y Hit 6'toTbes EHelt (A. XocTikoeB) 3 TypHom (0. 3aaHiNpoBCcbKKi) Ha Wabnsx Ta Ky-
nakax. OfjHaK, OCKiJIbKU Lit0 CynpoBOAXYE AUHAMIYHA My3UKa (My3UYHUI KEPIBHUK
BUCTaBM — B. [maHcbkuit), NpsMi yaapu wabneto He fOCAraloTb MOPAHEHHS, Kyna-
YHWI BiN i3 3aBAaHHSAM yAapy NPOTUBHUKY B 06/IMYYS 3i CMIMHM MiX Hir, a nepexig [o
6010 Ha Meyvax Bif0yBaeTbCA CUHXPOHHO-CUMETPUYHO, TO BaPTO 3ayBaXMTH, LLLO Lien
parMeHT cTae 6ifibLL CXOXUM Ha NacTUYHUIA XopeorpaddiyHMi eTro, HiX Ha CLieHy
60MOBOro MPOTUCTOAHHS. X0o4a 3arasibHa KiflbKiCTb i XpOHOMeTpaXx 60oMoBUX CLEeH
y BUCTaBi HE3HAYHUI, BapTO 3aCBifuNTH, LLLO BOHM [0AaBaNu BUCTaBi 3arasbHOI BU-
LOBULLHOCTI, MHAMIYHOCTI Ta He3abyTHOCTI.

BuctaBa «EHelga» cBOro yacy ctana KynbTOBOK MOCTAHOBKOK Ta He cxomwuna 3i
cueHn HauioHanbHOro akafeMiyHOro gpamaTuM4HOro TeaTpy iM. IBaHa dpaHka [0
2004 poky (npotsirom 18 pokiB).

flk 3a3Hayvae IpnHa YyxuHoBa:

«bypneckHa noema "EHeiga" knacuka IBaHa KoTnsapeBCbKOro B yKpaiH-
CbKOMY TeaTpi yBaroto He obfineHa. 3a OCTaHHiX poKiB 30 N'ATHaAUATb
il 3irpanu Ha cueHax [oHeubka, Mukonaesa, Montaeu, XepcoHa. HaBiTb
CKJlanacs neBHa TpaamLis MOCTaHOBKM LibOro TBOpY. AK BUABWUIIOCH, 3Ha-
KOBWI ONA YKPaTHCbKOT NiTepaTypu TEKCT OpraHiyHo TpaHcOpMyeTbCS
Ha MacliTabHy KOCTHOMOBaHy BUCTaBY 3i LiefpuMM HabopoM HalioHasnb-
HUX MiceHb-TaHLIB, i3 HaTypaniCTUYHUMKU aTpakLioHaMKn BaTanbHUX eni-
300iB, cepef SIKMX Ha NepLIOMY Micli, 3po3yMmino, 60of Ha wabnsx, i 3 He-
OCSDKHUMW MOXJIMBOCTSIMU A1 KOMOIHYBaHHSA ManbOBHUYMX MacoBUX

2 .. 3 37:41 po 41:01 (EHeiga).

3 Came uen ypuBOK 3 BUCTaBU «EHelga» 6yB NpoAeMOHCTPOBaHWUI BUKOHaBLSIMY Mif, Yac CBAT-
KyBaHHsA B 1995 poui 75-piyus TeaTpy. [mB. 3 1:47:30 go 1:50:00 (EHeiga).

4 Ome. 3 1:38:20 no 1:41:15 (EHeiga).

5 AmB. 3 1:53:13 go 1:54:20 (EHeiga).
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cueH. Mopi6bHi "dpopTeni”, siki 6eszacTepexHo nogobaroTbes nybniui, npa-
LHoTb We | AK nmigcuntoBadi Toro nadocy HauioHasbHOro caMoCcTBep-
IKEHHS, IKUM MO caMi BiHUA HanoBHeHa "EHeiga"». (MyxunHoBa, 2015)

3 nosiBoto KiHemaTorpadpy Ans apTUCTIB Ta pexucepiB 3'sABuocs Ginblie MoOX-
nuBocTel. BukopucTtaHHs KaMep [ano 3Mory BiA3HATU fito 3 Byab-KOro pakypcy,
a TOMy Bifjnagana 3anexHicTb Bifi Masoro NpocTopy cLeHn. BogHouac po3Lwmpunu-
€Sl MOXJIMBOCTI A/151 NOCTAaHOBKM BOMOBUX CLIEH.

CueHiYHMI BiN y KiHO Bigpi3HAETbCA Bif TeaTpanbHOro PisHOMaHITTAM 6OMOBUX
TEeXHiK, BEJIMKOLO KifIbKiCTHO pi3HUX cTuiB 6oto 6e3 36poi, a TaKoX LLUMPOKMM apceHa-
NIOM pi3HUX BUAIB 30pol. AKLW,0 B TeaTpanbHOMY 3aK/afi CriekTp BUKOPUCTOBYBaAHOT
36poi HeBeIMKUIA, To KiHemaTorpadd OXOmntoe BOJIOLiIHHS BCiMa BULaMuU XONTOLHOT Ta
BOrHenasnbHoT 36por.

3Baxatoum Ha Le, i piBeHb NiAroTOBKKN akTopa Mae ByTu HabaraTo BulmM. Cepep,
HeoOXiHMX HAaBMYOK, AKUMU Ma€e BOJIOAITU apTUCT, OKPECIMMO TaKi: YMiHHA dexTy-
BaTU Ha pi3HMX TuMnax 36poi, 30kpeMa chexTyBaHHA Ha HOXaX, (PeXTYBaHHSA Ha [BO-
pYYHUX Meuax, CoOKMpax, Labnsx TOLLO, a TaKOX YMIHHSA I3AUTHU BepXK, NPaBUIIbHO KO-
pucTyBaTUCS BCiMa BUAAaMU X0NOAHOT 36p0oi Ta MalCTepHO 3aCTOCOBYBATU NPUNOMHU
3 pi3HNX BOMOBUX MUCTELITB.

OuyeBMIHO, LLLO Ay>Xe MaJio aKTOPiB BOMOAIOTh LUMPOKUM Jiana3oHOM yMiHb. Came
ToMy y ccbepi KiHO BUHMKNA noTpeba B noasx, AKi MatoTb AOCBIL Y BUKOHAHHI Tpto-
KiB, IKUX aKTOp He 3[4aTHUI BTIIMTU caMOCTiHO. Taka notpeba ccpopmyBana HoBY
npodecito — Kackagep.

3apoXeHHs1 KiHeMaTorpadpy crnpusifio BUXoay Ha HOBUI piBeHb CLLEHIYHOMO 6oto.
3 HOBMMMW MOXJIMBOCTSIMY 3'SIBUJIAcA TaKoX i HEOOXiHICTb CTBOPEHHSA HOBUX BUAO-
BULHUX doopM, IKi 6 NpuBepHYyNu yBary rnsnadis 0o BUAY MUCTELTBA, Wo 6yno Ha
TOW Yyac HoBMUM. CLieHM 3 OVBOBMXHUMMU Ta BipTYO3HO BUKOHAHUMMU HebGe3neuyHnmMu
ONA XUTTS akpobaTUYHUMM TPHOKaMu, BUAOBULLHUMU NOCTAHOBOYHUMM BOSIMU Hafl-
3BUYaMHO WWBMAKO 3pobunu nonynsipHUM kKiHematorpady. Came Len YUHHUK 3rooMm
aKTUBHO NOCMNPUSIB 3apOJKEHHIO HOBOrO BUAY MUCTELTBA — KackafepcTaa.

3apoaXeHHs1 Ta nonynspu3allisa Takoro XaHpy, ik 60MOBUK, CNPUSASIN CTaHOBJIEH-
HIO HOBOTO eTany po3BUTKY MUCTELTBA CLieHIYHOro 60to. Bigbynocsi B3aeMONPOHUK-
HEHHs1 B NOCTAHOBOYHI 601 6araTbox HOBUX MpuiomiB. LLLo6 3pobutn 601MoBi cLeHu
we 6inblW eepuyHNMK, ehEKTHUMM Ta ApaMaTUYHUMMK, 3'ABASSINCSA TaKOX HOBI
6oroBi MUCTeLTBa Ta NpPUAOMU. Ha CbOrofHI MOXMBOCTI CLiEHIYHOro 60t B KiHO
0bMexyroTbes Xiba Lo YSIBOK NOCTaHOBHMKA.

[ns 6oioBMKa SIK XaHPy XapaKTepHUMM pucamu € Taki: fobpe po3BefeHi CLeHM
6010; cLeHn 3 akpobaTUYHUMK TPIOKAMU, SIKi BpaxatoTb, ApaMaTUYHUMM MOTOHSAMMU
Ta BUOOBULLHMMU crneledekTaMu. [lesiki pinbMu LbOro XaHpy HacTinbku gobpe no-
eaHyBanu B cobi NpoJyMaHuUI CIOXET | BUAOBULLHI TPIOKM, LLO AyXe WBWUIKO npuna-
v [o aywi rnsigadamM Ta Habynu BenuKoi NonyasipHOCTI.

FonniByf, NoYaB aKTMBHO LiKaBUTUCS PI3HUMU BugamMu 60MOBMX MUCTELTB | MoTpe-
OyBaB arpecvMBHO-BOMOBHUYMX MEePCOHaXIB, AKi Manu xopolwi di3nMyHi gaHi Ta JOCKo-
Hano Bosnoginn 6onoBuMmM npunomamm. OToxX, y KiHematorpadd BUKOHYBaATK Taki posi
3anpoluyBanu 6okcepis, 6oanbingepis, pecnepis, npoTe HanbinbLle LiHyBanucs Manc-
TpU cXigHMX GOMOBUX MUCTELTB, afKe BOHU Manu B Kafpi fyxe ecpekTHUN BUrNs g,
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FonniByacbKi KiIHOCTYAIl MoYanu akTMBHO LIyKaTu TanaHTu B Asii. bproc J1i (1940—
1973), BCECBITHbO BigOMMUI aKTOP, peXncep, Npoarocep i NOCTaHOBHUK 6018, 3pobus
HaBINbLINI BHECOK Yy PO3BUTOK XaHpY KiHoBoMoBHMKa. Mloro myxe 4acTo HasnBaThb
KOponeM KyHr-dy  OCHOBOMOMOXHUKOM 3MillaHux eauHo60pcTB. OCHOBHUM CTU-
nem bptoca J1i B KyHr-doy cTtaB BiH-UYyH. AKTOp 3po6uB BeNnKUi BKIag y nonynsipu-
3aLilo Uboro CTWIO B KiHemaTtorpadi (AckpaBuM npukiagom € dinbM «Kynak rHi-
BYy»). Lleit cTunb 6asyeTbcs Ha 6oto 6e3 3acTocyBaHHA Oyab-AKoi 36poi, ogHaK bproc
Jli pobpe 3acBoiB BeAeHHs 600 Ha HyYHYaKax, a 3rofoM Taki 60/MoBi MUCTELTBA, K
3100 Ta MXNY-IXUTCY. YHACNi[oK LbOro CTBOPUB IXUTKYHA0 — HOBUM CTUIb 600
(Glover, 1976).

Y 19 pokiB Bptoc Jli noixaB y CLLIA, e noyaB 3HiMaTucsl B Tenecepianax, feMOH-
CTPYHOUM CBOT BMiHHSI BefleHHs1 60t0. 3aBAsKM CBOIN TeXHili BiH CTaB NOMNyssipHUM
i HaBiTb BigKPMB BNacHy Koy 6ooBux MncTelTB. [poTe akTOPOBi He JaBanu ro-
NOBHY poOJib y MOBHOMETpPaXHOMY KiHO. bptoc Jli noBepHyBCS [0 [OHKOHTY, e ikpa3
HabyBana nonynspHoOCTi HoBa KiHocTyaisA «Golden Harvest». AkTopy BAanocs ymo-
BUTW OMpeKTopa CTyil AaTu oMy FofloBHY posib y chinbMi «Benukuii 6oc» (1971)
3a YMOBM, L0 TOW caM CTaBUTMME Ta BUKOHYBaTWUMe Pi3Hi Tproku. Pusuk 6yB on-
paBgaHui, i inbm Buiiwos ycniwHuM (boeBuk "Bonbluon 6occ” 1971-2017, 2017).
Bptoc Jli npsiMO-Taku nepeBepHYB YCi yABMIEHHS NPO CLEeHIYHWI Bilt y KiHemaTorpadi.
Msapayam 3 ycboro cBITY gyXe cnogobanuca Moro BifTOYEHI WBUAOKI pyxu Ta guHa-
MiuHi peanicTuyuHi cueHu 6oto (Dorgan, 1980). 3a cnpusiHHA AMpeKUIT KiHoCTyaiT bproc
Jli 3HsB We aBa dinbMu («Kynak rHiBy» Ta «Buxig gpakoHa»), ki Manu e 6inbLmni
ycnix, fanv 3Mory Moso4oMy aKTOpOBi CTaTu 3ipKoto CBiTOBOro MacLuTaby.

HoBaTopcTBo bptoca Jli ik nocTaHoBHMKA 60IB Nosisirae B TOMY, LLLO BiH po3potuB
6araTto HOBUX 3B'SI30K i MPUMINOMIB, 30KpeMa BBIB Y CLIEHIYHMI Bili fOit0 3 HYHYaKaMu.
Woro cueHa 6oto 3 Yakom Hoppicom y dinbmi «Buxig apakoHa» (1973) He Tinbku
cTaJia KJlacuKoo, a M NPOTAroM AOBrMX POKiB 3anuvilanack eTanoHoM sIKocTi. baraTto
MOCTaHOBHWKIB TPIOKIB HaMaranucs, iKW He CTBOPUTM KpaLly pexucypy 60to, To
xoya 6 cTBOptoBaTH HabNMXeHi 3a piBHeM MacTepHocTi 6oioBi cueHn (Jln u Hoppuc,
1972).

OfHieto 3 xapakTepHuUx puc 6oroBumx cLeH bptoca Jli € Te, W0 Maiixe BCi BOHM 3HS-
Ti 3aranbHUMM NnaHoMm, TOO6TO BCi Ail NepcoHaxiB 3HATO B MOBHWM 3picT. 3a Aomno-
MOrOH0 Takoro cnocoby dinbMyBaHHA MOXHa CNpUAMaTH BCE, L0 BigbyBaeTbCsA Ha
3HIManbHOMYy MaWAaH4YuKy B Linomy. KpiMm Toro, sikw,o MoxHa 6yno, To BiH YHMKaB
KJIMOBOro MOHTaXy CLEHU, TOMY LLLO Yepes LWBWUAKY 3MiHY Kaapy B rnsgava Hemae
3MOrM MOBHICTHO PO3AMBUTUCA BCI Ail y4aCHMKIB.

BigToueHHI0 TexHiku 6oto Ta TpeHyBaHHAM Bptoc Jli npucBavyBaB Malxe BBeECb
CBili BiflbHWI Yac (3uraHbliuvH, 2007). MpuayMytoum HOBI pyxu 11 yaapw, BiH pas y pa3
noKpalllyBaB CBOI HaBUYKU KYHr-ddy, a TaKOX Y40CKOHaNoBaB IXUTKYHAO.

MpoTe xuTTA bptoca Jli 6yno HegoBrum. MNMomep akTop y 1973 poui (32 p.). Ha Toii
MOMEHT BiH npautoBaB Hag, inbMoM «pa cmepTi» (Wong Shun Leung).

Bptoc Jli 3Mir yBecTu cxigHi 60/M0OBi MUCTeLTBA B CLiEHIYHWUIA Bilt KiHemMaTorpady,
CTaB LUMPOKO BifoMUM Yy cchepi 60MOBUX MUCTELTB, MaB BENINKY KiNIbKiCTb NPUXUIb-
HUKIB. 3a XUTTS 3HABCA B 36 hinbmax. | HaBiTb MicNsA CMepTi akTopa BUKOPUCTaHHS
CXifHUX 60MOBMX MUCTELTB HE BTPaATUIIO CBOET NOMYNSIPHOCTI.
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BcecBiTHbO BifJoMOMY aKTOpy, pexucepy Ta kackagepy xeki YaHy Bpanocs oc-
TaTOYHO NonynsipuayBaTu KyHr-dy. Y 1971 poui B 17-piyHOMY BiLi BiH No4YaB gopoc-
ny Kap'epy KiHoakTopa Ta npavtoBaB Kackagepom y dinbmax 3 bprocom Jli «Kynak
rHiBy» i «Buxig gpakoHa». Y 1976 poui npogtocep Binni YaH 3anponoHyBaB [lxei
YaHy sirpatu y cinbmi pexucepa J1o Besi, skuit 6yB BpaxeHUn pisn4HoO MigrotoB-
KOO aKkTopa, TOMy MaB Ha MeTi 3pobutn 3 [xeki YaHa HoBoro bptoca Jli y dinbmi
«HoBwuM kynak rHiBy» (Chan and Yang, 1998). [MpoTe Yepes BiAMiHHICTb MiX CTUNIAMMU
BefeHHA 600 LMX aKTOpiB KapTUHa BuiiLa nNpoBanbHo. He3Baxatoun Ha HeBLa-
NWiA [OCBIA, pexucep Bce-Taku NpoLoBXyBaB NpauroBatv Hag dilbMamMu 3 [Ixeki
YaHom.

Mepwmm ycrixoM akTopa cTana KapTuHa «3Mist B TiHi opnia». KiHoinbM 3HATUI
Yy HOBOMY XaHpi KOMefiiHOro KyHr-doy, Lo AyXXe NPUEMHO Bpasusio ayauTopito (Wit-
terstaetter, 1997). HacTynHum ycniwHUM inbMom cTaB «['aHuUin MancTep», AKUN
3pobmB xxeki YaHa 6inbLU NONyAsipHUM.

Y ronniBygcbkoMy KiHemaTtorpadpi [keki YaH 3000yB rpaHio3Hy nonynsipHiCTb
HanpuKiHLi 80-x pokie XX cToniTTa. Moro inbMu B XaHpi KOMIYHOTO KyHr-cby po-
6unu BenuyesHi kacoBi 36opu. A dinbm «Moniyencbka icTopis — 2» oTpMMaB Haro-
pony «3a Kpally xopeorpadito». 3aBAsAKM CBOIM KiHOKapTuUHaM [xeki YaHy Bgano-
cA nonynsApu3yBaTh KyHr-cpy nif Yac nocTaHOBKM cLeHiYHMX 60oTB y komegil (Little
and Wong eds., 1998). OkpiM G6IMCKy40T aKkTOPCbKOT Kap'epu, BiH TaKOX CTaB 04HUM
3 HalKpalmx | HanBigOMILIMX KackafepiB cBiTY. Lle oanH 3 HebaraTbox akTopiB CBi-
TOBOIO KiHO, KOTPUI cCaM BUKOHYE BCi CBOI TPHOKM, @ iHOLI 1 Ay6Nto€e iHWKX apTUCTIB
nif, Yac BUKOHaHHSA CKNafHMX akpobaTuyHux npuiomie. LLle BiH Mae cBOIO KOMaHAy,
B AKiM MpaLooTh aKkTOpU-KacKafepu pisHUX NMOKOMiHb. 3apa3oM, CNMparyuchb Ha
BnacHui poceifg, Oxeki YaH HaBYae Monoaux KackaepisB TPHOKOBIV NiAroToBL,.

HapaxoByeMo fyxe BesIMKy KifbKiCTb pPi3HMX TPIOKIB Yy BUKOHaHHI [xeki YaHa,
GinblIiCTb 3 AKMX Nedb He KowTyBana noMy xutTs. [ig Yyac BUKOHaHHS aKTop He-
0[HOPa30BO KaniynMBcs, yHacniAoK 4oro MaB 6araTo nepenomis. Tak, OfHUM 3 AOrO
HalBiLOMILLMX TPIOKIB FOHKOH3bKOrO nepioay («MpoekT A», 1983 poky) 6ysio nagiHHS
3 18-MeTpoBOi Bexi 3 roguHHUKoM. Ha gymky M. byrynoBa, «Mix YaHoM i 3emneto —
TiNbKK gBa MaTepyaTux Haicu. Micna nagiHHa [keki oTpMMaB TpaBMy NonepekoBo-
ro Biginy xpebTa, ane, 3anuLWMBLUNCE HE HAATO 3a10BOJIEHUM KaJpOM, BUKOHAB TOW
Xe TPIoK We pas. 06uaea ay6ni BBINWIM B OCTATOUYHMI BapiaHT KapTuHu» (Byrynos,
2019).

Y cbiHanbHil cueHi inbmy «Moniyencebka icTopis» (1985) repon [xeki YaHa 6'eTb-
cA 3i 3N1I04NHLAMM B TOProBOMY LIEHTPIi, CTPMOaE Ha XepauHy, MpuKpaLleHy namnou-
Kamu, nicns yoro npobusae ckisiHy ctesto. CueHa Oyna Big3HATa 3a oauH oy6ib (6e3
nigroToBKW), TOMY /i 3aBfana akTOPOBi CEPWO3HMUX Npo6nemM 3i 340poB'sM. lMNonpu
Te, Wo ckno 6yno 6yTacopcbKuM, TaMMNOYKM PO3XKAPWUIN XEPLMUHY, 3a IKY TPUMaBCS
Jxxeki YaH ronumm pykamu, yHacnifoK 4oro BiH OTpMMaB OMiku pyK, a NagiHHA npwu-
3BeJ10 [10 3MilLeHHS Ta30BOT KICTKM Ta YLIKO4XXeHHsA ABox xpebuis (byrynos, 2019).

BaxnuBy posib nif Yac nocTaHoBKM GOMOBUX CLEH Y KiHemaTorpadi Takox Bifi-
rpae cueHiyHe chexTyBaHHs. € 6arato 60MOBUKIB Ha ICTOPUYHY Ta daHTaCTUYHY Te-
MaTUKY, e BEIMKUWA NONUT MaroTb aKTopy, AKi BMitoTb hexTyBaTu PisHUMU TUNaMu
XonopgHoi 36poi.
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YynoBuM MpuUKNazoM 3 HasiBHICTIO eheKTHO nocTaBrieHuX hexTyBaslbHUX CLieH
€ KiHokapTuHa «Macka 3oppo» (1998) pexucepa MapTiHa Kemnbenna.

OTpuMaBLUM FONOBHY posib, AHTOHIO BaHpepac 3 0cobnMBUMM 3aB3ATTAM rOTY-
BaBCS 40 3MOMOK. YoTupu MicAuli BiH TpeHyBaBCA 3 icMaHCbKO 36ipHOK 3i LWnax-
Horo doexTyBaHHSA. | We fgekinbka TUXHIB yA0CKOHaIloBaB CBOI HAaBUYKM BEPXOBOI
1341, He3BaXarouu Ha Te, WO B cigni akTop i 6e3 TpeHyBaHb BiguyBaB cebe [OCUTb
yneBHeHOo. Maiixe Bci Tptoku AHTOHIO baHfepac BUKOHYBaB caMocTiliHO, 6e3 nybne-
piB-kackagepiB. Y cinbmi akTopa 3amiHaB aybnep nuiie nig Yac BUKOHAHHSI O4HOM0
TPHOKY — MOMEHT MOrOHi, KOJIM FOJIOBHUW repoii CKaye BEpXU Ha [ BOX KOHAX, CTOSIUM
HOramm Ha iXHix cnvHax.

HaBuaB cpexTyBaHHIO Ta cTaBUB hpexTyBanbHi NoeanHKM 506 AHOEpPCOH — nerex-
napHuin dexTyBanbHUK Ta xopeorpad. o cBoel cmepTi y 2012 poui BiH BCTUT Mo-
cTaBuTKM 6e31iy 601MoBUX CLeH, 30KpeMa dhexTyBasIbHUX NOELAUHKIB Y Takux doinibMax,
AK-0T «Bonopapi nepcHis», «[ipaTn kapubcbkoro Mops», «fopewb» i «X066iT». BiH
6yB NOCTaHOBHMKOM MOELMHKIB Ha CBITNOBUX Meuvax i rpaB ponb apTa Benpgepa
B «30psAHMX BiiHax» V Ta VI enizogis (MariDarrell, 2018).

Y hinbMi TakoX NPUCYTHI CLeHn, e 30ppo MaUcTEPHO BUKOPUCTOBYE BaTir, W0
CnyryBaB MOMY 3a FHYuJKy yapHy 36poto.

YKpaiHCbKui KiHeMaTorpad TeX He Mir CTOSITU OCTOPOHb CBITOBMX TEHOEHLiV
y LapuHi KiHomucTeuTBa. Y rpyaHi 1896 poky B XapKoBi BiabyBcs nepLunii ny6nivyHunii
KiHoMoKas, Aakui opraHisysaB coTorpac Anbdpen Pepeubkuii. JeMoHCTpaLis Kifb-
KOX XPOHiKaNbHUX CIOXeTIB Bifbynacs B NpMMILLEeHHI XapKiBCbKOro ONepHOro TeaTpy
(BinbyBcs nmeplumin NMyonivyHUIA KiHOCeaHC Ha YKpalHCbKMX 3eMnsix y Xapkosi). lNpo-
Te TEXHIYHOI NepeayMOBOI 3apOa)KeHHS YKpaiHCbKoro KiHemaTorpady we B 1893
cTana po3pobka iHXeHepa, MexaHika-BMHaxifHMKa, Togi e cTyaeHTa HoBopociii-
cbkoro yHisBepcuTeTy B Ofeci Mocuna TuMueHka NpuaaTHOro 415 KiIHO3HIMaHHS Ta
KiHONpoeKL,ii anapaTa. 3a 4Ba poku fo 6patis Jliom'ep V. TuMUeHKo 34ilicHMB nepuui
KiHO3MOMKM — 3adbifibMyBaB BEPLUHUKIB i MeTaJIbHUKIB CMUCIB. YKpaiHCbKi iCTOPUKM
B. H. Mucnascbkuit i B. I l'eprewa (2012, ¢.114-115) cTBepaAXyHTb, L0 «pOBOTH Haf
CTBOPEHHAM "cHapsifly Ans aHanisy cTpobockonivyHux siuy” 3i CTpMOKOBUM Mexa-
HiaMoM 6yno 3aBepLleHo [0 KiHusi 1893 poky, a nepLua noro nybnivyHa gemMoHcTpaLis
Biabynacb 9 ciyHa 1894 poky Ha 7-y 3acigaHHi cekuil disuku IX 3'i3ay pocincbkux
npupoao3HaBLiB Ta Nikapis y Mockai. [...] [leMoHcTpalis [...] Morna ctatu Bupiwans-
HOIO [aToo B iCTOPIl BUHaxomy KiHemaTorpadhy»®. ABTopu HaronowyoTb (Mucnasc-
Kunit 1 Feprewwa, 2012, ¢.122), o «CTpUBKOBUI MexaHiaM M. A. TuMYeHKa, CTBOPEHMI

¢ «[lpoTsiroM ABOX POKIB MPO L OeMOHCTpaLito HIXTO He 3ragyBaB. | nuwe y Ti OHI, Konu
B Pocito npuiwina 3BicTka Npo BuHaxig KiHematorpady 6patamu Jlrom'ep, M. O. Jlio6imoB
[1830—-1897] Bnepwie ony6nikyBaB feTanbHUA ONMUC CBOTO eKCNEePUMEHTY, AKUIA crnocTepiranm
beneratu 3134y, y HayKoBO-NonynsipHOMY XypHani «<Haykosui ornag» N2 5 Big 26 ciuHa 1896»
(MucnaBcbkuit Ta leprelwa, 2012, ¢.115). Anapat TumyeHka-Jltob6iMoBa [oBri poku 36epiras-
cA'y MOCKOBCbKOMY lMoniTexHiyHoMy My3ei (Mucnasckui Ta leprelwa, 2012, ¢.122). 3aranom
B iCTOpIl0 CTBOPEHHS KiHO NoefHaHHA anapaTis M. A. TuMueHka Ta npodpecopa M. 0. JTto6imo-
Ba i KiHeckona M. A. TuMueHka Ta M. ®. dpeiigeHbepra BRI K NPOTOTUMMN KiHEMaTorpa-
dy (Cokonos, 1960, ¢.103-112).
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y 1893 pouij, €, 6e3yMOBHO, NepLUNM Y CBiTi TEXHIYHUM CTPUOKOBUM MexaHi3MoM Ans
nepepuBYacTol 3MiHM 306paxkeHHs y “XuBin doTorpadii”».

Y KOHTEKCTIi TeMWU [OChigXeHHA — BUBYEHHS OCOONMBOCTEN CLEHiYHoro 6ot —
BapTO 3BEPHYTM yBary, WO BXe Ha eTani 3apoXeHHs KiHeMaTorpadiyHoi TeXHIKK
yKpaiHCbKi BUHaXigHUKK pinbMyBanu came cueHu 60t0. «Ha ekpaHi 3aMUroTinm Ka-
BaNepucTy, sIKi ckayyTb Ha KOHSX, @ MOTIM oroneHi napybku, sKi Kuoanm cnmcu», —
sragye B Memyapax M. ®. dpeigenbepr’ (1913) nogpobui cninbHoi 3 W. A. TumueH-
KOM po60TKM Haf, «anapaToM AJisl BifTBOPEHHS PYXOMUX KapTUH 3 HaTypu».

TakoX LiikaBMM i MOKa30BUM € ToN haKT, W0 NepLini yKpaiHCbKUI irpoBuin doifibM
«3anopisbka Ciu» (1911) MicTuB 6aTanbHi cueHn. KaTepuHocnaBCcbKUiA KiHoomnepa-
TOp i KiHopexucep OaHnno CaxHEHKO CTaB OOHWM 3 MiOHEpPiB YKPaAIHCbKOro KiHema-
Torpady — y 1911 poui B ceni JloumaHcbka KaM'aHka (nepeamMicta KaTtepuHocnaBa,
HUHI [HiNponeTpoBCcbKa 061acTb) BiH 3HSAB MOBHOMETPAXHUI HiMUiA difibM «3amno-
pisabka Ciu», IKUN CTBOPEHO CUMlaMM NepLIoro B YKpaiHi akLioHepHOro ToBapucTBa
«MNiBaeHHopycbke eTHorpadivyHe ToBapucTBO LLykiH, CaxHeHKo i K» («lOxHopycckoe
aTHorpaduyeckoe akuuoHepHoe obuectBo LLlykuH, CaxHeHko u K»). 3a cnoBamu
BaneHTuHn Cnoboaun, ronosu [HinponeTpoBCbKOro BigAineHHs HauioHanbHoI cnin-
K1 KiHemaTtorpadicTiB YkpaiHu, ntoaun gisHanucs npo Te, Wo B TogiluHboMy KaTepu-
HocNaBi X04yTb 3HIMaTK hinbM, 3 BULaHHS KMIBCbKOT ra3eTu TOro Yyacy «3aciB» Big
30 BepecHsi 1911 poky. Y Hii noBigomnsnocs:

«Bigoma kiHemaTorpacdiyHa cpipma 6paris [MaTe xoue BUNYCTUTU KapTUHY
"Hanapg Tatap Ha 3anopi3sbky Ciy". LLlo6 us kapTuHa Mana cnpaBXHii BU-
rnsan, cbipma xoye ynawTyBaTb NokasHui 6i Ha Bepesi [Hinpa, Ha Micui
Oyswwoi Ciui. [..] Ha 6epesi 6yno cTBOpeHO KypiHb, XaTu | TUHU. Mano He
NoOJIOBUHY CeNisiH cena, MOTOMKIB CMpaBXHiX CiYOBUKIB, Maixe niBTUCSAY,
Oyno 3anpoLueHo AJssi yyacTi "B 6010". 3a cnoragamu cTapoxuiie, 3MoM-
KM NPOXO4MNM Tak: BCi CTOSITb Nepeq, KaMmepoto. CaxHEHKO KpUYnTb: "bi-
XiTb!" — Bci 6ixaTb. — "lMaganTe!" — BCi nagatoTb. — "YMmupanTte!” — Bei
NMOYNHAIOTb KOPUYUTUCS Y CMEPTHMX Mykax». (MepwomMy B icTopil KiHO
yKpaTlHcbkoMy irpoBoMy dhinibmMy BunoeHunocs 100 pokis, 2011)

3BicHO, W0 3a 100 3 NMMWKOM pOKiB B yKpalHCbKOMY KiHeMaTorpacdi 6aratopasoBo
dinbMyBanu 6aTanbHi CLLEHW, OCHOBY SIKMX CKNlafaiv pi3HOMMaHOBI MOCTAHOBOYHI
CLLeHiYHi 60i. JoBrun yac BiTYN3HSAHE KiHO acoLitoBasniocsl 3 pagsHCbKUM YW PocCiii-
CbkuM KiHemaTorpacpom. OgHak Big nogin 2014 poky cuTyauist 3MiHMnacs — ykpa-
THCbKI pexucepu novyanu CTBOPIOBATU CBIll YKpaiHCbKMIN NpoayKT. Baromoto BMAo-
BULLHOKO CK1aA0BO0 B HUX cTanu 6aTanbHi cueHn Ta 6oMoBi noeauHKK. Cepep, iHLLMX
3a BUCOKOSIKICHMM pPiBHEM MOCTaHOBKM BOMOBUX CLieH BapTO Bif3HAaYUNTU Taki inb-
MK, ik «HeanamHa»® (2015), «CtopoxoBa 3acTtaBa» (2017), «Kibopru» (2017), «Ko-
ponb OaHuno» (2018), «<3axap 6epkyT» (2019), «Hepkacu» (2020).

7 Moiiceit Mununosuy (Muxaiino depoposuu) dpeinaeHdepr (1858-1920) — pociiicbkuit BU-
HaxigHWK, NOBITpoNNaBeLb, XypHasnicT, BuaaeeLb. OOuH 3 BUHAXigHUKIB KiHETOCKOMY Ta po3-
POBHUK NepLIoT aBTOMaTUYHOT TenieddOHHOT CTaHLl.

8 OcTaHHiIN yKpaiHCbKO-POCiNCchKMiA icTOPUKO-ApamMaTuyHuin 6ooBuK nNpo nodii Apyroi ceiTo-
BOI BiliHW, 3MIOMKM SIKOFO pO3M0YaTo Lie 40 BiliHM Ha [loHbaci.
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HoBusHa pgocnipyxeHHs. 3 ornsy Ha HaBefeHi Buwe dakTu 1 yHacnigok 3ginc-
HEHOro aHaniTUYHOr0 OCMUCIIEHHSI BUBHAYEHO 0COGIMBOCTI BUKOPUCTaHHSA BonoBurx
MUCTELTB Yy TeaTpasbHili i KiHeMaTorpacdiyHii NnpakTuLi, Wo nocnayryeano gis ok-
pEeCreHHsI HUXKYe3a3HayeHUX BUCHOBKIB.

BucHoBkMu

CueHiYyHMI 6iM 5K MUCTeLTBO Bepe CBIil MOYATOK LLe 3 aHTUYHMX YaciB. Y BCi yacu
noauM 3 BifBEPTVMM 3aLjiKaBJIEHHSIM | 3aXBaTOM CMOCTepiranM 3a NoeavMHKamu Ta no-
CTaHOBOYHMMM MO3ULIMHUMKM BUCTYNamMu GinuiB, AKi [eEMOHCTpYBanu CBOK MaWcTep-
HICTb BOJIOAIHHS GOMOBMMM MUCTeLTBaMU. MUCTELTBO MOCTAHOBOYHUX, MOKA30BUX
601B NOCTINHO 3MiHIOBANOCS, CTaBNAYM 3a MeTy 3aBOOBATH JIIOOOB | MPUXMIIbHICTb Ny-
6nikn. 3rof,OM BOHO CTaJI0 HEBIA'EMHOK CKITAA0BOI TeaTpanbHOMoO Ta KIHOMUCTELTBA.

JloriyHo, W0 MUCTEeLTBO CLEHIYHOro 600 B OCHOBI I'PYHTYETLCA Ha CrpaBXHix 60-
MoBUX MUCTeLTBaxX. BracHe, ue nigTBepaXyoTh SIK liTepaTypHi neplioaxepena, Tak
i Biorpacpii BUgaTHUX aKTOpiB-BMKOHABLiB 60MOBUX CLEH Y KiHO.

MopiBHIOKO UM BOMOBI CLLEHN B CyYacHOMY TeaTpi Ta KiHO, MOXHa NMPOCTEXMTU NEBHI
BifAMiHHI 0c06MBOCTi pob0TK akTopa Haf BUKOHAHHSIM BOMOBUX CLIEH: Yy TeaTpasib-
HMX GOMOBMX CLiEHAX aKTOpy 0BMEXEHI MPOCTOPOM, NMPaLioOYM NEPeBaXHO HA OOWH
BMI,0BUI paKypc; OCKinbKM cLeHa 60to y BUCTaBI, K NpaBuIio, 3aiMae He Tak 6araTto
yacy, Bif, BUKOHaBLiB He BUMaratoTb YMiHHS BUKOHYBaTW 3Ha4YHWiA Nepenik npuio-
MIB cueHiuHoro 60t0; Ha NOCTaHOBKY GOMOBOT CLIEHU aKTOpU TeaTpy 3a3BuYail Ma-
IOTb 3HAYyHO binblle peneTULINHOIO Yacy, HiX aKkTopW KiHO; TeaTpasibHi aKTOpu He
MatoTb MPaBO BUKOHYBATK Aybri, y HUX € nulle ofHa cnpoba BUKOHATU NOCTaBMIEHE
3aBJaHHs.

Ha BigMiHy Big TeaTpy y cdepi KiHOMUCTeLTBa € HabaraTo Ginblue MOXINBOCTEN.
Mig yac nocTaHOBKM 6OMOBUX CLLEH Y MOCTAHOBHUKIB 34€6iNbLLIOro HeMae 06MeXeHb
y NPOCTOpI, CLLEHY MOXHa 3HiMaTu B Byfb-sIKOMY paKypci, a AKL,0 B npoueci (inbmy-
BaHHS BUHUKHe He3arnsaHoBaHa CUTYyalisi, 3aBX M MOXHa 3pobuTu Lie oguH Oy6ib,
[0 TOro X 6OMOBY CLIeHY MOXHa NpUKpacuTu crneledekTaMm Ta KOMN'IOTEPHORO rpa-
dikoto. OgHaK B akTopa Mae 6yTu yynoBa NiaroToBKa, BiH Mae BMiTU KopUcTyBaTUCA
BEJINKOKO KiNIbKICTHO pi3HOMaHITHOT 36poi Ta BOMOAITM LWUMPOKUM fiana3oHOM HaBU-
Yok 3 6oIoBMX MUCTELTB, HE3BAXalOuM Ha ToM haKT, WO € Kackaaepu, sKi MOXYTb
BMKOHATK Te, Ha L0 aKTOp He 3[4aTHUW. AfKe MOMNyspHICTb aKTopa 3aexuTb Bif
PiBHSA NOr0 ManlCTEPHOCTI.

CxapakTepusyBaBLUM CTWUI CLEEHIYHOIO 6O, MOXEMO Bij3HAUMTH, L0 33 OCHOBY
B3ATO MPUAOMM 3 Pi3HUX BUAiB BOMOBMX MUCTELTB, YCi yaapu Ta 3axBaTy, TexHika
BUKOHaHHSA sikux Byna 3aMiHeHa Ha KOpUCTb BiNbLIOl BUPA3HOCTI Ta NiABULLEHHS piB-
Hs1 6e3nekn. Came TOMY yYpaXKeHHS Bif, 3aCTOCYBaHHS NOLiIOHMX NPUNOMIB 3BefEHI [0
MiHIMYMY Y1 MOBHICTIO BUKJIOYEHI.

BapTo 3ayBaxuTu, WO cyyacHa BiTYM3HSAAHA [OCHIAHULBbKA LiANIbHICTb HEOBI'PYH-
TOBaHO 06X0MTb yBarow posb i Micue CLeHIYHOro 60t B PO3BUTKY MOCTAHOBOY-
HUX PEKOHCTPYKTUBHUX OINCTB CUMaMM BiNCbKOBO-ICTOPUYHMX TOBAPUCTB, L0 HUHI
HabyBatoTb yce 6inbLLol NoNynspHOCTI B YKpaiHi Ta cBiTi. Liein acnekT Moxe cTaTu
npeLMeTOM NofanbLUMX KyNbTYPHO-MUCTELbKUX AOCTIAXEHb.
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AHHoOTauus

Llenb wuccnepgoBaHuMsi —  OCYLLECTBUTb  CpaBHUTENbHbIN  aHanM3  ocobeHHOCTen
ucrnonb3oBaHUsi 6G0OeBbIX WCKYCCTB Ha TeaTpanbHOM cLUeHe W B KuHemaTtorpace.
MeToponorus uccnepgoBaHus 6asvpyeTcs Ha UCTOPUYECKOM, CTPYKTYPHO-aHaNIUTUYECKOM,
KOMMapaTMBHOM U UCKycCTBOBegyeckoM noaxopax. HoBusHa uccnegoBaHusa. Vcxopa us
MUPOBOW U OTEYECTBEHHOW CLLEHUYECKON U KMHeMaTorpachnuyeckom NpakTuK, OCYLLECTBIEH
CpaBHUTENbHbIA aHanM3 0CoBeHHOCTeN NpUMeHeHUs B HUX OoeBbix UcCKyccTB. BbiBogbl.
MckyccTBO cueHndyeckoro 60a B cBoen 0CHoBe BasnpyeTca Ha BOEHHbIX 60eBbIX UCKYCCTBAX,
YTO MOATBEPXLAETCA KaK JIMTepaTypHbIMM MEPBOMCTOYHMKAMM, Tak U akTamu u3
6uorpacomin  BblJalOWNUXCA aKTepoB-UCNONHUTeNe 60eBbiX CUEH B KWHO. TexHuka
MCMONHEHUST cLieHnYeckoro 60a npeanonaraeT UCNosib30BaHNE NMPUEMOB U3 pa3HbIX BULOB
60€eBbIX UCKYCCTB, O4HAKO B NOJSb3y CO3[aHUsA GonblUei Bblpa3nTenbHOCTU U obecneyeHus
MOBbILEHHOro ypoBHA 6e3onacHocTy ansi ucnonHuTenen. K oco6eHHOCTSIM BbINOSHEHUS
60eBbIX CLEH B TeaTpe MOXHO OTHECTM OrpaHuMyeHHOEe MPOCTPAHCTBO AN BbINOJHEHMUS
60eBbIX NPUEMOB, YTO 0BYCNOBNEHO pasMepaMu CLLEeHUYECKON MoWanKu; JOMUHMPOBaHUE
BU3yanbHOro BOCMPUATUS 3pUTeNneM cLeHbl 605 ¢hakTMyeckM C OOHOro pakypca — U3
3pUTEeNbHOro 3asa; Nockosibky UrpoBasi cueHa 60si B cnekTakie, Kak npaBuio, 3aHuMaet
HEMHOro BPeMEHW, TO OT UCMNONHUTeNEeN He TpebyeTcs yMeHMe B COBEPLUEHCTBE BbIMOJIHATD
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3HaAUMTENbHbIN NepeYeHb NMPUEMOB CLEEHMYECKOTO 60s1; Ha MOCTaHOBKY 60€BOM CLiEHbI aKTepbl
TeaTpa 0OblYHO MMEIT ropasfo Gosblue peneTULMOHHOTO BPEMEHU, YEM aKTepbl KUHO;
TeaTpasibHble aKTepbl He UMEIOT NpaBa Ha UCMOoJb30BaHue fy6neid, a MLb OfHY NOMbITKY AJis
[OCTWUXEHWSI NoCTaBNeHHON 3aaaum. MNpu noctaHoBKe 60eBbIX CLEH B KMHeMaTorpade yalle
HeT orpaHUYeHuii B pa3Mepe NPOCTPaAHCTBA, (hparMeHT MOXHO CHUMaThb ¢ No6oro pakypca,
a Mpv Hey,a4HOM BbITOJIHEHUM GOEBOMO TPHOKa BCEra MOXHO CHATb elle oivH Ay6iib, K TOMy
e CLieHY MOXHO yKpacuTb crieladhdpeKkTaMum U KoOMMbloTepHol rpacukoii. B kuHemaTorpadpe
aKTep LOJXEH UMETb MpeKpacHyto hM3NYECKYHO NOLTOTOBKY, yMETb Nofb30BaThCs GoNbLIMM
KONMMYeCcTBOM pasHo0o6pa3HOro opyxus 1 0b6nafath WMPOKUM AMaNa3oHOM HaBbIKOB 60eBbIX
WCKYCCTB, HECMOTPS! Ha TO, YTO CYLLECTBYIOT Kackafepbl, CNOCOOHbI BbIMOMHUTL TO, YTO He
yMeeT akTep. [onynsipHOCTb akTepa 3aBUCUT OT YPOBHS €ro UCTOJIHATENIbCKOrO MacTepcTBa
U, B YaCTHOCTW, BNaJleHUs1 UCKYCCTBOM CLLeHUYECKOro 6osl.

KnioueBble c/ioBa: UICKYCCTBO CLieHUYeckoro 60si; TeaTpasbHOE UCKYCCTBO; KNHOUCKYCCTBO
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Abstract

The purpose of the article is to carry out a comparative analysis of the features of the use
of martial arts on the theatre stage and in the cinema. The research methodology is based
on historical, structural-analytical, comparative, and art studies approaches. The scientific
novelty. Taking into account the world and domestic theatrical and cinematographic practices,
the peculiarities of the use of martial arts in them are compared. Conclusions. The art of stage
combat is based on military martial arts, which is confirmed by both literary primary sources
and facts from the biographies of outstanding actors-performers of combat scenes in cinema.
The technique of performing stage combat involves the use of techniques from different types
of martial arts, however, in favour of creating more expressiveness and ensuring an increased
level of safety for performers. The peculiarities of performing combat scenes in the theatre
include limited space for combat techniques, due to the size of the stage; the dominance of
the visual perception of the battle scene by the audience actually from a single angle — from
the auditorium; since the scene of the battle in the performance, as a rule, takes a little time,
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performers are not required to perfectly perform a large list of techniques of stage combat;
theatre actors usually have much more rehearsal time to stage a combat scene than movie
actors; theatre actors do not have the right to do takes, that is, they have only one attempt to
complete the task. During the production of combat scenes in the cinema, for the most part,
there are no space restrictions, the scene can be shot from any angle, and if the combat trick
fails, you can always shoot another take, in addition, the scene can be decorated with special
effects and computer graphics. In cinema, an actor must have excellent physical training, be
able to use a large number of different weapons, and have a wide range of martial arts skills, even
though there are stuntmen who are able to perform what the actor cannot do. The popularity of
an actor depends on the level of his performing skills and, in particular, his mastery of the art
of stage combat.

Keywords: art of stage combat; theatrical art; cinematography
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BMKOHABCbKA IHTEPMPETALLIA TA IHTEHLIA AK BUAU XY[,0XXHbOI
AlIANIbHOCTI Y BOKAJIbHOMY MUCTELLTBI

Hatania Moruneecbka

e-mail: mogylevska-nataliia@ukr.net; ORCID: 0000-0002-7102-2114
KuiBcbkuii HayioHaslbHWU YHIBEPCUTET Ky/IbTYpU i MUCTELTB

AHoTauyis

MeTa pocnig)xeHHa — 0OrpyHTYBaTM HasiBHICTb | BaXJIMBICTb BWKOHABCbKOI iHTepripeTauii Ta
IHTEHLIT IK OCHOBHMX BUAIB XY[,0XHbOI TBOPYOCTi Y BOKaNbHOMY MUCTeLTBI. MeToau focnif KeHHs.
Y npoueci po3B'A3aHHS 3aBfaHb CTaTTi BUKOPUCTAHO 3arajbHOHAyKOBi, 30Kpema aHanis,
CMHTe3, iHTeprnpeTauilo Ta ysaranbHeHHs pe3ynbTaTiB, Ta cheuianbHi MeToAM [OCHILXEHHS.
MixgucuunniHapHe BUKOPUCTAHHA MeTOMOMONYHOro IHCTPYMEHTapito MWUCTeLTBO3HABCTBa,
NCUXONIHIBICTUKM, chinocodil MucTeLTBa TOLWLO Aan0 3Mory o6rpyHTyBaTU HasiIBHICTb | 3HAYEHHS
BMKOHaBCbKOT iHTepnpeTauii Ta iHTeHLil B MUCTeLTBI BokanicTa. 3okpema, Afsi KoHuenTyanisauii
YSIBNIEHHS1 NPO iHTeprnpeTauilo Ta iHTeHUil BoKanicTa 3aCcTOCOBaHO MCUXOCEMAHTUYHI MeToaM,
AKi  JoCnigXyTb CBIAOMICTb, MOTMBALilO, eMoLii ocobucTocTi. HaykoBa HOBM3Ha Mossirae
B 0OrpyHTYBaHHI HasiBHOCTI Ta BaXJIMBOCTi BUKOHABCbKOT iHTepnpeTayii Ta iHTeHUil B MUCTeLTBI
Bokanicta. BucHOBKM. 3a3BMyYall MY3UYHO-MICEHHWM TBIp [ae 3MOry BMKOHaBLIO-BOKanicTy
Hacamnepe[, BUpasuTX BRaCHi NOrNAAK, NepexunBaHHs, BigUyTTs, HaMipy i T. iH. TOMy BMpPaXeHHs
CBOr0 BHYTPILLUHbOIO CBITY, CBOr0 CBITOBIAYYTTS, YTBEPAXKEHHS CBOIO «si» ONnocepeaKoBaHo (Yepes
iHTepnpeTayito My3MYHOro TBOPY) — YM He OCHOBHe 3aB[aHHS, sike Mae po3B'A3aTh BUKOHABELlb.
YacTo caMe Tak My3UYHO-MICEHHUI TEKCT, IKUI IHTepnpeTye BOKanicT, nepeayciM cTae 3acobom
BUPAXEHHS1 NOro MMUOUHHUX MeHTanbHO-KOrHITUBHUX HaMipiB, TOOGTO iHTeHUin. ToMy B 3aknamax
NifroToBKM ManbyTHix BOKanicTiB NOBUHHI 3BepTaTy yBary Ha 3abe3neyeHHs YMOB A1 MEHTasNbHO-
LiiHHICHOrO PO3BUTKY CTYAEHTIB i DOPMYBaHHS y HUX BiJNOBILHOr0O fyXOBHOMO CBITOrNAAY.
KniouoBi cnoea: iHTepnpeTalisi; iIHTEHLisi; BUKOHaBeLb;, BOKaJlbHE MUCTELTBO; My3UYHO-MiCEHHUN
TEKCT; 0COBUCTICTb

Betyn

Oco6nMBOCTi BUMKOHABCLKOI iHTeprpeTauil Ta iHTeHLil, 30KpemMa Yy BOKanbHOMY
MUCTEUTBI, MOpAL, 3 iHWWMMM iHOMBIAYaNbHUMU CKIaf0BUMU KOMIJIEKCY MY3UYHO-
MOBJIEHHEBUX PECYPCIB NIeXaTb B OCHOBI IHAMBILYaNbHOrO BUKOHABCHKOIO CTUIIHO,
AKWIA [lae 3MOry yBUMPa3HUTU BMKOHABLSA cepef iHWWX MUTLUIB i cchopmyBaTh ysiB-
NEHHS MPO HbOTO AK HEMOBTOPHY TBOPYY OCOBUCTICTb, NiAFPYHTAM CBITOrNSAAY sIKOT
€ OYXOBHO-LiHHiCHI gucnosuuil. OcTaHHi, BNacHe, 1 BU3HaYyatoTb XapaKTep i cnpsimy-
BaHHSA BUKOHABCLKOI iHTepnpeTaLii Ta iHTeHLiT.

© Hataniss Morunescbka, 2021 Haginwna 15.09.2021

ISSN 2616-759X (Print),

ISSN 2617-1236 (Online) artonscene.knukim.edu.ua



BicHWK KUIBCEKOrO HaLlIOHANBHOMO YHIBEPCUTETY KYNbTYPU | MUCTELITB.
Cepig: CLieHIYHe MUCTELTBO 2021 - 4(2) - ¢.183-192

BigTak aHanis i o6rpyHTyBaHHs HasiBHOCTI 1 BaXXSIMBOCTI BUKOHABCbKOT iHTepnpe-
Tauil Ta IHTeHUl € aKkTyanbHUM HaNPAMOM MUCTELTBO3HABUYMX AOCAiAXeHb. [To3ank
3aKkflagym NigroToBKM ManbyTHiX BOKanicTiB Hacamnepe OPiEHTYHOTbLCS He NinLLe Ha
dopMyBaHHSI B 0OCTaHHIX NPodeciMnHOro BMiHHS iHTeprnpeTyBaT My3UYHO-MICEHHUN
TBip, @ N Ha 3abe3neyeHHs YMOB OyXOBHO-LIIHHICHOrO pO3BUTKY CTYAEHTIB Ta dop-
MYBaHHS Y HUX BiANOBIQHOMo CBiTOrNSAY.

AHani3 ocTaHHix gocnigkeHb i nyénikauii

OcTaHHIM YacoMm 3'aBnsieTbes gepani 6inbLlue npawb, TPUCBAYEHUX MCUXOSTOTNYHUM
i CEeMaHTUYHUM acnekTaM BMKOHABCbKOro MucTeuTsa. [lo Takux cheHOMeHIB 3apa-
XOBYEMO iHTEpNpeTaLito Ta iHTeHL,i0.

BukoHaBcbka iHTepnpeTauisi Bxe faBHO nepebyBae B KOJli HAyKOBOro 3aljikaB-
neHHs. T NPUCBAYEHO BENIMKWIA MacuB AOCHILXeHb, 30KpeMa y cdepi My3uKonorii
(0. Anekcees (1964), B. MockaneHko (2012)), myaunuHoi neparoriku (I. NMapnanka (2008),
0. AHpgpeiiko (2012)) Ta iH. ®inocodcbKO-METOA0MOrYHE NiArPYHTA KOHUEeNTyanisauil
MOHATTSA BUKOHABCbKOI IHTepripeTauil 3aebinblworo BusHadyeHe npauamu M. baxTiHa
(2000, 1979).

[o BuBYEHHS NpobnemM «BUKOHABCBbKOI iHTeprpeTalii» 3BepTanucs K Mucte-
LUTBO3HaBL, TaK i nefarorn-mMy3ukaHT1 Ta MCUX0NIoru, posrnsfarym Len peHoMeH
Y Pi3HiN NOLMHI:

— SIK Xy[LOXHE NepeoCMUCIIEHHS Ta PeTPaHCIAL0 aBTOPCbKOro TBOPY, Y MPOLLECi 4Oro
BiaOyBaeTbCA fianekTUYHe efHaHHSI 00'€KTUBHOrO — KOMMO3UTOPCLKOrO TBOPY Ta
Cy06'eKTUBHOIO — 0COBMCTICHOMO NepeocMUCTIEHHS TBOPY BUMKOHaBLeM (benikoBa, 2011);

— fK iHAMBiQyanbHO-00pa3He TpaKTyBaHHSI BUKOHABLIEM-MY3UKaHTOM aBTOPCbKOro
TEKCTY, L0 3yMOBJOETLCS ifleaNibHO-YSBHUM po3yMiHHSAM TBopY (Caik, 2000, ¢.115-125);

— AIK CLeHiYHe TpaKTyBaHHSl TBOPY 3acobamMy BUKOHABCbKOI MalNCTEPHOCTI: Yepe3
TEMMOPUTM, AUHAMIKY, apTUKynsLito, ppasyBaHHs, akLeHTyBaHHA Towo (MarnbLes,
1991);

— AIK HeoOXigHY CKNafoBY MPOLECY CLLEHIYHOT TBOPYOCTI Ta NPOBIAHY XapaKTepuUcTu-
KY BUKOHaBCbKOI0 MUCTELTBA, LLLO CBOEHD YeProto 06yMOBIIOE 0COBMBOCTI MY3UYHOT
ocBiTu (PygHuubka, 1998);

— SIK AMHaMiYHU/A TBOPYMIA NpoLiec, B IKOMY BUKOHaBeLlb, 30KpeMa MiaHicT, Mae [o-
HeCTM [0 Cryxaya CMUCI TBOPY BiAMOBIAHO [0 KOMNO3UTOPCbKoro 3agymy (Feinberg);

— «XY[OXHbO-3BYKOBa peanisallisi My3U4yHOro TeKCTY B MpoLeci BUKOHAHHSA, fiKa
3anexuTb Bif 3a4yMy aBTopa Ta WMOro iHgMBIAyanbHUX 0COBAMBOCTEN, NMPUHLMNIB
LLUKOSIM abo HaMNpAMKY, 00 AKUX HalleXnTb BUKOHaBeLb» (I0uesuy, 2003).

Ha xanb, gocnifgxeHHs1 BUKOHABCbKMX iHTEHLIN — He HaCTiNIbKW NONYNSApHUA Npej-
MeT HayKOBWX AocnifxeHb. Tak, B YKpaiHi HanbinbL FpyHTOBHOM MpaLero y LiboMy
HanpsiMi, Ha Hally OyMKY, € auceprauis MucTeuTBo3HaBua O. dekeTe «dopmMyBaH-
HSl BUKOHABCbKOI KOHUENLii My3uyHoro TBopy» (2009). Y Hiin aBTopKa Oocnigxye
BMKOHABCbKY KOHLEMLito K YBUPa3HEHHS iHTeHLiOHaNbHOT JiNIbHOCTI CBiAOMOCTI
My3MKaHTa-iHTepnpeTaTopa, a TakoX 3 MeTor (POpPMyBaHHA XYL0XHbOI KOHLienL, il
po3pobnisie MOHATTEBUI anapaT, SIKU MOLENIOE iIHTEHLiOHaNbHI MexaHi3Mu1 BUKO-
HaBCbKOT CBi,OMOCTI.
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YKpaiHcbkuii ydenui 1. Epries (2015) mocnigxye pexucepcbki iHTeHLUil BUKOHAB-
CbKOT IHTepnpeTauii cy4acHOT iIHCTPYMEHTasnbHOT My3UKM.

OTXe, MOXHa CTBEPAXYBaTH, LLLO 0COBNMBOCTI BOKasNIbHOI iIHTepnpeTauil Ta iHTeH-
Uil Ha CbOrofHi He OTPUMaI HaNeXHOro TEOPETUYHOr0 OCMUCIIEHHS Y BITUU3HSHIN
HayLi, L0 1 3yMOBUJIO aKTyasbHICTb LIbOr0 [OCHIIXEHHS.

Merta cTaTtTi — 06r'pyHTYBaTV BaXJIMBICTb | B3aEMO3B'A30K BUKOHABCHKOI IHTepnpe-
Tauii Ta iIHTeHLi iK OCHOBHUX BUAIB XY[4,0XHbOT TBOPYOCTi Y BOKaslbHOMY MUCTELITBI.

Buknag oCHOBHOro martepiany

Y cyyacHOMy My3MKO3HaBCTBi MPOCTEXYEMO TEHAEHLiO LL0A0 BUBYEHHSI NPO-
651eM BUKOHABCbKOT iHTepripeTauii, o 3yMOBUII0 NOABY NOHSATTS «iHTEPNpeTosoris —
cdepa My3MKO3HaABCTBa, WO cucTemMaTusye OeHOMEHU BUKOHABCbKOI HislIbHOCTI
MY3UKaHTIB Y BCbOMY pO3MaiTTi X NposBy (Teopis, icTopis, npakTuka)» (Kntoes, 2001,
c.5) XymoxHs iHTepnpeTauis (TpakTyBaHHs)) TBOpY aBTopa (MMCbMEHHMKA, KOMMO-
3MTOpa, NOCTAaHOBHUKA), IKY BTISIFOE aKTOP, TaHUiBHUK, CMiBak, My3UKaHT, OUPUreHT
nepep rnsigayaMy 3a [OMOMOrOH BMKOHABCbKUX 3acobiB BUPa3HOCTI, € 6e3yMoB-
HO CK/al0BOK BMKOHABCbKOro MUcTelTBa. MuUCTeLbKy BUpa3Hy iHTepnpeTaLito
NMPOCTEXYEMO TAKOX i B MY3MYHOMY MUCTELTBI, KONIM BUKOHaBeLb (CniBaK, My3u-
KaHT, QUPUIEeHT) Ha OCHOBI TBOPYOro 3afyMy KOMMO3UTOPA, He KOPEryrum napTuTy-
pv, yTintoe TBip nepep ciyxayamu, 3aCTOCOBYHOUM CBOKO TEXHIKY BMKOHAHHSA Ta [o-
Jaroum ocobucte emMoLiHO-MNepcoHidhikoBaHe NPOYMTaHHA TEKCTY. Y Takui cnocib
B iHTepnpeTaLil NoegHYOTbCS MPOLEeC TBOPEHHS Ta BiTBOPEHHS. CniBBigHOLIEHHS
BMKOHABCbKOIO KOMMOHEHTa M aBTOPCbKOrO MOXe BapitoBaTUCS AIK Bif, OKpemoi
iHTepnpeTauil, TaK i Bif, BUKOHABCbKOIro CTU/IHO Ta 0COBUCTICHUX NPIOPUTETIB BUKO-
HaBLsA. [loMiHYBaHHS iHTepnpeTaLiiHOl BUKOHABCbKOI CKNafoBol Mif Yyac BUCTYNyY
MOXe NepeTBOpUTUCA Ha IMMPOBI3aLito, a B pasi HecTadi — Ha HEBUPa3He MexaHiyHe
BiITBOPEHHSA HOTHOIO TEKCTY. AK€ KOMMO3UTOP YM apaHXyBasbHUK, YTiNFOKYMY CBil
3aflyM y TeKCTOBIN hopMi, MOKNafaeTbCA Ha apTUCTa, 3aBaHHA AKOro CMOHYKaTu
cnyxaya [0 BifnoBigHUX eMOLi Ta aKTUBHOIMO 06pa30TBOPEHHS.

YkpaiHcbka gocnigHuusa O. AHapenko (2012, ¢.4-7) po3yMie iHOUBIOyanbHUIA CTUIIb
BMKOHaBLAA IK OCOOUCTICHY KaTeropito, fie iIHTOHOBaHe BUKOHAHHSI MY3UYHOIO TBOPY
€ Bifo0OpaXeHHsIM NepcoHanbHOI AUCNO3WLIl, CBITOMrNAAY BMKOHaBLUS, WO BTINIHOETh-
cs iHOMBIAyanbHO-06pa3HnMKM 3acobamMm TeXHIYHOI BUPa3HOCTI. | Xo4ya [oChigKeHHs
BYEHOI, K i BifIbLWICTb iHLUNX, NPUCBSIYEHI aHani3y iHOMBIAYaNbHOCTI My3UKaHTIB, OC-
HOBHi IXHi BACHOBKM MPOEKTYOThCA | Y cdhepy BOKasIbHO-NICEHHOro MUCTELTBA. YUYeHa
TaKOX MiAKPECIIOE, WO iHAMBIAYaNbHUA BUKOHABCbKUMA CTUb — Lie He TiflbKU CYKyn-
HICTb iHOMBIAYaNbHMX 0COBNMBOCTEN BUKOHABLSA, @ M NOEAHAHHSA L BOX MEHTANbHUX CBi-
TiB — aBTOpa TBOPY Ta BMKOHaBLS, LLLO 1 BU3HA4ae XxapakTep My3M4HO-BUKOHABCbKOI

Tomy BXe [aBHO 3arajibHOBIAOMWM € BWCHOBOK, L0 BMKOHAHHA OyAb-fIKOro
MY3MYHO-MiCEHHOro TBOPY He MoxnmBe 6e3 iHTepnpeTauii 3 60Ky BokasnicTa Moro
rMMBMHHOro 3MicTy 1 3agyMy. OCHOBHe 3aBaHHS BUKOHABLS, IK HarosoLye Teope-
TuK My3ukosHascTBa 0. AnekceeB (1964, ¢.7): «OpraHiyHo, NepeKoHIMBO BiATBOPUTH
npouec cTaHoBNeHHSA 06pa3Hoi No6y[0BY TBOPY».
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| TYyT npuHarigHo 3ragyeTbcs BigoMa nosuuis M. baxTiHa (1979, ¢.285), wo 6yab-
AKWUIN ICTUHHO TBOPYMI TEKCT 3aBX.AWN NEBHOI MipoK € BifIbHUM i He nepenbayvyBa-
HUM eMMipUYHOI HeoOXigHICTIO OKPOBEHHSIM 0COBUCTOCTI, O BTPUMYE BHYTPILL-
HIO HeoBXigHICTb, BHYTPILLHIO IOTIKY BiIbHOrO sigpa TekcTy. dinocod MucTelTBa Ha-
ronowye: «Hemae Hi4oro abconoTHO MEPTBOrO: Y KOXHOro cMucsly byfie CBOe CBATO
BigpoxeHHs» (BaxTuH, 1979, ¢.373).

PizHO6iyHO BMBYatouM npobneMyu MOBJIEHHEBUX XaHpiB, M. baxTiH 3BepTaeTbcsA
[0 NMUTaHHA BNJIMBY Ha iHOMBIZYYMa MOBJIEHHEBOIO OTOYEHHS:

«[..] iHaMBigyanbHUiA MOBHUIA A0CBIA BYab-AKOT OAMHM POPMYETLCA Ta
po3BMBaETbCS B Be3nepepBHil i NOCTINHIA B3aEMOSIT 3i CTOPOHHIMU iH-
OVBigyanbHUMU BUCMOBIOBaHHAMMU. Llel [ocBif NMeBHOK Mipoko MoXxe
6yT oxapakTepus3oBaHMWI SIK NPOLEC OCBOEHHSA — BinblU-MeHL TBOPYO-
ro — CTOPOHHIX cniB (a He cnie MoBK). Hawia mMoBa, TO6TO BCi Halli BU-
C/NOBJIOBAHHA [...], CMOBHEHA CTOPOHHIX CNiB, PiSHOrO CTYMEHs YyXopia-
HOCTi UM Pi3HOrO CTYMNeHs 3aCBOEHHS, PiBHOro CTYMEeHs YCBiAOMJIEHOCTI
Ta BUOKpeMIeHHs». (baxTuH, 1986, ¢.460)

CyrosiocHoto € fymka fiTepaTypo3HaBLs M. MacnapoBa, Lo «BCi MOBHI BpaXKeHHS,
LLL0 HAAXO4ATb 330BHIi, OpraHiyHO BPOCTAaKOTh Y MOBHUIA CBIT ocobucTocTi» (Mfacnapos,
1993, ¢.16).

Y My3uuHii eHuuksonefii NOHATTA «iHTepnpeTauis» (Big nat. interpretatio —
PO3'SICHEHHS, TNyMayeHHs!) TPAKTYIOTb K XY[O0XHE THyMayeHHs CniBakoM, iHCTpYy-
MEeHTaniCTOM, AUPUTEHTOM, KaMEPHUM aHcaMbrieM My3U4YHOro TBOPY B MPOLIEC 0T
BUKOHaHHS, pO3KPUTTSA ifeNHO-006pa3HOro 3aMicTy My3uKu BUPa3HUMU | TEXHIYHUMM
3acob6amMu BUKOHABCbKOro MucTtelTBa (AMnonbckui, 1974, ¢.550).

Y CrnoBHUKY iHLLOMOBHMX CriB iHTeprpeTaLis (3 naT. po3'siCHION, Nepekiafaro) —
ue 1) pos'siCHEHHS, TIyMaYeHHs, PO3KPUTTS 3MICTY Yoro-Hebyab; 2) TBOpYE BUKO-
HaHHSA XYL,0XHbOrO TBOPY, LLLO I'PYHTYETHCA HAa CaMOCTIMHOMY T/lyMayeHHi BUKOHaB-
us (MucT.) (CNOBHMK IHLUOMOBHMX ChiB).

To6To MUCTeLbKe TNyMayeHHs iHTepnpeTauil ue chakTUYHO, siK nigkpecntoe B. Mo-
ckaneHko (2012), TBopYe PO3KPUTTS 3MICTY Xy[LOXHbOrO TBOPY, L0 BU3HAYaETbCA
iEeNHO-XYJOXHIM 3ayMOM Ta iHAUBIAyanbHMMKU ocobnMBOCTAMM apTucTa. BogHo-
yac, 3rigHo 3 po3yMiHHAM B. MockaneHka (2012, c.15), BUKOHaBCbKa iHTepnpeTa-
Lif «BMPaXaeTbCsA B TBOPYOMY MPOYMTaHHI My3MYHOrO TBOPY Ta MOro 03BYYyBaH-
Hi 6e3 NopyLeHHs1 BHYTPIWHbOI CTPYKTYPU i 3aMiHM 3a4yMaHOro KOMMNO3MTOPOM
IHCTPYMeHTapito».

CaMe ToMy, HaneBHO, yKpalHCcbKa AocnigHuus negaroriku mucTeytsa I MNaganka
Mae I'pyHTOBHI NiJCTaBU BUBHAUNTU BUKOHABCHKY IHTEprpeTaLlito sK OCHOBHUI BU[,
XY[OXHbOT OiANIbHOCTI Y BUKOHABCbKUX MUCTeLTBaX. 30KpeMa, BOHA YTOYHIOE, LLLO
npoLec My3u4HoI iIHTepnpeTauii MiCTUTb He nue BigTBOPIOBasIbHI, PENpoayKTUBHI
acnekTu, a W 3HAYHWUM NOTeHLian NposiBy 3 60Ky BUKOHABLA TBOPYOro CTaBJIEHHS
no Teopy (Magarnka, 2008). BukoHaBL0, IK HArosiowye A0CHiAHNULSA, BapTO HE TiflbKK
3arnMbuTmca B aBTOPCbKE BiAUyTTA 06pa3y Ta HaMaraTucst sKoMora noBHille nepe-
JaTu Noro y BNacHOMY TpakTYyBaHHI, a i BUSIBUTW BllacHe PO3YMIHHSA TEKCTY, BUSIBU-
TV BRacHi MoYyTTSA, nepefaTn 0cobnMBOCTI BNACHOMO CMPUAHATTSA TOrO, LLLO CTBOPUB
aBTop TBOpPY (Mapganka, 2008).
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Y cBoto yepry M. baxTiH (2000, ¢.229-230) niakpecntoe fianoriyHicTb caMoro po-
3YMIiHHS, sike BiH TpaKTye Ik «DayeHHs1 ceHcy, ane He peHOMeHasbHe, a y BUrNsagi
XVUBOIr0O CMUCIY NEPEXMBAHHS | BUPaXeHHs!, 6a4eHHs BHYTPILLHbO OCMUCIIEHOTO, TaK
61 MOBWTM, CAMOOCMUCIIEHOTO AABULLLAY.

Y BUSIBNEHHI MUOUHHOIO CMUCIY MY3UYHO-MICEHHOr0 TEKCTY BUKOHABCBLKOI iH-
TepripeTauii noTpibHO 3rafaTh 1 NPO iHWI NCUXOCEMAHTUYHI 0COBMBOCTI, No3ask
i0eTbCA NPO MOBJIEHHA Ta XapaKTepHi pUCK NOro CrpsIMOBAHOCTI Y KOMYHIKaTUBHIN
TpaHcnsuil. Tak, OgHUM 3 BaXJIMBUX acrnekTiB BUCIOBIOBaHb, ki BOJHOYAC TiCHO
noB'sA3aHi Ta aKTUYHO CAiAyHOTh 3 iHTeprpeTalil, € IXHS iHTeHLiHA CNPSAMOBAHICTb.

Y Bennkomy TiyMauyHOMY CJIOBHUKY CydacHO! yKpalHCbKOT MOBY iHTEHLtO (Bif naT.
intentio — NparHeHHs1) ONUCaHO AK CMPSAMYBAHHS MUCTIEHHS NIOAVHU Ha ByLb-AKUN
00'eKT, CXUJIbHICTb CBIAOMOCTI [0 Yoro-Hebyab. OCHOBOK TaKoi cnpsiMmoBaHoCTi abo
CXWNbHOCTI € BaXxaHHs], 3aayMu, NnaH Ain, uinb. Hanbinblw HabanmxeHMM 3a 3aMiCTOM
[0 iHTeHUii € noHaTTa Hamip (Bycen peg,., 2005).

|. €pries (2015) BM3HAYa€ iHTEHLiOHANbHICTb K FO/IOBHE BTiSIEHHA OCHOBHOI
inei-mecenxy (Hagiger), AKy BUKOHaBELb HaACUNIAe ClyxaydeBi/rnsigady.

3arasioM uepe3 BUKOHaHHSA BOKaJiCT peani3ye 3aBAaHHA BUPaXEHHS iIHTEHLiN-
HOro 3MICTYy MY3UYHO-NICEHHOrO TBOPY, BifoOpaxeHoOro B CTPYKTYpi aBTOPCbKOro
TBOPY Y BUMMALI TEKCTOBUX KOMYHIKaTUBHMX TaKTUK | cTpaTeriin. Tak y BUKOHAHO-
My BOKaJliCTOM MiCEHHO-3BYKOBOMY TEKCTi NPoABNAOTLCA HaMipu (iHTeHLUiT) noeTa-
niceHHUKa, KoMNo3uTopa Ta camoro BUKOHaBUs. BogHouac, ik nigkpecntoe |. Epries
(2015), iHTeHUioHaNbHICTb, AK byHAaMeHTaslbHa BacTUBICTb JIOACLKOI CBiJOMOCTI,
4yacTo AeMOHCTpYe 36ir TBOPYMX NO3ULLI aBTOpa 1 BUKOHABLIB.

CaMe iHTeHLUiT € Y/ He HalBaXMBILLMM MCUXOJIOTIYHUM CKJTaJHUKOM fiasnioriyHor
KOMYHiKaUiT Ta guckypcy B3arani. M. baxTiH (1979, ¢.285) Haronowuye: «[logis XutTsa
TeKCTY, TOBTO MOro CnpaBXHs CYTHICTb, 3aBX,AN PO3BUBAETbLCS Ha pybexi fBOX CBi-
LOMOCTeWN, IBOX CY0'EKTIB».

Y pasi BUKOHaBCbKOro MUCTELTBA Lie MOXHa 3pO3yMiTU fIK iCHyBaHHSA OBOX CBi-
JoMocCTeln — aBTOpiB My3MYHO-NICEHHOro TBOPY Ta BUKOHaBLS-iHTepnpeTaTopa. Lle,
nepedpasytoum BUCHOBKM TEOPETUKIB IHTEHT-aHai3y, YyMOXIUBIOE 00'eKTMBALLIO
iHTEHLINHOro NPOCTOPY MUCTELIbKOrO AUCKYPCY SIK CYKYMHOCTI iHTEHLIN Ta iHTenek-
TyanbHUX CTPYKTYP, IKi CTAHOBMATb MCUXOJIOTIYHY OCHOBY i€l TBOpYOT cdhepn KOMy-
Hikauii (NMaenoea u pebeHumkoBa, 2017, c.1).

[HTeHUiT BKNOYEHI aBTOPaMU B IMOUHHUIA CEHC 3MICTY TEKCTY MY3MYHO-MICEHHOI0
TBOPY, SIKUIA BOKAJICT HIbM 34MTye, CNpUMIMaroum Kpisb NpU3My BAcHOI CBiJOMOCTI
Ta [ocBigy. A nani BUKOHaBeLb BMpaXae CBOI IHTeHUil YacTo 3acob6amMu BOKasbHOI
ekcnpecii. EMoLiiHa MapKoBaHICTb MOBJIEHHSI BOKaslicTa-BMKOHAaBLA TiCHO NOB's13a-
Ha 3 NCUXOMOriYHMM 3MICTOM BUCNIOBJIHOBaHb i 6axaHHAMM, HaMipaMy, LiNiiMK ChiB-
po3MoBHHUKiB. KpiM Toro, came eMoLilHicTb 6arato B YOMYy BU3HAYae «NpaBujibHE»
PO3YMIHHA crlyxayamu iHTEHLINHOIOo CEHCY BUKOHYBAHOMO TBOPY, LLO Y CBO Yepry
BMJIMBA€ Ha MO3UTUBHI pe3ysibTaTu NOro CNPUAHATTA Ta BiNbLU-MEHLL CXOXi 3arasibHi
peakuil rnsgaubKoro 3any.

OuyeBMIHO, W0 BMKOHaBELb, BiATBOPIOOYM 3BYKOBUI TEKCT TBOPY, MAe LLIAXOM
Bifl rMMOMHHOIO BUKOHABCbKOMO 3af4yMy [0 Cnocoby Moro BTiNIeHHS Yepes NPURHSTI
B COLliyMi MOBHiI HOPMU BUPaXXeHHSI CMUCHIB, MPUCTOCOBYOYM CBOE iHOMBIAYyallbHe

ISSN 261

6-759X (Print), Mohylevska, N. Performing Interpretation and Intention
ISSN 261 7-1

236 (Online)  as Avrtistic Activities in the art of Singing



BicHWK KUIBCEKOrO HaLlIOHANBHOMO YHIBEPCUTETY KYNbTYPU | MUCTELITB.
Cepig: CLieHIYHe MUCTELTBO 2021 - 4(2) - ¢.183-192

BiUyTTA 0,0 YHIBEpCcaNbHUX JIIOACHKUX BiAYyTTiB. Tak BiH CTBOPIOE CBOEPIAHI BNACHI
NMOBEPXHEBI CEHCU.

0. dekTe B3arasi po3yMie BUKOHABCbKY AislfIbHICTb IK 0COBNNBUI pif MY3UYHOIO
MUCINEHHS, BU3HAYa04M caMy KOHLIENLiF0 My3UYHOrO TBOPY Yepes ABWULLE iHTEHLT.
KoHuenTyanbHy iHTEHLi0 BOHa po3rnagae 3 nornsgy BigobpaxeHHS Xy[0XHbOro
CBITOCNPUAHATTS 0COBUCTOCTI, AOMIHAHTHOT POPMM BUKOHABCLKOI aKTUBHOCTI Ta
BeKTOpa KOMYHiKaTMBHOI iHTeHLUil. BUKOHaBCbKa KOHLEMLisi BU3HaYae BEKTOP CMUC-
NOYTBOPEHHS, Biga3epkantooun Maclitab ocobMcToCTi BUKOHAaBLS, Ta NocTae K
KaTeropisi Xy4oXHboi cBigoMocTi (bekTe, 2009).

BogHouac 3po3yMmiso, L0 BUKOHABCbKI IHTEHLiT MatoTb ByTK 3po3yMini cinyxayeBi/
rnspady. ToMy MpUHUMN 3pO3YMINOCTi BMKOHABCbKUX iHTEHUiN, TOOTO KpuUTepin
cy6'eKTUBHOCTI IX pO3YMiHHSI MA€ CTaTW OCHOBHUM B iXHbOMY BUPaXeHHi Yyepes Bu-
KOHaHHS1 MY3MYHO-MICEHHOro TBOPY BOKasiCTOM.

BusBneHHa Ta/uM PO3YMIHHA cryxayeM/rnspadyeM iHTeHUiN FPYHTYeTbCs Ha
cy6'eKTMBHOMY OLIiHIOBaHHI 3BYKOBOIO TeKCTY BUKOHaHHSA, TO6TO Hacamnepen Ha
AKICHIM xapakTepucTuuli TBOpy. TOMYy pPO3YMIHHSI PisHUMM cnyxadyamu/rnsgada-
MU iHTEHLN, AKi BUPaxeHi B TEKCTi, He Moxe ByTn abcotOTHO TOTOXHMM. BigTak
3p03yMiso, Wo 06'eKTMUBALLiSI OLIHKM MY3UYHO-MICEHHOro TEKCTY — L& Hacamnepes
3aBAaHHs NpohecinHUX KPUTUKIB, aHaNi TUKIB UM TEOPeTUKIB MUCTELTBA, AKi MOXYTb
BUOKPEMUTU XYLOXHI KpUTepil aHanisy, BignoBiAHO 40 AKUX MOXHa roBOpUTU NpO
€KCrepTHe OLiHIOBaHHA BUKOHAHHS, Y TOMY YMCAi BUSHAUYEHHS iIHTEHLIN, BUPaXXeHUX
Y NicCEHHOMY MOBJIEHHI BOKasicTa-BUKOHAaBLIS.

| HacamKiHeLb BapTO HArofIoCUTK, AKLLO Yy 3BUYANHIN KOMYHiKaLii MoxnuBi 6e3no-
cepepHi 3acobu Ta cnocobu BUPaXeHHS IHTEHLN, TO A1 BOKaNIbHOrO MOBJIEHHS Xa-
paKTepHi TiNbkK HenpsAMi. OgHaK BOHM MatoTb ByTH 3po3yMinnMMmM nepeBaxHin Ginb-
LOCTI cnyxayiB. |HaKle BYKOHaBELb-BOKaJICT 3iLUTOBXHETLCA 3 NMEBHUMM yCKIag-
HEHHAMM, AKI CTOCYBaTUMYTbCSl IK HEMOXJIMBOCTI BUPAaXEHHSI BIACHUX HaMipiB,
OCHOBHOT if1el My3UYHO-MICEHHOro TEKCTY, TakK i Ljifiel yciel MUCTeLbKOT KOMYHiKaLil.

HaykoBa HoBU3HaA. OTOX MOXHa NPOCTEXUTU B3aEMOBIM/IMB BUKOHABCbHKOI iHTEp-
npeTauil Ta iHTEeHUiN y MUCTeUTBI BoKasnicTa. besyMoBHO aHani3  o6r'pyHTyBaHHS
BUAIB HenpsiMux 3acobiB i cnocobiB BUPaXeHHs IHTEHLIM Y BOKaNbHOMY BUKOHaB-
CTBI — MepPCMNeKTUBHUIA HaNpPsiM NoAanbLUMX AOCHIOXKEHb.

BucHoBKu

OTXe, 3a3BMYAN MY3UYHO-TMICEHHWUA TBIp [A€ 3MOry BMKOHABLO-BOKaNiCTy Ha-
camrepef BUPasnUTX BNACHI NOMMALMW, NepexuBaHHs, BiguyTTa, HaMipu i T. iH. Tomy
haKTUYHO BMPaXEHHS CBOr0 BHYTPILLHbOMO CBIiTY, CBOrO CBITOBIAYYTTS, yTBEPAKEH-
HS1 CBOTO «si» OMOCEPELKOBAHO (Yepes iHTeprnpeTaL,ito My3nUYHOro TBOPY) — OCHOBHE
3aBJaHHSA, IKe Mae po3B'A3aTu BUKOHaBelb. YacTo came Tak My3UYHO-MiCEHHUN
TEKCT, KU iHTepnpeTye BOKasicT, nepegyciM ctae 3acoboM BUPAXEHHSI WOro ru-
OUHHUX HaMipiB, TOOTO iHTeHUiN. TOMY B 3aknagax niAroToBKM ManbyTHix BOKasicTiB
MaloTb 3BepTaTH yBary Ha 3a6esneyeHHst yMOB L1 MEHTasIbHO-LiHHICHOTO PO3BUT-
Ky CTyAeHTIB i OpMyBaHHS Y HUX BiANOBIAHOIrO AYXOBHOIO CBITOMNAL4Y.
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AHHoOTauus

Llenb nccnegoBaHusi — 060CHOBaTb HanMumMe U BaXHOCTb UCMOJIHUTENIbCKOW MHTeprpeTaLmm
M WHTEHUUM B KayeCcTBE OCHOBHbIX BWUOOB Xy[OXECTBEHHOro TBOpPYECTBa B BOKaJlbHOM
uckyccTtee. MeToabl uccnepoBaHus. B peleHnmn 3aad cTaTbM MCNONIb30BANUCH OOLLLEHAYYHbIE,
B YaCTHOCTM aHanu3, CUHTE3, UHTeprnpeTaums u obobLieHne pe3ynbTaToB, U creunasibHble
MeToAbl uccrnefoBaHus.  MexaucuunivHapHoe  UCMoJsib30BaHWe  MEeTOA0JI0rMYecKoro
WHCTPYMEHTapUsi  UCKYCCTBOBEMOEHUS,  MCUXONMHIBUCTUKK,  cpunocodmm  nckyccTBa
M Op. No3BONMIIO OBOCHOBATb HanMuMe W 3HayeHue WCMOMHUTENbCKOW WHTepnpeTauuu
M MHTEHLMU B UCKYCCTBe BOKanucTa. B yacTHOCTH, Ania KOHLeNnTyanusaumm npencraBiieHns
00 WHTepnpeTaLuMn M MHTEHUMM BOKANMCTa MPUMEHSSIMCb MCUXOCEMAHTUYECKUe MeTofbl,
KOTOpble WUCCMefyrT CO3HaHMe, MOTMBAaLUMIO, 3MouMM JNMYHOCTM. HayuyHas HoBMU3Ha
3ak/toyaeTcss B 0OOCHOBAHUM HanMuUsi U BaXHOCTU MCMONIHUTENIbCKOW MHTeprpeTauuu
M UHTEHLMWN B UICKYCCTBE BOKanucTa. BoiBofbl. 06bIYHO My3blKaslbHO-MECEHHOE MPOV3BeAeHNE
JaeT BO3MOXHOCTb WCMOSIHUTENIO-BOKANIMCTY MpeXe BCero Bbipa3vTb CBOU B3rMsfbl,
nepexunBaHus, YyBCTBa, HaMepeHusl 1 nof. [o3ToMy BbipaXxeHne CBOEro BHYTPEHHEro Mupa,
CBOEro MUPOOLLYLLIEHUS], yTBEPXXAEHNE CBOETO «si» ONOCPeACTBOBAHHO (Yepe3 MHTepnpeTauuto
My3bIKaJIbHOrO NPOV3BELEHNS)) — OCHOBHAs 3a4a4a, KOTOPYH LOJDKEH PELUUTb UCTIONHUTENb.
YacTo MMEHHO TaK My3blKaNlbHO-MECEeHHbIW TEKCT, KOTOPbIN MHTEpPNpeTMpyeT BOKAaJUCT,
npexae Bcero CTaHOBUTCS CPEACTBOM BblpaXeHUsl ero ryOuHHbIX MeHTaNbHO-KOrHUTUBHbIX
HaMepeHWin, TO eCTb MHTEHLMIA. M03TOMY B YUpeXAeHUsiX MOAroTOBKY ByayLUunX BOKAMCTOB
LOMKHbI obpawaTte BHMMaHuWe Ha obecrnieyeHue YCNOBUIA AJiI MeHTasIbHO-LLeHHOCTHOro
pasBUTUS CTYAEHTOB 1 (DOPMUPOBAHUS Y HUX COOTBETCTBYHOLLLEIO AYXOBHOIO MUPOBO33PEHUS.
KnioueBble cnoBa: WHTeprnpeTauusi; MHTEHLUMS; WCMNONHUTENb, BOKaJlbHOE WCKYCCTBO;
MY3blKaJIbHO-MEeCEHHbIVW TEKCT; JIMYHOCTb
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Abstract

The purpose of the study is to substantiate the presence and importance of performing
interpretations and intentions as the main types of artistic work in the art of singing. Research
methodology. Solving the article's issues, there are general scientific, including, analysis,
synthesis, interpretation and findings generalization, and special research methods. The
interdisciplinary use of the methodologies of Art Studies, Psycholinguistics, Philosophy
of Art, etc., made it possible to substantiate the presence and significance of performing
interpretations and intentions in the vocalist's mastery. In particular, psychosemantic methods
were used to conceptualize the idea of interpretation and intention by the vocalist, which
investigate personality’s consciousness, motivation, emotions, etc. The scientific novelty lies
in substantiating the presence and importance of performing interpretation and intentions in
the vocalist's mastery. Conclusions. Usually, a piece of music and song, first of all, allows the
vocalist to express their views, experiences, feelings, intentions, etc. Therefore, the main task
that the performer must solve is the expression of one's inner world, attitude, and the assertion
of the “I" indirectly (through the interpretation of a piece of music). It is often in this way that
the lyrics, which the vocalist interprets, first of all, become a means of expressing their deepest
mental-cognitive intentions, that is, intentions. Therefore, facilities for training future vocalists
should pay attention to providing conditions for students’' mental and value development and
forming an appropriate spiritual worldview in them.

Keywords: interpretation; intention; performer; art of singing; lyric; personality.
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