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THE WRITING STYLE OF TAWFIQ AL-HAKIM
Elham al Shallal
PhD in Art Studies, Assistant Professor;

e-mail: 33heavenchase@gmail.com; ORCID:0000-0001-9775-1334
The Higher Institute of Dramatic Arts, Salmiya, Kuwait

Abstract

The purpose of the article. The purpose of the article is to identify characteristic stylistic features in
the Tawfiq al-Hakim writer’'s dramatic heritage and analyse the reasons that caused them. Methods.
To achieve the purpose, the following general scientific methods were used: analytical (to understand
the process of the writer's concept focus’s development and formation); typological and structural
(to study the components of the writer's tools and artistic techniques); phenomenological (to
determine the features of style of the author’s work). The scientific novelty consists in a theoretical
substantiation of the characteristics of the al-Hakim’s creative literary style as a playwright. It was
formed under the influence of both Western and Eastern civilisations: socio-political transformations,
achievements of culture and art, religious worldview, which could not but affect its originality.
Conclusion. Despite al-Hakim’s prolific output in the field of literature and drama, he has not been
given enough attention by European writers and critics. Although there are many admirers of his
literature, philosophy, and thought, his works have not been studied in a manner commensurate with
their quantity, variety of sources, and philosophy. One of the reasons for this might be a large number
of his works, amounting to over eighty, which he wrote over a period of sixty years. Most of his
works represent the different educational, political and social development stages in Egypt, which
would make their analysis somewhat difficult. Al-Hakim was influenced by religious, political, social,
and even psychological factors, both Western and Eastern. They constitute some of the reasons
that render al-Hakim difficult to study unless the critic or researcher chooses a specific feature of
al-Hakim to analyse. Al-Hakim laid down the foundation for every type of modern Arabic literature;
his works proved different from the literature preceding him, for it followed in the steps of European
literature. Thus, he has gained a reputation as an author and playwright who used a number of
mythical, historical and social sources, different world and religious-philosophical approaches, and
various styles.

Keywords: Tawfiq al-Hakim; literary style; drama; western, eastern civilizations

Problem statement

Tawfiq al-Hakim's status in Arabic literature was not typical, as he is considered to
be one of the most important writers in Egyptian literature of his time. His works sur-
passed eighty various works through more than sixty years. Since the topic of this

© Elham al Shallal, 2022 Recieved 08.08.2021
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research is ‘The Writing Style in Tawfiq al-Hakim’s works’, it is important to point out his
status among his contemporaries and his effects in the fields of novel and play-writing
in view of the fact, that he discussed the circumstance and changes of Egyptian society
through a long time of writing.

In fact, the doubt as to whether the novel belonged to European fiction or the local
heritage came to an end with the arrival of Tawfiq al-Hakim' (Scott and Starkey, 1988,
p.263). Yahya Haqqt says (1975, p.117) that, but for al-Hakim, the novel would have
circulated in a vacuum. The concept of the novel as a literary genre, however, was
fixed by virtue of al-Hakim. Al-Hakim studied literature in a scientific, systematic way
when he travelled to France. This study started with the literature and philosophy of
the Greeks. Then he continued his studies to cover all European literature, including
classical and modern literature, and its new literary schools, in addition to acquainting
himself with classical and contemporary Arabic literature. “Al-Hakim introduced the
concept of a literary man who is fully devoted to his vocation and whose aim is to pass
on his message and express his thoughts. Najib Mahfiz followed his example” (Haqqf,
1975, p.119).

The first novel of Tawfiq al-Hakim, ‘Awdat al-Riih 1927 (The Return of the Spirit), her-
alded the end of the era of amateurship and quotation, and the beginning of the era of
elevating the story in respect of conscience, thought and depth. Al-Hakim introduced
the concept of the Egyptian author, who represented his own philosophy and thoughts
about his country and the world. Awdat al-Ruh relates to this research in two respects;
firstly, it represents al-Hakim’s personal experience from his early romantic encounter
during his adolescence years, which will constitute the analysis of the works of fiction.
The second is due to its status within Arab literature and the critical views regarding
this work as a novel.

Critics like Ghalr Shukri and Taha Husayn, think that the work is more than just an
autobiography, even if Muhsin (the hero in Awdat al-Riih) were Tawfiq al-Hakim himself,
for the lofty style and the dialogue with which the novel was written are higher than the
level of an autobiography. In their view, the dialogue and drawing of the characters put
the novel out of the circle of any autobiography.

Tawfiq al-Hakim effectually described Egyptian life in ‘Awdat al-Rih. Ghalt Shukrt
thinks that ‘Awdat al-Rdh brought the Egyptian novel to life, and instituted the art of
fiction in contemporary Egyptian literature, in his view that the appearance of Egyptian
novel began with ‘Awdat al-Ruh, and not with Haykal's Zaynab as Yahya Haqqi believes
(Ghali, 1995, p.123).

Al-Hakim was criticised for drawing, without any omission, alteration or addition, on
his own life in ‘Usfar min al-Sharg, making the narrative a literal copy, like a photograph
of his own experiences. The same has been said of ‘Awdat al-Rih. However, although
al-Hakim narrates his own story once more, as in ‘Awdat al-Rdh, the story this time is far
from being just pure biography because of the romantic image with which al-Hakim de-

" Tawfiq al-Hakim was born in Alexandria 9.10.1898, having failed his first year exams at the Law
School in Cairo, he wrote his first plays for the ‘Ukasha Group; from 1934 to 1939 he served in the
Ministry of Education; in 1939, following another literary storm, he was transferred to the Ministry
of Social Affairs, where he served until he resigned from government service in 1943.
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scribes Muhsin’s personality and his exaggeration of his emotions. Ghali Shukri (1995,
p.123) describes it as: “a crucial victory of the romantic aspect of Tawfiq al-Hakim’s
literature”.

As for al-Hakim's being accused of writing from a highly autobiographical perspec-
tive in his novels, he does not deny this fact and does not regard it as spoiling the inde-
pendence of his novels, regarding them as independent pieces of literature and not just
as autobiography. He thinks it is difficult for the writer to separate subjectivity and ob-
jectivity. He distinguishes between subjectivity in the biography and the novel as a liter-
ary work by his narration style. Al-Hakim thinks that a writer can change the characters,
the events and situations as he wishes, but then the work would not be truthful as the
characters whom he wants to express themselves. “In this novel, al-Hakim's hero has
come face to face with reality, and his idealism is no longer so naive” (Ghali, 1995, p.44).

Analysis of the previous researches and publications

In the lapidary type information about the life and literary work of Tawfiq al-Hakim
(1898-1987) on the Egypt State Information Service official website, three main direc-
tions of his work in the field of theatrical art are described:

1. Biographical Theatre: The group of plays he wrote in his early life and in which
he expressed his personal experience and attitudes towards issues in life were more
than 40 plays among which were Al Arees (The Groom) and Amam Shebak Al Tazaker
(Before the Ticket Office). These plays were more artistic because they were based on
al’'Hakim'’s personal opinion in criticising social life.

2. Intellectual Theatre: This dramatic style produced plays to be read not acted. Thus,
he refused to call them plays and published them in separate books.

3. Objective Theatre: It aims to contribute to the Egyptian society by fixing some val-
ues of the society, exposing realities of life and depicting the real Egyptian life.

Regarding the Tawfiq al-Hakim author’s style, the article briefly notes that “Tawfiq al-
Hakim was able to understand nature and depict its concepts in a distinguished style
which combines symbolism, reality and imagination. His style was characterised by
mastering narration, dialogue and selecting settings” (Wayback Machine).

Tawfiq al-Hakim'’s literary work had a significant impact on the development of Ara-
bic literature. Even during his lifetime, his works were translated into many languages.
Encyclopaedia Britannica (Tawfiq al-Hakim, 1998) and the Great Soviet encyclopaedia
(Sokolova, 1976, p.302) articles tell about Tawfiq al-Hakim’s contribution to the world cul-
tural heritage. A brief critical review of the writer's work is presented in the Ukrainian Sovi-
et Encyclopedia (Kochubei, 1984, p.155). In particular, Soviet dogmatically minded literary
critics claimed that Tawfiq al-Hakim, defending the principles of realism, at the same
time in articles and essays of the 1940s-1950s expressed erroneous views on the role of
art and literature and on some philosophical problems (From the Ivory Tower collections,
1941; Equilibrium, 1955) (Kochubei, 1984, p.155). Tawfiq al-Hakim studied Ahmed Sakh-
sookh (2002) for equilibrium as a doctrine and movement in literature and art.

Researchers from all over the world studied the work of Tawfiq al-Hakim during the
artist’s lifetime: Krachkovskii, I. lu. (1956), Borisov, V. M. (1961), Usmanov, N. K. (1968),
lunusovy, K. 0. (1974, 1968). Papadopulo, A. (1958), Shukri, Ghali (1966), al-Ra’i, ‘Ali (1969).
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After the artist’s death in 1987, there was a noticeable increase in interest in the work
and social activity of Tawfiq al-Hakim. Among English-language publications, atten-
tion should be paid to the monograph Tawfiq al-Hakim: A Reader’s Guide by William
M. Hutchins (2003). The author provides a detailed excursion into the multi-faceted
literary world of Tawfig al-Hakim and a thorough literary analysis of his work.

Paul Starkey’s research (1987) is devoted to some aspects of the Tawfiq al-Hakim's
literary style.

Katarina Kobzosovd and Katarina Beskova study the impact degree on Tawfiq al-
Hakim’s work of collection of the popular stories known as the Thousand and One
Nights. The authors said that “the influence of the Thousand And One Nights on al-
Eakam'’s literary oeuvre is unreliable, < é> his early childhood and he never ended to
find inspiration in those simple creations of folk spirit” (p.189), and his favourite char-
acter Shahrazad is thus the key to understanding many of his works” (Kobzosova and
Beskova, 2019, p.173).

Despite the significant diverse scientific interest in the world in studying the work
of Tawfiq al-Hakim, today, the peculiarity of his author’s literary style in drama remains
unexplored.

The purpose of the article. This study is aimed at identifying characteristic stylistic
features in the writer’s dramatic heritage and analysing the reasons that caused them.

Main research material

Al-Hakim writing style

Al-Hakim had an early interest in Arabic literature, which made him fond of writing
in Arabic, besides innovating a new linguistic style, where he uses simplified Arabic
words and meanings. He was one of the advocates of reviving Arabic in writing and
usage. Among the most important books he read early in his life and were reflected
later on in refining his style in Arabic, were al-lqd al-Farid by Ibn Abd Raouh; Al-Kamil by
al-Mubarrad; Al-Amali by al-Qali; and Al-Mahasin Wa al- Adh dad’ by Al-Jahiz. All these
are classics of Arabic literature. His readings in Arabic literature was accompanied by
his early readings of the masterpieces of world literature, such as the works of Victor
Hugo's The Miserable, Tolstoy’s Anna Karenina and other works, by Ibsen, Moliere and
Shakespeare. These works also greatly influenced his writings in the fields of tragedies
and comedies that we will deal with later.

His philosophy is rejected on his artistic and literary style, for he believes that the
style should be consistent with the writer’s philosophy and personality. In this respect,
Al-Hakim says:

“Style is not packed utterances, nor artificial (affected) language. It is, first of
all, spirit and personality. A true style is only created by a writer who is sin-
cere in his feelings and thought to the extent that he forgets he is instituting
a style. Real rhetoric is the noble thought, and the charming image in plain
attire. It is modesty in appearance and loftiness in thought. Such was the
style of prophets”. (Al-Sayid Shusha, 1948, p.I32)

In the statement mentioned above, Al-Hakim summarises his style and how he tried
to create for himself a style free from artificiality and affectation.
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It had been claimed by some that Arabic had no features of viability and it was going
to be extinct because people did not use it in their everyday speech. Al-Hakim dis-
agreed with them, saying that the slang language would die out and that the gap be-
tween slang and standard Arabic began to narrow dawn gradually due to the use of
simple Arabic with clear meanings in the different mass media and writing. Ahl al-Kahf
as a readable work proved successful. It was written in Arabic even though it was crit-
icised as a theatrical work. He believed that Arabic was capable of going side by side
with the civilisation of the age.

When Al-Hakim wrote the al-Sfga play (in 1956), he followed it up with a forward clar-
ifying the problem facing the dialogue in classical Arabic and colloquial Arabic in theat-
rical works. He suggested what he called al-Tjribah al-Thalithah in which he intended to
create a language midway between the colloquial and standard Arabic. This language
does not ignore the grammar of the standard and does not refuse the dialect which
people are accustomed to and which controls the atmosphere of their life. It is a sound
language that every Arab country understands. On reading the play, this language may
sound colloquial, but it has been written to enable the reader to read it in correct Arabic.
This method of Al-Hakim's was somewhat objectionable for linguistic and literary rea-
sons. Muhammad Khunaimi Hilal was one of the opponents of this idea, for he thought
that it neglected the aesthetic significance and that this call would weaken Arabic (Yu-
suf Hasan Nawfal, 985, p.334).

Al-Hakim'’s dialogue language was characterised by its dramatic strength, and this
was the most important characteristic distinguishing the dialogue in both his novels
and his theatrical works. Since the theatre is based primarily on the drama this charac-
teristic was very conspicuous in his plays. Because he concentrated on his language of
dialogue to reveal his thought and philosophy in them, that made the dramatic charac-
ter weak in most of his plays. Jacob M. Landau says: “His dialogue is often sparkling
and most of his plots evolve at a relatively rapid pace. This improvement in dramatic
style is partly achieved by Al-Hakim’'s most important contribution to the language of
the drama” (Jacob, 1958, p.146).

The development of dialogue in Al-Hakim's works was at the expense of constructing
the dramatic character, which gave his plays an intellectual and philosophical feature.
That is because Al-Hakim regards his characters as thoughts, debating, dialoguing and
contending rather than real living persons, especially in his intellectual dramas (The-
atre of The Mind). Al-Hakim sees that the style is the artist’s disposition and his special
nature in disclosing what goes on in his mind.

Besides the dialogue and language in Al-Hakim’s works, the element of suspense is
another feature characterising his works, i.e. arousing the reader’s interest and curios-
ity. He often starts with an exciting event that strongly draws the reader’s attention or
the audience to follow up, which makes him try to keep this element of suspense on
the same level throughout the whole work. He often used to invent this element in the
first scene of his theatrical work, without paying attention to the stage of exposing the
situation of the characters to the audience. Still, he would place the characters from the
start in a critical state or a difficult situation. The characters would look for a solution,
which would keep the audience in a continuous state of anticipation. Al-Hakim did this
in his plays Nahr al-Junoun, Al-Shaitan fi Khatar, Rasasah Fi al-Qalb, and Ahl al-Kahf. This

ISSN 2616-759X (Print),

ISSN 2617-1236 (Onlire) Anb-Llannan, E. NlitepatypHuii cTunb Taydika anb-XakiMa



Bulletin of Kyiv National University of Culture and Arts.
Series in Stage Art 2022 -5(1) - pp.6-19

is regarded as theatrical technique that some Western authors have used. Al-Hakim
may use what is called the stage of exposition in his works; he always arouses our
wonder about the characters of the work: who they are and what they will do.

In the precious demonstration of the importance of dialogue in Al-Hakim's works and
how far it expresses his philosophy and thoughts, it is important to mention here that his
dialogue in expressing the woman's issue in his works. Since he asserts that dialogue
must express the artist’s thought, it must express his view on the woman, and whether
he understands her problems to discuss them through his dialogues. Man, to Al-Hakim
(1960), continues facing his harsh ambiguous fate and will have got nothing from this
contradiction but a strange state that keeps him hanging between heaven and earth.
From this angle, he viewed the issue of woman in his time, weary of the way she was
proceeding, and thus the dialogue which women in his works conducted, came almost in
contradictory terms, between confidence and fear, respective of each individual woman.

The Comic Element in al-Hakim'’s Literature

Tawfig Al-Hakim’s theatre comprises both comedy and tragedy, which contributed
to the development of his theatre. He has his own style in comedy, which has various
forms in the plays. One such form set up by Al-Hakim is “deviating from the familiar or
expected”, where he keeps the audience or the reader attracted to the dialogue, and sud-
denly changes the course of usual talk and come down to another meaning that con-
tradicts what characterises the character. For example, in the al-Na’'Jbah aJ-Muhtarama
play where he ridicules the candidacy of women for the parliament, we find the father
trying to invent tales to lull his child with, while his wife, the representative, is outside
the home. The father, rather than the child, is about to sleep. He then links his wife to
the parrot and speaks his mind about his wife unknowingly:

Child: Where is the parrot?

Father (sleepy): in the parliament (Al-Hakim, 1960)

Another element of arousing laughter is the repetition of a word or an expression,
which a certain character repeats now and then, as in the Arafa Kaifa Yamout play
(Imeel Kibba, 1997, p.31). In it the editor of the newspaper repeats the phrase ‘the most
authentic source” and uses it in various contexts and various situations. Yet, despite its
repetition, its effect is different each time.

Another element is that of “foolishness”. A minor character is made a fool or one
pretending to be so, which would arouse the audience’s laughter. The foolishness is
manifested through confusion of some affairs, which they know but the character on
the stage does not know. Thus, the character appears foolish, and the audience can-
not help laughing at such a character. These are some of the styles of the well-known
French comedian, Moliere, whose comedies influenced al-Hakim. Al-Hakim’s French
old friend, Monsieur Hab said to him: “I see you have intensely squeezed (the works)
of Moliere, Bumarshei and Morevaux (Imeel Kibba, 1997, p.159). Al-Hakim uses the
element of “the deep-rooted habit”. He may use a concept familiar to society and is dif-
ficult to change to arouse the audience’s laughter. The character of the minister in the
Al-Nna’ibah al-Muhtarama play is an example, where Al-Hakim uses the prevalent public
view on the woman in the minister’'s speech with the representative.

Minister: Yes ... and your other reverend fellow representative who always insert
a deep purple nylon comb (Imeel Kibba, 1997, p.40).
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The minister, as a man, does not distinguish the personalities of the representatives
except through what they wear and the hairstyle in which they arrange their hair, for this
is the way the society is used to distinguish the woman by her outer appearance.

In this play, we notice the satirical aspect of the modem Egyptian woman Om Al-
Hakim’s point of view. This will be discussed in the chapter on the plays' analysis to
illustrate the woman's personality in Al-Hakim's works and what portrait.

Al-Hakim satirises exactly, and whether he satirises the woman as a whole or he sat-
irises her, being part of a society that has a lot that can arouse ridicule.

In addition to what has been mentioned, Al-Hakim's style in comedy has other fea-
tures, such as movement. For instance, the actor may make a sudden laughable move-
ment. Ambiguity is another feature; a major or minor character may misunderstand
something and thus does irrelevant deeds, which arouses the audience’s laughter and
ridicule. All these styles which Al-Hakim uses constitute the basics of the classical Eu-
ropean comedy theatre, which indicates al-Hakim'’s understanding and comprehending
all Western types of theatre, and his realisation of the humour or fun-making in which
excelled such authors as Moliere and the Russian writer Deghule and others.

Since we are dealing with the Western influence, we may discuss the matter of the
influence of Western literature on Al-Hakim, which is not confined to the field of come-
dy but covers both comedy and tragedy, as well as classical music.

The Influence of European Music and Arts on Al-Hakim

Although Al-Hakim was influenced by and fond of Eastern music, his taste, when
he was in France, was greatly impressed by classical music that he regarded as ad-
dressing the mind and urging it to soar in the world of imagination. Western music
contributed to his transfer from one mental world to another. While living with his friend,
Andre, in Paris, he got acquainted with Western music through his friend's mother’s
playing of some pieces on the piano. He then started regularly visiting the Comic Opera
House and the halls where classical music was played. His artistic taste for music
developed, and started eagerly frequenting concerts so much so that he might have
attended two concerts in a single day. That is because this kind of music inspired him
with a charming fantastic world he’d not experienced before, which increased the fertil-
ity of his imagination and creativity writing during the same period. Among the types of
music, he listened to during that period were the works of Wagner, Berlioz, Beethoven
and Chopin.

During his presence in Sirance café, where he used to sit, he wrote his masterpiece
Shahrazad while listening to Stravinsky music. Al- Hakim says about that:

“I do not listen to music to benefit by it or to have an idea about it or for
a mental need or spiritual elevation, but for life itself. | live among its mel-
odies as a bee lives among the colours of flowers. The beauty emanating
from its artistic harmony is perceived within the self with a device finer than
the conscious mind”. (Fawzi, 1990, pp.104-105)

Shahrazad is the main character in the play; she is the most important character that
is going to be dealt with latter in this study. Here we notice the al-Hakim links the play
with music, for music has inspired him with the general atmosphere of the play, em-
phasising that Shahrazad, the character, is also influenced by the musical atmosphere
which Al-Hakim is conscious of. We would point out that the very musical atmosphere
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had influenced him early in his life when he would listen to the female singer Osta Ha-
midah. It means that his interest in music was linked to the woman Osta Hamidah who
influenced him in his early years.

Al-Hakim's Philosophy in the East and West, (Religion and Art)

Al-Hakim'’s presence in Europe made him feel the gap between the East and the West
because of the difference between the two civilisations on the material and literary lev-
els. Al-Hakim began to wonder whether we could catch up with the most recent trends
in world art through our art and popular heritage. When talking about Awdat al-Ruh, we
showed how his main concern was to see Arabic literature rise to the world level, even
if it carried the popular Eastern spirit. Therefore, Al-Hakim developed a psychological
conflict between the East and the West, not only because he admired both trends, but
because he realised the world level which Western literature had attained and, mean-
while, he was convinced that Arabic literature had enough spirit and depth to attain the
same level. It only needed someone to push it forward to appear clearly.

Hence Al-Hakim believed that East heritage had a lot to present, and thus most of his
sources were either religious or traditional, coloured with a Western feature, that is, the
structure of the novel or the play.

He had a special philosophy and a view on religion different from that prevalent in
the West. It might have been the cause of his conflict with the West, for he believed
that religion and popular heritage had a lot to present on the world level. In contrast,
Western literature had got free from religion and traditional features a long time before.
But Al-Hakim realised that Islam is different. The Holy Qur'an is the main source of the
stories of the Prophets and ancient peoples and nations. It contains lessons from the
story of humanity since its creation by Allah. Therefore, Al-Hakim had his own philoso-
phy on religion, a philosophy that was also criticised by some scholars when he turned
the stories of the Prophets into plays.

Al-Hakim thinks that religion and art are closely related. In this respect, the says: “In
many of my works | place art and religion in juxtaposition and say that both religion and
art light from the same lamp. In both religion and art heaven is the source. | mean by
“art” here the very elevated art that makes us feel soaring over our own selves (Al-Sayid
Shusha, 1948, p.126).

So, he regards religion as a source of inspiration. That is what we wanted to emphasise
through Ahl al-Kahf, whose story he derived from the Qur'an and the Old Testament. He,
being a Muslim author, did not find any restriction in religion itself. Religion did not con-
strain him mentally; his religious knowledge helped him taste art and have a wider range
of fertile imagination in his works. He illustrates this, saying: “l remember now, regarding
form, how Qur'an would urge us to contemplate its unique style, for it is neither poetry nor
prose, but poetical energy and miraculous music (Al-Sayid Shusha, 1948, p.138).

Al-Hakim's interest in religion and heritage does not mean abandoning the Western
heritage. On the contrary, he regards it as something that should be added to the East,
for the West, in his view, possesses the material and has the skill in fields of art, litera-
ture and theatre, but it lacks the spirit that he finds in the East. Thus, he thinks that they
complement each other.

Al-Hakim sees that art is a legacy from ancient and modern civilisations. It represents
the conflict between the power of man and external powers or Gods. Hence, we find
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the religious vision in al-Hakiim’s art. No civilisation or art is free from this conflict, par-
ticularly the ancient Western theatre, i.e. the Greek theatre, where the main theme, on
which all plays were based, was the struggle between the hero and the Gods. The Greek
theatre was the basis for whatever development took place later in Europe.

In other words, the East and the West, to Al-Hakim, are equal to religion and art re-
spectively. That was the philosophy he came out of France with. In addition, he had
a firm belief in the honourable Al-Sayyidah Zaynab?. He did not replace belief in religion
with his belief in art, as most European artists did, but he kept his religious belief and
argued with art through it. He would often address the honourable Al- Sayyidah Zaynab
in his works and regarded her as his patron.

Besides his faith, he had a Sufi (mystic) tendency, not by following Sufism (mys-
ticism) in practice, but imitating it in seclusion and contemplation and speculation,
which influenced him more by religion. Sufism, as well known, is different from other
religious disciplines in that it prefers seclusion or what is called the “Seclusion Order”.
The purpose of such seclusion or retirement is to contemplate and think over both reli-
gious and secular affairs. Al-Hakim tended seclusion and retirement. He wrote most of
his works while sitting alone in a cafe, contemplating what was going on around him,
as if looking at people through his special binoculars. Thus, his seclusion here was
mental with a Sufi flavour in the way of contemplation.

Al-Hakim, who was very appreciative of Western literature, thinks that we should rec-
ognise Western literature and follow its example as a developed type of literature, on
condition that it be produced coloured with the history, culture and tinge of the East and
clad in its dogmas and beliefs.

On this basis, al-Hakim wrote the myth of Oedipus. he does not believe in absolute
predestination that harms man, but man must have a will that makes him harm himself,
for Allah, Almighty is just and does not harm anyone who has not committed a crime.
This is Islamic logic on which is based al-Hakim'’s philosophy in the legend of Oedipus,
which made him marry his own mother and insist on that marriage even after he knew
that it was his mother that he had married.

Al-Hakim did not only have the Sufi tendency, but he regarded himself as a Muslim au-
thor who was concerned with the problems and concerns of Islam, from his point of view
as one who had got acquainted with Western literatures. He wrote the Muhammad play
after reading Voltaire’s Muhammad theatrical story, which he denounced, for Voltaire.
However, a well-known writer, abuses the personality of the Arab Prophet in it and then
dedicates it to Pope Benedict XIV. Voltaire wrote this drama in 1745. The drama aroused
the question of how an author like Voltaire did not realise that this religion with millions
of adherents cannot be false, but it is a heavenly religion like Christianity and Judaism. In
his book Tahta Shams al-Fikr Al-Hakim wrote a comment on this issue illustrating that he
wrote his Muhammad to refute the false claims in the first play and that he felt that it was
his duty as a Muslim literary man to defend Islam in the West as he defended Western
literature in the East, because he was aware of the reality of both of them.

Al-Hakim structured his drama Muhammad in 1936 as a dialogic biography, where he
narrates the Messenger’s life that is legally and historically documented, according to

2 Al-Sayyidah Zaynab, she’s the prophet Muhammad granddaughter, died and buried in Egypt.
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the situations and events of the life of the Messenger. His aim was to emphasise the
Messenger’s personality and his humanity and the psychological and human aspects
of his life to show how false were the claims forged against the Messenger’s personal-
ity in the first play. He was keen to show the human characteristics of the Messenger’s
personality, such as mercy, good nature, tolerance, mutual communication, care for the
sick, gentle treatment of relatives, family and women, love for children and good treat-
ment of the poor and the needy. He emphasised that the Messenger’s task was not just
to deliver a message, but to establish human principles among human beings.

Among his defences of the East in the face of the West was his criticism of the West-
ern view that Islamic civilisation was not distinct from other Oriental civilisations, such
as Chinese and Indian civilisations. He believed that Islamic civilisation is distinct and
should not be mixed up with the other Oriental civilisations, for its features are com-
pletely different from those of other civilisations. Islamic art and architecture have their
own characteristics in respect of interest in details and spirit of creativeness.

He also sees that ancient Egyptian civilisation was originally related to the Western
civilisation through the Greek civilisation. Still, the Oriental civilisation civilisation lost
this communication with the West when this contact ceased with the termination of the
Greek period. The two civilisations of the East and the West were separated.

He thinks that the ancient Egyptian civilisation and pharaonic spirit are as important
as the Greek civilisation by virtue of being immortal through their antiquities.

As for Arabic literature, Al-Hakim often derived his works from Arabic sources, such
as the book Arabian Nights, from which he derived Shahrazad, the books of Al-Jahiz, Ibn
‘Abd Rabbuh, Al-Khatib Al-Baghdadi and Badi al-Zaman Al-Hamadhani. Al-Hakim gath-
ered from these books the characteristics of the character of his famous novel Ash’ab,
which he wrote while expressing his sorrow for Arabic literature as being ignored by
the West.

In the introduction to the novel Al-Hakim (1938) says: “Ancient Arabic literature is
one of the deep-rooted types of literature and most capable of drawing characters and
depicting dispositions. This literature is the product of intelligent creative civilisation.
Strangely, most of its relics and treasures remain beyond the reach of the Western
World, which drank from the fountain of the Greeks and Romans.

Al-Hakim attributes this to the fact that Arabs and the West differ in their assessment
of Aesthetics. While Arabs find artistic beauty expressed in concentration, the West
finds it expressed in analysis. Arabs are satisfied with drawing a character or depict-
ing a disposition or composing a poetic verse, whereas the West is not satisfied with
a transient event, but with a complete panorama of connected events. The beauty of
Arabic literature also lies in Arabic language in most cases, and cannot be perceived
except through it. Therefore, most of Arabic prose and poetry, when translated into
another language, would lose its beauty.

Al-Hakim thinks that both Arabic and Western views are correct, for each has its cri-
teria of aesthetics and its own merits. It is often wondered whether the two views can
be coordinated.

Al-Hakim's Thoughts on Politics and Society

A study for Fu'ad Dawarah (1968, p.11) considers that Al-Hakim responsible for the
students neglecting his political plays, for he took care of the mental and intellectu-
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al aspect more than the political symbol in his works. Al-Hakim was keen not to be
a member of any political party. He busied himself with the issues of art and literature
and refused to engage in practical political activity. He applied his principle with the
Artist's freedom and independence, which, he thinks, might be constrained because
of belonging to a certain political party. The names and titles of his articles, which he
collected in books, such as From the Ivory Towel, Tahta al-Misbah al-Akh'dar, Himari
Qaala Li, and Qalat il-Assa, all suggest to the audience the portrait of an artist that is
estranged from life and society, although those who study Al-Hakim realise that he is
most interested in politics.

It is difficult to separate between Al-Hakim’s political and social works, for they are
closely connected. Politics was vital element in his social life, which was automatically
reflected in his works. This is the clear picture in al-Hakim’s social and political plays,
for he used to criticise society and politics through his works as a literary man con-
cerned with the issues of the society.

Al-Hakim was not interested only in-home politics but also in world politics as
a whole. He used to think over many human issues and write on them. In this respect,
he was criticised to some extent for not suggesting solutions to the political issues he
discussed. Thus, some authors do not consider him a political critic.

Al-Hakim in his book Ta’amulat fi al-Siyyasah (1954) shows that he has a special
perspective of the march of the whole world towards light or darkness. He thinks that
the entire world will have a common fate under modem technology. He was worried
not about the Arab nation only, but about humanity in general and about its destination.

Al-Hakim regards the Modern age or the twentieth century as the second brilliant age
for humanity next to the Greek age, for science got vitalised and so did philosophy once
again along with science. He has special ideas about the leaders’ oppression against
heavenly religions, which call for freedom of thought and human spiritual loftiness.
This is attributed to Al-Hakim’s continuous interest in the spiritual aspect of literature,
art and civilisation.

Al-Hakim justifies his refrain from joining a particular party by saying that he does not
want to find himself one day defending a certain party just because he is a member of it,
even if the party is wrong. Despite his tendency towards democracy, he does not regard
it as a political system but a human one.

He has an absolute belief in justice and the human community, whether locally or
worldwide. He believes that the spirit of justice and equality must prevail over the hu-
man community for the sake of the progress of nations. Such were his hopes in the
world and local politics.

In Ta'amulat fi al-Siyyasa, Al-Hakim argues with his donkey, with whom he used to dis-
cuss the problem of material powers and how they overwhelmed the human principles
and caused them to lose the spirit. Among his opinions is that the Eastern society does
not differentiate between the traditional costume and the national thought or personal-
ity. He believes there is a state of imbalance in the Eastern community. A free individual
is one who is free from his thought, dress and style at the same time, without taking
his nationality or belonging into consideration, thinking that this is what it means to be
civilised. Another group of the society may be stem and afraid of becoming civilised
and hence guards his traditional garb and rejects all that is new, whether it is a thought
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or behaviour, believing that this is the only way to salvage his national identity without
having to actually develop his thinking.

Al-Hakim severely criticised the educational system in the Egyptian society because
he noticed that people would learn and graduate, and start abandoning their own peo-
ple, nationality and past, instead of becoming proud of their past, which has been the
cause of their success and completing the march for the sake of their future, through
using the knowledge they have acquired. In the West, the opposite is true.

The scientific novelty consists in a theoretical substantiation of the characteristics
of the al-Hakim author’s creative literary style as a playwright. It was formed under
the influence of both Western and Eastern civilisations: socio-political transformations,
achievements of culture and art, religious worldview, which could not but affect its
originality.

Conclusions

Despite al-Hakim's prolific output in the field of literature and drama, he has not been
given enough attention by European writers and critics. Although there are many ad-
mirers of his literature, philosophy, and thought, his works have not been studied in
a manner commensurate with their quantity, variety of sources, and philosophy. One
of the reasons for this might be a large number of his works, amounting to over eighty,
which he wrote over sixty years. Most of his works represent the different education-
al, political and social development stages in Egypt, which would make their analysis
somewhat difficult. Al-Hakim was influenced by religious, political, social, and even
psychological factors, both Western and Eastern. They constitute some of the reasons
that render al-Hakim difficult to study unless the critic or researcher chooses a specific
feature of al-Hakim to analyse.

To conclude, al-Hakim laid down the foundation for every type of modern Arabic liter-
ature; his works proved different from the literature preceding him, for it followed in the
steps of European literature. Thus, he has gained a reputation as an author and play-
wright who used a number of mythical, historical and social sources, different world
and religious-philosophical approaches, and various styles.
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AHoTayisa

MeTa cTaTTi — BUSABWUTM XapaKTepHi CTUICTUYHI OCOGMMBOCTI B ApaMaTypriyHii cnagLmHi
nucbMeHHuMka Taydika anb-XakiMa Ta npoaHanizyBaTU MNPUYMHK, WO 1X BUKIUKANW.
MeTtogonoria pocnigxeHHs. 1N JOCAMHEHHA METU BUKOPUCTAHO TakKi 3arasbHOHAYKOBI
MEeTOAM: aHaniTUYHMI (LWo6 3po3yMiTHU Npouec po3BUTKY Ta GOPMYyBaHHSI KOHLENTYasIbHOMO
(hokyca NMUCbMEHHMKA); TUMOMOTIYHO-CTPYKTYPHI (4151 BUBYEHHS CKIaZlOBUX MUCbMEHHULIbKUX
3aco6iB i Xy#OXHiIX npuitoMiB); deHoMeHosorYHMA (ANA BU3HAYeHHA O0CO6/MBOCTEN
CTUNIIO aBTOPCbKOro TBOpY). HaykoBa HOBM3Ha MNonsirae B TEOPETUYHOMY OBGFPYHTYBaHHI
0CO6/IMBOCTEN TBOPYOro nitepaTypHoro ctunto Taydika anb-XakiMa sik gpamatypra. Bid
dopmyBaBcA Mig BMAMBOM K 3axifHOI, Tak i CxigHOI umBini3auin: couianbHO-MONITUYHUX
TpaHchopMaLii, LOCArHEHb Ky/bTypy Ta MUCTELTBA, PENIriAHOIO CBITOrNAAY, L0 HE MOI/I0 He
MO3HaAYMTUCS Ha oro camobyTHOCTI. BUCHOBKM. HesBarkatoun Ha nnigHi pesynbTtatu Taydika
anb-XakimMa B ranysi nitepatypu Ta gpamaTyprii, EBPOMNEeNCbKi MUCbMEHHUKU N KPUTUKK He
NpuAiINanu noMy AoCcTaTHbOI yBaru. Xouya € 6arato nouiHoByBauyiB nitepaTtypu, dinocodcbkux
npuHuMniB i nornagis Taydika anb-Xakima, horo TBOPYMn 4OPOOOK HEAOCTAaTHBO AOCAIAKEHWUN
3 OrNsAy Ha KinbKicTb, pisHOMaHITHICTb gykepen i BYeHb. OAHIEND 3 MPUYMH LbOro MOXe 6yTH
BeJIMKa KiflbKiCTb 1Moro TBopiB (MoHag BiciMAecAT), AKi BiH NUcaB NPOTAroM LIICTAECATU POKIB.
BinblwicTb Moro po6iT npeacTaBnsie pisHi eTany OCBITHbOrO, MOJITUYHOIO Ta CcoljiasbHOro
po3BUTKY B E€rvnTi, WO yckNagHoe ix aHani3. Ha Taydika anb-Xakima BnAuBanu K 3axiaHi,
TaK i CXigHi penirinHi, NoNITUYHI, colianbHi M HaBITb NCUXONOTIYHI YUHHUKK. BOHW cTaHOBNATb
JesiKi 3 NpuUYKH, Yepes ski Taydika anb-XakiMa BaXXKo BUBYATH, AKLLO KPUTUK abo AOCHIAHUK
He BMGepe ANsi aHani3y KOHKPETHY pucy NucbMeHHMKa. Taydik anb-XakiM 3akiiaB OCHOBY Afsi
BCiX BMAIB cy4YacHOi apabCcbKoT NiTepaTypw; Moro TBOpU BUABWUIUCS BIAMIHHMMU Bif NiTepaTypy,
L0 NepeayBana oMy, 60 BOHa KLUMNa MO cxofax eBpPonencbkol nitepatypu. OTxe, BiH 3406yB
penyTauito aBTopa Ta JApamMaTypra, fKW/A BUKOPUCTOBYBaB HWU3KY Mibi4yHMX, iICTOPUYHMX
i couianbHUX oyXepen, pi3Hi CBITOBI 11 penirinHo-dinocodcbKi Niaxoan, pisHOMaHITHI CTUAI.
KniouoBi cnoBa: Taydik anb-XakiMm; nitepaTypHUin CTWNb; ApamMaTypris; 3axifHa, cxigHa
umBinisauir
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AHortauisa

MeTa pocnipXeHHs — KOMMMEKCHUI aHani3a OCHOBHUX AocArHeHb A. MOKpeHKa fiK OnepHoro
BMKOHaBLsi, TeaTpasibHOro Ta rPOMaACbKOro Aifva, KiHoakTopa, negarora, nyéniyucra. Metogonoris
BOChNigKeHHA 6a3yeTbCs Ha TakMX MeToax: 3arasibHOICTOPUYHOMY — [iIS1 OKPECIEHHSI TpaHCchopMauii
B MUCTELbKOMY cepefioBuLLi XX CT.; aHaniTU4HOMY — NSl onpautoBaHHsA icTopiorpadiyHux mxepen
(KynbTyposoriyHol, MUCTELITBO3HABYO! Ta TeaTPO3HABYOI NiTepaTypu); CUCTEMHOMY — AJ15 PO3YMiHHS
JisnbHocTi AHaTonis MoKpeHKa siK CyKYMHOCTi COLLIOKYNbTYPHUX BifHOLLEHb i 3B'I3KiIB, LLLO flae 3MOry
pos3rnsaaTtv Moro noctatb OAHOYACHO | K €AuHe Line, i SK NiACUCTeMY BULLMX PiBHIB; iCTOPUKO-
6iorpadiyHOMyY — AnA PO3yMiHHS OCHOBHMX eTaniB AisnbHOCTi A. MOKpeHKa; XpOHOMOriYHOMY — Ansi
nocnifloBHoro BuknageHHs daktis. HaykoBa HOBU3HaA po6GOTU Monsirae B TOMY, L0 Lie haKTUYHO
nepla MOBHOLiHHA cnpo6a B HayKOBO-AOCMNIAHULbKOMY BMMIpi OKpecnuTu BKfag AHaTonis
MokpeHKa y po3BUTOK MUCTeLTBA Ta KynbTypu YkpaiHn. BUCHOBKU. Y npoLeci aHanisy >XUTTeBoro
" TBOPYOro LWAAXY BUAATHOrO MUTLSA chOpMyBanocs LifIKOM 06'EKTUBHE BPaXKEHHS, Lo AHaTONIN
MoKpeHKO HamaraBcsl LLlOHaNAoBLLE 3an06irT! KpU3i FyMaHICTUYHUX ifeaniB, Ky MPOCTEXYEMO HUHI
B YKpaiHCbKOMY CycrifbCTBi. Moro aisnbHicTb 6yna nnigHoOo Ta pisHOACMNeKTHO — MUTELb NPOABUB
cebe K BUAATHWUI ONepHUIA BUKOHaBeLb Cy4aCHOCTI, eCTpagHuiA criBak, TanaHOBUTUIA opraHisaTop
TeaTpasnbHOI crnpasu, KIHOAKTOp, BOKanbHUI nefaror, ny6niuucT i rpomMaacbkuii gisy. NMicna ce6e
MUTeLb 3anvwuuB 6esuUiHHy TBOpYY chafluHy, nnaesgy Y4YHiB i nocnigoBHWKIB. lNepcnekTuBM
nofasnbLUMX HayKOBKX MOLUYKiB y6ayaeMo B 6aratoacrneKkTHOMY aHasisi ectpagHoro cnisy AHaTonis
MokpeHka.

KniouoBi cnoBa: onepa; AHaTonin MOKpPEeHKO; CONICT; TBOpYa eniTa; KoHcepBaTopis; HauioHanbHa
onepa Ykpainu

MocTaHoBKa npo6nemu

B yMoBax HaranbHoOI HeobxigHOCTi NpPobyaXXeHHs1 HalioHanbHoI cBigoMocTi, dop-
MyBaHHS KOJIEKTUBHOI MaM’'siTi, MaTpioTM3My, moBaru ykpaiHCbKoro Hapogy L0 CBOE€I
icTopii Ta KyNnbTypu BaXIMBO He 3abyBaTu NPO MUTLIB, SIKi GOPMYIOTb 30/10TUIN POHA
BITUM3HAHOro MUCTeLTBa. AK NpaBusio, y TakoMy pasi anentoloTb A0 HaMBIAOMILLNX
MalcTpiB cfioBa — MOETIB i Npo3aikiB, xo4a YKpaiHa, sika 3aB)XAu NosuLioHyBana cede
Ha Mi>XHApOAHI/ apeHi ik ofiHa 3 HalCMiBYYilWIMX KpaiH CBITY, KOHLEHTpYe B cobi fo-
CArHEHHA TaKOX ONepHUX cniBakiB, aKTopiB, TeaTpanis, pexucepis Ta iH.
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YHiKanbHUMK € MUTL, SIKi 3aaTHI rapMOHIMHO NoegHyBaTK B CO6I AeKinbka TanaH-
TiB. OQHMM 3 Takux ntogeit 6ys AHaTonin lOpiioBuY MokpeHko. 3a CBOO TBOpYY Ai-
ANbHICTb BiH BUKOHAB MOHaj COPOK MPOBIAHMX NapTil Y BITYNIHSHUX i 3apyBiXKHUX
onepax, no 2005 poky 3irpaB pi3HOMIaHOBI poni B KiHO, OpraHisoByBaB BOKallbHi KOH-
Kypcu Ta ractposioBaB 3a KOpAoHOM. A. 10. MOKpeHKO, OKpiM MUCTeLbKoro o6aapy-
BaHHSA, MaB TanaHT y4eHoro-gocnifHunka. BignosiHO NocTae noriyHe NUTaHHA: Y HOMY
XX MOro YHiKanbHICTb i HENOBTOPHICTb Ta AKUM YAHOM AOCATHEHHSA MUTLA Manu BNvB
Ha PO3BUTOK YCi€T BITYN3HAHOT KYNbTypn KiHUA XX — noyatky XXI ctonitra?

AHani3 ocTaHHix gocnig)xeHb i nyénikauiv

BignoBigb Ha 3a3HayeHe NUTaHHA NPSAMO YM OnocepeaKoBaHO Hamaranucs chop-
MynoBaTW AOCNIAHUKY, MPEeAMETOM HayKOBUX MOLUYKIB KX ByB ornag eranis cTa-
HOBJIEHHA Ta PO3BUTKY €CTPafHOro M TeaTpasibHOro MUCTeLTBa KiHUA MUHYO0ro
CTONITTA i cyyacHocTi. Tak, Hanpuknag, M. |. Moxoaseit (2019) nig Yac OKpecseHHs
6a30BMX eTaniB eBoOJOLii KMIBCbKOT BOKASIbHOI LUKOMN 3HAYHY YaCTUHY po6OTU Mpu-
CBATUB TBOPYOMY f0p0o6KY A. MokpeHKa. [po MoKpeHKa siK BigoMOro yKpaiHCbKoro
cniBaka akaJeMiyHoI LLKOMN HeoAHOPa3oBo 3ragye Yy cBoi po6oTi C. C. MypasBiLbka
(2021) Ta M. b. KywHapboBa (2016, c.7). BapTo 3ayBa)kuTy, WO Y HAYKOMETPUYHUX
6as3ax BifCyTHi KOMMMEKCHI AOCHIAXEHHS, NPUCBSIYEHI BUKJTIFOYHO TBOPYOCTi AHATo-
nisa MokpeHka. [1o aeskux acnekTiB TBOPYOI AiANbHOCTI MUTLS, 30KpeMa BOKallbHO-
nepgarorivyHoi, 3BepTatoTbCsly CBOIX po6oTax B. I AHTOHIOK (2000, ¢.23-25) i B. M. MTHuab
(1999).

MeTa pocnifpKeHHs nonarae y BUBYEHHi 6aratoacrneKTHUX XUTTEBUX 3006yTKIB
AHaTonisi MokpeHKa — OrnepHOro BUKOHaBLS, TeaTpasbHOro Ta rpOMafCbKOro Aisya,
KiHoakTOpa, negarora, nyéniuucta. OcobnumBy LiHHICTb AN HAWOI po60TM CTaHOB-
NATb 306paXkeHHs i3 CiMeHOro apxiBy poauMH1M MOKpeHKiB, 3anucu niceHb y BUKOHaH-
Hi AHaTonis lOpiioBMYa, KOro iHTEPB'to Ta aBTOPCbKi KHUTH.

Buknag, OCHOBHOro mMartepiany

Mpo uncneHHi «xamnnya» AHaTonis MoKpeHKa, B IKUX BiH 3yMiB caMmopeanisyBaTu-
CA, BiJlOMO MpaKTUYHO BCiM, XTO LiKaBUTbCA Cy4aCHWM YKPaiHCbKUM MWUCTELITBOM.
Y 1963 poui A. MOKpeHKO 3aKiHUMB CTONIMYHY KOHCEepPBAaTOopito 3a KjlacoM BoKany
M. I Bybapera Ta O. 0. lpoasuHcbkoro. HuHi Le HauioHanbHa Mysu4yHa akagemis
iMmeHi 1. I. YankoBCbKOro, B AKii 3 YTiXOH0 3raZlytoTb NPO CBOro OAHOr0 3 HanKpaLymx
CTYOEHTIB, a NoTiM i BUKIazaya, N0OCMepPTHO BCTaAHOBUBLLUW NOMY MeMopiasibHy AOLLKY
B CTiHax 3aknafy OCBiTY, ie 0 OCTaHHIX OHIB CBOr0 XWUTTA npauroBas BUAATHUN chi-
BaK i apTucT (AcagueBa, 2021). [lo CTiH 3aK/lagy OCBIiTU 1Oro NpUBIB XXMTTEBMUI BUMa-
[OK — 3HANOMCTBO 3 [pYyroKYpPCHUKOM cnewiasnibHOI MYy3UYHOT LWKOJIU BULLLOTO PiBHS
NiZ4roTOBKK, SKUI po3rnefiB HeabusikMii TanaHT MakbyTHbOro BUKOHaBLSA. 3a NoHag
30-piuHui1 nepiog po60oTK B CTiHax 3akflagy MaecTpo NiAroTyBaBs nsesay onepHux crii-
BakiB (6apuToHiB). MoHag 50 B1UxoBaHLiB WKoM A. MoKpeHKa rigHo npefcTaBfsaoTb
11 Ha cueHax pisHUX TeaTpiB YKpalHu Ta cBiTy. Cepefi HUX 3acny>eHi apTUCTu YkpaiHu
I BawteHko, B. OneHbko, M. Kipiwes Ta iHLui.
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[o BCTyny B KOHCepBaTOpil0 ManbyTHIA MUTeLb MPIsiB NPO BiiCbKOBY Kap'epy Ta
npobyBaB BCTYNUTW Ha HaBYaHHS [0 ABOX BiNCbKOBMX yunnuiy,. [poTe 3rofomM cTaB
iH)XeHepOM-TeosIoroM i HaBiTb AesAKWid Yyac MnpornpaloBaB 3a crneuianbHiCcTio, BiaBi-
JaBlWKX B poni ripHMYoro iHeHepa-reonora Kaekas (cxomkeHHsi Ha Enb6pyc), Kap-
naTtu, NiBHiYHWMIA Ypan, Kpum. HabyTuit y reonoroposBifyBanbHUX eKcrneauuisx foc-
Bif BMK/aeHO B My6Jiikaliax aBTOPUTETHUX BuMaaBHUUTB Knea (MokpeHko, 1963)
Ta MockBu (ConoHuHKo, MokpeHKo U YepHsBCkUiA, 1962; MokpeHko u CKonbIra,
1962). TanaHT reosiora-4ochigHNKa Ta BYEHOrO — 6Ge3yMOBHa rpaHb OCOBUCTOCTI
A. MokpeHka.

JTto60B [0 cniBy i NOgoOpOXKeW — ABi OCHOBHI MPUCTPACTI, iKi MOCTIMHO BabUAU toHa-
ka. 3i CTiH KoHcepBaTopil i noyanacs kap'epa AHaTonis OpiioBMYya Ta NpodeCiiiHi,
TaKi BanBi Hagasni 3HanoMcTBa 3 TBOPUOKO eniToro. AHaTonin MoKpeHKo B 0 HOMY
3i CBOIX iHTEPB'I0 3ragye npo Len nepioa:

«Y MOBOEHHI Yacu Bci cnieanu. MonynsipHumu 6ynu onimniagu. Ha npe.e-
NIMKWIA Xanb, 3apas ix He NpoBoAsiTb... OpraHisoByBanu xopu, 6ynm eHTy-
siacTn. HaBiTb B pallOHHOMY LieHTpi opraHidyBanu aHcam6sb “TicHi i TaH-
Lto”, i MeHe (sik cosicTa) BO3W/M 3a 25 KM Ha peneTuLito 4o KONIeKTUBY; BU-
KpucTanisoByBanacb MaicTepHicTb. 1 YyacTo 3afaBaB CO6i MUTAHHS: YOMY
3i MHOI TaK “HocATbcA"? BUsABNAETbCA, came B TOW Yac no4vana QyHKLi-
OHyBaTW KoMicisi no Big6opy HapoAHMX TanaHTiB, ika 3-MOMK Cin BULLY-
KyBasia 06gapoBaHuMX AiByaT i toHaKiB. 3a ue gepxxai noTpibHo BigaaTu
HanexHe. Tak sHanwnm XXeHto MipoluHivyeHko, HOpia boraTtukoBa, €BreHis
Kuékano, Bonogumupa TimoxiHa Ta iHwmx». (MokpeHko, 2013)

CaM MokpeHKo 6yB y 3axBaTi Bif TBopYocTi Bonoanmupa byHumkoBa Ta Bonogu-
Mupa HevaeBa; y penepTyapi ynto6neHnx niceHb BUKOHaBLA, IK MPaBuo, NepeBaxa-
NN NiCHi Ha BOEHHY TeMaTuKY.

Halkpalui TBOpYi poKy MUTUA
MWHYNM B HauioHanbHin onepi
YkpaiHn. Crogu Awnatonia HOpi-
noBMYa npuBIB HeEOUiKyBaHUM
BUNaZOK: Yy TeaTpi 3axBopinu
BCi 6apuTOHMW, i AOr0 TEepPMiHOBO
3anpocwunaM BUKOHATW MapTito
Mwukonu 3 «Hatanku NontaBku».
Yepes pekinbka Micsuis 3anpo-
MOHyBann BWKOHATW BIpPTYO3HY
kaBaTuHy ®irapo 3 onepu «Ce-
BifIbCbKUA  LUPYNIbHUK»  KOM-
nosutopa /[IxoakkiHo PocciHi
(puc. 1.). BaxnuBo BpaxyBaTy,

LLIO KOMiYHa onepa — ue A0CUTb Puc. 1. A. 0. MokpeHko B poni dirapo.
CKNafHUN >aHp B OMepHOMYy «CeBIinbCbKNi UnpynbHUK» [K. PocciHi,
MUCTeUTBI, IKUA BUMarae Heop- KuiBcbkuii TeaTp onepu i 6anety imeHi T. LLleBYeHKa
OWHapPHOCTI 1 0CO6MBOTrO CBITO- (HuHi HayioHanbHa onepa Ykpainu), 1969.
rnagy conicta. lig yac BUKOHaH- ®oTo 3 apxiBy poauHu A. MokpeHka
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HA ACKpaBOro napofinHoro TBOPY
BaXJIMBO YHUKHYTU rpy6oi catupu
Ta [lelleBUX TPHOKIB, W06 He 3HU3U-
TN ONepHy ManCTepHICTb A0 PiBHA
po3BaxkasibHOro woy. bescymHiBHO,
nyébnika crnpuinmMana MonoAoro Bwu-
KOHaBLS i3 3axBaTOM.

Y 1976 poui onepHuin crniBak OT-
pUMye HaMBULLY 3 MOXIJIMBUX TOZi
JepXXaBHMX Haropof y cdepi cue-
HIYHOr0O MUCTeuTBa — 3BaHHA Ha-
pogHoro aptucta CPCP. OnaHyBaB-
UM MoHaf COpPOK rOfIOBHUX MapTin
B orepax BiTYM3HAHUX Ta iIHO3EMHUX
KOMMO3WUTOPIB, MPOBIAHOK Y penepTy-
api A. MokpeHka ctana naprtia [psis-
HoBa B ornepi «LlapeBa HapeuyeHa»
M. A. Pumcbkoro-KopcakoBa, fika iMm-
NnoHyBasna oMy i 3a rosiocom, i 3a apa-
MaTypriYHMM HaMoBHEHHSAM (puc. 2).

CniBak [yXe peTenbHO CTaBUB-
csl 40 po60OTU Hag, KOXHOK POJIIHO; Puc. 2. A. 0. MokpeHko B posi [psi3HOro.
36upaB ikoHorpadiyHMin MaTepian, «ljapesa HapeyeHa» M. A. Pumcbkoro-KopcakoBa,
aHanisyBaB poboTW MonepegHix BU- KuiBcbkui TeaTp onepu i 6anety imeHi T. LleByeHkKa
KOHaBL|iB, BUBYaB iCTOPitO CTBOPEH- (HuHI HayioHanbHa onepa Ykpainu), 1980.

HA orepwu Ta peLeHsii. 3rogoM Taka ®oTo 3 apxiBy poauHu A. MoKpeHka.
KiNlbKiCTb aHasniTMyHoro matepiany

CMoHyKana BXe 3HaHoro B YkpaiHi Ta CBiTi BUKOHaBLSA CAMOCTIHO 3aiHATUCS My6.i-
uMcTrKoto. A. 10. MOKpeHKo 3anuvwumnB y cnafok Agi kKHurn (MokpeHnko, 2008; 1994)
i noHag cTo ny6nikauii MMCTELbKOI Ta yKpaiHO3HaBYOl Npo6aeMaTukn. ABTopcbka
KHUra «Y cepui — piaHa YkpaiHa» (MokpeHko, 1994) haKTUYHO i1 cTana nepLunm yHidi-
KOBaHWUM JpyKepenom nybniumctukm AHaTtonis MokpeHka. «3HanTu cebe» — apyra npo-
30Ba npaus, ika 6arato B YoMy KopentoeTbes 3 dinocodieto TBopyocTi Mpuropis Cko-
BOPOAM Ta MOro NpoBiAHOK Te30t0 NPOo «CpoAHy npauto» (MokpeHko, 2008). Po6oTa
3HAYHOK MIPOKO CMOHYKaEe YnTadiB Ao po3ayMiB. ABTOp agpecye i Mofofi, Ansa AKor
MUTaHHSA NOLYKY cebe € aKTyanbHUM i CTpaTeriyHUM y XXUTTi. CnoyaTKy aBTop MaB Ha
MeTi 3po6bUTK Mig3aroIOBKOM L€l KHUIM Teay, fie 3a3HaYaeTbCs, Lo La 36ipKa — «Mo-
BIiCTb MPO Yacy», afi>Xe B Hill aBTOp NparHyB nokasaTu Nofil Halol enoxu Kpisb Npusmy
cBoe€i gori. Ane A. MOKpeHKO CXUNAETbCA A0 BUC/OBY: «MUCTELTBO BUMArae XXepTB».
MOoX/1MBO, BiH i HEe TaKuUi opuUriHanbHUI, NPOTe AOCI 3aNNWAETbCSA aKTyaslbHUM.

OnepHuin cniBak cTae nepLliMM BUKOHaBLLEM, AKOMY nig cuny naptia Onekcia Ma-
pecbeBa 3 onepu «[oBicTb Npo crpaBXxHto NoauHy» C. C. Npokod’eBa. MeTognyHy
Jonomory A. MokpeHKy HagaBana HiHa IBaHiBHa Ckopo6oratbko (1894-1993) - 3Ha-
Ha yKpalHCbKa onepHa niaHiCTKa-KoHLepTMeNCcTepka Ta nejarormHa BoOKany, sika
yCBiZOM/OBaNa BCH CKIafHICTb KoMMnoamTopcbkoro ctunto Cepria lMpokod'esa.
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Cneumdika poboTu nepepbavana criB NPUTaHLbOBYIOYM, MOB3aKUM MO CLEHI, WO
Marno 6 CyTTeBO BMNUBATK Ha CKNIaAHICTb BUAOGYBaHHSA 3BYKy. CTanu B NpUroai AnTs-
yi cnoragw, NoB’A3aHi 3 BiHo. CamMe 3a BUKOHaHHSA napTii MapecbeBa B onepi «[o-
BICTb NMPO CMpaBXH0 NIOANHY» MuTeLb y 1968 poLi oTpuMaB 3BaHHS 3aCiyXeHoro
apTucta YkpaiHu.
3a nepiof TBOpYOI AisiNbHOCTI B HauioHanbHin onepi YkpaiHn A. MOKpeHKo criBaBs
Ha CLeHi 3 BUAaTHUMM crniBavyKkaMu Cy4acHOCTI, TakuMu sik €. KonecHuk, €. MipoluHu-
yeHko, M. CTed'tok, b. PyaeHko Ta iH. 3 €EBreHieto MipoLLIHMYEHKO BiH 6yB 3HAOMUM
3i CTyaeHTCbKUX pokiB. Mepla cninbHa po6oTa — KOHUepT Ha doTodabpuui. ByHTap-
CbKWUIA HOpPOB TaNlaHOBMWTOI AiBUYMHM, sika MparHyna snaMaTu 6yab-siki 3acTapini Ka-
HOHW, NpunaB Ao aywi AHaTonito lOpiioBuYy MokpeHky. ObuaBsa fisdi 6ynm mavic-
TepPHUMMU iMMpOBi3aToOpaMu, Ha TXHI BULLIYKAHUIA CMaK MOT/IN MOKIACTUCH XYOO0XHI
KepiBHUKM (punc. 3).
4"_;#,-; tiagg Y
A TR
o

Puc. 3 €BreHisi MipoluHn4yeHKo 3 AHaTosiiemM MoKpeHKOM,
M. Kuis (PygauyeHko, 2021)

AHaTonii l0piioBMY MOKpPEHKO 3po6uB AiACHO BEMKUIA BHECOK Y PO3BUTOK YKpa-
THCbKOT ecTpaaum, af)ke B penepTyapi MancTpa 3aBXAn OMiHyBanu HapoHi nicHi Ta
po60TUN BITYM3HSAHUX KOMMO3UTOPIB. A. MOKPEHKO 3 0CO6/IMBOO IHO6OB'H0 BUKOHY-
BaB NicHi Ha My3uKy OnekcaHgpa binawa, cepep akux «3a niTamuny, «[logan kpunarta,
«anuHa-Kanunna», «BikoHue», «<HanceATiwwe Ha CBiTi», «COHALWHUK» Ta «[1Ba KONbopu».
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Came AHaTonin MOKpeHKo cTaB nepLuMM BUKOHaBLEeM nereHaapHoi nicHi O. binawa
Ha cnosa [l. MNaenuyka «[Ba Konbopu» y 1964 poui (MokpeHko, 1971). binbluicTb
3 HUX JOCTYMHI B 3anunCi Yepes Mepexy IHTepHeT, pigHi Ta WaHyBafbHUKK 36epiratoTb
nepLli KOMNaKT-AUCKU 3 anbbomMamu MancTpa. ApTUCTa YacTo 3anpollyBanv 3 Bu-
cTyrnamu Ha pagio 1 TenebadeHHs. ig yac racTposieit 3a KOPAOHOM pernpe3eHTyBaB
MucTeyTBo YkpaiHn Ta CPCP, 4eMOHCTpyoun CBil TanaHT Ha OnepHUX i KOHLEPTHUX
cueHax AHrnii, ®paHuii, KaHaaw, LWeeuii, Himeyunnu, CLUA, Kyéu. by ocobucto 3Ha-
nomun i3 digenem Kactpo.

AHaTonin MoKpeHKO Heo4HOPa30BO rigHO NPeAcTaBsAB KUIBCbKY BOKabHY LLKOMY
Ha 3arasibHofep)XxaBHOMY piBHi B Mockai. ¥ 1970-Ti poku 6paB y4acTb y NOMNynsipHOMY
B CPCP TenesisiiHoMy decTtuBani «[licHa poky» y MockBi, HeogHOpPa3oBO BUCTYyMNato-
yn B cynpoBoai opkecTpy LieHTpanbHoro Tene6ayeHHs i BcecotosHoro pagio nig ke-
pyBaHHsAM lOpis CunaHTbesa (MecHsA 77, 1977), 3 Benuknm auTsaunm xopoM Beecotros-
Horo pagio Ta LleHTpanbHoro Tene6aveHHs nig ynpaeniHHAM BikTopa Monosa (MecHs
77,1977) Ta 3 apTUCTaMu ecTpaau, 3okpema i3 Codieto Potapy (TemHast Houb, 1976).

HapogHuin aptuct CPCP Muxanno CtenaHoBuY [pULLKO 3anpornoHoByBaB AHaTo-
nito MOKpeHKy, iK1 cBOro yacy B byAnHKy aktopa BUKOHYBaB jpaMaTUYHUIN pOMaHC
«Cyppbba» («Jons»") C. PaxMaHiHoBa Ha crioBa O. M. AnyxTiHa, iHiLitoBaTV Moro nepe-
BefeHHA 0o bonblworo Teatpy B Mockai. [1poTte A. MOKpeHKO He npuctaB Ha npono-
3uLito Koneru, agxe BiayyBaB 6ifb y cepui 3a baTbKiBLLMHY, WMpe 6axaHHA po3BUBa-
TN Ta NONynApu3yBaT HapoAHe MUCTELTBO B YKpalHi.

ByBwu Buxiguem is c. TepHn Heppuraiiniscbkoro paoHy CyMcbKoi o6n1acTi (Mana
6aTbKiBLLMHA MUTLS), BiH 6araTo Yyacy npuainse noLwyKy Ta BUXOBaHHIO MOJIOAWX Ta-
naHTiB y cenax YkpaiHu. OpraHisauii CilbCbKUX AUTAYMUX LKiINbHUX XOpiB 1 pecTusa-
niB Ha SIoKaNbHOMY PiBHi, Y Takuil cnocié NpofoBXytoun Micito eHTysiacTiB, A. Mo-
KPEHKO NPUCBATUB OCTaHHi pokn cBoro Xutrta. Came A. MokpeHko y 2002 poui cTas
iHiLiaTopoM opraHizauii nepworo 061acHoOro GecTnBanto-KOHKYPCY LUKITbHUX XOPO-
BUX KONekTuBIiB «CniBariMo pasom!» y pigHoMy ceni TepHu. Lle yHikanbHe 3a cBOIM
TBOPYO-OpraHisauinHuM nigxon0M XOpoBe AUTSAYe 3MaraHHAM B YkpaiHi. Y yaconuci
«YKpaiHa monoga» 2016 poky HaZpyKoBaHO: «BuaaTHuin ykpalHCbKWUIA cniBak AHaTo-
nin MOKpeHKO YOTUPHaALUATb POKIB TOMY CTaB iHiLiaTOpOM NpoBeAeHHs1 06/1acHO-
ro hbecTuBanio AUTAYMX XOPOBUX KOMNEKTUBIB Ha CyMuimHI. [..] Y TepHax i B cycigHix
cenax y 3B'i3Ky 3 decTuBanieM 3HOBY 3anpautoBanu Knybu, NIOAsSM CTano pagicHo»
(OniitHuk, 2016). 3rogom dhecTuBanb Habupas 06epTiB, 06'eAHytOUM pisHi cena Cywm-
WwmHK. LWopoky go oro pigHoro cena TepHu CyMcbKOT 06nacTi 3 HKAXKAKTbCS HOHi
KOHKYPCaHTU, Ki JEMOHCTPYIOTb CBiil XUCT. 3roJoM Lieh MUCTELLbKUI pyX NepenHs-
N1 amaTopw i3 3anopi3bkoi 06/1acTi, 3anoYaTKyBaBLUN KOHKYPC XOPOBUX KONTEKTUBIB
Ci/TbCbKMX LUKiN.

ByBwwu conictoM HauioHanbHOT onepu YkpaiHu, y Henerknin ans KpaiHu Ta TBOp-
yoro KonekTuay nepiof i3 1991 no 1999 poku AHaTonin MOKpPEHKO CTa€e O4iNlbHUKOM
KONEeKTUBY, 06iiMaroun nocagy reHepasbHOro AMpeKTopa — XyLOXHbOro KepiBHMKa
TeaTtpy. TeaTp 6yB Ha Mexi po3nagy — Yepe3 eKOHOMIUHY CKPYTY TaHLUiBHUKK 6aneTy
Ginblue HiX piKk He OTpMMYBanu 3apobiTHOI NnaTHi. CuTyauito paTyBanu racTponi 3a

"Mepeknag l. b.
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KOPAOHOM Ta 0COBMCTUIA NaTpoHaT TeaTpy TodilwHboro MpesngeHTta Ykpainu BikTo-
pa tOweHka — KpasHuHa A. MokpeHka. [ig yac ractponen 3a KOpAOHOM iHOAI Tpa-
NAANUCA NPUKPI BUNaZKu, konu nicns 38-roguHHoro nepeisgy 3 Kuesa fo XKeHesu
aKTopu oapasy MyCWUM BUXOAMTU Ha CLieHy Ta BUKOHYBaTuW nepeg rnsgadyamu onepy
«bopuc logyHoB» Mogecta Mycoprcbkoro. | akwo AHaTtonito HOpinoBudy npunagano
BUKOHYBaTW posib PaHroHi, sika 6yna BifHOCHO HECK/TafHOK 3a TEXHIKOK BUKOHaH-
HA, To AHaTonito Kouepsi npunagana naptis bopuca. Toro x gHA B OPKeCTPOBIN AMi
BiJ HaZMipHOro HaBaHTaXXeHHS Nif Yac KOHLEepTy NoMep opkecTpaHT. bonino cepue
B A. MokpeHkKa 3a cBin konekTus. [NNoHag 1300 TanaHOBUTUX NtoAein MOrnu MirpysaTtiu
3a KOpAoH. Liboro He mir gonyctutn AHaTtonin lOpinioBn4y MoKpeHKo, TOMy MposiBUB
aKTUBHY rpOMaiCbKy NO3uLit0 Ta 3BEPHYBCA A0 6i3HECMEHIB 3 MPOXaHHAM BUAINNTY
CMOHCOPCbKY AONOMOrY Ha PO3BMTOK TeaTpy, afie 3Ha4YHOKO Mipoto BCe YacTo TpuMa-
5locs Ha eHTysia3Mi. B iHTepB'to KopecnoHAEeHTOBI rasetn «YkpaiHa monoga» 12 nu-
ctonaga 2010 poky AHaTonin MoKpeHKo 3ragye:
«Lle 6ynu Hawripwi yacu! OcobUcTo B MOIn MUCTELbKI foNi Tow nepiog
6yB HallBakunMm. 3a OTi 8 poKiB MOro KepiBHULITBA MU Ayxe 6araTto i3gunu
no cBiTy. byBano, o Teatp BUDKAXaB 3a KOpAoH A0 12 pasiB Ha pik! [po-
LWern He 6yno, AoBoaMnocs 3apobnATu. H nepecTpaxaas TOAI AyXxe, ane
ropauii TUM, Wo MeHi Baanocs 36epertu Teatp». (KywHip, 2010, ¢.6-7)

22 6epesHs 2022 poKy BMMOBHIOETLCA ABa POKU 3 AHS cMepTi MuTus. lMicns cebe
AHaTonin lOpinoBuY 3anvLLINB He TiNIbKW BENNKY TBOPYY CNaALLnHy, @ h ABOX AOHbOK —
Jiogmnny ta OKcaHy — XXuBe BTiNleHHs CBOET KpoBi Ta nnoTi. Monogwa 3 Hux, OkcaHa
MOKpeHKO, 3acnyXXeHuit Aiay MucTeuTB YKpaiHu, rigHO NpoAoBXXYye crpaBy CBOro 6aTb-
Ka, 6e33MiHHO 3 1989 poky i1 foTenep o4oNtoKYM onepHy Tpyny HauioHanbHoi onepu
YkpaiHu. BoHa ginutbea yHikanbHMMM hoTorpadismMu 3 JoMallHboro apxisy (puc. 4).

Puc. 4. AHaTtonivi MokpeHKo 3 apyxxuHoto Mapieto. Kuis, TpaBeHb 1960 poky.
®oTto i3 ciMeniHOro apxisy
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TanaHT A. MokpeHKa nposiBUBCSI 1 Y KiHemaTorpadi. TanaHOBMTMIA apTUCT 6paB
y4yacTb B eKpaHisaljii TakmMx KapTuH, sik «Turponosu» 3a |. barpaHum (1994), «YopHa
paga» 3a [N. Kyniwem (2000), «MoeT i KHsXkHa» 3a MaTepianamu KiHocepiany «Tapac
LLleByeHKo. 3anosiT» (1999) Ta iH. loro MoXHa [ONy4YnTH A0 CAUCKY AiAdiB, AKi 3ait-
Manucs npouecom KiHodikauii TeaTpy. Ginbm-onepa «Jltovis ai lammepmyp» [aeTaHo
OoHiueTTi (1980 pik, pex. O. |. Biima) 36epir o6pa3 A. MokpeHKa, sikuit rpaB leHpi-
xa. loMy BAanoca He TinbKu nepefaTy WapM NpUMpoOAHOro TanaHTy, a it iHTerpysaty
BULUYKaHi KOCTIOMMW, CTU/bHI NPUKPacK 3 IHTEPaKTUBHUMMU eneMeHTamu. Pexxucep-
NMOCTaHOBHMK MPOAEMOHCTPYBAB BiYHeE, KJlacCUYHE GaYeHHs] TEMU KOXaHHS, CYBOPE,
6e3 BynbrapHUx HaAMIpHOCTEN, fIKi YacTO MPUCYTHI B CydaCcHMUX MocTaHoBKax. [is
pO3ropTaeTbCsi Ha T/1i BEIMYHMX BEMYE3HUX 6Nifo-Cipux pisbbrieHnx BOPIT, WO 3aii-
MatoTb NOSIOBMHY NpOCTOpY. [JMHaMiKa yTBOPIOETbCA NnLLE 3 MOABOIO FOSIOBHUX Fepo-
1B. CriB KOXXHOIO i3 3aKOXaHUX, HaNnOBHEHUM ApaMaTU3MOM, PO3LLUUPIOE NPOCTIp cLue-
HU 0,0 PO3MIpiB BCECBITY. Bigeopsa cnekTaksito rapMOHINHO 3NIMBAETHCA 3 UYL OBUMUN
rosiocamMu ConicTiB.

BescyMHiBHO, AHaTonin MOKpeHKo 6yB 6araTorpaHHoK NoAnHOKW. Moro Teopuy
JisinbHiCTb BM3HaBana ny6sika, konerun, npeca. KopoTkuii, faneko HEMOBHUI nepe-
NiK Jep)KaBHUX HAropof, Takux sik 3acny)eHuit aptuct YPCP (1968), HapogHwuii ap-
TmcT YPCP (1973), HapogHuit aptuct CPCP (1976), [epxaBHa npemia YkpalHCbKol
PCP im. T. T. LeByeHka (1979), OepxxaBHa npeMisi [pyanHcbkoi PCP iM. 3. Maniawwusini
(1973), Npemis JleHiHcbkoro komcoMony YkpaiHcbkoi PCP iM. H. A. OcTpoBcbKoro
(1967), opaeH kHa3s Apocnasa Myaporo V cT. (1995), opaeH Apyx6u Hapogis (1982),
CBil4NTb MPO BU3HAHHSA NOro TaslaHTiB CYCNi/ibCTBOM.

A. MOKpeHKO 3aBXau 3ailMaB aKTUBHY FpoMafisiHCbKy Mosuuito. Tak BifoMO, Lo
came A. MOKpPeHKO yxBasiMB pilleHHs BCTaHOBUTU yKpaiHCbKMIA nNpanop Hapg byaieneto
HauioHanbHOT orepu YKpaiHu e A0 NPUAHATTSA NOro siK AepxaBHoro. [1poTsaromM ycbo-
ro XXuTTa 6yB aKTMBHUM FPOMafCcbkuM gisuyeM: y 1970-Ti pokun odinbHUK KUiBCbKOrO
MidXo61iacHoro BiafineHHs YKpaiHCbKOro TeaTpasibHOro TOBapuCTBa, Aenytat Kuis-
CbKOI MICbKOI paZiy, Y HesanexHin YkpaiHi — oauH i3 3acHOBHUKIB ToBapucTBa ykpa-
THcbkoi MmoBu iM. T. [T LLieBYeHka, y 1993-1995 pokax uneH konerii MiHicTepcTBa Kynb-
Typu Ykpainu, 3 1993 poky uneH npesugii ToBapucTea «YkpaiHa», uneH pagu ToBapwu-
ctBa «[1pocsiTar, uneH HavuioHanbHoT paan KoHrpecy ykpalHCbKOI iHTenireHuii; y nepiog,
32001 no 2003 poku ovosntoBas BiaAiN kynbTypu IHcTuTyTYy MOH YKpaiHu ToLLo.

HaykoBa HoBM3Ha po60TK Nonsrae B TOMY, WO Le HaKTUYHO neplua NOBHOLHHA
cnpoba y HayKoBO-AOCNiIAHULBKOMY BUMIpi OKpecnuTu Bkag AHaTonis MoKpeHka
B PO3BUTOK MUCTeLTBa Ta KynbTypu YKpaiHu.

BucHoBku

Y npoueci aHanisy XXMTTEBOrO M TBOPYOIO LUASAXY BUAATHOMO MUTLA chopmyBano-
CSl LiIKOM 06’€KTUBHE BPaXXeHHs, Lo AHaToNi MOKpeHKO HamaraBcsi LWoHanaoBLe
3ano6irTM Kpusi ryMaHiCTUYHKX ifeaniB, iKYy NPOCTEXYEMO HUHI B YKPaiHCbKOMY CY-
cninbeTei. Moro aisnbHicTb 6yna NAifHOK0 Ta pi3HOACMEeKTHOK — MUTEeLb NPOsSBUB
cebe sIK BUAATHUI ONEepHUIA BUKOHaABELb Cy4acHOCTI, ecTpafgHMI cniBak, TanaHoBU-
TWI opraHi3aTop TeaTpasibHOI CrpaBK, KIHOAKTOp, BOKaNbHUI negaror, ny6niuucT Ta
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rpoMagcbkuin giay. NMepcnekTUBM NoganbLUNX HayKOBUX NOLLYKiB B6ayaeMo B 6araTo-
acrnekTHOMY aHanisi ectpagHoro cnisy AHaTonia MokpeHka.
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Abstract

The purpose of the study is a comprehensive analysis of the main achievements of A. Mokrenko
as an opera performer, theatre and public figure, film actor, teacher, and publicist. The research
methodology of the paper is based on the following methods. The general historical method is
to outline transformations in the artistic environment of the twentieth century. The analytical
method is to study the historiographical sources (cultural, art, and theatre literature). The
systemic method is to understand the activities of Anatoliy Mokrenko as a set of socio-cultural
relationships and connections, which allows considering him both a whole and a subsystem
of higher levels. The historical and biographical method is to understand the main stages of
A. Mokrenko's work. The chronological method is to present the facts in order. The scientific
novelty of the article is the first full-fledged attempt in the research dimension to outline the
contribution of Anatoliy Mokrenko to the development of Ukrainian art and culture. Conclusions.
Analysing the life and creative path of the outstanding artist, there is a very accurate impression
that Anatoliy Mokrenko tried to prevent the crisis of humanistic ideals that we trace now in
Ukrainian society as long as he could. His work was fruitful and multifaceted. The artist proved
to be an outstanding opera performer of today’s times, singer, gifted theatre director, film
actor, vocal teacher, publicist and public figure. The artist left an invaluable creative heritage,
a galaxy of students and followers behind. Prospects of further scientific research are seen in
the multifaceted analysis of singing by Anatoliy Mokrenko.

Keywords: opera; Anatoliy Mokrenko; soloist; creative elite; conservatory; National Opera of
Ukraine
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AHortauisa

Meta pocnigxeHHa — 3'sicyBaTy, sk K. CTaHicnaBCbKui po3ymie W TNymMauuTb «BHYTPILWHI MiHil
NiATEKCTY»; BUSHAYUTU CYTHICTb i 3HAYYLLiCTb BHYTPILIHIX MiHIA NiATEKCTY B MpOLECi CLUEHIYHOro
CMifIKyBaHHS aKToOpa; BKasaTu Ha BflacHe po3yMiHHSA MOB/IEHHEBOTO NiATEKCTY AK YNHHUKA CLLEHIYHOrO
MOBJEeHHA. MeTogu JAOCRiIp)KEHHNA: aHaniTUYHWA — AN [OCHIAKEHHA HasiBHUX TeOpPeTUYHMX
TnymaueHb NiHin nigrekcty K. CTaHicnaBcbKoro Ta ix NpakTUYHOro 3aCTOCYBaHHS; KOMNapaTUBHUIN —
ANA 3iCTaBNeHHSA 1 MNOPIBHANBHOIO aHanisy TeOpeTUYHUX i MPaKTUYHMX TlyMadeHb Ta 3aCToCyBaHb
NiHiA NigTEeKCTY; Noriko-y3aranbHouYnii — Ana NigGMTTS NiACYMKIB JOCNIAXeHHS, HOpMYNtOBaHHS
BMCHOBKIB. HaykoBa HOBU3Ha po60OTU NOMsirae B yTOYHEHHi TEXHOMOTIT NpoLecy CNoBecHOT Aiil akTopa-
YUTUSA Nif Yac CLEHIYHOro CNiKyBaHHS; 3HaXOAXXEeHHI OCHOBHOIO YMHHMKA, WO CNyrye npaBAnBOCTI
NMPOMOBJISIHHA YY)XXOro aBTOPCbKOro TeKCTY B CLEHIYHOMY MOBJIEHHI; B OCMUC/EHHI 1 TAyMayeHHi
CYTHOCTI TeaTpasibHOro MOHATTA «NiATEKCT» i 3aCTOCYBaHHi MOro B CLEHIYHIN MOBJIEHHEBIN MpaKkTuLi.
BucHoBku. OTXXe, 6auyeHHs1 BHYTPILUHbOrO 30pYy MOPOMXYHOTb CTaBNIEHHSI A0 HUX, @ CTaB/EHHS
3MYLUYE AIATHY, | AiS LS BUPaXXaeTbCs Y BUABI UM NPUXOBYBaHHI LibOro ctaBiieHHs. C/I0BECHOIO Jieto
aKTopa B CMinkyBaHHi He MoXe 6yTu 6aXkaHHsi NepefaTu ysiBHUI 06pa3 CniBPO3MOBHUKY, CIIPUNRHATH
OYMKy 4epe3 ynaBy. [lieBe MOBJIEHHS1 He CNyrye TiNbKW MPUMYLIYBAHHIO iHLIOrO po3yMiTu, 6a4nTu
M MUCNUTK TaK camo, siK NpPoMoBeLlb, 60 MOPYLUIYETbCA OCHOBHWIA MPUHLMMN ApaMu — KOHMIKT.
3'AcoBaHo, Lo nigTekcT K. CTaHicnaBcbKU TPAKTYE K CMETEHHS TPbOX NiHill — BHYTPILLHiIX 6a4eHb,
OYMKMW, BHYTPILHbOI Ail, 03HaYyoum 1X e NiHIE0 AYLEeBHOro nepeXxuBaHHs, NiATeKCTOM, XXO4HUM
YMHOM He TOpKaruUCb NiHil MPUXOBAHOro 3MicTy, cMuchy. HaronoweHo, Wwo AilcHy HeobxiaHICTb
NPOroJIOLLEHHS CNiB NOPOLXKYE CTaBJIEHHS, MOTUBAL,isi Ta MeTa IX BUrOJSIOLLEHHS.

Kntouogi cnoBa: K. CTaHiCnaBCbKUiA; «BHYTPILLHI NiHIT NiATEKCTY»; 6aYeHHs; AYMKa; BHYTPILLIHSA Aina

MocTaHoBKa npo6nemu

AHanis cyyacHol HayKoBOI NiTepaTypu Npo CUeHiYHe MUCTELTBO 3acBifuye HasiB-
HiCTb 6araTbOX HayKOBWX Mpalb, MPUCBSYEHUX BUBYEHHIO Ta aHanisy pisHOMaHIT-
HUX acnekTiB. [1poTe y BCiX, K NpaBuno, PO3rasHYTO LUMPOKiI MUCTELITBO3HABYI TeMU
rno6anbHOro xapakTepy, TOAi Ik cyyacHa TeaTpasibHa nejarorika notpeéye i 6inbLu
KOHKPETHUX, BY3bKOHanpaBieHUX AOCHiIXeHb Y Ui/ LapuHi, 30KpeMa B YyTOUYHEHHI,
TpaKTyBaHHi 1 pO3yMiHHi TeaTpanbHOT TepMiHonorii. [podeciriHa TepmiHONOris B Hac
po3muTa Ta He JiTka. KoXeH TeaTpanbHUIA NPaKTUK i negaror po3ymie n TpakTye ii

© IBaH Copoka, 2022 Haginwna 23.01.2022
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Mo-CBOEMY. AKTyasIbHICTb JOCHIIKEHHSI 3yMOBJIEHA BaXX/IMBICTIO 'PYHTOBHOIO 3aHy-
PEeHHsI caMe B L0 BY3bKYy NPOGIEMATHKY 3 METOI BUPOBGNIEHHS EAUHUX 3PO3YMINUX,
CTanux rnoHsiTb.

AHani3 ocTaHHix gocnigkeHb i nyénikauii

Hanb6inblw WinicHO Ta rpyHTOBHO NMUTAHHS TeaTpasibHOI TEPMIHOJOTIT PO3rNsAHYTO
B HayKoBuMx poboTax K. CTaHicnaBcbKOro, AKMMMU 1 MOCYroBYETbCA NepeBaykHa bifb-
WicTb Nnegaroris-Teatparnis. YCNiWHO BNPOBaZXXEHU Y TeaTpasibHy NpaKTUKY TBOPLS-
Mn MXT HanpwukiHui XIX cT. TeaTpanbHWUiA NiATEKCT OTPUMAB | TEOPETUYHY PO3POBKY
B cuctemMi K. CTaHicnaBcbKoro. 3 niaMHOM Yacy NiATeKCTy Npuainanu ysary npakTuy-
HO BCi TEOPEeTUKM TeaTpy B ranysi cnoea Ta cfioBecHoI Aii. [leBHY po3po6Ky KaTeropis
NigTEKCTY ofepxana B poboTax MpPOBiAHWUX pexucepisB i negarorie, 3okpema Bceso-
nopa Meepxonbfa, €. BaxTaHroBa, B. CaxHoBcbkoro, A. lMonosa, M. KHe6enb, I Kpi-
cTi, . ToBcTOHOrOBa, |. NMpomnToBOi, B. MNanengeesa, B. dinbwtuHebkoro, O. LUnemko
(2019). Oco6MBO LiiHHO B Cy4acHOMY PO3YMiHHIi i1 TiyMayveHHi Npuinomy «MigTekcT»
€ KHura M. PosoBcbkoro «[Jo YexoBa».

Cepef yKpalHCbKMX TEOPETUKIB TeaTpy NOHATTA «NigTeKCT» po3rnaaas M. Kapacbos
y KHU3i «CTaHicnaBCbKuWiA i cueHiYHa MoBa», P. YepKaluuH y MOCIGHUKY «XYLOXHE
C/IOBO Ha cLeHi», B. Henni «Mpo pexucypy», yacTkoBo [1. CakcaraHCbKuii y 36ipHUKY
«JlymMKuM npo TeaTp», Jlecb Kypbac «bepesinb: i3 TBopyoi cnagwuHuy, I I0pa «Pexuncep
y TeaTpi». Ha cyyacHoMy eTani po3rnisHyTo TemMy MpUINOMY TeaTpanbHOro NiATeKCTY
B KaHAMAATCbKIiN gucepTauil «[MigTeKCT ik KaTeropisi cLieHiYHoro MoBJieHHs» (Copoka,
2017;2014; 2018).

MeTta pocnigxeHHs — 3'ssicyBaTy, ik K. CTaHicnaBCbKuUin pO3yMi€ 1 TIIyMayunTb «BHY-
TPILUHI NiHIT NiATEKCTY»; BUSHAYUTU CYTHICTb, 3HAYYLLICTb i MicLe BHYTPILLUHIX NiHinA nig-
TEKCTY B MPOLECI CLIEHIYHOro CNisIKyBaHHS akTopa.

Buknag, oCHOBHOro matepiany

Posrnapgatoun nigrekct, K. CTaHicnaBCbKU NOCTIMHO FOBOPUTb MPO MOro «BHY-
TPILUHI NiHiT», AIKi B caMOMY BM3HaYeHHi NOHATTSA TPanasaoTbCA TPUYI: «y NiATEKCTi 3a-
XOBaHi YNCNEHHI, Pi3HOMaHITHI BHYTPILLHI NiHil poni Ta m'ecu», «BCi Li NiHIT XMTPOMyL,pO
CMeTEHI Mi>K COBOIO», «/NLLE TiNbKY BCHO NiHit0 MiATEKCTY NPOHU3Ye NouyTTs» (Huky-
nuH 1 Mnuxapnse,2008, ¢.65).

MuTeub AeTanbHO po3rnsgac ix y AoaaTKy Ao TPETbOro ToMy 3i6paHHs TBOPIB. AB-
TOp rOBOPUTDL:
«Jloci y4Hi nepefaBanu AyMKM i NOYyTTA 306paXkyBaHMX HUMM OCi6 B eTHo-
Ai cBoiMu cnoBamu. Lli cnoBa npuxogunu fo HUX cami coboto, y npoLeci
rpu. TBopui 6ynun aBTOpamMu X chiB, AKi BKadyBanucs iM ixHiM BNacHUM
NiATEKCTOM, TOBTO JliHier0 AyLIEBHOro nepexxmBaHHs. Takuin npouec Bifoy-
BAETbCH B CAMOMY XUTTi. Tak NOBMHHO 6ynio 6 6yTu i Ha cueHi». (TyT i gasi
y untatax kypcus Haw — I. C.) (CTaHucnasckuit, 1990, c.467)
YTiM, Ha cLeHi, cTBepA)Kye aBTop, BiA6yBaeTbCA MO-iHLWOMY, afi)Xe B TeaTpi aKkTopu
rpatoTb He CBOI TBOPMU M KaXKyTb He CBOI C/I0BQ, a YyXi cfioBa aBTopa, 0 TOro X He
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XXMBUMM OACBKUMMW IHTOHALiISIMW, @ YMOBHUMMN aKTOPCbKUMU. Take NepeTBOPEeHHS
MUTeLb MOSICHIOE, MO-NepLUe, HEOOXiAHICTIO MPOrosoLyBaTH YCTAHOBJIEHI ClIOBa TEK-
CTyasnbHO i, No-Apyre, HaNpy>XXeHHsAM nam’ATi Nig Yyac NoBTOpy 3aBYeHUX cnis. O6uAaBI
Li NpMyMHM BigBepTatOTb yBary akTopa Bif BHYTPILWHbOT TBOPYOI NiHii poni, 6e3 sikoi
cnoBa NPOMOBNAIOTLCA 3apaZiy camMux CNiB, 3apajn iX 3BYKiB. Take «CNOBOroBOpiH-
HS1» NOPYLUYE HOPMasbHUI NAWH NPOLLECY MOBM Ta NPU3BOAUTb A0 Tak 3BaHWUX BUBMU-
XiB. Bif 4yacy 1 Bif, 3BUYKM 3aikCOBaHi CI0Ba MOYMHAKOTb MPOMOBISATUCA MEXaHIYHO
Ta no3a YCBifOMIEHHSIM, L0 NPU3BOAUTL A0 PO3'eAHAHHS TEKCTY Bif MIATEKCTY, i Bif,
LbOro «C/ioBa CTatoTb NYCTUMMU, 6€3AYLIHUMM, XOIOAHUMMU, HEe 3irpiTUMK 3cepeanHu,
He BUMpaBAaHi AyMKoto, popmanbHi. [...] Lli cnoBa 4acTo HacuibHO, WBUAKO 3a3y6-
prOIOTbCA BUKOHaBLEM, 6e3 MonepefHbOro CTBOPEHHS BHYTPILUHLOrO MiATEKCTY»
(CtaHucnaBckuit, 1990, c.468).

I3 UbOro posymiemMo, WO Mif Yac rpu Ha CLeHi, SiK | B peanbHOMY XWUTTi, MOTPIGHO,
Wo6 siHito AyLIEeBHOro nepexuBaHHs (AYMKU i MOYyTTs 306pa)kyBaHMX oci6 — mig-
TEKCT) nepefiaBaB BUKOHABELb aBTOPCbKMMU CIOBaMU, IK BNIaCHUMM, W06 3By4Yanu
BOHU XUBUMU NOACbKUMU iHTOHaUisiMU. Cnif YHUKATU HaCUbHOrO, LWUBUAKOMO «3a-
3y6prOBaHHS», HATOMICTb MOTPIGHO NoNepeAHLO CTBOPUTH JIiHIKO [YLUEBHOIO MEPEXU-
BaHHS, 7iHito MigTeKCTy. TeKCT Mae opraHiyHoO rMnoeAHyBaTUCSA 3 JiHIE AYLLIEBHOIO rne-
pexxuBaHHs (MiATEKCTOM).

OT)Xe, 3a MaCTPOM, MIATEKCT — Le BHYTPILLHSA, rnornepefHbOo CTBOPeHa JliHisl AyLueB-
HOro nepexxuBaHHsI AYMOK | MOYyTTiB 306paxKyBaHux oci6 BukoHaBLeM. MNMiaTeKcT cTBO-
pHOETHCSA; CTBOPKOETLCS M0MEPEeSHbO; MOEAHYETLCS 3 TEKCTOM.

Oani K. CtaHicnascbkuii (1990, c.468) BKa3sye: «YMOBW, IO CMPUSOTb MOPYLLEH-
HIO MPUPOAHOT NMOACLKOI MOBW, HaNYacCTille KOPEHATbCS Y BHYTPILWHbOMY BUBUXY,
B HenpaBWSIbHIl MiHil, 3@ AKOK MOXHa NTU B NMPOLIECi Py Ha CLUeHi». BaxnuBuMm ctae
3'ACyBaHHS TOrO, L0 CTaHOBUTb CYTb NPaBWJIbHOI NiHIT FPY Ha CLEHI, 3a KOO CAig ATW,
06 YHUKHYTW BHYTPILLHbOrO BMBUXY Ta JOCATTM NPUPOAHOI NHOACHKOI MOBUW. ABTOpP
roBOpUTb MPO HEel Tak: «Ham noTpibHa npaBuibHa JiHis TBOPYOCTI, AKa ofHa 3f4aTHa
BMKNKATW Ha CLeHi NpaBuUibHY NOACbKY MOBY. LISt niHis cTBOpOETbCA 3@ 3aKOHaMK
OopraHiyHoI NPUPOAMK, 3 e/IEMEHTIB AyLUi apTUCTa, OXXUBJIEHUX CMPaBXHIM NIOACbKUM
XOTIHHSAM, NParHeHHSIM, SIKi KepyroTb HalLUMMU JissMU | MOBOHO. S TOBOPHO NPO J1iHik0 Nij-
TekcTy» (CTaHucnaBsckuit, 1990, ¢.470). OTxKe, NpaBWUJIbHA NiHiA TBOPYOCTI — Lie JliHis
MiATEKCTY, JiHIS1 AYLEBHOro rnepexmBaHHs, OXMBEeHa XOTIHHAM, NparHeHHAM, AKi Ke-
PYIOTb HalMMu JissMM Ta MOBOIO, CaMe BOHa crpusie GopMyBaHHIO MPaBWIbHOI, Npu-
pPOAHOI CLUEHIYHOI MOBMU. J1iHis NiATEKCTY CTBOPIOETLCA 3 «efIeMEeHTIB AyLli apTucTtay,
O OXMBIAKOTLCA CMPaBXHIMWU MOACBKUMU XOTIHHAMM, NparHeHHsAMU. CnpaBxHi
NOACHKI XOTiHHA Ta NparHeHHs Ha CLeHi — ue Haf3aBAaHHs, came BOHO Kepye AisiMu
n MOBOIO aKkTopa.

K. CtaHicnaBcbkuin 3a3Havae: «Ha npeBenukun arb, LA NiHiA HECTiKa, BaXKo
BJIOBMMaA | TOMY noraHo ikcyeTbcs, 0CO6MBO B PO3CitOBaNbHUX | BEHTEXIIMBUX 06-
cTaBMHax Ny6ni4yHOI TBOPYOCTI. Y Moluykax 3aco6iB 3MiLlHEHHSI HECTINKOT NiHiT NiaTeK-
CTY MM CMIPSIMYEMO CBOE [IOCTTiIKEHHS B Pi3Hi CTOPOHW i ranysi: a) BHYTPILLIHbOIo 30pY,
6) AyMKM, B) BHYTPIiLHbOT gii» (CTaHucnasckuit, 1990, ¢.470). OTXe, «HECTIlKy JliHito
NiATEKCTY» 3MIiLHIOIOTb 6aYEHHS], AYMKM Ta BHYTPILLUHS Aisl. [ani aBTop NPOCTEXYE, K
CTBOPIOKOTLCSA Ta CMMiTalOTbCA i NiHiT NiaTekcTy. NMoYnHae 3 aiHii BHYTPILIHIX 6a4€Hb.
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«Ha ekpaHi nokasaHo HU3KY CBIT/IMH [IHiNpa, Lo MenbkatoTb ogHa 3a O4HO0. Y4eHb
npu UboMy npomosnse: “Yygosuin JHINpo”... 3HOBY 3'ABNSAETbCA KapTUHA, | 3HOBY
yuTaHHA... Afle BapToO rpaBLIO BiABOMIKTM yBary Bifg NiHil niatekcty (NiHil aywesHo-
ro nepexuBaHHs) i AaTU BOJIKO MYCKY/y fI3UKa i 3apas Xe... YYeHb 3 HEMOBIPHOO
LWBKAKICTIO 60BTae crnoa» (CtaHucnasckuid, 1990, ¢.471). 3 BULLLEONUCAHOrO eTIOAY
3p03yMifo, Wo Y4yeHb, AUBASYMCH Ha BigibpaHi BignoBigHO [0 TeKCTYy CBITAUHMK, NO-
CNYroBYETbCS HUMU AK iNtOCTpaLigsMn 0 3aJaHOr0 TEKCTY, i OpraHiyHiCTb MOro MoBMU
He BUKJIMKAE CyMHiBiB. Ta BapTo YUHeBi BigBepHyTH yBary Bif «iHii nigTekcty» (Big
CBIT/IMH), IK MOBa Or0 CTa€e HEMPUPOAHOHO.

Takun npouec K. CTaHicnaBCbKUI MOSCHIOE Tak:

«BcepenuHi noanHM CTBOPIOKOTLCA YSIBAIEHHS TOrO, MPO LLLO BOHA X04Ye ro-
BOPUTU. BHYTPpILLHSA, 30pOBa i/ltocTpayis nigTekCTy, Wo nepeaye npolecy
MOBJIEHHS, — 3BUYalHe i HOpMarnbHe ABuLLe B peanbHOMY XUTTIi. Ha ekpa-
Hi BHYTPILLHbOrO 30pY NHOAMHU CTBOPIOKOTLCS YSIBAEHHS, sIKi a6o cami co-
6010 NPUXOAATb A0 Hac 3 NiACBIAOMOCTI, a60 BUK/IMKAIOTbCS CBIAOMUMMU
npuynHamu. Lli yaBneHHs HeraiHo Bigo6paXkatoTbCs Ha eKpaHi Haworo
BHYTPILLHbOro 30py (6a4eHHs)». (CTaHucnaeckuid, 1990, c.471)

OTOX, yAABNIEHHA NPUXOAATb paHille NPOrofiIoLIEHHSs CNiB i «Bifobpa)katoTbecs Ha
eKpaHi Haloro BHYTPIWHbOrO 30py». Ta BapTO BUKOHAaBLO BiABOMIKTUCA Bif, «iHil
nigTekcTy» («NiHil BHYTPILLHIX 6ayeHb», «<30POBOro NiATEKCTY»), BiH ogpasy 36MBaETb-
cAl Ha crnoBoroBopiHHA. OTXe, 3a K. CTaHicnaBCbKUM, MiATEKCT — rornepeaHs, BHyTpilLl-
HbO30pOBa iNoCTPaLisi (6a4eHHs) TEKCTOBOIo 3MICTY.

HaMm B1aatoTbCsi CyMHIBHUMU BULLEEHABEAEHI CYKEHHS, Wo: 1) BHYTPILIHA 30poBa
intocTpauis nigTekcToBOro 3aMicTy (MiATEKCT) Nepelye NpoLecy MOBJIEHHS | € 3BMYail-
HVM, HOPMasbHUM SIBULLEM Y peasibHOMY XXUTTi; 2) Ha eKpaHi BHYTPiLLHbOrO 30py Jito-
OVHW CTBOPIOIOTLCS YSIBIEHHS, AIKi caMi cO60t0 MpUXoasTb A0 Hac 3 MigcBigoMOCTI
a60 BUKJIMKAIOTbCS CBIAOMUMM NMpUYMHaMK; 3) ysIBNIEHHSI HeralHo Bifo6pakatoTbes
Ha eKpaHi HaLoro BHYTPILUHbOIO 30py.

Y noganbluoMy BUKNagi Ui CyMHiBU NiATBEPAXYOTbCS.

Meparor nponoHye Y4yHeBi: «BuknMuTe B co6i sike-HebyAb yaBneHHs. MNoay-
MaiiTe Npo LLOo-HebYAb.

Ha ekpaHi kiHO 3’BNIsiETbCS 306pa)KeHHs1 aHaHaca.

Y 4y eHb. AHaHac.

B uknapgau. YoMy x came aHaHac, a He Lo-Heby b iHLLe, Lo BM 6aunTte
HaBKoJ0 ce6e?

Y 4 eHb. He 3Hato.

Buknapadu. | aTex He 3Hato. | HIXTO LUbOro He 3Hae. TinbkKM ogHa Balla
nigcBigoMicTb Morna 6 NMosICHUTK, 3BiAKWU 3'IBUMNOCS Take yaBMeHHs. Te-
nep rnocrapanTecs 3ragaTu i yCBiAOMUTHK Te, LLLO cTanocs y Bac gani.

Y 4 e H b. fl cTaB 3ragyBaT, K POCTe aHaHac: y 3emJli, K pencKa, 4un
iHaKLwe.

Ha ekpaHi 3'sBnseTbcsi nasibma, Ha risIkax SIKOI pOCTYTb aHaHacu.
Y 4 e H b (cMmieTbes1). MeHi Ha XBUIMHY 3[ao0cs, WO aHaHacu pocTyTb Ha
nasnbmi.

B uknapgau (tex cmieTbes). Homy X caMe Ha nanbmi?
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Y4yeHb. VIMOBipHo, TOMY, LLLO aHaHaC CXOXWUIN Ha Hel. Y HbOro Taka X LUKi-
pa, AK Kopa AepeBa, Taki X IMCTSA, ik y nanbMu». (CTaHucnaBckuid, 1990,
c.472)

HaBepeHuin Bule eTion 6esanensiuiiHo CBiAYMTb MPO BiACYTHICTb B Y4YHs 6yab-
SIKOro BHYTPILUHbOrO yAIBIEHHS Ta NOTpebu B HboMy. Ha npoxaHHsl Buknagaya BUknu-
KaTu B cebe «siKke-Hebyab YABNEHHSI YM MOAYMATU MpO LOCb» YYeHb obupae 306pa-
YXEHHS1 aHaHaca, sike oMy N6'A3HO NPeACTaBUIN Ha eKpaHi; HaBiLo neperMaTncs
YSIBHUM, KOJN € FOTOBE — peanbHe. Tak BUMHUB 61 KOXKEH, KON 6 ofeprkaB YiTKy Kap-
TUHY, IKy MOXXELL pO3rsiAaTy, aHanidyBaTy, 3aMiCTb HEMEBHOI, eheMepHOI CBOEI, AKY
rofi 3aikcyBaTty UM B3arasi yssiBUTM BHYTPILLHIM 30poM. [10 TOro X, ik MOXXe NiACBiZo-
MIiCTb YUHSl MOSAACHWTMK, 3BiAKM 3'ABUIIOCSH TaKe YABMEHHS, KO BOHO Hi3BigKM He 3'AB-
nsnocs, a 6yno 3anponoHoBaHe i no6ayeHe Ha ekpaHi (Hanepen nigrotTyBanu Kagp
3 aHaHacoM, nicns 03BYYeHHs1 yMOBW 3aBAaHHSA NPOAEMOHCTPYBasM MOro i He po3yMi-
OTb YOMY CaMe Ha HbOMY 3YMUHUBCS YUeHb, i Lie B eTIOfi Ha «BHYTPILLHIO» YsIBY).

ToMmy i1 He AMBHO, LLLO HIYOro He YABMBLUM 1 He 3ragaBLuu, KpiM nob6adyeHoro, Y4yeHb
NPOCTO «BUKPYYYETbCA». HOBUIN Kagp nanbMu «ChillMTb NOMY Ha AOMOMOrY», CMiX
TiNbKW NigTBEPAXKYE AOro nonepeaHio «6pexHio» Npo peancKy Ta BiACYTHICTb Bcsl-
KOro BHYTPIiLLHbOro npouecy yasu. CMieTbes | Buknagay, nigTeBepaykytouun, Wo Hi npo
AKMIA NPOLEC BHYTPILLUHbOrO 6a4eHHs YUHS He hnocs.

Ta K. CTaHicnaBcbKuil BCe XX BUA06YBAE 3 LibOr0 KOPUCTb, CTBEPAXKYOUM:

«Yce, WO BN 3apas roBOpun, € APYrMM MOMEHTOM MPOLIECY MOBJIEHHS,
TOBTO CYA)KEHHSIM TMPO YABJMIEHHA. Y Lel MOMEHT 3'ABNSeTbCA poboTa
MepLIoro 3 ABUMYHIB HALLOro NMCUXIYHOIO XMUTTS, TO6GTO po3yMmy. A Tam, fie
CKNanocs YsiIBNEHHS, HEMUHYYe HapOMXXYETbCA Te UM Te CTaBJIEHHS A0
YSIBNIEHHS — CY[D)KEHHSI NMPO HbOro, XOTiHHS, TOGTO BONSA, i emMouis, TO6To
noyyTTa. Tak, 3aMicTb cTapoi GopMynn OBUIYHIB MCUXIYHOIO XUTTS: po-
3yM, BOJISI, | NOYYTTS1 — CTBOPUNACSH HOBA: ySIBJIEHHS, CYAXEHHS...  TOYYTTS».
(Ctanncnasckuit, 1990, c. 472)

Mo-nepLue, He 6yN0 «CYyAXKEHHSI MPO YABJIEHHS», @ 6YN0 CYAXEHHS Mpo nobayeHe.
Mo-gpyre, yABNEeHHs MOPOMAXKYE CTaBJIEHHS, IKE HE € CYIPKEHHSIM Npo Hboro. CTaBneH-
HS1 BUK/IMKAE XOTIHHS, BOJIIO BUSIBUTM Lie CTaBJIEHHS, 3 MEBHOK eMOLlieto Ta BiANoBia-
HUM MOYYTTAM.

SIKLLO 1 BUBOANUTY 3 LibOro fIKyCcb hopMyiy, TO BOHA TaKa: yABJIEHHS] — CTaBJ/IeHHS —
noyytts — BuAB-ais. [,o Toro x gani K. CTaHicnaBcbkui 3ayBaxye: «Lli cBOT BHYTPILLHI,
HEeBUAMMI NepeXXnBaHHs i BigHOLIEHHS Po3yMy, BOJi 1 MOYYTTS i OUIHKY (CyayKeHHs)
NOAMHA HaMaraeTbesa nepefaTy iHWUM NI0ASAM Tak, Ik BOHa caMa 6aunTb, Tak, fK
BOHa cama cyauTb npo [06'ekT]» (CTaHucnasckui, 1990, c.472).

AK MOXKe NtogmnHa «6a4ynMTu» CBOI BHYTPILLHI HEBUMAMMI MEPeXMBaHHS Ta CTOCYHOK
po3yMy, BOJ, MOYYTTA W OLiHKY (CyaKeHHs)? JltogMHa nepegae iHLWIUM yce 03Haue-
He Tak, IK BOHa caMa BifjyyBa€, ik cama CTaBuUTbCA [0 o6'ekTa. Y cTaTTi «[ligTekcT
Y CLLeHIYHOMY MOBJIEHHI: TEPMIHONOrIYHUIA OUCKYPC» 3a3HayYeHo: «[1nsa uboro nycka-
IOTbCA B Xif, BCi Hallli 30BHiLLHI BUpa3sHi 3acobu (MiMiKa, pyx, rofioc, iHToHaLlisi, MOBa).
Mpy ubOMy MOBa nepecTae 6yTWM MPOCTUM CJIOBOrOBOPIHHAM i NMepeTBOPHOETHLCS
B CrpaBXXH!o, MPOAYKTUBHY, AOUiNbHY MoACbKY Aito» (Copoka, 2018, c. 472). Yce npa-
BUNbHO, ane K. CTaHicnaBcbKui BKasye: «TakMM YMHOM, HaKpallMm 3aco6om 60-
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pOTbOU 3 MEXaHIYHUM, aKTOPCbKMM GanakaHHSIM TEKCTY poJli € CpaBXHi 6aXKaHHs,
nparHeHHs, 3aBAaHHs, BHYTPILLHI 1 30BHILLUHI NparHeHHs nepegaTy iHWKWM CBOI 6ay4eH-
HS1 BHYTpILHbOro 3opy» (CTaHncnaeckuit, 1990, c.472). He MoykHa He 3anepeyunT, Lo
HalKpaLLMM 3acO60M 60POTbOM 3 MEXaAHIYHUM aKTOPCbKMM NMPOMOBIISIHHSIM TEKCTY
poni € Nnepegaya iHWWM CrpaBXXHiX 6a)kaHb i nparHeHb, a He «6ayeHb BHYTPILLHbOrO
3opy». [lepeaya BUKOHABLIEM CrpaBXHiX 6a)kaHb, MparHeHb, 3aBAaHb 4ilioBOI 0cobu
CTaHOBUTb JliHitO MiATEKCTY, MIATEKCTY HackpisHoi gil. NpoTe aBTOp Hanonarae Ha ne-
pefadi BHYTPILLHIX 6a4eHb:
«TaK Bii6YBaETLCS B XMUTTI, Y KOXXEH MOMEHT MPOLIECY CTOBECHOIO CifKY-
BaHHS. Tak NOBUHHO BigbyBaTWCS i Ha CLieHi npu ny6aiyHoMy BUCTYNi. Ane,
Ha Xanb, B TeaTpi BHYTPILUHI 6a4eHHS [aneKo He 3aBXAN HapPOAXKYHTbCS
caMi coboto. Y BenmyesHiit 6inblIOCTi BUNaAKiB 4OBOAUTLCS LTYYHO BU-
KAnMKaTy iX y co6i, Ha 3pa3oK TUX KapTWH, AKi LWONHO 6ynn TYT nokasaHi
Ha LUbOMY ekpaHi 3a JornomMorot KiHoanapaTta». (CTaHucnaeckuit, 1990,
c.472-473)

MOXXNMBO, BHYTPILLHI 6a4eHHs He 3aBXAWN HAPOAXKYIOTbCSl caMi Co60t0 | LOBOANUTb-
CS1 LUTYYHO BUKIIMKATK iX Y CO6I, 60 He Tak BiAOYBAETbCS B XMUTTi i Ha cLeHi? | came
ToMy K. CTaHicnaBCbKUiA HarosoLwye:

«Y LbOMY BHYTPILUHbOMY MPOLECi MM 3yCTpiYaEMOCH 3 AEeAKUMUN TpygHOLLa-
M, [...] “KiHOCTpiuka” BHYTPILLIHbOro 30py Bigo6pakae He Te, L0 CTBOPHOE
cama LiNCHICTb, peanbHe XXUTTS, a TON BUMUCEST, IKUI He iCHye Hacnpasgj,
a nuile npuayMaHuii Hallok TBOPYOKD YSIBOHO, LLOAO BMMOI 306paxyBa-
HOro HaMK XUTTA poni. Liei BuMucen Tpe6a ansi cebe NepeTBOpUTU B Aiit-
CHiCTb. YacTo us BuragaHa AircHICTb Yy)ka HaM 3@ CBOEH Npupoaoto, ane
OCKiNlbK/ BOHA KOMOGIHYETbCA 3 HALUMX BMACHMX 30POBMX W iHLLMX criora-
LB, TO BCe-TakKu OKPeMUMM YacTuHaMu abo esleMeHTaMy BUraflaHe XXUTTa
poni 6nm3bke Ham». (CTaHncnasckuit, 1990, c.473)

BuragaHe aBTOpPOM XWUTTA He € peasibHUM. AKTOpPY >X MPOMOHYIOTb BUragyBaTu
«[IACHICTb» Ha BXe aBTOPCbKY HefiNCHICTb Ta 6a4nTu i BipUTU B HET IK y peasnbHy,
Ta, WO HaMHENMOBIpHiLLe, — AK Y BflaCHY. TOMy BCAIKa «BUragaHa AiNcHICTb Yy)Xa HaMm
3a CBOEIO NpUPOAOoto». Y NpuiioMax «BHYTPILLHIX 6a4eHb», «kKiIHOCTPIYKM 6ayeHb», AKi
nponoHye K. CTaHicnaBCbKWii, CYTHICHUM € TiNlbKM MOXJIMBICTb 3aCTOCYBaHHSA eMo-
YiiHuX crioraZiB akTopa-nioAuHK, a He 30pOBUX, 60 iHaKLLIe BUCTaBa Mae ByTH 3 XXUTTSA
BMKOHaBUSA. [115 CLUEHIYHOro XWUTTA NMepcoHa)Xa MOXHa 3acTocyBaTu Nam’sTb eMo-
LiNHUX NepeXuBaHb aKTopa-toAUHM 3 AOr0 BIACHOMO XUTTEBOro Garaxy. Mam'aTb
eMOLNHUX MepeXnBaHb, YMiHHA BUKUKATKM iX 3a AOMNOMOroK0 MnpuragyBaHHsS XUT-
TEBOI AINCHOCTI MOXe NPUCYXUTUCA BUKOHaBLEBI. MoBa B TakoMy pasi MOXe UTu
TiNbKW NPO eMouiviHy nam’aTb, Ae HeYiTKi KapTUHWU NpuragaHoi AicHOCTI 36yprotoTb
CTaH, BUK/IMKaIOTb eMOLLil, NPOBOKYIOTb MEBHi MepexXuBaHHs, CNiB3BYYHI 3 Nepexu-
BaHHAMM NepcoHaxka. 30pOBi XXUTTEBI KapTUHW aKkTopa-togMHK, 3adikcoBaHi nam’aT-
THO, MOXXHa NMOHOBUTU «Ha eKpaHi BHYTPILLIHbOro 30py», Ta BOHU He 6yAyTb Y XXOAHOMY
pasi cTocyBaTUcs HadaHTa30BaHUX KAPTUH i3 XXMTTS AiOBUX OCIb.

«CTBOpeHa “KiHOCTpiuka” 6ayeHb 6e3ynuHHO npornsgaeTbes Hamu. Mpu ubomy
MU rOBOPMMO c/ioBaMu abo 306paxyemMo LissMu Te, WO HaM nokasye “KiHocTpiuka”
B KOXXE€H MOMEHT, KOX€EH pas, Ha KOXXHOMY CbOrOAHILUHbOMY CMeKTaKi», — 3a3Havae
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K. CtaHicnaBcbkuit (CtaHucnasckuit, 1990, ¢.473). Ha Haw nornsf, Take NpocTo He
MoXnunBe. besynMHHO NpornsaaT CTBOPEHY «KiHOCTPIYKY 6adyeHb» nifg Yyac 6esnoce-
pefHbOro NPOMOBASIHHA CNIB PO Ta We W AiAMK iNtOCTpyBaTU Te, WO HaM Mokasye
LA «KIHOCTpiuKa», i TaK y KOXXeH MOMEHT, KOXXHOro pasy, Ha KOXHin Buctasi?.. Came
Tak, cTBepaxkye K. CTaHicnaBCcbKUWiA, BigOyBaeTbCs Ha CLEHI 1 Y XXUTTI, Y KOXeH Mo-
MEHT MpoLiecy CMIOBECHOMO CMifIKyBaHHA. 3 UMM MW NOroAUTUCS He MOoXemo. Ta aB-
TOp Hanonarae: «Mu NOBMHHI BeCb Yac paxyBaTUCs 3 HUMK, 6AYnUTK TX i TOAi, KoMK
npeTbca Npo MuHyse abo nepefbadyBaHe ManbyTHE, | TOAI, KONMM MU BUXOAMMO Ha
cLieHy abo naemo 3 Hei. MNoTpibHo 3HaTW | 6aYnTK, 3BIAKU NPUXOAULL | KyaAU NpsMYyeEL
Ha cueHi» (CTaHuncnasckuit, 1990, c.473). A Ak 6yTn 3 6e3nocepeHbO AiACHICTHO?
ALpKe nepuneTii BUCTaBM BigdyBatOTbCS BUKFOYHO B TeMNepillHbOMY Yaci 3 HeYyacTUM
noegHaHHAM BUMagKiB NpuragyBaHHA MUHYNOMO Ta MpiMU NPO ManbyTHE, AKi Hiko-
JIX He CTaHOBJISAITb OCHOBHOIO MacuBy BUcTaBu. 3 Lboro npusogy K. CTaHicnaBCbKui
HIYOro He rOBOPUTb, HAMOMEMIMBO CTBEPAXKYIOYM:
«Y BCix UMx BUNagKax “KiHoCTpiuyka” BHYTPIilHiX 6a4yeHb BUKIINMKAE B HacC
30pOBi crorajy, Ha 3pa3oK TOro, fIKk LUe po6uTb B peasibHOMY >XUTTI
nam'aTb. He 3abyBaiiTe X KOXeH pas, Mpu KOXXHOMY NMOBTOPEHHi TBOP-
YOCTi, MPU KOXXHOMY NPOMOBJIEHOMY CJIOBi TEKCTY, NOoMNepeaHbO MOAYMKM
npornyckaTu 3aroToBAeHY “KiHOCTPIYKY” 6a4eHb XUTTS1 poni. 3HalTe, Lo
BOHA € BaXX/IMBMM BHYTPILLHIM NiATEKCTOM poJii, 6e3 AKoro cfioBa i cama
MoBa MepTBi, no36asneHi XuTTsa [..] Ocb K CTBOPIOETbCA NepLua, Ginbl
ab0 MeHLU CTiKa NiHis NiATEKCTY pori, 3iTKaHa 3 MOMEHTIB BHYTPILLHbOIr0
6ayeHHs». (CTaHucnasckuit, 1990, c.474)

Po61MMO BMCHOBOK LLOAO fiHil «BHYTPILIHI 6ayeHHs»: 1) NiHiA NigTEKCTY «3iTKa-
Ha» 3 BHYTPILUHbOro 6aYeHHs: MiATEKCT — BHYTPILLHI 6a4eHHs (KIHOCTPiYka 6ayeHHs);
2) TEXHOJIOTisl CTBOPEHHS MIATEKCTY 3 NiHil BHYTPILLHiIX 6a4€Hb BUAAETHCSA CYMHIBHOLO.

[Oani K. CtaHicnaBcbkuit 3a3Havae: «LLle 6inbLu CTIMKUM NiATEKCTOM € JIiHisE AYMKU».
lligTekcT — niHig AyMku. Jocnifxye 3HOBY yepes eTiof: «PO3KaxiTb, IK BU pO3yMieTe
NiHi0 YMKKX Ha MOHOJ03i ACTpoBa W00 ficiB 3 neploro akty “Aagi Bari”. Tinbku
He MAiTb Ha NOCTYMKWU CaMOro CNOBECHOr0 TEKCTY, @ CTEXTe 3a JIiHIEH0 BHYTPILLIHbOI
cyTHocTi Aymku» (CTaHucnasckuid, 1990, c.475).

[nsa BefeHHs1 NpaBWIbHOI CNIOBECHOI Al akTOp NMOBMHEH po3ibpaTucs B 3aTeKCTO-
BUX [lyMKax aBTopa Ta He LOHOCUTU TiSibKU CIOBECHUIN TEKCT, MPAMUIA 3MICT ChiB,
a BigLuyKaTu caMe BHYTPILLIHIO CYTHICTb AYMKM i caMe 1T 1 NOBiAOMASATA NapTHepy Ta
cnyxadyam. BHyTpIilWHA CYTHICTb AYMKW Nonsrae B il CMUCAI, 3HAYeHHI, NPU3HAYeHHi,
a He B i ysiB/1eHHI, ik BBaxxae K. CTaHicnaBCcbkuin. [IpuHanMHi roBopsavn Npo niHito
OYMKMWY, BiH XXOAHUM YMHOM He aKLUeHTYe Ha il CyTHOCTI, MPU3HayeHHi, a Hanonernmeo
TBEPAMTD TiNIbKM NPO Ti ysiBNeHHS: «baxkaHo, W06 Balli BHYTPILLHI ysB/IeHHSI PO NpUYn-
HW, WO NiagroTyBanu katacTpody 3armbéeni nicis, He po3xogunucsa 3 Aymkamu ActpoBa
i camoro aBTopa. [NpaBunbHe ysaBIEHHS 6yAe NiAKasyBaTu NpaBu/IbHE CIOBO TEKCTY
poni» (CTaHucnasckuid, 1990, ¢.475). [lani npsAMo Hanosrae, Wwo noTpiéHo:

«BcTaHOBUTM pas i HasaBXAM npaBu/ibHe ysIBJEHHS MNpO repejaHy
aymky. [...]

Y 4 e H b. OfHe 3aKUHYTe CNOBO BiApasy BiAKpPUBAE BCIO KAPTUHY i Todi
6aunLl yce, 11j0 6a4mB i caM aBTOP, KO BUCJI0BIIOBAB CBOI YMKMU.
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Buknagad. TakuMm YMHOM, BU PO3YMIETE, LWLO JYMKM MOXHa 6a4ynTy.
| BiicHO Lie Tak: MM 6a4MMO AYMKM BHYTPILIHIM 30poM. Mu 6a41Mo He Tislb-
KW KOHKPETHI 06pa3u, ane vi abCTpaKTHI igei. Taknm YNHOM, JiHii JyMKu Ta
6ayeHHs criniTatoTbcs». (CTaHucnasckuit, 1990, ¢.476)

«Mu wocb 6a4NMMO BHYTPILLHIM OKOM He TiflbKW TOZi, KOS TOBOPMMO Mpo
KOHKPEeTHi pevi (BMAW Mpupoau, 30BHILIHICTb NtOAeN, NPeaAMETU TOLO),
ane i Togai, KONy MoBa iae nNpo abcTpakTHI yaBneHHs Ta igel. [..] Y koxHol
NIOAVHU B XWUTTI, @ OTXe, | B @pTUCTIB Ha CLEHi, JIiHI JYMKU B OKPEMUX
cueHax abo y BCiil N'eci cyrnpoBoAXYyeTbCSA intocTpayiero 6a4yeHb BHYTPILL-
Hboro 3opy», — Haronowye K. CtaHicnaBcbkuii. (CTaHucnasckuit, 1990,
c.477)

Y HacTynHomy eTiofi K. CTaHicnaBCbKUii HAOYHO AEMOHCTPYE CYNpPOBOAKEHHS fi-
Hil BYMKM «intocTpaLieto 6a4yeHb BHYTPILLHbOro 30py» KafjpaMu KiHO. 3MICT eTiofly Tak
i 3BYUUTb: «PO3KPUTTS BHYTPILLIHBOI JiHII JYMKKU 3 rornepeaHboto intocTpaLieto KiHo»
(CtaHucnaBckuit, 1990, c.477). 3anponoHOBaHUI KIaCMKOM €THZ MEPEKOHINBO
CBIAYNTb NPO Te, WO Kaapu KiHO — Le inrocTpayisi [yMKKU, a He pO3KPUTTS 1i BHYTpILU-
HbOI NiHIl — CyTi AYMKMU, NIATEKCTY B HALWOMY PO3YMiHHi.

[ns nepekoHAMBOCTI HaBOAMMO parMeHT eTioay:

«KiHo. Py6aHHs nicy. TonuTbcs BennyesHa niy, nagatoTb AepeBa, Bignita-
IOTb NTaxu, TikatoTb 3Bipi. Po3pyxa. Kam'aHuit capait. bygoBa, po6oTa Ha
TopdoBUX HonoTax.

YnutaHHs. “Tv MOXeLl TONUTKM Niv TopdoM, a capait byayBaTu 3 KaMeHto. Hy,
A1 NpUnyckKato, pybait nicu 3 HyXKAu, ane HaBiLLLO X 3HULLYBaTK iX. Pociiicbki
nicun TpiwaTb Bif, COKUPU. [MHYTb MiNbApAU AepeB, CNYCTOLLYOTbCSA XUTNa
3BipiB i NTaxiB... | BCe Le TOMY, L0 Y NiIHWUBOI NOAUHU HE BUCTAYa€ NOHATTS.
LLlo6 HarHyTUcb i NigHSATK 3 3eMni nanuneo”.

KiHo. YynecHa posfnoxucTa cocHa i BenimyesHa KyxoHHa Mid 3 NonymM'sim.
YntaHHs. “Tpeba 6yTH HEpPO3CYAMBMM BapBapoOM, LLO6 NasnMTu y CBOIN
rneyi ocb L0 Kpacy, pyiiHyBaTh Te, YOro My He MoXeMo cTBopuTu”». (CTa-
Hucnasckuit, 1990, c.477)

3a3HauMMo, Lo aBTOp 3abyBae TYT NPO FOMOBHE, MPO WO CaM 3aBXAW TBEPAUTD:
KOS MU MpO LWOCb FOBOPUMO (KOHKPETHE YM abCTpakTHE), MU HacaMnepeg, LiEMO.
OieMo unm? MigTeKCTOBMMU GAUYEHHSIMU YU TEKCTOBUM CMUCIOM? AGCTPaKTHY OyM-
KY HEMOXJIMBO NO6aYMTHK, Il MOXKHA TiNTbKM BiAYYTH, CNPUAHATA. Y CNOBECHI Al akTop
rnepefae CBOI BifUyTTs Ta CTaBMEHHS 4O pedeit peanbHUX 1 abcTpakTHUX. K. CTaHic-
NTaBCbKWUIN poBUTb iHLWNIA BUCHOBOK:

«Kpalye 3a Bce, KONM 06MABI Li NiHiT AyMKKU Ta 6a4YeHHs1 3NMBatoOTbCs, [,0-
MOBHIOIOTb OfHA OAHY i BeAyTb 3a COOO00 BCi iHWI NiHil eneMeHTiB. Toai
CTBOPIOETLCA AyXKEe BaX/IMBa BHYTPILLHSA Jis, L0 NONsirae B 06pa3sHii nepe-
JZlayi cBOIX YMOK iHLWi 0Co6i. Y uMx BUNagKax MoBa CTae€ Jieto, 34aTHO
nepepaBatu JyMKU, MOYYTTSl, 6a4eHHS] BHYTPILLHbOIO XXUTTA MOBLS, AKWUiA
X0ue, Wo6 iHWi guBMAMCS MOro o4MMma, BigdyBanu i gymanu abcosoTHO
TakK camo, fK i BiH caM. Lle Haa3BuYaiHO BaXXJIMBUA MOMEHT B HallOMY
MucTeuTBi». (CTaHmucnaBckuid, 1990, c.479)

ISSN 2616-759X (Print),

ISSN 2617-1236 (Onlire) Copoka, |. «BHyTpiLLHI fiHiT nigTekcTy» K. C. CTaHICNaBCbKoro



Bulletin of Kyiv National University of Culture and Arts.
Series in Stage Art 2022 -5(1) - pp.31-42

[Bi niHii 3nuBatoTbes, 60 BoHM — ofgHakoBi. Y K. CTaHichaBCcbKOro 3aTeKcToBi 6a-
YeHHs! i 3aTeKCTOBI YsIBNEHHS AYMKM — TOTOXHi. BHYTpilLHS fia 3BoauTbCcs Ao obpa-
3HOI nepefadi unx 6ayeHb, yABMEHb | NOYYTTIB, UMMU X GaYEHHAMU N YSABNIEHHSIMU
NOPOAXKEHUX.

Migcymyemo wono apyroi NiHii NigTeKCcTy — AYMKU:

1. K. CtaHicnaBcbKuit NOB'sI3ye Apyry JiHito nigTekcTy (AyMKW), AK i nepuuy (BHy-
TPILLHi 6a4eHHS1), BUKITFOUYHO 3 6aYEHHSIMU i YSIBIEHHSIMM 3MICTY TEKCTY Ta 3 6aYeHHSI-
MU 1 ySIBJIEHHSIMU 3MICTY LYMOK, BUP@XKEHUX UM TEKCTOM.

2. MNiaTeKCT BUpPaXKeHHs AYMKM aBTOP XXO4HUM YMHOM He PO3rnsfae Ak JOHECEHHS
BHYTPILLIHbOI CYTHOCTI AYMKMW, IT CMUCITY, @ 30CepeaXyETbCA BUKITIFOYHO Ha Ti yABNEHHI,
LLLO He CMOHYKae [0 AistHHA CIOBOM, @ A0 iNH0CTPYyBaHHA MOro.

3. K. CtaHicnaBcbKuiA BBaXKae, WO YSBNEHHS AYMKW, SIK | MigTEeKCTOBI 6a4yeHHs, He
[ONycKaroTb MexaHiYHOro CNOBOrOBOPIHHA Ta CNyXaTb NpaBUSIbHIA CNOBECHIN Al —
3 UMM MM He MOrof)KyeMOoCH.

B octaHHin uuTtaTti K. CTaHicnaBcbKuUi NigXxoauMTb A0 pO3rnsay TPeTbol NiHil, nigTek-
CTY — JliHil BHYTPILUHbOI Ail.

«JlyMKW | 6auyeHHs1 NoTpi6Hi 4151 Ail, TOGTO ANt B3BAEMHOIO CMisIKyBaHHS ap-
TUCTIB MiX coboto. Lli 06maBi niHii Wwe 6inble cnnitatoTbes y npoueci cnin-
KyBaHHS, ile B pO60Ty BCTYyNae Ais, Lo rnossrae B TOMY, L06 nepesaTu iH-
LIOMY Te, Lo 6aynLl i MucamLl. BaxaHHs, o6 06'eKT CNifiKyBaHHS no6ayns
nepegaHmii 06pa3 o4MmMa MoBLS abo LWO6 06’eKT CMiSIKyBaHHS CNPUAHAB
nepegaHy oymMmKy abCcontoTHO Tak camo, siK ii po3yMie cam aBTop, BUK/INKAE
Oy>Xe BaXMBY i cCKNnagHy Aito — BHYTPILWIHE i 30BHILLHE CrinkyBaHHSA. ba-
YEHHS1 BHYTPILLHbOro 30py 3MYLUYIOTb AiATK, | LA Ai BUpaXaeTbcs B 3apa-
)KEHHI iHLOoro cBoimMu 6ayeHHsaMU». (CTaHucnasckuit, 1990, ¢.480).

BayeHHs BHYTPILLHbOr0 30pYy HiKOMN He CNOHYKakoTb A0 Ail. CnoBecHy Aito cnpuym-
HSI€ BUSIB NMEBHOI0 HALLOro CTaBJIEHHS, Ike MM He MOXeMO BraMyBaTu B c06i i nocni-
LIaeMo nepeaaTu, NOZINNTUCSA, MOAIATY, TOMY C/TIOBECHO AiEMO.

«Lllo 3HaunTb crnioBecHa fia? Lle oAnH 3 MOMEHTIB NpoLuecy MOBJIEHHS, L0
NnepeTBOPIOE MPOCTE C/IOBOFOBOPIHHA B CMpaBXHIO, MPOAYKTUBHY i Ao-
LinbHy gito. [...] Tak cTBOpIOETbCA TPETA NiHIA — cnoBecHOI Aii. OCb LMMM
TpboMa JliHiIsMU: @) AYMKM, 6) 6aveHHs | B) cioBecHOI il — MU i Hagani 6y-
[eMOo KopucTyBaTUCA A1 NOXBaB/eHHA 3adiKCoOBaHMX | TOMY BiAMeEPANX
CniB pas i HazaBX/AW BCTAHOBJIEHOrO TEKCTY poni», — 3a3Havae K. CtaHic-
naBcbkuit. (CTaHucnaeckuii, 1990, ¢.480)

PosrnaHyTi Tpu ninii ctaHoBNATb, 3a K. CTaHicnaBCbKUM, NpaBuiibHY NiHit0 TBOP-
YOCTI — NiHit0 AyLLIEeBHOro NepeXxuBaHHs, NiATeKCT, AKUI Y npoueci NoefHaHHS 3 Tek-
CTOM NPU3BOAMUTb 4,0 NPUPOAHOIO CLEHIYHOrO MOBJIEHHS.

HaykoBa HOBM3Ha. 3BepTaemo yBary Ha Te, Wo sABulle «nigTekcT» K. CtaHicnas-
CbKWIA JOCHif)KyBaB 3 METOH [OLWYKATUCA YMHHMKIB, WO CAYryloTb NpaBAMBOCTI
NMPOMOBJ/ISIHHS YY>KOro aBTOPCbKOIO TEKCTY B CLIEHIYHHOMY MOBJEHHI, SIKMMUW BBaX<aB
6a4yeHHsl, LYMKUW Ta CIOBECHY Ait0, pO3rnsgatoum ix BUKAKOYHO K JiHit0 AyLIeBHOro
nepeXxmBaHHs, OMUHAKOUYN CMUCIIOBY.

3arnunéntooyncb Yy po3yMiHHS CyTi cueHiyHoro «niatekcTy» K. CTaHicnaBcbKui
OMMHaE fIBMLLIE HEMPSIMOTO TEKCTY, AKMI Mae iHWwmui cmucn (Copoka, 2014).
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BaueHHs, iyMKa, cnoBecHa i — caMOAoCTaTHI Ta 3po3yMini ABuLla. «CnneTeHHs»,
NOEAHaAHHSA X Y «NiATEKCT» € HEAOPEYHMM i TAKMM, LLLO YTPYAHIOE PO3YMIHHS CYTi Tea-
TpanbHOro TepMiHa «MiATEKCT», AKUA NPOMOHYEMO TPAKTYBaT! BUKIFOYHO K MPUAOM
BuABY cmucny (Copoka, 2018, ¢.234).

BucHoBkmu

bayeHHsA BHYTPILWHbOro 30py MOPOAXKYIOTb CTaBIEHHS A0 HUX, @ CTaBIEHHSA 3MY-
LYHOTb iATH, i [ia U BUPaXKaeTbCs He B «3apaXXeHHi iHWOro cBoiMyU 6a4eHHSAMMY,
a 'y BMSIBi UM MPUXOBYBaHHI LLbOro CTaBEHHS.

CroBecHoO0 Ajieto He MoxKe 6yTr 6aXkaHHs, «o6 06'eKT CMiJIKyBaHHA NobaunB ne-
pepaHuii o6pas ounMa mMoBuUsi». K. CTaHicnaBCbKuUii BBaXKae, LLLO «CNPUAHATU SYMKY»
Oo3Hayae yaBUTH Ti, @ YABUTU OYMKY HE MOXHaA. AKLLO «CIOBO i MOBa TeX NOBUHHI Ai-
ATN, TOOTO NPUMYLLYBATU iHLLIOIO PO3YMITK, 6GAaYNTK | MUCIIUTK TaK caMo, SIK i TOW, LLLO
roBOPUTb», — TOAi K 6YyTH 3 KOH(NIKTOM, Ha3aBAaHHSAM, HACKPI3HO Ta KOHTPAIEt0
napTHepa, siki He MOXYTb 6YTW OAHaKOBUMU?

Mig yac posrnagy «BHYTPIWHIX NiHiN nigTekcTy» K. CTaHicnaBCbKWUMA XXOOHUM 4K-
HOM He 3rafiye npo rnpuxoBaHWM, NPOTUIEXHWI 3MICT, CMUC/T TEKCTY. He naeTbcs npo
Lie HaBiTb Yy KOHTEKCTi N'‘ec A. YexoBa, xo4a € 6araTto croragis Npo 3acTOCyBaHHSI
Takoro rnpumomMy B 4exoBCbKMX nocTtaHoBkKax K. CtaHicnaecbkoro. Cam xe K. CtaHic-
NaBCbKUI MpO Lie TEOPETUYHOr0 CNaaKy He 3anuLLmnB.
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Abstract

The purpose of the article is to find out how K. Stanislavsky understands and interprets the “inner
lines of the subtext”; to determine the essence and significance of the inner lines of the subtext
in the process of the actor's stage communication; to indicate the author's understanding of
the speech subtext as a factor of stage speech. Methods. The analytical method is used to
study the existing theoretical interpretations of K. Stanislavsky’s subtext lines and their practical
application; the comparative method is applied to provide comparison and comparative analysis
of theoretical and practical interpretations and applications of the subtext lines; the logical and
generalisation method is used to summarise the results of the study and formulate conclusions.
The scientific novelty of the article consists in clarifying the technology of the process of verbal
action of the actor-reader during the stage communication; finding the main factor that serves
the truthfulness of pronouncing someone else’s author’s text in stage speech; understanding
and interpreting the essence of the theatrical concept of the “subtext” and its application in stage
speech practice. Conclusions. Thus, the ideas of the inner vision generate an attitude towards
them, and the attitude forces them to act, and this action is expressed in the manifestation or
concealment of this attitude. The verbal action of an actor in communication cannot be the desire
to convey an imaginary image to the interlocutor, to perceive a thought through imagination.
Effective speech does not only force others to understand, see and think in the same way the
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speaker does because conflict, the basic principle of drama, is violated. The study demonstrates
that Stanislavsky interprets the subtext as a plexus of three lines - inner visions, thoughts, inner
action, defining them as a line of emotional experience, the subtext, in no way touching the line
of hidden content, meaning. It is noted that the actual need to pronounce words is generated by
the attitude, motivation, and purpose of their utterance.

Keywords: K. Stanislavsky; “inner lines of the subtext”; vision; opinion; inner action
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AHoTauyis

CTaTTa npucBsiYeHa KOMIMNEKCHOMY [JOCHiAXEHHIO TBOPYOro AOpo6Ky pexwucepa decTuBanis,
TeaTpanisoBaHMX BUCTaB | KOHUepTHUMX nporpaMm bopucy T[eopriioBuyy Llapsapky. MeTa
OOCNiAXKEeHHA — BW3HAUUTM 6GaraTtoacnekTHi MUCTeLbKi 3406yTKM Ta crnocobu iHTerpauii
pexucepcbkoro Metogy b. LllapBapka B CLEHIYHO-MOCTAHOBYY AifNIbHICTb. OKpiM 3a3Ha4yeHoro,
y PO6OTi PO3KPUBAIOTHCS XUTTEBI NOAIT, O Manu 6e3nocepeHii abo onocepeiKoBaHUiA BNIMB Ha
CTaHOBJIEHHSI PEXMCEPCHKOro TanaHTy. CxapakTepM3oBaHO TBOPYMIA JOPOGOK Ta OCHOBHI 3406YTKM
MuTusi. OcobnuBO AeTanbHO BUBYEHO Mepiof, KONu BiH peanisoByBaB CBili TPyAOBWI NoTeHLian
Ha 6naro pigHoro MicTa, a MoTiM 06iMaB Mocafly rofIOBHOrO pexucepa KylbTYpHUX Mporpam
«YKpKOHLEPTY». MeTogonorias JOCNig)KeHHs OXOMNJIOe 3arasbHOICTOPUYHUIA (OKpecneHi TeHaeHUil
PeXUcypy CLEHIYHO-NOCTAaHOBYOI TBOPYOCTi B MUCTELbKOMY cepefioBuii XX — mouyatky XXI cT.),
aHaniTMYHKiA (ANA onpautoBaHHs icTopiorpadiuHMX AXKepesn — Ky/bTyposioriyHol, MUCTeLTBO3HaBYOT
Ta TeaTpO3HaBYOl JliTepaTypu), CUCTEMHUI Ta iHWI MeToan. HaykoBa HOBU3Ha MOMSrae B TOMY,
O CTaTTs € OfHIet0 3 MepLUMX aHaniTUYHUX POGIT, B KUX AeTaNlbHO PO3KPUBAOTbCS 3[00yTKU
HapogHoro aptucta YPCP Ta He3anexxHol YKpaiHu, a TakoX MeXi Noro BesIMKOro TanaHTy He nuie
SIK pexxucepa, ane v NeBHOK MipOoKO XyAOXXHbOIo KepiBHMKA, My3UYHOIro KOOpAMHATOpPa, eHTysiacTa
N TBOpYOro nepdekuioHicta. BUCHOBKMW. AHani3 MUCTELbKOrO Ta XWTTEBOrO LUASIXYy Ge3MEXHO
TanaHosutoro bopuca leoprinosuya Lllapsapka fae 3mory nigcymyBaTu, WO YHiKasbHICTb #Oro
MacoBuX AINCTB nonfrana B rapMOHINHOMY MOELHAHHI PeXMCEepPCbKOro CTU/ 3 TpaguuinHUM
KOHLIepPTHUM penepTyapomM, Y BUKOPUCTaHHI 06psifloBOCTI, yMiNoMy noefHaHHi nipuaMmy, nadocy Ta
rymopy, y NoBHili camoBigaadi ynto6neHin cnpasi.

Kniouosi cnoea: bopuc LLapBapko; Xy4oXKHA caMOogAiffbHICTb; pexucypa; hecTusasb; ypoumcTocCTi;
aBTOPCbKUM CTUIb

MocTaHoBKa npo6nemu

Cy4yacHe yKpaiHCbke MWUCTELTBO, BKJHOYaloun KiHemaTtorpad, teatpanbHy Jisb-
HICTb | pexxucypy, nepexwmnBae nepiog, rMun6okux TpaHcdopmMaLin. «Po3LwmnpeHHs» Kop-
[OHIB ayaioBidyanbHOI TBOPYOCTIi, HOBI KaHanu Ta 6araTopiBHEBa MOBa KOMYHiKaLil
3 ayAuMTOpi€0 CMOHYKaloTb A0 MOLIYKY MPUHLMMOBO HOBMX CTUAIB. Ha cborogHi pe-
ucep GaKTUUYHO € rO/IOBHOK MOCTATTIO Y CTBOPEHHI TeaTpasibHOro M KOHLEPTHO-
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ro AiACTBa, Yy TOMY YMChi BiAnoBigae 3a NoOriky NoefHaHHs KOXHOro CTPYKTYPHOro
efleMeHTa.

AK NpaBuno, [OCIAHUKMW 3BUKN PO3KPUBATH OCOBMBOCTI TBOPYOCTI KNacukie Bi-
TUM3HSIHOT Ta CBITOBOI PEXWUCYPW, Masio anentoroymn Ao 3406yTKIB HALLMX CYYaCHMKIB.
Xoya Ha npakTuLi BennKa KiflbKiCTb MOJIOAMX peXMcepiB i CLieHapuCTiB € NpU6IYHKu-
KamMu TBOpYOCTi 6e3nocepefHbO CBOIX BMKNagadiB. barato B YoMy HachnigytoTb bo-
puca leoprinosuya LLlapsapka — BugaTtHoro fisya XX — noyatky XXI cT. BiH BknaB
yCO AyLly B PO3BUTOK KOHLEPTHOI AisNIbHOCTI Ha TepuTopii YKpaiHu, y Takuid cnocié
nigHiMaB aBTOPUTET HaLlioHaNbHOT TBOPYOCTI IK cepef, MONoJi, Tak i Ha piBHI CBITOBOT
CMiNbHOTM.

AHani3 ocTaHHix gocnigxeHb i nyénikauii

Bknapy b. LLapBapka y po3BUTOK BIiTYM3HSIHOI KYNbTypy MPUCBSIYEHO He TaK 6a-
raTto po6iT. 3-MOMiX OCTaHHIX, K NpaBuo, PirypytoTb 3aMiTkn B 3acob6ax MacoBoi
iHbopmaLii, a TakoX okpeMi HaykoBi cTaTTi O. binaw i 3. MakapoBoi, (2020, ¢.57-76),
AKi aHanisytoTb 6a30Bi acNeKTU NpUHLUMNIB po60TU MUTLSA Ta NiaggatoTb aHanisy de-
HOMeH pexucypu macoBux cesiT, O. KupuieHko (2002), sika poskpuBae 6iorpadidHi
netani i3 xutTa b. LLlapBapka.

BignoBigHoO, MeTol Haloi po60TU € BU3HAYEHHSs1 6araToacnekTHUX MUCTeLbKUX
3[06yTKiB i cnoco6iB iHTerpauii pexxucepcbkoro Metogy b. LLlapBapka B cueHiYHO-
NOCTaHOBYY AiSINbHICTb.

Buknag, oCHOBHOro martepiany

[3 XXUTTEBUX NOAIN paAAHCbKOro 1 yKpaiHcbKoro gisivya bopuca leoprinosuya Lap-
Bapka BijoMo HebaraTo. Ik NpaBuI0, 3a TaKUX CKPOMHUX NaTPiOTiB CBOET 6aTbKiBLLU-
HW, BUMNJIeKaH1X Y Nt060BI 10 HAPOAHOro MUCTELTBA, FOBOPSAITD iX cnipaBu. Hapoguecs
MaibyTHiil pexuncep KOHLEPTHUX MporpaM y XXutomupcbkin o6nacTti (M. HoBorpag-
BonvHcbkuit). MNpo AMTUHCTBO Maslo Wo Bigomo. Llikasi hakTn nepenosigae Noro cuH
leoprin:

«TaTo 3aBXxau 6yB TOBCTYHOM. ¥ LUKOJIi ¥ HbOIr0 6yJ10 npi3BUCBKO «[7106yC».
3a yaciB NpogecCiiHOI [iANbHOCTI, Yepes [y)Ke YacTe BXXUBaHHSA y JIEKCULi
yKpaiHCbKOro cJsioBa “sapa” — otpumaB Kamyky 3apa. llig yac [pyroi cBi-
TOBOI ioMy 6yno 12 pokiB. 3HargeHwi pagsiHCbKWiA KyneMeT rocepes Jicy
xJs10newb 3i CBOIMM Apy3siMU cripuiiMaB 3a 3abaBky. Y et 4yac 4o HoBorpaga-
BonunHcbKOro, 3BigKu TaTo POAOM, 3aX0AUIN HIMLi, MOYY/IN CTPINASIHUHY i Mo-
AyManu, Lo ix 06¢TpintoroTh YepBoHi». (KupuueHko, 2002)

OcobnvBa NpUCTpacTb KOHaka — MOTOLUMKIW. XJTOMYMK pic AONUTIMBUM Ta eHep-
riHUM, @ MOro CXWIbHICTb A0 KpeaTuBy, pifKiCHa AOTeNHICTb i cMinMBicTb 6araTto
B YOMY CTasiM BU3HaYa/ilbHUMMU pUcamMu i 6€3yMOBHO BIJIMHYN Ha OO OHaKa — BiH
BCTynae J0 MOCKOBCBKOIO HaLiOHanbHOro iHCTUTYTY KynbTypu (came Ha dakynbteT
pexxucypu). YcniwHo 1oro 3akiHyye B 1966 poui. BiH, SK i IMUMTb CNpaBXHbOMY Yo-
noBikoBi, 6yB BiANOBigaNbHWM, MaB TBOPYMIA Miaxig AO BUKOHAHHA MOCTaB/EHUX
3aBAaHb.
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HesBaxatoun Ha Te LLO BuLLYy OCBITy 3406yBaB
Janeko 3a MeXamu CBOro PigHOro Kpato, BTi-
NtoBaTW HaWbinbl cMinuBi igel Ta peanisoByBa-
TW CBiM TanaHT po3noynHae came B Hosorpagi-
BonuHcbkomy. MepLui npobu cTapTyBanum 3 nocaam
XYLOOXXHbOro KepiBHUKa; MoHag 15 pokiB pexucep
BifJae MicueBomy ByauHKy KynbTypu, a y 1962
poui nepeBoAnTbCA A0 XXUTOMUPCHKOrO My3WUYHO-
ApamaTtudHoro Teatpy. Mlomy Baasanocs He TinbKu
MalCTepHO OpraHi3oByBaTW KOMEKTUB, @ U caMo-
CTiHO rpaTu 3i cBOIMU Koneramu. HapogHui Teatp,
aHcam611b 3 O[HOMMEHHO Ha3Bot «[loniccsy, Kyp-
CM 3 MiAroTOBKM crewjianicTiB (pexxucepis, XxopMei-
CTepiB, KOHLEPTMeNCTepiB) — 3faBasocs, BiH MaB
HECKiHYEHHY €eHEeprito Ta HacHary, ikOl MOXHa
6yN0 TiNbKW 3axonntoBaTucs. Y MPOBIHUIAHUX Mi-
cTeykax MOMY BAaBanocs AosydaTu [0 CrifbHOI
po60TK BilOMUX Ha TO Yac apTUCTIB i cniBakis. [lo
TOrO X HasiBHI Taki dakTy, Wo ManoBifOMOMY Ha Puc. 1.

JepxxaHomy piBHi b. LLlapBapKy BfaBanocs 3anyyu- ®oTo i3 cimeliHoro apxisy
TN 40 pob0TH pexucepiB i3 BonbLIoro TeaTpy.

3po3yMino, Wo Taka 6ypxvMBa LisNbHICTb, 34aBanocs 6 BUKIHOYHO 3 6naroto Me-
TOHO, He 3aBXAM MLLUNA B YHICOH 3 6a4eHHsAM ToAiwHbol Bnagu. Y 1957 poui pexxucepa
Malke He BUKIIOYMAM 3 napTil. Tak, Aep)kaBa rotyBanacsa fo BcecBiTHboro dectu-
Baslto MoJlofi Ta CTYAEHTCTBa, AKuin npoxoams y Mocksai. b. LLlapBapko, 3axonneHuit
TaKoo Nofieto, BUPILLMB OpraHisyBaTu aHasnoriyHe AincTBo i y CBOEMY PifAHOMY MICTI.
BiH camocCTiHO HanucaB i posicnas IMCTM A0 pi3HUX KpaiH, OTpUMaB BigNoBiab Bif,
Mao Li3enyHa, a nonsiku, B3arani 3axonneHi igeeto, Noobiuaan HanpaBUTK BENIUKY fe-
nerawito TanaHoBUTUX apTUCTIB. [TapanenbHO MUTeLb PO3ropHYB KaMmaHito Ha Tepw-
TOpIi piAHOro MicTa i3 NiAroToBKM A0 NPOBEAEHHS TaKoro MacLuTabHOro 3axogy.

Monsiku puHynM A0 pagAHCbKOro NOCONbCTBA A1 OTPMMaHHS Bi3n, NpoTte Hi B Mo-
CKBI, Hi B KMEBI Npo Takuit 3axig NOHATTA He Manu. NepLumnii cekpeTap MiCbKKOMY napTil
Ha TepuTOpianbHOMY piBHI, i3HABLUMCH 3BiZKM Lie BCe novasnocs, Hakasas b. LLlapsap-
Ky CMOBICTMTWN HaceneHHs Mpo MepeHeceHHs 3axody Y 3B'A3KY i3 cinbcbkorocnoaap-
CbKMMK poboTamu. bopuc Mpuroposuny nogae A0 MicLEeBOI raseTu iHbopMaLiitHe no-
BiZJOMJIEHHS, O 3anjiaHOBaHu decTmBasb BigknagaeTbCs Ha TUXXAEHb. 3pO3YyMiro,
L0 Lie 30BCiM He BXOAW/0 B NAaHM MiCLEeBOI Bfiaau, ki BBaXKanu 3a AoLiNbHe 3roqom
NPOBECTU KOHLePT 6e3 3anyyeHHs iHo3eMHUx Koner. MNokapaHHam ans b. LLlapeapka
6yno 3acnaHHs B HalbinbL BigcTane 3a po3BUTKOM cenlo XmxiBka nig, LLeneTiBkoto.
3a 1oro cnpusiHHA 6ynn 3akynieHi geski My3uyHi iIHCTPYMEHTH, HanaroAXeHo nosa-
YPOYHY AisiNbHICTb, OpraHisauito TpyaoBOi AiSNIbHOCTI B ceni; BiH 6yB anbTpyicToM,
JornoMaraB Hy>XieHHUM. 3a pekoMeHaauieto Katepunu ®ypueoi (MiHIiCTp KynbTypu
CPCP 1960-1974 pp.), oro 6yno BK/HOYEHO A0 CMUCKY Aeserauii, sika Mana 3aMory
BifBiAaTN BcecBiTHIO BUCTaBKyY B bptocceni. b. LLlapBapko Mir 61 BnepLue nobysaTu 3a
KOPAOHOM, MEPENHATU XUCT i [OCBIA CBOIX IHO3€MHUX KOMEr, ane He cyannocs.
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LLlo uikaBo, 3 ofHieto 3 HabiNbl BNIMBOBUX XIHOK-KepiBHMKIB YaciB CPCP, gep-
YXaBHUM i napTiiHUM aisyem KaTtepuHoto ®ypuesoto b. LLlapapko 6yB 3HalloMuii 0co-
6ucTo. Pexxucep BiguyBaB 0co6/IMBY MoBary, afyke BoHa 6yna BiAKPUTOI A0 CMisKy-
BaHHS, AoJly4anacsa A0 po3B'A3aHHA CyTTEBUX MPOBGAEMHMX NUTaHb, 6yna dhaHaTKo
cBoel cnpasu. b. lWapBapko cam 3anpocuB Ha ofHe 3i cBAT Ao Hosorpaga-Bonuh-
cbkoro K. ®ypuesy, a il nogpyra — 3aBigyBay camogisinbHocTi benna bekosHa — BMo-
BuWna BigBigaTn 3axifg, ik opradisysaB b. LLlapBapko. Taka aKTUBHICTb He Morna
ANt HbOro NMPONTU 6e3CNifHO: MICTO 6yN1I0 He rOTOBE NPUIAMAaTU NMOYECHY FoCTHD, iHG-
pacTpykTypa opieHTOBaHa nulle Ha MicueBux xutenis. Hessaxatoun Ha Bce, 3axig
NMPOWLLOB ycniwHo. Y peneptyap BkAtouMan «BiH ckasaBs: noixanu!y, «[igMOCKOBHI
Beyopwm», «[loneyko-noney, «licHa pagaHcbKa 3BY4YNTb HaL 3EMHOK KYIEHO».

Puc. 2. KpaviHivn niBopyd — b. I LLlapBapko — aupekTop byanHky KynbTypu iM. LLlopca,
KpaviHi npasopyy C. [1. IBaHoB Ta M. |. ApTeMIOK — KepiBHUKM HapOZHOIro aHCaM61to MiCHi
vi TaHUto «[Toniccsi», M. HoBorpag-BonuHcbkuid, 1959 pik (Baxoscbkuii B. 2010)

Cnig 3a3HaumMTy, WO KYNbTYPHO-NPOCBITHULUbKA AisanbHicTb 1950-1960 pp. BUPpI3-
Hsilacsl HOBOKO 06PSILOBOID MOBOLD, HOBOKO «Trepoikoto». MacoBi 3axoam TicCHO NoB'si-
3yl0Tb 3 TPaAMLINHUM MUCTELTBOM, a CoLiasiCTUYHI CBATKYBaHHS, fIK MpaBuIo, Ha-
Knaganucs Ha penirinHi, HamaratoumMcb BUKOPIHUTK OCTaHHi. KonekTuBHa npupoja
pagsHCbKMX CBAT chopMyBana ix caMobyTHICTb: 3 TPUOYHM BUrONOLLYBasIM YPOUMUCTI
NPOMOBMU, YaCTO MPOBOAUIN KOHLUEPTU XYAOXKHbLOI CaMOZIANIbHOCTI 1 TeMaTU4Hi BU-
CTaBKM, MacoBi CiflbCbKi FyNISIHHS; HaBiTb CiMeiHi cBATa HabyBanu TeaTpasnisoBaHUX
pvc (binaw Ta Makaposa, 2020, ¢.61).

Bonino cepue B pexucepa i 3a HalioHaNbHI MeHLWMHKU. Y MicTi npoxuBano 6arato
€BpeiB, 3ycTpivanucs i nonaku. BuHunkna iges cninbHO 3 oAHOAYMLSIMU CTBOPUTU Te-
aTp, a nepLuy BUCTaBy NocTaBuTh «Tes'e-Monoyap» 3a O4HONMEHHMUM LUK/IOM OMoBi-
faHb Lonom-Aneiixema. Cama n'eca Ta fianiorn HanoBHeHi 6i6ninHUMKN peMiHicueH-
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LMW, XXUTTA €BPECbKOro HapoAdy PO3KpUBAETbLCA Yepes NPU3My OMuCcy CTOCYHKIB
Y €BPEeiCbKMX POAUHAX, CTaBMIEHHS 10 MaTepianibHUX 6N1ar, AOCNIAXXEHHS CEHCY Noj-
CcbKoro 6yTTs, AudepeHuiaLii Mex cBo60aM 1 naHyBaHHS PyKU daHToMa, Npupoau
CBITy Ta KOCMOCY.

Bopuc LapBapko YaCTUHY CBOIX NOBHOBAXEHb LLOA0 NPOBEAEHHA perneTulil gene-
ryeaB 3acTynHuKy — JaBuay ABep6yxy. Mg yac BigpsifyKeHHs pexxucepa BiH He BTpa-
YyaB Haroau nigipeaTy aBTOPUTET KepiBHUKA B MiCbKBUKOHKOMI, YyHAaCNifoK 4oro noro
3MyLUyBanu 3akpuTu TeaTp. HeoagHOpPa3oBO pexwucepa 3BMHyBayyBanau B «HECMNpPUI-
HATTI HaUioHanbHOI NONITUKWUY», | MUTELb YITKO PO3YMIB, LLO TeaTp, KiHO, KOHLIepTHa
JiSNbHICTb He MatoTb 6YTM 3aMNoONiTU30OBAHUMMU.

TanaHT Bopuca lNeoprinosuya LLlapeapka He Mir 3annwMTnca HernomiveHmm. 3 1966
no 1972 pik BiH o4ontoe KNiBCbKMin TeaTp onepeTu, a NoTiM LLe S pokiB npautoe 3a-
CTYMHMKOM aupekTopa KuiBcbkoro Teatpy iM. |. ®paHka. LLlo yikaBo, came 3a cnpusiH-
Hst MUTLSA KUIBCbKUWIA iep)KaBHUIA TeaTp onepeTy 6yB nepeimMeHoBaHuin 3 KuiBcbkoro
TeaTpy My3KOMe/il Ta Ma€e TaKy HasBy i 10 CborofHi. epuue i, ik BBaxaB cam bopuc
leoprilioBmY, HarosIOBHiLLE, LLLO BiH 3p06U1B 3 NPUXOA0M Y TeaTp OMNepeTH, — Lie NoBHe
OMOJIO[PKEHHA aKTOPCbKOro cknafy TeaTpy. TaM BiH i 3HaOMUTLCA 3i CBOEKD Mait-
6YTHBLOI ApPY>XMHOI OnekcaHApo, MOMOALLIOK 3a HbOro Ha 16 pPOKiB CTYAEHTKOH
KuiBcbkol KoHcepBaTopil. B onepeTi nig yac kepiBHuUTBa b. LLlapBapka cTtaBunu Hain-
BigoMmiwy po6oty MoranHa LTpayca «JleTioya Muwa», Buctasy «Posmapi», «PaHoK
y BeHeuji», «CinbBa», «[TpuHUeca unpky», «basgepa» Ta 6arato iHWKX. 3a pexuncep-
CbKUMM MPUMIiPHMKAMMU, LLLO MiCTUIM NOYaTKOBI 1 (iHaNbHi peniky BUKOHaBL,iB 3 pe-
MapKamu, KepiBHUK BM3Ha4aB MOpPsSAOK BMXOAIB NMepCOHaxiB, BUKOHyBaB (YHKLiO
cydnepa, a nanunuer-yKaskor TOPKaBCS aKTopIB, AKi Mycuiun BCTynaTtu B Aito. BiH po-
3YMIB, LLLO [OCATHEHHS MPOBIAHUX MO3ULIN Y BidyaNlbHOMY CErMeHTi MOXIIUBe, Y TOMY
yncni Yyepes 3aCTOCYBaHHSA KOMIMIEKCHUX PEXMCEPCbKIUX AiN, HaLiTIeHNX Ha BUBYEHHS,
nepepbayeHHs, GOpMyBaHHS, CTUMYNIOBaHHA Ta 3aj0BONEHHS M1 AaLbKOro NonuTy.
CaMe ToMy 3a OCHOBY 6pasin CBITOBY K/lacuKy Ta BTiNItOBaNM B CTiHaX BiTYN3HSIHOIO
TeaTpy, af)ke BOHa NpoMLLna BUNpobyBaHHA YacoMm, Nokasasa CBOK fAKiCTb 3aBASKM
BMoA06GaHHSIM iIHO3EMHMX NOLIHOBYBaYiB TeaTpasibHOro MUCTELTBA.

Bopwc LLapBapko goTpumMyBaBcst No3uLii, Lo 6e3 3any4yeHHs pexxucepa Ao poboTu
3 YCiM KONEKTUBOM, CMiSIbHOr0 BU3HAYEHHS iAeNHO-XyAO0XHIX nepeBar n'ecu HeMOX-
NIMBO [OCSATTM ycnixy B poboTi Hag, il CLEHIYHUM yTineHHsIM. Pexxucepcbke pilleHHs
CMeKTaKJIlo, Moro eauHa Ta HenmoBTOpHa GopMa MatoTb 6yTU NoB’A3aHi 3 yciMa oco-
6nmBocTAMK N'ecu. TyT yce Mae 3HaYeHHS: TeMa, il ifeliHa CyTHICTb, 1ag, TOH, pUTM,
CTWUIb, XXaHp, Nekcunka. Mano 3po3yMiTu igero N'ecu, MIO3MKIY Y1 ONEPHOT MOCTaAHOB-
Ku. HaBiTb abcontoTHa NepeKOHaHICTb y TOMY, LLIO BOHA BMPaXae BaXk/IMBY, iCTOTHY
ONS KUTTS NtofeNt iCTUHY, He € NiAcTaBoto ANs novyaTky po6oTu Hag, i BTiIEHHAM Ha
cueHi. CyTHICTb i 3MiCT, WO HaMaraeTbCs TpaHCAtOBaTK ApamMaTypr, HeobxigHo ne-
peXuTn, 4iRTM A0 NPUPOLHOrO CTaHy, Npu AKOMY B MUTLA CaMOCTINHO 3'ABASIETHCS
npucTpacHe 6axaHHs NoKasaTy Le ayauTopii. AKTUBHWIA | «<TBOPYO »afibHuin» Bopuc
LLlapBapko KOXHY BMCTaBYy perneTupyBaB CMiibHO 3 KOMIEKTUBOM, MpPUCyxaBcsa A0
AYMKM 6inblu gocBigyeHux koner. Lli ctapaHHs Ta nepdeKLUioHisM pexuncepa npuHec-
nn cBoil nnogu — KUIBCbKUI TeaTp onepeTy BBaXKanu ApyruM 3a 3HaJyLiCTO Y BCiX
pecnybnikaHCbKUX fepxaBax nicns MocKoBCbKOro Teatpy.
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MpoTe Halbinblie noTeHuian bopuca leopriioBunya, Ha Hally AYMKY, PO3KpPUB-
cA B nepioa, Ko BiH 06iiMaB nocajy rofoBHOIO pexucepa KynbTYpHUX Nporpam
«YKpPKOHLepTY», nounHatoun 3 1977 poky. Tak, 3 Harogu 40-pivus Nepemoru BiH op-
raHisyBaB AilCTBO, 40 SIKOro 3anyyus 6amn3bko 47 000 apTucTiB Ta 6amn3bko 7 000
BiicbkoBoCny>60BLUiB. ¥ AeHb 500-piyys KosaLTBa — KepyBaB rpaHAiosHWM 3axo-
[OM 3 KiflbKOMa COTHSIMW Y4aCHUKIB. BiH Takox peanisdyBaB 3ayM LLOAO NPOBeLEH-
HS1 TaKMX KOHLEPTIB, ik «KuiBcbka BecHa», «<KpuMcbKi 30pi», «30/10Ta ociHb». CaMe
3a iHiuiaTMBM bopuca leoprinoBuya B cTonumui YkpaiHu 3'aBunocs cBoe «CniBoye
none». [Nsa MUTUSA pexuncepcbka AisNbHICTb — 6araToCTPYKTYpHA, CUHTE3YE Pi3Hi
BMAM MUCTeUTBa 3aans GOpMyBaHHA LUMPOKOro XyAOXHbOro nosioTHa. Pexwucep-
CbKWA MeTof Yy CLEHIYHO-NOCTaHOBYI TBOPYOCTI YiTKO MPOCTEXYEMO Mif vac nig-
roTOBKM cLeHapito «MoXXHa BCe Ha CBIiTi BUBUPATU, CUHY....» [0 N'ATOT pidyHULi [HS
HesanexHocrTi.

| Le He BMMAAKOBO, afke 3-MOMiX xopowmx ToBapuwis b. LLlapBapka 6ynu onepHi
cniBaku, akTopu TeaTpy " KiHO, MUCbMEHHWKN, pexucepu Too. Y Noro OTOYEHHI Ya-
cTo nepebyBanu €. MipowwHiyeHko, I Lunona, . MaTtok, C. Potapy, JepxaBHuii Xop
im. . BepboBKM, aHcaM6:b NicHi i TaHLto iM. . Bipcbkoro.

Puc. 3. C. Potapy ta b. LLlapBapko.
®oT0 i3 ciMeliHoro apxisy

[paHAio3He AiicTBO NpoBOAMB pexucep i B LleHTpanbHin YkpaiHi. IOBinenHi wes-
YEeHKIBCbKi YpPOUUCTOCTiI Ha CTafioHi B Yepkacax nepeTBOPUIINCA Ha OKPeMe LIOoY.
Konn 3BefeHunn xop 3acniBaB «PeBe Ta cTorHe [HINp WMPOKUA», HaZ rnonem nia-
HSIBCA BEeNNKMIA nopTpeT Ko63aps, a B TpaBi crniafiaxHym TUCAYi BOrHUKIB-CBIYEYOK
(3iHueHko, 2002). Taki 3axoau 3a CBOIM MaclUTaboM i MailCTEPHICTIO He MocTynanu-
CA MiXKHapOAHWM KOHLiepTaM. Be3cyMHiBHO, Moro obmpanu sik rofloBHOrO KepiBHU-
Ka gns nigrotoBky Ta npoBefeHHs [HiB YKpaiHCbKOI KynbTypu Ha «CnoB'sHCbKOMY
6asapi» y BiTe6cbky. OkpiMm 6e3MexHoro TanaHTty b. LLlapBapka, Bka3aHa TeHAEeHLUis
o6yMoBItOBanacsa TvM, O MUCTELTBO COLiaNiCTUYHOrO peaniaMy 3 4acOM BUCYHY-
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Nno 3aBfaHHA Lie 6inbl rMM6OKOro, MOBHOMO Ta Pi3HOBIYHOMO Bif0OPaXKEHHS XUTTS
B AOr0 NPOrpecuBHOMY PEBOIOLLINHOMY PO3BUTKY. HeobxigHWM CTano BMiHHS pexu-
cepa, K XyAOXHUKA, PO3KPUBATU 3aKOHW XUTTS, NMOKa3yBaTU KOXHe siBULLE Ta NOro
06YMOBJIEHICTb 3aKOHOMIPHMMU MpoLiecamMu NPOMOpPLiAHO CYCMiIbHOMY PO3BUTKY,
Yy CbOrOAHILHbOMY AHi 6a4MTK 1 PO3KpPMBATK 3aBTPALLHIl | B TaKuiA cnoci6 3arnsga-
TV B ManbyTHe. Lle 3 nerkicTio gaBanocs HapogHOMY apTUCTY i npodecopy bBopucy
leopriioBuuy.

Pexkucep Hikonm He 605IBCA eKCNEPUMEH-
TyBaTW. 3 Moro pobiT 6yno BUAHO, WO ycnix
MacoBOro [AilcTBa 3anexaB Bif SKiCHOI
po60oTu 3 TpaguuiiHUMK enemMeHTaMu Je-
KOPaTMBHO-YXXMTKOBOro,  xopeorpadivyHoro,
JpamMaTtunyHoro, niceHHoro mwucteutBa. Big-
TBOPIOKOYN HOBi TeHZAeHLii, BiH 36epirae as-
TEHTUYHICTb, IKa € HaA3BUYaANHO BaXKJINBOIO
ONS HauioHanbHOI iAeHTUYHOCTI yKpaiHLiB.

OkpemuM 6510KkOM B nocTaHoBkax b. LLap-
Bapka 6ynu Mi3aHCLEHU, B SIKUX MPOCTEXY-
€MO Heabusiky MaWcCTepHicTb. [lnacTuyHe Puc. 4. b. lLlapsapko.
BMPaXXEHHSI XXUTTS reposi B yMOBax obMexe- dorTo i3 cimeliHoro apxisy
HOro MpocTopy NoTpebye A0 AeTanei npoay-
MaHOro po3CTaBJIEHHA Bi3ya/lbHUX akLEHTIB.
Came B HUX i Bigo6pakaeTbCsi aBTOPCbKMA
CTUJIb, MaHepa 306paXxxeHHs BUAoBMLLa. 3 No-
3uuil pexxmucepa MacoBi Mi3aHCLUEHU OfHi
3 HaWCKNagHiwux, NoTpebytoTb 36epeXeHHs
aKTOPCbKOI «(aKTypu», IX MOXXHa LEMOHCTPY-
BaTuW 3arasy JuLle Tofi, KO/ B pexucepa T1a
3a5yyeHux MUTLIB NPUCYTHE BiAYYTTH OpraHi-
30BaHOI €QHOCTI.

MnigHy po6oty b. LlapBapko npoBoauMB  Puc. 5. bopuc LLlapsapko B YkpiHGopMi,
3 XYOOXHMKOM-TIOCTAHOBHUKOM,  6epyuu M. Kui. 1995 pik
yyacTb y KPEC/EeHHi eckisiB, opopMIIeHHI Ta
nipoopi KocTioMiB, MapanenbHO MNpaLoun
3 rpyumepamu. Lle nocTinHum gianor, cnpsamo-
BaHWI Ha Y3rofyKeHHs1 6ayeHHs [BOX TBOPYMX
0COBMCTOCTEW, OPIEHTOBAHMWIA Ha CNiNbHUIA pe-
3yNnbTaT i 3a40BOMEHHS] HalbiNbW BUMOMN-
BOro rnagava. Llle ogHa cknagosa — My3nyHe
odopMeHHs, sike | 3agae ToHyc, popmMye emo-
UiHM QOH BUCTaBM, € KOMIMIEMEHTAPHUM
(heHOMEHOM, Lo 36yaKye yBary rnsgada. My-
3UYHUIM CYNpOBIA BigNOBIAaE i 3a PUTMIYHUIA
MaJIlOHOK «TeMMOPU3M», PO3KpMUBaKOUM Xa- Puc. 6. b. lllapBapko.
pakTep KOXHOI fji, BNJIMBAE Ha XxpOHOMETpPaXx. ®oTo i3 cimeliHoro apxisy
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JocBin BuaaTHOro fisiya BKOTpe MNigTBEPAXKYE, LLO PEXXMUCYPOIO NOTPIBHO KOPUCTY-
BaTMCSA BMIJIO Ta KBaniikoBaHO, ag)ke BOHa 3aTHa K 3pyMHyBaTK, CKaniynuTu n'ecy,
TakK i CTBOpUTU TeaTpasibHe Yyao, BUAaTHe XyA0XHE BiAKPUTTA B TeaTpasibHOMY BUMI-
pi (HikonaeHko, 2012, ¢.283). Ha wacTs, 3a POKU XXWUTTS i aKkTUBHOT BisiNIbHOCTi y TBOp-
YoMy [OPOGKY pexxuncepa He 6y/10 HEraTUBHOIO JOCBIiZY, TOMY MOro po6oTy LiHyBanu
BMCOKO Ha AepXXaBHOMY piBHi. BiH 6yB naTpioTomM cBOE€i baTbKiBLMHK 1 aHanoriyHe
Hamarascs NpULWEennTy rnagayam i npuxunbHMKam. H. 3iH4eHKo nuLe:

«3 nerkoi pyku LLlapBapka BnepLue 3amMaiopiB >XOBTO-61aKUTHUIN npanop
Ha cLeHi onepHoro TeaTpy i NposBy4YaB riMH “LLle He BMepna YkpaiHa” B 06-
pobui €BreHa CTaHkoBMYa. Lle 6yno HanpukiHui BicimaecsTux Ha KoHrpeci
yKpalHUiB, LLie 3a ToTafiTapHOro pexumy. Bigpasy, 6e3 nayau, nposyHano
6aratorosnioccs “MHoras nita”, i 3an1 BUGyxHyB oBaLisiMu». (3iH4eHKo, 2002)

Y 2002 poui Bopucy LlapBapky Hapanu 3BaHHS «JTlloAMHA POKY», TaKOX BiH Ha-
poAHWMIA apTUCT YKpaiHu, npodecop, kaBanep BifsHak NpesngeHTa Ykpainm Il i 1l
CTYNeHiB, Haropog)keHu opgeHamn «3Hak [lowaHn» 1 Cesatoro Mukonu Yypoteo-
pusi. CknagHa Hegyra 3abpana B YKpaiHW BUAATHOro fisya, KMl Mir 6u e AoB-
rMin Yyac po3KpuBaTK CBiil TBOPUYMI MOTeHLian i NpautoBaTh Ha 6n1aro KpaiHu, y Bili
73 pokiB.

HaykoBa HOBU3HaA Monsirae B TOMY, LLO CTaTTA € OQHIEI0 3 NEePLUMX aHamiTUUHUX
poGIT, B SIKMX AeTanbHO PO3KPMBatOTbCsl 3406YTKM HapoaHoro aptucta YPCP Ta He-
3anexHol YkpaiHu.

BucHoBkM

AHanis MUCTELLbKOMO Ta XUTTEBOIO LUNSAXY 6e3MeXHOo TanaHoButoro bopuca leop-
rinosmya LLlapsapka gae 3Mmory nigcymMyBaTy, L0 YHIKanbHICTb MOFr0 MacoBuX AiNCTB
nonsirasia B rapMoOHIMHOMY NMOEAHaHHI PEXUCEPCbKOro CTUO 3 TPaAULINHUM KOH-
LepTHMM pernepTyapoM, y BUKOPUCTaHHI 06psA0BOCTi, YMIiIOMy CUHTe3i Nipuamy, na-
docy Ta rymopy, y NoBHih caMoBigaadi yntobneHii cnpasi. MepcnekTuBm noganbLumnx
HayKOBMX NOLUYKiB B6a4aeMO B JOCNIAXKEHHSIX 0COBMBOCTEN CTBOPEHHS CLIEHIYHOIO
06pasy cyyaCHUMM BITYU3HAHUMM pPeXMCepaMu.
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Abstract

The article is devoted to a comprehensive study of the creative work of the director of festivals,
theatrical performances, and concert programmes, Borys Sharvarko. The purpose of the article
is to determine the multifaceted artistic achievements and ways of integrating the directing
method by B. Sharvarko into the stage and production activities. In addition, the work reveals
life events that had a direct or indirect impact on the development of directing talent. The article
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describes the master’s creative work and his main achievements. The period when he realized
his labour potential for the benefit of his hometown and then held the position of chief director
of the Ukrconcert's cultural programmes, was studied in particular detail. The research methods
include general historical (trends in directing stage production in the artistic environment of
the 20th and early 21st centuries are outlined), analytical (to study the historiographic sources:
cultural studies, art studies, and theatrical literature), systemic and other methods. Scientific
novelty. The article is one of the first analytical works, which reveals in detail the achievements
of the People's Artist of the Ukrainian SSR and independent Ukraine, as well as the limits of
his great talent not only as a director but also to some extent as an artistic director, music
coordinator, enthusiast and perfectionist. Conclusions. The analysis of the artistic and life path
of the infinitely talented Borys Sharvarko allows us to conclude that the uniqueness of his work
was a harmonious combination of directing style with traditional concert repertoire, the use of
rituals, a skilful combination of lyricism, pathos, humour, and total self-devotion to his favourite
pursuit.

Keywords: Borys Sharvarko; amateur art; directing; festival; celebrations; author's style
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AN EDUCATIONAL PERFORMANCE
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Abstract

The purpose of the study is to try to determine the role of actor role-based training in staging an
educational performance and address the creative issues of the improvement of this process in a higher
drama school. Methods. There are two levels of research — cultural and art studies — that determine the
application of the interdisciplinary approach to a complex methodological system. There is an analytical
method to investigate the conceptual approaches on which actor role-based training is based. The
systematisation method is used to create a training system in staging an educational performance in
the paper. Scientific novelty. The author first studies the process of role-based training in producing an
educational performance of the graduate students in a higher drama school and considers the specifics of
the word, which has a semantic field, which reproduces semantic and associative series in a performer’s
mind. Conclusions. Training can become the main professional skill in working on such a role that the
actor has to master in the creative process of staging an educational performance. Training is not a set
of fixed exercises learned in a higher drama school, but the ability to constantly look for different ways
of working on a role. The solution of the problems of theatre pedagogy, connected with transformation
and regulatory role of the word in an actor’s behaviour on stage, is a necessary part of the continuation
of K. Stanislavsky's search, which remains unfinished, but still attracts attention. It has been proved that
role-based training, which has a psychophysiological fact, is necessary for creating specific conditions
in the actor’s approach to educational performance. Training requires systematisation, in which feelings
are born, formed, and developed dynamically in the process. It has been ascertained that acting is not
a performing act but a profound creative process involving both the conscious and the unconscious.
Keywords: psychotechnique; role-based training; given circumstances; educational performance;
imagination; atmosphere

Relevance of the research topic

Modern stage art requires the improvement of forms of training and development of
the psychophysical apparatus of future actors and the creation of a complete training
system at all stages of training in theatre school, which is one of the main modes of
professional existence and thinking. Actor training changes over time supplemented
with new exercises; metamorphoses occur with the old ones.
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It has been proved that Stanislavsky’s system anticipated the development of
the natural disciplines largely and have aroused active interest among scientists-
psychologists and physiologists. Now we are witnessing the mutual influence of the
performing arts and the human sciences. The representatives of related sciences
analyse acting creativity in scientific developments mainly.

In our opinion, the contemporary theatre school remains alienated from K. Stani-
slavsky’s teaching about words in many ways. The problem is a focus on the pe-
ripheral processes of developing the apparatus of external implementation out of
the general creative and psychological processes. The most challenging thing, in
our opinion, is the activation of the “depths” of the creative personality. It is the pur-
pose of role-based training in staging an educational performance in a higher drama
school.

Analysis of the latest research and publications

Researchers mostly focus on the theoretical aspects of actor training in drama
school, namely psychotechnique and the etude method. M. Barnych (2018, p.11) re-
veals aspects of “how an actor can control his body and reproduce and create out-
wardly what happens with the breathing, voice, facial expression, speech and general
behaviour of the character at the same time”. N. Davitashvili and M. ludov analyse
the modern experience of the national Georgian school of theatre pedagogy in the
context of didactic verification of Vsevolod Meyerhold’s biomechanical training. The
block of pieces of training proposed by the authors for analysis and implementation
in pedagogical practice “prepares the body [...] for considerable strain and is aimed
not only at the improvement of performance skills but also stage attention” (Davi-
tashvili and ludov, 2020. p.229). N. Donchenko (2016, p.72) emphasises that the ba-
sis of an actor’'s work on a role is the path “through the conscious psychotechnique
of the actor to the subconscious creativity of his organic nature”. Theatre theorist
and practitioner L. Gracheva (2011) emphasises that training is absolutely necessary
at the initial stages of an actor’'s education and throughout their creative biography.
Art historian M. Krypchuk (2015, p. 225) emphasises that the etude is “an effective
means of actor’s thinking”. Researcher L. Lymarenko (2009) proves: Training is an
active form of group work and an effective form of individual activity of each partic-
ipant [...] of the theatre on himself. The path to discovering the possibilities of per-
sonal gifts lies through learning the secrets of psychotechniques, constant training
of the psychophysical apparatus”. Yu. Starostin (2016, p.201) raises the problems
of actor training rather superficially and believes that “one of the problems [...] of
contemporary theatre is the problem of actor technique”. V. Filshtinsky (2006) con-
siders etude to be a special field where there are no limits to an actor’s creativity
and improvisation.

Unfortunately, the solution to the problems of using role-based training in prepar-
ing an educational performance remains beyond researchers’ attention.

The purpose of the study is to determine the role of actor role-based training in the
general process of educational performance preparation and to solve the creative
challenges of improving this process in a higher drama school.
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Main research material

Continuing the research on the problems of the creation of theatre performance in
a higher drama school, attention should be paid to role-based training.

Actor training is not only a means of teaching the future actor, not only the “scales
and arpeggios” for the preparation of psychotechnique in the ability to use the skills of
the profession acquired in drama school but also the essential skill that must remain
the basis throughout an actor’s creative career.

The majority of training elements should be included in the daily actor arsenal and
become a ritual of life. Only in this case, it is possible to continue the development
of the actor’s personality after graduating from a higher drama school. In this sense,
exercises for the development of all elements of psychotechnique should remain with
students throughout their lives.

In senior years, especially during occupational training, when they work on the course
play actively, and each student plays a role, this involves individual training, new cre-
ative connections between the exercises and the main content of the acting classes. In
our opinion, it is important to assimilate a through-line of action and the “heart of role
during this period.

Actor training as an integral part of actor education is represented by a large number
of methods nowadays. Various techniques that help an actor do the performance have
long been known. It should be noted that only with the appearance of Stanislavsky’s
system can we talk about a complex, conscious, theoretically correct well-grounded
influence on the actor’s psychophysical apparatus (Stepanova, 2006).

Despite the research on issues related to actor training, the role-based aspect has
been poorly studied in Ukrainian art studies. In any case, this process is based on the
discoveries of psychophysiology, psycholinguistics, which are aimed at closing with
the role and has a psychophysiological justification.

It should be noted that thought management, inner speech, vision are key concepts
in role-based training. An actor creates an entirely different personality with another
consciousness and another behaviour on stage very often. A behavioural act is always
guided by a consciously set goal conditioned by thinking.

Another person’s consciousness begins with a change in the actor’s thinking. In this
sense, a person’s language and, therefore, their way of thinking determines the circum-
stances of life selected by an individual; this is the ecological niche of human existence.
The environmental niche can be expanded by expanding the boundaries of language.
The theory of language games is based on the fundamental premise that with the help
of a particular language one explores the edges into which they have been transposed.
An ecological niche is a framework which boundaries can be expanded or altered with
a language. In this sense, according to the author, the most important thing is imagina-
tion, which activates the brain, making it function according to the given circumstanc-
es. In stage creativity, the activity of the human body is determined by the content of
imagination.

Producing an educational performance, imagination and thinking are a single
whole. However, thinking is trainable, self-governing, whereas imagination is guided by
thought arising from the awareness of the unconscious before this point of perception.

”
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The thought can be logical or illogical. Not every thought is accompanied by a vision
that arises rather from illogical thoughts related to perception and awareness of the
associative, affective.

Visions cannot be ordered and memorised, because in this case there appear not
visions that activate our senses, body, mind, make us turn away from the deliberate
logic of behaviour and thinking, but a list of studied, provided so-called “pictures” when
we know everything in advance. It is rather an abuse of imagination, preventing true
thinking, imagination, perception.

Considering the latest studies in the field of psycholinguistics in the context of the
fundamental provisions about the adjustable role of words in the organisation of ac-
tor's behaviour on stage, attention is drawn to the study of L. Gracheva (2005, p.39),
who develops “action training” and “role-based training” in the context of the develop-
ment of psychotechnique and “mechanisms of thinking in search of its special (actor’s)
training”.

It is owing to the word that images arise at different levels. However, the word chang-
es its content and systemic meaning in human consciousness development. At the
first stage, consciousness effectively reflects the world, while later, it has a visual and
efficient nature. “Only at the final stage consciousness acquires an abstract verbal-log-
ical nature, different from the previous stages both in its meaning and in its systemic
structure” (Luria, 1998, p. 44).

When we are talking about creating an author’s image, then all stages of the stage
personality’s formation and consciousness must also be observed here. The actor
comprehends the way of thinking, finds freedom through the text of the play. In this
case, the course of role creation from the way of thinking to the personality is possible.
Art historian M. Barnych (2019, p.67) considers: “The process of thinking and imagi-
nation must be removed from the public performance of the role. [..] In the public pro-
cess, what was addressed to the actor earlier when working on the role is addressed
to the audience”. And one cannot disagree with this. At the same time, the researcher
emphasises:

In a text-less role without text, it is not the process of thinking that works
but the process of perception. When one perceives something, one neither
thinks in words, imagines, nor analyses intentionally, but simply perceives -
sees and hears. Thinking is not lost at this moment, it is carried out, but
it's absorbed by perception. In fact, this elusive and imperceptible thinking
process is triggered and used by the actor in the role. (Barnych, 2019, p.67)

A word has a semantic field; that is, saying or perceiving a word involves a mecha-
nism of reproduction of the semantic, associative series related to it, individual to each
person in the brain.

For a professional actor, the words spoken by a character have the exact seman-
tic fields of a particular person. We can unravel the circumstances of life from what
a character says or what is said about him or her while watching the play. But it turns
out that the very proclamation of an exact text gives rise to something in the actor’s
brain that connects with the content of the character’'s consciousness because there
is also the factor of frequency of word use in the language. It's about the coincidence
of language rhythms. In this process, we both set the language code, encode a holis-
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tic information exchange, and create the general psychophysical context of language
and a certain mental attitude. The researcher L. Gracheva (2011) draws attention
to this.

The main task in training the actor’s thinking is to “inhibit” their own semantic fields,
selectivity of words and expand their previous experience to the “experience” of the
role. Theatre teachers often misinterpret the concept of “inner speech”, and experts
require a performer to speak the inner speech aloud. In this way, we interfere with
his thinking process needlessly; we stop the actor’s real inner language, replacing it
with an ersatz of the inner pseudo-language of the role. The inner language cannot be
spoken. It is only possible to verbalise the course of thoughts and deliberation; that is,
the inner language is used if necessary. The author considers it’'s possible not at every
moment of life in the etude and the role.

The opposite value is given to training on thinking in the development and utterance
of the actor’s inner speech. It is namely the language of the actor, not the role. This
process is really important for the awakening of imagination in the context of working
on the role and developing the emotional sphere.

The actors rehearsing, for example, the Voynitsky character based on A. Chekhov’s
Uncle Vanya play, were offered a topic for reflection aloud “My life has been a failure.’
(the text from the third act). It should be noted that these words arouse certain chains
of associations when they are uttered. This can be applied both to the performance of
the role and to the actor’s life and previous experience.

In the pre-performance thinking-imagination training, the actor often uses the
word as a regulator of the imagination in practice. Sometimes the performers recite
the character’s past to themselves, sometimes force the body to live at an intense,
active rhythm, they recite the author’s text of any scene in this rhythm preparing the
climax. For example, the student playing the role of Serebryakov recites the scene
from the second act, in which the need for change in his life with his wife becomes
obvious.

It should be considered that it is possible to set oneself up with words because as-
sociations, thinking, inner speech and feelings are activated. At the same time, physical
actions do not affect the necessary brain mechanisms. The thinking is influenced by
the rhythm of physical life and only the rhythm, even if the nature of the physical activity
has nothing to do with the role. Still, at the moment of “mental activity”, the actor will
simply move (walk) to the appropriate rhythm.

The duration of the exercise, the conscious, volitional retention of speech, and there-
fore thinking about the topic are significant for training real incitement (activation of
thinking on a given topic).

It should be emphasised that the training of thinking must be based on mechanisms
that are effective in life, namely: first, inner speech in the role and the etude must ap-
pear passing through the stages of its occurrence in a child: the utterance of the whole
stream of consciousness on the topic in a detailed form, whispering, the transition
to the proper inner speech in a non-detailed form; second, just as with children, the
utterance of a stream of consciousness on a topic should be subject to control only to
a small extent (correctness/incorrectness of analysis); third, the emotional context in
telling yourself about the character has justifying nature of everything that happened

4
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in the hero’s life, and should be dialogical in nature; fourth, the word is the most im-
portant step in the transition from sensory to rational cognition, that is, it is the most
important tool for the formation of human consciousness, it is a tool for the creation of
a fictional personality. The more the author “speaks” about the life of the role, the more
expressive the consciousness of the fictional personality is for him; fifth, the word,
the sound of a person’s speech has a volitional nature and, therefore, rhythm and fre-
quency that affect the rhythms of human consciousness and existence, emotions and
behaviour, etc.

In role-based training, the actor’s imagination is activated by the word (it should be
noted that not by the author’s text, but the actor’s own words, born in thinking that are
provoked by the author’s text). The actor forms a new consciousness and, therefore,
a new personality. The exercises help not only to adjust the psycho-emotional sphere
to the circumstances of the etude but also to prepare the body for the imaginary cir-
cumstances in their entirety, starting with the imaginary feelings.

First, one needs to learn to perceive imaginary reality. It is known that perception is
inseparably linked with feelings. Thus, the first step in working on a role, the first step
of getting closer to it is the training of imaginary feelings in the role. Imaginary feelings
in the circumstances of the role are one of the most important aspects of the actor’s
imagination. One has to train their body (heart, breathing, etc.) to subordinate to the
imagination, to make it function according to the given circumstances, which are set by
the words “uttered” to oneself (what one sees, hears, feels, thinks).

With the help of role-based training, problems of disclosure of the atmosphere of the
particular scene in production are solved. The “accumulation of a problem situation”
should be added to the complete analysis of the play’s given circumstances. In this
case, another task should be added in addition to the proposed development of rhythm
in “speech” in the training of sense of rhythm. For example, in the initial process of au-
ditions for W. Shakespeare’s Romeo and Juliet play, students proposed the Morning in
the Capulet House etude, in which not only the characters of the play appeared in the
circumstances of that morning, but also other residents who were not in the dramatic
work (a cook, a personal doctor, a gardener, etc.), who, as it seemed to the students,
were necessary for the existence of the house.

There were no thrilling external events in this work. However, it is interesting to watch
how the participants’ relationship develops the way of life in this house. In this training,
the common past of all participants emerged, the relationship between them and the
relationship of each of them to the owner and Signora Capulet were established, and
the characters (not W. Shakespeare’s ones) who were interesting and played their part
in the life of the house were justified. The “accumulation” of each participant’s imagina-
tion and the characters’ common past is important in this process.

Every problem that arises in the production process in working on the role must be
solved with the help of specially created training exercises. It can result in a number of
new exercises that are necessary when working on a particular performance.

Scientific novelty. In the article, the process of role-based training in staging an ed-
ucational performance in the senior years of a higher drama school is studied for the
first time, the specifics of the word, which has a semantic field, which reproduces se-
mantic and associative series in a performer’s mind, are considered.

ISSN 2616-759X (Print),

ISSN 2617-1236 (Online) Kpunuyk, M. POnboBWi TREHIHT Y POBOTI Ha/l HAaBYAIEHOM BUCTABOIO



Bulletin of Kyiv National University of Culture and Arts.
Series in Stage Art 2022 - 5(1) - pp.53-61

Conclusions

To summarise, it can be stated that role-based training, which has a psychophysio-
logical justification, is a necessary prerequisite for the creation of specific conditions
in the actor’s work on educational performance.

In role-based training, it is impossible to plan the result in advance. Feelings are born,
formed, and developed dynamically in the process. There is no exception to the given
circumstances, as it sometimes happens in actor’s etudes. There is a complete immer-
sion in another life, which creates a single creative process.

Training can become the main professional skill in working on such a role that the
actor has to master in the creative process of producing an educational performance.
Training is not a set of fixed exercises learned in a higher drama school, but the ability
to constantly look for different ways of working on a role. The solution of the problems
of stage pedagogy, connected with transformation and regulatory role of the word in an
actor’s behaviour on stage, is a necessary part of the continuation of K. Stanislavsky’s
search, which remains unfinished, but still attracts attention.

In the author’s opinion, the study of the art studies backgrounds of actor training
in the context of the latest performative practices, in which the improvisational skills
of actors are key ones, is promising. It is the subject of the author’s further scientific
research.
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AHoTayis

MerTolo cTaTTi € cnpo6a BM3HAYUTU POSb AaKTOPCbKOrO POSIbOBOrO TPEHIHIY B 3arajibHOMY
npoLeci Ni4roToBKM HaBYanbHOI BUCTaBU, PO3B'I3aHHA TBOPYMX NPO6SIeM YAOCKOHANEHHS Liel
po60TK Yy BULLiN TeaTpasnbHii Wwkoni. MeTogonoria. [1a piBHi 4OCAIAXEHHS — KYIbTYPOSIOTiYHNUIA
i MMCTeUTBO3HaBYMA — BU3HAUYUIN 3aCTOCYBaHHA MiXXKAUCLMMAIHAPHOIO NiAXo4y A0 CKNafgHol!
MEeTOLONOrMYHOT cUcTEMU. Y po6OTI BUKOPUCTAHO aHaNiTUYHUIA METOA, Mif Yac AOCHiAKEHHs
KOHLeNTyanbHUX MNiAXOAIB, HA SIKUX I'PYHTYETbCH aKTOPCbKWUWA PONbOBWUIA TPEHIHF, Ta MEeTof
cucTemaTusauil ANns CTBOPEHHSI CUCTEMU TPEHIHTY B pobOoTi Haj HaBYaslbHOK BUCTABOMO.
HaykoBa HOBM3Ha po6oTu. Y cTaTTi Breplue AOCNIAXEHO MpoLec NpoBeAeHHS POSbOBOroO
TPEHIHrY Nif Yyac CTBOPEHHS HaBYasibHOI BUCTaBM Ha CTapLuMX Kypcax BULLOI TeaTpasbHOI
LUKONN, PO3MIAHYTO cneumndiky CnoBa, ike Mae CMUC/IOBE CEMaHTUYHe MNoJie, WO BiATBOPIOE
y CBiAOMOCTi BWKOHaBUSA CMUCIIOBUA Ta acouiaTUBHUMN psafg. BUCHOBKWU. TpeHiHr Moxe
CTaTV rofIoBHOK MPOMdECiNHOK HaBUYKOK B POGOTI Haf TAKOK POJIIIO, IKY aKTOp MOBUHEH
onaHyBaTW Y TBOPYOMY MpoOLeCi CTBOPEHHSA HaB4asibHOI BUCTaBW. TPeHIHr He € Habopom
He3MiHHUX BrpaB, 3aCBOEHUX Y BULLi/A TeaTpasbHii LWKONI, BiH € BMIHHAM MOCTIMHO LyKaTu
pisHi BnacHi wnaxu B po6oTi Hag posulto. PosB’AzaHHA npobnemM CLEHIYHOI nedaroriky,
MoB'A3aHNX 3 MepeBTIIEHHAM i PeryntoBanbHOK POJIIKO C/I0Ba B MOBEAIHLI aKTopa Ha CLeHi,
€ HeoOXigHOK CKafoBOK MPOAOBXeHHA nowykiB K. CTaHicnaBCcbKOro, WO 3anuiumnancs
He3aBepLUeHUMU, ane rnpuBepTatoTb yBary n AOHUHI. [loBefeHOo, WO poibOBUINA TPEHIHT, AKUI
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Mae ncuxo@disionoriyHe o6r'pyHTyBaHHS, € HEOHXiAHOKO YMOBOKO CTBOPEHHS cneundiyHmx yMoB
y po60Ti akTopa Haj, HaBYasibHOK BUCTaBOM. TPeHiHT BUMarae cucteMaTusalii, e novyTTs
HapoaXXyTbcs, GOPMYIOTbCA Ta AMHAMIYHO PO3BMBAOTLCA B NPOLECi BUKOHAHHS. 3'ACOBaHoO,
L0 aKTOPCbKE MUCTELITBO — Lie He BUKOHABYMIA aKT, a rMMO0KMIA TBOPUUIA MPOLLEC, Lo 3adinae
K CBIZIOMICTb, TaK i HeCBigoMe.

KntouyoBi cnoBa: ncuxoTexHika; ponbOBUIA TPEHIHT; 3anponoHoBaHi 06CTaBUHM; HaBYasbHa
BWCTaBa; yABa; aTMocdepa
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AHortauisa

MeTa pocnig)XeHHsi nonsrae y BW3HaAYeHHi MPUHUMMIB OpraHisauii KiHETUYHOro BiAeOMEmiHry
M aHanisi HasBHOro BITYM3HAHOIrO AOCBIAY MO0 BUKOPUCTAHHA B MpoOLECi CTBOPEHHSA CLEHIYHUX
BMAOBMULY. BignoBigHO [0 BM3HAYeHOI METU 3annaHOBaHO PO3B'A3aHHSA TaKMX B3aEMOMOB'sI3aHMX
3aBaHb: chOpMysIOBaTU OCHOBHUIN NMOHATIHO-KaTeropiasbHUI anapart 3 Liei TeMaTuKu; BUSHaUnTh
TEXHOMOTIi0 OpraHisauii KIHeTUYHOro MeniHry Ta MOXJIMBOIO MOro 3acTOCyBaHHS B TeaTpasibHO-
BUAOBULLHMX 3aX0fax; NPOCTEXMUTU N y3arasnbHUTU BITYN3HAHUIA [OCBIL BUKOPUCTAHHSA KIHETUYHOMO
BifeoMeniHry B opraHisauii TeaTpanbHO-BMAOBUWHUX 3axofiB. MeTtoponoria pocnigeHHs
6a3yeTbCA HAa KOMMJIEKCHOMY MiAX0fAi Ta NOeAHaHHI KilbKOX METOAIB: aHaniTUYHOro — Ans po3rnsay
icTopuyHOI, dinocodcbKoi, KynbTypoNIOriyHOT Ta MWUCTELTBO3HABYOI NiTepaTypu 3 npeameTa
OOCHIOXXEHHS; TEOPETUYHO-KOHLENTyanbHOro MeToay — AMS aHanidy MOHATINHO-TEPMIHOMOriYHOI
CUCTEMU AOCHIMXKEHHSI Ta BUABNIEHHSI OCOBIMBOCTEN YNPOBAIKEHHS KIHETUYHOrO BifeoMeniHry
B CLIEHIYHWMI MpOCTip; iCTOpUYHOro — Ans 3'sicyBaHHA TpaHchopMmaLii NpakTUKKM BMPOBaXKEHHS
UMdpPOBMX TEXHOSOTIN Y CLIEHIYHWIA NPOCTIP, @ TAKOXX NMOPIBHSANBHO-TUMOMOTNYHOrO — AJ151 MOPIBHSIHHSA
cneundikn  QyHKUIOHYBaHHA Pi3HUX BUWAIB BifAeOMeniHry, 30Kpema KiHeTu4yHoro. HaykoBa
HOBM3HA PO6OTU NONsiIrae B TOMY, LU0 BepLle po3risHyTo crneundiky BUKOPUCTAHHS KIHETUYHOIO
BifleOMeniHry B NpoLeci CTBOPEHHS CLieHiYHOro BuaoBsuLLa. BUCHoBKU. BuasneHo, Lo 3a 0MOMOroto
KiHETUYHOrO BijieOMeNiHry CTBOPHOETLCSA iHTEPAKTUBHE BUAOBUILLE, B AKOMY MMA4a4y i akTop MOXYTb
B3aEMOJIATU 3 Bi3ya/lbHUM KOHTEHTOM. BCTaHOBNEHO, WO po3MillleHHsA faTymka Kinect gae smory
CrpsIMOBYBATU MPOEKLIit0 306PaXKEHHSI Ha PyXOMi TPUBUMIPHI 06'EKTU abo XX MUTTEBO 3MiHIOBATU
HanpsIMOK BiANOBIAHO O PO3TaLlyBaHHSI LIMX PyXOMUX 06'EKTIB y MPpOCTOpi. LIMM pyXxoMuM 06'€KTOM
MOXe 6YTU ntoauHa. Y Takuii cnoci6 y npoleci peanisadii NpoeKLitoBaHHs! CTBOPIOETHLCSA iNt03is, LLLO
306paXKeHHs1 MOXKe B3aeMOJISITU 3 KOPUCTYBayeM, «MianopsifiKoByBaTUCS» MOMO pyxam, Lo Haaae
3HaYHi nepeBarn y CTBOPEHHi cueHiYHoro nepcdopmaHcy. Y 3B'I3Ky 3 OCOGMMBICTIO KiHETUYHOT
CMUCTEeMM pefaryBaTu TPaAHCHNALIKO BiIEOKOHTEHTY BifNOBIAHO [0 PO3TallyBaHHS PyXOMUX O6'EKTIB
uel BWUA BiJEOMENiHry 4YacTo HasuWBalTb iHTEPaKTUBHWM. AKTOpPY BXe He MNOTPiGHO AymaTu
NpO MITKM Ha CUEHIYHMX NiAMOCTKaX, af)ke B OpraHidauil KiIHeTUYHOro MeniHry Bifgeornpoekuis
«nignawToByeTbCs» Mif Moro pyxu. OfHaK Yyepes Aopory CO6iBapTiCTb L€l TeXHOMOrii cy4yacHi
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pexKucepu BUKOPUCTOBYHOT i He 3aAJ1A 3pYYHOCTI apTUCTIB (aKTOPIB) Ha CLeHI, a 415 NepeTBOPEHHS
3axofy B iHTEpaKTUBHE BUAOBMULLE, B AKOMY MOXYTb y3TV y4acTb rnagadi.

KniouoBi cnoea: KiHETWYHWIA BifleOMENIHT; CLEHIYHMI MpOoCTip; ecTpagHe BuAaoBMLle; Unbposa
TEXHOSIOrisA; aKTop

MocTaHoBKa npo6nemu

HuHi nuTaHHA BNpoBamXeHHS UMPPOBUX TEXHOJMONIA Yy CLEHIYHHOMY MPOCTOPI
€ BefIbMU aKTyanbHUM. OcobsMBO B yMOBax NaHAeMil pexxmcepw LWyKatoTb HOBI Cro-
cobu MexaHisaLii BuaoBuLLa Yepes yNpoBaXKeHHs! TEXHIYHUX iIHHOBaLii 3aa151 YHUK-
HEHHS Ha CLEHIYHMX NiAMOCTKaX BENIMKOI KiNlbKOCTi BUKOHABLLIB.

OCTaHHIM YacOM 4YM He B KOXHOMY CLEHIYHOMY nepdopMaHCi € Bigeonpoek-
Lis 300paXKeHHs], WO 3abeanedvye A0AaTKOBY iNHOCTPATUBHICTb MaTepiany Ta Ha-
Jae 0co6MBUX O3HAK BUAOBULLHOCTI 3axo4y. 30KpeMa MoBa e nNpo BigeoMeniHr
(aHrn. videomapping, iHla HasBa — «NPOCTOPOBE PO3LUNPEHHS peasibHOCTi» Ta «Bifo-
OGpaXKeHHs Bifleo») — TEXHOJIOTiO, WO CTBOPIOE TPMBUMIpPHE MPOEKLitOBaHHS 306pa-
»XeHb ab0 aHiMaUii Ha i3nYHi 06'eKTU 3 ypaxyBaHHAM iX reoMeTpil i po3TallyBaHHS
B NpOCTOPI.

AHani3 ocTaHHix gocnigkeHb i nyénikauii

MpuvHUMNKM opraHisalii BigeoMeniHry HaBefeHO B po6oTax TakuUX BiTUYM3HSIHUX aB-
Topig, ik T. CoBrupa (2018; 2019), O. [lokonosa (2019), K. l0goBa-PomaHoBa (2020),
a TaKoXX 3apybidxXHuX, 3okpema B P. Packapa, " Benua, M. KaTTca, A. Jleiika, J1. CTeciHa
Ta [ ®yuca (Raskar, et al., 1998), [. Kpayuaka (Krautsack, 2011), . bpetTa, X. BeHko,
E. Oydeka Ta A. BincoHa (Brett, et al.,, 2013).

ABTOPW [OCHILKYOTb CydaCHUIM CTaH i TeHAEHUiI BNpoBagXXeHHsA LMPPOBUX Tex-
HOJIOTiM y CLeHiYHy npakTuky B YkpaiHi. K. l0goBa-PomaHoBa B ctatTi «Lindposi 3D
MenniHr TeXHONOrIT Y TBOpax CLEHIYHOro MUCTeLTBa B YKpalHi» CTBEPAXYE, WO aK-
TMBHE BMKOPUCTaHHS UM(MPOBMKX iHHOBALLM Y CLLEHIYHOMY MUCTELTBI B YKpaiHi 3yMOB-
neHe noTpebord KapaHTUHHUX OOMEXEeHb, 30KpeMa «BiTYM3HSAHWI OOCBif MnepeHe-
CeHHA TeaTpasbHOI BUcTaBu “KamiHHui rocnogap” “Teatpy 360 rpagycis” y dopmat
OHNalrH-BucTaBu 3 3D-TEXHOMOriIMK; CTaB KOPUCHMM [OCBigoOM apganTauii po6oTu
CLEHIYHNX KONEKTUBIB [0 HOBUX KapaHTUHHUX YMOB OpraHisauii nokasy BucTaB»
(lOpoBa-PomaHoBa, 2020, ¢.163). TmM Yacom aBTOPW 3BEPTAOTb yBary Ha ¢yHKLio-
HanbHe MpU3HaYeHHs1 NPOEKLINHOIO 306paXKeHHs1 B OpraHisauii cueHiyHoro Bugo-
Buwa. C. WetnHiHa (2016, c.188-193) y cTaTTi «BisyanbHi Meflia B MynbTUMELIiHIi
iHcTanAuii» po3rnagae oco6MMBOCTI CTBOPEHHS XYAOXHbOro 06pasy B CLEHIYHOMY
MpOCTOpi 3a AONOMOrO LMGPOBUX TEXHOMOTIN y nocTaHoBKax. C. 3arpe6iHa (2016,
€.112-115) y po6oTi «BigeoMeniHr: 4o oco6nmeocTeit MmacoBoro sugoeuwa XXI cT.»
posrnagae npuUHUUNU BUKOPUCTAHHA MyNbTUMELINHUX TEXHOMOTIA B opraHisauil Bu-
noBuHUx dopMm. T. Cosrupa (2019, ¢.80) BKasye, IO «BifeOMaNMiHI MOXe BrOBHi
3aMiHOBaTK AeKopaLiiHe Ta cueHorpa@iyHe HamoOBHEHHS CLIEHIYHOrO MpPOCTOpY».
HaTtomicTb O. [lokonoBa Hanonsrae, Wo 3aBAsKy BiJeOMEeNiHry MOXJIMBO He TiNlbKu
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«[AOMOBHUTU» BUOBULLE, @ I CHOPMYBATU XYA0XKHI 06pa3 BUCTaBU. «BUKopUCTaHHSA
BifeoMenniHry B NpoLeci MOCTaHOBKU XyAOXHbOro TBOPY cnpusie popmMyBaHHIO Ha-
raToo6pa3HoOCTi Ta eKCnepMMeHTaNIbHOCTI CLeHi3alii», — BKasye pocnigHuua (Joko-
no.a, 2019, ¢.198). C. TpukoneHko (2013, ¢.108-109) y cTaTTi «BUKOPUCTAHHS MyJib-
TUMELIMHUX TEXHOMOTIN AN 0ohOPMIIEHHSA Cy4aCHUX XxopeorpadiyHmMx NOCTAaHOBOK Ha
npuknagi woy-6anety “bapoH MioHxrayseH”» Ha NpuKNagi BiTYN3HSIHOT NOCTaHOBKM
«bapoH MioHxray3eH» fochifxye cneumdiky BUKOPUCTAHHS NPOEKLiIMHUX TEXHOMOTIN
y TBOPYOCTI BiTYNBHAHUX cLieHorpadiB.

Monpwu 3HaYHWiM iHTepec HayKOoBLIB [0 TEXHOOrIT BifeoMeniHry nosa yBaroro aBTo-
piB 3anuLLatoTbCA NUTAHHSA opraHisaLil KIHeTUYHOr O BiJeOMENiHIy Ta NPUHLKUNKN KOro
BMPOBaXXEHHS B CLIEHIYHOMY MPOCTOPI.

HaTtomicTb 3apy6ixHi aBTopu P. Packap, I Beny, M. Kattc, A. Jleiik, J1. CTeciH Ta
I ®yyc (Raskar, et al., 1998), C. [ikcoH (2007), Ox. bpeTT, X. beHko, E. Oydek Ta A. Bin-
coH (Brett, et al., 2013), |. besui Ta E. JepaekapriHorny (Bezci and Dedekarginoglu, 2016)
y CBOIX pPO3BifKax AOCAIIXYOTb TEXHOMOTYHY CKNafoBy (YHKLiIOHYBaHHSA KiHETUKMY,
y TOW yac K CLIeHiYHi NpakTUKK peanisauii Liei umppoBOoi TEXHOOTIT 3anmMLarTbes
HepocnimkeHnmn. 3okpema, |. besvi i E. Oenekapridorny (Bezci and Dedekarginoglu,
2016), aHanisyrour NpUKIaan BUKOPUCTAHHSI MEMIHIy B NMPOLIECi CTBOPEHHS An3aiHep-
CbKMX MPOEKTIB, BKa3ylOTb, WO 3aBASAKWU CBITAy MPOEKLIA MOXe NoegHyBaTu peasb-
HiCTb i BipTyanbHiCTb, CTBOPIOKOUM iM103it0 NIACTUYHOT €AHOCTI 306paXKeHHs. Y po6oTi
«Lindposi BuCTaBK: icTOpiA HOBUX Mefia B TeaTpi, TaHLi, BUKOHAaBCbKOMY MMUCTELITBI
Ta iHcTansuii» C. [ikcoH (Dixon, 2007) posrnsigae npakTUKX NoeaHaHHS TpaguLiiHuxX
Ta iIHHOBALiIMHUX TEXHOJIOTI Yy NpoLIeCi CTBOPEHHS XYA0XHix 06pasiB. ABTOp 3filCHIOE
MOPIBHSNIbHWUIA aHasi3 Cy4aCHMX CLEHIYHMX MOCTAHOBOK i OPMM KNacUYHOI AaBHbLO-
rpeubKoi paMu, BKasytouu, WO OCTaHHI ABNSATb CO60I0 NMpoo6pas cyvyacHux uud-
poBMX BUCTaB, TefleMaTWyHi BUCTaBW, B SIKUX BigganeHi Micusa NoB'A3aHi 3 peasbHUM
Yyacom.

ToX BUSIBNSIEMO HEObXiAHICTb AOCNIAUTM CyYacHU [OCBIA DYHKLIOHYBaHHS KiHe-
TUYHOIO BiJeOMENiHry B CLLeHIYHOMY MPOCTOPI.

MeTta pocnipyxeHHs. Ha ocHOBI aHani3y HasiBHUX TeaTpasibHWX NOCTAHOBOK Ta iHCTa-
NALIA, CTBOPEHMX 3 BUKOPUCTAHHAM LIMPPOBUX TEXHOSOTIN i fAyxepenbHol 6a3n 3 Big-
NOBIAHOI TEMM AOCIAKEHHS, 3'ACyBaTU NPUHLUNN BIPOBAaL KEHHS KiIHETUYHOI O Bifeo-
MeniHry B CLeHiYHMIiA npocTip. [ocArHeHHa nocTaBneHOl MeTu nepenbdadae poss'si-
3aHHA TaKMX B3AEMOMOB'A3aHMX 3aBAaHb: CHOPMYOBAaTU OCHOBHUMN MOHATIAHO-
KaTeropia/sibHUn anaparT i3 Ui€i TeMaTUKK, BUSHAYUTU OCOBNMBOCTI BNPOBAMKEHHS
KiHETUYHOTO BiIEOMENIHIY B CLLEHIYHMI NPOCTIP, @ TaKOXX NOPIBHATU cneundiky opra-
Hi3auil KiHeTUYHOro BifeoMeniHry 3 TpaauLinHUM.

Buknag, OCHOBHOro matepiany

Mepwa crnpoba CTBOpPeHHs BigeomeniHry (xoya Togi Liel HasBu LWe He 6yro) Bia-
6ynacsa B 1969 poui nig yac BigkpuTTs ce3oHy Haunted Mansion B [licHeineHgi, wo
ABMsiNa CO6OK MPOEKLit0 306paXkeHHA Ha Hernacki NoBepXHi, 30KpemMa MapMypo-
Bi 6IOCTM MepCOoHaXKiB BUAOBULLHOI BUCTaBWU. YHACNIAOK CMNPOEKTOBAHOIO Ha HUX
3006paXkeHHs1 0611y 06'eMHI NpeAMEeTH HibM OXXMNK Ta noYanu cnieatu «Grim Grinning
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Ghosts». Lis onTuyHa intosis MapmMypoBuKx B6LOCTIB, siKi cniBatoTb, 3acBigunna nosiey
HOBOrO Bi3ya/IbHOrO HaMpPsIMy «MPOCTOPOBOrO PO3LUMPEHHS PeanbHOCTI», L0 3rof40M
HabyB Ha3BW NpoeKUiiHoro BineomeniHry (Raskar, et al., 1998).

OpHak B YKpalHi ua TexHosoris BnpoBagunacs y TBop4y npakTUKy 3Ha4yHO NisHille:
croyaTKy 3aJ/1sl CTBOPEHHSI OKPeMUX iHCTanAuiin (34e6inbluoro y BUCTAaBKOBUX LIEH-
Tpax), a 3rofloM i1 y CLieHiYHOMY NPOCTOPi.

Y cyvacHux TeaTpanizoBaHux ecTpagHux BuaoBuwax «bapoH MioHxrayseH»
(2010 p., pexxucep-noctaHoBHUK K. ToMinbyeHko, StarlLight Entertainment, KoHuepT-
xon BOHI), «BapTtoBi Mpiit» (2015 p., pexkxucep-noctaHoBHMK K. ToMinbyeHKo, KoHuepT-
xon BOHI), «QiMm TaemHuumx Mpurog» (2017 p., pexxncep-nocTaHoBHUK K. ToMinibyeH-
ko, KoHuepTt-xon BOHTI), «<KocmiyHe Pisgso» (2020 p., pexxucep-noctaHoBHuK C. [ep-
Kau, KuiBcbKuiA naHeTapiit) BUKOPUCTOBYOTb TEXHOJOTIO BifeoMeniHry 3ais CTBO-
PEeHHA [eKopauii, intosiiHnMx edeKTiB i HaBiTb AeMOHCTpaUil BipTyalbHUX NEepCOHa-
XiB. Mpo opraHizaLito LUMX CLEHIYHUX NOCTAaHOBOK HamucaHo Yy1Mmano, y TOMy Yucni
1N y BULLEPO3rNsHYTUX pO3BifKax, MpoaHanisoBaHux y npoueci gocnigkeHHs. Hato-
MiCTb cnpo6u BCTAHOB/IEHHS KIHETUYHOT CUCTEMMU, SIKa 6 MOrna opraHisyBaTyu iHTepak-
TUBHMI (KIHETUYHWMIA) BiflOMENiHT, CMOCTEPIraEMO NiMLe OCTaHHI ABa pPoOKM, 30Kpema
B OpraHisaljii HoBOpi4YHOro 3MMoBoro Loy «Ki6ep CaHTa. IHwWmi BuMip» (2021-2022 p.,
KoHuepT-xon BOHI), pexxucepoM-nocTaHOBHUKOM sikoro cTaB K. ToMinibYeHKo.

Cnoci6 opraHisauii BigeomMeniHry BiAMiHHMIA Bif 3BMYalHOI NpoeKLii Ta nepenba-
Yyae [OTPMMaHHS BaXKNIMBUX CKIaA0BUX 3a/11 CTBOPEHHS TPUBUMIPHOIO 306paXkeH-
HA. «Bimeomanninr, — 3asHavae K. l0goBa-PomaHoBa (2020, ¢.167), — Le XyA0XHbO-
06pa30TBOPYMIA | O[HOYACHO BUCOKOTEXHOJIOTIYHMIA MpoLec i3 3anyYyeHHAM umdpo-
BMX TEXHOJIOTi/ 3i CTBOPEHHSI Ta MPOEKTYBaHHA TPMBUMIPHUX 306paxkeHb Ha 6yab-
AIKi 06'eMHI, penbedHi 06'eKTU, NpeaMeTH, Taki AK, Hanpuknag, aBToMobifb, 6yaMHOK,
npesaMeT iHTep'epy abo Ha LITYYHO CTBOPEHY 06'eMHY KOHCTPYKLUito». C. 3arpebiHa
(2016, c.113) po3rnsigae BigeoMeniHr K ofHy 3 HaaKTyasbHILUUX | MONYIAPHUX TEX-
HONOrIN MyNbTUMEZINHOI KyNbTypu. Xo4a B Cy4YacHih MUCTeLTBO3HaBuIM niTepaTypi
MOXJIMBO 3HaANTU BKa3iBKY, WO «BigeoManiHr — Le HanpAMOK Yy BidyanbHOMY MUCTe-
utBi» (CoBrupa, 2019, ¢.76).

OTXXe, 3a LONOMOI OO LIM(PPOBOI TEXHOJOTIT CTBOPIOIOTb XyAOXKHE (DOPMOYTBOPEHHS,
BiIMiHHE 3a CBOEIO CNeLMdiKor Bif iHLIMX BidyasibHUX HanNpsAMIB, L0 3aLiKkaBtoE Cy-
YacHUX MPaKTUKIB CLLEeHIYHOro MucTelTBa. 30KpeMa, y TeaTpi 3aBAAKN MPOEKLiNHOMY
Bif,eoMeniHry Big6yBaeTbCs «PO3AiNIEHHA MiXX TeaTpoM, LLLO SIBJISIE COOOH CYKYMHICTb
XYZAOXXHbBOT Ta CLEHaPHOI, PEXNCEPCLKOT Ta aKTOPCbKOI, cueHorpadiyHoi CKagoBoi,
i TeaTpasibHICTIO, OCTaAHHIO T/lyMayaThb SIK iHCLieHYBaHHs Mofil, Npo Ky NAeTbCA B MNo-
cTaHoBUi» (Balzola and Prono, 1994).

KiHeTMuHMI1 BigeoMeniHr — pisHOBWJ LibOro BisyasibHOro Hanpsamy (BigeomeniHry),
BifiMiHHOIKO OCOGMBICTIO IKOTO € MPOEKLitOBaHHSA 306paXKeHHs1 Ha PyXoMi TPUBUMIp-
Hi 06'eKTM ab0 X pefaryBaHHs BileOKOHTEHTY BifNOBIAHO A0 PO3TallyBaHHS LUX py-
XOMWX 06’€KTIB Y MPOCTOPI.

Lle BigbyBaeTbcs y TakuiA cnoci6. Y npocTopi BCTaHOBOETbCA AaTumk Kinect, sikuit
CKaHye MicLieposTallyBaHHs pyxoMoro o6'ekTa Ta nepefae iHpopmaluito onepauiviHii
cuctemi. Komn'totep 06po6toe iHhopMaLito Ta pegarye 3o6pa)keHHs B crewianiso-
BaHOMYy rpadiyHOMy peflakTopi 3 ypaxyBaHHAM OTpUMaHuX KoopauHat. O6pobreHe
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300paXKeHHs1 TpaHC/oe NPoeKTOp. Y Takuii cnoci6 BiabyBaeTbCst MUTTEBE OOPOBIIEH-
HSi OTPMMAaHOr0 CKaHyBaHHS, Bif€OKOHTEHTY Ta nofasnblua NpPoeKLis OTpUMaHoro pe-
3ynbTaTy. AKLWO 3ansaHoBaHa Npoekuis Ha 360 rpagyciB, TO NPOEKTOPIB Mae ByTu
JekinbKa (3anexHo Big po3Mipy i penbe@HOCTI NPMUMILLLEHHS Ta CKIagHOCTi MpoeKLi-
toBaHHs1) (Raskar, et al., 1998, pp.182-184).

MpuHUKMN opraHisauil KiIHeTUYHOro BifeoMeriHry MOXeMO PO3MSAHYTU Ha MpuKa-
Ji npoekTy «biMaTpoH», Wo nepefb6ayae NPOeKLit0 306paxeHH HEBEIMKOT MaLLVHY,
O pyXaeTbCs BifNOBIAHO A0 MicLs nepebyBaHHs rnsgadya (KopucTyBaya) B LibOMY
npocTopi. Ans peanisauii noTpi6Ha iHcTansuis ceHcopa Kinect Ta npoekTopa. [laTunk
MOXe «CTeXMUTU» 32 KOPUCTYBayeM, KON BiH pyxaeTbcsA No KiMHaTi. Ha kepoBaHux
Ancniesx BUKOPUCTOBYETbCSA MOTOPM30oBaHa nnatdopmMa A5 opieHTauii npoekTopa
Ta BigobpaxkeHHs1 rpadiku B 6yab-AKii Touyui KiMHaTh. CKaHep po3ni3Hae MapKepw,
YKECTM KopUCTyBaya B loCcTynHoMy pagiyci (Brett, et al., 2013).

Mpuknagom KiHeTUYHOro BigeomMeniHry € cuctema Cubepix, Wwo siBnsie co6oro Ma-
TPULIO 3 PYXOMUX KYBUKiB, Ha SIKi BigNOBIAHO A0 AMHAMIKM TXHbOIO PyXy MPOEKL-
HOETbCA 306paXKeHHs. «<EKpaHu» Ky6iB € YaCTMHOK OCHOBHOI MOBEPXHi i, KpiM TOro,
BOHU 6epyTb aKTUBHY yyacTb y hopMyBaHHi Bifeoobpasis, nepeatoTb 306paXKeHHs
B peXuMmi oHnaiiH (Raskar, et al., 1998, p.186).

3a KOpAOHOM iHTEepaKTUBHMI BieoOMeniHr MOXXEMO NMO6aUYNTU HaBITb Y FpasbHUX
po3BaxkanbHKX 3anax. HaToMicTb y CydacHOMY CLieHiYHOMY NPOCTOPi BiH BUSABNSAETb-
CA BE/IbMM MOTPIOGHMM 11 akTyanbHUM. Afl)Ke Yepes CBOO 0CO6/IMBICTb IHTEPaKTUBHOC-
Ti MOXXe HafaBaTH ifto3ito B3aEMO/IT 3 peallbHUMM aKkTopaMu Ta HaBiTb rsgadyamu.

MNMoka3oBMM MPUKIALOM € MPOEKT, AKUIA po3pobunu npauiBHuku cepicy Nokia
Ovi Maps Ta opraHisyeanu B KoeeHT-FapgeHi (M. JloHzaoH, AHrnisi) 2010 poky. Bu-
[OBULLE AIBMISIE COOOK0 MPOEKLIO pyXiB rNsfadviB, po3TalloBaHMX B MEBHIN Toul,,
3 [ofaBaHHAM BidyanbHUX edekTiB. MoyluH-rpadika 3o06parkana BisyasbHUA 6peHs
Nokia, y Tol yac ik nporpaMHe 3a6e3neyeHHs1 BUKOPUCTOBYBASO BiCTEXEHHS py-
XiB oci6 i3 BiATBOpPEHHsIM Bifeo 1 aygio. OcobnvBy ckiafHiCTb CTaHOBWA HaBira-
Lis 3a CTpinKamu, WO BMMaraso HanucaHHs anroputmy noluyky wnsaxy (Nokia Ovi
Maps, 2010).

B YKpaiHi iHTepaKTUBHUIA BigeoMeniHr ynpoBageHui y woy «Kiéep CaHTa. IHWwNi
BUMip» (2021-2022 p., KoHuepT-xon BAHI, M. KniB). 3aBAsSKu BNpoBagXKeHHO Lnd-
pPOBUX TEXHOJIOTi BUAOBMLLE CTaNo LiNCHO iHTEPaKTUBHUM, af)e OCHOBHE racio
opraHisaTopiB woy - «[nagayi — akTopw, a akTopu — rnagadi» (Kibep CaHTa. IHWMiA
BUMip, 2021). Y NaBinblOHi BUCTABKOBOIO LIEHTPY He 6yfio TpaauLUiiHUX Micub Ans
CUAiIHHS, HaTOMICTb rnsigavi MOrfiM XO4MTK abo CUAITU Ha chewlianbHUX AeKopalisx
MiXK cLUeHaMu B CynpoBofi aKTopiB.

Mpoekuis 6yna 3giiicHeHa Ha 06'eMHY pyxoMy AekopaLito, NigBilleHy Haf OCHOB-
HOO CLieHO0. Y Takuil Cnocib 306paXKeHHs1 He TiNbKuW BifirpaBano posib LeMOHCTpa-
uii rpadiyHoro matepiany, a  cnyryBaso 3aco60M CTBOPEHHS XYA0XHbOro o6pasy
BucTaBu. [aBinboH MaB OKpPyray 3amMKHeHy hopMy, WO Aano 3Mory CTBOPMTU Npo-
ekuito Bigeomeninry Ha 180 rpagycis. [lonpu AOBiNbHe pO3MilLleHHs rnsaaviB B ay-
AVTOPIT NpoEKLiiHe 306paXkeHHA YiTKO Haknajganocs nuiwe Ha 3annaHoBaHi 06'eMHi
npeameTun (Mapkepu) i He 3amiHOBano cBoel nponopuii. OTOX A0CBiA 3aCTOCYBaHHS
Takoro BuAy BijeoMeriHry BUSBUBCS YCMiLLHMM B OpraHisaLii yKkpaiHCbKOro HoBopiy-

ISSN 2616-759X (Print), CoBrupa, T, 3a6opa, B., AkoBeHKo, I, Morynsi, O. MpuHumnm opraHisadyil
ISSN 2617-1236 (Online)  KIHETUYHOrO BIAEOMENIHIY B CLUEHIYHOMY MPOCTOPI: BITHYU3HAHMA A0CBIA



Bulletin of Kyiv National University of Culture and Arts.
Series in Stage Art 2022 - 5(1) - pp.62-70

HOro MPOEKTY, XOY e /W He OTPUMaB MacOBOro BU3HAHHSA 3 GOKY KPUTWKIB, MUCTe-
LTBO3HAaBLIB i Ais4iB ecTpagHOro MUCTeLTBa.

MpoTe cnpobu BNpoBa)XeHHA KIHETUYHOIO MEMIHIY Y BiTYM3HAHIN CLEHIYHIN npak-
TULi € N1Le NOOAMHOKMMU Yepes TEXHOMONiYHY CKa4HICTb Ta BUCOKY COBiBapTiCTb
TaKol opraHisauii. A TOMy NUTaHHA NOAanbLUIOl NepCrneKTUBU BPOBaIXEHHS € Haf-
3BMYANHO aKTyasIbHUM i HEOOXiAHUM Y A3epKani MUCTELTBO3HABYOI KPUTUKM.

HaykoBa HoBM3Ha po60TM Nonsrae B TOMY, LLO B Hili ynepLue po3rfisHyTo cneuundiky
BMKOPUCTaHHSA KiHETUYHOIO BileOMeniHry B MPOLEeCi CTBOPEHHS CLIEHIYHOro BUA0BU-
Lia Ta BUSIBJIEHO TEXHOJOTiYHI 0COBNMBOCTI Nepebiry TBOPYOro npoLecy i3 3acTocy-
BaHHS L€l TeEXHONOTIT.

BucHoBku

Y pesynbTaTi NpoBefeHOro AOCNIAXEHHS Ta Ornafy HassBHUX MpakKTUK opraHisauil
KiHETUYHOrO BigeOMENiIHIy BUABIIEHO, WO 3a AOMOMOrO0 Uiel undpoBOi TEXHONONII
CTBOPIOKOTb iHTEPAKTMBHE BUAOBMULLE, B AKOMY rsiad 1 akTop MOXYTb B3aEMOZIATH
3 Bi3yasJIlbHUM KOHTEHTOM.

YctaHoBneHHst gatunka Kinect cnpusie Tomy, WO NpOoeKLiiHe 306paXKeHHST MOXe
CNpsIMOBYBATUCSA Ha PyXOMi TPUMBUMIpPHI 06’'€KTU abo XX MUTTEBO peparyBaTtucs Bif-
MOBIZHO [0 PO3TallyBaHHA LMX PyXOMMUX 06'EKTIB y npocTopi. LlumM pyxomum o6'ek-
TOM MOXe 6yTu ntoguHa. Y Takuil crnoci6é y npoueci peanisauii NpoeKLitoBaHHS
CTBOPHOETLCSA iMH03if, WO 306paXKeHHs1 MOXKe B3aEMOAIATH 3 KOPUCTYBayeM, «Migno-
pSAKOBYBATUCS» NOMO pyxaM, Lo HaJae 3HaJHi nepeBarn y CTBOPEHHI CLIEHIYHOro
nepdopmaHcy.

Y 3B'AA3KYy 3 0COGMMBICTIO KIHETUYHOI CUCTEMM pefaryBaTu TpaHCNSLiO Bif€OKOH-
TEHTY BiAMNOBIAHO A0 pO3TallyBaHHSA PyXOMUX O6'EKTIB Liel BUA, BigeoMeniHry yacTo
HasMBalOTb IHTEPAKTUBHUM. AKTOPY BXXe He MOTPIbHO AyMaTu MpO MITKU Ha CLeHiy-
HUX NiQMOCTKax, afi)Xe B OpraHisauii KiHeTMYHOro MeniHry BieonpoekLis «nignawTo-
BYETbCSI» Nif Moro pyxu. MNpoTe yepes fopory cobiBapTiCTb L€l TEXHONOTI cyYacHi
pPeXucepy BUKOPUCTOBYHOTD il He 3a4J1s1 3pyYHOCTI apTUCTIB (aKTopiB) Ha cLieHi, a ans
NnepeTBOPEHHs1 3axofdy B iHTEPaKTMBHE BMAOBULLE, B AKOMY MOXYTb Y3ATU y4acTb
rnsgadi.
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Abstract
The purpose of the study is to determine the principles of organising the kinetic video
mapping and analyse the existing national experience in creating stage performances. Under
the designated purpose, the article is designed to solve the following interrelated tasks: to
compile the basic concepts and definitions on the article’s subject; to determine the technology
of organising kinetic mapping and its potential application in theatrical and entertainment
performances; to trace and generalise the national experience of using kinetic video mapping
in the theatrical and entertainment sets. The research methodology is based on an integrated
approach and several methods. The analytical method is to consider historical, philosophical,
cultural and art literature on the subject of research; the theoretical and conceptual method is to
analyse the concept and terminology system of study and identify features of the introduction of
kinetic video mapping in the stage space; the historical method is to clarify the transformation of
the practice of implementing digital technology in the stage space, as well as the comparative-
typological method is to compare the specifics of the functioning of different types of video
mapping, including kinetic. The scientific novelty of the work is the first regard of the particulars
of the kinetic video mapping use in performance staging. Conclusions. The article shows that
kinetic video mapping creates an interactive show where the spectator and the actor can interact
with the visual content. The authors have found that the placement of the Kinect sensor allows
directing the projection of the image on moving three-dimensional objects or instantly changing
the direction according to the location of these moving objects in space. This moving object can
be a person. Thus, in projection, the illusion is created that the image can interact with the user,
“directed” by their movements, which provides significant advantages in staging the performance.
Due to the peculiarity of the kinetic system to edit the broadcast of video content according
to the location of moving objects, this type of video mapping is often called interactive. The
actor no longer needs to think about the mark on the stage because in kinetic mapping, video
projection “adjusts” to their movements. However, due to the high cost of this technology, today’s
directors use it not for the convenience of artists (actors) on stage but to turn the event into an
interactive show in which spectators can participate.
Keywords: kinetic video mapping; stage space; entertainment; digital technology; actor
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CyyacHi KynbTypHi TpaHcdopmalii nepebyBatoTb y TICHOMY B3aEMO3B'SI3KY 3 Tex-
HiYHUM NpPOrpecoMm NHACTBA.

HaykoBa npo6nema, Ha po3B’si3aHHsI IKOI cnpsiMoBaHa MoHorpadis T. |. CoBrupwm
«Ponb TeXHiKM Ta TEXHOMOTIT y MUCTELTBI», Ma€ He3anepeyHy akTyanbHICTb A/ Bi-
TUU3HAHOT rYyMaHiTapUCTUKN.

PeueHsoBaHa mMoHorpadis T. |. CoBrmpu npeseHTye TEOPETUYHE OCMUCIEHHS 3Ha-
YEHHS1 TeXHIKM N TexHonoril B opraHisauii Xy4oXHbOI TBOPYOCTI, BUBYEHHS cyvac-
HOro CTaHy KyfbTypu Ta rnepefoBOro A0CBiJYy BUKOPUCTaAHHA HOBITHIX TEXHOJOrin
Y KYNbTYPHO-MUCTELbKOMY MPOLIECI.

ABTOpKa BM3Ha4ya€ MUCTELTBO sIK BUPOBHUYY LisNbHICTb, y pesynbTaTi KOl CTBO-
PIOETLCA NEBHMIN MPOAYKT AYXOBHOrO MpU3HaYeHHs. 3 ornagy Ha ue y BCTYni MOHO-
rpadii gocnigXeHo BUXiAHY KOHLENUi0 «<MUCTELTBO K BUPOOHULTBO». Y noni 3opy
T. |. CoBrvpm onvHAOTLCSA ABi NPOTUIEXHI 3a crieuundikoro HayKOoBi Tedii — TexHoinis
Ta TexHoh06is1. NepLua NpefcTaBnse poboTH, B AKUX aKTyani3ytoTbCsA MUTaHHS TEXHO-
noriyHoro geTepmiHiaMy, Apyra — ue nepegyciMm po6oTu, CpsiMOBaHi Ha JOCHiAXeH-
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HS1 TEXHOJIOTIYHOI CUHIYNAPHOCTI B KYNbTYPHO-MUCTELbKI npakTuui. Lli po3pobku
JEeMOHCTPYHOTb 06i3HaHICTb aBTOPKM LWOAO CTaHy pPO3PO6IIEHOCTi TEMU, HAYKOBOMO
[OPO6KY CBOIX NMonepeaHuKIB; NiATBEPAXKYIOTb I'PYHTOBHICTb OnpaLtoBaHHSA HayKo-
BUX i Ny6RILMCTUYHMX OXKepen, BOMOLIHHS BignoBigHMM KaTeropiaslbHUM anapaToMm
i MeToL,0MO0rie0 HayKOBOro JOCNIAXeHHS. Lle fae 3MOry okpecnuT OCHOBHI Hanps-
MU Ta 3aBAAHHA HAayKOBOrO AOCAIIXEHHS, BUSHAUUTW LUASXM, BiANOBIAHO A0 AKMX
MOXXHa 3arMoBHUTU HasiBHWUI BaKyyM 3HaHb 3 06paHoi TEMW.

Y nepwomy posgini T. I. CoBrupa B npoueci BUBYEHHSA 1 aHanisy BU3Ha4YHUX apTe-
(hakTiB apxiTeKTypu Ta CKy/bMTYpy OOCHIAXKYE 3HAYEHHs TexHoJslorii (cnocoby BUKO-
PVCTaHHS NMeBHOI TEXHIKU) IK OCHOBHOMO YMHHWKA AOCSATHEHHS XYA0XHbOI fOCKOHa-
JTIOCTi MUCTELbKUX TBOPIB.

Y ppyromy pospfini HayKoBelb pOo3rnsifac TeXHOJNOrK0 AK YMHHUK 3apOMKEHHS
mMucTeuTBa. T. |. CoBrupa cTBepAXye, Lo 34e6iNblUoro B NOBCAKAEHHUX BUPOGHUYMX
npouecax ftoAen 3apoanncs MicHA, TaHelb, 3'ABUNCS NepLi My3nYHi IHCTPYMEHTMW.
Lli TBepaXXeHHs € 3araibHOBU3HaHUMW Ta He BUMararoTb OKpeMoro aHanisy. jocnia-
HWULS Hanonsrae, Wo pyLWwinHUMM YUHHUKAMU TaK1X KyS1bTYPOJSIOTiYHMX NPOLIECIB € ec-
TeTusalif, eTusalis Ta HaBiTb cakpanisauif. 3okpemMa, y npoLeci JOBroTpneanoro
y3BUYAEHHSA Ccnocoby 3aCTOCYBaHHS TEXHIKM MEBHi BUPOBGHMYI MpaKTUKK HabyBatoTb
B O4ax KOPWCTYBauiB CTATyCy «HaJIeXXHUX», «0o06pux» (yHacnigok etusadil), BBaXa-
FOTbCA «MPUCTONHUMU», «NIpeKpacHMMM» (yHacnigoK ecteTusalii) i HaBiTb BLUAHOBY-
IOTbCA AK WOoCh cBATe (YHACNiAOK NOCTYynoBol cakpanisadui).

Y TpeTboMy po3fisni aBTopkKa AOCNIAXYE TEXHOMONIO IK YUHHUK OpraHisauii npadi.
HaBoasuun npuknaam cnisnpadi XyA0XHUKIB, KOMNO3UTOPIB, CKY/bMTOPIB, a 1 HaATo
apxiTekTopiB. BuBuyae koonepauinHy Ta MaHydakTypHy hOpMU opraHisaLii XygoXXHbOI
TBOPYOCTI. Y CBOK Yepry KynbTypHy iHgycTpito T. |. CoBrupa BusHayae ik HanbinblLu
cknagHy dopMy opraHisadii cycninbHoi npaui. Oco6nmBoi yBarn B MoHorpadii 3acny-
rOBY€ aHasi3 Cy4aCHMX NPaKTMK 3aCTOCYBaHHA TEXHOSOFII LUTYYHOrO iHTENEKTY B Npo-
Lieci CTBOPEHHS TBOPIB MUCTELTBA, L0, Ha YMKY LOCAiAHULI, € NpUKNagom dabpuy-
HOro BMPOGHWLITBA TBOPIB AYXOBHOMO Mpu3HayeHHs. Lli pesynbTaTtu JoCnifKeHHs
[OBOAATH, WO TeXHika U TeXHOJOoris BU3HAYatoTb Croci6 HeobxigHOT Koonepadii Ta
3yMOBJIOIOTb CcneLMPiky opraHisauii Xy40XXHbOT TBOPYOCTI.

YeTBepTuii po3gin siBnsie cob60t0 KOMMMIEKCHE AOCNIAXKEHHS XaHPOBO-CTUICTMY-
HOro pi3HOMaHITTA MUCTELTBaA 3 ypaxyBaHHAM TEXHOJIOMYHOI cneumdiku opraHisa-
LT XyJOXXHbOT TBOPYOCTIi. 30KpeMa, aBTOpPKa CTBEPAXYE, L0 XYAOXHIA CTU/b Y TBOPI
€ «3aCTUINIUM» BiAGUTKOM TEXHIKM N TEXHONOTiI NOro BUrOTOBJIEHHS, BUPOBHULTBA.
BVCHOBKM, BUKafeHi B YeTBEPTOMY po3gini MoHorpadii, Hagani MOXyTb ClyryBaTm
MaTepiasioM Ans KynbTypOnoriYHUX po3BifoK i NPUHLMMIOBUX y3arasbHeHb LWoAo rne-
pebiry npoLecis XyA0XKHbOI TBOPYOCTI.

BesymoBHOIO nepeBaroto po6oTH B NPaKTUYHO-aHaNITUYHIA YacTUHI € 3anydYeHHs
LUMPOKOT axkepenbHoi 6a3un (intocTpalii KapTUH BiOMUX XYOOXHUKIB, BiJOMUX CKyJIb-
NTYPHUX Ta apXiTEKTYpHMX apTedakTiB), @ TAKOX BifHaWAeHMX apXiBHUX MaTepianis,
naTeHTiB Ha BMHaxogu. Lli 306pakeHHs AatoTb 3Mory iHhbopMaTUBHO 1 eMOLIAHO YHa-
OYHUTMN OKPEMi MONOXEHHS [OCIAXKEHHS.

3arasnbHi BUCHOBKM € CTPYKTYPOBaHWMU Ta BUCBIT/IIOIOTb YOTUPW acnekTun 3HaveH-
HA TexHoNoril B opraHisauil XygoXHbol TBOPYOCTI. Xo4a B npoLueci cydaCHUX TeHAeH-
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Ui ynpoBaaXXeHHSA TEXHONOrYHUX iIHHOBALiN Y KY/IbTYPHO-MUCTELbKI NPaKTUKN, MOX-
JIMBO, UMX acneKkTiB MOXe 6yTW 1 3HaYHO GinbLue. [poTe Lie He 3MeHLUY€e 3HaYyLLOCTi
LbOro pyKOMnucy Kpisb Npu3aMy MUCTELLbKOI Ta KYbTYPOSIOriYHOI KPUTUKN.

ABTOpLi BapTO YTOYHUTU 3aBAAHHSA JOCAIAXKEHHS, MOCUINTU HAYKOBY HOBU3HY Bifl-
noBigHO A0 HasB Migpo34inie, NOrNMGUTU BUCHOBKM, A00MPaLOBaTh HACKPisHi BU-
HOCKM, 3BEPHYTY yBary Ha pyCusmMm Ta CTUAICTUYHI MOMUIKM, IKi TPannsoTbCA B Tek-
CTi MoHorpadii. Ak 3ayBaXKeHHs [0 MPOBEAEHOr0 AOCHILXKEHHS MOXHA 3a3HAYUTK
Npo HeobXigHICTb pefakLiiHoro goonpawutoBaHHs BUKIageHoro MaTepiany.

3aranom moHorpadis T. |. CoBrupu «Ponb TEXHIKK Ta TEXHONOTIT Yy MUCTELTBI» € 3a-
BEpLUEHO HAayYKOBO-AOCAIAHULBKOK po60TOH), L0 Mae HayKOBO-NPaKTUYHE 3HaYeH-
HA A8 MUCTeUTBO3HAaBLIB i Ky/IbTYpONoriB Ta BNOBHI BiANOBiAae BUMOram, siki BUCY-
BalOTb A0 AOC/IAXEHb TaKoro Tuny.

s an open access journal and all published articles are licensed under a Creative Commons «Attribution» 4.0
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NIJACTHYHA
PEHHCYPA

Y npefacTtaBneHin MmoHorpadii akTyanbHOIO Ta LiKaBO € TeEMa PO3BUTKY KOHLenu,ii
NAacTUYHOI PeXUcypu fiK ABuLa TeaTpanbHOro MucTeuTBa. ABTOpP po3risijae oco-
6/IMBOCTi CEHCOBUX MACTUYHMX B3aEMOSI BUKOHABLS K BaXK/TMBUIA 3aci6 yTineHHs
KOHLIeNLii pexxuncepa-nocTaHOBHUKA, 3LINCHIOE aHani3 MucTeuTBa cueHorpadii sk
CKNaAoBOI MMACTUYHOI PEXMCYPU, [OCNiIAXKYE OCOBNUBOCTI BidyanbHOI NIacTUYHON
BUPA3HOCTi Ta cneundiky ii BUSIBIEHHS Y TBOPYOCTI YKPAiHCbKUX PEXUCEPIB Ha Ma-
Tepiani ApaMaTUYHUX TeaTpiB, TeaTpiB-CTYAiN, anbTepHaTUBHUX i M1aCTUYHUX TeaTpiB.

MoHorpadisi P. M. HukoHeHka € ysaranbHeHHAM 6araTopiuHuX fOCNigXeHb i TBOp-
4Yux MOLLUYKIiB Yy ranysi TeaTpanbHol pexucypu. Te, Lo aBTOp NpeAcTaBeHol Ha pe-
LileH3yBaHHSA KHWUIMM NnepebyBae BCepeiMHi NPOLECY | € MPAKTUKOM Cy4YacHOT BiTUU3HS-
HOI MNAacTUYHOT peXxxncypu, Hagae npaLi BaroMocTi, HeobXiAHOI KOHKPETUKK, CpUsie
afjeKBaTHOMY OCMMUC/IEHHIO Ta MPOMECiMHIN OUiHLi 3aranbHOI TeHAEHLIT TeaTpasib-
Horo mucteuTtBa XXI cT. MNogaHuit y MoHorpadii maTepian 36aradye ysiBleHHs1 Npo
CTPYKTYpy TeaTpasibHOI BUCTaBM Ta PO3LUMPIOE 3HAHHA NPO MOX/NBI 3B'A3KM cneLi-
aNbHWX acnekTiB CLEeHIYHOI haKTypu i3 CEHCOM Jii B LjiIoMy.
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Y nepLiomMy po3gini aBTop posrnsgae naacTUyHy pexxucypy K LinicHe siBuLLe CBi-
TOBOIO ¥ YKpalHCbKOro TeaTpasibHOro MMUCTELITBA B PETPOCMNEKTUBI Ta Ha Cy4aCHOMY
eTani. BUKOpUCTOBYIOUM KOMMNEKCHUI Niaxif i3 3aCTOCyBaHHAM 3arasibHOHayKoOBUX
MeTogiB aHanisy, P. M. HUKoHeHKO po3KpuBae 0CO6AMBOCTI FreHe3N MacTUYHOI pe-
XUCYpU B TeaTpasibHOMY MWUCTEUTBI Pi3HMX KpaiH y pi3Hi iCTOpUYHI nepioan, BUSB-
nsie 0co6NMBOCTI NMACTUYHOIO BUPAXKEHHS BUCTaB i MPOCTEXYE BHYTPILLHI 3B'A3KM
MiXX 3aco6amMu 30BHILLIHbOI BMPA3HOCTI, IKi 3aCTOCOBYIOTb PEXWUCEPU, Ta CEHCOBO-
CMUWC/IOBUM 3BYYaHHSIM CLIEHIYHOrO TBOPY. IcTopiorpadivyHmii aHania gaB 3Mory yTou-
HUTU NOHATINHO-KaTeropianbHU anapaT. YnepLue 3anponoHOBaHO aBTOPCbKe BU3Ha-
YEHHS NOHATTSA «MlaCTUYHa pexucypa» K BUA, CLLeHIYHO-TeaTpanbHOI AisNIbHOCTI, WO
nepef6ayae NepBUHHICTb Bi3yanbHO-TIIECHOMO MiAX0AY HA BCiX eTanax nocTaHOBKM
BUCTaBW Ta NOro fJIOMIHAHTHICTb y Nepefadi peXXucepcbKol AYMKN.

Y ApyroMy po3gini BUABMEHO, WO BHACMifOK KOHUenTyanisauii ocobnmBocTei
PO3BUTKY TifleCHOCTi akTopa sk (hOpPMOTBOPYOro efleMeHTa PeXMCepCbKoi MOBMU
TpaHcdopMaL,ii CoLioKyNbTYPHOrO MPOCTOpPY Ha Mexi XIX—XX cT. Ta noganbLlioro
PO3BUTKY PEXWUCEPCbKOro TeaTpy Ha PiBHi TiNeCHO-MeHTaNlbHUX 3MiH BigobpajkeHi
B CTPYKTYPHOMY, KIHETUMHOMY Ta NJaCTUYHOMY acrnekTax aKkTOPCbKOI MancTepHOCTI.
ABTOp Haronouye, Lo y CBITOBOMY COLiOKYbTYpHOMY npocTopi noyaTky XXI cT. ak-
TyallbHUM JIMLWIAETLCA TiNECHO-Bi3yaniCTUYHE OPIEHTYBaHHSA KyNbTypu Ta MUCTELITBA.
MpoBigHUMMK TeHAEeHUISMU TeaTpasibHOro NPOCTOPY € 3BEPHEHHSA A0 CEMIOTUYHOro
BUMPILLEHHSA OKPeMUX CLEH 3aAJ1s1 MOCUJIEHHS 06Pa3HO-CEHCOBOI CTPYKTYpU BUCTaBM
a60 CTBOPEHHS CLEHIYHOT MOCTaHOBKM 3aco6amMu N1acTUYHOI MalCTepHOCTI akTopa.
KOHKpeTM30BaHO 3Ha4yeHHs Ta poib MPOCTOPOBO-4aCOBUX BifHOLIEHb K BaXXJIMBUX
efleMeHTIB NNacTUYHOI pexxucypu. BusiBneHo, L0 HaNroOBHILLOK YMOBOI iCHyBaH-
HSA eCTETUYHOI peanbHOCTI NIaCTUYHOT PEXUCYPU € CTPYKTYPHA LiNiCHICTb, ika yoco-
6/1t0€ TICHMI 3B'A30K YCiX CTPYKTYPHMX €IEMEHTIB — 3ac0o6iB XyA0XHbOI BUPA3HOCTI
TeaTpasibHOro TBopY (BTiMOIOTb PEXMCEPCHKY iAeto, TPaHCHOPMYHOUM iT Ha Xy 0XHIi
o6pas). BignosigHO, NPOCTOPOBO-4aCOBI 0CO6/IMBOCTI NMO3ULiHOIOTbCA SIK BU3HAYaslb-
Hi B npoueci GopMyBaHHA XyA0XXHbOro 06pasy Ta Cnocoby Moro NobyTyBaHHS.

Y TpeTboMy po3fini AOCHifXeHHs iHAMBIAYyanbHOI MeTOAOMOrl, CTUNICTUKM Ta
npo6aeMaTuky NAaCTUYHOI peXucypn MancTpiB YKpalHCbKOI CLLEHU BUSIBAEHO, LLO
B YKpalHCbKOMY TeaTpanbHOMY MUCTeUTBI KiHUs XX — rnoyaTky XXI CT. pexucepcbki
nowwykn y cepi BidyanbHOI NIaCTUYHOT BUPA3HOCTI MPOABUAINCS MEPeSYCiM Y KOH-
TEKCTi aKTUBHOTO iHTerpyBaHHs PisHOMaHITHUX NAACTUYHNX €IeMEHTIB K JOMOBHEH-
HA Bepb6anbHOI CTPYKTYPU MOCTAaHOBKM Ta/abo ii 3aMiHM B NeBHi MOMEHTU CLeHIYHOT
Aii, BiANoBiAHO A0 aBTOPCbKOro 6a4eHHs, 3 METOI MOCUJIEHHA CEHCOBO-3MICTOBOIO
HaBaHTaXXeHHs TBopy. CniBBifHOLEHHS BUPaXXEHHA Ta 306pa)KEHHS1 B Cy4aCHOMY
YKpalHCbKOMY TeaTpasibHOMY MUCTELTBI NOPOAXYE iHHOBALiMHI nigxoanm fo oCcMUc-
NEHHS1 Ta OCBOEHHS MMACTUYHOro MUCTeuTBa. ABTOp BMSIBUB OCOGNMBOCTI TpaHC-
rpecii XyA0XHbOI 06pa3HOCTI MNIACTUYHMX AINCTB Ha YKPaIHCbKIi TeaTpasbHill CLeHi
KiHua XX — noyaTky XXI cT. Ha MaTepiani EkcnepumMeHTanbHOro TeaTpy-cTyaii (pexu-
cep B. BinbyeHko), TBOpYOT MaiicTepHi HalioHanbHOro LEeHTpy TeaTpasbHOrO MUCTe-
uTBa iMeHi Jleca Kyp6aca «TeaTp y KowuKy» (pexucep |. Bonuubka), LieHTpy cydac-
Horo mucteuTBa «AAX» B. Tpoiubkoro, KpBopisbKoro teatpy My3n4HO-NIacTUYHUX
MUCTeUTB «Akagemis pyxy» (pexwucep O. benbcbkuit). [JOCNigKeHHS CTUMTICTUYHNX
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XapaKTepUCTMK YKPaAiHCbKOro MaacTUYHOroO TeaTpy BUSIBMIO akTUBI3aLito ekcnepu-
MEHTaNbHOro MoLUyKy HOBUX LUASAXIB i GOPM BUpaxeHHs, POKycyBaHHA yBaru nocra-
HOBHMKIB Ha Nepexopfi NpoLecy CeHCOo- i POPMOTBOPEHHS Ha HOBUIA PiBEHb OCMUCIEH-
Hs1 6yTTA. P. M. HUKOHEHKO OKPeCc/MB LUMSXU Ta NepCneKTUBM PO3BUTKY BIiTYUSHSHOI
NAacTUYHOI PEXMCYPU B KOHTEKCTI rnobanbHUX i rnokanbHUX TeHAEHUIN TeaTparib-
Horo mucTteuTBa XXI cT. [loBefeHo, Lo igea rnobanbHOro CUHTE3Y, XapakTepHa ans
YKpalHCbKOT TeaTpanbHOI MPaKTUKK KiHUs XX CT., NOCnpusifa CTBOPEHHIO YHiKanbHUX
MOCTaHOBOK, B SIKMX PiBHO3HAYHUMM 3@ CWJIOKD € ApamaTtypriyHe, MOETUYHE, My3uny-
He Ta NlacTMYHe Havasno, BepbasbHi i HeBepbasibHi 3aCO06U aKTOPCbKOI BUPA3HOCTI.
YKpaiHCcbke TeaTpalibHe MUCTelTBO KiHusA 2010-x — novatky 2020-x pp. nuwaeTbcs
06'EKTOM aBTOPCbKMX EKCMEPUMEHTIB PEXMUCEPIB-NOCTAHOBHUKIB, CNPO6 NMOCUNEHHS
BMNJIMBY CEHCOBO-3MIiCTOBMX acneKkTiB BUCTaBW Ha rnsfaya, nepeTBoOpeHHs ii Ha cou-
aNnbHO 3Hauylle iBULLE 3aBAAKN BUKOPUCTAHHIO MPUHUMMIB MIACTUYHOI PEXMCYPU.
MoHorpadis € HOBaTOPCbKOO, 3aMOBHIOE CYTTEBY NlaKyHY B TeaTPO3HABYOMY 3HaH-
Hi, BBOAWUTb 40 HAayKOBOro 06iry MasioBigoMi gxxepena i, Ha Hawy AYMKY, € BaroMum
BHECKOM Y 3arajibHe OCMUCIIEHHS! CY4aCHOro CLiEHIYHOro MucteLTBa. Po3pobneHi aB-
TOPOM MeToA AOCAIIXKEHHSA MAacTUYHOI TeaTpanbHOI PEXMCYPU Ta CUCTEMHA METO-
JonoriyHa cTpaTeris 6e3yMOBHO 6yAyTb NOTPiI6GHI B MpoLLeci pPO3BUTKY TEOPETUYHOIO
[AVCKYPCY Cy4aCHOro TeaTpanbHOro MucteLTBa YKpaiHu, a BUSIB/IEHI XapaKTEPUCTUKMY,
NPUHLUUNN Ta METOAM — y NpoLieci NPOodeCiHOI NiArOTOBKKN aKkTopa 1 pexxmcepa Teatpy.
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