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SA’AD AL-FARAJ SDRAMA
INTHE CONTEXT OF THEATRICAL AFFAIRS DEVELOPMENT
IN KUWAIT IN THE SECOND HALF OF THE TWENTIETH CENTURY

The purpose of the article is to study the activities of theaters in Kuwait in general and
the interpretation of their contemporary Arabic drama on their scenes in particular against the
backdrop of political eventsin the Middle East in the second half of the twentieth century. The
author focuses on the creative work of Sa'ada al-Fargj, a famous actor, theatrical figure,
playwright, and public figure in Kuwait. The researcher focuses on political circumstances
that have brought about the actualization of individual topics that affect Sa ad al-Fargj’ s plays,
analyzes how the confrontation between Israel and the Arab world, the policies of Egyptian
President Gamal Abdel Nasser influenced the speculations of the creative intelligentsia of
Kuwait. Essentia for the author of the article is the problem of political censorship in modern
Kuwait, which caused the short-lived scenic life of a number of plays Saad al-Fargj. Much of
the intelligence is devoted to the peculiarities of poetry in drama Sad al-Farg. In the time of
his creative establishment, the artist was under the significant influence of European
innovative movements in the twentieth century, and this greatly influenced the artistic image
of histexts. In the center of the researcher’s attention is a play by Sa' ad al-Farg) «Tradition is
another nature», which clearly show the receptions of the epic theater Bertolt Brecht. The
methodology of the research is to apply political science in order to expedite the full
disclosure of the public context in the activities of Kuwait theaters and the works of
playwright Sa’ad a-Fargj. Introducing the work of the Kuwaiti playwright in the world
context, the author relies on system-structural and comparative methods. Essential in
considering a particular dramatic work was the use of theatrical-critical analysis. The novelty
of thework. For the first time, comprehensively and using political methodology and drawing
on an art-study analysis, the activities of theatersin Kuwait in the second half of the twentieth
century have been explored. The scientific circle introduces important information about the
creative work of Saad al-Fargj, which is carried out an art-study anaysis of his play
«Tradition is another nature». Conclusions. Summarizing the above mentioned in Kuwait, all
the major theatres were under the supervision of the governmental censor, which, according to
al-Fargj, found it desirable to use the theatre only to disseminate culture ‘by presenting
random and irrelevant examples from the repertoire of world theatre'.

Key words: arabic drama; muslim worlds; Kuwaiti independence; political
circumstances.
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Relevance of research topic. The name of the Kuwaiti dramatist Saad al-Fargj is
virtually unknown to Western readers and theatregoers despite his reputation among
his own people; none of his works has been tranglated into English. It must also be
admitted that even in the Arab world a-Fargj’ s fame rests not so much on his plays as
on his well-documented acting carrier and struggle with censorship.! This
contradiction is attributable to two factors: as the scholar Ali al Souleman points out,?
theatre in the Arab world and elsewhere has lost its dominance as an art form as film,
television and computers have gained in status; and surprisingly little attention is
devoted to theatre studies by Arab academics. Thus al-Fargj the dramatist has been
eclipsed by al-Fargj the celebrity. Given this situation, it is not surprising that al-
Farg)’s fame has not spread beyond the Arab world. Moreover, it is not only Arabic
drama that has failed to penetrate the West; even though the complex poalitics of the
Middle East have become a matter of universal concern after the events of
11 September 2001, the literature of the Arabs has received scant attention outside the
Arab and Musdlim worlds — the two great exceptions being the collection of tales
known as the Thousand and One Nights, and the Holy Quran, Islam’s sacred text and
the Arabs’ cultural yardstick. As M. M. Badawi has noted, this neglect is particularly
true of modern practitioners. ‘ Despite the fact that the Nobel Prize for literature was
awarded to the Egyptian novelist Naguib Mahfouz in 1988, modern Arabic literature
is hardly known outside a narrow circle of academic specialists’ .2

The Arabic word for literature is adab (literally, manners) and more or less covers
the field denoted by the European term ‘belles-letters’, though including biography
and travel writing. Modern Arabic literature to have began with Napoleon’'s invasion
of Egypt in 1798, which disrupted «the inward-looking and exhausted complacency
into which Arab culture had fallen during the decline of the Ottoman Empire»,* and
which paved the way for future developments. Although much is known about early
and medieval Arabic literature there is a surprising dearth of information about the
pre-modern period (thirteenth to eighteenth century) which makes it difficult to assess
the nature of the changes which took place in the nineteenth. The period between the
end of the Middle Ages and 1800, which produced hardly any Arabic literature of
distinction, is known as the Asr al-Inhitat (The Age of Depression)® Neverthelessit is
clear the modernisation was marked by both the encounter with the West and by
a revival of the heritage of the past, and that drama was particularly slow to
develop.’The two aspects of modernisation can be seen in the work of most Arab
dramatists and are present, in varying degrees, in GCC playwright’s plays.

1 Saad al-Farg was a Kuwaiti actor and playwright who, along with his contemporary Abdul Hussain
Abdul Rida dominated the Kuwaiti stage of the mid-20th century. He also wrote 21 plays throughout his
career. Latein his career, he had considerable success in television roles.

2 See Ali d Souleman, From Saging the World to Saging the Self: Sa’dall ah Wann us and the Question
of Theatre, Ph.D. thesis (Oxford University, 2005), p.11.

3 M. M. Badawi, A Short History of Modern Arabic Literature (New York: Oxford University Press,
1993), p. preface.

4 M. M. Badawi, A Short History of Modern Arabic Literature (New York: Oxford University Press,
1993), p.1.

5 Trevor Mostyn, Censorship on Islamic Societies (London: Sagi Books, 2002), p.76.

6 Roger Allen, An Introduction To Arabic Literature (United Kingdom: Cambridge University Press,
2000), p.3
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Analysis of the previous resear ches and publications. This problem has drawn
much attention in books to understand Arabic literature and modern Arabic dramain
particular, by presenting the career of Saad al-Farg] as a dramatist and analysing his
most important work, i. e. Hatha Sefon—Custom is Another Nature (1987). Saad al-
Faraj. Fintas is a tranquil village in the South of Kuwait province, situated on
a plateau with a commanding view of the Arabian Gulf coast. It was here that al-Fargj
was born on 11 January 1938; al-Farg’s generation was the first to be able to benefit
from the new educational opportunities and his parents encouraged his studies.
Although al-Fargj’ s parents were by no means destitute, it should be remembered that
they, and all the other peasants in Fintas and beyond, were living under an inherited
semi-feudal system which the British Empire had done nothing to reform.

The purpose of the article is to study the activities of theaters in Kuwait in
general and the interpretation of their contemporary Arabic drama on their scenes in
particular against the backdrop of political events in the Middle East in the second
half of the twentieth century.

The excesses of the feudal l1andlords who were recorded in living memory, and al-
Fargj’s grandfathers would apparently tell him tales of the cruelty of life.” The lords
of Fintas owned over 10 square kilometres of land and had ruled the district for more
than two hundred years. It seems that al-Farg) himself never witnessed any such
incidents, but his elders’ bitter stories seem to have made an indelible impression on
him.2 The power of the feudal dynasties would not be broken until 1961, the first year
of the independence of Kuwait, which marked the first real attempt at land reform in
Kuwait. al-Farg certainly did witness how hard the life of the peasants could be, and
he also witnessed the ways in which they aleviated the harshness of their existence.
One of these was the evening meeting, at which the farmers would enact impromptu
dramas full of black humour and striking characters, which commented on the
difficulties of their lives and their daily concerns.

Thus Al-Farg’s childhood was spent not only in academic study but, perhaps
more importantly, in the study of his own people. He later spoke of the purity of the
peasants’ community, far removed from the contamination of modern civilisation and
its materiaistic complexities: ‘The distinctive thing is how those people lived,
helping each other in the face of life's hardships. The richest people were the poorest
because of the extent of the support and charity they offered. The rich would give the
poor families crops from their fields. So there was a spirit of love and solidarity
among them’ .°His primary school teacher recalled that even as a boy Al-Fara) was
concerned with the plight of the people of his village. He remarked that he was
‘a serious nationalist and brighter than the other children of his age’.’® As well as
attending the evening meetings, Al-Farg) and his young friends would sit among his
elders as they discussed their affairs, and he also began to acquire a little knowledge
of his heritage. Guests of his parents would tell the children stories, sometimes from
the folk tradition; religious men would discourse on the Quran; and there might be
readings from the Al-Zeir Abu layla amuhalhil Adi ibn Rabia, the pre-Islamic epic

7 Unpublished interview with the Kuwaiti playwright Saad al-Fargj in 11-5-2016
8 1bid.
% 1bid.
101bid.
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of heroism and valiant deeds. These early experiences were to bear fruit in his work,
particularly in his incorporation of folk elements into the plays of his middle period.
However, once he had distanced himself from his home village and experienced life
in London (1969-1970) and Los Angeles (1972-1974),™ his attitudes to the world of
the commoners and lower class became problematic. In 1969, having gained his
Baccalaureate, he decided to pursue his studies in the virtual capital of Europe.
Al-Farg chose to study in London, but as yet he had his own intention of becoming
adramatist; he travelled to England capital and took up a scholarship in media.

It was during his stay in England, however, that he became increasingly interested
in serious theatre, devouring works by European and American playwrights,
including the Existentialists and practitioners of the ‘ Theatre of the Absurd’; he was
also drawn to read critical literature on the theatre. It was at this time that Al-Fargj
became a reader of Al-Adab, the most influential Arab literary journal, which
tranglated and published works by Camus and Sartre. In the late 1960s, the magazine
had a great impact on Al-Farg’ approach to theatre, and the influence of modern
theatre is apparent in some of his early plays.*lt should also be noted that, however,
the case of Al-Fargj and other Arab ‘Twentieth-century playwrights' is a complex
one, and athough Al-Fargj was influenced by Twentieth-century theatre and that his
work contains Expressionist and Symbolist elements. . The Syrian critic and novelist
Nadim Mualla (1948-2014), who spent most of his adult life in Syria, remarked, is
surely right to adopt a simpler view of these works: ‘ Though often said to have been
influenced by Twentieth-century theatre, his works are focussed on the «social
condition» of the individual, rather than the issues of the ‘self’ that mark modern
literature’ .3

After gaining his degree in 1974, Al-Fargi moved to Kuwait, where he served in
the Ministry of information and became head of the drama division of Kuwait TV. He
had begun while a student in London and L os Angeles to write plays somewhat on the
model of Berthold Brecht’s ‘ political theatre’, and he continued to do so in Kuwait. In
his homeland, al-Faragj pursued his study of theatre, broadening his reading and
acquainting himself with various schools.*Of particular interest is his interview with
Kuwait TV, He was asked to advise Arab dramatists on creating an Arab theatre in
the absence of a strong indigenous modern tradition, al-Fargj, replied that the attack
on the abuse of authority could be based on the implied criticism of the class conflict
system found in the folkloric tradition. He suggested it would be a mistake to attempt
to create theatre on the Arab models, which were inflexible and stifled spontaneity.
Kuwaiti dramatists should therefore seek to make a fresh start, inspired by a modern
collective enthusiasm.*®

Years of study was to bear fruit in the following years; but Al-Farg’s theatre
were suddenly and rudely interrupted by the catastrophe of the Six-Day War of June
1967, and the Ramadan War of October 1973. The two wars were for him, as for most
Arabs, a profound shock. It was ‘a turning point in every respect, a disaster that

1 Saad al-Fargj studied mediain London, and theatre studiesin Los Angeles.

12 See al-Fargj’ s play, Kuwait in 2000.

13 Unpublished interview with the Syrian critic Dr. Nadim Mua aain 12-4-2013.
14 Unpublished interview with the Kuwaiti playwright Saad al-Fargj in 11-5-2016
15 bid.
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destroyed established ways of thinking, especially ideas about the theatre. The wars
had a clear impact on the public in general, and on educated men in particular, as to
their beliefs, behaviour and thinking [...] only when the storm subsided was reason
able to contemplate the disaster’ .'® As for al-Fargj himself, the memory of the shock
was still vivid even as he approached his declining years. In an interview made by his
friend and collaborator Ali al-’ Awadi, he recalled:

My ideology is Nasserist. When Nasser acknowledged the 1967 defeat and we
knew for certain it was true, | felt that this was the end. Everything connecting me to
life, to being itself, had collapsed.’’

Highlighting the topically of the research. There is a great importance of the
fact that the catastrophes of the late sixties marked a turning-point in Al-Farg’s life
and work, and led to the writing of Hat al-Tair Tar al-Tair (1971), which as well as
being written expressly for the stage by his comrade Abdul Amir a-Turki and al-
Farg) as the leading character, was the first overtly ‘political’ play about class
conflict, and the first notable success, to be vetoed while performing. It will be useful
here to provide a brief account of the developments that had led to the defeat.
As a child Al-Fargj had imbibed tales of colonial misrule and the cruelty of feudal
landlords in Arab World, as a young adults a-Turki and al-Farg] had witnessed the
founding and dissolution of the UAR, and like all Arabs they were dismayed by the
continuing existence and growing strength of Isragl. It seems right, therefore, to give
some account of the world he had grown up in.

The main material presentation. The last two major attempts of Britain and
France, the two former colonial powers, to reassert their position in Arab countries
were the Suez crisis of 1956 and the Algerian war (the ‘War of a Million Martyrs') of
1954-62. British withdrawal from Palestine had led to the creation of the State of
Israel, a mgjor defeat for the Arabs. Arab societies were in the process of rapid
change, and the dominant idea of the 1940s and 1950s was that of a nationalism not
of individual countries but of the Arab peoples as a whole. This idea was embodied
for atimein the personality of Nasser, the ruler of Egypt, whose major achievements,
such as the nationalisation of the Suez Canal in 1956 and the establishment of the
United Arab Republic between Egypt and Syria (1958-61), were seen as triumphs in
the Arab world and led to significant changes in local and international
alignments.*®®The defeat of Egypt, Syria and Jordan at the hands of Israel in 1967,
however, halted the advance of Arab nationalism and opened a period of disunity and
increasing dependency on one or another of the superpowers, with the USA in the
ascendant.*®

16 Al-Tahir Ahmid, The War of June 1967, Issue 30 (Cairo: Al-Ahram Centre for Trandation and
Publishing, 1997), p.88.

7 Ali Husan al-Awadi, ‘Interview with Saad a-Farg’, al-Taleea News Paper, 8-7-2015,
http://altaleea.com/?p=13344seen on 10/10/2017.

18 Roger Allen, An Introduction to Arabic Literature (United Kingdom: Cambridge University Press,
2000), p.49.

19 Albert Hourani, A History of the Arab Peoples (London: Faber and Faber, 2002), p.351.
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Al-Fargj placed a high value on Arab unity, and like many Arabs in general and
Kuwaitis in particular, he welcomed the establishment of any Arab unity. Yet,
Nasser’'s attempt to rule UAR antagonised the Arabs, however, and the UAR was
dissolved in 1961 after a military coup. Al-Farg] detested the Arab authoritarian
regimes and all its successors without exception. He attacked the Arab dictatorships
in play after play, sometimes managing to avoid the censors. He appears never to
have been in persona danger for a variety of reasons, but a number of his plays with
a-Turki were banned, mostly because of their political stance. The real beneficiary of
the triumph of nationalism, however, was not the Arab peoples, but the state — those
who controlled the government and those in the military and civil service through
whom its power was exercised. The most spectacular example of state intervention,
however, was given not by industry but by reform of the system of landownership.
This had the greatest political and social importance, because most of the population
of the Arab countries sill lived in the countryside and also because amost
everywhere the large landowners formed the most powerful class, possessing the
most influence over the government and the most capital. As for oil, Al-Fargj was
always concerned that oil wealth was not used to benefit the people or as a weapon
against the Arab nation’s enemies. His attitude to the oil-rich state is expressed
(somewhat obscurely, it must be admitted) in the extraordinary imagery of the central
scenes of Kuwait Sanat 2000 (1965) and Madarib Bani Naft (1990) where the male
characters grow a corrupted mentality. Everywhere cities grew, especially Hawally
and Nugra in Kuwait, which was swollen by Palestinian refugees (from 30,000 in
1948 to 250,000 in 1960). Many other Palestinians ended up in camps or slums
elsewhere in Jordan, and in Syria and in Lebanon. The camps on the outskirts of
Beirut, Damascus and Amman became virtual quarters of those cities.

In most Arab cities there was a great gulf between rich and poor, particularly the
destitute people who migrated from the countryside in search of a meagre living. The
plight of such people is dramatized for example through the character of Khaddour in
Saad Allah Wannous (1941-1996) masterpiece The Tragedy of the Poor Sdller of
Molasses (1964). This gap became wider than ever, giving rise to popular movements
and mass demonstrations in which students and workers figured prominently. ‘With
the failure of the social democratic experiment the populace looked for salvation
either to the extreme Right (Muslim Brotherhood) or the extreme Left (Marxism)’ .
Islam remained a powerful force, and there were modernist attempts to reform the
faith that were influential among the educated elite and reflected the discontent many
Arabs felt with themselves and their world. Perhaps the writer ‘who best expressed
the problems and hopes of his generation’ %> was Taha Hussein (1889-1973), a blind
scholar, historian, novelist and critic, who was committed to the cause of social
justice. Hussein is unquestionably one of the most significant intellectual and moral
figures of the twentieth century in the Arab world, and was a great influence on al-

2 |pid., p.386.

21 M. M. Badawi, A Short History of Modern Arabic Literature (New York: Oxford University Press,
1993), p.15.

22 Albert Hourani, A History of the Arab Peoples (London: Faber and Faber, 2002), p.341.
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Fargj in hislater years.” With the rise of the ISlamistsin the Middle East, Hussein has
become the object of attack by conservative religious thinkers.®* Al-Fargj himself,
was a committed secularist, who never refrained from attacking Islamist themselves,
reserving his scorn for narrow-minded or power-hungry clerics, who appear in
abundance in his dramatic work and are heavily criticised in hiswritings.

Leftist politics took two main forms: on the one hand, the al-Qawmien al-Arab
(Arab Nationalists) Movement, which had been founded in Lebanon, and which in the
mid-1950s amalgamated with a more explicitly sociaist party, and, on the other,
Nasserism in Egypt. al-Qawmien al-Arab was at first an ideological force only,
pursuing intellectual debates about the national identity of the Kuwaitis and their
relations with other Arabic-speaking communities; by mid-sixties the movement was
amost in full control of Kuwaiti Parliament. Ideologicaly, it was committed to
socialism and secularism, but initially not Marxism. Its Arab nationalist approach
meant an uncompromising hostility to Western imperialism in general, and Isradl in
particular, as the movement took a lead in the formation of anti-Zionist doctrine.?®
The movement path was on support of the Soviet model, with an emphasis on official
ideology and a growing personality cult centred on the leader, whose power was
consolidated by the orchestration of praise from the official media.®

Al-Fargj, as we have noted, detested the Arab one-party states, and its leadership
and attacked it vigorously if not always directly in plays such as Member of
Parliament (1985), It's Time (1984), and Home Protector (1985). Al-Farg’s
criticism, of course, was not limited to the Arab regimes but was directed at all
dictatorships. The state’s orchestration of the media is satirised in Home Protector,
while the sacrosanct person of the ruler is ridiculed in The Minister’s Wife (1979).
Nasserism essentially appealed to Arab nationalism and unity. It was aform of ‘Arab
socialism’ whose top-down initiatives involved the public ownership of key sectors
including banks and the encouragement of equality of opportunity. Although accused
by the Muslim Brothers of implementing secular polices with a veneer of Islam, and
by Marxists of an ‘unscientific' analysis of social relations, Nasserism had a great
influence on the morale of Arabs outside Egypt, partly through the skilful use of press
and radio; ‘ The Voice of the Arabs’ was by far the most influential in the Arab world.
Until 1967, public lifein the Arab countries continued to be dominated by this idea of
a sociaist, neutralist form of Arab nationalism with Nasser as its leader and symbol.
There were ominous signs, however, that Nasserism’s claims and pretensions could
not be sustain Nasser’s leadership had been called into question by the failure of the
UAR, and there were clear limits to the common interests of the Arab states.

23 Al-Fargj had read Hussein as a schoolboy, but it was not until much later that he came to fully
appreciate the Egyptian thinker’s work. Unpublished interview with the Kuwaiti playwright Saad al-
Fargj in 11-5-2016

2 John L. Esposito, The Oxford Encyclopaedia of the Modern Islamic World (New York: Oxford
University Press, 1995) p.148.

% See Yezid Sayigh Reconstructing the Paradox: The Arab Nationalist Movement, Armed Struggle, and
Palestine, 1951-1966 Middle East Journal Val. 45, No. 4 (Autumn, 1991), pp.608-629.

26 Roger Owen, State Power and Palitics in the Making of the Modern Middle East (L ondon: Routledge,
1992), p.265.
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Other developments disturbed al-Fargj: the Arab unity evident in the support
given to Egypt and Syria collapsed almost immediately and the Arab states grew
militarily weaker and became disunited, particularly with regard to the Arab-lsragli
problem. The gap between rich and poor was growing, and increasing oil wealth led
to dependence on external investment. The power and influence of the USA in the
region increased, and the infitah opened Arab economies to the West, led to
a consumer boom and encouraged the rapid development of the private sector.’
Al-Farg) later satirised these developments in his late play On Haman, O Pharaoh
(1978). Al-Faraj became depressed, and Custom is Another Nature is a work born of
despair. Before Al-Fargj completed the play, President Sadat of Egypt visited
Menachem Begin in Israel with a view to opening direct negotiations for peace. The
betrayal was too much for Arab World. After this crisis, Al-Farg seems to have
decided that, for the foreseeable future, he would have to abandon his calling as
a dramatist. His career as a dramatist seemed to be over, and he withdrew into
a silence that was to last for more than half a decade. The mood in Arab World was
further darkened by the shock of the Isragli invasion of Lebanon and seizure of Beirut
in 1982, events which were to give rise to Member of Parliament. His silence
throughout the mid-80s was part of a process of re-reading and contemplating history
and of coming to terms with the defeats he and his generation of dramatists had
suffered.®

As the decade progressed, al-Fargj began to entertain the hope that he might find
it possible to return to drama, as he reflected on what he had achieved and failed to
achieve. It was necessary to revise his opinions, to reconsider his earlier responses to
events and to discard his broken dreams. When he returned to writing drama he
attempted — without abandoning history or politics — to free himself from his earlier
illusions and turned away from larger political questions to deal with persona
courage, integrity and responsibility. For the first time he gave himself a relative
freedom to liberate himself from the duty to write only about issues of national or
international importance. He turned instead to creating a theatre that explored more
intimately the relationship between the individual and society. Abandoning the grand
narrative of modernisation and focusing on the personal and private, Al-fargj brought
the individual character to centre stage.? Though still an Arab Nationalist, he came to
see that his consciously held programme of writing in the service of a political
reforms that had proved a vain dream had constrained his potential as a dramatist.
Moreover, the focus on collective action had made him neglect the struggles and
sufferings of individuals, which he had considered unworthy of serious attention.

In the last phase of his writing career he produced one play, that was stopped at
the seventh night by censorship. Custom is Another Nature focuses on socio-political
corruption. This play isatransitional work, looking back in some respects to the plays
of the 1960s and 1970s, and forward in others to the plays of the mid-1980s. The
prospect of growing old impelled him to create awork that challenged convention and
taboos in ways unprecedented in his writing. In the play, al-Farg discovered and gave

27Albert Hourani, A History of the Arab Peoples (London: Faber and Faber, 2002), pp.422-3, 426, 436.
28 Unpublished interview with the Kuwaiti critic Dr. Khalid Ramadan in 12-4-2015.
2 |bid.
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expression to an extraordinary freedom from constraints, in which the treatment of
clergymen credibility remains profoundly shocking to many Arabs, even today
performances are heavily censored.

Al-Farg’ s experiments with form were no less adventurous: in Custom is Another
Naturehe employs a complex structure of intersecting voices and narratives, creating
apolyphony of different discourses.®* The play is based on the suffering of Kuwait on
the hands of Islamic forces in the 50's era, using this event to comment on the
Islamist growing power in the 80’s. It is critical of the extremist scholars, and offers
qualified praise to the moderate clerics, who fought and died as martyrs.

The contradictions in the characters and the tensions in their motivations are the
substance of the drama and are intended to prompt critical thought in the audience,
which is presented with the argument that individuals take no less responsibility in the
making of history than nations and governments.>'Custom is Another Nature themes
are very varied, ranging from savage satire on global capital and the consumer culture
to meditations on family history, memory and the relativity of truth. The Kuwaiti
critic and playwright Khalid Ramadan (1950 — ), who spent most of his adult life in
Kuwaiti theatres, notes, this work is politicaly and humanly richer and more
significant than anything he had written before.® Anti-corruption is a constant theme
in this play. In this work Al-Fargj, eschewing all religious or philosophical comfort,
confronts his own disappointment in its naked reality.

Censorship plagued the dramatists since the 1960s, and continuous to restrict
freedom of expression; indeed, modern Arabic and Arabian Peninsula drama cannot
be understood without an understanding of the power of the censor. In the early part
of GCC playwrights career censorship was imposed by governments for political
rather than religious reasons, but, as Mostyn notes, «Throughout the Arab world the
secular nationalism and Marxism of the 1960s and 70s have given way to Islamic
fundamentalism».®® This force has had a powerful impact on every aspect of life in
the Arab world, drama included. Mostyn further remarks that the 1980s and 90s
witnessed a dramatic growth in the influence of political 1slam, which has at times
become the equivalent of a shadow government, or even the actual government, asin
Arab world.* In the later part of their career GCC playwrights became deeply
concerned by this trend, seeing it as inimical to their most cherished principles. Their
championing of the thought of secularists such as Taha Hussein should be understood
in this context. They were right to be concerned: even today their works are
unavailable in so many GCC countries, some cannot be performed without cuts.
Nevertheless, political censorship continued.®

According to al-Fargj, Custom is Another Nature, came at a time, when drama
was predominantly a «..mouthpiece [of the peopl€]».*® The extraordinary challenge

30 Unpublished interview with the Syrian critic Dr. Nadim Mua alain 12-4-2013.

31 Unpublished interview with the Kuwaiti critic Dr. Khalid Ramadan in 22-4-2015.

32 1bid.

33 Trevor Mostyn, Censorship on Islamic Societies (London: Saqgi Books, 2002), p.125.

% 1bid., p.126.

35 See Trevor Mostyn, Censorship on Islamic Societies (London: Sagi Books, 2002), p.40.

% From an interview conducted by al-Hurra TV channel. Seen on 6 June 2017.
https://www.youtube.com/watch?v=gHnzL 06DV mM.
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posed by the play and the debate it immediately engendered alarmed the government.
In late 1987, after a few performances the authorities not only banned the play, but
the Ministry of information also withdrew the script from sale, thus preventing its
printing as well as any further performances. They saw the play as an outrageous
instigation, and were not persuaded to reconsider even when he was awarded a prize
for committed drama by the Kuwaiti people.

Custom is Another Nature was never reprinted even for academic usage, and
never produced ever since, «to avoid censorship».3” According to a newspaper report,
«The play was very well received in Kuwait [back then], and was shown there for
a number of nights».*® In Kuwait, this success caught the attention of a number of
critics and directors, who requested that the censor lift the ban and permit the play to
be performed at The Second Festival of Theatre Arts, to be held the same year.* The
authority concerned had already decided to lift the ban on similar works, but quickly
went back on its decision after few a days without giving any reason or justification;
Khalid Ramadan has commented that «the censors decisions were often capricious
and difficult to fathom».*® Mostyn notes that the Arab governments censors had wide-
ranging powers granted them by the 1963 State of Emergency Law; these included
censorship of «all means of communication, propaganda and publicity before issue;
also their seizure, confiscation and suspicion and the closure of the places in which
they are printed».** So Custom is Another Nature and many other similar plays, were
aproblematic case for the authorities from its earliest days.

In Custom is Another Nature to al-Faraj makes it clear that in order to maintain
their power, the regimes must tighten their grip on every significant kind of culture,
including theatre, and ensure that their propaganda is disseminated as widely as
possible. To do this, they made use of theatrical censorship both directly, by banning
plays, as the Syrian Ministry of Culture did — for example — with Evening Party, by
Saad Allah Wannous in 1968, and indirectly by encouraging productions such as
those presented by the Egyptian National Theatre. Sometimes Arab regimes took
more extreme measures than those applied to al-Faraj. We have noted that the Syrian
poet Ali Ahmid Said (1903- ) aso know by the pen name Adonis or Adunis, was
imprisoned in 1956; and in Irag, and in Egypt, for instance, a playwright, an actor, or
even asinger might be persecuted by the security authorities though the fabrication of
false evidence and jailed.*? The Egyptian secret police used this tactic against
playwrights and intellectuals opposing Nasser’s rule (1954-1970), on the ground that
they were guilty of undermining the 1952 July revolution which had overthrown King
Faroug. The eminent journalist Mustafa Amin (1914-1997) was imprisoned in the
mid-1960 and tortured by Nasser’s jailersfor his opposition to the regime. The charge
was that he had been spying for the USA. He was released by President Sadat in
1974. Whether direct or indirect, the effect of censorship was to create the anger and
grief reflected in Arab's and GCC theatre, and to cause people to reject the state’s

7 1bid.

38Unpublished interview with the Egyptian critic Mohamad Hassan 20/1/2010.

39 See Al-sharq al-Awsat Newspaper, 27 June 2003, p.31.

40 Unpublished interview with the Egyptian critic Mohamad Hassan 20/1/2010.

4L Trevor Mostyn, Censorship on Islamic Societies (London: Sagi Books, 2002), p.159.

42 See Trevor Mostyn, Censorship on Islamic Societies (London: Sagi Books, 2002), p.32.
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‘ready-made’ awareness and the dominance of the single view in those countries
where the ‘tongues of millions of people are cut off’.

a-Farg had prepared his actors for the performances of the 6™ night, and the dress
rehearsal took place a couple of days before the first nights, when the Ministry of
Information officials arrived. According to a-Farg), «In 1987, the rehearsals were going
very well. Some officias came, and when we had finished, they said to us ‘This play is
ingppropriate’ and told him he would not be alowed to continue presenting it the
following evenings. They haven’'t summoned him later on for any interrogations athough
they treated him gently. [...] | think the play was banned because of its similarities with
the socio-political situation [in the region] back then. a-Farg was cultured man, and so
his plays usualy contain a shrewd and perceptive reading of the political situation».*®
Curioudy, censors had dready after Kuwait liberation in 1991, removed the ban on
Custom is Ancther Nature; according to d-Fargj, no performances were given ever since.
Kuwaiti critic Khaid Ramadan commented, «Censorship in Arab World is unpredictable.
You can't say for sure why they released this play and banned that one!»** However, it is
probable that censors considered these plays banned before 1990 were directed againgt
the old issues and thus could be released for performance, while those written after 1991
could be interpreted as aluding to current situation and therefore should be banned.*® But
even after 1991 a-Farg did not present Custom is Another Naturein Kuwait. We do not
know why, but it is possible that what the critic Nadim Mua ala had called the «great
achievement»™ of the 1991 war againgt Iraq created a political atmosphere in Kuwait and
other GCC countries that made it ‘inappropriate’ to attack the local affairs. Moreover, the
public’s reaction would not have been sympathetic; those leaders had, after al, won what
the overwhelming majority of GCC peoples considered a historical victory. In any event,
as Mud da comments, the 1991 war restored GCC sdlf-confidence, «which [had been]
lost after the catastrophe od 1990».*” Whether or not this was an important factor in
a-Farg 4;hinki ng, apart from the 1987 production the play remained unperformed in
Kuwait.

The censorship is a universal phenomenon, and in this sense al-Fargj is right to
claim that the play applies to al class societies. It is not necessarily true, however,
that al class societies must rely on ever more terror and repression. Bourgeois
democracies have other means of ensuring stability and compliance. Boal remarks in
this connection:

[...] the ruling classes pretend kindness and become reformist [...] in the belief
that a social being will be less revolutionary to the extent that he is less hungry. And
this mechanism works. It is not for any other reason that the working classes in
capitalist countries show so little revolutionary spirit, and rather prove to be

4 Ali Husain a-Awadi, ‘Interview with Saad al-Farg’, al-Taleea News Paper, 8-7-2015,
http://altal eea.com/?p=13344 seen on 10/10/2017.

4 Unpublished interview with the Syrian critic Dr. Nadim Mua alain 12-4-2013.

4 See same idea at Trevor Mostyn, Censorship on Islamic Societies (London: Sagi Books, 2002), p.84.

46 Unpublished interview with the Syrian critic Dr. Nadim Mua alain 12-4-2013.

47 1bid.

48 The performance was never recorded and no copy placed in the archives of the Kuwaiti Television. It
is not generally available and cannot be obtained even by applying to the authorities
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reactionary, like the majority of the proletariat in the United States. They are socid
beings with refrigerators, cars and houses[...].*

As in a-Farg case, in 1992 the Syrian left-wing playwright Wannous was
interviewed by the American journalist Judith Miller. He told her that Syrian officias
tolerated some of his more critical work because it enabled them to show the West
that Syrians enjoyed freedom of expression. «<My very existence is propaganda»,*® he
explained. He pointed out that the Syrian censors had banned his prominent play, The
Rape, and that al-Thawra and Al-Baath newspapers had been barred from publishing
his name; like Israel, he was «an abstraction». The regime's displeasure had been
aroused by the play’s final scene, in which Wannous bring himself to create
a sympathetic Jew who believed in Isragl’ sright to exist.

Al-Fargj began to write Custom is Another Nature at the last days of Iran-Iraq
War in 1987; Kuwait initially stayed neutral and also tried mediating between Iran
and Irag, yet in 1987, Kuwait (whose tankers were being attacked by the Iranians)
asked the US to intervene. Al-Farg evidently concluded that the situation required
that those who had the courage and determination should speak out against the
communities that had failed internally and internationally. Like his prophetic
character in his earlier play Kuwait in 2000, al-Farg] did not shrink from speaking
what he believed to be the truth about the troubled reality in Arab world, and its
causes, but to do so in a new way. Custom is Another Nature deals with that bitter
reality in away that was unprecedented in the theatre of Kuwait; Al-Fargj’s method is
now one of direct attack and loud denunciation of the totalitarian regimes,
condemning their dictatorial methods and monopoly of power.

The catastrophic impact of the of Iran-Iraq War caused a-Farg) to change his approach
to playwriting. In 2017, a a time when he had abandoned writing for the theatre, he
explained the nature of that change to the Kuwaiti critic Ali d-Anezi. Now, more than
25 yearslater, unsure of the future of Arabic drama, hiswords were bitter;

When | started writing Custom is Another Nature, | wanted to convey the
meaninglessness of writing and the emptiness of words. What is the use of words
when deeds are what we need in order to cleanse us of words rottenness and
falsehood, of their stench spreading in the scorching heat of the Wars? What is the
use of words if they do not match our deeds?*

Al-Fargj deplored the condition of his nation and strove to find a solution. He was
tofindit, at least for atime, in the committed theatre. Al-Fargj later said:

After the first Gulf War, the battle to create a relationship between theatre and
politics was a pressing issue. It was clear that the theatre, like the Arab people, was

4 Augusto Bodl, Theater of the Oppressed, trandated by Charles A., Maria-OdiliaLed McBride and Emily Fryer
(London: Pluto Press, 2000), p.97. For adescription of the operation of this mechanism in Saudi Arabiasee Trevor
Mostyn, Censorship on Idamic Societies (London: Sagi Books, 2002), pp.40-41.

50 Judith Miller, God Has Ninety-Nine Names (New Y ork: Simon and Schuster, 1996), p.317. In Trevor
Mostyn, Censorship on Islamic Societies (London: Sagi Books, 2002), p.40.

51 Unpublished interview with the Kuwaiti playwright Saad a-Fargj in 11-5-2016
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taken by surprise by the wars, and it had been too late in responding to the pressing
issues. It seems that because of negligence and other complex cultural problems in
which the ruling regimes had a hand, the theatre had not found time to tackle these
guestions and answer them properly; it became clear that it had been an instrument of
deception or apart of agreat cultural campaign of misinformation.>?

It seemed to al-Farg) that the wars had dealt a fatal blow to his earlier works; it
had aso unmasked the dreams that Arab leaders, had peddled in their public
addresses. The playwright began to fashion his pen into a surgical instrument,
anatomising the anaesthetised regional body, hoping that his theatre would be
a catalyst in bringing about change. For al-Fargj, the Arab Wars was not simply
a bitter military defeat; rather it was a natural consequence of the power monopoly
and corruption that characterised the dictatorial regimes, as well as a direct reflection
of the internal defeat of the ordinary citizen brought about by the moral and often
physical torture he had experienced daily at the hands of such regimes. Al-Farg] had
addressed the nature of this internal defeat though the character of Bu Mighil in
Custom is Another Nature. For him, the defeat revealed the true nature of the
relationship between the ruling regimes and the people, evident in the removal of the
ordinary citizen from the decision-making process. It revedled also the potential
importance of what he termed later ‘the enlightenment of the Arab people’ through
a‘political theatre', that would urge them to recapture their social and political rights,
stolen by the totalitarian regimes that ruled them with an iron fist. As he explained in
2017, Custom is Another Nature was written under the pressure of the absurd wars, in
an atmosphere of depression and frustration and from a desire to bring about
enlightenment. It was a matter of urgency not only to reflect the existing state of
affairs but also to try to describe reality in such away that would open other horizons
and allow us to seize a better future’ >

At first al-Farg] found himself unable to respond to the Arab Wars. In 1983 he
vividly described his struggle with the impulse to abandon writing altogether:
‘Following the wars, as a scattered Arab nationalist, | wondered, why do we write?
The question was like swallowing a bundle of thorns .>* However, when he returned
to hiswork in the spring of 1985 he found that the vitality of the capita’s intellectual
and cultural life gave him the energy to begin to write again. He determined to
eschew what he now saw as equivocation and nightmarish distractions, by radically
reconsidering and going beyond his early theatre. Of this new mood he later wrote,
‘The wars was so bitter that it created a [new] kind of awareness .> This awareness
produced perhaps a-Fargj ‘s most famous work; these were bold statements
challenging the dictatorial regimes in the Arab world in general which in that respect
have had few rivals in Kuwait. He produced five plays over the next decade: Evening
Party (1967-1968), The King's Elephant (1969), The Adventure of the Save Jabir’s
Head (1970), Soirée with Abu Khaleel al-Qabani (1972) and, after a gap of five years,

52 1bid.

53 1bid.

> 1bid.

5% Ali Husain a-Awadi, ‘Interview with Saad al-Farg’, al-Taleea News Paper, 8-7-2015,
http://altal eea.com/?p=13344 seen on 10/10/2017.
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The King’'s the King (1977). In these works he reconsidered the relationship between
theatre and politics, using the theatre as an instrument to unmask corruption and as
amirror to reflect the real situation in the Arab countries as he saw it. In 1970 al-Fargj
wrote, ‘We create a theatre because we want to change and develop the people's
mentality and to deepen our collective awareness of our common historical destiny’.!
He later argued that when ‘people are given the chance to express themselves and
learn how to make their voices heard, they will gradually come to possess the
boldness necessary for making a true statement and thus shattering the internal power
that has seized their destiny’ .2 Al-Faraj emphasised that after the mid-1960s he sought
sought a theatrical form, controlled by the people rather than controlling them, which
would be ‘active’; that is, which would lead to arevolt against the existing reality. ‘I
said to myself, why don’t we start from the status quo [...] why don’'t we work out a
theatre that is suitable for us? From this came Custom is Another Nature [...]’.% He
had

a conviction that culture in general and theatre in particular were being methodically
marginalised by the totalitarian Arab regimes, and he believed that the role of the
theatre was to serve the downtrodden members of society, especialy the peasants and
working class, whom al-Fargj called ‘the lower-class citizens . In other words, it
should serve the transformation of society by acting as a catalyst of serious action.

At first a-Farg) found himself unable to respond to the Arab Wars. In 2017 he
vividly described his struggle with the impulse to abandon writing altogether:
‘Following the wars, as a scattered Arab nationalist, | wondered, why do we write?
The question was like swallowing a bundle of thorns .> However, when «The vitality
of the Kuwaiti’s intellectual and cultural life gave me the energy to begin to write
again».® He determined through Custom is Another Nature to eschew what he now
saw as equivocation and nightmarish distractions, by radically reconsidering and
going beyond his early theatre. Of this new mood he later wrote, ‘ The wars was so
bitter that it created a [new] kind of awareness.” This awareness produced perhaps
al-Farg ‘s most famous work, i.e. Custom is Another. In these work he reconsidered
the relationship between theatre and poalitics, using the theatre as an instrument to
unmask corruption and as a mirror to reflect the real situation in the Arab countries as
he saw it. In 2017 al-Farg said, ‘We create a theatre because we want to change and
develop the people’s mentality and to deepen our collective awareness of our
common historical destiny’ .2 He later argued that when ‘ people are given the chance
to express themselves and learn how to make their voices heard, they will gradually
come to possess the boldness necessary for making a true statement and thus
shattering the internal power that has seized their destiny’.® Al-Faraj emphasised that

! Ibid.

2 Unpublished interview with the Kuwaiti playwright Saad al-Fargj in 11-5-2016
3 Saad al-Fargj, Custom is Another Nature, unpublished copy of the play.

41bid.

SUnpublished interview with the Kuwaiti playwright Saad al-Fargj in 11-5-2016
6 1bid.

" 1bid.

81bid.

9 1bid.
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after the mid-1980s he sought a theatrical form, controlled by the people rather than
controlling them, which would be ‘active'; that is, which would lead to disapprove the
existing reality. ‘| said to myself, why don’'t we start from the status quo [...] why
don’t we work out atheatre that is suitable for us? From this came Custom is Another
Nature]...]’.> He had a conviction that culture in general and theatre in particular
were being methodically marginalised by the totalitarian Arab regimes, and he
believed that the role of the theatre was to serve the downtrodden members of society,
especialy the working class and peasants, whom Al-Farg called ‘the lower-class
citizens' .2 In other words, it should serve the development of society by acting as
acatalyst of serious steps.

Custom is Another Nature was al-Farg) ‘s first and last work to reflect this new
programme. Khalid Ramadan, remarked, ‘When | saw Custom is Another Nature's
first performances [in Kuwait] | felt so happy in spite of the grim regional conditions
of that time. | was glad because this was the first time that a GCC playwright had
stood firm in that difficult time to confront the truth in all its severity and harshness' .2
The play achieved immediate fame and remains highly regarded among Kuwaiti
intellectuals. No other Kuwaiti play of the late 1980s has achieved such a reputation,
which is founded upon severa important features. First, as Khalid Ramadan® points
out, the extent of al-Farg’'s use of Brecht’'s techniques in combination makes the
work a pivotal event within the context of Kuwaiti drama of the time. These
techniques are the direct address to the audience and the changing of stage settings in
full view of the audience by actors or theatre workers. Al-Farg] aso achieves
a distancing effect by placing actors among the audience. Custom is Another Nature
was not the first Kuwaiti play to use Brechtian techniques. As Khalid Ramadan points
out, in Kuwait Abdul Ameer a-Turky’s Hami al-Diar (Homes Protector, 1985)
employed such techniques,® but al-Faraj was the first Kuwaiti playwright to use them
in an attempt to generate political action among the audience.® Second, Custom is
Anocther Nature was one of the rare Kuwaiti plays to draw a demarcation line between
two periods. It discards the sensationalism and empty nationalist slogans that had
predominated in the 1960s and 1970s, and attempts to anatomise the conditions
prevailing in the region in order to disclose the real causes of the soar status quo.
Third, and perhaps most importantly, in addition to its enlightenment purpose, it also
called for a change in the function of theatre, and its role in serving society. Shortly
after writing the play, a-Fargj said, ‘| want a theatre that teaches and that inspires to
development, challenges the audience, provokes them, pushes them to ask the
question: ‘why [are things as they are]?.” This naive and unrealistic hope, partly fired
by al-Farg ‘s experiences in Arab Wars, was doomed to fail in the very different
conditions of the Arab world.

Lbid.

2 1bid.

3Unpublished interview with the Kuwaiti critic Dr. Khalid Ramadan in 22-4-2015.
41bid.

5 1bid.

6 1bid.

7 Unpublished interview with the Kuwaiti playwright Saad al-Fargj in 11-5-2016.
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Al-Farg’s distress at the regiona conditions was different from the helpless
passive sorrow felt by many; it was, as Ramadan has said, ‘critical and analytical’.!
He attempted to trandlate his disillusionment and anger into words through which
lessons could be learned. It proved not to be an easy task. The new work would have
to be very different from his previous works if it was to fulfil a-Farg’s purposes. In
2016 a-Farg surprisingly said, in an interview with the author, that Custom is
Another Nature was not first and foremost a theatrical work. Al-Farg] explained, ‘It
was a risk taken in a troubled region which had been hard hit by this historical
chaos' .2 Once al-Fargj had overcome his dejection he found that the surroundings had
created an enthusiasm in him different from that apparent in his earlier works. He had
become acutely aware of the importance of ‘words and their role in promoting and
clarifying his society’s political awareness. In a-Fargj’s view, it was impossible after
the al these Arab wars to continue to indulge in experimentation for its own sake,
only hinting at meanings and allowing the audience to read between the lines; rather it
was hecessary to destroy the ideological structure and to reconstruct it from scratch in
such a way that it conformed to the time's significant events, and to the interests of
the deprived people in Arab World society. What was needed was a ‘different
ambition’, as he put it in 2016, that would enable the theatre to fulfil its social
function. He explained thisin histermsin his conversation with author:

In the mid-eighties, the relationship between me and ‘words began to become
very clear, asif under a spotlight. Now | can understand the relationship; it involved a
different ambition: to reveal the collapse of reality by means of words and to engage
in adirect struggle that would change the existing state of affairs. The role of a mere
witness could not be truly effective, which | intended to be.®

Al-Fargj believed that such a ‘different ambition’ could be made to change
history, through decisive effect on the spectator. Al-Farg’s audiences, would be
moved to transform themselves from passive observers of events into an ‘active
party — a collectively — that would take their destiny into their own hands. al-Fargj
believed that what was needed was a ‘[...] theatrical movement that continuously
interacts with its audiences [...] A theatrical movement of this kind is capable of
leading the theatre out of its labyrinth’.* This transformation of the audience's
consciousness was to be achieved by creating a new relationship between the
audience and the actor. That relationship was founded upon the conviction that the
ambiguities that had dissipated the theatre's energies had been swept away by the
Arab Wars. a-Farg’s new ‘awareness’ was based on his certainty that a scientific
analysis of conditions in the Arab world would enable the theatre to decisively
intervene in history. Nadim Mua aa has pointed out that the ‘question of theatre’ in
the late 1960s and 1970s was not so much what the truth is, but how this truth could

1 Unpublished interview with the Kuwaiti critic Dr. Khalid Ramadan in 22-4-2015.
2 Unpublished interview with the Kuwaiti playwright Saad al-Faraj in 11-5-2016

3 1bid.

41bid.
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be brought to the stage and presented to the audience in such a way as to offer no
room for doubt.

It should be remembered that the general situation in the region alowed the
entertainment of the hope that ‘change’ could sweep away corruption and the
corrupted. Many groupings, from the Marxists on the left to the Muslim Brotherhood
on the right, believed that the despotic Arab states, weakened by the defeat, could be
overthrown by the people — as long as the people were properly led and guided. Belief
in the ‘inevitable’ collapse of the existing order was not confined to the Arab
countries; Europe and the USA were also shaken previously by powerful political
disturbances that seemed to some to be the heralds of profound social transformation,
linked by a shared international consciousness of the need for radical reform. Street
protests were occurring in Germany, where there had been awave of student agitation
against the university system; in Spain where from October 1967 to June 1968
students organised street demonstrations for freedom of the press and against the
Franco regime; in Italy, where students campaigned in Rome, Pisa, Turin and Milan
for reforms of the university system; in Poland, where students were in the forefront
of the liberalisation movement in the period later to be known as the Prague Spring.
‘A wind of freedom had swept across Europe and had taken to cosmopolitan Paris al
the seeds of revolt it had gathered from different parts of the continent. And in Paris,
these seeds found their most fertile ground yet'.? The ‘May events of 1967 almost
brought down the French government. a-Fargj was studying in England in that
turbulent era, and was apparently exhilarated by the ferment taking place in the
capital of the old colonial power.

We know nothing concrete about the gestation of Custom is Another Nature but it
seems reasonable to assume that the regional catastrophes and al-Farg’s newly
kindled interest in Brecht had a direct effect on the play’s final form. a-Farg] was
also reacting strongly against the dominant trends in the ‘official’ theatre of the Arab
world. In Kuwait, al the mgor theatres were under the supervision of the
governmental censor, which, according to a-Fargj, found it desirable to use the
theatre only to disseminate culture ‘by presenting random and irrelevant examples
from the repertoire of world theatre’ .3Al-Fara) sarcastically noted that even after the
disaster of 1967 Arab theatrical productions continued to present ‘entertainments|...]
where the popular troupes performed their folk dances and concerts * to glorify the
military governments. The repertoire of the main state theatre, The National Thestre,
was controlled by the government, and it was also the place to be seen, where the
aristocracy and bourgeoisie rubbed shoulders with the compliant theatre-going
intelligentsia. The Syrian critic Nadim Mua la observed in 1988 that ‘the national
theatre was tailored to its audience; that is, the Arab bourgeoisie’.® Thus the Arab
theatre attempted to be a cultural ornament, presenting examples of world theatre or
panegyrics to the regime and showed nothing al-Fargj considered relevant to Arab

1 Unpublished interview with the Syrian critic Dr. Nadim Mua alain 12-4-2013.

2 Marc Rohan, Paris ‘68: Graffiti, Posters, Newspapers & Poems of the May 1968 (Great Britain: Impact
Books, 1988), p.22.

3 Unpublished interview with the Kuwaiti playwright Saad al-Faraj in 11-5-2016.

41bid.

5 Unpublished interview with the Syrian critic Dr. Nadim Mua alain 12-4-2013.
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life. Al-Farg commented that its ‘main concern [...] was to tailor its activity to the
identity and needs of its audience’,* and he decided to oppose the government-
sponsored theatre, which deliberately ignored the ‘third-class citizens'. Before
Custom is Another Nature, some writers had commented critically on the political
situation, although such comments were very rare, and they were concealed, similarly
to those in al-Farg’s early works, under symbolism and ambiguity in order to escape
the attentions of the authorities. The case of Custom is Another Nature is totally
different, because al-Fara] was determined to confront the misdeeds and failings, and
to issue a challenge to censors, no matter what the consequences.

The novelty of the work. For the first time, comprehensively and using political
methodol ogy and drawing on an art-study analysis, the activities of theatres in Kuwait
in the second half of the twentieth century have been explored. The scientific circle
introduces important information about the creative work of Sa'ad al-Faraj, which is
carried out an art-study analysis of his play «Tradition is another nature.»

Conclusions. The catastrophe of Arab wars awake al-Farg to the need for a new
kind of drama, but he was unable to respond to the challenge of the defeat until he
Custom is Another Nature. The political status que provided the stimulation he
needed to begin work on what was to become Custom is Another Nature, the first of
his avowedly political plays and the work which initiated his theatre of politicisation.
In particular, the events of the Six-Days War were to prove hugely influential on his
thinking, since they appeared to show that a country could be brought to the brink of
disaster in six days, and that all political and cultural institutions could be challenged.
It was during this period of ferment that al-Fargj felt moved to join a political group
for the first and only time in his life. Custom is Another Nature marked a radical
departure from his earlier concerns. In seeking to diagnose and dramatize the causes
of the defeat, Custom is Another Nature directly attack the despotic regimes he saw as
responsible for the weakness and disunity of the Arab world. Dramaturgicaly, the
play reflects al-Farg’s newly kindled interest in the theatre of Bertolt Brecht and is
dependent for its effect on the construction of a strong and direct relationship between
stage and auditorium. This relationship, al-Farg) hoped, would create an interaction
between actors and audience that would incite the latter to take direct political action
against the region’'s regimes, eventually securing the return of Arab dignity to its
exiled citizens. The play stresses the importance of collective action and, by
implication, the unimportance of the individual in social transformation. Custom is
Anocther Nature was also a cultural cal to arms against the region’s government-
sponsored theatres and their stupefying propaganda.
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Anv-Anesi Ani,

dokmop @inocoii é eany3i Kpumuxy ma aimepamypu,
ooyenm, Buwuii iHcmumym OpamamuyHo20 Mucmeymea,
Env-Kysgetim, Kyseiim

JAPAMATYPI'TA CAAJ AJIb-®APATKA
B KOHTEKCTI PO3BUTKY TEATPAJILHOI CIIPABU B KYBEHUTI
JIPYTOI HOJIOBUHU XX CTOJITTA

Mertoro cTaTTi € 10CHipKeHHs AisibHOCTI TeaTpiB KyBeiiTy 3aranom ta iHTepnperanii Ha
iXHIX cleHax cy4dacHOi apabchkoi npamaryprii 30KkpeMa Ha T MOJITHYHUX NOAIH Ha
brmusekomy Cxomy B npyrii monoBuHi XX cr. OCHOBHY yBary aBTOp 30CEpEIKYy€E Ha
TBOpUOMY 10poOKy Caana anp-@apamxka — Bimomoro B Kyseiiti akropa, TearpaipHOro Jisiua,
Jpamarypra, TpoMaJICbKOro fistda. JlocmigHUK (OKyCyeThCsl Ha MOJMITHYHMX OOCTaBHHAX, IO
00yMOBMIIM aKTyali3allilo OKpeMHX TeM, sIKi mopyirye B cBoix I ecax Caan anb-Dapaska,
aHaJi3ye Te, K MPOTUCTOSIHHSA MiDX I[3paineM Ta apaOChKUM CBITOM, MOJNITHKAa NMPE3HUACHTA
€runty ['amans AGmens Hacepa BmmmHyma Ha yMmorisaud TBopuoi iHTemireHmii Kysewty.
CyTTeBOIO UL aBTOpa CTATTi € MpobieMa MONITHYHOI IEeH3ypH B cydacHoMy Kyseiiti, mo
00yMOBMIIa KOPOTKOYACHICTh CIICHIYHOTO >KUTTA HU3KK I ec Caan amp-Qapamka. 3HadyHa
YacTHHA PO3BIJKH TMPHUCBSYECHA OCOOJIMBOCTSAM moeTHkH npamaryprii Caan anb-Dapamka.
VY nmepiog CBOro TBOPUOTO CTAHOBICHHS MHUTEb MepeOyBaB IMiJ 3HAYHHM BILTMBOM
€BPOIECHCHKUX HOBATOPCHKUX Teuiii XX CT., II0 3HAYHOI MIpOI BIUIMHYJO Ha XYI0KHBO-
oOpa3Huii cBIT ioro TekcriB. ['ooBHY yBary mociigHHMK 3o0cepemkye Ha ' eci Caaj anb-
dapamka «Tpaguiiss — iHIIA MPUPOAA», Y SIKi BUPa3HO MPOCTYNAIOTh NPUHOMH EMiYHOTO
teatpy bepronpaa Bpexta. MeTomosorist qoCTiKeHHsI MOJIATae B 3aCTOCYBaHHI MOIITONOTIT
3 METOIO SIKHAHIIOBHIIIOTO PO3KPUTTS CYCIUIBHOTO KOHTEKCTY IisutbHOCTI TearpiB KyseiiTa
i TBopyocCTi Apamarypra Caan anp-Papamxa. YBoISIIM TBOPUICTh KyBEHTCHKOTO ApaMaTypra
y CBITOBHH KOHTEKCT, aBTOp 0a3yeThCsl Ha CHCTEMHO-CTPYKTYpHOMY # IOPIBHSJIBHOMY
MeTofax. Y po3MIsi KOHKPETHOTO IpaMaTypridHOrO TBOPY CYTTEBHM OyJIO BHKOPHCTAHHS
TeaTpalbHO-KPUTUIHOIO aHaizy. HoBuzna podoTu. Vnepue KOMILJIEKCHO
1 3 BHUKOPHUCTAHHSIM IOJITONOTIYHOI METOHOJOTii Ha OCHOBI MHCTEUTBO3HABUOTO AaHANTI3Y
JIOCHIIKEHO AisuibHICTh TearpiB y KyseiTi B apyriid nonoBuHi XX cT. YV HayKoBUi 00ir
YBOAMTBHCS BaxxiuBa iH(opmaiis mpo TBopumii nopobok Caan anp-®apamka, 37ilCHEHO
MUCTENTBO3HABYMI aHami3 ioro 1’ ecu «Tpanunis — iHma npupona». BucHoBku. Bussneno,
mo B KyBeiiti BCi OCHOBHI Tearpu nepeOyBanu TiJ HarJsIOM YpsAOBOI IIEH3YPH, SKa, 3a
crioctepexxeHHsMu anb-Dapajka, BBaXxaia 3a NOTPIOHE BUKOPHCTOBYBATH TeaTp JIMIIE JUIS
MOIIUPEHHS KYJBTYPH IUIIXOM IMPEICTABICHHS BHIAJKOBUX Ta HEBINIOBITHUX MPUKIAIIB
3 penepTyapy CBITOBOTO TeaTpy».

Karouosi cioBa: apabcpka apaMarypris; MycyJIbMaHCBKI CBITH; He3alexXHICTh KyBewTy;
TTOJIITHYHI 00CTaBUHM.
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Anv-Anesu Anu,

dokmop unocogpuu 6 obracmu KpumuKy u IUMepamypbl,
ooyenm, Boicuuil uncmumym 0opamamuyecko2o ucKyccmed,
Onv-Kyesetim, Kyseiim

JAPAMATYPI'US CAAL AJIb-PAPAJT/KA
B KOHTEKCTE PA3BUTHS TEATPAJIBHOT'O JIEJIA B KYBEUTE
BTOPOM INOJIOBUHBI XX BEKA

Lenbro cTaThbM SBISETCS MCCIEIOBaHUE JesATENBHOCTH TeaTpoB KyBeiiTa B 1enom
W UHTEPIIPETalli Ha UX CIIEHaX COBPEMEHHOW apaOCKOi IpamMaTypruu B 4aCTHOCTH Ha (oHe
MOJUTHYCCKUX COObITHH Ha bmwkHem BocToke Bo BTopoi monoBuHe XX B. OCHOBHOE
BHUMaHHME aBTOp cocpefoTaunBaeT Ha TBopyecTBe Caana anb-Papamkxa — H3BECTHOIO
B Kyseiire akTepa, TeaTpadbHOTO JesTeNs, Apamarypra, OOIIECTBEHHOTO JIESTENs.
UccrenoBatens  QokycupyeTcss Ha TONHTHYCCKAX OOCTOSATENBCTBAX, OOYCIIOBHBIINX
aKTyaJlM3allio OTAEJBHBIX TE€M, KOTOpbIE 3aTparuBaeT B cBoux mbecax Caana anb-Papaxka,
aHAM3UPYET TO, KaK MPOTHBOCTOSHHE MeXAy M3pamnem u apaOCKHIM MHPOM, MOJIHTHKA
npe3uneHnra Erumnra Tamams AOGpmens Hacepa mnoBmmsima Ha yMO3pEHHS TBOPUYECKOW
naTeumreHmn  Kysefita. CyIIecTBEHHBIM UIsl aBTOpa CTAaThU SIBISIETCS mpoOiema
MOJUTUYECKON LEeH3ypsl B coBpeMeHHOM KyBeiiTe, 00ycloBUBIIEH KpaTKOBPEMEHHOCTH
creHH4Yeckol Jku3HM psaga meec Caax anp-@apamxa. 3HauMTeNbHAs dYacTh Pa3BEIKU
MOCBSIIIIEHa OCOOEHHOCTSAM To3THKHM apamarypruu Caax amp-®apamka. B mepuox cBoero
TBOPUECKOTO  CTAHOBJICEHUS XYJOKHUK HAXOAWJICS TIOJl 3HAYUTENbHBIM  BIHSHHEM
€BPOMEUCKNX HOBATOPCKUX TeueHWH XX B. M 3TO B 3HAUUTENHHOW CTEMEHH MOBIUSIO Ha
XY/IO’)KECTBEHHO-00pa3HbIii MHUpP €ro TEKCTOB. [JlaBHOe BHHMaHHSI HCCIEO0BaTENb
cocpenoraunBaeT Ha npece Caan anp-Dapamxka «Tpagunus — apyras npupoja», B KOTOPOU
SIBCTBEHHO MPOCTYMAIOT MpHEMBbl 3NHYEcKoro Tearpa bepronbaa bpexra. MeTtogoJiorus
HCCJEM0OBAHUA 3aKII0YAaeTCS B NPUMCHEHHHU IMOJIUTOJNIOTUU C IEJb0 Hamboyiee IMOIHOTO
packpbITusi OOIIECTBEHHOTO KOHTEKCTa MesATeNFHOCTH TeaTpoB KyBeidiTa W TBOpUYecTBa
npamatypra Caax amp-®apamka. BBoas TBopUecTBO KyBEHTCKOTO IpaMaTypra B MHpPOBOH
KOHTEKCT, aBTOp OasupyeTcs Ha CHCTEMHO-CTPYKTYPHOM ¥ CPaBHHUTEIFHOM METONaX.
B paccMOTpeHHH KOHKPETHOTO JpaMaTypruveckoro MpPOU3BEACHHs CYIIECTBEHHBIM OBLIO
HCTIOJB30BaHUE  TeaTpalbHO-KpUTHUecKoro ananm3a. HoBu3Ha pabGotrhl. Bnepsrie
KOMIUIEKCHO C  HCIOJb30BaHUEM  IIOJIUTOJOTMYECKOW  METOAONOTMH Ha  OCHOBE
HCKYCCTBOBEIYECKOTO aHaJM3a MCCIEOBAaHO NesATeIbHOCTh TeaTpoB B KyBeiliTe Bo BTOpoi
nosioBrHe XX B. B Hay4HbIi 000pOoT BBOAUTCS BakHas nHpopManus o TBopyecTBo CaaJ ajb-
®apaka, OCYIIECTBIEHO HCKYCCTBOBETUECKHM aHaln3 ero mbechl «Tpaauums — apyras
npupoaa». BeiBoabl. Broisieneno, uro B KyBeiiTe Bce OCHOBHBIE TeaTpbl HAXOAWIMCH MOJ
KOHTPOJIEM IMPABUTEIBCTBEHHOH IIEH3YPHI, KOTOPas, TI0 HaOIroAeHUIM anb-Dapamka, canrana
HY)KHBIM HCIOJNB30BaTh TeaTp TOJNBKO IS PACIPOCTPAHEHUS KYJIBTYPBHl <«IIyTeM
MIPECTABIICHHS CITyYaiHBIX U HETIOIXOISIINX IPUMEPOB U3 PerepTyapa MEPOBOTO TeaTpa.

KiaroueBble ciioBa: apaOckas ApaMaTyprusi, MyCyJIbMaHCKAE MHPHI, HE3aBHCHMOCTH
KygeliTa; nonutiuyeckrue 00CTOSTEIbCTRA.
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IHOETUKA SAK TEXHOJIOI'IA

Merta pgocaimkeHHsT — 3'siCyBaTH  poOJb TEXHOJIOTT B MHCTEUTBI 3arajoM Ta
B TeaTpaJibHOMy 30KpeMma. IlepenyMoBoro it Takoi IIOCTAaHOBKM MUTAaHHS € TOW
He3anepe4yHui (akT, 0 MUCTEITBO, 10 PO3IISAAETHCS AK XYOOIHCHS MEOPUICMb, CTAHOBUTD
co00I0 OIWH 13 pI3HOBHAIB GupobHuymea. Ll ictuHa 3adikcoBaHa B MOBHIM TPAaKTHIIL:
npenMeT MuctenTBa — apredaxt (Bin zam. art (mucmeymeo) ma facio (pobumu, supobrsmu) —
y Hac 3JaBHa HAa3MBAE€ThCS TBOPOM, BHPOOOM, NPOIYKTOM, TOOTO pe3yibmamom
npooykysanns, eupobnuymea. Sk ocobause (IyXOBHE», JO TOTO X — Xyoooche!)
BUPOOHHMIITBO, MHCTEITBO B IJIOMY, a CIEHIYHE 30KpeMa, Ma€ BCi CYTHICHI O3HaKH
«BUPOOHUIITBA B3araji», B TOMY YWCIIi €KOHOMIYHI, OpraHi3aiiifHi # TexHojoriuxi. Meroaun
AociKeHHs. [cTopudHUi — T JOCIIHKEHHS eBOTioNii GopM BUpOGHHUIITBA (B TOMY YHCITi
XYIOXKHBOTO); CHCTEMHHI — y PO3TJIISIi TBOPY MHUCTEITBA K OCOOIHMBOT, «3aKPUTOT» CHCTEMHU
B3a€EMOJIii MOro CKIAJHWKIB — CBITONIAAHUX (iZ€0JOrTYHMX), MCHXOJOTIYHUX 1 TEXHIKO-
TEXHOJIOTIYHHUX; 3arajlbHOHAyKOBI aHalli3y W CHHTE3y — JUIs HOOYIOBM HayKOBOi KOHIIETIIi]
MHUCTENTBA SIK 3aco0y Mi3HAHHS, CaMOBHpaXXeHHS U TBopeHHs. HaykoBa HoOBH3Ha
pe3yNbTaTiB JOCHTIPKEHHS TOJISITa€ B TOMY, IO BIIEPIIE JOBOAWUTHCS OCOOJIHMBE 3HAYECHHS
B MHCTELTBI TEXHOJIOTII CTBOPEHHS MHCTELBKOTO TBOpPY. Br3Hauarouw, 5K 1 B 3BHYAHHOMY
BUPOOHMITBI, TOOTO y BHUPOOHMITBI MaTepiadbHuUX Oyiar, (OpPMH CYCHiIBHOI opraHizamii
npani (iHguBigyambHe BHPOOGHHMIITBO, KOOTEparls, MaHydakTypa, ¢abpuka, iHAyCTpis),
TEXHOJIOTiSl XYJOXHBOI TBOPYOCTi, OLIBIIE TOTO, XapaKTepU3ye CIEHU]IKy KOKHOTO BHIY
MHCTEITBA 3 HOTO «PEMiCHHYOTO», «IIPOMHUCIOBOT0» 00Ky. BucHoBKH. Po3rmsa mucrenTBa
K BUPOOHUITBA (JTyXOBHOTO, JI0 TOTO X, — XyJA0KHBOTO, MPOTEe — BUpOOHHIITBa!) i mexnonoeii
SIK NI02IKU Yb0O2O 8UPOOHUYMEA, TOBOJIUTH, 110 TEXHOJIOTIS HE TUILKU HE «BOPOXKa» MUCTEITBY,
a, HaBNakW, — TJIMOOKO IMpHUTaMaHHA HOMY: YCBiZIOMJEHa B CBOiii 3aKOHOMIPHOCTi, BOHa
CTaHOBUTH CO0OI0 noemuxky MHUCTEUTBA 1 BU3Hayae crenu@iky KOXHOTO BHJYy MHCTELTBA
3 HOTO NMPaKTUYHOI, PEMICHIYOI», CTOPOHH.

Kio4o0Bi ciioBa: MucTenTBO; BAPOOHUITBO; TEXHIKA; TEXHOJIOTIS MOETHKA.

MocranoBka nmpodaemu. Cepe MalCTpiB mepa, NEH3JIs, OMIBI 1 CIICHU iCHYE
JOYMKa, 10 TOHSTTSl «TEXHOJIOTis» CTOPOHHE TaKild BUCOKil, BUTOHUEHIH 1 madocHii
cdepi, gk mucrenrBo. CrnpuiMaHHS MOHATTS TEXHOJOri Ans chepu MUCTELTBa
K «Iy>KOPLIHOTO» € HACHIIKOM TpPamuIliHHOTO, 3acTapilioro VSIBICHHS TIPO
MHUCTENTBO TUTBKM SIK 3aci0 mi3HaHHsA, GopMy imeororii i crmocid caMOBUpPa)KCHHSI.
Bimomwmii akTop, XymOXKHIH KepiBHHK MOCKOBChKOro Tearpy im. E. Baxrtanrosa
M. YapsiHOB, Oyayuu TnaBoro Pocilichkoi TeaTpallbHOTO TOBapucTBa — THIBHO
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oOyproBaBcsi: «Mu Bce yacTille 4yeMo, SIK HaA3BUYaliHO CKJIAAHWH TBOPUMH MPOLEC
Ha3MBAETHCS «TeaTpaIbHUM BUPOOHHUIITBOMY, & CIIEKTAKIIb — KKIHIICBHM MPOTYKTOM>.
Copowmno, ToBapui!» (Beskinybenko, 2004, ¢.34). Ileprin Hix mepeiTr 10 T0BEACHHS
MPOTHUJIEKHOTO, MOTPIOHO 3POOHMTH KillbKa 3ayBa)KCHb, 10 CTOCYIOTHCS YTOUHEHHS
noHATh. CTOCOBHO «BHPOOHMUTBA» L€ BHIAETHCS AOPEYHUM HE TINBKH 3 OTJIILY
BAMOT MIOAO HAayKOBOI SICHOCTi, aie i 00 YHWKHYTH MOXJIMBUX HEMOPO3yMiHb,
MOB’ I3aHUX 3 HAA3BUYAWHO TMOMIMPEHHM BXXHBAHHSAM TEpPMiHA «BHPOOHUITBO»
1 CyImyTHIX IIbOMY 3BUYHHUX YSBJICHb 1 TIyMaueHb.

Y MOBCAKIACHHOMY BXKUTKY CIIOBO «BUPOOHHIITBO», K BiZJOMO, TIO3HAYA€ BCE, IO
OB’ SI3aHO 13 MPOMHUCIIOBOIO 200 3aBOJCHKOIO TpAIer0, Ha BiIMIHY BiJ JOMAIIHbOI,
CLIBCBKOTOCIIONAPChKOi, KOMYyHanbHOI Ta iHWOI. Haykoguii 3micm TOHATTS
«BHPOOHUIITBO» BH3HAYAETHCA PI3HHUIICID MiX TMpamer SK IUIeCIPSIMOBaHOIO
JFOJICHKOI0 TiSTBHICTIO 3arajioM 1 THM OCOOJIMBHM BHIAOM TIpaIli, SIKH CIIPSIMOBaHUI
Ha CMEOopeHHs, BATOTOBJICHHS, BUPOOHUIITBO MEBHUX TPEAMETIB.

Buxoasun 3 1bOro, BUAAETHCS OYEBMIHUM, L0 MHUCTELTBO SIK mE0pyicmyb, OyIayun
supoOHUYMEom ocobnusum (JTyXOBHUAM, MPH TOMY — XYIOKHIM), THM HE MEHII, Ma€e BCi
CYTHICHI BJIACTUBOCTI BUPOOHUIITBA B3araji: €KOHOMIYHI, OpPraHi3alfiifHi i TeXHOJOrIYHi.
HenpuiiHATTS X mexHonoeii Ik BArOMOTO MOMEHTY XYAOXKHBOI TBOPYOCTI MOSICHIOETBHCS
HEKOPEKTHHM TIIyMA4YeHHSIM LIbOT0 noHsimmst (1 TIO3HAYCHOTO HUM S6ULYQ).

AHaJi3 ocTaHHIiX qociimkens i mydaikaniii. Yu He Kypilo3HOIO CTOCOBHO IHOTO
BUTIIAJIAE€ THTEPIpPETAIlisl [OTO MOHSATTA, IO IMIUTIIUTHO MIiCTUThCSI y (OPMYIIO-
BaHHI OJHI€l 13 cHemiambHOCTEH y po3pobieHoMy JlepKaBHOIO aTecTaliifHO
komicieo MOH  Vkpainm kimacudikatopi HAyK: <«IIPUKIAgHI  COMiabHO-
KOMYHIKaIliiiHi TexHojorii» (MiHicTepcTBO HayKd 1 OCBITH, MOJIOAI Ta CHOPTY
Vkpainu, 2011). ABropy 1poro GOpMyIIIOBaHHS SIBHO «HEGMAMKU, WO MEXHONO02Is
AKPA3 I € KNPUKTIAOHUM 3HAHHAM, <NPUKIAOHOI0 HayKoo». [HIIIe IHKepeno «Bigpa3m»
BiJI TEXHOJIOT1T MIOJIATAE y «3MilllyBaHHI», OTOTOKHEHHI TeXHOJIOT1I i TexHiku (Barbara
Kibbe, 1982). 1li siBuia, 0e3yMOBHO, «CIOPIAHEHI», ane iCTOTHO BiAPI3HIIOTHCA.
Texuixa — ue 3Hapsansd npaui, iHcmpymenmu (MAllMHK, pi3HI  TpHIAAN
i IPUCTOCYBaAHHS, CIIOBOM — 2a0oicemu); TEXHOIIOTIS — 1€ 102IKa €T TEXHIKH, 3HAHHS
NIPO NPUSHAYEHHS Ta CHOCIO 3acmOocCy8atHs €T TEXHIKH.

CrnpuiiMaeTscs aOCOMIOTHO CHPaBEIMBUM TBEPPKEHHsSI JOKTOpa (HilocopChKUX
Hayk B. Tonctux mpo Te, MO HAWBaXIIMBIIIC 3aBAaHHS IOCHITHWKA TyMaHITapHOI
cepr — «PO3KPUTH PEdIirito, MpaBo, MOpallb, Gilocodito, HAyKy, MECTEUTBO 1 T. iH. HE
TUTBKHU SK crienrivyHi GOpMHU CBIZIOMOCTI, a 1 SIK «OCOOJNHBI BUJIU «BUPOOHUIITBA», IO
i IKOPSIFOTBCST «HOT0 3aranbHOMy 3akoHy»» (Toscteix, 1981, ¢.148). V 38's13Ky 3 UM
npuranyerbes BucHiB C. JlromkeBwua, SIKM Bif3HAYaB CBOTO Yacy <«/IBa OCHOBHHX
€JIEMEHTH MY3WYHOTO PO3BHUTKY: 1) HACIiIyBaHHS 3BYKiB OPHPOIM 1 2) CYTO My3UUHY
marematuky opm» (Jlromkesuy, 1979). [epiiie Bifirpaio BaXIMBY pOjib i Y BHHHKHEHHI
JIFO/ICBKOi MOBH B3arajli, 1 My3WKH — TIOXiJHOTO Biff MOBH 3ac00y TPOSIBY JFOJICBKHX
MOYYTTIB Ta €MOIH, ODKe, 3aco0y CIUIKyBaHHS. AJie, SK IEPEKOHJIMBO JIOBIB
C. JlronkeBny y cBOili mokTopchkii muceprarii (Tam camo), HacimimyBaHHS 3BYKIiB
NPUPOAN CTAI0 HEMOJIMBHUM I HaJaHHS (OPMOYTBOPIOBAIBHOTO IMILYJIbCY, JOBOJI
CHJILHOTO JIJIS IEPETBOPSHHS MYy3HKH B CAaMOCTIMHHI BHJ] MUCTEIITBA, 1 30€peryiocst JIuIIie
B SIKOCT1 OJJHOTO 3 H0r0 300pakalibHO-BUPAKAIBHUX 3aCO01B.
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«He BunaznkoBo 0araTo 4oro cepej BEIbMHU BaXJIMBUX MPUHIHUIIOBUX BiIKPHUTTIB
y cyTto TBopuiii cepi, — mumre I'. ToBCTOHOTOB, — Tak TicHO TMOB’ si3aHO 3 pedopmaMu
B Taly3l TEXHIKH CIICHH, B CEKOHOMIIl Ta opranizamii Teatpy. ocute 3ramaTu
MoOCKOBCBKHI XyA0XKHIH TeaTp, sSIKUi 3p0OUB IEPEBOPOT Y CHEHIYHOMY MHCTELTBI Ta
opranizariii TearpaigbpHoi crpasu» (1970, ¢.27). He Bunaakoso i cam I'. ToBCTOHOTOB
MparHe Takux pedopM, JIOpikae, MO «CIEHA, 1l TeXHIYHE CIOPS/PKEHHA 1 Oararo
NPUHIMIIIB TeaTPAIbHOI apXiTeKTYpH HEJAJIEKO MIUIA BiJl «IOCSITHEHb» MHUHYJOTO
cromitrs» (1970, ¢.27), ckap»KUThCSI HA Te, M0 «CyYacHA TEXHiKa 3aHAATO HECMIIIUBO
nponukae 1o reatpy» (1970, ¢.27).

Meta nociigKeHHs] — PO3KPUTH POJIb TEXHOJOTI] B XYJIOXKHIA TBOPUOCTI SIK
JIOTIKH, BJIACTUBOI OyIb-KOMY BUPOOHHUOMY «PEMECIy»; JOBECTH, IO MUCTEUTBO,
30KpeMa TeaTpajbHe, SIK OCOONMBHII BHA AyXOBHOI mpaii, ocoOmuBa (xyodoorcHs)
rajiy3p JIyXOBHOTO BHPOOHWIITBA, Ma€, TMPOTE, BCI OCHOBHI BIACTHUBOCTI
BUPOOHUIITBA — OpraHi3alliiiHi, eKOHOMIYHi, TEXHOJIOT1YHI.

Buknax ocHoBHOro marepiaay. TBip MucTenTBa — Le HaifyacTille 30BHILIHIN
MpeaMeT, 1HOMI HaBiTh pid, fAKa 3aBASKH CBOIM OCOOJHMBHM BIACTHBOCTSIM
3aJI0BOJIHSIE TICBHI, & CaMe €CTETHYHI, OTPeOH JIoIeH.

3anummmo (moku 1mo!) ocTOpOHb MUTaHHS KOHKPETHOT ()OPMHU TBOPY MHCTELTBA:
BUCTYIIa€ BOHO BaroMo 1 3pUMO, 5K, HANpHUKIAZ, apXiTeKTYpHi cropyau, abo
eeMepHO 1 3HHWKarOUe, SK, CKa)XiMO, MEJIOAis TicHI abo TeaTpaidbHa BHCTaBa, IO
MICTSITh B cOO1 BCi Ha3BaHI 1 HE HA3BaHI 03HAKU — B I[bOMY BHUIIAJIKY II€ CYTi CIIPaBU HE
MiHs€. BaxiamBo, 1o 1€ 3aBXAM — IIOCh MarepiajbHE, MiJAAETHCS UYyTTEBOMY
CIIPUIHATTIO, IO, BIUIMBAIOYM HA HAIll OPTaHW YYyTTIB, BHUKJIMKAE BiIMOBiIHI
BiZIUyTTS, YsIBJICHH:, 00pa3u i iH. SKi came ysBJIeHHS, 00pa3H, BiTUyTTs, — TOKH TEX
JUTSL HAC HECYTTEBO. | '0JIOBHE, 110 BOHU 3aBXKIU NIEBHI, OLIBII-MEHIII CTIHKI 1 B I[LIIOMY
XapaKTepU3yIOTh €MOLIMHUNA cTaH, nmoTpeda nepeOyBaHHS B SKOMY W MoXe OyTH
BH3HAUEHa SK ecTeTHyHa. [ToxomkeHHs 1€l moTpebu (TOOTO BHMKIMKaHA BOHA JI0
JKUTTSl IPUPOAHUMH YMOBaMH S>KUTTEAISUIBHOCTI JIIOJUHNA a00 NANEKUMH BiJ| XKHUTTS
¢banTazisiMH) B IbOMY pa3i He Mae 3HA4YEHHs TaK CaMo, K i CrociO 3a0BOJICHHS ITi€l
HNOTPeOr — YK TO OJHOPA30BE CHPUIHATTS XYJ0XKHBOTO TBOPY (CITyXaHHS My3HKH ab0
Heperiisi/i BUCTaBU), YM TPUBAJIC KOPUCTYBaHHS (KUTTS B masaii). Baxiuso, mo s
foro mposiBy (CTBOPEHHS, 6GupoOHUYMEa) 3aBXKIU TOTPIOHO LiecpsIMOBaHa
TUSITBHICTD, Tiparst. OTXKe: TBIp MUCTEITBA — I1€ 3aBXKIU IPOIYKT TIPAaIlli.

3BHYaiiHO, 3acO00OM 3aJOBOJICHHS €CTCTHYHUX TMOTpeO JIOJUHH CIYTyBaJld
H ciykaTh TakoXK MPEAMETH, L0 anpiopi HE € MpoAyKTaMH Tpami (Yepernarmiku,
KaMeHi, CITiB MTaxiB, BUI MOPs, TOPH, PiYKH, XMapH abo 3ipku B HeOi i iH.). Aue 11i Ta
mo1i0H1 3aco0M 3a/I0BOJICHHS €CTETHYHUX MOTPeO HE € TBOPAMH MUCTEITBA.

3rajaiiMo, Tiparis, sK 3arajbHa yMOBa OOMIHY PEYOBHH MIX JIFOJMHOO 1 IIPUPOJIOKD,
BiYHa IPUPOAHS YMOBA XWTTS JIIOAMHM, BKJIIOUa€ B ceOe 1 NPHUBIACHEHHS J1aHOIO
MPUPOJIOI0  JUTSA  JIFOICBKUX TMOTped, 1 MUTeCTIpsIMOBaHY [iSUTBHICTH 31 CTBOPEHHS
CHOXKMBYMX BapTOCTeH. BiqmoBiqHO 0 ILOTO 1 B rajy3i MHCTELTBA MU CIIOCTEPIraEMo
1 TBOpH, WO 3’ SIBUJIMCS B PE3YJIbTaTi MEPEpOOKH HECBIIOMO-XYAOKHIM YHHOM JIaHOTO
MIPUPOJIOIO 1 CYCIITECTBOM, 1 IPOJYKTH CBiJIOMOI, HLTECTIPSIMOBaHOI AisutbHOCTI. [lomiOHO
JI0 TOTO, SIK y Taly3i «uamepianbHoi» npayi akTABHAH TPOIEC TBOPEHHs (BUPOOHHUIITRA)
3ac00iB 110 iCHyBaHHs (NPUPYYEHHS TBAapWH, 3eMJIEPOOCTBO) ICTOPHYHO Wzie CIiIOM
3a MACHBHHM TIONIyKOM (30MpaHHs IUIOMIB, TOJIOBaHHs), a B cdepi Mi3HABAIbHOL
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JUSITBHOCTI — 6upobHuymeo 3nans (LIIECTIPIMOBAHU TMONIYK, SKCIICPUMEHT, JOCBII) —
32 TacHBHMM CIIOCTEPE&KEHHSIM, TaK 1 B MHCTEUTBI: XyJO)KHE BHPOOHHULITBO
(mpomyKyBaHHSI) CTAHOBUTH COOOO ICTOPHYHO OLTBIN Mi3HIM €Tall, a JIOTiYHO — BHIIUA
1abeltb eCTETHYHOTO OCBOEHHSI JIFOJIMHOIO JIIHCHOCTI.

Came UMM TIPOAYKYIOUHMM, TBOPYHMM, 3arajioM BHPOOHMYMM XapaKTEpOM
BIJIPI3HSETHCS] MUCTENTBO K XYI0KHE BUPOOHHUIITBO Bil OYIb-SIKO1 1HIOT €CTEeTHIHOL
nisuibHOCTI. He BUMamkoBO B camiit Ha3Bi mpeaMeTa MUCTENTBA — meip, Gupio —
MOBHOIO ITPAKTUKOIO 3apiKCOBaHa CyTh. MUCTELITBO — BUJ TBOPUOCTi, BAPOOHUIITBA.

Sk mponmykT npodykmuenoi Tpaii, TOOTO BUPOOHHWIITBA, TBip MHCTEITBA,
MIPUPOIHO, Hece B COO1 BC1 OCOOJIMBOCTI 1 SIKOCTI, BIIACTHBI IPOIYKTaM IIparli B3araii.
3a3BUyaii BOHO Ma€ CHOXHMBUY BapTiCTh, SIKa BU3HAYAETHCA SIKpa3 HOro 37aTHICTIO
3aJJ0BOJIBHATH €CTETHYHI IOTpeOM Jroied, B yMOBax TOBapHOIO BHPOOHMLITBA
BHCTYTIA€ B SIKOCTI TOBapy Ha TOBAPHOMY PHHKY, Ma€ MiHOBY BapTiCTh.

Ha 1i#i migcTaBi JIOTIYHO NPUITYCTUTH, IO BCI MUCTELTBA, B TOMY YHCJI i OJIHE
13 HalCKJIAAHIMMX cepell HUX — TeaTpajibHE — MPEACTAaBISIOTh CHHTE3 PIi3HHUX
MHCTELTB, K OCOOJMBHU BHI JyXOBHOI mpaili, ocobnuBa (xydooicHs) rany3b
JIyXOBHOT'O BUPOOHUIITBA, MAIOYH, MPOTE, BCI OCHOBHI XapaKTEPUCTUKU BUPOOHUIITBA
B3arajyi — opraHi3aiiiiii, e(KOHOMiYHi, TEXHOJIOT14YHi.

VYce BumieckazaHe HE O3HAa4ya€ CTBEPAXKYBaHHS TOTOXXHOCTI MMCTELTBA
31 3BUYAiiHUM, «MaTepialbHUM», BUPOOHHUIITBOM. TBOpHM MHCTEITBA, HABITH Ti, SKi
ICHYIOTh B 3pUMiii, pedoBiii ¢popmi i MOKIMKaHI 33/J0BOJBHATH €CTETHYHI MOTPEeOH
JMIOAVHM, TIOB's3aHI i3 BTaMyBaHHAM ii morped y 1ki, ops3i, XUTII TOIIO,
yce X ICTOTHO 3a CBO€IO CIIOKHMBYOIO 1, OTKE, MIHOBOIO BApTICTIO BiJIPi3HAIOTHCS BiX
NPOJYKTIB Mpalli, MPU3HAYCHUX JIJIS 32/I0BOJICHHS TibKU (200 mepeBaxkHO) Pi3uIHUX
noTped moaunu. I{e — npodykmu ocobaueozo pody. Ix crnoxuBYa BapTiCTh MOJIATAE
HE B caMHX IO co0i mpexmerax, a B 4OMYCh iHIIOMY, HOCIEM 4YOI'O BHCTYIIAIOTh
i TpeaMeTH 1 IO Mae XapakTtep NocTiiHHOo mitogoro Qaxrtopa. g obcraBuHa
3HAXOJUTHb CBOE BTLICHHS, 30KpeMa, B TOMY, 1[0 IPH CHOXXHMBaHHI TBOPIB MUCTELTBA
OCTaHHI He 3HUKAIOTh, HA BIAMIHY BiJl iHIINX MPOAYKTIiB MpaIli.

Crnenmdika MUCTENTBA IK BUPOOHHUIITBA, TOOTO HOTO OCOOIMBICTH y TIOPIBHAHHI
31 3BUYAHUM, MaTepiaibHUM BUPOOHHUIITBOM, MOJISITAE HACAMIIEPEl Y TOMY, 110 Le —
oco01MBe, TyXOBHE BUPOOHHULTBO: BUPOOHHUIITBO MEPEBAXKHO 176, a HE peuei.

Sxmo ¥TH gami, TO MH MO0AYMMO, IO MHCTENTBO Ma€ IN¢ OAHY MPUMITHY
0COOJIMBICTh Y TIOPIBHSAHHI 3 IHIIMMH MPOAYKTAMH JyXOBHOTO BUPOOHMITBA. SIKIIO,
HaNpHKIajd, HAyKoBa iH(OpMaLis, 1110 MICTUTBCS B ra3eTi UM )KypHali, BTpayae CBOIO
«CIIO)KMBYY BapTIiCTh» Iicis O3HAHOMIIEHHsS 3 HEK, TO TOJiOHe He Bil0YyBaeThCs
i3 TBOpoM MucTenTBa. Tak 1 B ICTOpHYHOMY IUIaHI: ICTMHH, IO KOJHCH OYyJH
BIJIKPUTTSIM €TIOXH, ThbMSHIIOTh 3 4aCOM, CTHPAIOTHCS, IEPETBOPIOIOTHCS Y MPOIHCHI,
OaHanbHi, a TO I 30BCIM BHUSBISIOTHCS HENPABUIBHUMHU. TBOPH K MUCTELTBA B LILOMY
BiTHOIIIEHHI OiMbII CTiIHKI B 30€peXeHHI CBOEI CIIOKMBHOI BapTOCTI 1 IS OKpeMoi
JHOIUHU (OCTABJIAIOTH Ty CaMy HACOJIOJY MPU HOBTOPHOMY, 4acOM 0araTopa3zoBOMYy
BUKOPHCTaHHi), 1 B icTopuuHoMy acnekti. 11[o0 mepexoHaTtucs B 1bOMY, JOCHTBH
31CTaBUTH ICTOPUYHY JOJI0 HAYKOBHX TPAKTATiB aHTHYHUX ab0 CepeAHbOBIYHHX
YYEHHX 1 TBOPIB MUCTEILITBA, aBTOPAMH SIKHX € iX CYYaCHUKH.

OTxe, MUCTEUTBO B3araji, a TeaTpalbHE 30KpeMa, SIK BUPOOHHUITBO, HalijeHe
ICTOTHUMH OCOOJMBOCTSIMH, OCOOJIMBOIO CHEH]iKOr0, SK BHUPOOHHUIITBO TyXOBHE,
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XyZOKHE. Y 3B'S3Ky 3 UMM MiJKPECIMMO. BH3HAHHA 3a MHUCTELTBOM, fK 3a
BAPOOHUIITBOM, CBOEPITHOCTI, CHENU(iKH, BCEMipHE IMiJKPECIeHHs, M0 1€ oKpeme
8UpOOHUYME0, BCE K HE CKAacOBye TOTrO (akTy, IO BOHO € OCOOIHMBHUM, aje
BUPOOHUYMBOM.

TyT BUIAaeTbCa AOPEYHHM 3pOOMTH ILE OJHE 3iCTaBICHHSA. Y TeaTpo3HaBYil
JiTepaTypi MOMMpPEeHa TyMKa, HiOM BUPIIIaIbHY POJIb Y MIPOIIECi CTAHOBJIEHHS MICTEIITBA
3 «HEMHUCTELTBa» Tpae IMyOJiKa, TOOTO «CIOKMBaHHS». AHITPOXH HE 3alepeduyroud
JilicHO BaroMoi poJii MyOJiKK y CTaHOBJICHHI MHUCTELTBA, BHU3HAYCHHI HOTO MPHPOIH,
Tpeba Bce K 3ayBaykKUTH, II0 POJb I, IPOTE, BEIbMH IepediiblieHa. MoXINBO, Taka
lyMKa CTBOPIOETHCS B CHIIy TOTO, IO POJIb CaMOi TBOPYOCTI — ii Xapakrepy, YMOB,
y 3arajlbHOMY — MEXHOA02H XYOOJICHb020 GUPOOHUYMEA — HEHOOLIHIOEThCs. Tak um
IHaKIIe, TPeACTaBISIEThCS OE3CyMHIBHMM, IO 1 B MECTENTBI Yy CIiBBiIHOIIEHHI
BUPOOHUIITBA 1 CITIO’KUBAHHS TPOBIIHUM, BU3HAYAILHIM € BCE-TaKd BUPOOHUIITBO, a HE
CHOKMBaHHS, OT)KE, YMOBM 1 XapakTep camol TBOPYOCTi, & HE YMOBHM 1 Xapakrep
CIPUHAHATTS TBOPY MuUcTeuTBa. SIK i B iHIMX cdepax, MPOAYKT BUPOOHHULITBA CTBOPIOE
CBOT'O CIIOXMBAya, y YOMYy H ToJIsirae BUILa HOTo MeTa, «HaI3aBIaHHsI».

Cepen THX, XTO JOCHIDKYBaB, SIK MOCTHKA TeaTpy (TOOTO 3aKOHM TeaTpajbHOL
TBOPYOCTi, MHCTELTBA) 3pOCTaja 3 yMOB TEaTPAJIbHOIO BUPOOHHMIITBA, CIEHIYHOT
TEXHIKH, SK BOHA CTaBalla YCBIJOMJICHOIO JIOTIiKOIO Ii€l TEXHIKH, YU He IepimM OyB
I'.-E. Jleccinr. «€nmHicTh mii, — nmucaB y4deHuid, — OyJI0 y IPEBHIX IMEPITUM 3aKOHOM
JIpaMHu; €THOCTI Yacy i Miciist OyJiu, Tak O MOBUTH, TUIBKH HACIIIKAMHU, SIKMX OU HABPSI
9 JOTPUMYBAINCS TaK caMO CyBOpPO, K Takoi HEOOXIAHOCTI BUMaraja Iieplia yMoBa,
KON Xop He OyB OW CITOTyYHUM YMHHUKOM. BrictaBn Manu BinOyBaTucsa y IPHUCYTHOCTI
Macu Hapojy, 1 I Maca MOCTIHHO OJTHA i Ta XK, SKa HE MOIJIa BIIXOAUTHA HA OUIBIIY
BiJICTaHb BiJl CBOiX OCEJb 1 Ha OLNbII TPUBAJIMH Yac, HIX Le 3a3BMYail pOOUTHCS 3 MPOCTOT
mikaBocti. ToMy BOHM ¥ TIOBWHHI OYIIM 3aJOBOJIBHATHCS JUIA MICIl OIHOKO 1 TI€IO
X TDIONICI0, a 9ac 0OMEKYBAII OJHAM 1 THM CaMUM JTHeM ... L{iero HeoOXiqHICTIO BOHU
KOPHUCTAIUCS SIK NPUBOJOM — 1O Takoi MIpH CHPOCTUTH caMy Jil0, TaK pPETeNbHO
BIZIOKpEeMHTH Bix Hei Bce 3aiiBe, 110 BOHA, OOMEKEHA CYTTEBUMM CKIAJHHKaMHM, Oyna
HIYMM IHIIAM, SIK igeaoM i€l i ...» (Jeccunr, 1936, ¢.177).

Sx ©Oaummo, 3aaBajocsi O, aOCONIOTHO 30BHIMIHI OOCTaBMHU TeaTpPalbHOI
TBOPYOCTi, CYTO MEXHiYHi, BUPOOHUYI YyMO6U 3aBISKU IX OCMHUCICHHIO, MOOMO
0801I00IHHIO IXHbOIO J02IKOI0, TIEPETBOPWIIMCA B XYIOXHIM mpaktuimi Ecxina,
Codoxkna, EBpumiza B TBOpUi NpuHIMIU. Te, wo cnouyamky 06y10 HAYeOMOo UylcuUM
MUcmeymay, Cmaio C80€I0 NPOMUNEHCHICIIO — CINAIUM eCMEeMUYHUM KAHOHOM.

3MIHIOIOTBCS YMOBH TeaTpajJbHOTO BUPOOHUIITBA, 3a3HAE 3MiH CIICHIYHA TEXHIKa,
1 IIe TTOCTYITOBO 3HAXOAWTHh CBOE BIIOOPaKEHHS y CBIIOMOCTI XYIOKHUKIB, — BOHH
«BUIJIYIIYIOTH> JIOTiIKYy HOBOI TEXHIKH, BIAMOBITHO il OyAyIOTh CBOIO po0OTY, MmyOItika
3BUKa€ J0 HOBUX 3aco0iB 1 TpuiOMiB, SKi B I[OMY TIPOIECi MOCTYIOBO
KaHOHI3yIOThCs. Lle € oaBiYHMM pyXoM, SIKHif HE 3HA€ CIOKOIO 1 3yIIMHOK, 1 OCHOBY
HOro CTaHOBUTH BUPOOHHUIITBO, HOTO JIOTIKA.

1 Ha nouatky XXI cT. BiT4u3HsHI Ta 3apyGiKHI HAYKOBII — HOCITIJHUKH XY/I0XKHBO-TIOCTAHOBOYHHMX
TEXHOJIOTI y TeaTpaJbHOMY MHCTENTBI — aKTHBI3yBaJH HAyKOBO-TIPHKIAIHHHA BEKTOP IOCITIHKEHb
o3HayeHoi npobnemaruku: T. Actad’esa (2011), B. Bazanos (2005), O. Octposepx (2007), M. Kpumuyk
(2011, 2018), I'. JIunkieceka (2018), JI. Muxaiinos (2007), K. FOnoBa-Pomanosa (2017) ta iH.
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HaykoBa HoBU3HA qoc/ixKeHHs. Briepiue y BiTYN3HSIHOMY MHCTEITBO3HABCTBI
JIOCTKYETECS MHUCTEUTBO SIK crielu(pidyHa TEXHOJIOTis, IO Ma€ O3HAKH JIOTIiKH
BUPOOHMYOT, SIK 0CO0MBA (XyI0XKHS) rady3b BUPOOHHIITBA JyXOBHOI IPOIYKIIi.

BucHoBku. Po3risin mucTenTBa sSK BUPOOHMITBA (IyXOBHOTO, IO TOTO X —
XyJIOX)KHBOTO, aje — BUPOOHMITBA!) 1 TEXHOJIOTII SK JIOTIKH IOr0 BHPOOHHIITBA
JIOBOJIUTb, 110 TEXHOJIOTIS HE TIJIbKK HE KBOPOXKa» MUCTEIITBY, 4, HABITAKH, — IITHOOKO
npuTaMaHHa HOMY: yCBIIOMJIEHA B CBOii 3aKOHOMIPHOCTi, BOHa CTaHOBUTH CO0OI0
MOETUKY MHCTELTBA, ii, TaK OM MOBUTH, MIPOMHCIOBO-TBOPUY NPUPOAY, 1 BU3HAUAE
cneungiky KOKHOTO BUAY MHUCTEUTBA 3 HOr0 NMPAaKTUYHOI, «PEMiCHHYOI», CTOPOHHU.
30kpeMa, moetuka TeaTpy (TOOTO 3aKOHM TeaTpaabHOI TBOPYOCTi, MHCTEITBA)
BUpOCTala 3 YyMOB TeaTPaJIbHOIO BUPOOHHMITBA, CLEHIYHOI TEXHIKH, CcTaBaja
BTIJICHOIO Y CIEHIYHOMY IPOCTOP1 YCBITOMIIEHOIO JIOTIKOIO ITi€] TEXHIKH.
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POETICSASTECHNOLOGY

The purpose of the article is to find out the technology role in art in general and in
theater in particular. The prerequisite of such question is the indisputable fact that art,
regarded as artistic creation, is one of the production types. This truth is fixed by language
practice: an object of art (artifact) has long been called awork, that is, a product of production.
Being a special («spiritual», and at the same time — artistic!) Production, art in general, and
theatrical in particular, has all the basic properties of «production in general», including
organizational, economic and technological. Research methods. Historical is to study the
evolution forms of production (including artistic); systemic is when considering an art work as
a special, «closed» interaction system of its components is worldview (ideological),
psychological, technical and technological; genera scientific analysis and synthesis are to
build a scientific art concept as a knowledge means, expression and creation. The scientific
novelty of the research consists in the fact that for the first time a special significance in the
technology artistic creation has been proved. Defining, as in ordinary production, that is, the
material goods production, the social organization forms of labor (individual production,
cooperation, manufactory, factory, industry), the artistic creativity technology, moreover,
characterizes the specifics of each art type with its «craft», «industrial» side. Conclusions. Art
is considered as production (spiritual, and at the same time, artistic, but production!) And
technology as the logic of this production proves that technology is not only «hostile» to art,
but, on the contrary, it is deeply inherent in it: it represents the art poetics and determines the
specifics of each art form from its practical, «craft», side.

Key words: art; production; machinery; art technology, poetics.
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be3xnyoenxo Cepzeii /lanunosuu,

dokmop unocogpckux nayx, npogeccop,
nouémnolii akademux Hayuonanvnoii akademuu
uckyccms Yxkpaunul,

Kuesckuii nayuonanvHulil yHugepcumem
KYAbMYpbl U UCKYCCME,

Kues, Yxpauna

HHO3TUKA KAK TEXHOJIOT'USA

Lenp WccaenoBaHMsi — BBIICHUTh pOJIb TEXHOJOTMH B HCKYCCTBE BOOOIIE
U B TeaTpalbHOM B YacTHOCTU. l[Ipenmnochuikoil Takol NOCTAHOBKH BOIpOCa SBJISIETCS
HEOCIIOPUMBIH (haKT, 4TO UCKYCCTBO, pACCMAMPUBAEMOE KAK XYOONCECMEEHHOE MBOPUECTNEO,
MPEJCTABISICT COOOK OJHY M3 PA3HOBHIHOCTCH npouzsodcmea. DT1a UCTHHA 3aUKCHUPOBAHA
SI3BIKOBOM MPAKTHKOMN: TpeaMer MCcKycctBa — apredakt (ot zam. art (ucxycemeo) u facio
(0enamo, uzeomosnsamv) — y HaC M3/IaBHA HA3BIBACTCS MPOU3BEICHHUEM, TO €CTh NPOOYKIMOM
npouzeodcmea. bByayun 0coObIM  («IYXOBHBIM», TIPH TOM — XYOOodscecmeeHHbiM!)
MPOU3BOJICTBOM, HCKYCCTBO BOOOIE, a TeaTpajJbHOE B YaCTHOCTH, MMEET BCE OCHOBHBIC
CBOWMCTBa «IIPOM3BOACTBA BOOOIIE», B TOM YHCIE OPraHU3AIMOHHBIC, YKOHOMHYCCKHEC
u TexHojormyeckue. Meroabl mMcciaenoBaHusi. lcropuueckuid — [ HMCCIENOBAaHUS
sBONIONIMK  (popM TMpom3BOJACTBA (B TOM YHCIC XYIOKECTBEHHOTO); CHCTEMHBIH — TIpH
PacCMOTPEHHUH MTPOU3BEACHHUS UCKYCCTBA KaK 0CO00M, «3aKPBITON» CUCTEMbI B3aMOICHCTBHS
€ro COCTAaBJISAIONINX — MHPOBO33PEHUECKHUX (MIE0JOMMYECKUX), TICHXOJOMHYECKUX U TEXHUKO-
TEXHOJIOTUYECKUX; OOIICHAYYHbIC aHAIM3a U CHHTE3a— IS MOCTPOCHUS HAYYHON KOHIICIIIHH
HCKYCCTBa KakK CpEJCTBAa IO3HAHUS, CAMOBBIpaXXeHUS M co3ujaHus. HayuHasi HoBM3HA
HCCJEMOBAHUA COCTOMT B TOM, 4YTO BICPBBIC JOKa3bIBacTCA 0c000C 3HAYCHHE
B XYI0)KECTBEHHOM TBOpYECTBE TeXHOJOTHU. Onpenesis, Kak ¥ B 0OBIYHOM MIPOU3BOJICTBE, TO
eCTh TPOM3BOJCTBE MAaTepHalbHBIX Onar, (OpMBI OOMICCTBEHHOW OpraHH3aldd TPyAa
(vHaMBUIyanpHOE TPOM3BOJACTBO, Koomepalms, MaHydaktypa, ¢abpuka, HHAYCTpUs),
TEXHOJIOTHS XYHI0KECTBEHHOTO TBOPYECTBA, CBEPX TOTO, XapaKTePH3YyeT CeNU(UKY KakKIOTO
BHJIa HCKyCCTBA C €r0 «pPEMECIEHHON», <IPOMBILUIEHHON» CTOPOHBI. BhIBOABI.
PaccMmoTpeHre HCKyCCTBa Kak npoussodcmea (JyXOBHOTO, TIPH TOM — XYI0KECTBEHHOTO, HO —
TPOM3BOACTBA!) W mexuono2uu Kak J02UKU IMO20 NPOU3600CMed, IOKA3bIBACT, UYTO
TEXHOJIOTHSI HE TOJIBKO HE «BpakacOHA» UCKYCCTBY, a, HA00OPOT, — IIIyOOKO MPHUCYIIA eMY:
OCO3HAHHAas B CBOCH 3aKOHOMEPHOCTH, OHA MPEACTABIIACT COOOH nosmuxy WCKyCcCTBa
U OIpEACsIeT CIeU(PHKY KaKIOro BHAA MCKYCCTBA C €r0 NPAKTHYECKOH, «PEeMECICHHONY,
CTOpPOHBI.

KutioueBbie c10Ba: UCKYCCTBO; MPOU3BOJICTBO; TEXHUKA, TEXHOJIOTHUS; TO3THKA.
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BU3HAYAJIBHI O3HAKH ECTPAJHOI'O HOMEPA
SAK CTPYKTYPHOI OJJMHUII ECTPAJTHOIO MUACTEIITBA

Merta gocaikeHHs oysrae y popMyBaHHI BU3HAYAIBHAX O3HAK €CTPAJHOTO HOMEpA SIK
CTPYKTYPHOI OJMHHIN €CTPAIHOTO MHCTEITBA, SK OKPEMOrO JIOTIYHO W KOMIIO3HIIIHHO
mo0y/IOBAHOTO BHCTYIY OMHOIO a0 MEKITbKOX BHKOHABIIIB, IO IMOEAHYE B COO1 YKaHPOBI
PI3HOBHIU 1HIKX MHCTEITB, CHUIBHICTD SKHUX IOJIATa€ B TICHOMY 30JM)KCHHI BUKOHABI[B Ta
nyONiKy, y JIAKOHIYHOCTI, MOOUIBHOCTI ¥ pO3BaXalbHOCTI. MeToaW JOCITiTKeHHS.
ETuMororiyauii  MeTO 3HANMOOWMBCS Uil BHU3HAUCHHS IOXOJDKCHHS TOHATTS «ECTPAjHE
MHUCTEUTBO», KOMIIAPATHUBHHUN METOJl JIaB 3MOTY 3IIMCHUTH TMOPIBHSJIBHHIA aHaji3 O3HaK
Manmux (GOpM Y MHCTENTBi; CEMIOTHYHHM METOJOM aBTOPH CKOPHUCTANUCS UIS aHATi3y
BiJINIOBITHOI TEPMIHOJIOTIi, a CEMaHTHYHHUM — I aHANi3y IXHIX CMHCIIB, aHATITHKO-
KOHIICTITyaJbHAH METOJ NaB MiJACTABH BU3HAYUTHCS 3 TOHATTAM €CTPAJHOTO HOMEpa SK
«MOJICKYJIN»  €CTPAJHOr0  MHUCTELTBA; 3aBISIKK CHCTEMHOMY METOAY  3AiHCHEHO
CHCTEMAaTH3allil0 BU3HAYAIBHUX O3HAK eCcTpasHoro HoMepa. HaykoBa HOBU3HA I0CITiKEHHSI
MOJISITA€ B TOMY, IO BIEPIIC B MHUCTELTBO3HABUINA HAyIll CHCTEMATH3YIOTHCS BH3HAYAIbHI
O3HAKH CCTPAJHOTO HOMEpa SK CHHTCTHYHOI'O MHCTEIBKOIO SIBHINA, SK CaMOCTIHHOI
CTPYKTYPHOI OJWHHMIN €CTPaTHOIO MHUCTENTBA, Horo crerudika, a, 0TKe, BIAMIHHOCTI Bix
IHIIUX MaJIUX MUCTEULKUX (GopM. Pa3om 3 1M aBTOpU NPOMOHYIOTH BIACHE TIyMadyCHHS
nedinimii «ectpaanuii Homep». BucHoBkm. EcTpannuii HOMEp € CHHTETHYHHUM MHCTCIIBKIM
SIBHIIIEM, [0 CTAHOBUTH COOOI0 «aTOM» €CTPaTHOI0 MHUCTCITBA, WOT0 BiJIHOCHO CaMOCTIHHY
CTPYKTYPHY OIWHUITIO Y BHTIIAII JIOTIYHO Ta KOMITO3UIIITHO TTOOYZOBAHOTO BUCTYIY OJHOTO
a00 KIUTPKOX BHKOHABIIIB. BW3HaualbHUMH O3HAaKaMH ECTPAJHOTO HOMepa € Horo
CHHTETHYHICTh, KOPOTKOMETPaKHICTh, KOHIIEHTPOBAHICTh 3MICTy, JIAKOHIYHICTB, SICKpaBa
BHJIOBHUIIHICTH, TUHAMIYHICTh, MOOUTBHICTB, aKTYaJIbHICTh, PO3BAKAIBHICTD Ta Oe3mocepeaHii
KOHTAKT BUKOHABIIIB 3 ITyOIiKOIO.

KurouoBi cjioBa: ecTpajHe MHCTEUTBO; €CTPAIHUN HOMEp; €CTpagHi KaHPH; <JIETKi»
JKaHPH.
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MocTranoBka mnpo6jevu. OcCTaHHIM 4YacoM JOBOJI TMOIYJSPHUM € SIBHILIE,
O3HayyBaHEe CJIOBOM «ecTpafa». CTOCOBHO WBOIO <«IErKOro» kaHpy Oararo
JTUCKYTYIOTh, BHUCYBAIOYM pPIi3HI M 9acTo 30BCIM TMOJISAPHI Cy/DKeHHA. Bumarotbes
ICTOPUYHI JOCIiKEHHS, 301pKH, MPUCBIYCHI TBOPUOCTI OKPEMUX aPTUCTIB ECTpaJH,
MeMyapu Ais4iB ectpagu ¥ iH. OpHak BHUBYEHHS TakKOro BHAY MMCTELTBA,
SK eCTpaJiHe, ChOTOJIHI € HeJJOCTaTHIM y cdepi Hayku. Hemapma BiomMuii KOMIIO3uTop
i BukoHaBelb JI. YTboCcOB cTBepaKyBaB: «EcTpaga — HOHATTS, IO BAXKKO MiAJA€ThHCS
KOHKPETHOMY BHU3HaueHHIO» (1961, ¢.149).

MHucTenTBO3HABCTBO HA/ATO OOEPEKHO CTABUTHCS A0 BH3HAHHS €CTPaIy SK BUAY
mucrenrsa. CuTyalist yCKIaIHIOETbCS TUM, 110 B CBITOBOMY MHCTELTBO3HABCTBI HE
ICHye TIOHATTS «ECTpajJHE MHCTEUTBO». B pi3HMX KpaiHax (yHKIIOHYIOTh
pi3HOMaHITHI po3BaXkaibHI (GOPMH MiI HA3BOIO «Bap €TE», IIOY», «MIO3HK-XOJ»,
«xabape», «kade-KOHIepT» TOIO, OJHAK €CTpaJHe MHUCTEUTBO, SK CYBEPEeHHHU BH]
MUCTEIITBA, HE 3HANUIIIOB CBOET MOCTIMHOT MPOMUCKH Ha IINAIbTaX HAYKOBUX BUJIAHb.

OCKiTbKM TEOpEeTHYHI OCHOBM €CTpaad Ile HEJOCTaTHhO PO3poOJeHi, mpodeciiHa
TEpMIHOJIOTIA y il cdepi BEIbMH YMOBHA. BHUKOPHCTOBYIOUHM B TTOBCSKICHHIA MOBI
TIOHATTSI «eCTpaJHE MUCTELTBO», MU HE 3aBXI1 BUOKPEMITIOEMO HOT0 B CAMOCTIHHHMIA BHJ
MHCTEITBA, IHKONM TIAyMadadd ecTpaay 5K 3aci0 IMOeTHAHHA TBODIB DI3HUX BHIIB
MHUCTETB. [IpoTe MOXKHA TIOMITHTH, 1110 MiCHS, TAHEIlb, TAHTOMIMa, LII03I0H, paMaTHIHa
CIICHKa YM MOHOJIOT, BUHECEHI HA eCTPagHUN MalilaH4uK, HAOyBalOTh MEBHUX 3arajIbHUX
O3HAK, SIKi HaJAIOTh €CTPa/i CTAaTyCy «CYBEPEHHOro» BHJYy MHCTENTBA. BuABMBIIM IIi
O3HAKH, Ha3BaBLIM iXHI CKJIaJAHWKU Ta BU3HAUMBIIM iXHI KOPAOHHM, MOXKHA 3pO3YyMITH
crierm(iKy camMoro MOHSTTA «ECTPAIHUI HOMEP» 1 TPOCTEKHUTH MOMIIUBICTD iICHYBaHHS
TIOHSITTS «ECTPAJHE MUCTEITBOY B HAYKOBIM IJIOIHHI.

AHaJIi3 OCTaHHIX MocTiKeHb i myOmikamid. HaykoBux mocimipkeHb i3 3asBieHOL
TeMH Maibke He icHye. OmHAaK BapTO HAralaTd, IO TOHATTS «eCTpaja» TOXOIWTH Bi
JIaTUHCBKOTO Strafum Ta o3Havae «IIiABMIICHHS Y KOHLEPTHOMY 3alli, mepemdadeHe Uit
BUCTYIy apTHCTiB. Ha BimMiHy Binm clieHH, HE Mae TepenHbOi Ta 33/HBOI 3aBic, KYIIIC,
tearpaibiux Maume» (Imutpues, 1967, ¢.1026). BoxHo4yac B YkpaiHChKiil paisHCHKii
SHIMKIIONEli MOHATTS «€CTPagHE MHUCTELTBO» TIYMAUUThCS SIK «BHJIl MHCTELTBA, IO
00’ emHye mesiki Mysuuni (TicHs, iHCTpyMEHTalbHA IT €ca), Xxopeorpadiuni (TaHer,
MiHiaTIOpa), TeaTpaibHi (iHTEpMemis, cker4, (eWIeToH), LHMPKOBI (FKOHIIIFOBAHHS,
eKBLTIOpUCTHKA, aKpoOaTHKa, IpecupyBarHst) sxanpu» (1979, ¢.60). OmHax 11e BU3HAYCHHS,
Ha HAIly TyMKY, € HE 30BCIM IIOBHHM. AJKE €CTpaja «PO3MOBJISIE» MOBAMH MaiiKe BCIX
BUIIB MHCTELTB, IOEAHYIOUYM B CoOi JlitepaTypy, Tearp, My3HKY, TaHEllb, LMK,
KiHemarorpad Tormo. Pi3HOMaHITHIME € TaKOX 1 )KaHPH €CTPajH, B IKUX HasBHI BCl BUIH
BHKOHABCHKOI TBOPYOCTI, KJTacH(]iKkoBaHi 3a TeMaMH (BiJ] II00ATBHUX — JI0 CYTO MICIICBHX),
3a CHeHIYHMMH MaiiianarkaMu (Bi ctoimunux [lanariB KyJIbTypH — 10 MApKiB i BYJIAIIB),
3a aBropamu (BiI KJIacHMKiB — JIO0 BJIAaCHMX TBOpIiB) Tomo. EcTpaga HeMoB Ou
«PO3CHIIAETHCS» HA OKPEMi YMHHI y CBOIX 3aKkoHaX ()OpPMH XyJOKHBOI TBOPHYOCTI.
TearpaibHa CHIMKIIONE/isS HA3UBAE eCTpamxy (MHCTEHTBO €CTPAH) MHCTEITBOM MAUX
dopm» (1967, ¢.1023). Came y dopmati Maamx (GopM i MONISATaE OfHA 3 BU3HAYATBHHX
O3HaK ecrpagHoro mucrenrsa. OpHak Mana ¢GopMa IIMPOKO BUKOPHCTOBYETBCS 1 B Tak
3BaHMX (DUTAPMOHIMHMX >KaHpax, IO 37eOUTHIIOrO IPUHIAIIOBO BIIPI3HSIIOTHCS Bil
ectpaau. bubie Toro, B ycix Buiax MUCTEUTB «Mayia (popMa» iCHYe MOPSA 3 «BETHKOIO».
Ha ectpani ixHs piBHOIPABHICTH BiICYTHS, a BITHOCHHU MK HAMH MalOTh CHETIU(ITHIN
Xapakxrep.
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CTpyKTypHOIO OJMHUIICI0 MHUCTELTBAa €CTpagd € ecTpagHui HoMmep —
BUOKPEMJICHHH, JIOT1YHO Ta KOMIIO3ULIHHO BUOYAyBaHUI BUCTYII OJHOTO a00 KiJIbKOX
BUKOHABIiB. CyKyIHICTh €CTPaJIHUX HOMEPIB, OPraHi30BaHUX 32 3aKOHAMHU ECTPATHOI
Ipamaryprii, € ectpagHuM BuaoBuieM. OCTaHHE MOKE OYTH €CTpaIHUM KOHLEPTOM,
€CTPaJHOI BHCTAaBOK, €CTpaaHHM orsiaoM (pesro, moy, Tom). Came HoMep, SK
Mala ecTpaaHa Gopma, K «aToM>» eCTPaJHOTO MHUCTEITBa, POpPMYy€e CTPYKTYpY BCiel
€CTpaJHOi BHCTaBM, €CTPAJHOTO BHUJIOBUINA YH KOHIEPTY (BEIMKUX (HOpM), IO
CKJIQ/Ial0THCS 3 ECTPAJTHUX HOMEPIB PI3HUX KAHPIB.

To B YoMy  ToNATae BiAMIHHICTH €CTPaAHOTO HOMEpA BiJl MaIux (GOpM 3 TUMHU
K SIKOCTSIMH, L0 iICHYIOTh B IHIIMX BHAAX MUCTEUTB? OCKIIBKH HOMEP — CTPYKTypHa
OJIMHHUIISI €CTPATHOTO MECTENTBA, IMOTPIOHO BH3HAYMTH CIENU(]IKy ecTpagHOTo
HOMepa, 10 BiApi3Hse Horo Bix (inapMOHIMHMX Ta IHIINX BUMIB.

OpHi€l0 3 03HAK €CTPATHOTO TBOPY € Oe3mocepenaHe 30MKEHHS BUKOHABIIIB
3 my0JIiKOIO, 1110 CTBOPIOE OCOOJIMBY CHUCTEMY CIUIKYBaHHS MiX HMUMU. BUKOHaBeIh
i1 9ac BUCTYIy IIEPETBOPIOE MIIAAaYiB-CIyXadiB HAa aKTUBHHUX MApTHEPIB, IPOBOKYE
iX Ha peakIlito Ta 3aJiyda€ A0 aKTHUBHOI Jii, 3aliMaloun BiJHOCHO ITyOJIKH TTO3HIIIIO
MaKCHUMAaJIBHOT JTOBIPEHOCTI, BIAKPUTOCTI Ta BimBepTOCTi. OJHAK CHUCTEMa EMiYHOTO
tearpy b. Bpexra Takoxx npumyckae mpsMe 3BEpHEHHS apTHCTa A0 IAfaya, KAl
HEMOBOHU cTae Oe3nocepeaHiM yuyacHukoM aii. Ha modatky 20-x pokiB XX cT. 3 1i€r0
K METOI0 IPOBOJWB EKCIIEPUMEHTH 13 «ITiJICAIHUMU» aKTOPaMHU cepel IMyOsiKu
it B. Meiiepxonpa. HaBpsim um BapTO BIAHOCHTH Ha 3aciyry €CTpaiyl 3HUIIEHHS
«4eTBepTOi CTIHM», X0uYa LI KOHLENLii € JOCUTh CIIOKYCIHMBOIO, ii JOTPUMYIOTHCS
OaraTo JOCHINHWKIB, SKi 3alepedyloTb TUM CaMHM IIOXO/DKEHHS €cTpaad Bif
TeaTpaJbHOro MUcTenTBa. TeaTp, K i ecTpaaa, CBOIMH JaleKUMH MPEIKaMH BBaXKae
JaBHBOPYCBHKHX CKOMOPOXiB, (paHIy3bKHX TiCTpPiOHIB, HIMELBKMX MIMiJIbMaHIB,
cepeqHpoasiaTchkux MacxapabasiB  TOIMIO, MHCTENTBO SKWX OyAyBajocs Ha
Oe3mocepelHLOMY 3BEpHEHHI A0 Tisimada. Ha BigKpUTOMY KOHTaKTi 3 IyOJiKOIO
OyayBasiocs MHUCTEUTBO M iTamiiicbkoi komenii nemb-apre. llpo mpsiMuii KOHTaKT
13 TIAAlbKUM 3aJI0M MUIIYTh 1 JOCTIAHUKN 3apyOi’kKHOTO TeaTpy: «AKTOp, a 4acTo
BiH 1 aBTOp, L0 BHKOHYBaB I'OJIOBHY DOJIb, KBaBO CIIJIKYBaBCs 3 ayAHMTOPI€l0, siKa
OypXJaWBO pearyBajla Ha 3alpoOIlOHOBaHI KoMemnii, Oylla SKOICh MIpOO
CHIBYYaCHUKOM BHCTaBH 1 HaBiTh HEMOBOM HENPSMHUM CITIBABTOPOM I €CH»
(Cumopwun, 1985, ¢.10).

Sx GaunmMo, Oe3moceperHE CIUIKYBaHHs 3 IyOJIKOIO, TIEH YM 1HIIOK Mipolo,
Oyno 3aBxIu B TeaTpaJibkHOMY MucTenTBi. EcTpana, 3BepTarouuch A0 iCTOPUYHHX
BHUTOKIB, ITiIXOIHJIA Ta PO3BHHYJIA IIEH ITPUHOM.

[Ile omHi€D 03HAKO €CTPajH, a 3BIJCH i €CTPAJHOr0 HOMEpA, € JIAKOHIYHICTh
Ta MOOLIBHICTH BCiX BHUpa3HHX 3aco0iB. EctpagHuii HOMep He Moxke OyTH
pPO3TATHYTHM y daci (3a3Buuaii Horo TpuBamicte He goBmia 5—10 xBumwmH). Tomy
ecTpajHUii HOMEp — IIe MeperyciM UiTKUI CIoXKeT, Jo0pe MpoayMaHa KOMIO3HLIS,
rocTpa KyJbMiHaIlis, BApa3Ha aBTOPCHKA IO3MWINiS, BIYYHI aKIEHTH Ta e(peKTHHH
¢inan. Tyr He icHye 3ariaMOJIEHMX TICHXOJIOTIYHHX XapaKTEePUCTHK TepoiB,
posropuyTux (padynpHUX XOAiB, OaraTeox nidoBux oci6. .M. 3ikciHg y MeMmyapHii
myOmikamii 1UTye Te3y BIJOMOTO apTUCTa PAASHCHKOI IIMPKOBOI KIOYHAIH
M. M. PymsiaueBa: «OCHOBHMI 3aKOH Apamaryprii: eeKTHH No4aTok, IiKaBa
cepenuna, sickpaBuid ¢iHam. <...> VY TBOpax ISl MUPKY Ta €CTpaau Mae OyTH
MOYaTOK, 1[0 IHTPUTY€E, 3MICTOBHA Ta JIOTIYHO TOYHA CEpeUHA Ta HEOUIKYBaHUH
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¢inan. [ uymoBo, sKkm0 1ei (¢iHAN HECTaHIAPTHUM, HE TMOBTOPIOE ICHYIOUI,
HEO/IHOPa30BO BUKOHYBaHi...» (1976, c.21).

Ille omma o3HaKa ecTpagHOrO HOMEpa — AaKTyalIbHICTh, MaKCHMaJlbHA
HAOJMKEHICTh JI0 ChOroJieHHs. BunmatHuii maiicrep ectpaau A. PaiikiH 3a3Havas:
«EcTtpana — MucTenTBo rocrpocydacHe. BoHO MOBHHHO BimoOpaskaTH ChOTOIHINIHIH
JIeHb YX HABITh 3aBTpalllHil, aJie HiSK He BUOpalHii. Te, mo 0yJio ChOroHI B Ta3eTi,
ecTpagHOMy apTHCTy Opartu Bke mi3HO. Tpeba BimdyTH dYac, 3pO3yMiTH, PO IO
JyMAIOTh JIFO[IH, III0 BOHU X04yTh mobaunTh Ta mouytu» (Cumopun, 1985, ¢.272).

3arajdbHONPUITHATI BUIM MHCTEUTBA (TeaTp, My3WKa TOIIO) YBOASATH TIJjsaada-
cllyxaya y CBill CBIiT, a €CTPaJHUIl HOMEp «CaM MPUXOIUTh 10 TIsaaya, 3aJHIIalodn
fioro Ha wMicmi (B 3ami Ta B JKUTTI), Y CBHOTOAHIIIHEOMY IIHi, aje eMOIHO
3MaJbOBYIOUYH Te€, II0 MU 0ayMMo B IiHiCHOCTI, BUpaxae 1ie¢ B CBOIl, JuIIe ecTpasii
Biactusi popmi» ([epmanosa, 1986, c.14).

Bunaerbcs, mo Oyap-sfika O3HaKa, IO BHU3HAYA€E €CTPaJHHN HOMEp 30KpeMma,
AK 1 ecTpaZiHe MHCTELUTBO B3araji, € HEOJHO3HauHOW0. KokHe Ha mepiuil mormisn
CTpaBe/IMBE TBEP/DKECHHS MOXKHA JIETKO CHpPOCTYBaTH. ToMy «...)kax mpodecii
JIIOAWHH, 5K BUXOJUTH Ha €CTpamy i J03BoJisie co0i Brojioc TOBOPUTH BIIACHI CIIOBA
i nmymku, B ToMy, — mucaB CMupHOB-COKOJIBCHKHI, — IO B HIill PO3YMIIOTHCS
abcomotao Bei» (1976, ¢.40). T cpaBni, Oy/ap-fKka Janeka BiJ MHCTEITBA JIFOAWHA
Ma€ CBOE€ YSIBJICHHS IIPO €CTPaiy.

PisHoMaHiTHI (opMu XymokHBOI TBOpPYOCTi, fKI BOWpae B cede MOHATTA
«ecTpaja», CHOpUHAMAIOTBCS HacamImepel SK pO3BaXkajbHi, OpIEHTOBaHI Ha
MPOBEJICHHA JO3BULIA. Po3BakanpHiCTh, SK 1 psAA IHIIUX O3HAK, OOYMOBJICHHX
TEHEaJIOTiI0 bOT0 MHCTEITBA, BIJPi3HSE CydYacHHH ecTpaJHUH HOMEp BiJ I1HIIMX
MHUCTeNTB. EcTpagy Ha3WMBalOTh JIETKUM >KaHpPOM, HEe Oepyud [0 yBard, WO I
JIETKICTh MOXe OyTH OMaHIMBOIO. IcCHYe 6e311id ecTpaJHUX HOMEpIB, ¥ AKHX JIETKICTh
CTBOPIOETHCSI MalCTpaMH 3a JOMOMOTOI0 CKJIAAHUX JJsl BUKOHAHHS HPUIOMIB.
Hanpuknaz, TeatpanizoBanuii mxa3-opkectp JleoHina YTh0ocoBa, CTpyKTYpOBaHHHN Ta
KOMIIO3UIIIIHHO BUOYJOBaHMIN 3a 3aKOHAMHU TeaTpajbHOI BHUCTaBH; 11t03i0H JlaBuja
Konnepdinbna, mnoOynoBaHuii Ha CcynepckiagHiil iHXEHEpHIH TEXHOJOrii Ta
aKTOPCHKOMY XHCTi UTIO310HICTA; MKOHTJISDK HIMEI[BKOTO MaiCTpa pO3MOBHOTO JKaHPY
Jlotapa JIbopa, SIKWi MiAg Yac >KOHIVSDKY KOMEHTYBaB CBOi TPIOKH; MHCTEITBO
YKpaiHCBKOI'O apTUCTa po3MOBHOro xaHpy ['eopria IlaBienka, sikuil 3’€nHyBaB rpy
Ha TPOMOOHI 3 BHKOHAHHSM TOCTPOCOIaIbHOTO (helsIeToHy; MUCTeNTBO Malikia
xexcona, moOynoBaHe Ha BIPTYO3HOMY CHHTE31 MY3WKH, IUIACTHKH, Xopeorpadii,
crieHorpadii Ta peXUCypH; YPEIITi-pEIIT, MUCTEIITBO PaHHBOI TillepXapu3MaTHIHOL
Amnu TlyradoBoi, sika CTBOpHJIA «BOKAJIbHUI TeaTp OAHIET criBaukm» (KAprekiH»,
«Bce MOXyTh KOpouti» i iH.). [leperik el MOYKHa POIOBKYBATH i IPOIOBKYBATH.

MOMEHT pO3BaKAIBHOCTI, NpPUTAMAaHHHN €CTPaJHOMY MHUCTEUTBY B3araii,
a ecTpagHOMY HOMEPY 30KpeMa, Mae i iHIIuH, ncuxonoriunuii acnexT. Ilcuxonoru
PO3TIIAIAl0Th CMiX SIK 3aCi0 CITUTKYBAaHHS JIFOJICH Ta IXHIO pejiakcarlito. BucmitoBaHus
HEJOJIKIB, MOIIMPEHUX HETAaTHBHUX SIBHI] AAPY€E JIOAIM TOYYTTS HE3aJC:KHOCTI
i camoctBepkeHHS. OTXe, PO3BaXaJbHICTh — HACTYIHAa O3HAaKa €CTPagHOTO
HOMEDA, IO HAJa€e HOMY JIETKOCTI, CBITKOBOCTI, OPUTIHATLHOCTI Ta PI3HOMAHITHOCTI.

PosrnsiHyBIIM § JOCHIAUBIIY TOJIOBHI, HA HAIly TYMKY, O3HAKH, 10 BiIPi3HSIOTH
ecTpany, a, OTKe, 11 «aTOM» — eCTpPaJHWi HOMEp, 3-TIOMIX IHIMUX BHIIB MHUCTEIITB,
MOXKHa CTBEpDKYBaTH, IO OCTAHHBROMY TIpUTaMaHHE Oe3MOCepeHE 30JMKEHHS
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BUKOHABILIB 13 IyOJIKOI, JAKOHIYHICTH Ta MOOUIBHICTH YCiX BHpa3HHX 3aco0iB,
aKTyallbHICTh MPOIIOHOBAHOTO MAaTepialy Ta PO3BAKAIBHICTD.

3BUYAIHO, MOKHA CIIPOCTYBATH IyMKY IPO Te, IO BCi BHUIIICHABEACHI O3HAKH
HaJIeXKaTh BUKIIOYHO €CTPaJHOMY HOMEpY, ajpke 0araro JpaMaTHYHUX BHUCTaB
€ TaKOXX PO3BAKAIBHUMHU Ta 3JI000/IEHHWMH, 1 30€piraioTh MpH IbOMY MPUPOAY
TeaTpaJbHOro MHUcTenTBa. JIaKOHIUHICTh Ta MOOUIBHICTD iICHYyE B XOpeorpagidHoMy
Ta My3udHOMy MuctentBax. ll[o cTocyeThcsi po3BaXKalbHOCTiI, TO BOHA 3HAYHOIO
MIpOIO 3yCTPIYa€ThCS Y BCIX BHIAX MUCTEITBA.

BucHoBku. EctpanHuii HOMEp € CHUHTETHYHUM MUCTEUBKHMM SIBHILEM, UIO
CTaHOBUTH COOOI0 «aTOM» EeCTPaJHOT0 MUCTENTBA, MOT0 CaMOCTIHHY CTPYKTYpHY
OJIMHHUITIO Y BUTJISAL JIOTIYHO Ta KOMIO3UIIIHHO TO0Y0BAHOTO BHCTYITy OJHOTO abo
JICKITbKOX BHMKOHABI[iB. BH3HaualbHUMH O3HAaKaMU ECTPAJHOrO HOMepa € Horo
CHHTETUYHICTh, KOPOTKOMETPaXKHICTh, KOHIIEHTPOBAHICTH 3MICTY, JAKOHIYHICTB,
SICKpaBa BUJOBHUIIHICTh, JUHAMIYHICTh, MOOLIBHICTD, aKTyaJIbHICTh, PO3BAXKAIBHICTh
Ta 6e3rmocepe/IHiil KOHTAKT BUKOHABIIIB 13 ITyOIIIKOIO.
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THE EXTRAORDINARY RANGE DETAILSAS STRUCTURAL UNIT
IN ESTABLISHMENT ART

The purpose of the article is to form the main features of the variety number
as a structural unit of pop art, as a separate logically and compositionally constructed
performance of one or more performers, combining genre types of other arts whose
commonality lies in the close rapprochement of performers and the public, in concordance,
mobility and entertainment. Research methods. The etymological method has been used
to determine the concept of «variety art» origin; The comparative method allowed
the comparative analysis of the small forms signs in art; The semiotic method has been used
by the authors for the analysis in the corresponding terminology, and semantic has been used
for the analysis of their meanings, the analytical-conceptual method allowed the authors
to define the concept of variety number as a «molecule» in pop art, and the systematic method
has been used by the authors to systematize the key features in the variety number. The
novelty of the study is that for the first time, in the science of art studies the main features
of the variety number as a synthetic artistic phenomenon have been systematized as an
independent structural unit in pop art, its specifics, and, consequently, differences from other
small artistic forms. However, the authors offer their own interpretation in the definition
of «pop number». Conclusions. Variety number is a synthetic artistic phenomenon,
representing the «atom» of pop art, its relatively independent structural unit in the form
of alogical and compositionally constructed performance of one or more performers. The key
features of the variety number are its synthetic, short, content, concise, vivid entertainment,
dynamism, mobhility, relevance, entertainment and direct contact of performers with the public.

Key words: variety art; pop number; pop genres, «light» genres.
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Jepkau Ceemnana Huxonaegna,

KaHOUOAam UcKyccmeogeoeHus,

npogeccop, 3acyicennbll desimens UCKYCCme YKpauHol,
Kueesckuii ynugepcumem Kynomypbi,

Kues, Yrpauna

Quuep Braoumup Muxaiinosuu,
3ACTYHCEHHDIL Oesmenb UCKYCCE YKpaunbl,
Kuesckuil ynusepcumem xynemypol,

Kues, Yxpauna

ONPEJEJISIIOINUE MTPU3HAKHN 3CTPATHOT'O HOMEPA
KAK CTPYKTYPHOU EAJUHULBI 5CTPAJHOI'O HCKYCCTBA

Leanr wuccaenoBanmsi 3axiovaeTcss B (OPMUPOBAHUM ONPEACISIONINX IIPH3HAKOB
ACTPAHOTO HOMEpa KakK CTPYKTYPHOW EIUHHUIBI SCTPAJHOrO HCKYCCTBA, KaK OTIEIBHOTO
JOTMYHO W KOMIIO3UIIMOHHO MOCTPOEHHOTO BBICTYIUICHHS OIHOTO WIJIM HECKOJBKHX
UCTIOJTHUTEIICH, COUETAIONIETO B ceOe )KaHPOBBIC PA3HOBUAHOCTH JPYTHX MCKYCCTB, OOIIHOCTD
KOTOPBIX 3aKJIIOYAETCsl B TECHOM COJVMIKCHUM HCIIOJNHHTENCH M IyOJMKH, B JAKOHMYHOCTH,
MOOMIBHOCTH M DPa3BIEKATENBHOCTH. MeToabl MCCIeI0BAHUA. DTHMOJOTHYECKUH METO.
MOHAO0MICS Ul ONpPEIENCHNUS TPOUCXOXKAEHHSA MOHSATHS <«3CTPAJHOE HMCKYCCTBOY;
KOM]'IapaTI/IBHI:Jﬁ METOA IMO3BOJIMII OCYIIECTBUTH CpaBHHTeJ’IbHBIﬁ aHaJIM3 MPU3HAKOB MaJIbIX
(hopM B HCKYyCCTBE;, CEMHOTHYECKHM METOJIOM aBTOPbI BOCIIOJIB30BAINUCH ISl aHaIHM3a
COOTBeTCTByIOH_[eﬁ TEPMUHOJIOTUH, a CEMAaHTHYCCKUM — JJId aHaliu3a UuX CMBICJIOB,
AQHAJMTUKO-KOHIICTITYaJIbHBI  METOJ] II03BOJIJI aBTOpPaM ONPENENUTBCS C  TIOHSATHEM
3CTPAHOTO HOMEpa KaK <«MOJIEKYJIbD» O3CTPAJHOIO MCKYCCTBA; CHUCTEMHBIM METO/IOM
COBEpIICHO CHUCTEMATH3AIMIO OIPE/EISIONMX MPU3HAKOB 3CTpajgHoro Homepa. Hayunas
HOBM3HA HCCJIEOBAHUSI 3aKIIOYACTCS B TOM, YTO BIIEPBBIC B MCKYCCTBOBEIYECKOW HayKe
CHCTEMAaTH3UPYIOTCS OIPECISIONINE MPU3HAKK SCTPAJHOTO HOMEpa KaK CHHTETHYECKOTO
XYZO0KECTBEHHOT'O SIBJICHHS, KaK CaMOCTOSITEIbHOW CTPYKTYPHOH €IMHHIIBI 3CTPaTHOTO
HCKYCCTBA, €ro crenuduka, a, cie0BaTeIbHO, OTINYMS OT JPYTHX MaJbIX XyJ0KECTBEHHBIX
(opMm. BMmecTe ¢ Tem aBTOpPHI IIpeuIaraloT COOCTBEHHYIO TPAKTOBKY AC(HUHUIIMN «OCTPaTHBINA
HOMEp». BbIBOABI. OcTpajHBIf HOMEp SBISIETCS CHHTETHUECKHM  XYHI0)KECTBEHHBIM
ABJICHUEM, KOTOPOE MPEJCTaBIsAEeT COO0I «aTOM» 3CTPAJHOIO UCKYCCTBA, €0 OTHOCHUTEIBHO
CAMOCTOSITEJIBHYK) ~ CTPYKTYPHYK) €IMHULY B BHJE JIOTUYECKM W KOMIIO3ULIMOHHO
MOCTPOCHHOI'0 HOMEpPa OJHOro HJIM HECKOJIBKHUX ucroaauTeae. OTIHYNUTENBLHBIMU
0COOCHHOCTSIMU 3CTPaJHOr0 HOMEpa SIBIISICTCS. €0 CHHTETHUYHOCTh, KOPOTKOMETPAXKHOCTH,
KOHLIEHTPUPOBAHHOCTH COJICP)KaHHs, JIAKOHUYHOCTb, SIpKas 3pEIMIIHOCTb, JHHAMHYHOCTB,
MOOMJIBHOCTb, ~ aKTyalbHOCTb,  PAa3BJEKATEJIbHOCTh W  HEMOCPEJCTBEHHBIH  KOHTAKT
UCTIOTHUATEICH ¢ IyOINKOH.

KiroueBble ci10Ba: 3CTpajiHOE HCKYCCTBO; 3CTpPaJHBI HOMEpP; ACTPAJHBIC YKAHPBI;
«JIETKUE> YKaHPBHI.
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TEHE3A TPAIUIIHHUX OBPA3IB ®OJIBKJIOPHOI'O KAPHABAJY
SAK BUSAB HALIIOHAJIBHOI'O CBITOBAYEHHS YKPAIHIIIB

Mera cratTi. 3arnuMOUBIIMCE, B apXaiyHi IUIACTH CBITOIISY JPEBHIX CJIOB'SIH, aBTOP
NparHe MPOCTEXUTH T'eHe3y Ta EBOJIIOIII0 IHCTHTYTY OOpSIOBOrO MAacKyBaHHsI, irpOBOTO
1 [IepeMOHIaIbHO-ETUKETHOTO TICPEBTUICHHS, Ha 0a3i sikoro copMyBaacsi CTpokara rauepes
TpagMILiiiHUX 00pa3iB (ONBKIOPHOIO KapHaBaly YKpaiHIiB. MeToam HOCTiIKeHHSs.
JloporoBka3oM TIOCIY)XHUB IiCTOPHKO-TCHETHYHHH MeTOJl, ab0 MEeTOJ PpEeTPOCIEKTHBHOI
PEKOHCTPYKIIi, KU 3aCTOCOBYETHCSI HE JIMIIEC B T'yMaHITApHHUX, a U MPUPOJHUYMX HayKax.
B ocHOBI 10T0 JIEXKUTH i€ PO Te, IO IMOYATKOBI €Tay PO3BUTKY NEBHUX 00’ €KTIB 1 SBUII
MOJKHA BiITBOPHUTH Ha TiAcTaBi mi3HIMMX eramniB. HaykoBa HOBH3HA NOCTIAKeHHS TIOIISATAE
B aKICHTYBaHHI OCOOJHBOI pOJIi MaCKH 5K 3ac00y MEPEBTUICHHS W PO3KPHUTTS Mi(OIOTigHIX
BUTOKIB CHCTEMH 00pa3iB (hOJBKIOPHOTO TeaTpy YKpaiHiiB. TaKUM YMHOM Y BITYH3HSIHOMY
TYMaHITapHOMY TPOCTOPI YTBEPKYETHCSI HOBUH JIOCIITHULIBKUIA HANIPSIM — KYJIbTYPOJIOTTYHE
Macko3HaBcTBO. BucHoBkM. HaBeneHi B crarTi Marepiaid  pO3KPUBAIOTH T'€HETHYHY
CHOPITHEHICT Midy i pUTyaly, IMAHCHTHY BJIACTUBICTh 3eMJICPOOCHKUX OOPSIIB CTBOPIOBATU
TUMYAcOBUH Mi()OJIOTIYHHUI MPOCTIp, peaKkTyaii3yloud B HbOMY JIaBHI CakpaJibHI CUMBOJIM Ta
ySBJICHHS. |HCTPYMEHTOM cCHCTeMaTH3alil KOHKPETHOro Mmarepiany B pedepoBaniid mpaii
CIIyTyBaJd TIPUHAOM IEpPEeBTLICHHS (peiHKapHaii), oOpsIOBi MacKH Ta IHCTHTYT PSJKCHHS
B mimomy. Came BOHM, SIK 3aCBiYMB aHali3, HaliCTiliKille yTpuMyBamu apxaiyHui Oasuc
PUTYAILHUX TPAJIWIi{, JaBHI KOHIENTYalbHI MOTHBH. YTpojoBk XX — modarky XXI cT.
YiTKO TPOCTEKYETHCS JIHISA peAyKIii i MPUCKOPEHOTO BiAMUpPAHHS OOPSOOBHUX TPaIUIIIHA
i ¢dompkmopy. IlpoTe, sk HEe IOWBHO, IHCTUTYT ABTCHTUYHOI HAPOJHOI MACKH IPOIIOBKYE
cbyHKuiOHyBam i croromHi. B GaraTteox obmacTsix YKpa'l'Hn 30epiraroTbcs, a B OCTaHHI pOKH
1 BIOPOBAKYIOThCS MBI BOTHHMINA DPi3JBSHO- HOBOpl'—IHOFO KapHaBaiy, no6yTy10T1) KOJISI/HI
00X0/IM, BHCTABH <OKHBOTO BepTeIy>, TpajMiiiiHa 3BMYA€BICTh B3a€EMOJIE i3 TMpoIEcaMH
PO3BUTKY HAaI[IOHALHOT CBATKOBOCTI i MUCTELITBA.

KuarouoBi ciioBa: cBitorisim; GoIbKIOp; TMEPEBTUICHHS; Macka; KapHaBai; (iromopdHi,
300Mop¢Hi, aHTporioMopdHi 0Opazw.

IMocTtanoBka mpodjaemu. MoTHB mepeBTiieHHs (peinkapHariii) 6epe MmoyaTox
y Mi(OJOTIYHOMY CBITOIJISAL, KOJM JIOJMHI OyB BJIACTHBUI HE MOHATIHHUHA (K
3apa3s), a HAOYHO-CUTYaIliiiHU# croci6 mucienns. [{uktiuna Moiens MiidHOTO Yacy,
¢ikcylour TOCTiifHE OHOBIIEHHS MPHPOIN, HECKIHUEHHY NIWHAMIKy MEepeTBOPEHb
dopM KHUTTS, 3MILHIOBaNa Bipy JIOAMHU y OescmepTs 11 Aaymr, B MOXKIHMBICTBH
il icHyBaHHS He JMIIE B JIIOAWHHU, a i y pOCIMHAX, TBapUHAX 1 HaBITh HEKUBHUX
npeaMerax. [lepeBepTHHIITBO — OKPEMUI pO3JiJ NepeTBOpeHHs, Mmetamopdo3u, 1o
€ OJTHUM 3 OCHOBHMX 3aKOHIB Mi()OJIOTIYHOI CBiJIOMOCTI, y SIKili, BJIacHE, 1110 3aBI'OJHO
MOJK€E TIEPETBOPUTHUCH HA OyAb-1110 iHIIIe. J{J1s i€l CBIOMOCTI HiIKHX MEX HE iCHYE.
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VY cBarax i o0OpsiAax KapHaBaJIbHOTO THUIY MOTHB NEPEBTUICHHA € LIEHTPAIbHHUM:
CCHC MAacCKH 3aBXJU B TOMY, 110 BOHA OHOBJIIOE, 3MIHIOE 3BUYAaHUN BUTJISA JIIOAUHH,
poowuTH ii, X04a O TITEKK 30BHINTHBO, 30BCIM IHIIOK iCTOTOI (YOJIOBiKA — MKIHKOIO,
napyOka — BeJME/IeM TOII0). [7es1 mepeBTiICHHsI IPUCYTHS 1 B apXaidyHOMY PsIDKEHHI
NaJICOTITUYHUX MHUCIMBLIB 1 B Cy4acHOMY HOBOpiYHOMY Mackapani. IIpore s
MoAiOHICTh HE TIOBHHHA BBOJUTH B OMaHy — Iepe]l HaMH, O€3yMOBHO, SIBUIIA 30BCiM
He ToTokHi. OTKe, BUHUKAE mMoTpeba PO3pi3HATH ICTOPUYHI THUIH KapHAaBaJbHHOTO
TICPEBTIJICHHS.

OnHa copaBa, KoJId OOEpPHEHHS 3a JOIOMOIOI0 MAacKd CHPUHMAETBhCS SIK JKapT,
y3BHYAa€HA PO3Bara, CBSITKOBA YMOBHICTh — HA3BEMO II¢ ITPOBHM IEPEBTIICHHSM.
30BCiM iHIIA CUTYyallis TaM, ¢ CTaBJICHHs 10 MAaCKH Cepio3He, CTBOPEHUI Heto 00pa3
OB’ A3YETHCS 3 PENITIHHUMHE YSBICHHSMH M KyJbTOM, 1 3BiICH BUHHKA€E Bipa B HOTO
peanpHicTh. Takuii THI TepeBTiIeHHS OyaeMo BHU3HAYaTH SK CaKpalbHUU. Ycsi
0araToTHUCSYOIITHS iCTOPisl KapHABaJILHUX (OPM, 1O CYTi, € TPOLIECOM MEPEXOAY Bif
CaKpaJbHOrO0 JO IrpoBOro Tumy mnepeBTiieHHs. [loOikHO BiA3HaYMMO, IO
B TeaTpaJbHOMY JKUTTI BUPOOMIIACS CBOS TUIIOJOTIS NEPEBTUICHHA. TyT BOHO MOXe
OyTH 30BHIIIHIM 1 BHYTpIilIHIM, OyTaOpCbKHM 1 TICHXOJOTiYHUM. MaiicTepHICTh
1 TalmaHT aKTOpa 3HAYHOIO MipOI0 BH3HAYAIOTHCS THM, SIK BiH BMi€ Ha 4ac BHCTaBH
3a0yTH CBOE BIIACHE «i», MO0 KHUTH HA CICHI TIOBHOKPOBHUM JKHTTSAM
300pakyBaHOTO TMepcoHaka. Jlmsi Kpamoro BXOMKCHHS B pOJIb Yy  Tearpi
3aCTOCOBYETHCS CBOSI METOAMKA TEPEBTIICHB, SIKa BKIIFOYAE 1 YUCTO 30BHILIHI eeKkTH
(rpuM, KOCTIOMH, HEKOpalii), i IPHHOMH €MOIIHHO-IICHXOIOTIYHOI IIiATOTOBKH
(manpukiaan, Bigoma cuctema K.CraHicIaBCBKOTO).

AHani3 octanHix gociimkenb i myOaikamiii. Orisin jiTeparypu, IPUCBSIUCHOT
BUBYCHHIO TJIMOMHHUX BHUTOKIB 1HIO€BPONEHCHKOI 1 CJIOB'AHCHKOI Midororii
3acBidye, IO Ii TUTaHHS TPUBEPTAIH yBary i 3apyODKHUX, 1 BITYUN3HSHUX yYEHUX.
llInpoke ™ikHapomHe Bu3HaHHA MaroTh mnpami [k @pesepa, M. Emiane,
K. Tromesins,  A. bprokaepa, B.Ilponma, O. ®petinenbepr, b. Pubakosa,
B. Tonopoga, B. Isanona, H. Benenpkoi.

JociimkeHHsT peKOHCTPYKTHBHOTO TUTaHY 3a MaTepialaMH TyXOBHOI KyJIbTYpH
i 00psnoBOro (PONBKIOPY MarOTh B YKPaiHCBKiH T'yMaHICTapUCTHUII TaKOX JaBHIO
Tpaguuito, yocobneny imenamu M. Makcumosuua, M. Koctomaposa, O. IloTeOHi,
M. CywmroBa, @. BoBka, M. I'pymescekoro, K. Konepxuacpkoro i iH.

Ane s tpaguuis obipanacs Ha Mexi 20-30-X pOKiB MHUHYJIOTO CTOJITTS, KOJH
ryMaHiTapHa Hayka B YKpaiHi 3a3Hajia >KOPCTOKMX pemnpeciii i Oyma HacuiIbHO
nepeBesieHa Ha pelKu «MapKCUCTChbKOI MeTonoorii». Hapono3HaBcTBo, opieHTOBaHE
Ha TIOUIYKH TEHETHYHHX BHTOKIB HAI[lOHAJIbHOI CaMOOYTHOCTI ¥ KyJIbTYpHOI
CBOEPIZHOCTI, HE BIUCYBAJOCS B KAHOHU CTAJIHChKOI Ka3apMEHOI ineoJoril
1 kBauTi(hiKyBaJIoCh SIK KJITACOBO BOPOXKE, «IaTpiapXallbHe», «HAIIOHATICTUYHE> TOIIIO.
Ha nmecarkm pokiB, mo cyri, Oyna mpunmHEHa cepiio3Ha HayKoBa poOoTa B ramysi
eTHOTeHe3y, eTHIYHOi icTopii, HapoJAHWUX BipyBaHb, JE€MOHOJOTIi, apxaidHol
CEMaHTHKH 3BHYaiB 1 (OJIBKIOPY.

Ha cydacHomy ertami, B yMOBax JEp)KaBHOI'O i KyJbTYpHOTIO BiIPOMKCHHS
Ykpainu, MOMITHO 3pOCTa€ yBara JI0 BUBYCHHS JaBHBOCIIOB STHCHKOI 1 yKpaiHCBKOI
Mmidororii, mxepen (opMyBaHHS TpaAMLiAHOT OOPSIOBOCTI Ta QONBKIOPY, fAKi
3aKOHOMIPHO BBaXKalOThCS (DyHIAMEHTOM CaMOCBIZOMOCTI HaIlii.
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[loBepHEeHHS BITYM3HSHUX HAyKOBLIB 10 paHilml TaOyloBaHOi HpoOneMaTHKH
neMoHcTpyioTh mpaimi B. BoitoBuua (2013), B. JlaBumioka (2005), O. Kypoukina
(1995), JI.IMaBmox (2006), IO.IIucapenka (1997), C.IInaunamu (2016),
M. TTonouya (2001), O. IMopuipkoi (2017), M. Tkaua (2002) i iH.

I[Ipo 3MiHy HaykoBOi mMapagMrMHM CBig4aThb 1 PperyJsipHi  BHITyCKH
3araJibHOYKpaiHChKOTro )ypHairy «MidoJioris 1 Gposskiaop», 3acHoBanoro B 2008 p.

Mera cTarTi — 3armMOMBIIMCH B apXaidHi IUIACTH CBITOTIIALY JPEBHIX CJIOB’SH,
MPOCTEXUTH TE€HE3Y Ta €BOJIOLII0 IHCTUTYTY OOpSAOBOIO MacKyBaHHs, irpOBOTO Ta
[epPEeMOHIaIbHO-ETUKETHOTO TIEPeBTIJIeHHA, Ha 0asi skoro cdopmyBanacs ranepes
TpanuIiiHIX 00pa3iB (GOIBKIOPHOTO KapHABATY YKpAaiHIIiB.

Mertonu nocmimkeHHs. JJoporoBkazoM aBTOpPY MOCITYXKHB iCTOPUKO-TCHETHYHHN
MeTon, abo MeTOJ] peTPOCHEKTUBHOI PEKOHCTPYKIIi, SIKUH 3aCTOCOBY€ETHCS ChHOTOJHI
He JIMIIEe B TyMaHITapHHUX, a ¥ MPHUPOJHUYMX HayKax. B HOro OCHOBI JEXHTH
chopMynbpoBaHa ~ Mai)ke  OJHOYACHO  BHJATHUM  POCIHCBKHM  IICHXOJIOTOM
C. BurorcbkuM Ta aHTIilchKUM eTHoJoroM A. M. XokapToMm imes mpo Te, WIO
MOYATKOBI €Tanmy PO3BUTKY IMEBHUX 00 €KTIB 1 SBHI MOXKHA BIITBOPUTH Ha ITiJICTaBi
MI3HIMMX eTamiB eBotomii. [leil MeTos BUSBISETHCS HAWOUIBII IUTIAHUM Y TOMY
BUNAJKy, KOJIHU BiH I'PYHTYEThCS Ha 100pe BHBYECHHX, CHCTEMATH30BaHMX (haKTax,
BiJIITOBXYIOYNCHh BiJl SKUX JIETIIE POOUTH MLIJIECTIPSIMOBAaHI €KCKYpCH B MHHYJIE.
TakvM HaAIWHUM TUTAIIAPMOM JUISL IPOHWKHEHHS! B TIIMOMHHW JIaBHBOCIIOB' SIHCHKOT
JIYXOBHOI KyJBTYpPH CIy>)KUTh BEJIIMYE3HWH MacuB iHpopMalii, HaKOIMYCHUH
icTopukamu, eTHoTrpadamu, GoIbKIOpHUCTAMHU BIPOIOBK OCTAHHIX JIBOX CTOJITH.

Bukaan ocHoBHOro martepiaay mociimkeHHs. CakpaqbHUR THI KapHaBaJIbHUX
MEepEeBTUICHh Ma€e OyXe TIHOOKE iCTOpUYHE KOPIHHA 1 TOB SI3aHUH 3 TEHE3HCOM
nepBicHuX GopM cBimomocTi. Y ¢inocodceKiil aiTeparypi yTBepAuiIacs TOUKa 30py,
3TiTHO 3 SKOIO TEPBICHUI CBITOTIISA 32 CBOIM 3MICTOM 1 (JOPMOIO BHU3HAYAETHCS SIK
Micosoriuamii abo corioanTpornoMopdiuauii. BiH cTaHOBHB cO00I0 CHHKpETHYHUI
KOMIUIEKC JeSKUX TO3UTUBHUX 3HaHb, Mi(oyorii, pemnirii, MHCTEITBa, B SIKOMY
peayicTM4Hi  ySABIEHHS NP0  OTOYYIOUMH  CBIT  XAOTHYHO  IIOE€JHYBAJIMCS
3 4yIepHAI[bKUMH BUTAJIKAMH 1 (PaHTACTUIHUMH JJOMUCIIAMH.

[lepBicHY CBiZOMICTh XapaKTepH3YIOTh TaKi PHCH, SK EMOILIHHICTb, YHCTO
oOpa3He COpUHHSITTSA CBITY, acCOIATHBHICTh, a (JO)JIOTIYHICTh, TiN03013M
(o’xuBOTBOpEHHs), aHiMaTU3M (OMYXOTBOPEHHS BCECBITY B IIJIOMY) 1 aHiMi3M
(omymieBneHHsT #Oro OKpeMHMX TpOSIBiB), a TaKOX HEBIIbHA CXUIBHICTD
yIOMIOHIOBATH NPUPOJHI, a TOTIM 1 COIajJbHI SBUINA JIOIUHI (aHTpOroMopdizm
i comioanTporomopdizm) ta in. (Yauermes, 1982, ¢.45). Midosoriunomy cBiTOrIsiy,
akuil (hopMyBaBCs HE 3a 3aKOHAMH MHCJICHHS, a 3a 3aKOHAMH YSBH, OPraHidYHO
BJIACTHBA i7Iesl BCECBITHHOTO 3B’SI3KY 1 MEPETBOPEHb. 3TIHO 3 HEK B HPUPOI i
MOCTIHHUI KpPyrooOir, Nie HIm0 He 3HWKae, aje BCE 3MIHIOETHCS, IEPEXOIIUTh
3 OJJHOTO CTaHy B iHIIWH, MpHiiMae iHOTY (OpPMY: JIIOIUHA MOKE JIETKO CTAaTH 3BIpOM
a0o 3ipKoI0, MPEJCTABHUKH TBAPUHHOTO W POCIMHHOTO LAPCTBA — JIFOABMH, 3 OTPYTH
3Mii HApOIKY€ThCS JOPOTOLIHHE KaMiHHS, a 3 BOTHIO — JAPAKOHU M NTaxH, KPoB
1 CITbO3W JAIOTh MOYATOK pikaM 1 MopsiM. B TakoMy K KJIFO4i TPaKTyeThCS i JKHATTS
JIOAWHH: HAPOAMTHUCS — 3HAYUTH CTATH 1HIIUM, HIX OyB paHille;BMEPTH — 3HAYHUTh
nepectaTi OyTH THM, KUM OyB 110 cMmepTi. [loniOHi ysBieHHs 1 BipyBaHHS BUHHUKAJIH
Ha TPYHTI CIIOCTEPEKEHHS PEaIbHO ICHYIOYMX, aj€ HE Mi3HAHUX I0-CHPaBXHBOMY
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NPUPOAHUX ABMII 1 3akoHOMipHOCTed. [lepBicHa moaMHa minMmivana, sK 3 SHIS
BUIIYIUTIOBAJINCS NTAIIKH, 5IKi, CBOEI0 YEPTOI0, BUCHIKYBAIN AU, SIK 3 OOJIOTHOTO
ima HapomKyBaJMCsl TYTOJNIOBKH, SKi MOTiM oOepranmcs Ha kab, abo sSK TyCiHb
YTBOPIOBaJia KOKOH, 3 SIKOTO 3’ SIBIISIBCSL METENUK. YCe 1Ie MEePeKOHYBajIo B TOMY, LIO
B CBITI HEMae HI4Oro cTablIbHOTrO, BigOYBa€ThCS MNOCTIMHMN mpomec 3MiH Ta
OHOBJIEHHA. Tak poOmnmcs mepiri HeCMIJMBI KPOKM Ha MUIAXY Mi3HAHHS MiaJeKTHKH
MIPUPOJH, 3aKOHIB 30€pEKEHHS MaTepii.

He BuunenoByrouu cebe i3 mpupoau, JIOIUHA — HOCIH MEpBICHOI CBIZOMOCTI —
nepeHocusaa Ha Hel Bci cBoi sikocTi U pucu. Came B IIbOMY MOJSraB MEXaHi3M
yOCOOJICHHsSI TIpUpoad, mpo sikuii mucaB @. EHrenbc y MiATOTOBUMX Mparsix o
«AnTu-Jlropiara». «Cuiam OpUpOIU 31AI0ThCs MEPBICHIH JIOAMHI YUMOCH UY)KUM,
TAEMHHUYUM, THITIOUMM. Ha meBHOMY CTymeHi, yepe3 sIKUi IpOXOIsTh yCi KyJIbTypHi
HapO/I1, BOHH OCBOIOETHCS 3 HUMH HIIIXOM yocobneHHs» (1965, ¢.590). CripuitHaTrs
HAaBKOJIMIIHBOTO CBiTy Kpi3b TPU3MY YOCOOJNEHHS B YMOBax IaHyBaHHS
BUKPHBJICHOTO Mi()OJIOTIYHOTO CBITOTJISILYy CHOPHAJO PO3BUTKY AaHIMICTHYHHX,
TOTEMICTUYHHX, MAari9YHUX 1 (ETHIIUCTCHKUX VSIBJICHb, Ha 0a3l SKuUX Mmi3HilIe
(hopMyeThCs peiriiHa CBiIOMICTb.

ApxaiuHi MOTHMBM TIEPEBTUICHHS MOXKHA 3HaWTH B Midoiorii 1 Qoipkiopi Bcix
HapomiB 3emii. KitacuuHi MpHKIagm CTOCOBHO ITHOTO Ja€ aHTHYHA Midoioris. Jlerermu
PO TIEPEBTUICHHS 3yCTPIYarOThCs B TBOpax ['omepa, I'eciona, 6arathox MpeBHIX TPariKiB
i mipukiB. Haii6inbiry anronorito (250 croxeriB) 3i0paB puMcbkuii moet I cr. H.e. OBiiit
y CBOIii claBHO3BiCHil moeMi «Metamopho3m», e TpencTaBiIeH] JereHau i mMidgu npo
TIEpeBTUTCHHS] OOTIB 1 JIIOJCH Ha TBapWH, POCIWH, KaMiHHS, PIKHA, CY3ip's TOIIO.
Oco0MBO1 craBH cepesl HUX 3aKUITH OMOBiAaHHs Mpo nepeTBopeHHs Jaduu Ha naBpose
nepeBo, Himpu Exo, Oe3HaniiiHO 3aK0xaHoi B KpaceHs Hapiwica, Ha 6e3rioTHHI MicAIb,
AxkTeoHa Ha oneHs, ckam' sHUTYy HioOero i oxwuBieHy ckyienTypy Ilirmarmiona Tomio.
i Ta iami obpasu «Meramopdo3» ochb yke ONM3BKO JBOX THUCAY POKIB HAIUXArOTh
TBOpPYY YABY JIITEPATOPIiB, XyI0KHHUKIB, CKYJIBITOPIB 1 My3HUKaHTIB.

VYxe cepen mepmux uutadiB moemu OBinis, MaOyTh, HE 3HAXOIMIIOCS THX,
XTO O TOBIpMB y peanbHICTh 300paK€HMX Y Hii TEpeBTUNeHb. Y Ii dYach ifes
peiHkapHallii HaOpana OuUTkIl padiHOBAHOIO BUIJISAY 1 INUPWIACS SK CKJIQJHUK
¢inocodcepkoro BueHHA opdikiB 1 midaropeiinis. OcTaHHI BycCTaMH CBOTO BUYMTEJS
MIPOTOJIONTYBAJIH,IIIO MaTepiabHI OO0JIOHKH B CBITI 3MIHIOIOTBCS, aJIe TyX JINIIAETHCS
BiuruM: Omnia mutantar nihil interil.

3HayHM{ BIUIMB HA PO3BUTOK €BPONEHMCHKOI KyJIbTypH, 30KpeMa y cdepi
¢opMmyBaHHA il TEOJNIOTIYHMX OCHOB, Malla po3poOiieHa opdikamMu perniriitHo-
¢izocodcpka KOHIENIs Mpo Ayury SK AoOpe, OOKECTBEHHE HAYajo 1 TUIO fK
«B' SI3HMIIIO JYIIi». 3TiJHO 3 UM YUYCHHSM CMEPTI MIBJIAHE JIMIIE TUI0, B TOW Yac K
Iylia TPOJOBXKYE CBO€ ICHYBaHHS, TEpPEXHWBAE IUMKA psI 3MIH 1 TMEPEeTBOPEHb
aX JIOKH HE OYHUCTUTH ceOe Bij TUTIECHOT CKBEPHHU.

3 opdikamMu HEpPigKO OB’ SIBYIOTH i MOXOKEHHS BUEHHS MPO METEMIICHX03 —
nepecesieHHs IyIl, Xo4a B AIMCHOCTI IXHA poiib y LbOMY OyJja CKPOMHILIOIO: 3/1aBHA
nmoOyTyrode B HapoJi BipyBaHHS BOHHM BBEIM B KOJO (PiTOCOMCHKUX JOKTPHH.
Kommieke imeanicTHYHUX TOTISIAIB op¢i3My MO0 Tina ¥ aymi OyB CHpUIHATHI
midaropeiiusmMu i moyactu I[lmaronoMm, a Bke depe3 HUX 3100yB IMOJANIBIIOTO
PO3BUTKY B CHCTEMi XpUCTHSHCHKOTO BipOBUEHHS.
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Inei mepeBTiieHHs W TIOCMEPTHOTO TIIEpECECHHS MAyHI 3JaBHA Mald IIHPOKE
PO3MOBCIOKEHHS B peniriax Cxomy. 3a yMOB PO3BUTKY KJIACOBHX BIHOCHH LIl YSIBICHHS
TYT 9acTo Habupai (popMy BUCHHS PO KapMy. 3TiIHO 3 BipyBaHHIMH JTABHIX IHIYCIB, sKi
MOYACTH BU3HAIOTHCS 1 CYYacHHUM IHAYI3MOM, ICNIi CMEPTI Jyllla MOXKE BIAPOIUTHUCS
y BUIJIAA1 Oora, JIFOJUHH, POCIMHHM, TBapHHH. [[prdoMy Micuie il B HOBOMY UTTI 3aJI€Kalio
Oe3mocepenHLO BiJl CTYICHS TPABEIHOCTI HA TONEPETHIX CTaisax icHyBaHHS. Jlomro
JIOMMHM TICIsl CMEPTi BU3HAYae 1l MPIKUTTEBE IisHHS (Kapma), i TOMy I[ap MOXe
BipoauTucs po30iiHUKOM, OimHsK — GaraueM, OpaxmMaH — IIyAPOI0, MHUCIIHBELb — TUTPOM
tormo. Lleft kpyroBopoT mepeceneHs My 3 O/Hi€T TiIeCHOT OOOJIOHKH B iHIILY B PEIiriifHO-
¢imocoderkiii  miTepaTypi OTpUMaB Ha3By <«caHCapa», MI0 O3Ha4a€ OyKBaIbHO
«vanapyBanss» (borrapar-Jlesun u Winbus, 1969, ¢.186).

Bin inmyismy (OpaxmaHni3amy) BYCHHS MPO METEMIICHXO03 TMEPEHIo, Maiike
HE3MIHHO, y Oyamm3M, SIKUH TaKoX TIPOTOBIAYE, MO KOXKHA CMEPTh € IOYaTKOM
HOBOTO JKUTTA 1 IO Mpolec UuX TpaHchopmaliil Oyne TpuBaTH OO KiHLS BCECBITY.
Tak, Oymguctu Bipath, mo bynna, mepm Hixk cratu OoroM, mpoiimoB kpizs 550
MIEPEBTIJIEHb, Y XO/Ii AKUX HOMY OBOAMIOCS OYTH IapeM, keOpakoM, MaBIIO0, 3MI€r0
tomo. IIupoKy po3MOBCIO/KEHICTh BipyBaHb MPO MepeceeHHs Ay (peiHkapHaiii)
MiATBEPDKYIOTh 3i0paHi eTHorpadgaMu naHi i3 TpaAMUIAHMX pemirii Hapoxis
Asctpamii, Adpuxm, Aszii, Amepuku Ta €pomu. (ABmees, 1959, c¢.67-70).
He cranoBmIM BUHATOK B IFOMY 3B’ I3KY ¥ CJIOB’ SHCHK1 HApOIH.

VYHiBepcanbHa CBITOIIISIHA iJiesl peiHKapHAaIlil, sika, 3a A. JloceBUM, CTaHOBUTH
«I0TiYHUI MeTox Midosoriunoro mucinenus» (1957, ¢.13), Ha Ham norssia, Oyia
BUXITHOIO ¥ BH3HAYAJIBbHOIO y (OPMYBaHHI TNIMOMHHUX MUCIUTENb HHUX OCHOB
KapHaBaIbHOTO TMepeBTiIeHHS. JIF0IiHa MOKe TIEPETBOPUTHCS Ha IO 3aBFOJHO — L
OPUHOMI  Mi)OJIOTIYHOTO MHCIEHHS, SKOM BiH TOCHIJOBHO JOTPHUMYBaBCS
B OOpsI0OBOMY DSAKEHHI, Mir' OM JaTH HaJA3BUYAHHY KUTBKICTh TEMAaTHYHUX MAaCOK.
Ane B milicHOCTI, IK cBim4aTh eTHOrpadiuHi qaHi, ixHill HaOlp MOPIBHIHO HEBEIHUKH.
Lle o3nauae, mo 00’ ekTamu 300pakeHHsI IIEPBiCHA JIOAWHA OOHpaa Juiie HalOiIbII
BaYKJIMBI, HAHOIIIBIII XapaKTepHi [T IEBHOTO cepenoBuia o0pasu i peaii. [Ipuaomy
YITKO TIPOCTEKYETHCS ICTOPUYHA, eTHorpadiuHa i HaBiTh HPHUPOTHO-TeoTpadidHa
cnenngika TpaIUIifHIX MacoK Y KOKHOTO Hapoay.

KapnaBanbHi mepeBTijieHHS B oOpszax i (OJBKIOPHI MOTHMBU peiHKapHaIii
3'SABWIIMCS 3 €IWHOTO JDKEpelia Ha €IWHIA CBITOTJISATHIA OCHOBi, 1 TOMy iX
CHIBCTaBJICHHS LIJKOM BHUIpaBaaHe. Xo4a oOpsaa B LiJOMY OUIbII KOHCEPBATHBHUH,
HDK (QONbKIOp, ane iHOomi, SIK y IbOMY 3B's3Ky, came (oJbkiop 30epirae B cobi
HaHO1IBIT apXaidHi MOMEHTH.

MoTuB peiHKapHaIlii JJIOAWHU Y TBAPUHY KiTbKa pa3iB 3raAy€eThCs BXKE B TIaM’ ATII
KynbTypu cximaux cios’siH XII cr. «CrnoBi o monky IropeBiM». XapakTepu3yrouu
TBOPYMI METOJ CIIiBLS JaBHUHU — bosiHa, aBTOp «CIoBa...» 3a3Havae:

Bosa-60 Ham Bimmi,

Sk XOTiB KOM MICHIO TBOPHTH,

Po3TikaBcst MUCITIO TIO ZIepeBy,

CiprM BOBKOM ITO 3eMJIi,

Cu3uM OpJIOM IO XMapamH.

JocnigHuky i mepekiazadi HepiiAKo 3ajMIIaioTh L€ Micle 0e3 MOsSCHEHb, iHIII
BBa)XKAIOTh, 1110 B TEKCTI NP INEPENUCYBaHHI JOMyIIeHa TOMUWIKA: PO3MLUPPOBYIOTh

51



Bulletin of Kyiv National University of Culture and Arts
Seriesin Stage Art ISSUE 2 (2018)

CIIOBO MUCJIb SIK MUCh — Oillka — jersira, abo sik Me3ra — cik 3 aepesa tomo (CiaoBo
npo Iropis moxiza, 1982, ¢.7). BBaxaemo, 110 BHpa3 «PO3TIKATHCS MUCIIO TI0 APEBY»
HE KHIDKHAHA 00pa3, a moeTwyHa Metadopa, sSKa B CBOEMY TEHE3WCI BimoOpaxkae
MariYHui puTyaja BUKOHAaHHS MOETHYHHUX TBOPIB Y JaBHIX CJIOB'sH, IO MPOXOJAWB 32
CIICHApi€M, CXOXHM 13 IIaMaHChKUM KamiaHHSAM. CyThb OCTaHHBOTO, SIK BiIOMO,
MoJsirac B TOMY, IO HIaMaH 37IMCHIOE YMOBHO MaHJPIBKY 3 HW)KHBOTO 3E€MHOTO
ApyCy Ha BepXHili HeOECHHH, Y XOJi 4OTro BiH NEPEBTITIOETHCS Yy TBAPHH 1 MTaxiB,
MiAHIMA€ETHCS BrOPY 3HOBY TaKH YSIBHUM Mi()OJIOTIYHUM APEBOM. SIKIIO NPUITYCTHTH,
IO BOJIXB-IIAMaH y JAPEBHIX CJOB'SH MIr OyTH BOJHOYAC 1 MOETOM-CKa3WTENeM,
JIeTTIe 3po3yMit, domy B «CroBi...» bosHa Ha3uWBarOTh BimuM, oHyKoM Bereca,
TOGTO MPOBHULIEM MAHGYTHHOTO.?

A ocb sk xapaktepusye «CioBo...» Beecnapa-Ilononpkoro, sikuit

l'oponu MUPUB 13 KHI3SIMH.

A caM BOBKOM cepe]] HO4i TeMHO{

Bubiras i3 ropona 3 Kuesa

Mo miBHIB csaraB TMyTOpOKaHs,

BoBkoMm nyTh nepebiraroun

Benukomy Xopcosi (Cnoso nipo Iropis noxiza, 1982, ¢.28).

O0pa3 BOBKa B IIbOMY KOHTEKCTi CHMBOJII3Y€ OJIMCKaBUYHICTh Hai3/miB KHA34. Tak
caMo B IHIIIOMY MIiCIIi TIOEMH, JI¢ OTIMCYETHCS BTE€UA 3 TIOJIOBEI[LKOTO MTOJIOHY, IIBUIKA
i3ma IropeBoro KkoHS TOPIBHIOETbCS TO 3 OIroM TOpHOCTasi, BOBKa-CipOMaHIIS,
TO 3 JIETOM coKona. /laBHI S3MYHUIIBKI YSIBICHHS IPO IEpeBEpTaHHS B 0OpasHiil
cTpykTypi «CroBa...» BXKE SBHO BTPA4arOTh CBif NEPBICHUN MaridHUH ITiATEKCT
1 CIpUHMAIOThCA SIK CTHIIICTUYHA (irypa, 3acid XyZ0KHBOI BUPA3HOCTI.

ApxaiuHi MOMEHTH MOTHBY peiHKapHalii MOKHa MIPOCTEXKHUTH 1 B TaBHOPYCHKUX
Ooununax. OcoOiuBOi yBarm B LbOMY aclieKTi 3aciyropye OwinHa npo Bonxa
Bceecnapuua. Croxer ii, 09€BHIHO, BITHOCHTHCS 10 JTOOM JOKIACOBOTO CYCITLIIHLCTBA,
MO3HAYEHO! LITKOBUTHM MaHyBaHHAM S3UYHUIBKOTO CBITOTJISIAY, TOTEMICTUYHUX Ta
aHIMiCTHYHUX BipyBaHb. Boix (myxe Gnu3bko 10 BoixB) BeecnaBoBud — KHiBChKHit
Oorarup-4apiBHHK, KU 3 TUTHHCTBA OBOJIOIB HAYKOIO TIEPEBTITIOBATHCS.

A u 6yzaer Boa/w/x mecsitv TO/I0B,

Branopsl noyuniics Bonsx ko nmpemynpoctsM:

A ¥ TIepBOI MYJPOCTH YUHIICS

OO0epThIBaTHCS ICHBIM COKOJIOM,

Ko npyroii-ta Mmyapoctu yunics oH, Boxbx

OO0epThIBaTECS CEPHIM BOJIKOM,

Ko tpereii-ta mynpocTtu yuuscsa Bosbx

OOGepThIBaThCS THEIBIM TYPOM — 30J10ThIs pora ([Imutpues pen., 1977. ¢.40).

HabyTe BMiHHA TIepeBTLTIOBATHCA AONOMarae 0OraTHpIO Ha IOJIOBAaHHI, 3aBISKA
oMy BiH HETIOMI4€HHMM MOTparuisie B Tabip BOPOTIB 1 BUBiAyE iXHI BIHCHKOBI TUIAaHU
mozao Hamagy Ha Pyce. 3poOuBIIMCH TOpHOCTaeM, Bonx mepekylrye THTIiBKU JYKiB
1 TICy€ CTpIIM CYNEpHHUKIB, a TMOTIM COKOJIOM BEPTAa€ThCS OO CBOro Tabopy.
XapaxTepHo, 110 Bci 11i Metamopdo3u Bif0yBatoThcs BHOUI. HapemTi, o0epHyBIIHCH

2 3anponoHoBaHEe HAMM TOSCHEHHS IIUTOBAHOTO (hparMenTa 3i «CloBa...» Ma€ TiIMOTETHYHH XapakTep i
HE BHKJIIOYa€ MOXKITUBOCTI 1HIINX TIIyMa4CHb.
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pasoM 3 YycCi€lo JApYKHMHOIO Ha MYpaloK, Ooratup-4apiBHHK JOJIa€ CTiHU
Oimokam’ stHOT (opTeTli 1 OAePIKY€E MIJTKOBUTY MIEPEMOTY HaJl BOPOTOM.

Y ownmuHi «/loOpuHs 1 MapuHKa» YapiBHOIO 3JaTHICTIO OOCpHEHHS BOJIOZIE
JKIHKa, siKa BTUTIOE B co0i pUCH XpecTomariiiHoi BiabMHU. Momnona kusHKa Mapis
'HaTiBHa BMi€ 3aMOBISHHAMH HacWiIaTH JIOOOBHI dYapH, 0O0epTaTh MOTYTHIX
OorarmpiB Ha THiZWX TypiB. Bce me ili Bmaerecs 3pobutn 1 3 JloOpuHero
MukuToBHYEM, aje MOTIM BOHA 3MIHIOE THIB Ha MMJICTB i MparHe BHHUTH 3aMiK 3a
repos. Ilpore JoOpuns 6auuth, MO y BHCOKMX TepeMax MapuHu Hemae oOpasis,
po3mi3Hae B HIH «EPETHUII0 O0€300KHUIIO» 1 TOMY CTHHAa€E BigbMi TOJIOBY.
Sk Oaummo, TeW emiyHWi CIOXKET NOOyAOBaHWA HAa KOHQIIIKTI SI3UIHUIIBKOTO
1 XpHUCTUSHCBKOTO Hayaj, BiH, OYEBMAHO, O(OPMHUBCS Yy TMeEpiol NEpIIOro
HaWTOCTpIMIOro 3iTKHEHHS ABOX ifeoiorid Ha Pyci. fxmo B Omnmai mpo Bomxa
3/IaTHICTH 0 MEPEBTUICHHS TIIyMauyUThCS K TOOJIECTh, TO TYT BOHA BXKE OIIHIOETHCS
HETaTHBHO, SIK €PETHYHHH BUMHOK. 3BiICH MOXHA 3pOOUTH MPHUITYIIEHHS PO Te, IO
LIaCIMBa JOJS Tepos-IIEPeBEPTHI € iHAWKATOPOM JOXPHCTHUSIHCHKOTO MOXOIKEHHS
(OITBKIIOPHOTO CIOXKETY .

EniuHe mepeBTiIeHHS OO0OB S3KOBO TMOB'si3aHE 3 MOTHUBaMH  OOpOTHOH,
BiiCbKOBOTO a00 CIOPTHBHOTO mpoTuOopcTBa. Y OmnuHi mpo CraBpa-0osipuHa
IpyxkuHa Tepos Bacmmmca MukynmdHa BHU3BOJISIE CBOTO YOJOBIKAa 3 TEMHMII],
3’ ABNISAIOYHCH Ha OoratupchbkoMy OeHKeTi KHA3s Bomoammmupa B 4onoBidoMy BOpaHHI
mig imereM nocna 3onotoi Opau. 1106 nepeBiputy, uu He € mocon Bacuiit [BaHoBHY
JKIHKOIO, KWIBCHKHI KHsI3b BJIAIITOBYE 3MaraHHs, Mijl 4ac SKUX APYKWHI OOsSpHHA
JIOBOJUTHCS OOPOTHUCS, CTPUIATH 3 JIyKa, TPAaTH B MAXH — 1 B yChOMY BOHA ITepEeMarae.

lepoit Ounmau «Anwsoma [lomoBuu», mis Toro, mEO 3momatu TyrapunHa
3milioBHYa, MiHSA€ThCS BOpaHHAM i3 jKeOpakoM — «KaJikolo mepexoxkor». OTxe,
JABHBOPYCHKi OMIIMHU JIEMOHCTPYIOTH Pi3HI BUAM TEPEBTIJICHHS: JIOJAWHU HA 3Bips
(mHaifvacrimie), nepeMiHy cTari, COiaIbHOTO CTaHy TOIIIO.

MoTHBH peiHKapHaLiil 3ycTpiyaEMO B CXiJHOCIIOB' SHCHKHX JIET€HAAX, MepeKasax,
Oamamax, TiCHAX, aje OcoOMMBO OaraTi HUMH Ka3KH. 3HA4YHY 3alliKaBJICHICTh
BUKJIMKAIOTh TaK 3BaHI JICOBI Ka3KM 3 apxalyHUMH MHUCIUBCHKO-TBAPUHHUMHU
ciokeramu. Ha nymky akagemika b. PuGakoBa, BoHM modanu ¢opmyBaTHCS e
B IepioA Me30iiTy abo HEONiTy, Y Yac 3HAUYHUX MEpecyBaHb OAWHOKHX MUCIHBIIB
MMyCTUHHUMH, OE3IIIOMHAMH MICISIMH, 1€ HEMa <«HI CTEKCUKH, Hi JOPIKECIKU»
(1981, ¢.132).

Oco06nMBiCTh Ka3KOBOTO CBIiTY MOJISATa€e B TOMY, III0 B HBOMY HE iCHY€ Pi3KOi MeXi
MIX JFONBMH W TBapWHAMH, SBUINAMHU XHUBOI ¥ HEXWBOI MPHUPOIHU. NepeBa, 3Bipi,
KOMaxH, MTaxd, OKpeMi MpeAMETH, PiYKH PO3MOBIISIOTH IMO-JTIOJICBKH, a caMi JIIOJH
PO3YMIIOTh 3BIpHHY MOBY; co0aka, KOpoBa, kabaH, OMK MOXYTh HapOJUTH JIIOJIUHY,
3 SIENb MOXKYTh BIUTYIIUTHCH XJIOMMYUKH YH YOPTEHATA, a )KiHKa HapOHKYE 3BIPEHSTKO;
TPAIUISIFOTHCS IITI00N MiX JIIOJBMU  MPEJCTaBHUKAMHM JICOBOTO 1IapCTBA — BEAMIIh
KuBe 3 0a00r0, IAPEBHY OJIPYKYETHCS 13 Ka0O0I0, 3Mil-TIEPEJICCHUK MPUITITAE BHOYI
JI0 KpacWBUX JKiHOK. J[MBHI NWBa TPAIUISIOTHCS HEPIOKO 1 B CEPEIOBHINI CaMHUX
TBapHWH: B YKPAiHCBHKIN Ka3Ili pO3MOBIIAEThCS SK BOBK 3HIC SHIS, CBUHS 1X BHCHILIA,
a BHJIYITWJIMCH 3 HUX TPH Mapy BOJIB i OMK.

HanzsuuaitHo Oaratmii HaOip pi3HOBHIIB (0Opa3iB) MEpeBTUICHHS, SKi 3HA€
CX1THOCTIOB’ THCHKA 1 30KpeMa yKpaiHChKa Ka3ka. Bimomo, 1o BoHU IIHTIUTH 10 HAaC HE
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B NEPBICHOMY, @ B TPaHC(OPMOBAHOMY BHUIJIS/II, 3HAYHOIO MipOIO BTPATHUBLIM CBiif
Miomoriuamit 3mict. Ilig BIUIMBOM COIIANBHO-€KOHOMIYHUX yMOB JKHTTS, IIiJl
THUCKOM XPHCTHUSIHCHKOT PElirii MOCTYOBO 3aTEMHIOBAIIOCS, BUKPUBIISIIOCS MEPBiCHE
3HAYCHHS Ka30K. AJie, HE3BaXar4W Ha 1€, TPAIUIIHI Ka3KOBI CHOKETH
3 TIEPEBTUJICHHSM JJOHECTH 10 HAC A€ JaBHI YSIBJICHHS 1 TOMY MOXYTb MOCITYKUTH
IIHHUM 1CTOPUKO-ETHOTPaPigHNM HKEPETIOM.

JieBuM IHCTPYMEHTOM (hOJIBKIOPHHX NICPEBTLICHb Y CBATKOBO-PHTYallbHIi chepi
€ obpsjoBa Macka. Ii jnedinilis B cydacHiii HaykoBiii jiTeparypi poszpoOGieHa e
HepocTatHbo. OTHE 3 HAWOLIBIN BAATMX BU3HAYEHb HANIEXKUTh A. ABleeBy: «Macka —
IIe CTeIliaibHe 300paKeHHS AKOi-HEOY b ICTOTH, K€ OJATal0Th a00 HOCSITH 3 METOIO
nepeBTiieHHss B faHy icroty» (1960, c.234). YueHuii 3ampornoHyBaB i JeTalbHY
Kknacudikalilo Macok, B OCHOBY SKOi MOKJIJEHO crocodw iX HociHHSA. B mimomy
NPUAHSITHA, BOHA BUIAETHCS JICIO OJHOCTOPOHHBOIO, OCKITBKA MAcKH 3BE/ICHI JIHIIE
Jl0 nuTaHHs BOpaHHs. HacmpaBii >k nmepeBTUICHHS B OOPSAOBI JOCATAETHCS I[IJIOO
cucTeMor 3aco0iB (kocTioM, Oytadopis, rpuM, oOpasHe CIOBO, JKECTH, MaHepa
HOBEMiHKK ¥ iH.). ToMy, OYEBHIHO, Ma€ CCHC 1 OLIbII y3araJbHEHE TPAKTYBaHHS
MacKH SIK I[UIICHOTO 00pa3y, CTBOPEHOTrO 3aco0aMH MEPEeBTUICHHS JIIOJUHHU B IHIILY
ICTOTY.

CyTTeBHll €BPUCTHYHUI 3MICT Mae OiHApHA OMO3WINS <«THYHHA — JHK» abo
«Macka — ikoHa». BoHa BimoOpakae He nuie 0araToBiKOBy OOpPOTHEOY S3UIHHUIIBKOTO
Ta XPUCTUSHCHKOTO CBITOTJISNIB, @ W TPUBAJC CHIBXHUTTA 1 B3a€EMOJII0 IMX JBOX
imeonoriuamx cucteM. HapomHa moOyToBa pemniriiiHiCTh yKpaiHCBKOTO CeNITHHHA
Oa3yBayacsi Ha TPUHITUII — «OOTOBI CITy’KM W HOpTa HE THIBK», MO0 O0YMOBIIOBAJIO
il koMIpomicHUH, aMOiBalIeHTHUH XapakTep sIK BU3HAYalIbHY MPUKMETY TaKk 3BaHOTO
«JOBIp's1». Y CBITOTJSIIHOMY NPOCTOPI LBOTO CBOEPITHOTO SIBUILA MAaCKy i 1KOHY
Oarato 1m0 30JMKy€E:. BOHHM OJHAKOBOIO MIpOIO € CakpaJbHUMH IIpeAMETaMH,
CHHTE30M BipH ¥ MHUCTEIITBA, HOCISIMH TPAHCIICHACHTHO1, TOOTO HE JaHOI V BITIYTTIX
igei mpo 3BepXHICTh HAANPHPOIHHMX cuil. HapongHe cTaBieHHsS A0 iKOHHM Ta MacKH
B IIJIOMY pSli KyJIbTOBUX MOMEHTIB OJHO3HAYHE 1 IPYHTYETbCI Ha JIABHHOMY
SIBUIHUIIBKOMY cyOcTpaTti. Hemapma B HapoaHii MOBI iKOHH, 5K 1 TOTAaHCHKUX 170JIiB,
HasuBamu  «Ooramm»  (Ycmenckwi, 1978, ¢.127). PemrTku  S3HYHHIIBKO-
XPUCTUSHCHKOTO CHHKPETH3MY MPOCTEXYIOThCSA i y TOMY, IO B YKPaiHLiB TEpMiHOM
«TAIMaH» HA3WBAIH 1 OOPSIOBI MacKW, 1 MAJICHBKI HAIIAWHI 1IKOHKH, sKi 10 XIX CT.
BUKOPUCTOBYBAJIHCS SIK 1iBO4i Iiprkpacu Ta odeperu (Kopsun-IInorposckuii, 1887).

VY uminoMy icHyBaB JOBOJII IIMPOKHU IUIACT TPAAMLIHHOT «HHU30BOI» KyJIbTYpU
(omoBimanpHu 1 miceHHUE (HOIBKIOP, PSIDKEHHS, BEpPTEN, HAPOJHA KapTHHA H iH.),
JIe €BaHTEJIbChKI 00pa3M ¥ CIOYKETH KIITU 32 3aKOHAMH apXaiyHOTO «KapHaBaJIbHOTO>
CBITOCHPUIHATTS. PO3yMiHHS «IIpaBEHOTO» H «TPIlIHOTO» OYJIO JIy’Ke JajJeKUM Bif
HepKOBHUX normariB. OTke, BpaXOBYIOUM Iy)Xe€ TOBaXXHHH BiK OOPSIOBOI MacKu
1 CTIMKICTh TOB'SI3aHOTO 3 HEI0 KOMIUIEKCY YSBIE€Hb, MOXHA PO3IIIIIATH i1 K
TeHETHYHY NpeATedy 1 BaXJIMBE [HKEPENO XPHUCTUSHCHKOI iKoHorpadii. Aje ue
CKJIaJJHE IUTaHHs, 6€3yMOBHO, IOTpeOy€ CIeLialbHOTO AOCIiIKEHHS.

3a manumu XIX — XX cr., TpaaumiiHi MacKy yKpaiHIIB MOB’ s3aHI HacamIiepen
i3 pI3ABSIHO-HOBOPIYHMMH CBSITKaMH Ta BecUunsiM. KpiM Toro, B OKpeMux
MICIIEBOCTSIX BOHU BHKOPHUCTOBYBaJlCA IiJ 4ac CBSTKyBaHHS AHIpis, Mwukony,
Macnsnoi, FOpis, Benmukonns, [Bana Kynana, Tpiiini Ta iH., Opanu ygacTs B 00psigax
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POIMHHO-XPECTHHHOTO 1 OXOBAJIBHOTO («Irpu mpu Mepui») KOMIUIEKCY, B OCIHHBO-
3UMOBHX 3i0paHHSX MoJOAlI — Be4yOpHUUAX. Ha3BuM y4acHUKIB MacKyBaHHS
BapIIOIOTECS Y PI3HHUX JIAIGKTHUX 30HAX: «PSHKEHI», «IepedpaHi», «repeOnpaHiii»,
CUUTAHI», AL, KN, €BOJIOXU», KMaJaHKaPi», KBECEIUKI» TOIIO.

VY Macui 31MTe MarepiajbHe W JAyXOBHE Hayajo, i caMUM (aKkTOM CBOTO
iCHyBaHHS BOHa HAaOYHO 3aCBiYy€ YMOBHICTh NMPUHHITOTO B eTHOrpadiuHiii HayIi
MOJTy Ha MaTepiajbHy W JyXOBHY KyJbTypy. He Matoum ananora B ’KHBil MpHUpO/i,
MacKa HaJCKUTb J0 OOpSAOBHX aTpuOYTiB 3 BHCOKMM CEMIOTHYHUM CTaTyCOM.
[i npaBOMipHO TITyMaunTH K CUMBOJIIUHMIA PEJIMET, SIK PEYOBE YOCOOIEHHS TIEBHUX
CBITOTUIATHUX YSBJICHb 1 KOHIIENTYyaJbHUX MOTHBIB. 3a TBepKeHHsM M.baxTiHa,
«... y Macli BTUICHE irpoBe HAyajo >XHTTS, B OCHOBI ii JIEXHUTH OCOOIMBHI
B3a€MO3B’ 130K IIACHOCTI 1 00pasy, XapakTepHWUH Ui HaWJaBHIMIAX OOPSIIOBO-
BUIOBHITHUX (opM. Buuepnaru ayxe cxiiafHy Ta 0araro3HadyHy CHMBOJIKY MacKH,
3BUYaitHo, HeMoxBO» (1990, c.48).

Hapoxni macku ykpaiHIB HOCATH BiIOMTOK apxaiuHoi MPOCTOTH, iX BiApi3HSE
oco0nmBa TapMOHIA pealizMy W KOMIYHOTO TIpoTecKy. BoHM BUTOTOBISUTHCS
3 MaTepiaiB, HASBHUX y KO)KHOMY CEIITHCBKOMY TOCIIOZIapCTBI (JIepeBo, IIKipa, MOJIOTHO,
BOBHA, TPSIIMBO, COJIOMa, TOPOJIHI KYJIbTYPH, KBITH i iH.), @ TaKOX KyloBaHux (martip,
KapToH, cpibHa ¢ombra, marepis # iH.) EKBIiBaJEHTOM MacKd YacTo CITyXKHIIO
TPUMYBaHHS, 3IFICHIOBAaHE 3a JOIIOMOTOIO Caki, OOpOITHA, TIWHH, OypsKa, a Ti3Hime —
KIHOUOi KOoCMeTHKH. CEeMaHTUYHO 3HAYMMOIO IS TPAJUIIHHUX MAacOK € KOJILOPOBa
Tpiama: dYepBoHe-dopHe-Oume. [lpudoMy dYepBoHMII Komip BifirpaBaB TEPEBAXKHO
anoTPONEidHy POjb, YOPHUNA 1 OUTHIA acOIMIOBAIUCS 31 CBITOM MEPINB, MOTOHOITHHX
(memoHiuHMX) icTOT. BaxnBo, 110 BKazaHa KOJbOPOBa CHMBOJIIKA MPOCTEKYETHCS IIe
B IIEYEPHOMY MHCTELTBI ManeomiTy i, 3a npunymeHssM B. Tepuepa, € nanbanssaM 1o
iHg0€eBpoIeiichkoro MuHyoro (1983, ¢.98).

Apxaigyanii 1map 3BUYAiB Ta YSABIEHb YKpaiHImiB 10 XX CT. 3aKOHCEPBYBAJIH
HOBOpiYHI 10310poBUi 00xoau 3 Mackamu — «Kosza» i «ManaHka», 0 Malnud CBOIO
TEPUTOPII0 PO3MOBCIOMKEHHS, BIIPI3HAINCH CKIAIOM IIEPCOHAXIB, APaMATHUHHUM,
MCEHHNM 1 MY3WYHHM penepryapoM. AKTHBHUMH BHKOHABIIMH IHMX OOpPSIOMINACTB
BUCTYNAIM TPEIACTABHUKMA YOJOBIYOI MOJIOAI — HEOIpyXeHi mnapyOku, o0’ emHaHi
B KOJIS/IHI TPYIH («IIapTii», «BaTaru», «ryptu»). CBITKOBUI pUTyas TPAIUIiHHIX MAacOK
BKJIFOUaB y ce0e JOCHTh BaroMHii €JIeMEeHT IMIPOBi3allii, ajie B OCHOBI CBOill Oa3yBaBcs
Ha YCHOMY CLEHapii, SIKOro JOOTPUMYBAJIHCh JOCHUTH CYBOPO. Y CTPYKTypi LBOTO
CIICHApII0 MPOCTEKYIOThCA TaKi JIAHKH, SK TMOCBsuyBajbHa (iHiliagbHA) EPEMOHd,
TIPOILIECist MacOK, BUKOHAHHS OOPSIIOBOI MMiCHI, MariyHi aKTH, JpaMaTHYHO-IrPOBE JIIICTBO
Ha TOABIp'1 1 B xari, 00apyBaHHsI, 3aralbHOCUTECHKIN TaHEITh-CXO Ha PO3IOPLKIKSIX,
MDKIPYTIOBi 3MaraHHs-aroH, OYMIICHHS BOJIOIO Ta BOTHEM.

Konsgaukn B mMackax — HPOBICHUKHM BECHM I HOBOTO arpapHOro CE30HY, ILIO
00yMOBIIIOE TIPUCYTHICTh y IXHPOMY BOpaHHI MIKYp TBapWH i POCIMHHUX aTpUOYTIB
SK CHUMBOJIIB OararctBa U pojrodocti. CakpaibHO-MariyHa CIpPSMOBAHICTb
HOBOPIYHMX MAacOK BHM3Ha4ya€e i Taki TUIOBI PUCH IXHBOI MOBEAIHKH, SIK PUTMiuHA
TaHIIOBaJbHA XOJa, 3aCTOCYBaHHS J3BiHKIB Ta OWYiB, TepUTOpiaJbHa KOHKYPEHIIis
3 OIHOJITKaMH, MyOmiuHe mokapaHHs (OCMISHHS) HEIOMIKIB i BaJ OTHOCEIBIIB,
pUTyanbHUH epoTu3M 1 0e34MHCTBa, OcOOJIMBA KapHaBajbHa MoBa TOmmO. OmHUM
13 HaHNOIIMPEHINX NMPUHOMIB CTBOPEHHs 00pa3y PSAAKEHOTO € BUBEPTAHHS OJISTY
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HaBMBOPIT 1 sIBHA 1HBEpCisl B ioro BYMHKax. Macku — HOCIT CBATKOBOI (KapHaBaJIbHOT)
cBoOOOM cioBa ¥ kecTy. AMOIBaleHTHa HPUPOAA  KOJSAHUKA-PSIKEHOTO
BUSIBJSIETBCSI B TOMY, 1110, 3 OJJHOTO OOKY, BiH IIPUHOCHUTH i3 COO0I0 BpOKaid, 10OpoOyT
1 macTs, a 3 IHIIOro — BiH MOPYLIHUK COLIANBHUX i €THYHUX HOPM, OpyTanbHUi
HACMILIHUK 3 arpecHBHOIO, BYJbrapHOIO BAaucro. [lix BIUIMBOM XpHCTHSHCTBa
HOCIHHSI OOpSIIOBUX MAacOK y pPi3ABSHO-HOBOPIYHUH TEpioj] BBAXKAJIOCS BEIUKUM
rpixoMm, sikuii Tpeba OyJI0 CIIOKYTYBaTH, KylalouKch B OCBsiUEHii Boai Ha OpraHi.

OCHOBHI TeMH ¥ MOTHMBM [IpaMaTHU4HHX irop CBSITOYHOIO KapHaBaly YyKpaiHIIiB
(cuMBOJTiYHE BiHYAHHSA, ITOXOPOH, BAariTHICTB, CMEPTh 1 HAPOMKEHHS, 300payKeHHS
TPYIOBHX TIPOIIECIB, CIIEHKH, TIOB’ I3aHi 3 TOPrOM 1 JIIKYBaHHSM, Ta iH.) 3HAYHOI MipOIO
OyOmroBaNMCs B TpaIULiiiHOMY Beciuli Ta «irpax mpu mepui». Pasom 3 THM psDKeHHS
B IWKJI CiMEHHOi OOpSAIOBOCTI Mallo CBOIO CHEMHU(]IKY, IO BUSBISUIACS B CKOPOYEHHI
KOJIa BUKOHABIIIB, aKIICHTYBaHHI NEBHUX CIOXKETIB, 30UIBIIICHHI POJIi IMITPOBI3AIliHIX
enemeHTiB. [IpoBigHY poib y BECUTbBHOMY W TOXOBAIFHOMY pHUTYyall BifirpaBaia
aroTporeiyna (3axucHa) QpyHKIIis Macok. [IparHeHHs BpsTyBaTUCS BiJl 3ryOHOTO BILTHBY
JEMOHIYHHX CHJI yOCOOJIOBAIM MMOCTaTi «()agblIMBOI HAapEUEHOD» Ta «yJIaBaHOTO
Mepisi». [nst psmkeHHsT B OyAb-SIKOMY OOPSIIOBOMY KOHTEKCTI Ba)KJIMBa JEMOHCTpAIIis
MIEBHOI KUIBKOCTI MPOTHUCTABIECHB: OMO3MIISI YOJIOBIYOIO — KiHOYOI0, CBOIO — UYXKOTO,
MOJIOJOT'O — CTapOro, COLIAIIBHO BUCOKOI'O — COLIAJIBHO HU3bKOT'O TOLLIO.

Crpokara ranepes yKpailHCbKHUX TPaIHIiHAX MacoK, y CBOiif OCHOBI CIIiJIbHA IS
KaJeHIapHOI Ta ciMeiHOi 3BHMYAa€BOCTI, (OopMyBasiacsi MPOTIrOM 0araTboX CTOJITH,
LUISIXOM JIOJaBaHHS HOBOTO A0 YLIIUIOrO CTaporo. 3 Morjsity oOpa3sHOro BTUICHHS
MacKH MOJUIAIOTHCA Ha KibKa TPy

1) 300mopodHi,

2) ditomopdHi,

3) anTpomoMopdHi,

4) dantacTuuHi (IeMOHIYHI).

AHati3 KOHKPETHOT'O MaTepially MepeKoHye B TOMY, 10 CEMaHTHKa TPaIUliiHUX
KapHaBalbHUX 00pa3iB  YKpaiHIiB TPOCSIKHYTa 1l€€I0 JOCATHEHHS INACTS
i mobpoOyty y cdepi i BUpOOHHYMX, 1 CiMEHHO-ILTIOOHMX BigHOCHH. HanOGimpmn
MOKa30Bi B IIbOMY IUIaHI JaBHI 300MOp(HI MacCKH: «K03a», «KiHb» («KOoOMIIa»),
«BEJIMIJIBY, <OKYypPaBEIb», «OyCcel», «OJICHb», «OHK» («Typ»), «OapaH» Ta iH., HOSBY
SIKUX CJII TIOB' SI3yBaTH 3 paHHIMHU CTallisIMH TOCIIOJApPIOBAaHHS — IIOJIOBAHHSM Ta
NpUpYYEHHsIM TBapuH. [3 mepexomom 10 3emiepoOcTBa BifOylocs cCeMaHTHYHE
NEepeKoyBaHHS JOaBHIX OOpSAOBHX CHMBOJIB 1 TOTEMIB, 4acTHHA 3 SIKMX Halyina
HOBOTO arpapHOro ocMucieHHs (3Biacu Bimome: «Jle Ko3a XOAWTh, TaM HKUTO
poauTh»). 3iCTaBICHHS PUTYyadbHUX (GYHKIH 300MOPGHHUX MEPCOHAXKIB y CHCTEMI
PAIKCHHS 1 B IIMPOKOMY (DOJIBKIIOPHOMY KOHTEKCTI JIA€ MiJICTABU IHTEPIPETYBATH iX
SIK 3BIpIB-TIOKPOBUTEINIB, IOCEPEAHHUKIB MIK CBITOM peadbHHUM 1 ITOTOMOIYHNM,
MPUCYTHICTh SIKUX Y CaKpaJbHO MapKOBaHI MEpIOAN POKY OOIIsia JOASM IIacTsd —
ypOKaii, Ui AHICTh XyA00H, 3A0pOB’ 4, ciMeiHui 10OpoOyT TOwIO.

VY psai BUNAnIKiB MPOCTEKYETHCSI CEMaHTHYHA TOTOKHICTH 300MOP(HUX Macok
3 SIBUYHUIIBKUMH OOXKECTBaMH JIaBHIX CJIOB'siH («wKypaBenb» — Poj, «BeaMiap» —
Bernec, «kinp» — SIpuio Ta iH.). MoXHa IPUITYCTUTH, IO B TOXPUCTUSHCHKHNA TIEpiof
i CBSIIEHHI TBapWHHU, SK 1 3aMacKOBaHI MiJl TBapWUH JIOAU, OyIu OOPSAOBUMHU
€KBIBAJICHTAMH TOJIOBHUX IIPEJICTABHHUKIB PENIriifHO-Mi(OJIOTIYHOTO TAHTEOHY.
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3 dYacoM, miJ BIUIMBOM XpPUCTHUSHCTBA, BimOynacsi ineojoriyHa TpaHcdopMalis
300MOppHUX 00pa3iB, IXHIA mepexia 3 BUIIOTO Mi)OIOTIYHOTO PiBHS HAa HIDKYHIA,
3 KOJIa TIO3UTHBHUX II€PCOHAXIB y KOJO HEraTUBHMUX. TaK, KOJIMIIHIA BereTaTHBHUH
JEMOH — «I00pWil IyX HUBH» B HOBHUX yMOBaxX CTa€ OJHHM i3 YTUICHb CaTaHU —
«KO03a» —YOPT Y KO3514ilf T0H001.

Jo ditomophHUX MacOK yKpaiHIIB HaJeXaTh «KYI», «TOIMOJIS» Ta AEAKi iHII,
pOJib SIKHX BUKOHYBaJIM JliBYaTa, JCKOPOBaHI 3eJeHUMHU Tiikamu. CeMaHTHUYHE
3HAUYEeHHS LUX O0Opa3iB MpOsICHEHE HEAOCTaTHbO. Pa3oM 3 TakuMH OOpPSIOBUMH
aTpuOyTaMHu 3eleHHX CBST, K «Oepi3ka», «sBip», «irpowii ay0o», y cucTemi
SIBUIHUITFKOTO CBITOTJISIAY BOHH BiJirpaBajy, OYE€BHIHO, POJIb CUMBOJIIB KOCMIYHO1
Teoanii, OysIHHS >KUTTEBUX CHUJI HPUPOAW W JIOAMHU Ha BIANOBIZaJbHOMY pyOexki
MEPEeXO/Iy BiJl BECHH IO JITA.

OpmanM 13 pKepen po3mmr(ppPOBKY 3MICTY TPAJUIIHHNX MAaCOK MOXKE CITY’KHUTH KYJIBT
NPEJIKiB, 32 JOMOMOIOI0 SKOTO YTBEPKYBAIIKCS MICTUYHI YSBJICHHS PO T€, IO IyXH
MOMEPJIMX POIMYIB 3aXWILAIOTh JKUBUX, ajle HAaTOMICTb HOTPeOYIOTh IIaHyBaHHS
1 KEpPTBONPHHOIIEHHS. 3a JTaBHIMK Mi(OJIOTTYHIME YSIBIICHHSIMH, KilbKa pa3 Ha ik, Ha
BEJIHKI CBATA MPE/IKH ITiTHIMAIUCS 3 MOTWII 1 IIPOBITYBaM CBOIX pimHuX. CriovaTKy BipuiH,
10 TPUXOAITK cami momepai (iX YTUMTIOBAIN MAacKH MPE/IKIB — <IiIH» 1 «0abi), a 3rofioM
i BIUIMBOM XPHUCTHSHCBKOTO BUEHHS IIPO TUIO M Aylry HAaOyB MOIIMPEHHS MOIVIAA IPO
MaHAPIBKK 0e3 TilecHnX ayml. lIprHanexHicTs TPaguIiiHUX TePCOHAXKIB PAMMKEHHS 10
BUXIJILIB 13 «TOTO CBITY» MaHi()eCTYeThCsl B OOpsIi 4epe3 CUMBOJIKY «aHTHIIOBEIHKH,
CKIIQTHUKAMHU SIKOT Oy pHUTyallbHI OCIIKEeTH, KPaaiKK{, €CXpOJoris, MoOyIoBaHI Ha
TIPUHIATI iHBEpCii MarivHi aKTH.

I'pyna aHTponoMop(GHUX Macok yKpaiHIiB HaituucesbHima. Ii mpeacTaBHUKM —
pi3HOXapaKTepHi NepcoHaXi: MOOYTOBI — «Hin», «baba», «HapeUeHU», «HapeueHa»,
«Bacwip», «ManaHka», COLiaJbHO CTaHOBI — «Iap», KOPOJb», IIAH», KEKOHOM,
«KO3aK», «TCHEpaI», «COIIaT», «IIID», <«depHeNb», NPodeciiHi — «KOBaIb»,
CCAKOTPYC», «CYIIs», IKap», «IepyKap», «MUCIUBENb», «poTtorpad»; eTHiuHi —
COKUJI», «IIUTaH», IOJIAK», TYpPOK», «Tatapun» Ta iH. J[o rpymu ¢aHTaCTHYHHX
ICTOT HaJeXKaTh TaKi: «IOPT», KCMEPTH», KMPEIb», «pycallka», «BiabMa».

3a cnocrtepexxeHHsMu A.Baii0ypina, psypKeHI — L€ «CBOrO poay Tapan
npencraBHUKIiB  uykoro cBity» (1990, ¢.8). VYca cucrema oOpsmoBHX Macok
MOJIENTIOBANIa KApTHHY CBITY 3 TIOTJISLY CENISTHChKOI rpomManu. CaMe ToMy MepCcOHaxi
PSADKEHHS BTUTIOBAJIM TMEPEBAXKHO 11 OJMKHE OTOYCHHS: OOTiB, AyXiB, MOMEPIUX
MPEJIKiB, 3BIpiB, MPEICTABHUKIB IHIIMX COLIATBHUX, MPO(eciiHUX, HAI[IOHATBHUX
rpyn. Y Takuii crocié HapogHUI oOpsii HeMoBOM BOMpaB y cebe CBIT peajbHHd Ta
ippeaybHUI, HAMArarOunCh iX MPUMUPUTH Ta YPiBHOBAKHUTH.

HaykoBa HOBH3Ha [IOCJTIUKeHHSI TIOJISra€ B aKICHTyBaHHI OCOOJIMBOI poJIi
MAacKH 5K 3ac00y TIEpEBTLUICHHS i pO3KPHUTTS Mi()OIIOTIYHIX BUTOKIB CHCTEMH 00pa3iB
(onmpKIOpHOTO TeaTpy yKpaiHmiB. OTKe y BITYM3HAHOMY TyMaHITapHOMY MPOCTOPI
YTBEPAXKYETHCS. HOBUH JOCITIIHUIBKUNA HANPSM — KyJIbTYPOJIOTIYHE MacKO3HABCTBO,
110 BXKE JaBHO i JOBOJIi YCHIIIHO PO3BUBAETHLCS B OaraTbox KpaiHax CBiTYy.

BucnoBku. Po3risHyTi MaTepiany 3acBiTYYIOTH, IO OOPSZOBI MAacKd YKpaiHIIB
Y CBOEMY CEMaHTUYHOMY 3HAUYCHHI X JI0 XX CT. OyJIM OXOPOHIISIMU JABHIX S3UYHHITBKHX
MOTHBIB. BopHOUac Ha HHUX HaK/aIa BiAOUTOK XPUCTHUSHCHKA 11€0JIOT IS, YUM MOSICHIOETHCS
CYIEpewIMBHUI XapaKTep OKPEMHUX CUMBOJIIYHHX 1HTEpIIpEeTaLiil.
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Y Ham yac oOps0oBEe DPSJDKCHHS HAJCKHTh JIO 3HHUKAKOUUMX (OPM HAPOTHOL
kynprypu. llocTifiHO 3ByXKyeThcsi Teorpadiss BecumbHOrO KapHaBady. Ocepeaku
JIaBHBOI TPAmuUIlii Pi3BIHO-HOBOPIYHOTO KapHABally OLIBII CTIHKO 30epiraroThCs
B MIiBAGHHO-3aXigHUX o00nactsax Ykpainu. [loOyTyrodi Tam CBATKOBI KOCTIOMH
W Mackd HEpIKO  BiJ3HAYAIOTBCS BHUCOKOK  MAHCTEPHICTIO  BUKOHAHHSA,
BiT0Opakar04y MOTST CUTBCHKOTO HACETICHHS JIO €CTeTH3allii CBOTO TO3BIIIIS.

YTpaTuBIIM KOJUIIHIA MariyHuil 3MicT 1 CEeMaHTHYHE HABAaHTA)KCHHS, 3BUYAN
PSKEHHS TIEPETBOPUBCS HA BECENUI MacKkapaj, rpy, Tpaauliiiny po3sary. CboromaHi
MacKd CIyXaTh 3arajlbHO3PO3yMIIMM CHMBOJIOM HapOJHOI CMIiXOBOI CTHXIi,
00pa3oTBOPUMM 3HAKOM JIYKE MOTPIOHUX JIFOAMHI CBITKOBUX €MOIIiH.
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TRADITIONAL IMAGES GENESIS OF FOLKLORE CARNIVAL
ASUKRAINIANSNATIONAL WORLD

The purpose of the article. Deep into the archaic layers of the outlook in the ancient
Slavs, the author seeks to trace the genesis and the ritual masking institute evolution, the game
and ceremonial-etiquette reincarnation, on its basis a motley gallery of traditional images in
Ukrainian folk carnival has been formed. Resear ch methods. The historical-genetic method,
or the retrospective reconstruction method, which is used not only in the humanities but also
in the natural sciences, it is served as a guide. It is based on the idea that the initial stages of
the development of certain objects and phenomena can be recreated on the basis of later
stages. The scientific novelty of the study is to emphasize the mask specia role as
reincarnation and disclosure means of the mythological origins in the system of images in
Ukrainians folk theatre. Thus in the national humanitarian space a new research direction is
masculinity cultural studies is being established. Conclusions. The materials in this article
reveal the genetic affinity of myth and ritual, the immanent property of the agricultural ritesto
create a temporary mythological space, reacting in it ancient sacred symbols and
representations. The systematization instrument of a particular material in the reflexive work
was the reincarnation reception, ritual masks and the persecution ingtitute as a whole. As the
analysis showed, that they kept the archaic basis of ritua traditions, the old conceptua
motives, most firmly. During the XX and the beginning of the XXI century, the reduction line
and accelerated death of ceremonial traditions and folklore is clearly traced. However,
strangely enough, the institute of authentic folk masks continues to function today. In alot of
Ukrainian regions the living crests of the Christmas and New Year's carnival are preserved,
and in recent years, there are corals rounds, a «live vertebrate» performances, the traditional
custom interacts with the development processes in national festivity and art.

Key words: worldview; folklore; reincarnation; mask; carnival; phytol morphed,
zoomorphic, anthropomorphic images.
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Kypoukun Anexcandp Bnaoumuposuu,
O00KMOP UCMOPUYECKUX HAVK,
npogeccop,

Kueescxuti nayuonanvnwviti ynugepcumem
KVIbMYPbl U UCKYCCME,

Kues, Yxpauna

I'EHE3UC TPAJUIINOHHBIX OBPA30B ®OJIBKJIOPHOI'O
KAPHABAJIA KAK IPOABJIEHME HAITNOHAJIBHOI'O
MUPOBO33PEHUSA YKPAUHIIEB

Lean crarbu. YrioyOMBIIMCH B apXaudyecKue IUIACThl MUPOBO33PEHUs JAPEBHUX CIaBsH,
aBTOP CTPEMHTCSI POCIIEINTh T€HE3UC U JBOJIOIMI0 MHCTUTYTa OOPSITHOIO MacKUpOBaHUS,
WUTPOBOTO W IIEPEMOHHAILHO-ITHKETHOTO  IIEPEBOILUIONICHUS, Ha 0a3e  KOTOpOro
copMupoBaiach mecTpas Tanepes TpPaAWIMOHHBIX 00pa30B (OIBKIOPHOTO KapHaBaia
ykpauHeB. Metoasl ucciaenoBanusi. OpUEHTHPOM IOCITYXKHI HCTOPHKO-TEHETHUYECKHH
METOJl, WM METOX PETPOCHEKTHBHON pPEKOHCTPYKLHH, HWCIOIB3yeMbIi HE TOJBKO
B TYMaHHUTApHBIX, HO U B €CTECTBOBEIYECKHIX HayKaX. B OCHOBE €ro JEeXHUT uaes O TOM, 4TO
HadaJbHBIC ITAllbl PAa3BUTHA OIPENEICHHBIX OOBEKTOB W SBICHHHA MOXXHO BOCCO3/1aTh Ha
OCHOBe Oojee TO3MHMX dTamoB. HayyHasih HOBHM3HA  HCCIIEJOBAaHUS  COCTOMT
B AKLEHTHPOBAaHHH OCOOOWH pOJIM MacKH KaK CpEACTBA IEPEBOIUIOMICHUS H PACKpPBITUA
MHU(OJIIOTHYECKUX HCTOKOB CHUCTEMBI 00pa30B (OJBKIOPHOTO Tearpa YKpauHIEeB. Takum
o0pazoM B  OTEYECTBEHHOM TyMaHHUTAPHOM IPOCTPAHCTBE  yTBEPXKIACTCS  HOBOE
HCCIIEIOBATENIbCKOE HAINPABICHHE — KYJIbTYPOJIOTHYECKOE MAacKoBeJeHHE. BbIBOABI.
[TpuBeneHHbIE B CTaThe MaTEepUaNbl PACKPHIBAIOT '€HETHYECKOE POJCTBO MH]a M puTyaia,
MMMaHEHTHOE CBOWCTBO 3eMJIECIbUCCKHX OOPSAIOB CO31aBaTh BPEMEHHOE MH(OJIOTHIECKOE
IPOCTPAHCTBO, PEAKTyalH3Upys B HEM JAPEBHHE CAKpPAIbHbIE CHMBOJIBI U IPEICTABICHHUS.
WHcTpyMeHTOM cHCTeMaTH3allid KOHKPETHOTO MaTepuaia B pedepupoBaHHOH paboTte
CITYKHJTA TIPUEM TIEPEBOILIOIIEHHUS (PEMHKAPHAIINH), OOPSAIHBIE MACKA W MHCTHUTYT PSKCHBS
B 1esioM. VIMEHHO OHHM, KaK 3aCBHICTEIHCTBOBAJ aHAHM3, Hamboliee CTOWKO YAEp:KHBAIA
apxamdecKkuil 0a3uc pUTYalNbHBIX TpPAIWIWH, IpEeBHHE KOHIENTyalbHbIe MOTHBHL. Ha
npoTsbkeHnH XX — Havasia XXI B. 4eTKO MPOCIIEKUBACTCS JIUHUS PEAYKIIMU U YCKOPEHHOIO
OTMHUpaHusi OOpsAAOBBIX Tpaauuuid W ¢onbkiopa. Ho, kak He yAMBUTEIBHO, WHCTHUTYT
AyTEeHTUYHON HapOJHOM Macku MNpoAoJDKaeT (YHKIMOHMPOBaTh M ceroaHs. Bo MmHormx
o0nacTax YKpaumHBl COXPaHSAIOTCSA, a B IOCIEIHHE TOABI U BO3POXKAAIOTCS, KUBBIC OUaru
POXIIECTBEHCKO-HOBOTOJIHEI0 KapHaBajia, OBITYIOT KOJISIAHBIE OOXOJbI, MPEICTABICHHS
<GKMBOTO BEpTENa», TPAAMIMOHHBIE OObMaW B3aMMOJCHCTBYIOT C MPOLECCaMH Pa3BUTHS
HalMOHAIIBHOM MPa3HUYHOCTH U NCKYCCTBA.

KioueBble ciioBa: MHpOBO33peHHUE; (DOJBKIIOP; IEPEBOILIONICHUE. MacKa, KapHaBal,;
(uroMopdHBIE, 300MOpdHEIE, aHTpOTTOMOP(hHBIE 00pa3HI.
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Merta pocaimkenHsi — 3'scyBaTH  OCOOJIMBOCTI  PO3YMIHHA 1 TIIyMadyeHHS
K. CranicnaBcbknM HOTro TOHSATTS <«iJTIOCTPOBAHUM IIJATEKCT», BU3HAYUTH CYTHICTB,
3HAYUMICTh Ta MiCIle «UTIOCTPOBAaHOTO MIATEKCTY» B TPOIECi CIEHIYHOTO CHUIKYBaHHS
aKTOpa; 3aIlpOIIOHYBaTH BJIACHE PO3YMIHHS Ta BU3HAYEHHS MOBHOTO IIATEKCTY H TOBECTH
HOro 3HAYYMIICTP K CKIAJHHKA CIEHIYHOTO MOBICHHS. MeToau JOCTiI:KeHHS:
QHANITHYHUN — U JOCHIUKEHHS ICHYIOYMX TEOPETHYHHX TIyMaueHb MiATEKCTY Ta HOro
MPaKTHYHOTO 3aCTOCYBaHHS;KOMIIAPAaTHBHUI — Yy 3ICTaBJIeHHI U TMOPIBHAIIBHOMY aHai3i
TEOPETHYHHX 1 MPAKTUYHUX TIIyMadeHb Ta 3aCTOCYBaHb MIITEKCTY; JOTIKO-y3araibHIOI0YHN —
JUI TIOWUTTS MiACYMKIB AOCHi/pkeHHs, (opMmyltoBaHHsS BUCHOBKiB. HaykoBa HoBH3HA
poboTH ToJNsArae B yTOYHEHHI TEXHOJOTii MpoLecy CIOBECHOI il aKTOpa-yMTI IiJ 4ac
CIEHIYHOTO CIHUIKYBaHHs; BiJIHAXO/PKEHHI TOTO OCHOBHOTO, IO CJIYTye JiiCHOIO
HEOOXITHICTIO MPOTOJIOMIEHHST aKTOPOM aBTOPCHKHX CJIB, Ta € CIIOHYKOIO J0 IPOAYKTHBHOL
1 [iTecnpsMOBaHOI CIIOBECHOI Aii; B OCMHCIEHHI ¥ TIyMadeHHI CYTHOCTI TeaTpajbHOTO
TIOHSTTS <IIIATEKCT» Ta 3aCTOCYBaHHI HOT0 y CIEHIUHil MOBJICHHEBIH NpakTHIli. BUCHOBKH.
3'scosano, mo K. CraHicmaBChKHII Ta MPOAOBXKYBadi HOTO BUCHHS TPAKTYIOTh MiATEKCT:
SK IT03aTEKCTOBI — aKTOPCHKi Oa4yeHHs, YSABICHHS, 00pa3u, AyMKH, IMOYYTTS, IMEHYIOUH IIIe
HOro «iMIOCTPOBaHMM», 1 K — HACKpi3HA [is B Taly3i MOBICHHA, He BOadaroum U He
aKIEHTYIOUH TPY [[bOMY Ha IXHIM BiIMIHHOCTI # pi3HOcTi. HaromnomieHo, mo BpakeHHs Bij
VSIBHOI ~ «UTFOCTpariii» («TFOCTpOBaHMN MIATEKCT»)€ IHINE TOAPA3HUKOM CIOBECHOTO
CIUIKYBaHHS aKTOpa; JIIHCHY K HEOOXIIHICTh MPOTOJIOIICHHS CIiB MOPOJPKYE MOTHBAIIS Ta
MeTa IX BUT'OJIOILIEHHS.

Kio4oBi ciioBa: clioBecHE CIIJIKYBaHHS, «UIIOCTPOBAaHUH ITIATEKCT»; MIATEKCT HACKPI3-
Hoi 1ii; K. Cranicnascekuii; I'. KpicTi;«kiHocTpiuka OaueHE»; BHYTPIIIHI Oa4CHHS,; BITUYTTS.

Teopua yssa, ko0 6 OUBOBUICHOIO MA
ganmacmuynoio 6oua He OyIa, BUNIUBAE
3 JHHCUMMEBO20 D0CBIOY, 3 NOOAUEHO20,
NnOYYmozo, nepescumoo.

Hanis I'ymenrok, «Enna»

IMocranoBka mpo6Jemu. Y TeaTpaibHI NEJarorimi MOHSTTS <UTFOCTPOBAHHMA
iTEKCT» 3a3BUYail BBaXKAIOTh OJIOBHOIO MIEPEIYyMOBOIO MIEPETBOPEHHS TEKCTY POJIi
Ha CJIOBECHY Jil0, a OCHOBOIO <«UTIOCTPOBAHOTO MATEKCTY» — OauyeHHs, fKi
HOPOJUKYIOTh  BiMYyTTS. 3acHOBHHMK TeatpanbHoi Teopii K. CraniciaBchkuid
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pO3TIIsiAae TPOLEC OCMHCICHHS, IPUBJIACHEHHSI» aKTOPOM AaBTOPCBKOTO TEKCTY
Yyepe3 UIIOCTPOBaHUH MIATEKCT 1 MIATEKCT HACKPI3HOT 1ii, HE aKLEHTYIOUH MIPHU LEOMY
Ha ixHix cnenugikax. IlocmimoBHuku Teopii CraHICIaBCHKOTO HE HAMararoThCs
CaMOCTiIHHO po3iOpaTHcs B TpoOiIeMi <«iJIOCTPOBAHOTO MiATEKCTY» H MigTEKCTY
HACKpi3HOI [Iii, a CNiIyoTh 3a HOro MipKyBaHHSIMH, MEPETNOBITAl0YH YU ITUTYIOUH
ix,— He 3amepeuyroTh, HE CHPOCTOBYIOTH 1 BIACHUX apryMEHTIB HE HAaBOJATH.
[IpobGnema momsirac B TOMY,II0 «UTIOCTPOBAHUH MIATEKCT» HE € OCHOBHUM
y CJIOBEeCHIH ii: BiH iCHy€ JHIIE SK MOAPa3HHUK i CTUMYJISATOP IO Ail; BUpaxkae x ii —
MiATEKCT HACKPI3HOT [Ii1 MPOMOBIISTHHSI.

AHaJi3 ocTraHHiX gocaimxkeHb i myOmikanmii. [loHATTS «imrocTpoBaHH
MiATEKCT» MPOTIOHYE i PO3Tisiae B CBOiX TeopeTndHnX podorax K. CraHicmaBChKHM.
YacTKOBO ameiioTh [0 LBOTO TEPMiHY TEOPETUKM 1 TPAKTUKH TeaTpy
B. CaxnoBcrkuit, O. ITomo, M. Kaebens, I'. Kpicri, I'. ToBctonoros, 1. [Ipommnrosa,
B. Tanennee, B. ®inpmruHchkuii. Cepen yKpaiHCHKHX TEaTPO3HABIIB MOHSTTS
MIITEKCT, SK KaTETOpil0 CICHIYHOTO MOBIIEHHS, po3nmimand [.1Opa B kHH3I
«Pexwucep y teatpi», M. KapacroB ypo6oTi «CTaHicnaBChKHAN 1 CIIEHIYHAa MOBa» Ta
P. YepkammH y mociOHUKY «XyIOKHE CJIIOBO Ha CIEHi». Bci Ha3BaHi JOCHiIHUKH,
TEOPETUKU M MPAaKTUKK TeaTpy TIE UM IHLIOI MIpOI0 PO3MIAAAIOTH SIBUILE
CIICHIYHOTO MiATEKCTy 3arajoM Imig Kytom 3opy K. CraniciaBcbKoro, BH3HAIOUH
W MATPUMYIOYH HOTO TIYMadeHHS MIATEKCTY K «iTIOCTPOBAHHI».

Mera crarTi — 3'scyBatm  OCOONMBOCTI pO3YMIHHA 1 TIyMadeHHS
K. CranicnaBcbkUM TOHSATTS «UTIOCTPOBAaHMN MIATEKCT», BHU3HAYUTH CYTHICTB,
3HAYUMICTh Ta MICIe «TFOCTPOBAHOTO TIATEKCTY» B TPOIECI CIEHIYHOTO
CIITKYBaHHS aKTopa.

Buknan ocHoBHoro martepiaay. fx crBepmxye B.lanenmeeB y monorpadgii
«He TimpKM TpO  CIEHIYHY MOBY», yceOidHe OCMHCICHHA MeEXaHi3MiB
«TIPUBJIACHEHHS» aKTOPOM aBTOPCbKOro Tekcty npuseno K. CranicaaBcbKoro o
HaBOXXJMBIMIMX BiOKPHUTTIB: Oynu cHOPMYIBOBaHI MOHATTS KUTFOCTPOBAHOTO
HiITeKCTy» 1 «kiHocTpiuku Oadyenb pouni» (2006, ¢.103). Cam K. CraniciaBchkwuii
MOHATTA «UTIOCTpOBaHUHM miaTekcT Gopmyitoe Tak: «[lpuposa 3pobuna Tak, 0 MU
B CJIOBECHOMY CITIJIKYBaHHI 3 IHIIMMH JIIOBMH CIIOYAaTKy 0a9nMO BHYTPIIIHIM 30pOM
Te, PO WIO Hje MOBa, a MOTIM YK€ TOBOPUMO Npo Te, mo Oaunmo. Komu x mu
CIlyXa€eMO IHIIMX, TO CIIOYaTKy CIPUHMAEMO BYXOM Te, II0 HaM TOBOPSATH, MOTIM
0a4nMo OKOM Te, 10 MU mouyiu. CiyXaTH HallO MOBOIO O3Hayae 0aYuTH Te, MPO
110 TOBOPSATH, @ TOBOPUTH — 3HAUYUTH CTBOPIOBATH 30pOBi 00pa3u. CioBo AJs apTHcTa
HE MPOCTO 3BYK, a 30yIHUK 00pa3iB. Uepes Te B CIIOBECHOMY CITUIKYBaHHI Ha CIICHI
TOBOPITh HE CTIJIBKU JJIS ByXa, CKUIBKU JIJIsi OKa. TakMM 4YMHOM HaMm MOTPIOCH He
HOPOCTHiA, a iLmocmposanuti niomexcm W ecH 1 pomi» (mym i Odani y yumamax
suoinenns naue — I. C.) (CranicnaBcskuii, 2008, ¢.69).

Hocnimkyroun sBuLIe «imocTpoBaHoro miarekcty» K. CraniciaBChbKUii HABOJUTh
MIPUKJIIA] i3 MPOTOJIOMEHHSIM MiHi-onoBiTaHH:: «S OyB 3apa3 B IBana IBanoBnya. Bin
y JKaxJHMBOMY CTaHi: Horo apyxkwuHa Brekna. JloBemocs ixatu no Iletpa IlerpoBuua,
PO3IIOBICTH MPO T€, IO CTAJIOCs, 1 MPOCUTH MOT0 JOMOMOITH 3aCHOKOITH 0inoiaxy»
(2008, c.69), sike He BUKIIUKAJIO JOBIPH 10 JKOJHOTO CIIOBA «i HE JAWBHO, — CTBEPIIKYE
aBTOp, — Xxi0a MOKHAa TPOMOBIIATH iX IIUPO O€3 pO3yMOGUX Ys8TeHb, CTBOPIOBAHUX
BUTAJIKAMU YSIBH, MALIUHUM <Ko 6 1 npononosanumu oocmasunamu? HeoOXiaHO
3HATH U Oauumu ix ceoim enympiwinim 3opom <...> IlpumymaiTe >k TON BUMHCET
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ySIBM, MaridyHe <«skOW» 1 3allponoHOBaHI OOCTaBUHH, SIKI 0adymb Gam npasgo
sumosumu yi crosa. Maiuo Toro, BU HE TUIbKHU JlI3HAWTECH, alie i TOCTapanTecs sCHO
nobayumu BCEe Te, MO oOOpa3HO, 3pUMO HAMAIIOE BaM Balla BUTAQJKa YSIBU»
(2008, ¢.69-70). Tiapku 3a Takux yMoB, cTBepkye K. CTaHiCIaBChKHMA, TyKi, 3a1aHi
CJIOBa CTaHyTh NOTPIOHWMH, HEOOXiTHIUMH, HAOYAYTh TIpaBa HA BUMOBY. «Buympiwni
bauenns cmeopame HACMPil, AKull eukiuue 6ionoesione eiouymms» (2008, c.70).
OTxe, «UIFOCTpOBaHUH MiATeKCT» y CTaHICIaBChKOTO — I1€ «MarivyHi Ta iHIII IKOU»,
«3aTPOTIOHOBAaHI OOCTaBHHW», «BCi 30BHIIIHI YMOBH», yC€ «BHYTPIIIHBO BiTUyTe
«HCUMMSL TH0OCLKO20 OYXy» PO, ke Oe3MepepBHO Teue IMij CIIOBaMH TEKCTY, BECh
4yac BHINPaBIAOBYIOYM U oxuBisitoud ix» (2008, c¢.65). Came BOHH, CTBEpPIXKYE
K. CranicnmaBchkuii, poOISTh 4yKi CIIOBA BIACHUMH, HEOOX1THUMH.

Yu copaBai ne Tak? 3amponoOHOBAaHM TEKCT HE MIr MPOJIyHATH OPraHi4HO
B yCTax Y4YHS, TOMY IO 3a 3MICTOM ISl «4HCTa» peIUIiKa-3BEpHEHHS MPUPOJIHO
BHUMarae, HacamIiepei, ajpecara — napTHEpa Ta YCBIJIOMIICHHSI METH 11 BUTOJIOIICHHS.
A nmns uporo JerajbHi OayeHHsS HE € IepIIOYEProBUMH. Y 3alpolOHOBAHOMY
CraHiCTaBCBbKUM TSI BIIPAaBU TEKCTI BITIYBA€THCS IMIATEKCT CIIOBECHOI mii: «Tu
posymiem? Tu ycBimomimoem ycio 6igy i Tparism curyauii [Bana IBanoBuua?» [ ax
HisK He! «Yu Oauuin TH, 9M YABJSEN YiTKY, HMUTICHY, O IPiOHUIL pealibHy KapTHHY,
B sKiii 3HaxoauThes [Ban IBaHOBMU?» Ta HaWroJIOBHINIE: IO X Tenep Oyje, 1 YuM
e MOXHAa HOMY JONMOMOTTH?»— TOPOJKYE MI€BHA MIATEKCT 1 BHUKPHBAE METY
MPOMOBJISIHHSI, SIKa 3BYYUThH 32 TIPSMHUM 3MICTOM CIIiB.

Mutenps CTBEpAXKye, IO MiA Yac CHOUIKYBaHHS IOBHUHHI OyTH NPHUPOAIHI,
HEOOXi/HI JIFOJCHKI 3aBIaHHS — «YIPOBA/PKYBAaTH B IHIIMX CBOI OadeHHS» (poc. —
«BHENPATH B ipyroro cBou BuaeHus») (CranicnaBebkuid, 2008, ¢.71). I3 uum Bakko
norojgutcs. [Ipupoani i HEoOXimHI THOACHKI 3aBlaHHS B CIUIKYBaHHI — JOHOCHUTH
CBOIO JlyMKy ¥ JIoMaraTtucsi METH CIIUIKyBaHHS. Bo, BUXOAWTH, MO MpPU KOXKHOMY
CHIJIKyBaHHI MM TUIBKH T€ i poOMMO, IIO MepeKka3yeMo cBOi OayeHHs, HaMararouuch
OyIb-SIKOK0 I[IHOIO 3MYCHTH CITIBpO3MOBHHKA MOOAYHUTH X 1 32KUTH HHUMH Pa3oM
3 HAMH.

Ha nmiatBepmkeHHs Hamoi HE3rogd  3BEpPHIMOCA 10 AYMKH  TOTO
* K. CranicmaBcbKoro: «Y >KHTTI Maike 3aBXKIW TOBOPSITH T€, IO MOTPiIOHO, IO
X0YeThCsl CKa3aTu 3apajyl SKOICh IIlJIi, 3aBAaHHS, HEOOXIIHOCTI, 3apajii CIPABKHbBOI,
MPOAYKTHUBHOI 1 IiecnipsiMOBaHoOi cioBecHO1 jii. | HaBiTH HepigKO B THX BUMAJAKAX,
KoJIM 0a3iKaroTh CJIOBA, HE 3aMHUCIIOIOYHCH HAJl HUMH, POOJISITh 1€ JUIs YOr0-HeOYIb:
mo0 ckopoTaTH 4ac, o0 BiaBepHyTH yBary Tomio» (CranicnaBcekuii, 2008, ¢.63).
Sk Gaummo, yxKe He WIeThCs PO Tepenady OaveHb, MepeXUBaHb, a PO JIOHECCHHS
METH TPOMOBIISIHHSI, IPO JOCATHEHHSI 3aBJJaHHSI MOBHOI Aii.

Ty > monsilHicTh cnoctepiraemo i B yuHs Cranicmascekoro I'. Kpicrti, skuit
Haronomrye: «I{o0 yrpumaTtn cebe Ha JIiHIT MIATEKCTY NPU KOKHOMY TOBTOPEHHI
TBOPYOCTi, OTPIOHO MIOpa3y MeperyisiAaTH CTBOPEHY B YsIBI «KiHOCTPiUKy OaueHb»,
3 SIKOTO TIeH TiaTeKCeT OB’ si3anuid. [loemayroun 11i 1Ba MOHATTS, CTaHICIaBCHKHM YBIiB
B TeaTPAILHUH YKUTOK TEPMiH LIFOCTPOBAaHHMHU MiATEKCT. LIIOCTpOBaHUI MIATEKCT HE
€ UTIOCTPOBaHWM TEKCT, TOOTO oOpa3He OaueHHs CcaMHUX BUMOBIEHHX CIIiB.
Lle bauenns, wo eupasicaromsv Cpagx’cHi OyMKU, NOYymms i Hamipu O0itlogoi ocoou»
(KpicTi, 1968, ¢.166). OTxke, 32 aBTOPOM, LIIOCTPOBAHMI MiATEKCT — e GavYeHHs,
10 BHPa)XXalTh CHPaBXKHi AYMKH, MNOYYTTS i Hamipu aiilioBoi ocoom.
HanpomyeTbest noriuHe NMUTaHHSA: SK MOXYTh OaueHHsI BHpakaTh aOCTpakTHI pedi
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(mymku, mouyTTs, Hamipu)? BadeHHS MOXyTb MOpPO/DKYBaTH, a HE BUpPaXaTH IX.
Ta HainikaBime, SK MOXHAa OaueHHSIMH BHPa3WUTH HaMipH HifioBoi ocobu? Te, mo
aBTOp 3amepedye, HACcUpaBIi caMe€ TakuM 1 €. DLIFocTpoBaHWU IMIATEKCT —
Ile UTFOCTPOBAHUN TEKCT, OOpa3He OadeHHs BUMOBJICHUX CJHIB 3 iX eMOLIWHUM
NPOXXKUBAaHHAM 1 BupaxeHHsAM. lloenHyrounm aBa MOHATTA — OadeHHA 1 HiATEKCT
Yy «KIiHOCTpiuKy OaueHHs»», aBTOp CaMe IHUM IOE€JHAHHSAM MiATBEPIXKYE IXHIO
TOTOXHICTh. [lil TEKCTOM — «KiHOCTpiukKa OaueHHSI» — MiATeKcTOOAaYeHHS 3 HOro
BiJIYyBaHHSM, TIEPEKUBAHHSIM.

Hani I'. Kpicti po3mipkoBye: «be3 miaTeKCTy HEMOXKIIMBO OOIMTHCS Ha BCIX CTAIIIX
cioBecHOi B3aemopaii. Hacmpasni, mo0 npuBepHyTH, HalpHKIad, yBary IapTHepa,
HEOOXITHO MaTH TIeBHY Menty 1 BITIOBIIHI ITiF MET1 6auenns, SKi s Mar0 HaMip nepedamu
fiomy abo ymounumu B pe3ysbTarti crinkyBants 3 Hum» (Kpicri, 1968, ¢.169). Cnpasi,
o0 TPUBEPHYTH yBary mapTHepa, Tpeba MaTH TEBHY METY MPOMOBIISIHHS i MParHyTH
came 1i i gocsrtd, 00 HIKOJIM HE MOXKE CIYryBaTH METOIO TMepefaBaHHsI KOMYCh CBOIX
0ayeHb, a/pke BOHU a0CTPaKkTHI, a MeTa 3aBXKi KOHKpPETHA i, HAWTOJIOBHIIIIE, JieBa. Sk
OM aKTOp HE HaAMaraBcs YITKO TepefaTd CBOi OadeHHs, IIe BCe OAHO Oyje ysBHE,
abcTpakTHe OadeHHs, sIKe He TIepeiaTh, TUM OLjIblle He yTOYHUTH, 00 IapTHEp HIKOJH, Hi
3a sIKMX 00CTaBHH HE YsIBUTH Te, L0 YSBISIB cO01 nepenasad. Ta i camomy nepenaBadeBi
JUISL HAWKpamioi TepeiaBaHHs CBOTO YSBICHHS NOTPIOHO NpHHAMMHI Bil YCHOTO
BiZICTOPOHUTHCH 1 TIOBHICTIO CKOHIICHTPYBATHCS Ha CBOEMY BHYTPIIIHHOMY OadeHHI —
a TOJIi BECh MPOIIEeC B3arajli BTpada€e BCAKUHA CEHC, 0e3 OLIHKH 1 CIPUIHATTS PELHITiEHTa.
Ta ¥ HaBiLIO MepeaBaTu Te, IO 3aBIIOMO HE MEPEeaeThes 1 He MOXKE CITYTyBaTH METOIO.
Ile Bce omHO IO CiyxaTW MY3HMKY 4Yepe3 HaBYLIHHMKM W BOAHOYAc IepeKasyBaTH il
MapTHepY, 00 TOH MOYyB T came.

VY1im, I'. Kpicti Hanomnsirae: «<BHyTpimHs 6opoTs0a ['aminera npoTtikae B 3iTKHEHH1
KOHTPAaCTHUX Oauenb, IO OCOOIMBO SICKPaBO TIPOSBISIETHCS Yy ICHTPATBHOMY
MoHOJ1031 «byTn un He 6yTu»« (Kpicti, 1968, ¢.169). Baytpinms 6opotsba ["amiera
MPOTiKae B 3iTKHEHHI KOHTPACTHUX MOPaIbHO-(PiI0CO(PCHKIX MOTAAAIB, 2 He Oa4YeHb.
I pmami: «[lo3a iMIOCTPOBAaHMM MiATEKCTOM HISIKOTO OPraHiYHOTO IMPOIECY OIiHKH
BinOyTHCcs He MoKe. A/Ke HaBiTh (QYTOONICT MOCWIAE M 'S4 TOMY UM iHILIOMY
MapTHEPY 3aJeKHO BiJl TOTO, SK HOMY Mamocmsbcsi TONANBIIHA PO3BUTOK TPH, SKi
B Horo ysaei ckaadaromoucs rombinayii»(Kpicri, 1968, ¢.169). «MaooTscs,
«CKIIAZaf0ThCcsl KOMOIHAII» — aBTOp BeJe MOBY BHHATKOBO NP0 YSBHI OadeHHs-
KapTUHH Ta iX mepenaBaHHsd. Xi0a MOXKHa ysBUTH co0i, mo (yTOONICT, OTPUMABIIH
M's4 1 BUTpa4yalouM O CeKyHIW Ha OLIHKY CHTyalii i oOpaHHS HAaNpsSMKY yAapy-
macy, CIodJatky Oyje «MaJfoBaTH B CBOIM ysBlI pi3HI KOMOiHAIii», 100, BHOpaBITH
HalKpaly, IpOJIOBKUTH PO3BUTOK TPH.

Posrnspatoun cneniunuit mpouec, I'. Kpicti B pycmi K. CranicmaBcpkoro
po3MipkoBy€:«Bin0yBa€eThCsl HE TNBKH NMPHIAIITYBaHHS A0 00 €KTy, aje ¥ Haail-
TyBaHHSI caMoro o0’ €KTa AJis BIUIMBY Ha HbOro. [HIIMMU clioBaMu, MOTPiOHO n00pe
HANAIITYBATH eKpaH 6HYMPIWHbLO20 30py TApTHepa, o0 npoexmyeéamu Ha HBOTO
cBoi 6auenns» (Kpicri, 1968, ¢.170).

ABTOp po30upae MoHOJIOT YarpKoro:

A s1c cmpimeonos nemis uepes gecv c8im,

3a copox n’ ame 200un, He cnasuiU Hi

XUNUHU,

Binvw six cimcom eepcmog npomuas
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Y XypmoguHy,
B 0oposi ece 32y6u8, i nadae cxinvku pasz —

1 om saxa meni 8idpaoal

Amnamizyroun ypuBok, ['. KpicTi cTBepmKye: «mi clioBa Mauoioms GHYMpIiuHi
bauenns Yanpkoro, ski BiH mepemae Codii» (Kpicti, 1968, c¢.171). V Kpicri
«UTIOCTPOBAHMH MIATEKCT» MOHOJIOTY T'epOs PO3YyMIi€ThCSI TAKHM:

3abyswu npo cebe,

A yinux 06i 0obu He cnas,

Ilpoixas munw binbute cemucom,

Ilepemepnis i 6imep i 6ypio,

Bmomuecsa eecw, wopasy nadarouu —

A eam mene Hi mpiuteuxu He Hcanwb!

Ta xi0a, 3i3HaOYKMCh y KOXaHHI, Tepoil Oyjae TepemaBaTH IiBYMHI SKiCh CBOI
OayeHHs, 3 KOXHHM CJOBOM I[IE€PECBIIYYIOUYHMCH, IO BOHA HOTO HE KOXaE?
[lepenaBanHs «BHYTPIIIHIX GaueHb» (CKIAIHOI JOPOTH, BaXKHX YMOB, BEJIHYE3HOI
BTOMH) MOXE BHKJIHKATH JIMIIC XKajdb Ta CIIBYYTTS, @ HE Te, YOro xoue YarpKuii.
Mera YalpKoro — nepekoHaTHCh, Ji3HATHCh, 4H Koxae foro Codis. Moro cioBa Tak
1 KpHYaTh IMiITEKCTOM:

A max nro6aio éac'! He mamnauu cebe,

3abyswiu npo uac i com,

Ilpo iocmans i He2o0y,

Cniwue nepexonamucsy, wjo éu — meoic!?

...Ta 6u mene ne rrooUmMe!

Mu mnepekoHaHi, IO B HaBEIECHOMY YPHBKY TE€pPOEM HE MAaIOIOThCS KOMIHI
BHYTpIIIHI OadeHHs, HE TMEPETNIANAETbCs HisfKa «KIHOCTpiuka OadeHb», a mepeaaHo
MiATEKCT y BapiaHTi MIPUXOBAHOTO 3MICTY — 3i3HaHHS. SIK HE TUBHO, MIPO I[€ MUMOBOJTI
rOBOPUTH 1 aBTOp: «Codist HE MPOCTO HE i€ 1 HE TUIBKH CHpUiIMae HOro CioBa, aie
1 60opeThbCs 3 HUM, BUCIIOBIIIOIOYH CBOE 3AMBYBAaHHS, HE3TO/Y, IPOTECT, HETEPIIHHA Ta
iH., BIAKHIAI0YM HOTO ipOHIYHMN TOH, 3axonienicms, ao6oe» (Kpicti, 1968, ¢.173).
Omxe, Codist Bimkuaae He OaueHHs Yalbkoro, a Horo J000B, 3i3HaHHS MPUXOBAHUX
Y HiATEKCT ipOHIYHUM TOHOM, TIPO IO MU i BEIEMO MOBY.

CripaBxHi epeXuTi 0aueHHsT MOXKYTh OyTH TUIBKH B pealbHOMY XKHTTi, 1€ MU
MEPEKUBAEMO TIPUPOIHI €MOIIii )KUTTEBUX PajONIiB, qpaM i Tparexii. Haiisckpasimii
MoJil HAIIOro >KUTTSI Ha3aBXIW BIAKIAJAIOTHCS B IaM sTi i Hacamiiepen y ¢opmi
BpaXXe€Hb, EMOIIii, MOYyTTiB. TiIbKKM BOHH € NMPUYMHOIO TOTO, IO B HAIil 1mam’sTi
MTOYHHAIOTH MPOSBIISATUCS OKPEMi HEUITKI KAPTHHHU MEPEKUTHX OadeHb.

3BepHEMO YBary. roBOpsYM TpO OadeHHS, MU 3aBXIH TOBOPUMO caMe Ipo
nepe;kuTi OaueHHs, a He MoGaveHi OaueHHS, i Ile HE /Ui YHUKHEHHS TaBTOJIOTII,
a camMe TOMy, IO <«IIEPeKUTI»— O3HA4Yae came BiA4YyTi, a HE MPOCTO MmobaueHi.
Hanpuxnazn: mo mepmuM CIUIMBAaE y Halliid mam’ sITi Opu cloBi «Mama»? KoHkpeTHe
OaueHHs uyu emowif? IlIBumme 3a Bce, HAC MOMEHTAIBHO OXOIUIIOE EMOIIif,
BP&)KCHHs, yCs HEBHMMOBHA 1 HE TepelaHa CIOBaMHU Tama IOYyTTiB, IOB’ S3aHHUX
13 HaWZOPOXKYOIO JIFOAMHOIO, HAIlle OCOOUCTE CIIPUUHATTA ii, a BXXKE IOTIM BHHHUKAE
BHYTpilIHE OadeHHs Oe3mocepennbo oOpaszy marepi. Lleir oOpa3 mMu 6ad4uMo CBOIM
BHYTPIIIHIM 30pOM, BiH CIUIMBAa€ B Haild 30poBOi Mam'sATi, MU BHYTPILIHBO
KOHIIEHTPYEMOCS Ha HbOMY, ajle IIPU LIbOMY IIPOJIOBXKY€MO OauuTH BCE TE, IO HAC
orouye. OOpa3 mMarepi CTBOPIOETHCS MOEAHAHHAM €MOLIIHHOI Ta 30pOBOT Nam’ sITi, aje
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eMollifiHa Tpu LbOMYy HabaraTo CHJIbHINIA, 1 caMe BOHAa BH3HA4Ya€ OCOOJIUBICTDH
1 xapakTep cninkyBaHHs. Lleit oOpa3 A KOKHOTO 3 HAaC PiIHUM, ONU3BKUHN, JOPOTHi
1 mobpe Bimomuii. A 1m0 TOBOPUTH TPO HEiCHYoUi, HadaHTa30BaHI KapTHHU —
HACKIJIbKA BOHH MOXYTh OYTH YiTKUMH W BHKIHKATH SKiCh eMOLii? AKTOp 3aBXIH
MOX€e IIOKJIACTHUCSI BHUHATKOBO Ha CBil JKUTTEBUH NOCBil, cBOI OaueHHs, SIKI MOXKe
BIATBOpUTH #oro mam site. | siki O peanbHi uyM HadaHTa3oBaHI OadeHHS He
3aCTOCOBYBaB BMKOHABEIlb, BCE OJHO B iXHiIH OCHOBI OyayTb 00pasu i3 BIACHOTO
KHUTTS, SKI JAJIeKO HE 3aBKIM MOXKHA MiJKIACTH i 300pakeHy aBTOPOM KapTHHY UH
MOJIiI0, HE KAXKYYH BXKE MPO CHOKETH, JaJieKi B 4aci abo 3 JKUTTS MaJOBiJJOMUX
comianbHUX Tpyn. To 9W MOXYTh CTBOpEHi, HadaHTAa30BaHI ySBOK KapTHHU OYyTH
TOJIOBHUMH ¥ BHUPIMIAJIbHUMH B MOBI, YM CINiJl OpIEHTYBaTHCS Ha IIOCH OLIBII
3Havylle, [I0 MOXHA 3acTOCyBaTh B ycix Oe3 BHHATKY curyauisix? CrnpoOyemo
3HAWTH BIAIIOBIAb.

Y HaBeJieHOMY BHUIIE TPUKJIaIl Oyiia mpejacTaBicHa Haia 0e3M0CepeIHs peaKilis
Ha MOYYTe CJIOBO «Mama». A Terep MPOCTEKUMO, L0 BiIOYBaTUMETHCS ITijl Yac HOro
BUMOBJISIHHSI. My BKJTaJieMO B HOTO 3BYYaHHs Hallle OauyeHHs MAaTEpPHHCHKOTO 00pazy
YK 3 yCiX CHJI HaMaraemMocsl BciMa 3aco0amu IepelaTH TaMMy HallMX MOYYTTIB Ta
eMOIIil, OB’ sI3aHNX 3 00pa3oM Haimopokyoi monuHu? Ta HalromoBHime — AJA
YOoro M JiIUMOCS CBOIMH COKPOBEHHUMH TOYYTTAMHU? SIBHO HE AJs TOrO, MI00
MapTHEP YiTKO YSBHUB 00pa3 HaIIOi MaTepi, 0 HEMOXIIMBO3 POOUTH, a TIEPECITiyEMO
METy — BHCJOBUTH CBOIO JIFOOOB 70 Marepi, i caMme II¢ MU TOBHHHI JOHECTH,
a CIIiBPO3MOBHUK YCBIZIOMHTH, a HE TOOAYUTH.

Ha BigmiHy Bif peaslbHOTO JKUTTS, aKTOp Ha CIeHi He rpae cebe, BiH iCHYE
B IHIIOMY Yaci, HAaBKOJIO JIFOAM Ta MOoJii He 3 Horo >kuTTs. [Ipo skuil «imocTpoBaHuii
HiATEeKCT», OadeHHs i NepeKMBaHHS «IPOKUTUX» POKIB repos Moxke HTu MoBa? | un
MOXXE aKTOp TaK yce HadaHTa3zyBaTH, 100 MOTIM, KOPUCTYIOUUCH ITUMU OadCHHIMU
(«kiHOCTpIUKOIO  OaveHHsS»), TpPUMATH 1X BHYTPIIIHIM  30pOM, BOJHOYAC
MPOMOBIISIIOYM  CIIOBa, sIKi I1i OaueHHS He O03Ha4YyoTh? HaBiTh y Bumamkax
NpUragyBaHHsl, nepekasy W (aHTa3yBaHHS CIOBECHA Jis Ma€ 3a METY BIUIMBATH Ha
napTHepa HaJ3aBAaHHSIM 1 HE MOXKE BHUpPaXaTUCs B IepelaBaHHI BiIUyTTiB
Ta BHUKJIMKAHHI TEPeXUBaHb. SKUHA <«IJTIOCTPOBAHUM MIATEKCT» [UIS PEIUIiKA
B TemepilmHboMy uaci «5 koxaro TeOe»? ki OayeHHS MOXHA MiJKIACTH, LI00
JIOMOTTHUCSI UTIOCTpOBaHOTO Tinrekcty? Hidoro mporo Hemae. Hamu Oyne kepyBaru
HA/I3aBJIaHHS, SKE TOPOJUTH Ji10, — 313HATHCS B KOXaHHI; MU TPENETHO OyaeMo
YeKaTH BiANOBIiI, a He peakwii Ha HeiCHyro4i OaueHHs .

HaykoBa HOBH3HA JIOCIIJDKCHHS IOJISITA€ B TOMY, IO B CTATTI BKAa3YEThCs HA
JIBOSIKICTh PO3YMIHHS TPOIIECY CJIOBECHOI il aKTOpa-uuTIS IMiJ] 4Yac CHUIKYBaHHS
B TEOPETHYHHUX HaNpallOBaHHIX 3aCHOBHMKA TeaTpanbHOi Teopii K. CtaHiciaBchkoro
ta #oro yuns [. KpicTi; BHOKpeMIIOIOTBCSI PO3OLKHOCTI B IXHIX TEOPETHYHHX
JOCHI[DKEHHSIX 1 JIOBOAMTHCS  BJAacHE TJyMadeHHS O3Ha4yeHol mpoOieMu
1 TeaTpaTbHOTO MOHATTS KIIATEKCT» Y CIICHITHOMY MOBJICHHI.

BucnoBku. Huni cioctepiraerbest pi3He TiIyMadeHHs MPOLECy CIIOBECHOI Iii 1 11
3aBaanHs. [lo-miepire: «BHYTpilIHE OaueHHS CTBOPIOE HACTPiM, SKUH BHUKIMKAE
BITUYTTSI», IO BHABISAETHCI B TIPOTOJIOMIEHHI aBTOPCHKUX CIIiB, POOJIIIH
iX HamoOBHEHWMH HACTPOEM Ta TMEPEXKHUBAHHSIM, HA3MBAETHCS UIIOCTPOBAHUM
migrekcrom». Ilo-gpyre. TPOMOBISIHHS «3apamd IIijli, 3aBJaHHS, HEOOXIITHOCTI,
3apagyl CIpPaBXHBOT,IPOAYKTHUBHOI 1 LIIECHPSIMOBAHOI CIOBECHOI Mii» — MiATEKCT
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HAcKpi3HOi Jii NPOMOBJISIHHsA. BinmoBifawouuM Ha TOCTABJICHE BHUIINEC MHUTAHHS
CTBEPAXKY€EMO: IificHy HEOOXiIHICTb MPOTOJIOIIEHHS CIIiB MOPOIKY€E HE MepeaaBaHHs
BHYTpINIHIX 0a4eHb 3 X EeMOUIHHNM BiAYyBaHHAM Ta MPOXUBAHHSIM, IIO MPUBOIUTH
JI0O HarpaBaHHsS CTaHIB, EMOIIil, a JOHECEHHS] METU X BUTOJIOIICHHS — CIIOHYKAa€E JI0
MPOAYKTUBHOI 1 I[ilecpsIMOBaHoi cioBecHOi aii. MeTa i 3aBAaHHSA MPOTOJIOMIEHUX
cJiB, fIKi 3By4aTh, YYIOThCS, PO3YMIIOTHCSI OTHOYACHO 3i 3MICTOM, CTAHOBJISITH
MiATEKCT HACKPI3HOI il NPOMOBJISTHHA.

Mae pamito B.lanengeeB: «MabyTh, HI 3 OOHHM IIOHSTTAM «CHCTEMHU»
K. CranicnaBcbkuii He OWMBCSA CTIIbKHM, CKIIBKA 3 IIATEKCTOM, HaMararoyuch
BU3HAYUTH WOTO SIKHAWTIHOIIE i sKkHaliBH4epmHine. | Bce Xk, Km0 OyTH YEeCHHM,
IIIJTKOM KOHKPETHOTO ¥ OHO3HAYHOTO (hOopMyITFOBaHHS, IO BiAMEKOBYE II€ TTOHATTS
BiJ[ iHIIIMX, BIACTHBHX «CUCTEMI» (KKiHOCTpiuKa OaueHb» SIK LTFOCTPOBAHUI MiATEKCT,
HACKpi3Ha is, [0 9acTO CIPHUAMAroCs CHHOHIMOM TATEKCTY # iH.), HoMy HaTté He
Baanocs» (anenaees, 2006, ¢.115). ITpo 1ie BenreMo MOBY i MU B Liiif CTaTTi, B IHIIKX
coix gocmimkernasx (Copoka, 2014, 2015) ta B 1[bOMy 3K IUIaHi BH3HAYAEMO
MOAJTBII HAYKOBI IEPCIIEKTHUBH.
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PECULIARITIESIN THE INTERPRETATION OF K. STANISLAVSKY
CONCEPT «ILLUSTRATEDSUBTEXT»

The purpose of the study is to find out the features of understanding and interpretation
of K. Stanidavsky’s concept of «illustrated subtext» to determine the essence, significance
and place of «illustrated subtext» in the process of stage interaction between the actors.
To offer own understanding and definition of a language subtext and to prove its significance
as a composite scenic speech. Resear ch methods. Analytical is to study existing theoretical
interpretations in the context and its practical application; comparative has been used in
comparing and comparative analysis of theoretical and practical interpretations and application
in the subtext; Logical-generalizing is for summing up the research, formulation of
conclusions. The scientific novelty of the article is to refine the technology of the verbal
action of the reader’ s actor during stage communication; finding the main one, which serves as
areal necessity for the declaration of the author’s words by the actor, and is an inducement for
productive and purposeful verbal action. In the comprehension and interpretation in the
essence of the theatrical notion in «subtext» and its application in the stage of speech practice.
Conclusions. It is pointed out that K. S. Stanislavsky and his followers interpret the subtext as
out-of-text is actor’s vision, representation, images, thoughts, feelings; calling it «illustrated»,
and as a subtext of athrough action, it is not emphasizing at the same time their differences
and distinctions. We note that the impression of the imaginary «illustration» («illustrated
subtext») is only an irritant to verbal communication between the actors; the real need to
pronounce words generates motivation and the purpose of their pronouncement.

Key words: verbal communication; «illustrated subtext’; subtext of the through action;
K. Stanidavsky; G. Christie; ‘film tape of visions»; internal vision; sensation.
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Copoxa Hean Heanosuu,

KAHOUOAm UCKyccmeogeoeHus.,
Kuescxuti nayuonanvuwiii ynugepcumem
KYAbMYpbl U UCKYCCME,

Kues, Yrpauna

OCOBEHHOCTH TOJKOBAHUA K. CTAHUCJIIABCKHUM ITOHATHUSA
«AJJITIOCTPUPOBAHHBIN MOJATEKCT>»

Ileapr HMcCaeIOBAHUAA — BBIICHHUTh OCOOCHHOCTH IIOHHMAHHUS U TOJKOBAaHMS
K. CraHuciaBcKUM €ro MOHATHUSAHUTIOCTPUPOBAHHBIN IOATEKCT»; ONPENEIUTh CYLIHOCTB,
3HAYUMOCTh U MECTO «HJUTFOCTPUPOBAHHOTO MOATEKCTa» B MPOIECCe CIIEHUYECKOTO OOIEHUs
aKkTepa, TMPENIOKUTh COOCTBEHHOE TIOHUMAaHWE W OINpElIeiCHHEe pPEUYeBOro IMOATEKCTa
M JIOBECTH €ro 3HAYMMOCTh KaK COCTaBHOM CIIEHHYECKOW peun. MeToabl HCCiIe0BAHUS:
AHATMTUYECKUN — JJIS1 UCCIEIOBAHUS CYUIECTBYIOIIUX TEOPETUYECKUX TPAKTOBOK MOJTEKCTa
Y €ro MpakTHUYeCKOTro MPUMEHEHHUs; KOMIIApaTUBHBINA — MPU COMOCTABJIEHUU U CPABHUTEIHLHOM
aHaJIM3€ TEOPETHYECKUX W MPAKTUUYECKUX TOJKOBAHUU M MPUMEHEHMsI MOATEKCTA; JIOTMKO-
0000IIarmii — Ui IONBEACHUS HWTOTOB HCCICIHOBAHUS, (DOPMYIHpOBaHHE BEIBOJOB.
Hayunasi HoBH3HA pabOTHI 3aKIIOYACTCS B YTOYHCHHWH TEXHOJOTHH IPOIECCA CIOBECHOTO
NIEHCTBUS aKTepa-ureria BO BpeMs CIECHHYECKOrO OOIIEHWS; HaXOXKICHWU TOTO OCHOBHOTO,
YTO CIy’KUT EHCTBUTEIHFHOW HEOOXOIUMOCTBIO IPOBO3IIIAMICHUS aKTEPOM aBTOPCKHX CIIOB,
U sBJSETCS MOOYKICHUEM K MPOTyKTUBHOMY U IEJIEHAIPAaBICHHOMY CIIOBECHOMY JCHCTBUIO,
B OCMBICJIICHUHN nu HUCTOJIKOBAHUHN CyI_HHOCTI/I TeanaHBHOFO IIOHATUA KIIOATCKCT>»
U TNPUMEHEHHHM €ro B CILEHHYECKOW pedyeBON mpakTuke. BbIBOABI. YCTaHOBJIEHO, YTO
K. CranucnaBckuili u npoaokaTeld ero Y4eHHs! TPaKTYIOT MOJATEKCT: KaK BHETEKCTOBbIE —
aKTEepCKHE BHUICHBS, IIPEACTABICHUE, 00pa3bl, MBICIH, YYBCTBAa, HAa3bIBas €IIC €ro
CHJUTIOCTPUPOBAaHHBIMY», M KaK — CKBO3HOE JEHCTBHE B 00JacTH BeIIaHUSA, HE BHIA
W HE aKUEHTHpPYS HpHU 3TOM HA UX pasznuuud U pazHocTh. OTMEUEHO, YTO BIIEYATIICHUE
OT MHHMOH  «HJUTIOCTpAUK»  (CHUTIOCTPUPOBAHHBIA  MOATEKCT»)  SIBISICTCS  JIMIIb
pa3gpakuTeleM CIOBECHOI'O OOINCHUS aKTepa; MACUCTBUTEIBHYIO K€ HEOOXOIMMOCTh
TIPOU3HECEHNUS CIIOB MTOPOXKAAET MOTHBALINS U LEJIb UX POU3HECEHHS.

KiroueBble c10Ba: CIOBECHOE OOIICHWE; «HILIFOCTPHUPOBAHHBIA ITOATEKCT»; TOATEKCT
ckBozHoro peiictBus; K. Cranucnasckuit; I'. KpucTtn; «xkuHONEHTa BHACHHID»; BHYTPEHHHE
BUJICHUS, OLLYLLICHUS.
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3ACOBM IIJTACTUYHOT' O O®OPMJIEHHS CHEHIYHOTI' O ITPOCTOPY
(3 ICTOPIi YKPATHCHKOI'O TEATPY)

MeTo10 cTaTTi € PO3MINIA] EBOJIOLII TeaTpajbHOTO IPOCTOPY YKPATHCBKOIO TeaTpy
3 TMOMIANY apXiTeKTYpHO-TEXHIYHOTO 3a0e3MedYeHHs HOro IUIacTHYHOTO O(OPMIICHHS.
ABTOpPOM BHKOPHCTaHI Taki METOAW AOCJTiIKeHHS. KPUTUYHOIO aHaJi3y — B ONpAaIfOBaHHI
HayKOBOI JIITEpaTypH 3 icTOpii TeaTpaltbHOr0 MUCTEITBA, ApXITEKTYPH Ta CIIEHIYHOTO TU3aiHY
3 MeToro pedepyBaHHS iH(pOpMAIi CTOCOBHO TEMH IOCIHIIKEHHS; MHUCTEUTBO3HABUOTO
aHai3y — U CIIBBiIHECEHHS IUIACTHKHM CIEHIYHOTO MpPOCTOPY BUCTAaB Ta iXHBOTO
3MICTOBHOTO HAllOBHEHHS, CHHTE3y — I NMOEJHAHHS PI3HUX XapaKTePUCTHK MPOCTOPOBO-
TEXHIYHOTO 3a0e3neueHHs yKkpaincekoro teatpy nepiogy XVII — XIX cr.; iHQyKmidauit — s
BUBYCHHA XO4a ¥ (parMeHTapHUX, alleé THIIOBHX NPUKIAAIB MIPOCTOPOBO-TEXHITHOTO
3a0e3MeuyeHHs] BUCTAB 03HAYCHOTO Mepiojy; FiMOTeTHYHHH, CUCTEMHHUI Ta y3arajibHIOIYnil —
11 GopMyTIOBaHHS BHCHOBKIB. HaykoBa HOBH3HA. Y JOCHTIIKEHHI BIIEpIIE OCMHCIIOETHCS
€BOJIIOLS  TeaTpaJlbHOrO IIPOCTOPY YKpaiHCBKOro Tearpy 3 IOMIAAy 3acobiB  Horo
lacTu4yHoro odopmiieHHs. BucHOBKHM. TBOpPHM CLEHIYHOrO MHCTEUTBA, MAlOYd Ji€BY
CTPYKTYPY, MaTepiali3yroThCsl B MIEBHOMY CIICHIYHOMY MPOCTOPI; BiIMOBIIHO IO Pi3HOBHIIIB
ykpaincekoro tearpy XVII — XIX cr. — mkinbHuii Teatp, IepKOBHO-peiTiiiHa ApaMa, BepTell,
KpinanbKuid TeaTp, MyONivyHuiA TeaTp, JOMAIIHIHN TeaTp, «peayT», OamaraHu, CiUThbChbKi HApOIHI
TeaTpH, TeaTpH MHUCTEIBKHX OCBITHIX 3aKialiB — icHyBagu crenn¢ivuni ¢popMu Ta 3aco0u
IUIACTUYHOTO O(OPMIICHHS IXHBOTO CLIEHIYHOTO IIPOCTOPY; YKPaiHCHKOMY TeaTpy BIIACTUBHH
npocTip i 3akpuroro (MpWBATHI OCeNi, TPOMAICHKI MiCIlsS, KyJbTOBI CIIOPYAH), SKOMY
TPUTAMaHHi ITMPOKE 3aCTOCYBAHHS MPEAMETHHX KOMIUIEKCIB, i BiIKpUTOro THMIB (JTOKamii
MPUPOIHOro JaHAmadry) 3 JAEKOpalisMH CIPOLIEHO-MOOLIBHOIO XapaKTepy; XapaKTEpHHUM
JUI BUCTaB y HPHUMIIICHHAX LEPKBH OyJO BHKOPHCTAHHS CBITJIOBUX €(EKTiB, KyJIbTOBOI
aTpuOyTUKK Ta TeaTpaibHOi OyTadopii; 3aco0M IIACTHYHOTO OQOPMIICHHS CIEHIYHOTO
NPOCTOPY BEpTEIy — JBOIOBEPXOBAa MOOUIbHA CKPWUHBKA 13 YMOBHO 3HSITOI0 «YETBEPTOIO
CTIHOIO» Ta HalIp JSUIBPKOBHX IIE€PCOHAXIB; MaHIPIBHMH croci0 opraHizamii isuibHOCTI
Ta EKOHOMIYHAa CKpyTa IIepeBa)KHOI OIIBLIOCTI TeaTpalbHUX KOJEKTUBIB B YKpaiHi Ha
noyatky XX cT. He crpusun po3BHUTKY clieHorpadii Ta TeaTpanbHOI TEXHIKH, MaTepiaJbHO-
TeXHiYHe 3a0e3NedyeHHs] CUIBCHKMX TearpiB, 30Kkpema Ha [ammumHi, Oyno BiJHOCHO
JIOCTOMHUM.

KuarouoBi cjoBa: icTopis YKpalHCBKOTO TeaTpy; CHEHIYHHH TpocTip;, 3acobu
racTHgHOTO opopmieHHs, JIMUTPO AHTOHOBHY.
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[ocTtanoBka mnpodaemu. CueHiYHE MHUCTEUTBO — KOMIUIEKCHE SIBHIIC, IO
OpraHiyHO IHTErpyBaJio0 B CO0l1 pi3HI BHUAM MHUCTENTBA: TeaTpajbHE MHCTEITBO,
XYIOXKHIO JTEpaTypy, apXiTeKTypy, KIHOMHCTEHTBO Ta 0OOpa3oTBOpUYE, MY3HWUHE,
xopeorpadiyHe, eCTpaJHO-IIUPKOBE Ta 1HIINI MUCTENTBA. MicIle 1 3HAYCHHS KOXKHOTO
3 iHTErpOBaHUX BHIIB MHUCTELUTB y KOHKPETHOMY TBOpI CLIEHIYHOI'O MHCTELTBA —
CIICHIYHIN TIOCTAHOBIII — BH3HAYAETHCS KOJCKTUBHOIO TBOPYICTIO HOTO aBTOPIB
1 B MiZICYMKY BHU3HA4a€ BUJIOBY U KaHPOBY NPHHAIEKHICTh CICHIYHOT OCTAHOBKH.
TBip cueHiYHOro MHCTENTBa — MaTepiani3oBaHe BTUICHHS 3ayMy aBTOpPIB, CLIEHIUYHA
MIOCTAHOBKA, sIKa, I'PYHTYIOUHCh Ha JITEPaTypHOMY Ta PEXKHCEPCHKHX 3aayMax,
MaTepiami3yeTscsl mepes TisnadaMu B KMBOMY BHKOHaHHI. Came OesrmocepeiaHbo
BIUIMBAIOYM HAa OPraHM YyTTiB — 30py, CIyXy, iHOAI HIOXy a00 OOTHUKOM, TBIp
CIIEHIYHOTO MHCTENTBAa Ha0yBae (akTy HOTO MiArOTOBICHHS 1 iCHYBaHHS. Alle 3 IKUX
OM CHHTETUYHO IHTETPOBAHHMX BHJIIB MHCTEITBA HE HAPOKYBaBCS TBIp CIIEHIYHOTO
MUCTEIITBA, BIH 3aBXKJIM Ma€ MaTepiani3yBaTuCs Tepea IissgadyaMd  OH-JIAaHH
y MIEBHOMY Iy OJITYHOMY IPOCTOPI.

CporofHi NuTaHHS OCMUCIICHHS MPOCTOPY Ta PO3YMiHHS MPAaBUIJI HOTO 1CHYBaHHS
B XYAOXKHIN KyJbTypl 3JIMIIAETHCS OJHIEIO 13 HAWCKIATHIIINX Ta 0araTOBEKTOPHUX
npobieM. [Ipu upoMy ocoOMMBOCTI QyHKIIOHYBaHHS TBOPIB CLIEHIYHOTO MHUCTELTBA
B IPOCTOpi, 30KpeMa IUTAHHS AapXiTeKTYPHO-TEXHIYHOro 3a0€3IECYEHHS iXHBOT'O
NA3aifHYy, 10CI MOTPEeO0YIOTh HAYKOBOTO MUCTEIITBO3HABYOTO JOCIiHKCHHS.

AHaJi3 ocTaHHIX gocainxkeHb i myomikanii. [Toustrs kareropii npoctopy 0ysi0
BBEJIEHO B 00ir teopii kymbTypu nume B XX cr. Hapasi po3poOiieHicTh TeMu
TeaTpaJIbHOTO MPOCTOPY LIOA0 APXITEKTOHIKHM CIEHH, i IW3ailHy Ta apXiTeKTypHO-
TEXHIYHOTO  3a0e3Me4YCHHS] €  aKTyaJlbHHUM  3aBIaHHSAM Uil CY4acHOTO
MHUCTELTBO3HABCTBA. Tema CHIiBBiIHOLIEHHS XYyIOXHBOTO Ta (Pi3SMYHOTO MPOCTOpPY
posrnsmaeTecss B mpamsax M. baxrina, II. ®nopencekoro, A. beprocona,
M. T'aiizerrepa, O. Hnenrnepa, X. Optera-i-I'acera. 3 morysimy TearpambHOi TEOpii
1 mpakTukd mnpoctip BuBuamu A. Ammia, . Kper, A. Apro, M. Peiixapar,
Bc. Meiiepxonba, Jlech Kypbac. ¥ XX cr. mocmimuuku (P. Bapr, II. Ilasi,
10. Jlotman, T'. FOGepcdensa, M. Tlomskos, E. Cypio # iH.), aHamizyrouu pi3Hi
MPOCTOPOBI  CHUCTEMH Tearpy, 30CEpe/KyBajlH CBOIO yBary Ha PO3BUTKOBI
TeaTpagbHOI CEMiOTHKH.

[Mutanas ictopii 1 Tpaaumii  XyIOXXKHBO-IEKOpAIiifHOrO  ohOpMIIEHHS
YKpaiHCHKOTO TeaTpy BHCBITIIIOBAJIMCH y MUCTETBO3HABUHMX poboTax I. Bepukicbkoi,
I'. Becenoscwkoi (2010), A. [lpaka, O.OcrtpoBepx, B.®ianka. He 3amuimae mosa
yBaror MpoOjieMH CLEHIYHOI'O IPOCTOPY Y CBOEMY MDKIMCHUIUIIHAPHOMY
dimocoperkomy auckypcei H. T1. Ueuens (2005). Crienorpadu ykpaiHCHKOTO Tearpy —
M. @penkens, /. Jlinep, M. JleButchbka — y CBOiX po0OTax MEPEBAXKHO
30CepeKyBAINCh Ha aHali3i crueHorpadidHoi mpakTukd. JIBBIBCHKHN apXiTEeKTOp
B. IIpockypsIKOB NpeaMeTOM CBOTO HAayKOBOTO IOCIiKEHHS oOpaB TeaTpalbHUM
MPOCTIp B apXiTeKTypHOMY acmekTi. B. ba3aHoB 30cepemKyBaB CBOi JTOCIIIKEHHS
Yy HampsMKy BHUBYCHHS €CTETHYHUX (YHKUIA TeaTpalbHOi TEXHIKH, IO BH3HAYAE
IUIACTUYHUH CTHJIb BHCTaBH, ICTOPil Ta CY4YacHOCTI apXiTEKTYpH TeaTpajbHUX
MPUMIIIIEHb, TEXHOJOrIT CIEHM, OpraHisaiii po0OTH XYJI0KHBO-TIOCTAHOBOYHOT
gacTHHA TeatpiB. JI. MuxainoB By3bkol cdeporo CBOiX MHCTEUTBO3HABUHMX
JIOCTiKeHs 00paB TeXHiuHI 3acobu O(OpMIEHHS caMe CY4acHOTO eCTPagHOTO
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BupoBuma. T. Acrad’eBa BUBYAa€e HOBI TEXHOJIOTIl B Cy4aCHOMY IOCTaHOBOYHOMY
mpomeci Ha MaTepiajax HAyKOBO-TIPAKTMYHOI'O  JOCIIIKEHHS TeaTpajbHOro
muctenTBa Cankr-IlerepOypra (2011). M. Kpumayk y CBOIX JOCTI/DKEHHSIX aHATI3y€e
CIICHIYHUI MPOCTIP CyYaCHUX TeaTpasli30BaHUX CBATKOBUX MACOBHX BHJIOBHUIIAX
npocto Heba (2018), a Takok 0COOGIUBOCTI, MPUHIUIHU i 32CO0H TXHBOTO XY I0KHBOTO
oopMIIeHHS B KOHTEKCTI KOJIEKTHBHOI TBOPUYOCTI XyJIOXKHHKa i pexuncepa. OTxe,
TeaTpaJbHUI MPOCTIp BU3HAYAE IIMPOKHIA CIIEKTP BEKTOPIB [ist Jociikers (2011).

Merta cTaTTi — pO3IJSIHYTH Ha MaTepiaii iCTOPUKO-TEaTPO3HABYOTO JOCIIIKEHHS
M. AnToHOBHYa «TpucTa POKIB YKpPaiHCBKOTO TeaTpy» €BOJIOLII0 TeaTpajbHOIO
MPOCTOPY YKPAiHCHKOTO TeaTpy 3 MOTIIAY apXiTeKTYpPHO-TEXHIYHOTO 3a0e3MedcHHS
HOro MIacTUYHOro OPOPMITCHHS.

Bukaan ocHoBHoro matepianxy. OcoOIuBUM pi3HOBHIOM cdepr Tu3aiHEePCHKOi
MISTTEHOCT1 € CIeHIYHWH nu3aiiH. BiH MicTHTE B c001 POMOBI O3HAKM IU3aWHY SK
XYA0XKHBOI MPOEKTHO-KOHCTPYKTOPCHKOI AISIIBHOCTI, CIIPSIMOBAHOI HA CTBOPEHHS Ta
Oo(OpMIICHHS TPEIMETHOTO CEPEIOBUINA, aje Ma€ BIAMIHHICTh BiJ 1HIIUX BUIIB
mu3aiiny. CueHIUHMM [u3aiiH nepealadae KOHCTPYIOBAHHS TaKOTO IPOCTODY,
B SIKOMYy Mae Oe3mocepeHbO BigOyBaTHCs Bi3yallbHa CIIEHIYHA Jisi (QKTHBHICTB).
B opranizanii uporo npoctopy mopsi i3 XyA0KHHUKOM-IW3alHEpOM OepyTb y4acTh
aKTOpH, PpEeXHCepH, KOMIIO3UTOPH, xopeorpadm W iH. BimoOpaxaroum MIUPOKUI
CIIEKTP KOHIICMIIIH CYyYacHOTO MHCTENTBa, HOro 00pa3HO-3MICTOBHI Ta (hOpMabHO
BUPA30Bi SIKOCTi, CUEHIYHUN JU3aiiH € SICKPABUM CHHTCTHYHHUM SIBUILIEM, y SIKOMY
3HAXOJATh BIA3EPKANICHHS XapaKTepHi XyI0XKHI TEHACHIIIT 9acy.

JocTmiaqHuIs eBOIIONIT POCTOPOBUX CHCTEM YKPAiHCHKOTO JPaMaTHYHOTO TEaTpy
O. OctpoBepx 3a3Hayae: «IPOCTIp, OyIydd ONHIEID 3 HAWOLIBII PErpe3eHTaTHBHUX
KaTeropid Cy4acHOi XyAOXHBOI KyJbTYPH, IHTEPIIPETY€THCs, HacamIiiepel, K [i€Ba
crpykrypa» (2007, c¢.27). Ilpu 1pOMy MHCTEHTBO3HABHIIL 30CEPEDKYE  CBOKO
JOCIITHUIIBKY yBary JIMIIe Ha TeaTpalbHOMY TMPOCTOPI JIpaMaTHYHUX BHUCTaB,
JOTPUMYIOUMCH OJHOTO 3 HalBaroMilIMX BHU3HAYEHb IIHOIO TEPMiHA, 3aIPOIIOHOBAHOIO
I1. TTaBi B «CroBHUKY TeaTpy». 3a koutemitiero 1. ITasi, mpocTip (y Tearpi) CKIagaeThest
31 CICHIYHOTO TPOCTOPY — TMPOCTOPY CIICHIYHOTO MaWIaH4YHMKy, 1€ BiIOYBAETHCS
CIICHIYHA JIisi; irPOBOTO MPOCTOPY — IMPOCTOPY HPUCYTHOCTI TPU aKTOpa; MPOCTOPY
risgaya, 1€ BiH KOMYHIKYE 31 CHEHIYHHM Ta irpOBHM IPOCTOPaMHM; APaMaTHYHOIO
MPOCTOPY — MPOCTOPY, MPO SKUH 1IEThCS Y BUCTABI, YnTay abo Tisigay BUOYIOBY€E HOTO
y CBOI# ysBi; crieHorpadiunmii mpoctip (abo Ie TeaTpajabHHH MPOCTIP) — CICHIYHHIA
NPOCTip, KOTPUH MOYKHA BU3HAYMTH SIK TIPOCTIp, Ae nepeOyBae myOiika i akTopH Mif 4ac
BHCTABH, BiH BHKOHYE (YHKIIIO 3B's3Ky MK ImyOumikoro Ta aktopamu (ITasi, 2006,
¢.362-363). Aie Tpu TaKOMy INIXOi BiZOYBA€ThCSA 3BYKEHHS TIOHSATTS CIICHIUHMIA
MPOCTIp» JI0 PO3YMiHHS HOTO JIMIIE SIK YaCTUTH TPOCTOPY B TEATPi, TOOTO 0OMEKYETHCS
TIYMaueHHsI «CIIEHIYHOTO MPOCTOPY» SIK <«IIPOCTOPY CIEHH». X04a OiTbI MPUHHITHIM
BUJIAETBCS  TPAKTyBaHHS  CICHIYHOTO  TPOCTOPY  SK  <I€BOT  CTPYKTypH»
(3a O. OctpoBepx), y SKiii Tepes IisgayaMu Po3ropTaeThest AiCTBO (mist — mat. actio),
BUJIOBUIE B Oe3mocepeJHHOMY BHUKOHAaHHI — JpamMaTH4He, My3uuHe, Xopeorpadiuse,
MpoTeXHIYHEe, apOMaTHYHE, BOJHE 1 iH.

PosrnsiHeMo TeaTpasbHMI TPOCTIp Ta WOTro JAWM3alHEPCHKO-apXiTEKTYpHO-
TeXHIYHE OONAIUTYBaHHSI B YKpaiHCBKOMY TeaTpi 3a MaTepiallaMH JOCHiIKEHHS
icTopii ykpaiHcbkoro teatpy JIM. AHTOHOBHYA.
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[locunatounch Ha BUOAIKOBY, XO4Y 1 3aHOTOBaHy Jary BUUIKY icTopii
yKpaiHChKOrO Tearpy, JM. AHTOHOBMY 3a3Hadae, MO KOPIHHA YKpPaiHCHKOTO
TEaTPAIbHOTO  MHCTEITBAa 3HAXOAWTHCS B JOXPUCTHUSHCHKIM  0OpSIOBOCTI.
«Po3yMieTbest, Oyno 6 mpaBUIIBHILIE MOYUHATH OTJISIIT PO3BHTY YKPAiHCHKOTO TEaTpy
He 3 TOi NPHUMAKOBOI JaTH’, a Bil MepIIMX 3apOJIKiB YKpaiHChKOTO Teatpy, skKi [...]
3aKTaICHO 1€ B JIOXPUCTUSHCHKUX OOpSAMOBUX [isX; B YKpAiHIB IeperoBCiM
B BECUILHOMY OODSIZIOBI, 8 TAKOXK y BECHSHKaX, KOJSAKAX, KyNalbChKil cripaBi i iH..»
(1925, ¢.8). ®akr BuKOHaHHS iHTepMenAild Ha sipMapky [IM. AHTOHOBWY IOB’s3y€
3 MISUTBHICTIO CTYAEHTIB JyXOBHUX CEMiHapiil, sSKi Migdac KaHIKyJ, MaHIPYIOUH
MICTaMH ¥ cellaMu, po3irpyBajid MpocTO Heba JpaMaTHdHi CIEHKH abo BHCTaBH Ha
peniriiHy Temartuky. Tpamumiss s minuia Binm e3yitcekux wmkin: «Ha VYxpaini
TeaTpajgbHI BHUCTaBH OCOONMBO CTapaHHO IUIEKAJIM B CBOiX WIKOJAX €3yIiTH, SKi
B CIMHQJATOMY BiIli 3aXONHJIM B CBOi PyKH CIIpaBy BHXOBAHHS ITaHCHKOI MOJIOII
1 BHKOPHUCTOBYBAJHM IUKIJIBHUH TeaTp B CBOiX IIAX KATOJWIBKOI 1 MONBCHKOI
npomaranan» (Auronosuu, 1925, ¢.9). 3rogom, Ha AymMKy JIM. AHTOHOBHYA, «Ti
MKUTBHI Apamu, mo iX y XVII cTodiTTi KynsTUBYBallM €3yITH 1O CBOIX IIKOJAaX Ta
KOJIETisIX, 1 AKi B OOpoThOI MpOTH €3yiTCchKOi ariTamii 3acBoimu coli yKpaiHCHKi
IIKOJIM, MAJIM TIEPEBAYKHO BKE MIIIaHUH XapakTep MIiCTepii 4M MipakiliB OTPUMAaHUX
3 Mopautite...» (1925, ¢.9).

Came B IyXOBHUX CEMIHApPIAX 3apODKYIOTHCS TPAAMINI WKIIbHO20 meampy
B YkpaiHi. [Ipy 11bOMy BHKOHAaBChKE MHUCTEUTBO HIKIJIBHOTO TEaTpy MOTPeOyBayo
HeaOMsKoi MiATOTOBKH, SIKy W OTPUMYBalll CEMIHapuUCTH B CTiHaX JYXOBHHX
akameMii Ta ceminapiid. JIm. AaToHOBHMY Harosomrye: «I1' ecu MKiIBHOTO perepTyapy
BUMAarajiy BiJIIIOBIIHOTO BUKOHAHHS, 1 IIKOJIa MyCHJIa YNUMAJIO HAYYaTH aKTOPCHKOMY
IOiTy, Mycuia HaBYMTH BEJIMYaBHM BUKIHYEHHUM pyXaM, MaJbOBHHYHM II03aM,
BUpa3Hiil neknamarii, My3uKanpHiIH Momyismii. OIXHAM CIIOBOM, YMIiHHS akKTopa
BHKOHABIIS OyJI0 Myke Henerke; 0e3 cremiaqbHOl HAyKW Ha CIeHy HTu Oyio roi,
1 M UM BUITIAJOM MHCTELTBO aKTOpa CTOSUIO HE HU3BKO, 1 AWIETAaHTU3MOBI MicCIIs
He Oyno. Tomy 3po3yMisio, IO TUTEKA MIKOJSPI, K MPOXOIMIIN B IIKOJIAX Ty HEJIETKY
HayKy, MOTJIH OYTH aKTOpaMH, MOTJIH BHKOHYBaTH IT €CH Ha INKIIHHUX BHCTAaBaXx,
a MOTIM TOBApUCTBAMM PO3XOJMUTUCS Ha 4Yac Bakailid, abo Mmicis MIKOIM 1 poOUTH
BUCTAaBHU JJIs 3apOOITKY».

Hami /Im. AHTOHOBHY 3a3Hadvae, M0 MIKOJIAPi, GOPMYIOYM MaHAPIBHI OPKECTpPH,
XopHu abo TpymH, NepehKIpKaIU BiJ] cenla 10 cefia, BiJl spMapKy 10 SpMapKy, BiJ XaTH
IO XaTH, BUCTYHAIOUYW CKpi3b MO BCili YKpaiHi — «I10 MaHCBKUX OyIWHKAxX, IO
KO3aIlbKUX OCesIX, Mo Kopimmax, Ha spmapkax» (1925, ¢.30). Omxke, MKiIbHI
«BHUCTaBU Oy 3araJbHONPHUCTYIHI [UIsI BCix». BigmoBigHO 1m0 opranizaimii
HaBYAIBHOTO TPOILECY y CEMIHapisixX KOPEJIOBAJIOCh 1 TeaTpasibHE KUTTS — BOHO
0COOJIMBO TTOXKBABIIOBAJIOCh «HA PI3ABAHI Ta BEIWKOIHI CBATA. AJle HaWOUTBIIE

S[IM. AHTOHTOBMY Ma€ Ha yBa3i JOKyMEHTaTbHMH mo0ka3, mo 29 cepmus 1619 p. y Kawmimmi
CrpymunoBiii, Hemaneko Bix JIbBoBa, Ha sipMapKy B JIeHb yIIaHyBaHHS 1aMm’ siTi loanHa Xpecrurens Oyna
MOCTABJICHA 110 HOBO3aBITHHOMY CIOKETY BipILIOBaHa I sTHakTHa Jpama SIky6a ['aBarosuya «Tragaedia
albo wiserunek smierci przedwietego Jana Chrzciciela, przestanca Bozego» («Tparenist, abo OGpas
cMepTi mipecestoro loanna Xpecrurens, mochadus Boxkoro». Ilepeki. 3 monbchkoi K. B. 10.-P.), mixk
aKTaMH SIKOi BIIEpIIE Ha YKpaiHCHKIH CIieHi OyJI0 MOCTAaBICHO YKPAiHCHKOI MOBOIO ApaMaTH4YHI TBOPH:
inTepmenii, abo intepimionii «IIpo kora B Mimiky» i «Kparuwuit cou» (1925, ¢.7).
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YpPOUMCTUMH Iie OyJM CHEHisUIbHI BUCTaBM B IIKOJaX 1 ocoOmuBo B KuiBchkiid
Axagewmii...» (AnTonosuy, 1925, ¢.39).

Y 60-x pokax XVIII ct. pekropom Camyinom MucnascekuMm y KuiBebkii
Axanemii (KueBo-MoruisHebka akajeMisi) Oysio 3a00pOHEHO TeaTpaibHi BHUCTaBH
B cTiHax Akajemii, ane «cmyaei» i3 Bukianadyamu, He 0aKarouu MOKHIATH YIIF00IeHOT
CIpaBHM, «3 BHCTaBaMHM BUHMIUIM 3a CTIHH cBoei alma mater mig oTkpure HeGO.
«MaeBi pekpearii», sk Ha3WBaJIM y4YHI W TENarord Taki MO3alIKiUIbHI BHi3JM Ha
MPUPOJY, HANPUKIAI, JUIs KUiBCbKOi AkaaeMii «Haropy CkaBHKYy MiX sIpiB, Oins
ypounina, 1o HasuBaeTbes [yboumns» (AntoHosud, 1925, c¢.31). 060B’s13K0BO
TOpsIT 13 3a0aBaMH, CITIBOM KaHTIB MICTHJIN TE€aTPalbHI MOCTAHOBKU. [IM. AHTOHOBUY
CTBEP/UKYE, IO «JIIAIOTH BUCTABJIUIUCS YacTO Ha CBIKOMY MOBITPi, 0€3 CIeIisIbHIX
nekopartiii» (1925, ¢.31).

M. AHTOHOBMY TaKOX CBIJYMTH MPO MaHAPIBHUH 1 CTaliOHApHUN crocoon
opraizamii JisUTBHOCTI TpyH WIKUIBHOTO Tearpy Ta CIOCOOHM  XYIIOKHBO-
MOCTAaHOBOYHOTO 3a0€3MEUYCHHs BHCTAaB. BIJIMOBIAHO, CHPOIIEHO-MOOLIBHOTO Ta, 3a
JIeTKUMU CBITYEHHSIMH, Ha MPHHHATHOMY MarepiaibHO-TeXHIYHOMY piBHI. «Illo 10
00CTaHOBKHM BHCTaB, TO BOHA HE 3aBXIHM 1 HE CKpi3p Oyna oIHaKOBO mpocTta abo
BuOariuBa. Konu ToBaprcTBO MaHAPYBaJO B HEBEIMKOMY YHUCII WICHIB, POOJISYU
BHCTaBH, CITIBAIOYM KaHTH a00O MapTecH, OMOMaraldyd B ILEPKOBHHX CITyk0aX,
TO, PO3YMIETHCA, Hi JeKOpaIliif, Hi 00cTaHOBH i3 c00010 OyiI0 HE HOCUTH. B mimmomy
pasi MoxHa OyJI0 B3SITH 3 cO00I0 Aello 3 TeaTpasbHOi rapaepoou. [Ipocrinni BucTaBu
poOmiucss TpocTo B XaTi 1 0e3 BCAKOi OOCTaHOBM, a BpPaKEHHS Ha TJIAIadviB
CIIPABJSUIOCSA TUTBKM TEKCTAMH BHKOHAHMX IT €C Ta MAaWCTEPHICTIO JeKJIaMarrii
1 B3araji BUKOHAHHS. AJie KOJIM BUCTaBU POOMIIMCS B CAaMMX IIKOJIAX, TO BXKE IO HUX
NPUCTOCOBYBAUCS HAWMOTPiOHImI jgexopaiii» (Autonosuu, 1925, ¢.32). [aui,
nocunarounck Ha O. BecenoBckkoro, aBTop 3a3Hadae, M0 MIKIIBHI JeKopariii Oymu
JIOCUTH TPOCTi W TMPUMITHBHI: «IIKiJTbHA MICTEPid MOPAAKYBasia TIEBHE TIJTHKH YHUCTO
HIKITBHAMU-K 3aC00aMH ITOCTaHOBH; KJIaCHA KiMHATa, IPOCTUPAJIO 3aMiCTh 3aBiCH,
¢danTacTnyHi BOpaHHA OiONEHCHKMX Ta €BAHTENBCHKHX OCI0, Mepykw, Ta Ooponw,
13 JBHSHOTO TIPSAAMBA, OT YUM, MOXKe OyTH, 0OMexyBajach BCsS BOOra IOCTaHOBa»
(Lum. 3a Autonosuuem, 1925, ¢.32).

[NopiBHIOIOYN XYA0KHBO-TIOCTAHOBOYHE 3a0€3MEeUeHHS CIIEHU MIKIJIBHOTO TeaTpy
B YKpaiHi Ta €BpONEHCHKOTO MicTepialbHOTO TeaTpy Iii€l xx go6u, O. BecemoBchkuit
Hapikae Ha CKPOMHICTh B O(OPMIIEHHI MEpIIOro, Ha HOTO «INTHHSYE CTaHOBHUIIIEY:
«Sx maneko il 10 TPHOX-IIOBEPXOBOI CIIEHU 3aXiJHOI MICTepii, UM 0 MUTUX BYJHUIb,
00CTaBJIEHUX PHUILITOBAHHAM Ta MOMOCTaMH, HaJiJICHUMH OaraTbMa NMpHUYaHIATaMHU,
X0Y 1 TPOXH IpyOyBaTUMHU HA BUIJISA, OKPUTUMH OJAKUTHHM IOJOTHOM 3 30PSIMH
3aMicTh He0a; SK JaJIeKO BIJ IMX IIENeMiB TeKia, pPaHChKUX CaJKiB, CIEH
MOp/yBaHHS Ta ypouwcTHX mpoueciid!» ([Jum. 3a Anrtonosuu, 1925, ¢.32). Ilpu
mpomy [JIM. AmnTOHOBHMY gmomae, mio morim  O. BeceloBChKOTO HE  30BCIM
KaTETOPUYHUI 1 CTOCYEThCA «3 IEBHUMHU 3aCTEPSIKEHHSIMH, Xi0a J0 MIKIIBHHX
MOCTAaHOB B MEHIITUX TPOBIHIISUIbHUX IKOIax» (AHToHOBHUY, 1925, ¢.32).

Ictropux  ykpaincekoro wmmcrenTBa K. Illmpoubkuii, DOCTIIKYOUYNM THTAaHHS
pO3BOIO  IIKUIBHOTO Tearpy 3amepedyBaB jaymky O. BecenoBcbkoro —1mojo
MPUMITUBHOCTI ¥ yOOrocTi MIAacTHYHOTO O(OPMIICHHS CIICHIYHOTO MPOCTOPY
y HbOMy. BueHuii Hamonsrae, «mo TearpaibHa o00CTaHOBa BHCTaB KuiBchkoOl
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Axajemii [...] Oymna mayxe BHOArTUBOIO, Majia 6araTo JeKopalliif, CBITOBUX e(eKTiB,
JOCUTh PO3BHHEHY TeaTpalbHy TeXHiKy. Tak B I'eci «Anekciii yonoBik boxuii» Ha
«IuIaIty», T. €. «Ha CIICHI 3 0OTHOTO 00Ky OyB BHBEACHHI paif, IEBHO HA MiCTKaX, HaJ
CIICHOIO, 3 JIpyroro OOKy IEKJIO ¥ B HbOMY 3Mii. B paro aHrenu ciaBwiu Oora
1 OecimyBayii Mik COOOI0; MTOTIM KHUCXOJIWIHM OJ CTyrneHed Bucotu» o Olnekcis Ha
3eMJII0 — 3HAYMTh Ha cleHl Oyrna i 3emis. Onekciii cTodB Ha posnopixokio: FOHOHA
it ®opTyHa 3MaHIOBaJIM HOTO 0 BECENIOr0 XKUTTS i MPOCTENOBANIN KUJIMM, IIHPOKUM
NUIIXoM «chirarounii BHU3 10 afa». Ase Virtus sactepirana Omnekcist # mpoctenuia
HOMy KWJINM, iTydu IO Heba — «Ty 3Mii pOT PO33SBUB 1 JUM iCIymiaB»... Yce Iie
OyJ10 Ha CIIeHi MOKa3aHo 3 yciMa moApoouiiMu. .. (Auronosud, 1925, ¢.36).

Hami  JIm. AwntoHoBwu, mwmrytounm K. [lluponpkoro, HaBOAWUTh TNPUKIAAN
MacIITa0HUX TIOCTAHOBOK IIKiIEHOTO TeaTpy y KueBo-MormisHChKiH Akagemil:
sramyetbes BucTaBa 1685 poky «JlifictBo Ha crpacti XpHUCTOBI» 3 JEKOpaIlisiMH
cTpacteil Ta 12 oHakamH, yBiHYaHUMH BiHKamu, 1 12 3ipok; mocraHoBka «CBoOona
OT BIKOB BOXKJAETCHHOI HaTypi Joackkii» 1701 poky. «Tam Oynu BuBeneHi: pai,
30JI0Te XHHBO, aJieropii Ta iH. Y YeTBepTil CIIeHI IPYroro akTy MEpKIH COHIIE,
MICSAIIb 1 3Bi3/1M, MEPIli BCTaBaJU 3 IPOOIB; B OCTAHHIH CIIEHI TOTO X aKTy 1 B TPETIM
aKTi Ha KOHY ITOKa3yBaJOCh XBHIIIOIOYE MOPE 3 MTOTOMAIOYNM CEpell XBUIIb KOpadiieMm;
00 BPSITYBAaTUCS MOPEXO/II KU/IaloTh [0Hy B XBWJIi; TaM HOTO JTUTae 3I0pOBEHHUN
KUT 1 B TIATIA CIleHI BUKHmae ioro Ha Oeper». Ilpm mpoMy aBTOp 3a3Hadae, IO
«IIOCTaBUTU TaKy MbECY MOXKHa OyJO, TUIBKH MAaro4d il pyKamMH YCSKi MpHiIaau,
JeKoparii, Mamua#, asroMatu» (L{um. sa Auronosuuem, 1925, ¢.36). 3 Bimomocreit
Mpo CIEeHIYHe BTiIeHHA aianory «O cTpaJaHisfX CIacHUTeNs CTae 3pO3YMIJIHM, IO
Uil 300pakeHHsT XpUCTa, aHreliB W APYrHX CBITHX, ab0 iCTOpUYHUX 0c00,
notpibyBasnucs ociOHI Macku [...], ab0 yMiHHs MOKpuBatu Jinie rpumom» (L{um. 3a
AmnTonoBuueM, 1925, ¢.37).

K. IIuporpkuii TakKoX CTBEPIXKYE, M0 B MIKUIBHOMY Teatpi, 30kpema KuiBchkoi
Axkagnemii, Oyna pPO3BHHEHI «yCSKi NMPHUCTPOI «MaxWMHMA H JITaHHSI»» — MeXaHiuHa
TEXHIKa JUIs TOKa3y BHCTAB. HANMPHKIAA, «B «Y>KACHON 13MiHI CIACTOIOOHBOTO
KHTTSI» BiJl TPOMY PO3CTYNAEThCS 3eMJIS, aHTeJIM HECyTh Ha He Hebo mymy Jlazaps
i 1. 1.» ([um. 3a Aurtonosuuem, 1925, ¢.37). OxpiM 1[OTO, CIEHIYHUH MaiTaHUINuK
MaB MaTH «IEBHY TJHOWHY Aaji 1 KapTHHY», 1[0 HAJABAJIO CTBOPIOBATH MATbOBAHY
MEPCIEKTUBY V XKUBOMUCHUX jaekopartisx. I[limBomsam migcymok, K. Ilupombkuit
CTBEP/XKYE, IO «JIeKopamii TOTOBUJIACS BIACHHUMHU CHJIAMH aPTUCTIB», NPH LOMY
B poOOoTi Hajx BUCTaBaMH He MO)kHa Oyno oOiliThch Oe3 akTHBHOI Oe3nmocepeaHbol
y4acTi «CBOTO apxiTeKTopa, ClieHapiyca, IeKopaTopa, KpaBllsi, a TIeBHE CIIBI[iB
i tammropuctie» ([Jum. 3a Anronosudem, 1925, ¢.37). Jlo mporo mepeiiky MOXKHa
JOAaTH MipOTEXHIKa, CTOIIpa-MeXaHika, XyJ0)KHUKa-TpUMepa.

Micrepianpauii Tearp mepmoi monoBuHH XVII cT. He 3ammmmB OGaraToro
Marepialy TIpo TeXHiuHe 3a0e3meueHHs BHcTaB. Ictopukm  B. Pe3anos,
K. Huponpkuii, a 3rogom JM. AHTOHOBMY 30upaiu iH(OPMAIIO IO KPUXTaM
3 PpI3HHX JKepen — Yy peMapkax 1 TekcTax II'ec, 1HOAI B MiAPYYHHKAX,
3a TOCHOAAPCHKMMH Ta IHBEHTapHUMH 3allMCaMH, 1IIOCTPATHUBHUM MaTepiajaoM
JI0 TEKCTiB, HAPOJHUMHU JTyOOYHUMH KapTUHKaMH TOwIO. Tak, HanmpuKial, 3 peMapok
no MicTepii «CroBo 0 30ypeHHIO TEKJa» SICHO, 10 Ha CIICHI BUCTABISLIUCH TBEPIi
ManpoBaHi Aexopamii 3 (YHKIIOHAJbHUMH MOXIIMBOCTSAMH y  TIO€JIHAHHI
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31 CIEHIYHHMH CBITJIOBUMH edekramu. JIM. AHTOHOBHMY, LHUTYIOUH pPEMapKH,
3ayBaxye. «Ha owax y riasmadiB XpuCTOC «OHET KOpPOTBOIO, i OHCTH Tako
COKPYIITHIIIACS BpPaTa» i MOTIM 3pa3y BCE MEKJIO MPEICTaBIICHE Ha KOHY OCBITIIIOETHCS:
«B TOW 4Yac BOPOTA i IAHTYXU COKPYUIMIIACS 1 BXOAUTH XPHUCTOC BO MEKJIO 1 OCBIIIAET
SACHUM CBOIM mpominem». — Cami Bpara ajoBi i mekyo B Wil MicTepii Mano OyTh
NpejicTaBlIeHe, SIK CEPEeTHEBIYHHUN, MOXKE TOTUIBKHIHA 3aMOK, 3 MiA3EMHUMH MOCTaMH,
110 BUHO 31 CIIiB Hakazy Jtonudepa 10 CBOIX )KOBHIpiB-0iCiB:

A BU BOPOTa JKEJi3HIE PUXIIO 3aUNHSANTE

I 3BOAM 3BiBLIM JTAHTYXaMH 3aBOJIiKaiiTe,

I kojomkamMu MOIHMMH 1 TBepauMmu 3amukaiite!» ([Jum. 3a AHTOHOBHYEM,
1925, ¢.33).

[kinpHa apaMa 3a CBOEK 3MiCTOBHO-TEMATHYHOIO Ta OPraHi3allifHOI CYTTIO
3aBXau Oyna TiCHO TOB's3aHa i3 IepkBoio. CBiAUEHHSIM I[OMY € CYTO peiiridiHe
CHpsSIMYBaHHSI I’ €C, IPUHAICKHICTh BUKOHABIIB JI0 KATEropii CIyKUTEINiB KyJIbTy —
HIKOJIAPIB TyXOBHUX CEMiHapii Ta BUKOPUCTAHHS MPHUMIIICHHS KYJIBTOBHX CIOPY[
JUIsl TIOKa3y BUcTaB. Tak, HampuKIaja, 3 TEKCTy iHTepmenii no apamu «Comunia
duchowna s.s. Borysay Hleba», sika BukoHyBaacsi B €3yITChKiil KoJerii HapUKiHII
XVII cr. y m. Ilonoupky, 3 ngiajmory repoiB cTae 3po3yMinMM, IIO BOHAa Maja
BUKOHYBAaTHUCh y KOCTBONi, OCKUIBKH B HBOMY 3raJy€TbCs KOCTHOJBHHI Opra
(AutonoBuy, 1925, ¢.33-34).

HeonnopazoBo mopsin i3 BHKOPUCTaHHSAM TPHMILICHHS IIEPKBH, LEPKOBHOTO
oprafy 3ragyloThcs W iHIII IIEpPKOBHI akcecyapd, IPUMipoM, IJIAMAHUI, SKi B KyIIi
CTaBaJIM HEBIJ EMHOIO CKJIAJOBOIO JEKOpAIlifHOro O(QOpPMIIEHHS CIEHIYHOTO
MPOCTOPY BUCTAaB IIKUIBHOTO TEATPYy.

Pemapku no tekcry n'ecu «llapcTBa Hatypu moackoil», Buctasienoi y 1706 p.
CBiqUaTh TpO HeaOWsAKOl CKIAIHOCTI TEXHiYHI, 3BYKOBI Ta CBITJIOBI XYJIOXKHBO-
MOCTaHOBOYHI e()eKTH — TaK, KHAPUKIIAA Y APYTiil CIeH] MepIIoro akTy 3ayBaykeHo,
10 BCEMOT'YTHSI pyKa 0JarocioBUTh 3 HeOEC JIIOJCHKY HaTypy, B IT SITIH CLEHi Toi &
MBECH CKAa3aHoO, 10 Oor 3 Heba Mmocwiiae Ha 3eMITF0 TPOMH 1 OJIMCKABUII, 110 CBiAYNTH
Ipo Te, [0 KOPUCTYBAIHCS B MOCTAHOBII CBITJISIHUMHU edeKTamu, [...] B TpeTii cueHi
JPYTOro aKkTy OOr SIBIISETHCS B OTHsAHINM KynuHi» (AHTOHOBHUY, 1925, ¢.35). Ha xaib,
ONKCU TeHEPOBaHUX e(EKTiB HE MICTITh 3aMHUCIB CIOCOOY IXHBOrO BTUICHHS. Takuit
(dakT MOke OyTH BUIpaBIaHWN OakaHHSIM IIOCTAHOBHHUKIB 30€perTH TaeMHUIII
iXHBOTO BTUICHHS, 1[0 B CBOIO YEPry MOSICHIOETHCS, 3 OJAHOTO OOKY, EKOHOMIYHHMU
NpUYMHAMH, & 3 1HIIOTO, — He OakKaHHSIM LIEPKBH JOIMYCTUTH B TJIIA4iB pyHHAIiO
1110311 IifiCHOTO Yy/a, 3 BipOIO B sIKE BOHU NPUXOJWIN HA BUCTaBH 10 LICPKBH.

PisHOoCcTOpOHHIH iH(MOpMaIiitHII MaTepian Mpo oOJAIITYBaHHS Ta O3J00JIEHHS
CIICHU LIKUTBHOTO TeaTpy YepraroTh iICTOPHKH TeaTpy 3 LIIOCTpAaIii 10 TEKCTiB I €C,
Kl TIOJABANHMCh 1HOAI He JIMINEe SK Bi3yalizamis TMOAiA, aje ¥ CciIyryBaid
BKa3iBHUKAMH JJIs1 BUKOHABINIB. Tak, HANpUKIad, Ha LIrocTpamisx a0 ' ecu CuMeoHa
[omoupkoro «Mcrtopust wiu AificTBie €BaHTEIbCKOW NPUTYM O OJYJIHOM CHHI,
ouBaemoe B mito P. X. 1685», mume J[M. AHTOHOBHY, «IIPEICTaBICHO TE CaMe
TeaTpajbHE MOMEIIKAHHS 3 MiIHATOIO 3aBiCOIO 1 HA KOHY 0J0yBarOThCs IOCTEIICHHO
Bci cuenn mputdi» (1925, ¢.37). ABTOp mojae ommc 300pakeHOi Ha iLTIOCTparii
cueHn: «CaMuii KiH 30yZOBaHO Ha BHCOKOMY ITIOMOCTI, IO OOKaxX KOHY Bl KOJIOHH,
Ha SKHUX Bropi JIEKUTh IepeKIaiuHa, N0 sIKoi mpukpimieHo 3asicy. Ha aBaHcuewi,
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B paMIili CTOiTh PAd KaraHiiB, OCBITJIIOIOTH CIIEHy. Ha KOXXHOMY pHCYHKOBIi
NPEACTABICHO JIABKY 3 HEPHJIOM IIEPLIOTo pALy IVIAayiB, HAPUCOBAHUX 31 CIIMHH, 00
CHUIATH JIUIEM JI0 CIIeHHW. | simadi cumarh B kanemoxax. O0cTaHOBa HAa KOHY PIKHUX
ClieHax 3MiHsA€eThCs. TaM, Jie Jis 010yBa€eThCS B CEPEMHI XaTH, TO 3 YCiX TPhOX OOKIB
MOCTaBJICHO IO CTiHI 1 JMIIE B 3aJEXKHOCTI Bif il xary oOOCTaBICHO: B CIeHI
3 MOOOMIHHUIIMH B KYTKY CTOITh JIIKKO, B CIIEHI TPU B 3€pHb CTOITh CTiJI, HA SIKOMY
rparwTh, a TOCY MEePECTABICHO J0J0JY, B CIIEHI, e OTClb OCHKETYE, paaitouu, 10
BEpHYBCs OJIyAHHMH CHH A0 OTYOrO JIOMY, Ha CEpeluHI KOHY CTOITh CTiNl 3 OCYyAOM
1 cTpaBoIO, a 3a CTOJIOM JIaBa, Ha SIKIid cuAWUTH cTapuil OaTbko. Kosm x cuena mae
0on0yBaTUCh HA NTBOPi, TO TaM JIBY Bij TJsAgada JEKOPAIlil0 NMPHHHSITO, HATOMICTh
3aJMLICHO OABEPTHH MpOXiJ, 1 Ha KOHY 3ICTAEThCS BpaXKCHHS HIOM BiIKPHUTOI
HaJBIpHOI rajepiiku, abo JTOMXKIii, IK HAPUKIIA, B Til caMii CIIeHi, 1e JIF000 MiHHMII
BHTOHATH OyHOTO cHHAa». Takuwil meTaapbHU ONMHMC Hamae HaM MOMJIMBICTH YiTKO
VSIBUTU caMy CHEHY, 11 apXiTeKTypHO-TEXHIYHE 3a0e3MeueHHs 1 3p03yMiTH MPUHIIUITA
CBITJIOBOTO O(OPMIICHHS, PO3MIIIICHHS TJIAa4iB, BIIYyTH TWHAMIYHICTh Ta 30arHyTH
¢yHKLUiOHANbHE MNpHU3HA4YeHHs aAexopauil. He 3anmumaerscst mo3a aBTOPCHKOIO
NPUCKITUIMBOI0 yBAarol i KOCTIOMH Ta TPUM BHKOHaBIIB: «OIeXH BHKOHABIIIB,
0c00JIMBO MOJIOJMX MMAaHIB, 3BUYAiHI, SIK XOJUIN Ha YKpaiHi LIKOJSIPH; HA aKThOPaXx,
10 BUKOHYIOTh CTapIIMX JIFOJACH, TPOXH (HaHTACTHUHI, JOBI1 PSICH KUPESIMHU HaBEpX,
MalyTh TaKi, SKUMH YSIBIUIA co01 ToIi Oi0miiChKi omsru». Jlaii meTanbHO MOJAEThCS
OIKC BUKOHABI «IIPUIIOTY». «BiH 3aJpalipoBaHUil B IIMPOKY ajlbMaBiBy, Ha HOTax
Ma€ 4EepPEeBUKHM, TAHYOXHU Ta TICHI INTAHM, HA TOJOBI KIMHYATY LIANKY HA TPH KiHII»
(AnToHoBH4, 1925, ¢.38).

Hasxanp, icTopis Mano 30eperia imeHa MaiicTpiB, YMIMU 3yCHIUISIMH BTUTIOBAJIOCH
Ha CIeHi XyAoXHe oQopmieHHs BUCTaB. TWM wLiHHIIIA maM’sATh MPO TAaKOTro coOi
Mmaiictpa YmxuHcbkoro Bigomoro 3 1675 poky, skuil «3aBigyBaB TeaTpalbHUMH
noctaHoBkamMu B KwuiBchkiii Akazemii 1 mpuayMyBaB Aekopalii Ta OpyIdyBaB BCiM
3HAPSISIM 10 BrcTaBu» (AHTOHOBHY, 1925, ¢.38).

Bucrasu mkonsipiB KuiBcbkoi Akanemii I1e€ BHKOHYBaIHCh «IIEBHE IPOTITOM
Maibke IUIOTO  BICIMHAQIIMTOrO BiKy, @, MOXIHWBO, HaBiTh Ha IOYAaTKy
JIeB’ ATHAIATOrO0, TOKK ii He 3akputo 1817 poky» (Anrtomosmy, 1925, ¢.39).
Ane 3 apyroi monoBuHu XVIII cT. TBop4yoro po3BUTKYy B WIKIIBHIM Apami He
BinOyBaiock. IlpoicayBaBmm mpotsrom XVII-XVIII cT., mig yruckom immepchkoi
MOJITUKN POCIHCHKOTO caMoJep KaBCTBa MO0 YKpaiHH, IKIIbHAN TeaTp MPUITUHKB
CBOE iCHYBaHHS 1 EPEX0Jy JI0 CBITCHKOTO TeaTpy HE 3MiHCHUB. MOCTOM JI0 CBITCHKOT
KOMeJii cTana Becena iHTepMeis.

OcobmmBe Miciie B icTOpil YKpaiHCBKOTO TeaTpy 3aiiMae eepmen — OIWH
3 pI3HOBUIB JISUIBKOBOTO Tearpy. BiH y mepioll TOHIHb Ha YKpaiHCBKY KyJBTYpY,
JmiTepaTypy, MOBY, MHUCTENTBO, Tearp npyroi monoBuHu XVIII cT. BusSBUBCA
YKUBYYIIIM, HE3BAKAIOYHM HA BCi 3a00pOHM, 1 BIDKHUB 3aBISKH CTYICHTaM, a ITi3HIIIE
Oypcakam JyXOBHUX akaJeMili Ta cemiHapiit. [[ns Hux 11€¢ OyJIO TpaJMIIIIHOIO
XYAO0KHBOIO PO3BArol0 IMijJ Yac KaHiKyJ Ta BIpHUM CIIOCOOOM <«3apoOHTH Ha XIIi0
i Hayky» (AnToHOBHMY, 1925, ¢.42). He3Baxkaroun Ha BCUISKI 3a00pOHH OCOOJIMBO
«B camomy KwuiBi, Bce k moza KwuiBom, B CTOpOHI BiJg HayaJbHHLBKOTO OKa
NPOIOBXKYBaJIM XOAWTH 3 BEPTEIOM 1 3yCTpiBaJld MPUXWIBHICTH 1 JIaCKy IO celax
Ta XyTopax mupokoi Ykpaianu» (Auronosud, 1925, ¢.43).
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«Konu mosiBuBcs Bepren Ha YKpaiHi, paHille 4Yd Mi3HIIIE IIKIJIbHOI Apamy,
cKkazath Baxkko. — mmmie JIM. AnToHOBMY. — Haiictapima i To 30BCiM He meBHa
BiZloMicThb mpo Bepren csrae 1591 poky; ®panko i B. Tleperi rajatoTs, o BepTenHi
BUCTaBH Ha YKpaiHi 3’ sBunucs i B nepiii mojosuni XVII Biky... ( 1925, ¢.45).

BucrtaBu BepTENHOro JISIIBKOBOTO TeaTpy pO3irpyBalMCh Yy cCHEliaibHil
JTIBOITOBEPXOBI IEPEHOCHIN CKPWHI, IO TPAIUIIIHHO Mayia BUTJIS IBOSPYCHOI XaTH 31
3HATOK «4eTBEpTOIO CTiHOWO». Hampuknan, [anmariBepkuii Bepren (I 'puropis
lamarana) 3 maerky y CokopuHipgix Ha [lonTaBHiMHI, IO HUHI BUCTaBIISETHCS
B ekcrio3uii B Kuesi y My3ei TearpaiabHOro, My3UYHOTO Ta KIHOMUCTELTBAa YKpaiHHy,
«MaB Oins MIBTOpa METpa 3aBBUINKH 1 TPOXU OiNbIIE OJHOTO METPY 3aBIIHPIIKH.
[lo-3a 3amHBOIO CTIHKOIO BepTENy CHOWTH BHKOHABElb, LIO BOIWTH JISUIBKAMHU
i TOBOpHTS 3a HUX Ha pixkHi rogocu» (AuTonosnd, 1925, ¢.43).

CamoneprkaBHa nosituka Pocii mpoTn ykpaiHCBKOTO clloBa TOPKHYJIACh HE JIMIIE
JPYKOBaHOT'O CIJIOBa, WIKUIFHOTO TeaTpy, aje 1 HapoJHOTO BepTemy — BiH OyB
3a00pOHECHUM.

Y kiami XVIIlI cr., BmacHe yxazom Karepunu Il Bim 3tpaBHs 1783 p.
Ha JliBoOepexcki H Cno0oXaHMIMHI OCTAaTOYHO 3alpOBAKYETHCS KPIllATBO.
Ha rpyHTi BOoNOAiHHS KpimakaMu Ha YKpaiHi MOIIMPIOETHCSA, XOU 1 HE TaK aKTHUBHO,
aK B MOCKOBIi, Tpaauiisi iCHyBaHHS KpinaybkKux meampig y TMOMIIMIMIBKAX caanOax
Ta MaeTkax. B YkpaiHi B KpimampKux Tearpax BHKOHABCHKE MECTEITBO HIBUAKO
po3BUBAaEThCA 1 3700yBae Bu3HaHHS sk B Pocii, Tak 3akopmonom. [Ipukmasnis
ICHyBaHHsI KpilanbKUX TeaTpiB Ha YKpaiHi uumano. M. AHTOHOBHY, HaIIpUKJIAL,
sragye:. «B IlomynneBidt, ykpaiHcekiii wactmHi Kypmwmam komo Cymki maB
Kpimaupkuii Tearp rpad BonkenmreliH, Ha YepHiriBimuHI MaB, 34a€ThbCsl, CBild TeaTp
B Jlannuax rpad 3aBamoBcbkuid i misHime B ceni CnmpuponoBa byna mominiuk
Jmutpo Hlupaii [...]. Ha IMonraBuriai Maau Kpinabkuii Teatp TpONMHCHKHN B CeJi
Kubwuamsx 1 Kobensmpkuit mapmainok ["aBpunenko. ¥ ['aBpunenko B MaeTky O3epku
Kobensaupkoro mosity OyB HaBiTh MypOBaHUH OyJHHOK ISl T€ATPY 3 TPHOMA JIOKAMH
i maprepom» (Auronosud, 1925, ¢.54). Tyt sucrynas M. Illenkix.

«Ha mpaBomy OGepesi [Himpa mamu cBOi KpimambKi TeaTpw JEXTO 3 IMOJBCHKHX
MmarHatiB» (Antonosuu, 1925, ¢.54). Tak, nanpukian, TylbYMHCHKHN TaTalOBHi
agcamOnp poauHu lloTonpkux, sikuit Oyno 30ymoBano 1782 p. CranicnaBom
[encanm-IloTorpknM, KpiM rpad)cbKOro manairy, Ha TEPUTOPii MaeTKy MOMDK 1HIITHX
MPUMIIIEHB JUTA PI3HUX CITYKO — KOHIOIIHI, MaHeX, KopAerapaio (IpUMILIeHHS ISt
BIfICBKOBOTO KapayJly, a TAKOXK JJIsl yTPUMaHHS apeIlTOBaHUX il BapTO0), Oy JMHOK
IUI YIIPaBJISIFOYOTO MAETKOM, TOProBi PsIH, A€ MPOAABAIN BHUPOOH TYJIbUYMHCHKHX
MaHy(dakKTyp, — 30KpeMa, MICTHB CaaguOHUN Tearp — OIHOIIOBEPXOBY IICTIISTHY
cropyay (I{um. 3a Uy6ina, 2010, ¢.150). PeniepTyap Tearpy ckmagaBcs 3 5—7 omep ta
2-3 xoHIIEepTiB, Tpyna HamiuyBana g0 200 aktopis. [lepebyBatoun B TynpunHi BIITKY
1811 p. dpaniy3pkuit nucbMeHHHUK Jlarap B CBOIX JIMCTAX, IETAIBHO OMUCYIOUYH CBIiif
BIIMOYMHOK B pojuHi [1oTOIBKUX, 3rajiye 1 MPUMIIIECHHS TPadChKOro MaaarioBoro
Tearpy: «TearpanpHa 3aia, po3TalloOBaHa B OMHOMY 3 MalallOBUX Kpuil, 30yJ0BaHa 3a
THM CaMUM IUIAHOM, 110 i y metepOyp3bkomy Epmitaxi...» ([{um. 3a Yy6ina, 2010,
¢.153). Take NOpIBHSIHHS HaJa€ HAM MOXJIMBICTb 3 I[IIKOBUTOO MMOBIPHICTIO YSIBUTH
apxitektypy Teatpy TynpumHchbkoro manamy. Lle maB OyTu anTmuHmMid amditeatp
y CHONy4YeHH] i3 KyJiCHOI0 KOpOOKO¥o crieHrn. HamiBkpyriwmii 3aim i risiiadisB, Mir
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NpUKpalaTUCsl HIlIaMH{, JIMHUMHA MeNalbHOHAMH W MPOMAajbOBYBAHHSIM KOJIOH.
TynbunHCHKHI anaoBuii Tearp, sk i Epmitakauit Teatp (1784 p.), MaB matu GijibIi
HIXK CKPOMHI PO3MipH 3aiy i Iisigadis, 0au3sko 100 risimadiB i CHEHY-KOpOOKY
HE3HauyHWX po3MmipiB. BiporigHo apxitekropu TyIbUMHCBKOTO MAa€ETKY, SK
i JIx. KBapenru — apxitekrop Epmitaxxnoro teatpy B IleTepOyp3i, 1OTpHUMYIOUUCH
iTamiChKNX 3pa3KiB, MaJM OCHACTHUTH IUIAHIIET CIEHH CHUCTEMOIO KYJIICHHX MAaIlluH
Ta OJHOIIOBEPXOBHUM TPIOMOM. Bepx clieHH po3paxoByBaBcCs JHIIE JJS 3MiHU MaayT,
TOMY i1 IEPEKPUTTS MOYNUHATIOCH Jero Buiie noprany (baszanos, 2005, ¢.41-42).

[HomimupKo-Kpinanepkuid T€aTp, XO4Y 3a CBOEK CITTIO OyB CBITCHKHM, aie
BPaxOBYIOUH HOTO COIialIbHO OOMEXKECHUH XapaKTep CIPsSMYBaHHs, HE MOXKE BBOKATH
NepexiJHUM BiJ WIKIIBHOTO A0 MyOmiyHOTOo. SIK 3a3Hayanoch BHIE, BEpTENHA gpama
3 11 3araTbHOAOCTYITHICTIO BUKOHAJIA IF0 iICTOPUYHY MICifO.

IToctynoBo B VYkpaiHi MOYMHAIOTH 3BOAWTWCH TOCTIHHI nyORiyHi meampu.
B. IlpockypskoB 3a3Hadae, MI0 <«IIEPUIOI TOCTIMHO [Jil0Y0K0  BHIOBHIIHOIO
nyOJIIYHOI0 YCTaHOBOIO MOXKHA BBa)KaTH HEBEIMYKHH Tearp 31 €3yiTchkor0 OpaMoro
([y JibBomi] B paiioni cywacuoi rturonti . ITinkoBu, Ommwkde m0 p. [loarsu).
[MpuctocoBanmii min TearpadbHi NOTpeOH JAepeB’sHU OynMHOK OyB pPaHTOBUM
TEaTpoM 3 XapaKTepHUM IUICHHSIM Ha SPYCH 3 JOXaMH i MapTEepOBOI0 YaCTHHOIO
3 rajepeeto. [IpoicHyBaB Leil TeaTp HELOBro, MOTPOXKYIOYH 3 CAMOI0 IIOYaTKy CBOTO
icHyBaHHs 3aBanuThcs. Bpemri-pemt y 1783 p. Oy posiOpanwmii. [...] Tlepumm
CTalllOHaPHUM MYpOBaHUM MICbKMM TeaTpoM Yy JIbBOBI cTaB mnepeOyaoBaHUI
1 YIOpSIIKOBaHMHM Tak 3BaHMHM 3MMOBMI TeaTp B MEpEeJaHOMY Ul LUX IMOTped MicTy
e y 1787 p. dppannuckancekomy kocreni Cs. Xpecra» (I[Ipockypsikos, ¢.147-150).

3 ormsay Ha CychnuibHO-icTOpuuHUE koHTekeT 1925 p. JIM. AHTOHOBHY
CTBEp/XKYe, IO nepmuid myOmiyauii Tteatp 30ynoBaHo B XapkoBi B 1789 p.,
y 1803 p. — y Kuesi ta Ogeci, y 1810 p. Ha komTu MicTa 3aKiHYEHO CHOPY/KEHHS
Oyxini mepioro cramioHnapHoro tearpy B [lonrai. Y 20-x pp. Teatpu Oymnu
B UYepnirosi, bepauuesi i mo iHmmx micrax Ykpainu mo obumsa Oeperu [lHimpa.
Criouatky MOCTIHHUX TpyH MyONidHiI TeaTpu He Maimu. MaHIpiBHI aKTOpH 13AMIH Bif
SpMapKy O]l IPMapkKy, 3 MiCTa 10 MiCTa, BUCTyTar04uu nonepeMinHo B Kuesi, Xapkosi,
Kpemenuyui, [Tonrasi, UepHirosi, bepandesi ta inmux Mictax. «[lepmmii mocTiiiHuit
Teatp 3aBeieHO y Xapkosi y 1812 p. [...]. Koo Toro x wacy mocriiiHuii Tearp
3aBeneHo 1 B [lonraBi. ¥ KartepuHociaBi mocTiitHuii TeaTp OyJi0 3aBeIEHO TiTBKH
y 1847 poui» (AnToHOBHY, 1925, ¢.57).

JM. AHTOHOBHMY NOJAa€ OMHC ApXiTEKTYPHOTO PILIEHHS NPHUMILIEHHS TeaTpy
B Kueni. Omarna Ta Bpaxkatoua po3mipamu OyniBns KuiBcekoro teatpy 1803 p.
3BEJIEHHS PO3MIIyBajlach Ha MOYATKy BYJHWINl XpeIaTHK, y PaiioHI ChOTOIHIIIHBOT
€Bporneiicbkoi momi. «I1lo 1o akyctuku, To BiH OyB Haa3BHYaiiHO 100puM. BiH MaB
JIBa SPYCH JIOK, BChOTO 32 JIOXKi, Kpicia i mapTep 3a Kpiciamu, Ae BxXe Tismadi
cTosiii; Oysu amditearp i rajgepes; pa3oM MOrIo BMicTuTucs B Tearpi 470 4omoBik»
(Hum. 3a 1925, c.56).

Ilepen mum Teatpom KuiB Bke MaB TeaTpajbHE NPUMILICHHS — MPHABOPHHUI
Tearp, IO po3MillyBaBcs y (hiairesi mapchbkol majaTH. ICTOpPUKH MPHITYyCKalOTh, 110
B YMOBax BiJICYTHOCTI B KueBi 3arajibHOJIOCTYITHOTO TeaTpy, BiH, LIJIKOM iIMOBIpHO,
MII' BUKOPHCTOBYBATHCS 3aMiCTh IyOiiynoro (AnronoBud, 1925, ¢.56). Bizomo, mo
B IIPUABOPHOMY TeaTpi gaBaia BuctaBu Tpymna [llupas» (AutoHosuu, 1925, ¢.56). —
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3raJyBaHOT0 BHIIE KpinapKoro teatpy nomimuka Jmurpa Lupas 3 cena CrnupumoHoBa
Bbyna Uepniriecekoi TyOepHii. Haxanp, BimoMocTell mpo XyIOKHBO-TIOCTAHOBOYHI
MO>KJIMBOCTI CIICHU Hi IyOJIIYHOTO, Hi ITAPCHKOTO TEATPy 3rajloK HEMAE.

OxpiM TeaTpaibHHUX NPUMIIIEHb, Y SIKOCTI KOHIEPTHOTO MaigaH4yuky KuiB mMaB
«pedymy» — «B penyti MaOyTh cuenu He OyJo, 1 TUIBKM cajisl 3 €cTpajolo i Tam
MICTHJIOCH IIOCH MONI0HE A0 KiIyOy, 00 TUPEKTOp PeayTH TaKOXK AEpKaB MY3HKY...»
(AuToHoBuu, 1925, ¢.56).

OxpiM  cTamioHapHMX TNPHUMILIEHb Ui  TOKa3y  CIEHIYHUX  TBOPIB,
BUKOPHCTOBYBAJIUCS TUMYACOBI MalIaHuukn — Oanaeanu. Tak Bimomo, mo B 1801 p.
y Kwuesi gnsa BuctaB tpymum Illupas «BHBOAMIM YMHCHO THMYacoBHH OajaraH»
(AnToHOBHY, 1925, ¢.56).

IcTopukn cBiguaTh, MO OIMHICTH 1 MAHAPIBHUK CITOCIO ICHYBaHHS IEpeBa)KHOL
OITBIIOCTI TeaTpalbHUX KOJEKTHBIB B YKpaiHi Ha modarky XIX cT. He crpusiu
PO3BUTKY clieHOrpadii Ta IMOB’sI3aHOI 3 HEH TEaTPaJbHOI TEXHIKH, 32 BHHSITKOM
JEKUIBKOX KpalluX KOJEKTHBIB, € XyA0KHBO-IEKOpaLiiiHe MUCTEUTBO 3HAXOAUIOCH
Ha JOCUTh BHCOKOMY piBHi. P0o3BHBarounch IIifi BIUIMBOM 3pa3KiB €BPONEHCHKOTO
teatpy XVIII cT., ykpaiHcbka crueHorpadis mparHyna mepedHSTH Halkpamii Horo
OOCSTHEHHS. «PoMaHTHYHMII pemepTyap NepIIMX JECSATUIITH  yKPaiHCHKOTO
cBiTChKOTO Tearpy [mouyarok 19 cr.] BuMaraB Gararo jexopamiitHux i 6yTadopchbkux
e(ekTiB, YacTO TEepeHOCHB Ha HUX BCIO Bary I €CH, 1 JAeKopamii crapamucs
BiZMOBiIaTH (HaHTACTUYHOMY 3aMHCIy IT €CH, OYyTH (DAaHTACTHYHHMH 1 4apyIOUHMH,
aJe 1e, po3yMieThes, He CIpHUSUIO 1X pearizmMoBi» (Auronosud, 1925, ¢.81).

Ha 3miHy pomMaHTH3MOBI Ha yKpaiHCHKIiil CIIeHI CTaB MaHyBaTH peajizM. Y mepury
4yepry 3MiHa CTWIII0 TOPKHYJAacs BHKOHABCHKOTO MHCTENTBA. AJile MUTII JTOCHUTbH
HMIBUJKO BiAYyJM JUCOHAHC MK aKTOPCBKUM BHUKOHAaHHSIM 1 CIEHIYHOIO
00CTaHOBKOIO, B sIKiil Manu icHyBaTH ixHi nepcoHaxi. «Lle po3ymieTbCcs HE MIKOIUIIO
CIpaBXHIM TamaHOBUTHM akTtopaMm, sK lllenkim i ColeHHK TBOPUTH peati3Mm
BUKOHaHHS. [...] TlomibHO sk TamaHOBHTI BHKOHaBHi yaciB Illekcmipa, x04 Tpanu
iHOAi 30BCiM 0Oe3 mekoparlliif, i TUTBKH HAIMCOM Ha CIICHI TOBOJMJIOCS IO Bimoma
TIsIaviB, IO CIIEHA Ma€ YSBUTH JIic, YA KOPOJIBCHKY Hajaty, 4y KOpuUMy, a THM
yacoM Ti TajJaHOBHTI BUKOHaBLI 1’ ec lllekcnipa 4acTo 3amaqoM BUKOHAHHS POOMIH
NOTpsACaloye BPaKeHHS 1 TBOPWIIM 1LTI03110 AIMCHOCTI, TaK i BEJIHMKI apTHCTH MEpIIoi
TIOJIOBUHA JICB' SITHAMIIATOTO BIKYy 1 B YMOBHiIN OOCTaHOBi, 1 B BOJEBUIbHIM CTHIIIO
CBOIM BHUKOHAaHHSM MOTJM  JOXOAMTH BEJIHKHX PpEATICTUYHHUX  OCATHEHB»
(AnToHoBHY, 1925, ¢.82).

Pepopmarop  ykpaincekoro — Tearpy,  Kopuderd  yKpaiHCBKOI  CLEHH
M. KponuBHHUIBKHI, TpoNarylo4yn peaji3M Ha yKpaiHChKid CIIeHi, IpaloBaB i Hal
3MiHAMH Yy JpaMaTyprii Ta akTOPCBKOMY MHCTENTBI, i B PEXHUCYpi Ta cueHorpadii.
Sk HOBaTOD 1 OOpelb 32 HOBUHN peasliCTUYHUNA CTUJIb, BiH MParHyB NPaBIU B yCbOMY —
BAMaraB TNPUPOAHHUX JKECTIB 1 TOJOCY Ha CIEHi, BIANOBIZHUX CTBOPIOBAHOMY
XYAO)KHBOMY 00pa3y KOCTIOMIiB, PpEIiCTUYHHX, a HE YMOBHO-()aHTACTHYHHX
JIEKOpAaITii.

He B kpamomy marepianmbHOMYy cTaHOBHINI Ha modarky XIX cT. ommHUBCS
1 ykpaiHchkuil Tearp Ha [amuuuni. [cTOpuKHM cBiguaTh, MO «OOCTaHOBA TaTHIBKO-
YKpaiHCBKOTO TeaTpy 3aBXkIu Oyja Ayke He 0aratoro, HaBiTh yOOTOIO 1 CIIy>KUTH Ha
TaUIBKIA CIHEHI Ile 3HA4YMI0 IPUHOCHUTH cede B KEepTBY iaei i MHCTENTBY.
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[Tounnanocs aino ykpaiHcbkoro tearpy y JIbBOBi Ha HOOPOXiTHI CKJIaIKH, SIKUX 3a
1863 p. Oyno 3iOpano 1345 rynpumeHiB 61 kpeiinep. CyOBeHmito Bix celmy
YKpaTHChKHI TeaTp MmodaB OTpuMyBaTH TiUTbKH 3 1870 p. B po3Mipi TPhOX THCSY
TYJBJACHIB PIYHO, 1 TUIBKM 4Yepe3 IBAALATh POKIB OYyJIO Ty CyOBEHIIiFO 301IbIIECHO 0
BOCbMHU THCAY piyHO. CyMH 1O cMilIHOro Bce Manmi, — nume M. AHTOHOBHY. —
i, po3ymieThbcs, Tearp OMBCS B THCKax 3jMICHHOTO ybOoxkectBa» (1925, c¢.105).
[ToBcemtogni TeaTpanbHi 37MUIHI HE MOIJM HE MO3HAYUTUCh Ha XYJOKHBO-
TEXHIYHOMY 3a0e3Me4eHH] TeaTpalbHUX MOCTAaHOBOK. Y KpalHCHKUH TeaTp Ha YKpaiHi
ABCTpIiiCBKili HE MaB BIIACHOTO WPHUMINICHHS, 3aCyDKeHHHA Ha IIOCTii{He
MaH/IpYBaHHs M0 TaIHIbKIi Ta OyKOBUHCHKIH mpoBiHMii» (AnToHOBHY, 1925, ¢.161).
Hutyroun M. KponuBauipkoro, /IM. AHTOHOBHY 3a3Hayae: «Y00KeCTBO 00CTaHOBU
Bpa3wio HaBiTh KpomuBHUIIBLKOTO, SIKU 1 Ha YKpaiHi HE 3BHK Hi 10 MUIITHOCTH, Hi 10
nmoctatkiB. «KocTiomu yOori, nexoparrii HermomiOHi, OPKECTP 13 MIICTROX MY3HK, XOp
3 YOTHPBOX JiBYaT 1 T ATBOX xmommiB»« ([um. 3a 1925, ¢.105). ami
M. KponuBHHMLBKHI 3ragye, IO B JESKUX HEBEJIUKUX MiCTaxX BUCTAaBU BigOyBaJIUChH
y CTalHSIX — «IIepPeropoJiATh TMOJOBHHY CTaifHi, HAYeIUIATh AEeKOopallii, TMOCUILIIOTh
MICOYKOM... 3 OJHOr0 OOKy 3a 3aropoJKO KOHI ipXKyTh, & 3 JIPYroro apTUCTH
crmiBarTh...» (AHTOHOBHY, 1925, ¢.105). M. KponuBHHUIBKHI OKIamaB HEMAo
3yCHIIb, MO0 TOKPAIIUTH CKPYTHE MaTepiaibHe CTAaHOBUINE TaTUIBKO-YKPAiHCHKOTO
Tearpy. YKpaiHChKa TPOMAJICHKICTh TMOKJIadana Oarato Hamid IIOAO0 TOJIMIICHHS
YMOB icHyBaHHI TeaTpy B ['annuuHi Ha TiaHu OyaiBHHULTBA «y JIbBOBI YKpaiHCHKOTO
Harmionaneroro Teatpy, aie mpuroTryBaHHsS IO TOTO Iepeduia CBiTOBa BiifHa, 1 Ha
BJIaCHU# OYIMHOK yKpaiHChKOTo Tearpy ['amuumHa Tak i He 3100ynacs» (AHTOHOBHY,
1925, ¢.169). IleBHOIO MIpoOIO TIiei HEAOMIK OyJI0 KOMIIEHCOBAHO 3BEICHHIM
HE3a/I0Br0 10 MepIIoi CBIiTOBOI BiHHM TeaTpalbHO-KOHLEPTHOI 31U B OyAMHKY
MY3UYHOTO IHCTUTYTY iM. JInceHka.

OnHak, Tpu [HOMY, HE3BAXKAIOYM HA BIICYTHICTH TEpeciigyBaHHSI 3 OOKy
JepiKaBH 1, X04 1 Mi3epHy, aje IOopiuHy cyOCHIilo, «raluUbKUi yYKpaiHCBKHil TeaTp
He BUHIIOB i3 CcTajii Manoi MpOBIHIIANBEHOI TPYMU», «TeaTp HE MPOSIBUB Hi TaKUX
ONMCKYYNX TaJlaHOBUTUX aKTOPiB, HIi BU3HAYHUX JApaMaTypriB, HI CTaioi, COJiTHOL
i mobpe obcraBieHol Tpynu» (AntonoBu4, 1925, ¢.161). /M. AHTOHOBUY MPOMOHYE
Npo TexXHiYHe 3a0e3MeueHHs] MaHIPIBHUX TPYI OMOCEPEIKOBAHO CYIHUTH, IPUMIPOM,
3 iH(opMamii mpo mTaT TaNMIbKOi YKpaiHCBKOI Tpymu mif opyaoro bibeposmua
y 1892 poui, me i3 40 mpauiBHUKIB — AUpEKTOp, 15 apTHCTIB 3 XOpUCTaMH,
12 apructok 3 xopuctkamu, 10 mysukantis, 1cyduep, 1 MammuHiCT, — TEXHIYHUM
3a0e3reYeHHsM CIIEKTaKIiB 3aiiManacs JHIle OJHAa JIIOJAWHA — MAIIUHICT.
VY 3nMuaeHHUX YMOBax iCHYBaHHS TaJHIBKUN yKpaiHCHKHNA TeaTp HE MaB IOCTOMHOTO
XYI0XHBO-TIOCTAHOBOYHOTO ~ MaifHa, MYCHUB OOXOAMTHUCH YOOTHMM pEKBI3UTOM,
HabopoMm TpadapeTHHUX mekopariii Ta mapoto coditiB. Ha sxamp, He 3HaWmumM c00i
MiCIlI B TaJWIIbKOMY TeaTpi CydacHi IOCTAHOBOYHI JIOCSTHEHHS 1 BHHAXOIH, IO
BUKOPUCTOBYBAINCh y KOMIIAKTHHX KaMEpHUX Ta TMEPEeCYyBHUX TeaTpax IMpH
CTBOPEHHI HEIOpPOTHX IIOCTAHOBOK 13 BHMKOPHUCTAHHSM JKMBONHCHHUX IOJOTEH
3 CHHTETHYHO-YMOBHUM odopmiieHHsM (AHTOHOBHY, 1925, ¢.169).

Baromuli BHECOK B yKpaiHCbKE Te€aTpaJIbHE MUCTELTBO, 30KpEMa B PO3BUTOK HOTO
HEBiJ EMHOTO CKIIQJIHUKA — TeaTpajbHO-ICKOpalliliHe MHCTEITBO, 3pOOUB Kopudei
ykpaincbkoi crieHun M. Ctapuilbkuid, SIKWH YBIMIIIOB B iCTOPil0 YKPAaiHCHKOTO TeaTpy
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K TaJAHOBUTHH JpaMaTypr-HOBAaTOp, «y CBOEMY CTHJII MEPIIMA i HE3piBHIHUN
peXucep YKpaiHCHKOI CICHH», aKTOp — «IPEKpacHHWil JeKiamMarop 3 ecTpaIu
1 HE3pIBHAHMUN MaicTep YUTAaHHS B TOJIOC» Ta AWPEKTOP TeaTpy, KOTPHH CBOI BIIACHI
HeMaJl CTaTKu OEe3KOPUCIMBO BIOXHB Yy PO3BiM YKpaiHCBKOI TeaTpajbHOI CIpaBH
(AnronoBuy, 1925, c.111). OkpiM 1BOro, 3aBISKH YHIKaJbHIH YHIBEPCATIBHOCTI
CBOTO TaJlaHTy, BMIHHIO CTBOPIOBATH TBOPH TEaTPaJbHOTO MHUCTENTBA SIK JiHCHO
CHUHTETHYHHHA MHCTEHbKHH NpoxykT M. Crapuupkuil 3amumuB mo cobi Takox
cnagmuHy sk obmapoBanuil cueHorpad. «Hi ogun pexucep He OyB B Takildh Mipi
XYIOKHUKOM-MAJISIPEM 1 CKYJBITOPOM-IEKOPATOPOM Ha CIleHi, K CTapuubkui» —
3azHayae JIm. Autonosuu (1925, ¢.111).

Hanpukinmi XIX cT. B yKpaiHCBKil KyJlbTypi BinOynucs 3HauHi nofil — 3’ sBUBCS
cymHO3BicHUH Emchkmii yka3 1876 p. — po3nopsypkeHHsT pOCiiChKOTO iMmeparopa
Onmnexcanmpa |l Bix 18 (30) tpaus 1876 p., migmucane B bag-Emci i cipsmoBane Ha
BUTICHEHHsI YKpaiHChKOi MOBHM 3 KYJBTYpHOi cdepu i oOMexeHHS 11 moOyToBUM
BXKUTKOM. 3arpoBaJ»KCHI MOBHI 0OMEXCHHS ITPU3BEIH JI0 TUMYACOBO]I JIe30praHi3arii
KyJIFTYPHOTO YKpaiHCBKOIO PyXy, 30KpeMa, i B c(epi TeaTpaJbHOro MHCTELTBA —
«B ICTOPUYHOMY TIPOIIECI PO3BOKD YKPATHCHKOTO Tearpy OyJo 3p00JCHO KOPOTKHUI
IITYYHUI aHTPaKT Tepe] IOYaTKOM CliiKyrouoi HoBol aii» (AHToHOBHY, 1925,
¢.122). OnnHak, y mepiox 3a00pOHM MOJACKYAM «HAa PUCK MICIIEBOI aaMiHICTpaIlil,
TO3BOJISUIOCS OKpeMi YKpaiHChKiI BHCTaBH 31EOUTBHIIOTO 3 OJIATOMIHHOI0 METOIO»
(AuronoBuu, 1925, ¢.122). Takox «OyBaJd MOACKYyId BUCTAaBH aMaToOpiB
B NPUBAaTHUX IOMEIIKAHHSIX IPH 3aKpUTHX [BEpAX, TUIBKKW A 3HaHoMux 0e3
NpOJaXy KBHUTKIB, a 3HAYMTh HE mMoTpeOyBanu 103Boiy» (Tam camo). Ilpu mpomy
npog)ecioHaIbHI TPYNU HE MOIJIM CTaBUTH yKpalHChbKMX BucTaB. Ha Tii GopoThOu
LHApCBKOTO PEXUMY 3 YKpaiHCBKMM JpPyKOBaHHMM Ta YCHMM cioBoM y 1883 p.
y KuiBcbkoMy reHepai-rybepHaTOpcTBI YKpaiHChKiI BHCTaBH Oylio 30BCiM 3a00po-
HeHO. BimHOBIEHHS TOKa3y YKpaiHCHKMX BHCTaB BIgOYJIOCh Ha MpaBOOEpekHii
Vkpaini aume 1893 p. Pasom i3 mTydyHMM 3aHenazoM YKpaiHCBKOTO CIIEHIYHOTO
cioBa BifOyBaBcs 1 3aHema]| y pO3BUTKY clieHOTpadii Ta ii TeXHIYHOTO 3a0e3neueHHs .

I[I'ste pokiB TpuBama (akTnyaa 3ab0poHa NPOPECiHHOTO CIEHIYHOTO
YKpaiHCBKOTO cJOBa, aX TMOKM BoceHn 1881 p. TearpanbHuMii aHTpemnpeHep
I'. Akapenko Ha mponosuuito M. KpomnuBHHIBKOrO He BigiciaB MiHICTPY
BHyTpimmHIX cmpaB rpady M. Jlopuc-MenukoBy Tenmerpamy i3 TpOXaHHSIM
«IO3BOJIUTH HOMY BHCTaBUTH KiJIbKa YKPaiHCBKUX CIEKTaKIIB, SIKI MOKYTh 3pOOUTH
oMy Kacy, Maroud Ha yBa3i YKpaiHCbKHI KOHTHHICHT CYCHIJIBCTBA, SIKUM 3 OXOTOIO
mige Ha wi BuctaBu» ([Jum. 3a AutoHoBuy, 1925, ¢.125). Jlo3Bin Oysi0 oTprMaHoO.
VYkpaiHcbKe CYCHUIBCTBO, SIKE€ 32 POKH 3a00pOHU CKYYHIIO 33 TEaTpOM, 3YMOBHIIO
HrajeHuil TeaTpajdbHUN OyM — «BXKe B JIEB' ATUCOTHX POKaxX YHCIO TPYI CTaJlO TaK
3pOCTaTH, IO PaxyBajlocs OAWH 4ac 72 yKpaincbki Tpymu» (AHTOHOBHY, 1925,
¢.149). Ilicns BHUMYIIECHOTO «BiIIOYMHKY» TeaTpaibHi MHTII 3 OaraTOKpaTHOO
HACHATOI0 B3SUIMCH 32 CIIPaBY BIAPOKEHHS TeaTpalbHOI CIpaBH, SKid BUMaia JOJIS
OyTH JIOKOMOTMBOM 3arajJbHOYKpaiHCBKOTO HaliOHalbHOro pyxy. Kopudei
YKpaiHCBKOT'O TeaTpy, OMIKYIOYHCh NMPOOJeMaMH CTBOPEHHS HOBOTO YKPaiHCHKOI'O
noOyTOBOTO pemepryapy, HE CTOSJIM OCTOPOHb WIOAO MHUTaHb CIEHIYHOTO
odpopmieHHs BucTaB. TuMm made, mo mnpoOieM y ui napuni Oyno yuMao.
MarepianbpHa CKpyTa 3MyIlyBalla TeaTpajibHI KOJEKTHBH BECTH MaHIPIBHHUH crociO
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ICHyBaHHsI, ajie PU LIbOMY «BJACHHX JeKopaliil 3 co0ow He Bo3mwin» (AHTOHOBHY,
1925, ¢.150). HaBith, o/iHa i3 IPOBIJHUX TeATPAIBHUX TPYI TOTO YaCy IIiJ| OPYI0I0
M. KpOommBHHUITBKOTO «MyCHJa TpaTH B Tid 0OCTAaHOBI 1 MPUTHUX IEKOpaIlisfx, sKi
MO)KHa OyJI0 3HAWTH B KOXKHOMY 3 TearpiB» (AHToHOBHY, 1925, ¢.151). «ApTuCTKH
1 XOPHCTKU MYCUIH MaTu BJIAaCHE OMAISHHS SIK AJsl OOYTOBOTO perepTyapy, Tak i JUIs
ictopuuHoro. HaBmaky akTopy 1 XOpHCTH MYCIJIM MaTH BJIACHI TiJIbKA YOOOTH, pEIITy
OJliSTHHSI MaB aHTperpeHep». Takuidl CTaH MPOCTEKyBaBCA y MepeBakeHid OLIBIIOCTI
KOJICKTHBIB, «TiIbKM BUIMKOBO COJIiJTHI TeaTpasibHI MiIPUEMCTBA 1HOI Malld BIacHY
oOctaHOBY 1 Hmekopamii, Ta i TO B Oqyke oOMmexeHomy uwmchi. llpaBma, — mwme
M. AHTOHOBMY — 3 KiHIIEM BICIMAECATHX POKIB BXKe MaiKe BCi TeaTpu Ha YKpaiHi
MaJli 110 mapi JeKopauiif, — BUTTISIA cella Ta cepeinHa XaTH, IPUCTOCOBAaHUX YMHUCHE
s ykpaincekux Tpym» (1925, ¢.150-151). To6to, MaeThest Ha yBasi, M0 Pi3Hi I €CH
BUKOHYBAJIUCh PI3HUMH aKTOPaMH, B Pi3HUX KOCTIOMax, B PI3HOMY Mi3aHCIICHyBaHHI1
Ta TpH PI3HIA PEXUCYpi, ale B OJHUX 1 THUX CaMHUX, MOXHA Ha3BaTH,
«yHiBepcanbHUX» aAekopauisix! Takum 4YHHOM, POJIb CLEHIYHOro OQopMIICHHS
y TeaTpaibHill IOCTAHOBI HiBeIOBaslach. JIM. AHTOHOBHY MiJICYMOBYIOUH 3a3HAYaE,
mo «B3arajgi obcraHoBa i Aekopanii — me Oyno Haiicnmaliie micue yKpaiHCHKOTO
noOyTOBOTO TeaTpy 3 caMoro noyarky» (AaroHosuu, 1925, ¢.151).

IcTopuuHOI0 mOCTAaTTIO B YKpaiHCBKOTO Tearpy, sika 3poOuia 3HaYHUN BHECOK
y CTAHOBJICHHS TeaTpallbHO-/IeKopalliiftHoro MucrenTsa ctap M. Crapunbkuii. 1883 p.
B Ozeci M. CrapulbKHid ITiJi CBOEIO OPYJIOI0 CTBOPHUB aHTPENPHU3Y, BHICIIN «B J1JIO
BJIACTUBY HOro HaTypi Imupoty i po3max» (AntoHoBuu, 1925, ¢.153). Bucrasw,
CTBOpEHI KOJEKTUBOM M. CTapuIbKOTO BIAPI3HAINCH BAATUM  ITO€THAHHIM
«MeNoJipaMaTHYHO KpacuBOCTI 3 eTHorpadiuyHuMm peanizmom» (AHToHOBHY, 1925,
¢.153). M. Crapuupkuii «BUpPOOMB Ty peEaJbHO MOOYTOBY YKpPAiHCBKY CICHIUHY
00CTaHOBKY, M0 30epirmM KapTUHHICTh 1 MaJbOBHUYICTH CTapUX IOCTaHOBOK,
octaBmia ix Ha moOyToBo-eTHOTpadiunnii T1pyHT». llpmitmMaroun mnpHUHIUT
noOyTOBU3MY B  TeaTpalbHO-AEKOpaliiiHoMy oQopMIIeHHi, BiH 3aJHIIaBCS
NPUXUIBHUKOM CTBOPEHHA MAlbOBHMYOI KpacH Ha CIeHi, TOOTO pO3BHBAaB
«3OBHILIIHIO TeaTpalibHy Kpacy Ha moOyToBiii ciieni» (AHToHOBHY, 1925, ¢.153).
M. CagoBchkuii 3ramyBaB: «Crekrakii Oynu rapHO oOCTaBjeHi 3 OOKy JeKopaiii»
(lqum. 3a AwntonoBumu, 1925, ¢.153). Ha xanp, crarkis M. CrapuipKoro
HEe BHCTA4YMIIO 1 HA IECATOK POKiB, ajieé CBOEIO TBOPYOIO AiSUTFHICTIO BiH BIUTMHYB Ha
CTaHOBJICHHA 0araThoX MPOBITHUX TeaTPabHUX KOJIEKTUBIB B YKpaini 19 cr.

3aknmageHi M. CrapuubkuM 1 MiATpUMaHi HOTO MOCTIIOBHUKAMH TNPHHIUIIH
CIEHIYHOI TBOpUYOCTI OyNIM BHCOKO OIliHEHI CydacHWKamu. BucraBm Kpammx
TeaTpalbHUX TPYN TMOPIBHIOBAIM 3 TOCTAHOBKAMH MEHHIHTEHCBKOTO Tearpy.
®akTnyHO «TeaTp MEHHIHTeHChKUH 1 TeaTp YKpaiHCBKUI HepeciiayBalid OJHAKOBI
iIeaan 1 MOXHa CKa3aTH, L0 IOCTAaHOBA YKPAiHCHKUM TPYH — II€ €CThb HOOYTOBO
po3pobnena mocraHoBa MeifHiHTeHIIB. Po3ymieTbes, Mpo BIUIMB OAHMUX HAa JAPYTHUX
TOBOPUTH HE MpHUXOAUThCSA. Lle mpocTo B OAMH dYac OAHAKOBI imei omaHyBasu
NEepeIOBUMU TEaTPaIbHUMH JisldaMH B PI3HHX KyTKax €BpomH, BOHH 3pPOCIH
13 KOMIUIEKCY aHAJIOTIYHUX IPHYMH 1 TOSBWIM 0araTo CIIJIBHOTO B HACIHIiJKaX»
(AutoHoBuu, 1925, ¢.154-155). Omxke, MOXHa CTBEPIKYBAaTH IIPO PO3BUTOK
YKpaiHCBKOTO TearpaibHOro wmucrenrBa XIX cT. y KOHTEKCTI €BPOIEHCHKOTO
MHUCTENBKOr0 Tporecy. YKpaiHcbkwii Teatp mpoTsrom XVII — XIX cT. mpoiimos

85



Bulletin of Kyiv National University of Culture and Arts
Seriesin Stage Art ISSUE 2 (2018)

Kpi3p BCl ¢as3m, Bci Tedii, 10 MPOXOAWB €BPONMEHCHKUI TeaTp: NCEBIOKIACHULIU3M,
POMaHTH3M, CEHTHMEHTaIi3M, MOOYTOBUI peaii3M, HaTypai3M, COllialbHa JIpama,
cuMBOJi3M (AuToHOBHY, 1925, ¢.222). B cuily iCTOPUYHHX Ta MOJITUYHUX HMPUYUH
YKpaiHCBKHI TeaTp, XO4 i He 3aBXAM CHHXPOHI30BaHO, alleé PO3BHMBABCS 3a THMH
CaMHUMH 3aKOHaMH ICTOPUYHOTO MHCTEIBKOTO MPOIECY, IO 1 €BpOIEHCHKUN Teatp.
«B moOy moOyToBOro TeaTpy YKpaiHCHKHI TeaTp HEMepeyHO BHUOWBABCS Hamepen
B IPOIIECi PO3BOIO EBPOICHCHKOI TeaTpaibHOol TBOpUOCTI» (AHTOHOBHY, 1925, ¢.223).

BuByaroun  0coOnMBOCTI  BIUIMBY  XYAOXKHBO-TIOCTAHOBOYHUX  3ac00iB
0(OpMIIEHHSI CLEHIYHOI'O IPOCTOPY Ha PO3BUTOK YKPAIHCBKOTO TeaTpajbHOrO
MUCTEITBA, HE MOKHA OMHHYTHU IHTaHHS YKPailHCHKOTO TEaTPalIbHOTO PyXy Ha Celli.
TearpanpHe mMuctenTBo Ha Mexi XIX — XX cr. oTpumano Ha ceni CHPUATIMBUHA
COMIaNBHO-KYNbTYpHUH TPpyHT. OCOOIMBO 1€ MPOSIBIIIOCH TICIIST PEBOIIOIIHHOT XBHITL
1905p., xomu s yKpaiHCHKOrO CJIOBa HACTadd IE€BHI IOJIETIICHHS, KOJIH
aKTHBI3yBaJM CBOIO JiSUIBHICTH OCEpPENKHM TPOMaJChKOi opranizauii «[IpocsiTax».
Ha ¢oni nom’ sKIeHHs! aHTHYKPaiHCHKOI MOJIITHKH YPsAy «Iovyaiy OyIayBaTH BIIAcHI
OyZMHKH 3 TearpalbHUMHU cansamu» (AurtonoBudu, 1925, ¢.174), mo copusuio
CTBOPEHHIO B YKPAiHCBKUX cenax NOCMIUHUX HAPOOHUX meampig, MO ICHYBalIH
KOILTOM Ta 3YCHJUIIMU CaMHUX CeJsH. /IoCHTh IIBUAKO HACTaB MEpioJ] peakuii, aje
TeaTpajJbHUH pPyX y celax MpPOJOBXKYBaB MOLIMPIOBATHCH, 3TOJOM BIUIMHYBIIU
1 Ha CTBOPEHHS TeaTpabHUX aMaTOPCHKUX TOBAPUCTB Y POOITHUIOMY KOJTi.

Ha mnporuBary mnpaBobepexHiii YkpaiHi, Ae <«yKpaiHCBKUII HapomHUU TeaTp
3a3HaBaB 0araTo TPYIHOIIIB, MepeciiayBaHb i 3a00poH, Ha YkpaiHi ABCTpiHCBHKil
OUIAX U1 HapogHOTo TeaTpy OyB BUIbHIIIE 1 PO3BUBABCS BiH HOpPMAaNbHIIIE»
(AutonoBuy, 1925, ¢.174). V Tannuusi 10 nodaTky XX CT. 30€periucs nepeKuTKu
HIKITBHOTO TeaTpy, 30epircst TyT 1 BepTen sIK JISJIBKOBUH, Tak 1 y (opmi >KHBOTO
aKTOPCHKOTO BHUKOHaHHS. AIlle Tepexill /J0 CBITCHKOTO TeaTpy BimOyBaBcs IIif
BIUIMBOM TeaTpy mpaBoOepexHoi Ykpainu. «Ha cenmo mel HOBHIA TeaTp MEepeHOCHIIa
CMOYaTKy CBiloMa yKkpaiHchka iHTemireHmis» (AntonoBuu, 1925, c¢.174).
Ili HOBOCTBOpEHI CUIbCHKI TranuyaHChKi TeaTpu Oynu HenmooawHoki. [llomo
MaTepialbHO-TEXHIYHOTO 3a0e3leueHHs], TO BOHM MaJld BiTHOCHO JOCTOIHE
3a0e3MeYCHHs. BIIACHI MOCTIMHI TeaTpajbHi NPUMIMIEHHA 13 HEOOXiIHUM
OCHAIICHHSM 1 TJISIAalbKOIO 3300, CBOI  JeKopallil, CTBOPEHI MiCIIEBUMHU
XYA0KHUKAMH.

OkpiM  CENSHCBKOTO 1 POOITHHYOTO CEPENOBUINA, <«PYX aMaTOPChKOTO
YKpaTHCBKOTO TeaTpy CTaB MPOOMBATHCS 1 B CONIATChKI KacapHi» (AHTOHOBHMY, 1925,
¢.176). CBigueHHsIM CTiIKOI COIiabHOI MPUXUIBHOCTI Pi3HMX BEPCTB YKPaiHCHKOTO
HACEJICHHS JI0 TeaTpaJIbHOTO MHCTEITBA MOXE CIyryBatu Qakt, mo mij 4ac [lepmroi
CBITOBOI BiiiHM Ha Tepurtopii HiMeuunmHu Ta ABCTpIi 6 ykpaincokux mabopax Iis
MOJIOHEHHUX CHJIAMH CaMHX B'3HIB CTBOPIOBAIMCH meampu, Xo4a He 0e3 MiITPUMKHU
TabipHOTO KEpiBHHUITBA Ta CBimoMoro ykpaiHcTBa. Cepen MOJOHEHHWX YacTo Oynn
«OyBLIl aKTOpH, CITBaKH, 1HOAI MasApi-AEKOPAaTOPH, 1HOAI MOETH-ApamMaTypru»
(AnronoBuu, 1925, c¢.176). Bapro 3ayBaxuTH, LI0 <«3aBXIM B KOXHOMY
yKpaiHChKOMY Tabopi 000B’ s13k0BO OyB CBiit Teatp» (AnToHOBHY, 1925, ¢.176-177).
Taxk, Hanpukiaz, y 3anbieaeni Topapuctso «HaponHiii Teatp» 30yayBano B Tabopi
JIy’Ke I00py TeaTpallbHy callto, siKa BMilllaja A0 TUCAYi rsiiaviB. MixX BUKOHABISIMU
3HAWIUIACA Iy>Ke 37i0HI amMaTtopH, MK SKUMHU OCOOJIMBE BHU3HA4MBCS 1. bepesHsk,
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mo cam i jgekoparii posmucysaB» (AutonoBud, 1925, ¢.177). A6o, Hanpukiaf,
HaNOUTBIINH 13 aBCTPIHCHKUX TaOOPIB A ooHeHNX y Ppaiimrarti B ABCTpil TakoxK
MaB CBiif Tearp, cTBopeHHUl TOBapucTBOM iM. I. KoTisipeBchkoro. «Jlis teatpy TyT
NPUCTOCYBAIM OKpeMHl 0apak, SKHH JOCHTh OLIATHO OYJ0 YICKOPOBaHO»
(AnToHoBHY, 1925, ¢.177). JIto00B 10 TeaTpalbHOTO MHUCTEITBA CTajla MPUTAMAHHA
yCIM COITIaTFHUM IPOIIIapKaM, CTajla HEBiA EMHOIO CKJIQJIOBOIO JKHUTTS CYCIUIHCTBA.
[NomupeHHss TeaTpajdbHOrO MHCTEITBA Yy (OpMI  aMaTOPCBKOrO  CIPHUSIIO
HIOHAWIIMPIIOMY PO3KPUTTIO PI3HUX OCOOMCTHX TalaHTIB B HAaceleHHS — BiJ
HOCTHYHOIO,  PEKHCEPCHKOr0, BHUKOHABCHKOTO  (APTUCTHYHOTO,  BOKAIBHOTIO,
xopeorpadigHOro) [0 MaIAPCHKOTO Ta  apXiTEeKTYpHO-iHKEHEPHOTO.  AJDKe
XYI0XHBO-TIOCTAHOBOYHE 3a0€31eYeHHS BUCTaB € IXHBOIO HEOAMIHHOIO CKIIaJ0BOIO.

Ha nmogatky XX cT. y pO3BUTKY YKpPaiHCBKOIO T€aTpaJbHOIO MUCTELTBA CTajach
3HakoBa moxiss — y 1904 p. mix opymoro M. Crapuibkoi, crapmioi J04YKH
M. Crapunpkoro npu Mmy3udHid mkom M. Jlucenka B Kuesi Oyno 3acHoBaHO
OpaMamuyHy YKpainCbKy wikosy. 3aCHOBHUKM HOBOI IpaMaTHYHOI LIKOJIH MOKIaAaH
Ha/Ii0 Ha anmpobariro B il cTiHaX HOBOTO HE MOOYTOBOTO PEIepTyapy Ta MiArOTOBKY
MOJIOAMX BUKOHABLIB. «[Ipu mkomi Oyno obcTaBieHo AyKe MPUIHMYHY X0Y HEBEIUKY
CIEHY, Ui JAIITyHKIB [JyXe JOTENMHO KOMOIHyBajlCs KOJIbOPOBI IOJIOTHA
i ManmboBaHi jekoparii» (Axronosuu, 1925, ¢.202). Bapro 3a3Ha4yuTH, IO MOPSIJ
3 (haxOBMMH TPAKTUYHHMH I TEOPETUIHHMH MpPEIMETaMH — TEOopis ApamH, icTopis
YKpaiHCBKOi Ta €BpOMNEHCHKOI JApaMu, iCTOpisi KOCTIOMY, iCTOpis 30BHIIIHHOTO
BUIJISIAY JIIONUHM, TEOpisl 1 NpakTHKa TpUMy, TaHIIO, (EXTyBaHHS, MYy3UKH —
BHUKJIAJIAJIUCh «TEOPis CBITIOBUX 1 KOJHOPOBUX KOMOiHAIil, CTHIi 0OCTaHOB».
OszHaueHuid (GakT CBIAYUTH MPO BUCOKOMpOQeciiHnil HaxoBUil MiAXil 3aCHOBHHKIB
JpaMaTU4HOI IIKOJIM 1 PO3yMiHHS HMMH Ba)KJIMBOI POJIi 00pa30TBOPYOrO pillICHHS
BUCTABHU B MPOLECI CTBOPEHHS Te€aTPaJIbHOI IIOCTAHOBKH.

HaykoBa HOBH3HA. Y JIOCIIJDKEHHS, III0 BUKOHAHE MEPEBAXKHO 32 MaTepiallaMH,
310paHMMH Ta CUCTEMAaTH30BaHMMHU BHIATHUM 1CTOPHKOM TeaTpy M. AHTOHOBHYEM
y wmoHorpadii «Tpucta pOKiB yKpaiHCBKOTO TeaTpy», yIepiie OCMHCIIOEThCST
SBOJIIOIIS TEaTPaJbHOTO MPOCTOPY YKPAiHCHKOTO TeaTpy 3 MOMISY apXiTeKTypHO-
TEXHIYHOTO 3a0€3MeYCHHS MOT0 IUTACTHYHOTO O(OPMIICHHSI.

BucHoBku. Buxonsuu i3 BUIIE3a3HAUCHOTO MOKHA CTBEPXKYBATH:

1. Teip CcHEHIYHOTO MHCTENTBAa, MAIOYH MaTepiali3zoBaHy MPHUPOAY, ICHYE
B TICBHOMY CLEHIYHOMY MpOCTOpi, OOOB'S3KOBOIO XapakTEPUCTUKOIO SKOTO
€ HasIBHICTb Y HbOMY ii.

2. JIM. AHTOHOBHY BHOKPEMJIIOE 3a TPUCTA POKIB icTOPil yKpaiHCBKOTO TeaTpy
Bix mouatky XVIIl — mo mouarky XIX cT.. KijlbKa HOTO Pi3HOBHIIB. MIKUIBHUHN TeaTp,
LEPKOBHO-pEliriiiHa ApaMa, BEepTell, KpinanbKui Teatp, myOmiuyHul TeaTp, «peay T,
OayraraHu, CiTbCbKI HApOJHI TeaTpH, TeaTpH MHCTEIBKHX OCBITHIX 3akmamiB. Jis
KOKHOTO 3 HHMX iCHyBanH crnennivHi ¢GopMu Ta 3aco0M MIACTUIHOTO OQOPMIIEHHS
CIICHIYHOTO MTPOCTOPY.

3. Hns yKpalHCBKOTO TeaTpy XapakTepHHUM OYyB MpOCTip 1 3aKpUTOro,
1 BigkpuToro Tuimy. Tak, TearpaJbHMM HPOCTOPOM AJISI IMOKa3y BHCTAaB LIKITBHOTO
Tearpy CIAyryBaJld 1 TNpPHUBAaTHI Ocedi, TPOMajChKi MicCIs, KyJIbTOBI CIOpYyAH —
3aKpUTHH THUI, 1 JIOKawii 3 BUKOPHCTAHHAM IPUPOTHOTO JaHAMA(Ty — BiAKPUTHH.
VY 3akpuTOMY CIEHIYHOMY MPOCTOpPi, OCOOIMBO B MPUMIIIEHHAX AYXOBHUX IIKIJI Ta
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ceMiHapiif, y KyJIbTOBUX CIOpYyJax Ul IUIaCTUYHOrO0 O(OpPMIICHHS BUCTAB IOPSA
13 KOCTIOMaMH Ta PEKBI3UTOM IMTUPOKO 3aCTOCOBYBAIHCH Pi3HI MPEAMETHI KOMILIEKCH.
Jns opramizamii BHCTaB MPOCTO HeOa 3aCTOCOBYBAIHCS ACKOpAIii CIPOIICHO-
MOOUIBHOTO XapakTepy.

4. Tlpu BuCTaBleHHI B MPHUMILICHI UEPKBU MiCTepialbHOI ApaMH YacTo
BUKOPHCTOBYBAJIMCS CBITJIOBI e(eKTH; TyT IO TPaAWIiHHUX 3aC00iB TUIACTUYHOTO
Oo(OpMIICHHS CIIEHIYHOTO TPOCTOPY HAJIEkKaJM 1 MPEAMETH KYJbTY, 1 BUTOTOBJICHI
CHeLianbHO AJIS IOKa3y BUCTAB.

5. 3acoboM mmacTuyHOro O(MOPMIIEHHS CLEHIYHOTO HPOCTOPY YKpPaiHCHKOT
BEpPTENHOI BHCTaBH OyJia CIICmialibHI JBOIIOBEPXOBa MOOUTRHA CKPUHBKA, J€ i
posropranacsi 3 BAKOPHCTAHHSM JISUTBOK 32 YMOBHO 3HSITOIO <4ETBEPTOIO CTIHOIO».

6. ManapiBauii cmoci® opraHizamii  DiSUTBHOCTI  MTEPEBa)KHOi  OUTBIIIOCTI
TeaTpaIbHUX KOJIEKTUBIB B YKpaiHi Ha modaTky XIX cT., iXHs OimHICTh 32 MEIKIMH
BUHATKAMU HE CHPHUSUIM PO3BUTKY MHCTENTBa clieHorpadii Ta MOB’sA3aHOi 3 HEH
TeaTpajbHOI TEXHIKH,

7. MarepianbHO-TeXHIYHE  3a0€3ME4YeHHs  CITbCHKUX  TeaTpiB, 30KpeMa
B ['anuuuni, OyJ0 BIJHOCHO JOCTOWHHUM: BJIACHI MOCTIiMHI TeaTpajibHI MPUMIIIECHHS
i3 HeOOXiTHMM OCHAIIECHHSM, T[JISAALUBKOI0 3aJI0I0, CBOI JeKopalii, CTBOpEHi
MICIIEBUMH XYIOKHUKAMH.

[IpoBenene AOCTiIKEHHS BY3bKO CIIPSIMOBAHE Ha JETadbHE BUBUCHHS 3aCO0IB
IUIACTHYHOTO OQOPMIICHHS CIEHIYHOTO TPOCTOPY Ha MaTepianax, 3i0paHHX,
CHCTEMAaTU30BaHUX Ta MPOAHATI30BaHUX NepeBakHO JIM. AHTOHOBHYEM y HOro
MoHorpadii «Tpucta pokiB yKpaiHCBKOTO Tearpy». HaTtomicTs aBTOp MiKOM
CBiIOMHI TOrO, IO 3ampollOHOBaHA MJs BUBYEHHS MpoOiieMa HE MOXKe
OOMEXyBaTUCSI TaKUM JOCHUTb BY3bKHM CHEKTpoM ictopiorpagii. Tomy
CIpaBeUINBUM OyJie B TEPCIEKTHBI PO3IIUPUTH 1 HKEpENbHY 0a3y MOCIiIKEeHHS
3ac00iB MIACTUYHOTO O(OPMIICHHS CIEHIYHOTO IMPOCTOPY B icTopii yKpaiHCBKOTO
TeaTpy, 3alyyaroud BITYM3HAHI Ta 3apyODXKHI JiTEpaTypHi JJKepena, IHIINAN
ikoHOTpadiyHUH MaTepiai, i PO3MUPHUTH HOTO XPOHOJIOTIYHI MeXIi BiJl IIEPIIOi YBEPTI
XIX ct. go croronieHHs. Y bOMY MPIOPUTETHUM MOXe OyTH aKIIEHTYBaHHS yBardu Ha
€BOJIIOIi, 30KpeMa, CIIeHOTpagiqHOTO IPOCTOPY B YKPaiHCHKOMY TeaTpi.
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PLASTIC FORMATION WAYS OF SCENIC SPACE
(FROM THE UKRAINIAN THEATER HISTORY)

The purpose of the article is to consider the theatrical space evolution of the Ukrainian
theater in terms of architectural and technical provision of its plastic design. The author has
used the following research methods. a critica anaysis is in the scientific literature
development on the theatrical art history, architecture and stage design in order to recapture
information on the research topic; art analysisis for the plastics correlation of the stage space
of performances and their informative content; synthesis is for combining various
characteristics of the spatial and technical support of the Ukrainian theater in the period
of XVII-XIX centuries; induction is to study, albeit fragmentary, but typical examples of
spatial and technical support for the exhibitions in this period; hypothetical, systemic and
generalizing are to formulate conclusions. Scientific novelty. The study focuses on the theater
space evolution in the Ukrainian theater from the point of view of its plastic design.
Conclusions. Stage art works have an effective structure, materialize in a certain stage space;
according to the Ukrainian theater varieties in the XVII-XIX centuries they are: school
theater, church-religious drama, vertep, serf theater, public theater, home theater, «redoubts»,
balagans, rural folk theaters, artistic educational establishments theaters; there were specific
forms and plastic design means of their stage space; characteristic for the Ukrainian theater is
the closed space (private dwellings, public places, religious buildings), which is characterized
by wide use of subject complexes and open types (the natural landscape location) with
simplified-mobile character decorations; performances characteristic in the premises of the
church was the light effects use, cult attributes and theatrical propaganda; the plastic design
means of the scenic space in the vertebrate two-story mobile box with the conventionally shot
«fourth wall» and a doll characters set; a wandering way of organizing activities and the
economic difficulty of the vast mgjority in theatrical groups in Ukraine at the beginning of the
XIX century did not contribute to the scenography development and theatrical technique; the
material and technical support of rural theaters, in particular in Galicia, it was relatively
worthwhile.

Key words: Ukrainian theater history; scenic space; plastic design means, Dmitry
Antonovich.
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FOoosa-Pomanosa Examepuna Bnaoumuposna,
KaHOuoam ucKyccmeogeoenus, OOyeHm,
Kueesckuti nayuonanvuwiti ynugepcumem

KVIbMYpbl U UCKYCCME,
Kues, Yxpauna

CPEACTBA INIACTUYECKOI'O O®OPMJIEHUS CHEHUYECKOI'O
IPOCTPAHCTBA (U3 HCTOPUU YKPAUHCKOM TEATPA)

Ileablo cratey SBIAETCA PAcCMOTPEHHE JBOJIOLUHM TEATPAIBHOTO IPOCTPAHCTBA
YKPauHCKOTO0 TeaTpa C TOYKH 3PEHHS apXUTEKTYPHO-TEXHHYECKOTO OOECIEYCHUs ero
IUIACTHYECKOT0 0(OpMIIeHH. ABTOPOM HCIONB30BAHbI CIIEAYIOIHE METOABI HCCIeJ0BAHMS:
KPUTHUYECKOTO aHajIM3a — B Pa3pabOTKe HAay4yHOH JMTEpaTypsl IO HCTOPUU TEaTpaIbHOTO
MCKYCCTBA, apXUTEKTYPhI U CLEHUYECKOT0 JIn3aifHa ¢ 1elbio pedeprpoBaHus HHPOpPMAIMU Ha
TEMy HCCIIEIOBaHUs; HWCKYCCTBOBEJUECKOIO aHalM3a — JUIi COOTHECEHHS IUIACTHKH
CIIEHUYECKOI'0 MPOCTPAHCTBA MPEACTABICHUI U NX COJIEPIKATEIBHOIO HAITOJTHEHHS; CHHTE3a —
JUIL COYETAaHWS Pa3IMYHBIX XapPAKTEPUCTUK IPOCTPAHCTBEHHO-TEXHHYECKOTO 00ECTIeYeHUs
ykpauackoro tearpa mnepuoga XVII — XIX BekoB.; WHAYKIMOHHBIN — JUIS U3YYECHUS XOTS
n (parMeHTapHBIX, HO TUIHMYHBIX NPUMEPOB MPOCTPAHCTBEHHO-TEXHUYECKOTO O0CeCIICUeHHMs
CHEKTAaKIIEH yKa3aHHOTO IIEPHOMa; THUIOTETHYCCKUH, CHCTEMHBId W O0OOmarommidi — i
(opmynmupoBanus BeiBo0B. HayuHasi HoBU3HA. B mccinenoBanny BriepBbIe OCMBICIMBACTCS
JBOJIOLIUST TEATPAILHOTO MPOCTPAHCTBA YKPAWHCKOTO TeaTpa C TOYKH 3PEHHUSI CPENCTB €ro
ractudeckoro ogopmienus. BwiBoabl. IIpon3BezeHust CIEHHYECKOrO HCKYCCTBa, HUMes
JIEMCTBEHHYIO CTPYKTYpY, MaTepUaIM3YIOTCS B OMNPEIEICHHOM CLEHUYECKOM MPOCTPAHCTBE;
B COOTBETCTBUH C pa3HOBHIAHOCTsAMH yKpauHckoro tearpa XVII — XIX BexoB — IIKOJIbHBIN
TeaTrp, LEPKOBHO-PEIMIMO3HASI JpaMa, BepTel, KPermocTHOH Tearp, MyOJMYHBIN Tearp,
JOMAIlHUK ~ TeaTp, <«peayT», OajaraHbl, CeJIbCKHE HapOJHBIE TeaTpbl, TeaTpbl
XYZ0KECTBEHHBIX YUEOHBIX 3aBElICHHI — CYIIECTBOBAIM crienuduieckue GOopMbl U CPEACTBA
TUTACTUYECKOT0 O(QOPMIIEHHS HMX CIEHHYECKOTO IPOCTPAHCTBA; IUISI YKPAMHCKOTO TeaTpa
XapaKTepHbIM ObUIO MPOCTPAHCTBO KAaK 3aKPHITOr0 (YacTHHIC JOMa, OOLICCTBEHHBIC MECTa,
KYJIbTOBBIC ~COOPY)KCHHS), KOTOPOMY MPHCYLIM INHPOKOS HPHMEHEHHE MPSIMETHBIX
KOMIDIEKCOB, TAK M OTKPBITOTO THIOB (JIOKAILMH IPUPOAHOrO JaHAmadTa) ¢ ASKOPALHIMA
YIPOIIEHHO-MOOHMIBHOTO XapaKTepa, XapaKTepHBIM JUIA CHEKTAKIEH B MOMENICHUSIX IEPKBU
OBUIO HCIIONB30BAHME CBETOBBIX A(PQEKTOB, KyJIHTOBOW aTpHOyTHKH M TeaTpalbHOU
OyTadopun; cpeacTBa MIaCTHYECKOT0 O(GOPMIICHHs CLIEHHYECKOro MPOCTPaHCTBA BepTena —
JIBYXOTaXKHBI MOOMJIBHBIN SIIIUK C YCIIOBHO CHATOW «4ETBEPTOH CTEHON» 1 HAOOP KYKOJIBHBIX
MEepCOHaXKEeH; CTPAaHCTBYIOUIMH CIIOCOO OpraHu3aluHl AEATEIBHOCTH W JKOHOMHYECKHE
TPYAHOCTH TOAABJIAIONIEr0 OOJBIIMHCTBA TE€ATPAIBHBIX KOJJIEKTUBOB B YKpaWHe B Hayaje
XIX B. He crOCOOCTBOBAIN Pa3BUTHUIO CIICHOTpaMU U TeaTpajJbHOW TEXHUKH; MaTepHaIbHO-
TEXHHYECKOe OOecleueHne CelbCKUX TeaTpoB, B YaCcTHOCTH Ha [anmumue, OBUIO
OTHOCHTEIBHO JIOCTOWHBIM.

KioueBble ci0Ba: HCTOpUS YKPAaWHCKOTO TeaTpa; CIEHHYECKOE MPOCTPAHCTBO;
CpenCcTBa IIacTIdecKoro opopmienus; JMuTpuii AHTOHOBHY.

92



INPOBJIEMHA
INPAKTUKHA

PROBLEMS
OF PRACTICE

HHPOBJIEMbI
INPAKTUKU



Bulletin of Kyiv National University of Culture and Arts
Seriesin Stage Art ISSUE 2 (2018)

V]IK 792.079(4:477)
DOI: 10.31866/2616-759x.2.2018.153232

Heeonoe Bacunv Bacunvosuu,

3acuyscenuti Oiau mucmeyms Yrpainu,
npogecop,

Kuiscora micoka opeanizayis

Tosapucmea «3nannn» Yxpainu,

M. Kuig, Ykpaina,

nevolov@bigmir.net

ORCID: https://orcid.org/0000-002-9082-143X

Ilayynoe Banepiu Ilemposuu,

3acuysicenutl disy mucmeyms Yrpainu,
npogecop,

Haykogo-0ocnionutl incmumym

Kuiscoroco nayionanvnoeo ynieepcumemy
KYIbMypu i Mucmeyma,

M. Kuis, Yxpaina

v.patsunov@gmail.com

ORCID: https://orcid.org/0000-0002-9757-3651

VYKPATHCBKE TEATPAJIBHE MUCTEIITBO B KOHTEKCTI
€BPOINEVICHbKAX MIDKHAPOJHUX TEATPAJIBHUX ®ECTHUBAJIIB

Meta nociHigKeHHsI IOJISITaE y BUSIBICHHI €()EKTHBHOCTI B3a€EMOJii YKpaiHCHKOTO Ta
€BPOIEHCHKOT0 TeaTpabHOTO MUCTELTBA Ha JIOCBIAI MIPKHAPOAHUX TeaTpajbHUX (ecTHBaIiB
K B YKpaiHi, Tak i B €Bpormi, y4acTi yKpaiHCBKHX TeaTpiB y MIKHAPOAHUX TeaTPATbHUX
(ecTuBaNAX, BUBUCHHI BIUIMBY IBOTO MOCBINY Ha (hecTHBAaNBHUIA pyX B YKpaiHi, a TAKOXK Ha
aKTHUBI3AIlII0 TIPOIECY iHTEerpamii yKpaiHCHKOTO TeaTPaJbHOTO MECTEITBA B €BPOMCHCHKHNA
KyJIBTYpHHH MPOCTIp B KOHTEKCTI €BpONEHCchKkoro BUOOpY Ykpainu. MeToam J0CTiTIKeHHS.
KommapaTuBHUii MeTOJ| TOCHTI/PKEHHSI OyB BUKOPHCTaHWIl y CHIBCTABJICHHI €BPOMEHCHKUX Ta
BITYM3HSHUX TeaTpaabHUX (CCTUBATIB, ICTOPUYHUN METO 3HATOOMBCS I BUBUCHHS iCTOPIT
BUHHMKHEHHSI W PO3BUTKY OKPEMHX MDKHApOJHUX (ECTHBANIB, KYJbTYPOJOTIYHHH METOX
JOCHI/DKEHHST JaB  3MOTY MpOaHaNli3yBaTH OpraHi3alilo MDKHapOJHHMX TeaTpabHUX
(ectuBaniB i B €Bpori, i B YKpaiHi, IXHIO B3a€MOJiI0 Ta BIUIMB Ha (ECTUBAILHUN pyX
B YkpaiHi, (opMyBaHHS HaIllOHAJBHOI MHIKOJIM MAapKETHUHTY (PECTHBAIBLHOTO TIPOAYKTY.
HaykoBa HOBH3HA AOCTiIKEHHSI IOJISITAa€ B PO3IIMPEHH] iHPOPMAIIHHOTO MO 3asBICHOL
TEMH, BUCBITIICHHI HOBHX (DeCTHBAIBHUX ITOMIH, X OpraHi3amii Ta MapKeTHHTY, Y 3MiHCHCHHI
IaTHOCTUKK CTaHy (ECTHBAJIBHOTO PyXy B YKpaiHi Ta HOro iHTerpamii B €BpOIEHCHKUMA
KyJNbTYypHHUH MPOCTIp, 3’ SICyBaHHI BIUIMBY MIKHAPOIHOTO (DECTHBAIBFHOTO PyXy Ha PO3BUTOK
YKpaiHCBKOTO Tearpy Ta (popMyBaHHS HALllOHAJIBHOI IIKOJIM 3 MApKETHHTY ()ECTHBAIBLHOTO
npoaykty. BucHoBku. Ha3pina HaragpHa morpeba BIOCKOHAJICHHS MPAKTHUKU OpraHizarii Ta
MIPOBEACHHS TeaTpalbHUX (pecTHBaiB B YKpaiHi 1 MDKHAPOIHUX, 1 BITYU3HAHUX, (GOpMyBaHHS
HAIlIOHAIBHOI IKOJIM MapKEeTHHTY (hECTUBAIBLHOTO MPOAYKTY, BIPOBAIKEHHS €BPOIIEHCHKOTO
(ecTUBAJIBLHOTO JIOCBi/ly B MPAKTUKY NPOBEJCHHS YKPaiHCHbKUX MIKHAPOJHHUX Ta BITUU3HSIHUX
TeaTpaJbHUX TPOEKTIB, iX CTPYKTypHOTro 30araueHHs Ta MOCWJICHHS B HUX HaBYAJIBHOTO
KOMITOHEHTA.

KirouoBi cioBa: MiKHapomHi TeaTpanbHI (EeCTHBaANi; €BPONEHCHKMH KyJIbTYPHHUH
MPOCTIp; MAPKETUHT (pecTHBaIIO; (ecTHBATbHA ITPAKTHKA YKpPaTHH.
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IMocTtanoBka nmpodJemu. €Bponelicbkuili BuOip YkpaiHu nependayae He JuIIe
NOJITUYHMH, HAYKOBMH, €KOHOMIYHMH YM COLIaJbHUN BEKTOP PO3BUTKY IEPKaBH.
bazoBuM BekTopoM Mae OyTH TyMaHITapHHil, 1[0 OXOIUTIOE OCBITY Ta KYJIBTYpY,
30KpeMa MHCTENTBO. 3arajbHOBIIOMO, IO TeaTpalibHE MHCTENTBO YKpaiHH
HE 3aBXK/IU JIEMOHCTPY€ KOHKYPEHTO3AaTHICTh Ha €BPOICHCHKOMY PUHKY. BUBUEHHS
MOTEHIIHHIX MOXKJIMBOCTEH YKPalHCHKOTO TeaTpy IHTErpyBAaTHCh Y €BPOIEHCHKUI
KyJbTYPHUH MPOCTIp Ma€ CTaTH OJHUM i3 OCHOBHHMX 3aBJIaHb 1 JICP)KaBHUX,
1 TpOMajChbKMX YyCTAaHOB Ta oOpraHizamii. 3BHuaiiHO, aBTOpWM Wi€l CTaTTi
HE BHYEPIYIOTh 3asBJICHOI MpOoOJeMH, OAHAK CHPOOYIOTh 3AIMCHUTU 3arajibHy
JMIarHOCTHKY CTaHy IHTETrpaliifHuX TpoIeciB y MiKHApOJHOMY (hecTHBAIbHOMY
TeaTpaJbHOMY PYCi, OB’ s13aHOMY 3 Y KpaiHOIo.

AHaJi3 ocTaHHIX HocHiIKeHb Ta myOsikauii. J{ocmimkeHHS OcTaHHIX pOKiB
M. Xymuucskoro (2001), C. Jlenrmi (2000), T'. Tlpuxoapko (2006), M. BaxapeBnua
(2013) Ta iH., sk i1 HamioHanbHuii 3BIT NPO KyJBTYpPHY MOJITUKY B YKpaiHi
(http://mincult.kmu.gov.ua/mincult/uk/index)  BucBiTIIOIOTE  JOBOMI 00 €MHY
naHopamy ()eCTHBAIBHOTO TEaTPaJIbHOIO PyXy B YKpaiHi IPOTATOM OCTaHHBOI YBEPTI
CTONITTS, pOJIi JepKaBHUX CTPYKTYp Ta TPOMAJICBKUX OpraHi3aliil B pPO3BUTKY Li€l
chepu  KyIbTYypH, B PO3IIUPCHHI MDKHAPOJHOTO  CHIBPOOITHHMITBA  MIiX
(ecTHBATLHUMH [IEHTPAaMHU Ta OKPEMUMH TeaTpaMH, OJHAK B MEPEBaXKHIM O1TBIIOCTI
ouX MyOJiKalif HEZOCTaTHRO TOPYIIYIOTBCA MpoOieMu iHTerpamii YKpaiHu
B €BPONCUCHKUI KYJIbTYpHUH MPOCTIp Ta i BIUIMB HAa PO3BHTOK HAalliOHAJIBHOTO
teatpy. Hanro w™ano BHCBITIIOIOTBCS OpraHizamiiiHi MeXaHI3MH IPOBiTHUX
€BpONEHCHKUX (PecTUBANIB, IXHI CTPYKTYPHI OCOOIHMBOCTI Ta HaBYaIbHI KOMIIOHEHTH,
A caMe 1el BEKTOp JOCTIDKCHb MAa€ CTAaTH BHU3HAYAJIBHUM, IO CIPHUITHME
3arajJbHOMY MiJHECEHHIO PIBHA BITYM3HAHOTO Tearpy, HaOyTTS HHM CTaHy
KOHKYPEHTO3aTHOCTI Ha MKHApOIHOMY TeaTpajJbHOMY IPOCTOPI.

MeTa [JoCJigKeHHsl TIONSITaE y  BHSBICHHI ©(PEKTHBHOCTI  B3aeMOIl
YKpaiHCBKOT'O Ta €BPONEHCHKOr0 TeaTpajbHOr0 MUCTELTBA Ha JOCBiJI MIKHAPOJHUX
TeaTpanbHUX (ecTHBaNiB 1 B YKpaiHi, i B €Bpori, ydacTi yKpaiHCBKHX TearpiB
y MDKHApOTHUX TeaTpalbHUX (PECTHBANAX, Y BUBUCHHI BIUTUBY IIHOTO JOCBITy Ha
decTuBabHUN pyX B YKpaiHi, a TaKOoX Ha aKTHUBI3aI[il0 MPOIECY IHTerparii
YKpaiHCBKOTO TeaTpajJbHOTO MHCTEUTBA B €BPONEHCHKUHM KyJIBTYpHHH IPOCTIp
Yy KOHTEKCTI €BPOTIEHCHKOT0 BUOOPY YKpaiHU.

Buknaag ocHoBHOro marepiany aociaigpkeHHsi. CTOCOBHO HOBITHBOI icTopii
€BPOIEHCHKOI0 MIXXHAPOAHOTO (ECTUBAIBHOIO PYXY, TO HAaW3HAYHIMIOW MOIIE0
OCTaHHBOTO CTOJIITTS MOKHA BBakaTu cTBOpeHHs y 1952 p. B XKenesi (IlIBeitnapis)
onHi€l 3 HaWCTapimMX KyJIbTYPHHX Mepex y €Bpomi — €Bporeichkoi acoriarii
¢dectuBaliB, y sKiii Ha ChOTOAHI HalidyeTbcss 14 HaliOHANBHUX 1 pEriOHANBHUX
acoriariii (cepea HuX YKpaiHd, Ha jKaJib, HEMAE), 110 00’ €JHYIOTh BOHH MOHA] JBi
Tucsui QectuBaniB. Llg Mepexka HaWOIIBIINX MDKHAPOAHMX (DECTHBAIIB Bimirpae
BaXKJIMBY 1HTETPYIOUY POJIb SK MPECTHKHE TOJIE AJISI MIDKHAPOTHOTO apTUCTUYHOTO Ta
PEKUCEPCHKOro 0OMiHY, AEMOHCTpALii Kpalux J0CATHEHb HalliOHATBHUX KYJIBTYD.

Haitoinpm BIZJOMUMU MIOPIYHUMHU €BPONEHCHKIMH MDKHApOIHUMHU
TearpadbHUMHU (DECTHBAISIMHU, 3aKOHOAABLSAMH (ECTUBAILHOI MOAU Ta CHMBOJAMHU
€BPONCHCHKOI (ecTHBaNbHOI KynbTypu € EnuaOypspkuit (Bemuka bputanis) Ta
Aginponcrkuii (Ppaniis) hectusari.
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Cepen IMPOKO 3HAHMX TPAAULIAHMX €BPOMEHCHKUX (ecTHBaNiB MOTPiIOHO
Hacamriepesl Ha3BaTH Taki, sk 3ambiOyp3pkuii (ABcrpis), B Jlokapuo (Itamis),
Bamtoncekuit  (Bproccens, benbrisi), ¢ecruBane 3emi IliBHiuna Peiin-Bectdais
(Himeyunna), «IIpa3bka ociub» (UexocioBauunna), JpesneHcekuii (HiMeuunna) Ta iH.

OxpemMO BapTo 3aKUEHTYBATH YBary Ha HaWNPECTIKHILIOMY MDKHAPOJHOMY
TearpanbHOMy (bectmBani B EmwHOyp3i, 00 ioro opramizailis € B3iplieM, BapTHM
HacliayBaHHS. HaBomumo BpaskeHHs Oe3MOCEpeJHROrO YYacHHWKA IHOTO TeaTpaibHOrO
CBATA!

«Toro poxy EmnaOypr npurorysas 174 tearpanbHi 3amm mist 611 Tearpis 3 ycix KiHITB
3emHOi Kyi. [lopiBHstiiMo —y KuneBi 3 HacenmeHHM, KUTBKICTb SIKOTO BIECATEPO TEPEBHIITYE
KUTBKICTh  €AMHOYP3bKOr0, MH Je[b-JICAh 3HaWAeMO Ooall JecsATh CTalliOHApHUX
TeaTpaIbHUX 3aJ1iB. BUXOQuTh, 10 B HAIIi{f CTOJNMII HA QyIIy HACEIEHHS TeaTPalIbHUX
3amiB 'y 1000 pasiB MeHme, HDbK y MiHiaTiopHomy EmuuOyp3il!l OmgnuM i3 cekpertiB
eMHOYP3bKOro (DEHOMEHY € Te, 10 Malbke BCS IHIYCTpis po3Bar IbOr0 MiCTa 3a KiIbKa
TIKHIB 10 ¢ectuBato TBOpuTh <«Bemuky KymeTypHy PeBomoriiro» —mmisxom
TparcdopMarlii YMCIeHHNX KiIyOiB, AMCKOTEK, Bap €Te B TeaTpajibHI 3ajd. A B HAIIii
CTOJTHIIi TABHO 3aBMepia OUTBIIICTB MiCIlb 103BULI (KITyOH, KIHOTEATpH), L0 MIMIKpYBaJIH
B YCUIAKI odicH, IIONM, MapKeTd, iropHi KiIyOW, MiIMUIbHI LEHTPU HapKO- Ta CEKC-
HycTpii. [HmycTpis po3Bar B YkpaiHi MOCTyIHIAcS MicIieM iHycTpii 3nmounHy. Ta uu He
TOpa BXKe BPEUITI-PEIlT TEXHIYHO Mepe030poiTH COTHI CITIOPOKHIIMX KIHOTeaTpiB Ta KITyOiB
JUTSL PO3LIMPEHHSI TX TBOPYMX MOMIIMBOCTEH? AOW NMPHHIUM TyAW MOJOII TeaTpH, HOBI
TBOPYi KOJIEKTUBH, IOJBI)KHUKHU CLICHH Ta BAMXHYJH B TJIIIOYi 3rapullia KyJIbTypU CBIXE
TIOBITPSI HOBOTO Hacy.

B EnnnOyp3i dectrBans Bpa3wB TAaKOX BIPTYO3HOIO CHUCTEMOIO OpraHizamii Ta
ingycrpieto npecu. [Iporarom ¢ecTrBanbHOTO cepIiHs MIOAESHHO BCi TOBCTI ra3eTu Ta
KypHaITU TyONiKyrOTh MoOpe MarepianiB. Bcromum — 0e3koImToBHI OyKieTH, Ipec-
pemi3u, noBimHuKY, Mamn EquHOypra 3 mo3HaueHHSM Beix 174-x TeaTpaabHUX 3aITiB
HOMepaMH Ta aapecamu. Hapemri, rmoOambHa KOMIH' IOTEpU3alisl BCIX IrpPOBHX
MalIaHYMKiB Ta BCi€l cucTeMH opraHizaiii (ecTHBallto q03BoJsE Oyab-SKO1 TOAUHU
3a JIiYeHi XBWJIMHU OTPHUMATH BiJ aAMIHICTPATOPiB KOXKHOI IrPOBOi IUTOINAIKH
BUYEPIHY po3ApYyKiBKY Ha Temy: «l1{0? Jle? Konu? | sxuit cran npogaxy mo KOxHiH
BHUCTaBi Ha LIt MOMEHT y KoxkHOMY 3 174 3aniB» (Ilamynos, 1996, c¢.12-16).

[TapanenbHO 3 JEMOHCTpAIIIEI0 BUCTAaB y 3aKPUTHX MPUMIMIEHHAX B ExnHOyp3i
BiOyBalOThCS CTHXiMHI BynuuHI (ecTuBami, sIKi BIAIITOBYIOTHCS JECATKAMH
BYJIMYHUX TeaTpiB 3 ycix perioHiB €Bpomnu. Paxtnyno EgunOypr — ue wmicro-
¢dectuBany. | He nmme TearpadbHUMHU (pecTHBaNISIMM ciaBHEe BinoMmuil EannOypr;
y HBOMY BIIAIITOBYIOTHCS TaKoX (pecTHBalli My3uKH, Xopeorpadii, mxa3y tomo. Ha
nepion (ecTuBaNiB HaceleHHs 30UIBLIYEThCS BTPUYi, BiJNOBIAHO 30UIBIIYETHCS
00’ eM iHyCTpii MOCTyT, pO3Bar, TOPTiBIi, MHOXKAThCSA poOOUi MiCIsl, HATIOBHIOETHCS
Micbkuit Oromxer. Ha decTh (hecTHBaliB BIAMITOBYIOTHCS UYHCICHHI TMapaad Ta
(heepBEepKHU 3 YUACTIO BEJIMYE3HOI KITBKOCTI XYJIOKHIX KOJICKTHBIB Ta Maiike BChOTO
HaceseHHs MicTa. Lleii ¢ecTBanb € BceHapOJHUM CBIITOM.

A KoMy mMOTpiOHI Hamm TeaTpaibHi (ecTHBaji, OKpIM IXHIX OpraHi3aTopiB Ta
BIJTHOCHO HEBEIMKOI TPYIH HABKOJIO TeaTpaibHOi NyONiKH? A CKIJIbKH raseT
1 CKUIbKOMa psAKaMHM ToAaiu iHpopmaunito mpo Ti ¢ectuBani? I 4um cranum BOHH
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BCEHAPOAHUM CBITOM? CKUIBKH 3YCHJIb CKIIBKOX TaJaHOBHTHUX MHTLIB BUSIBHIIUCS
nmapeMaumu? Ta e # 3a OropkeTHi KomTH!

A mnHama ropesBicHa «KuiBcbka [lekTopanb» HACTUIBKM BXKe 3aryOmiia JOBipy
B IyOJiKH, IIO Ta 3 POKY B pik mpocTo irHopye ii. OT i 3MymieHa Oyia axMiHicTpartis
CTOJHIII TIepeHeCTH LepeMoHi0 BpydyeHHS mpu3iB «[lekropami—2017» y mnpuMilieHHs
JepkaaMiHicTpartii, mofgam Bin cycrinbersa. OfHier0 i3 mpuunH (cepes 6araTboX IHIIMX)
HeZoBipH 110 «[lexTopalti» € HeIOCKOHAIa CHCTEMa OLIIHOK Ta Haropof. Xioa B 3M031 JKypi
nieperuButich Ot 80 BrcTaB? JIMBIATHCS 3a3BHYail ONWH, JIBA, TPY WICHH XKYPi, ITOTIM
OOMIHIOFOTBCS BPKEHHAMH, a PIlIeHHS NPHAMAaOTh Haocmn. Tomy 3 poKy B DIK Ti
PILICHHS HE MOXKYTb HE BUKJIMKATH MOAUBY 1 (haxiBIIiB, 1 FPOMajICHKOCTI.

A gk mo mpobiemy BupimytoTe B EanHOYp3i, o€ TPOTITOM TPHOX TIDKHIB
nemonctpyerbest He 90, a 900 BucraB? 3BepHIMOCS 3HOBY IO CBiUEHb Y4YacHHKA
¢becTuBaIO:

«3anumanachk exuHa Hamis — Ha 1i Bemmumicts Ilpecy. Ilporsrom m'stu nHiB
B EannOyp3i npo kuiBcbkoro «YOHUBLS» Oyino HamucaHo Oinblie, HXK 3a I’ ATh POKIB
Ha baTekiBmmHI. Xo4Ya I MOBHOTO TpiymMdy BHcTaumio O i omHiel TpoBimHOT
mroTnanachkoi HezanexxHoi razetn «SCOTSMEN», mo pazoMm 3 iHIIUMH Ta3eTamMu
HpHUCBOiNa «30I0TUM BOPOTaM» HAWBUIIUK PEHTHHT (ecTHBAIIO — 5 3ipOK, Ha3BaBIIN
BUCTABY €TAJOHOM TeaTpajbHOTO MHCTENTBa. TOro * JHS y HAac CTaBCs IEPIIUA
annutar! bararo Oaxaroumx 3ayummioch Ha Byauni. | opranizaTopam ¢ectuBamo
JTIOBEIIOCS TIEPEBECTH HAC Y OLIbIlle IPUMIIIEHHS, e MU W MPOIOBXKUIH TpiyMbalbHi
ractpouni» (ITarrysos, 1996, c¢.12-16).

A xiba y Hac Take MOXIHMBe, 100 3paHKy Tpeca — BBedepi aHmurar? Xiba
MOJKJIMBA Taka OJFCKaBMYHA OMEPATHUBHICTH MPECH 1 Taka X ONMCKaBUYHA PEaKIlis
risaava, SKuii 0e3MeXKHO BIpUTH CBOIH mpeci? SKIIo cucremMa po3BHUBA€ETHCS 32 YMOB
YKOPCTOKOT KOHKYPEHIIil B YCiX cepax KUTTS, TO B TaKiii cuCTeMi rasera, sika Operte,
npupedYeHa Ha 3aruOenb. Y Halliil cucTeMi mpeci He BipsiTh MPOTATOM CTONITTS,
1 moku OpexHs Ha il CTOpiHKax He KOIITyBaTUME Ta3eTi >KUTTA, a XKYypPHaJIiCTOBI —
po0OTH, PO3PaxOBYBATH HA IOBHY JIOBIPY YATa4a MapHO.

«SIKkuM >Ke € MeXaHi3M BU3HAUYEHHsI mepeMoxKis cepen 611 tearpi? Y mucrenTsi
HE ICHYIOTh CEKyHIIH, METpH, KijorpaMu. Un MOXHa MOPIBHATH BapTiCTh MUCTELTBA
IMikacco Ta AiiBazoBcbkoro, [aii ta [llam’ sikina, JlroOumoBa Ta Metiepxoinbaa? Xiba
HE OYEeBUIHO, 10 Beimsiki «Ockapu», «Hiku» Ta, Bubaure, «Ilekropani» — ne Hilo
iHIIIe, HIK T'pa, 110y, 3a0aBa, B SAKii TBIp MUCTELITBA CKOpiIle 3aci0, Hix MeTta? OgHaK
OYCBHU/IHOIO € PI3HUIIS MK MOTaHUM 1 MPEKPACHUM, MIX HU3BKHM 1 BUCOKUM, MIiXK
nocepenHiM 1 TadaHoBUTHM. OT 1 BUTaIand BUHAXIUIMBI eAMHOYP3bKi KypHAIICTH
Heo(iiiiHMI crocid PeHTHHIOBOTO BU3HAHHS PiBHS BHUCTAaB Y BUINIAII 31pOK — BiA
omuiei mo msatw, 3a wkanoro Big Frightfulli awful (kaxmmeo) mo Spiffing
(mpexpacuo)» (ITamyros, 1996, c¢.12-16).

Oxpim KuiBcbkoro teatpy «30J0Ti BOpoTa» 3a 4aciB XYJOXHBOTO KEpiBHHKA
B. IMTaynoBa Ta Kuiscbkoro tearpy Ha Ilomomi (XymoxHiii kepiBHuK — B. Manaxos),
i )KOpHOBa €IUHOYpP3bKOI MyONiKM W KPUTHKH MOTPANMIIO IIe KiJbKa KHiBCHKHX
TeaTpiB, OJHAK BOHM 3aJHIIMIMCA HEMOMIYeHUMH Hi MyOJIiKoio, Hi Mpecoro.
IIpore moceing EmmuOypra He TinmbkM B IapWHI OpraHizamii TeaTpaabHOTO CBATA,
ase W y 3ICTaBJICHHI TBOPYOTO PiBHS BITUM3HSHOIO TEaTpy 3 €BPOMNEHCHKAM, MaB
3HAYHUH BIUIMB i Ha PO3BUTOK KHIBCHKMX TEATPiB, i HA aKTHBI3allif0 Mi>KHAPOHOTO
(ecTrBaTBEHOTO PYXY B YKpaiHi.
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1952 p. min erizoro FOHECKO Oyna crBOpeHa MixHapoaHa acoliamis
tearpanbHux amaropiB AITA/IATA, sika 06’ €qHama aMaTOPChKi TeaTpu Maike BCiX
kpain €spor. Y 90-i poxm mo AITA/IATA sBeidinmuia i VYkpaina, 1o mgamo
il mincraBu crBoputd Ykpainchkuii Hamionameruii nentp — UNC AITA/IATA
(Ipesunent — B.IlamyHoB) Ta BKJIIOYMTH B MDKHApOJHUN TeaTpalbHUHA pyX
TeaTpajbHE MHUCTENTBO Hamioi naepxkaBu. Tak, y TearpanbHuX (ectuBamsax JlaHii,
Ascrpii, [Tonburi, HiMmeuunnu Opanu ydacts TeaTpaiibHi KosiekTiBH 3 KpuBoro Pory,
Enepronapy, TepHomons Ta iH. perioHiB YkpaiHu 3a ¢(iHaHCOBOI mMigTPUMKH
MEIICHaTIB Ta OpraHiB MICLIEBOIO BJaJW, a B OKPEMHX BHIIAJKaX — 1 3a PaxyHOK
AITA/IATA. Tlig erinoro AITA/IATA Ta 3a miarpuMkun MiHicTepcTBa KyJIbTypH
Vkpaian 2001 p. B €Bnaropii (APK) OyB npoBenenuit MixkHapoaHuii TearpanbHHi
dectuBany «Pamma JlpyxOm» (XymoxkHiii kepiBHUK ¢ectuBamo — B. ITlanyHoB),
nie Oy10 BIIPOBAIPKEHO JOCBIJT MTPOBITHUX €BPONEUCHKUX (PECTHBAIB.

[potsarom kinbkox pokiB, mounHatoud 3 1992-ro, B VYkpaiHi 3a MiATPUMKH
MiHicTepcTBa KyJabTypu YKpaiHM 6 MereHariB Oyno opranizoBaHo 11 mixnapomHmx
TeatpalbHUX (hecThBaATiB-1abopaTopii «Mucrerbke 6epesiuisp (aBTop i€l Ta He3MiHHHI
kepiBauK — C. IIpockypHsi, 100pe 00i3HaHMH 3 MDKHApPOJHHM TEaTPaJbHUM PyXOM),
y skux B3 yuactb 330 Teatpis i3 23 kpain cBity. Lleit OesnpenenenTHMid GecTHBATBHUIA
MapadoH, mo nomapyBaB KneBy MUCTENITBO TeaTpiB CBITOBOTO PiBHS, MaB Oe3NepedHuid
BIUTMB HAa PO3BUTOK YKPATHCHKOI CIIEHH, 30KpeEMa 11 PEKUACYPH.

Y 2002 ta 2006 pp. KuiBcbkum TeaTpoM <«30J0TI BOpOTa» 3a MiATPUMKH
MinicTepcTBa KyInbTYypH YKpaiHum OyJ0 TIpOBEACHO [Ba YHIKalbHUX 32
CIPSMOBAHICTIO MIKHApOAHHX TeaTpaJbHUX (ecThBalli «YKpaiHChKa TeaTpaibHa
Jiacriopa B KOHTEKCTi JIEp)KaBHOI MOBHOI Ta KyJIbTYPHOI MOJITHKH» (XyIOXKHIi
KepiBHUK-IUpeKTop mnpoekty — B. IlamyHoB), siki 3i0panu B cTonmmi YKpaiHu
ykpainomoBHi Teatpu i3 CIUA, Kanann, Himewunnu, CnoBavunau, [lonemi, Jlutew,
Ecronii, binopyci, Monnosu, Pocii ta I'pysii. [IpoBigaumu maiictpaMu MHCTEITB
Oyma mpoBeleHa HHM3Ka MaWCTep-KJaciB 31 CLEHIYHOI MOBH, CLEHIYHOTO pYyXY,
3 pEeXUCYpH Ta MaiicTepHocTi akTopa. HaykoBwi Ta mpakTHKd TeaTpiB 3 YKpaiHu,
CHIA, Kanmamm, Himewyumnwu, Cep6ii, CnmoBawuunu, Ecrtownii, bomrapii, Ilomsmi,
Monnosu Ta Pocii B3sln ydacTb y MDKHApOAHOMY HAyKOBOMY CHMIIO3iyMi,
NPOBEJICHOMY B pPaMKax IIMX ()eCTUBAJIB, 32 MaTepiajgaMu SIKOro 0yJjo BUAAHO IeplIe
B icTOpii TeaTpo3HAaBCTBA IPYHTOBHE MOCHiKeHHS «CBiTOBE BIIUTYHHS yKPaiHCHKOTO
Tearpy» 3 MpOOJEeMAaTUKU PO3BUTKY YKpaiHChKOI MOBHM 3aco0amMH TeaTpalbHOTro
MUCTEITBA cepe TearpaibHoi aiacmopu ([Tamyrnos, 1996, 196 c.).

3a ocraHHI ABa JECATWIITTS (ECTUBAIBHUNA TeaTpallbHUI pyX HAaOyB MOMYISPHOCTI
1 OXONMB NPAKTUYHO Maibke BCl BENMKI OOJacHI HEHTpH YKpaiHu 1 HaBiTh JesKi micTa
00JIaCHOTO MiMOPSAKYBaHHA. 3a JaHUMK HarlioHaabHOT CHIJIKA TeaTpajibHUX [IisT4iB
VYxpainu B Hamiii gepxasi icHye 36 TOCTIMHO [FOYMX MDKHAPOTHUX TeaTpabHUAX
(ectuBaiB, sKi mpoBOsTECS y 18 mictax Ykpainu. e gecruBani nqpamatHaHuX TeaTpis,
OIIEPHOTO ¥ 0aJeTHOr0 MHUCTEITBA, TEATPIB JIUIHOK, TEATpiB JJIs JTed Ta FOHAIITBA,
npodeciiHNX TeaTpabHUX ILIKiJ, OaraToxaHpoBi (ecTrBaii 1 iH.

BypxnuBwuii po3BUTOK pizHOTO poxay (ectuBamiB y 100y He3aJeKHOCTI OTpedye
ocMucieHHsS crenugiku 1poro GeHomena. Yum Oinbiie (eCTHBAIIB 3’ SIBJISETHCS
B KaJIeHJapi, THM MEHLI OYEBHIHHMHU CTAIOTh IXHI KyJbTYpPHi, cOLiajbHI i OCBITHI
mimi. Yacro Taki «pectuBami» 0OMEXYIOTHCS IPOKATOM BHCTaB 3 OJHOI000BUM
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nepeOyBaHHSAM TBOPUMX KOJEKTUBIB y MICTi Oe3 B3a€EMHOIO Meperisimy BHCTaB, 0e3
TBOPYOTO CIIIJIKyBaHHs, 0e3 MalicTep-KiaciB, OCBITHIX Mporpam, TPEHIHTIB Ta iHIIOi
000B’s13k0BOT  aTpuOyTHKN (ecTuBaNBHOTO cBATa. [l Garatbox opraHizaTopiB
¢decTuBaNiB 3amydyeHHs OIO/KETHUX KOINTIB CTal0 YaCTHHOKI (paHAPEH3MHIOBUX
TEXHOJIOT1H, TOAl K OIOKET MOBMHEH MiATPUMYBATH AIMCHI LIHHOCTI, COpSMOBaHi
Ha peai3aliio 1ep>kaBHOI KyJIbTYPHOI HOJITHKH Ta PO3BUTOK MATPIOTUIHHUX ITOTYTTIiB
3arajJbHOHAPOHOT HAI[IOHAILHOT TOPAOCTI | TiAHOCTI.

I came Ttaki ¢dectuBani B Ykpaini €. Lle # kopudei «pecTuBanbHOro pyxy»
BONMHCHKA «Pi3fBsiHa MicTepisi» uM «TepHOMIBCHKI TeaTpalbHi BEUOpU», IIe
1 mpBiBChKME «3Gomnotuii JleB», 1 xepconcebka «Memnbpriomena TaBpii», i JIbBiBChKUI
¢dectuBare DRAMA.UA, i, napemri, KuiBcekuii «[oromp®@ECT». 1li ¢ectuBani
BBiOpamu B ceOe MOCBiA €BPOMEWCHKOTO (EecTHBAaIbHOTO PyXy, BOHH YCIIIIHO
3aCBOIOIOTH  MPEMYIPOCTI  (PECTHBAIBHOTO MApPKETHHTY, CYTTEBO BIUIMBAIOTH
Ha PO3BHUTOK YKpaiHChKOro Tearpy. [Ipo i ¢ectuBali ynmMano HanucaHo, TOMY BapTo
HaragaTu TUIBKA OCHOBHI IXHI O3HAKH.

3okpema, 3acHoBanmid SpocmaBom DemopummmanM 1989 p. «Bomormit  Jle»
TMO3UIIIOHYEThCS SIK TOJIOBHA TeaTpaibHa nojis JIbBoBa Ta Ykpainu. dectuBaib, M0 Ma€e
CTaTyc JAep)KaBHOTO, NPOXOAUTh Ha 0a3i Tearpy «BocKpeciHHS», BiH € UJICHOM
€sporeiicbkoro tearpaabHoro Gopymy (IETM) Ta Acomiariii MiKHApOIHUX (ecTHBAIIB
(IFEA). 3a gac npoBeneHHs (peCTUBAIIO B HHOMY B3SUTH y4acTh MOHAI 2,5 THCSAY aKTOPiB
3 Ykpainu, binopyci, Typkmenicrany, Jluteu, Jlateii, Ecrownii, [Tonbiri, Monmosu, Cep0ii,
CrnoBayunnm, benprii, ®panmii, HinepnanniB, bomrapii, Pymynii, Yropmmau, Pocii,
Himewunan, CHIA, Bemmko6puranii, Kupruscrany, ['py3ii Ta iHmmx gep:xas.

3aranbHOBU3HAHUM MIKHApOJHHUM (heCTHBaAIEM CTaja XepCOHChbKa «MebloMeHa
TaBpii», [lpe3naeHTOM SKOTO € TeHepaJbHUH AMPEKTOp — XYIOXKHIH KepiBHHK
XepcoHChKOro  00JacHOr0  aKaAEeMiYHOTO  MY3HYHO-APAMaTHYHOTO  TeaTpy
iMm. M. Kymima Onexcannp Knaura. 3a 15 pokiB y mpomy (ecTuBaii B3sUH y9acTh
104 teatpu i3 61 wmicra 15 kpain cBity (Ykpaina, Pocis, binopycs, Monmosa,
[punuictpos’st, Jlurea, Jlareis, ['pysis, AsepOaiimkan, Pymynis, Ilombiia,
Vropmuna, [3pains, ®panris, ITopryrais), sxi mokasann 232 BUCTaBH.

Onun 3 Haiimonmommux — JIbBiBchbkui TearpanbHuii pectuBais DRAMA.UA,
HOro HUHINIHIN pe3oHaHCHUH npoekT «[lepia ciieHa cy4acHoi IpaMaTyprii» neBHO
Miporo «apopy0aB BikHO B €Bpomy». OuinsHuK npoekty — Okcana Jlynko, kyparop,
npoxtocep, mpocBiTsHuH. Jlumens pik Tomy DRAMA.UA, sxoro omikyBaiach
Okcana i3 copaTHUKaMH, 3i0pasia Ha JeKiJbKa JHIB IPOBIAHMUX TeaTpaJbHUX KPUTHKIB
€Bponn, Ykpainn, P® 1 mpe3eHTyBalla HOBI aKTyaJIbHI I €CH Ta TYYHI €BPOIEHCHKI
nmoctaHoBkHu. Temepimue HapomkeHHa «lleprmoi ciieHn cywdacHOi ApamaTyprii» —
came 3 jona DRAMA.UA — nae 3M0Ty po3KpUTH MOTEHIia]l MOJIOAUM Jpamarypram,
pexucepaM, a IisgadaM [Ja€ 3MOrY ITO3HAHOMUTHCS 3 aBaHTapoM 1 «TPEeHIOM»
Cy4JacHOT'0 3aXiIHOTO TeaTpy.

OxpeMUM yHIKallbHUM SIBHILEM YKPaiHCbKOI KYJIbTYPHU BHCOKOTO MIXKHapOJIHOTO
piBust € ¢ecruBany «lorone-@ECT» Bnana Tpoiupkoro. PymiiiHoro cuioro
B. Tpoiupkoro € KkareropuyHe HENPUHHATTS TPaAWIiHHUX (OPM Ta METOJIB
(dhopMyBaHHS YKpPATHCHKOIO TE€aTpPaJbHOTO O0JIMYYs Ta opraHizaiii (PecTUBAIBHOTO
pyxy, IO Ja€ HAJIF0 HAa HOBI TBOPYI 3BEPIICHHS MHTLS W pedopMyBaHHs
MDKHAPOIHOTO (PeCTUBAIBLHOTO PyXy B YKpaiHi.
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HaykoBa HOBH3HA HOCJIiIZKEHHSI TTOJISATAa€ B PO3IIUPEHH] iHPOpMaLiiftHOro mos
3asBJIICHOI TEMH, B HaBelleHHI HOBUX (ECTUBAIBHHUX TOiil, BHCBITJIECHI CTaHY
ix opranizamii Ta MApKETHUHTY, y 3[IHCHEHI AIarHOCTUKA CTaHy (DECTUBAIBHOTO PYXY
B YkpaiHi Ta Horo iHTerpaumii y €BpONEHCHKHI KYJIbTYpPHHH TNPOCTIp, BIUIUBY
MDKHApOAHOTO (PECTUBAIBHOTO pPYyXy Ha PpO3BHUTOK YKPaiHCBKOrO TeaTpy Ta
(hopMyBaHHS HAIIOHATBHOI MIKOJIM 3 MApPKETHHTY (ECTUBAIHHOTO MPOAYKTY 3aJIsl
JOCSITHEHHSI KiHIIEBOI METH — MiAHATTS PiBHS KOHKYPEHTO3JATHOCTI BITYMU3HSHOTO
TeaTpaJbHOr0 MUCTELTBA HA MIKHAPOIHIN apeHi.

BucnoBku. Hazpina HaranpHa motpeda B yIOCKOHAJICHHI MPAKTHKHU OpraHizarii
Ta MPOBEJCHHS TeaTpajbHUX (ecTHBATIB B YKpaiHi (I MiKHAPOAHUX, 1 BITYN3HIHUX),
y BIPOBAKEHHI €BPONEHCHKOTO (PECTUBAIBLHOIO JIOCBILY B MPAKTHKY MPOBEIACHHS
YKpaiHCBKMX MDKHApOAHHUX Ta BITUM3HSHHMX TeaTPAIbHUX MPOCKTIB Ta (hopMyBaHHS
HaI[lOHAJIBHOI IIKOJIM MAapKETHHTY (PeCTUBAIBHOTO MPOAYKTY. Pa3zom 3 M Ha daci —
po3pobiieHHs iH(popMaIiifHOT MOMITHKH TpodeciiHOro CHiBTOBApUCTBa MEHEIKEPIiB
y ¢ectuBanbHiil cdepi, 30kpeMa cTBOpeHHA iH(opMauiiiHoro 0aHKy (ecTHBaIbLHUX
MIPOEKTIB, a TakoXX 0a3uW JaHWX MpodeciiHMX TeaTpalbHUX MEHEDKEPIB, 3aBISIKH
YOMY MOKHAa HE TiIbKH CTBOPHTH €IWHHMU pecypc, a W MOJETIHUTH TMOIIYK CBOTO
risgaya, OJepKaTH CBOEPIIHUM «3pi3» KyJIbTypHOI aKTHBHOCTI B TOMY YU TOMY
perioHi, 3m00yTH SKICHO HOBI MOJMIJIHMBOCTI OOMiHY [OCBiZIOM, BHKOPHCTOBYIOYH
CydJacHI KOMYHIKaIiiiHi KaHaJH SIK €IUHY [EHTPATi30BaHy CHCTEMY CITLIKYBaHHS.
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UKRAINIAN THEATER ART IN THE CONTEXT OF THE EUROPEAN
INTERNATIONAL THEATER FESTIVALS

The purpose of the study is to identify the effectiveness of the interaction between
Ukrainian and European theatrical art on the experience of international theatrical festivalsin
Ukraine and in Europe, the Ukrainian theaters participation in international theatrical
festivals, studying the influence of this experience on the festival movement in Ukraine, and
also on the intensification of the integration process Ukrainian theatrical art into the European
cultural space in the context of Ukrain€s European choice. Research methods.
A comparative method of research has been used when European and domestic theatrical
festivals have been compered, the historical method has been used to study the history of the
birth and development of individual international festivals; the cultural method of research
alowed to analyse the organization of international theatrical festivals in Europe and in
Ukraine, their interaction and influence on the festival movement in Ukraine, the formation of
the national school in marketing of the festival product. The scientific novelty of the research
consists in expanding the information field of the stated theme, covering new festival events,
their organization and marketing, diagnosing the state of the festival movement in Ukraine and
its integration into the European cultural space, as well as the influence of the international
festival movement on the Ukrainian theater development and the formation of a national
schools marketing festival product. Conclusions At the time, an urgent need to improve the
practice of organizing and conducting theatrical festivals in Ukraine, both international and
domestic, the formation of a national school in marketing of the festival product, an urgent
need for the introduction of European festival experience into the practice of conducting
Ukrainian international and domestic theatrical projects, their structural enrichment and
enhancement of the initial component.

Key words:. international theatrical festivals, European cultural space; marketing of the
festival; festival practicein Ukraine.
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Heeonoe Bacunuin Bacunveseuu,
BACTYAHCEHHDIL Oesimelb UCKYCCmE YKpauhbl,
npogeccop,

Kuesckas eopoockas opeanuzayus
Obwecmsa «3nanue» Yrpaunol,

Kues, Yrpauna

Ilayynoe Banepuii Illempoguu,
3ACTYAHCEHHDIL Oesamenb UCKYCCmE YKpauHbl,
npogeccop,

Kuesckuii nayuonanvHulil yHugepcumem
KVAbMYpbl U UCKYCCME,

Kues, Yxpauna

YKPAUHCKOE TEATPAJIBHOE HCKYCCTBO B KOHTEKCTE
EBPOIIEMCKUX MEXKIAYHAPOJIHDbIX TEATPAJIbBHBIX ®ECTUBAJIEN

Lens wuccaemoBaHUs 3aKIIOYACTCS B BBUSIBICHUM  3(M(PEKTUBHOCTH  B3aHMMOJICHCTBHS
YKPaUHCKOIO U €BPOIEHCKOro TeaTpaabHOIO UCKYCCTBA HA OIBITE MEXKIYHAPOIHBIX TE€aTPAJIbHBIX
(pectuBaneit kak B YkpauHe, Tak ¥ B EBporie, yuacTusi yKpaMHCKUX TE€aTPOB B MEXKIYHAPOIHBIX
TeaTpaTbHBIX (HECTUBATSAX, B W3YUCHHM BIHMSHMS STOTO ONBITA Ha (DECTUBAIBHOE JIBIDKCHHUC
B YKpauHe, a TaKke Ha aKTUBHM3ALIMIO TIPOLIECCa MHTETPalMi YKPAUHCKOTO TeaTpallbHOrO UCKYCCTBa
B €BPOIIEHCKOE KYJIBTYPHOE MPOCTPAHCTBO B KOHTEKCTE €BPOIEHCKOro BhIOOpa YkparHbl. MeToabl
uccjaenoBanusi. KomnapaTtuBHbIA METOJ HCCIICIOBAHKS ObUT HCIIOJNB30BAH IPH COIOCTABICHUM
EBPOICHCKIX U OTCUCCTBCHHBIX TCATPATBHBIX (DECTUBAJICH, HCTOPUUCCKHII METO]T TOHATOOMIICS ISt
W3YYCHUS WCTOPUM POXKICHUS W Pa3BUTUSL  OTICIBHBIX  MEKIYHAPOIHBIX  (heCTHBAJICH,
KYJBTYPOJIOTHYECKMH ~ METOJl ~ MCCIENOBaHMS TO3BOJIMJI  MPOAHATM3UPOBATH  OPTaHU3ALHIO
MEXTyHApOIHBIX TeaTPAITBHBIX (ecThBaNicl Kak B EBporie, Tak 1 B YKpanuHe, HX B3aUMOJICHCTBUC
W BIMSIHEE Ha (PECTUBAIBHOC IBIDKCHHE B YKpawHe, ()OPMHPOBAHHE HAIMOHAJIBHOH IITKOJBI
MapKeTWHra (eCTHBAIBHOrO TpoxykTa. Hay4ynasi HOBH3HA VWICCIICOBAaHUS — 3aKITFOYACTCS
B pacIMpeHn: HWH()OPMAIMOHHOTO TIONS 3asBICHHOW TEMBI, OCBEICHHME HOBBIX (DeCTHUBAIBHBIX
COOBITHIA, MX OPTaHM3aIMH i MApKETHHTA, OCYIICCTBICHUH JUarHOCTHKY COCTOSTHUS (PeCTUBAIBHOTO
JIBIDKEHUS] B YKpPAauWHE W €ro MHTErpalii B €BPOIEHCKOE KyJIbTYpHOE IPOCTPAHCTBO, BBIICHEHUU
BJIMSHUA MEKIAYHApPOIHOT'O ¢)eCTI/IBaJ'leOFO JBIDKCHHUA Ha Pa3sBUTHC YKPAMHCKOI'O Te€aTpa
u  (HOPMHUPOBAHNEC HAIMOHATBLHOW MIKOJIBI MapKETHHra (PECTHBATHHOIO MPOAYKTa. BBIBOIBI.
Hasperna HacyiHass HCOOXOAMMOCTb B COBEPIIICHCTBOBAHUH PAKTHKK OPraHU3allH U TPOBEICHUS
TeaTPAITBHBIX ()eCTUBAICH B YKPAUHE, KAK MEKITYHAPOHBIX, TAK M OTCYCCTBEHHBIX, (DOPMHUPOBAHUSI
HAIMOHAJIBHOM IIKOJBI MAapKeTUHra ()eCTUBAIBHOIO MPOIYKTa, BHEIPCHHUS CBPOIMCHCKOro
(hecTUBAILHOTO OIBITA B MPAKTUKY MPOBEIACHUEC YKPAUHCKHX MEKIYHAPOIHBIX U OTCUCCTBEHHBIX
TeaTPAITBHBIX IIPOCKTOB, UX CTPYKTYPHOTO OOOTAIICHUS M YCHIICHHS MX Y4eOHOTO KOMITOHCHTA.

KaroueBbie cjoBa: MEXKIyHApOJHBIC TeaTpaiabHBIC  (DECTHBAIHM;  EBPOICIHCKOE
KYJBTypHOE TIPOCTPAHCTBO; MAPKETUHT (ecTUBANS; (DecTHBATbHAS MTPAKTUKA Y KPAUHBL.
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BAPBUCTI EMOIIIi HA CHEHI «CIPOT'O TEATPY»

MeToro focTixKeHHs € PO3IVIs] OCOOIMBOCTEH PEaNiCTHIHOTO i MeTaOPUYHOTO MOIAHHS
crieHOrpaghiyHOro CepeloBUIIA, MOOYIOBAHOTO 33 KiHEMATOrpaiyHUMK MPUHIIUIIAMY, a TaKOXK
Jekopaitiii 10 mocraHoBok Kuiscekoro Ciporo Tearpy UyTTeBOro mcuxoanantizy, mo 0a3yrOThCs
Ha TepeiaBaHHi eMOLIMHO-TICUXOJIOTIYHNX CKJIA[JHUKIB JIFOJICBKMX BYMHKIB. [0 yBaru risiavis
TIPEICTABIICHO €CTETH30BaHi UyTTEBO-HACHYEHI CHEKTAKIl, 10 BHOCSATh Ha TeaTpabHy CLEHY
MPUHIMINA MOHTaXy KiHOQuUTEMy. MeToam MOCTIKEHHSI TIOETHYIOTH CHOCTEPSKHHUH Ta
AQHANTUYHANA OTJISM TIPUHLMINB (hOPMyBaHHS CLEHOTpadidHOrO CepeloBHINa, 3a0e3MeUyoun
po3rIIsAx crieHorpagivHoi MeTadopH Ha TITi UTFOCTPAaTUBHOTO Matepiairy. Tako BUKOPHUCTOBYETHCS
MOPIBHSUIGHUIA METOJI, IO 3YMOBIICHO HEOOXITHICTIO KOMIDIEKCHOTO aHadi3y CIeHOTpadidHnX
MPUHOMIB Ta PEXKUCEPCHKHX pillieHb. HaykoBa HOBHM3HA Moysirac y MOCII/DKEHH] BUCTaB, SIKI 11e
HEe CTald TEMOIO IPYHTOBHMX MHCTELTBO3HABUMX JOCHIIKeHb. I[IOpiBHSHO HOBHI TeaTp,
3acHoBanui y 2013 p., HE Mae YHCICHHMX peleH3ii, BIATYKIB Ta OIVSIB HPOoQeciiHuX
MHCTEITBO3HABL[B i TeaTpo3HaBIiiB. MOro MOCTAHOBKM pilllyde KOHTPACTYIOTh i3 TpagHIL{iHHIM
VSIBIIGHHSIM TIPO TOJIaBaHHs TeaTpajbHHUX CIOKETIB 1, HATOMICTb, JEMOHCTPYIOTH CBOEpiJIHE,
aBTOPChKE Oa4yeHHs 1 PeXKUCEPCHKOro, 1 creHorpadiyHoro pimeHHs. KoMIoHyBaHHS CIIEHIYHOTO
CepesioBHIIa TTOIOHO /10 KIHOKAJIpIB Ta BiTOBIAHI MEPEXOAM MDK Mi3aHCLEHAMH BHUPI3HSIOTH
nocraHoBk Ciporo teatpy 3-moMik iHmmx. BucnoBkmu. KuiBcekuit Cipuii Tearp UyrreBoro
TICUXOaHAJI3y € OJJHUM i3 HalIIKaBIIIMX SBHIL y Cy4acHOMY TeaTpalbHOMY KHTTI KueBa, amke
HOro IOCTAaHOBKM pO3KPHBAIOTH JpaMaTH4YHy MpPOOIEMAaTHKy 3 HECIOMIBAaHOTO YYTTEBO-
TICHXOJIOTTYHOTO OOKYy 3a JTONMOMOTOIO TPHHITAINIB KiIHOMOHTYBAaHHsS. ABTOpPCHKAa IHTEPIIpETaIlis
BIJOMHX KIiHOCTPIYOK 1 HaBiTh €JIEMEHTIB KOMII IOTEpPHOI TPH Ha CIIEHI JEMOHCTPY€E BMiHHSA
KOMILIEKCHO OCMHCITIOBATH Cy4acHEe Me[liliHe MHUCTELTBO i aanTyBaTH HOTO JUIs TEaTpallbHOTO
risaaya.

Kiro4oBi cjioBa: CIEKTakiIb, TeaTp; ICHXOJOTiYHA IMOCTAHOBKA, Jpama; eMOIiiHe
CHPUHHATTS; cLieHOTpadis.

[ocTanoBka mpo6Jjemu. HuHi B MHCTENTBO3HABCTBI aKTyali3ye€ThCsl MUTAHHS
OTJIANy HOBITHIX TeHICHLIH y cueHorpadii, Takux, K MOEJHAHHS HATYpalliCTHYHHX
1 MeTa)OpUYHUX EIIEMEHTIB Ta O0COOJUBOCTEH KOMIIOHYBaHHS irpOBOTO IMPOCTOPY,
a TaKOX MPUHITUITIB MOHTAaXY Mi3aHCIeH. Po3rnsgaroun cydacHi CIieKTakdl, CEOKeTHa
JiHIA SKUX MOOYIOBaHA HA CKJIAMHUX B3aEMHHAX MiXK YOJOBIKOM 1 JKIHKOIO, CIIiJ
Bim3Hauntu moctaHoBKU Kwuischkoro Ciporo Tearpy YyTTeBoro mncuxoaHamizy.
Tsopui Tearpy — BincenT i Binbrensmina MeTTens — po3BUBalOTh CBOK TBOPYICTH,
BiJIIITOBXYIOYHCH BijJ KiHeMaTorpagiqvHOTO MPUHIIUIY MOHTaXY KaJapiB, IPH IEOMY
HAWOUIBIy yBary NPUAUIAIOTh YYTTEBUM acleKTaM JpaMaTHYHOI MpOOJIeMaTHUKH.
VYci moCTaHOBKH LIBOTO TeaTpy 3aCHOBaHI Ha BJIACHUX TBOPAaxX MOJAPYX K MerTens,

104



Bicnuk KuiBcbKkoro HanioHaJIbHOTO YHiBepCHTETY KyJIbTYPH i MHCTELITB
Cepis: CueHiuHe MHCTEI[TBO BUITYCK 2 (2018)

AKI TEepPeryKyloTbcs 3 BIIOMHMH B CBITI JiTepaTypHUMH K KiHemarorpadidHUMHU
TBOpamu. IlogaBaHHS CLEHIYHOTO MPOCTOPY HPOJUKTOBAHE MOTPEOOI0 MIBHUAKOT
3MIiHHM Mi3aHCIICH 3TiTHO 3 TPUHIIUIIOM MOHTa)XKY KiHOILIIBKH. SIK IPUKIaau CKIaTHUX
MICUXOJIOT1YHO HACHYEHHX IMOCTAHOBOK MPOMOHYEMO PO3TIISTHYTH CHEKTaKIl «Aurica
i punm» (2014), «Bepmimion» (2015), «JIroboBHuit HacTpiii» i «2046» (2016).

AHami3 ocTaHHix Hociaimkensb i myosaikamiii. [TutaHHIM PO3TIATY CydacHOTO
TEaTpOTBOPUOTO IMpoliecy B YKpaiHi MPHUCBSYCHI YMCICHHI HAYKOBI CTaTTi, pereHsii
Ta KPUTUYHI BIAT'YKH B JPYKOBaHMX BHIAHHSIX Ta EJIEKTPOHHUX pecypcax. Bapro
3a3HAYMTH, IO YU HE HAWIOTYXKHIIIMI IUIaCT TEOPETHYHOTO Marepiany MOKHA
3HaWTH came B Mepexi I[HTepHeT, KyAW MOCHITHUKH W TeaTpajbHI KPUTHKH
BUKJIaJA0Th HE3aaHTa)KOBaHI Ta Mo30aBieHi KOH IOHKTYpHU MOTJIAOM Ha TeaTpajibHi
nifictBa. Cepen aBTODIB, SIKi 3BEPTAIOTHCS O TEMATHKHU CYy4acHOI'O YKpPaiHCHKOTO
teatpy, cmigx HazBatu O. Octpoepx, H. Brmamumupony, O.Knexoskina,
I'. Becenoebky, C. Tpukonenko. 3okpema, O. OctpoBepx i C. TpukoieHKO 3HAYHY
yBary NpUAUIIOTH caMe cueHorpagii BUCTaB, aHaNi3YIOUH OCOOJIMBOCTI XYJOXHIX
pimrens. Haromicts, I'. BecenoBcbkara H. BiamumupoBa po3risigaroTh pexucepehbKi
iHTepIpeTanii KIaCHYHUX PerepTyapHUX TBOPIB, a TAKOXK 3BEPTAIOThCA O HIOAHCIB
aktopcbkoi rpu. O. KiekoBkiH aHamizye cydacHi TeaTpOTBOpYi HpoLEecH Ha Tii
ICTOPUYHUX, TIPOBOJSYM CTPYKTYPHI Tapaneiai MK BiJOMAMH CIIEKTaKIISIMHU
HonepeHix enox i cygacaumu nocranoskamu (Tpukosenko, 2018, ¢.118).

Po3rnisin noTMyHMX 10 TeMu 1€l pO3BiAKM MyOJIiKalid MPUBOIUTH JO TAKOrO
BUCHOBKY. NPHHLIUIM B3a€MOBIUIMBIB MHCTENTBA Tearpy N KiHO HEOIHOPA30BO
MPUBEPTAIM yBary MHUCTEITBO3HABIIB, POTE MOCTaHOBKH «Ciporo teaTpy» Iie He
CTaJi MPEMETOM HaYKOBOTO OCMHCIICHHSI.

Mera cratTi — 3’ sicyBatu Ha MaTepianax nocraHoBok KuiBcekoro Ciporo Teatpy
UyTTeEBOTO NCHX0aHATI3y OCOOIMBOCTI 3aIy4eHHs KiHeMaTorpadiyHUX MPUHLIUIIB 10
TeaTpalibHUX IIOCTAHOBOK, a came. y TIIepexoJd MI3aHCIIeH, KOMIIOHYBaHHS
creHorpaivHOro 0QpopMICHHS

Bukiaax ocHOBHOro Matepiajty Aoc/igKeHHs. 3aTydeHHs KiHeMaTorpadidHOTo
NPUHIMITY MOHT2)XY BUCTAaBU CTaHOBHUTH IiKaBe W HelepeciyHe SBUIIE B CYYaCHOMY
TeaTpoTBOpUOMY Tporieci. [lomyk CKIQIHMX TICHXOJOTIYHUX Ta EMOIIHHO-
HACHYCHUX CIOXKETIB, L0 IMEPETHHAIOTHCS 3 BIJOMUMH KiHOKapTUHAMHU W HaBiTh
KOMI IOTEpHUMH IrpaMH, CTalM YHIKAIbHOIO BiaMiHHICTIO «Ciporo Teatpy»,
110 BUPI3HSE HOTO 3-TIOMIXK 1HITHX HEBEIMKHUX KONEeKTHBIB (MetTens, 2018).

BucraBa «Axica 1 [lpuHu» po3kpuBae mepen MsgadyaMH aJlbTEPHATUBHO
OCMHCJIeHI 3 TO3MIli cydacHOi mificHocTi ictopii JIptoica Keppona i AHTyaHa ne
Cenr-Ex3roniepi, OCMHCITIOIOYM 3HAKOBI apXeTwmw Jrojied. Pi3Hummsg B daci
NPOKUBAHHS TEPCOHAXIB BIAXOJUTh HA APYTHH IJIaH, MOCTYMAIOYUCh MOPYIIEHiH
mpoOJIeMaTHIII: TIe BXKe He MaJIeHbKa TiBUMHKA 3 BIKTOPIaHCHKOI AHTIIIT 1 HE XJIOYHK,
SKUW MaHApye 1Mo BcecBiTy B MONIIyKax CBOTO MICIS B JKHTTI; II€ NIBI JOPOCIIHX
JIOWHH, SIKI Ha CBOEMY BIKY 3a3HaJIM TOPS i BiI4yH OpyIl JOACHKOTO CYCIHiJIbCTBA.
OOuzaBa mepcoHaxi € CBOEPIAHMMH CHMBOJAMHU BigXOIy BiJl PEanbHOCTI, PO3PUBY
3 moOyTOM 1 TONIYKOM iJ€aJIbHOTO CBITY — SKIOI0O HE MarepialibHOTO,
To X0ua 0 Buraganoro. OOpa3 AJjicH CIIOYATKy TIYMauuTbCs K 00pa3 €BpPeChKOI
OIBUMHKM, fKa OpOHIIIa Kpi3h NEKI0 (almmCcTChKOro KOHUTAa0Opy 1 BTEKiIa Ha
cBoOomy uepe3 BUTPIOHY sIMy, KOTpa, 3aBASKM Ka3kaM Marepi, y i cBimoMocCTi
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nocrajga y BHIVIAI Kpossiuoi Hopu. [IpHHL, CBOIO 4eproro, TEX IMi3HAB BaXKKe
JUTHHCTBO, 3T0JJOM — MOJIOADKHI OaHIM I HeLacIuBe KOXaHHS.

3ycTpiu mepcoHaXiB cTajacs B MCHUXIaTpUUHIN JTiKapHi, 1¢ 00HMIBa OMMHIIACS
Yyepe3 CBOI0 HapKO3aJIekKHICTh. Yac Aii BUCTaBU cripuiiMaeThCs sIK cepeinHa XX CT..
BUpOCIIE TIOKOJIIHHS AiTeH BiiHM mparHyno 3ariaymuTd Gi3udHuil i AynieBHUR Oiib
QIKOTOJIEM Ta MEIUKAaMEHTaMH, 10 TPHU3BEIO JO MAacOBOTO AJKOTOJII3MY
i Hapkomanii B Kpainax €Bpazii. OOpa3 IlpuHma i3 mosicri-kazku A. ge-CeHT
Ex3tomepi mpoTHCTAaBISETHCS YOCOOJICHHSM JIIOJCHKHUX Ball, sIKi OCOONMBO BHpasKeHi
B inteororii damm3my. [Ipunan Bincenta MeTTens — OUTbII IOSHIH; BiH, Ha BiAMIHY
BiJl €K3IbTOBAHOT AJIICH, TIKCHO HAMAraeThCs BIJIIKYBATHCS.

Came depe3 CTaBJICHHS [0 JIIKyBaHHS PO3TOPTAETHCS 3aITyTaHUH, ICUXOJIOTTYHO
CKJIaJHUN CIOXKET. I'epoi CIIOYaTKy HparHyTh Ai3HATHCA OJUH IPO OAHOTO Oijblue,
MOIYTHO PO3KPUBAIOYM BIacHy Oiorpadiio; ajie mpu mbOMY HApKOTH4YHI (aHTa3ii
3aMilIaloTh peajbHi MMOJii, MPEACTAaBISIOUM iX y BUKpPHUBIEHIH (aHTacMaropuuHii
¢dopmi. 3okpema, oOHIBa EpCOHAXKI MArOTh BUraJaHUX JAPY3iB. B Ajicu ue Yemuk
(6e3MOBHUIT Tepoil — KiT, SKUA OiyKae MO CIeHI, IyTal4UCh y Hei Ha MUIAXY),
y [punna e 6apanuuk B kopoOiii i Tposinaa 3i crioranis (Tpukonenko, 2015, ¢.976).

I3 po3ButkoM nii 3'ABIAIOTBCA ¥ iHINI AiHOBI 0coOW, B SIKI HEPEBTUIIOIOTHCA
Yemwk i Tposnaa. [lis po3ropTaeTsecsi OAHOYACHO B CHOTOJCHHI, MUHYJIOMY 4aci Ta
ysaBHUX cBiTax repoiB. llocTymoBo ixHI 0COOMCTOCTI TPOXOASTH CBOEPITHY
EBOJIIOLIII0, TIEPEBTUIIOIOYHCE B aOCONIOTHO IHMIMX NepcoHaxiB 3 mouaTky XXI cr.
VHikanpHa O3HAaKa ITOCTAHOBKU IOJATa€ y CTBOPCHHI CHOXKETY HAaBKOJIO iCTOPii
BUTAJIAHOTO TIEPCOHAXKa, SKUM HacIpapni € Auica: 1i 0COOHMCTICTh 3aMiHMIIa COOO0
ocobucricTh Yenrika, KMl CTaB HE3BAHUM T'OCTEM Yy BIIACHIHM CBIJIOMOCTI; BOJHOYAC
Burisin IlpuHna npuiHSAB JiKap-micuMXiaTp AJs TOro, mo0 BHUMaHUTUH Aulicy
i Ha3aBK/IM BUKOPIHKTH ii 3 po3ymy cBoro maifienta (Tpukonenko, 2015, ¢.976).

Cuenorpadiss 70 T1Ii€i BHCTaBH — pEaiCTUYHO-UTIOCTpaTHUBHA, HE3MiHHA
BIPOAOBX [ii. Y KOXHOTO TMEpCOHaXa € CBOSI IEepCOHaNbHA (YyHKI[IOHAIBHA
JeKoparis, SKy 3aJifo€ BiH caM Ta HOro ysBHI CHIBPO3MOBHHUKH. I Aicu 1ie
Macmtabue kpicmo, s Ilpmama — werameBe Jmixkko. OCHOBHE CMHCIIOBE
HaBaHTAXKEHHs CHEHOrpadiyHOTO OQOPMIICHHS 3MIHIOEThCA 3aBASIKH Iepernajam
ocBiTieHHs. Tpeba 3a3HaYUTH, 110 caMe 3MiHHM KOJIbOPY i KOHTPACTHOCTI OCBITJICHHS
HaOIKAIOTh CIEHIYHY [0 O KiHOCTPIYKH, B SIKIH Kaapy MOHTYIOTHCS 3aBISIKH
3aTEMHEHHSIM.

BucraBa «Bepminmion» BuOynoBaHa 3a aHAJIOTIYHMM TPHHLUIIOM, aje B Hil
iIrpoBHH Ps HPOTIKa€ OJHOYACHO B TEMEPIIIHBOMY dYaci, peaJbHOMY MHHYJIOMY
i anbTepHaTHBHOMY MHHYIIOMY, SIK€ CTBOPIOE UIi ceOe TonoBHUI repoid. Croxer
cTBopeHoi Bimbrenmbmom MetTTeneM I’ €CH PO3KPHBAE ACTIEKTH CKIAIHUX B3a€EMUH
MDK YOJIOBIKOM 1 JBOMa JopormMu Homy kiHkamu. OcoOucToCTi IpyXKUHU
# KOJMITHROT KOXAHOI, TOYYTTS IO SKOi 3 POKAMH HE 3raciid, MOJIOHO J0 TepesiB,
KOJIMBAIOTBCS B MOTO CBIOMOCTI, 3MYLIYIOUH /0 IMOLIYKY 3ac00iB «BHIIIKYBaTHCS»
Bi MuHynoro. JlpyxuHa mHoJae iel0 CKOPUCTATUCS TIMHOTUYHUM HaBiIOBaHHIM
13 3aCTOCYBaHHSIM MEIMKAMEHTIB; BOHA MPHUMipsie HA ce0e OCOOMCTICTh KONUIIHBOT
KOXaHOI, BUKIMKAIOYM THIB Ta arpecilo YOJIOBIKA BIJIKPUTOK JIEMOHCTPAIIEIO
ii HeraTUBHUX siKocTei. CIOBO, IO Ma€ MOBEPTATH TEPOsi 10 PEaIbHOCTI, — HETUIIOBA
Ha3Ba YepBOHOTO BIATIHKY, SIKy 3HAIOTh HE BCi. Y TakWi CHOCIO MOSICHIOETHCS Ha3Ba
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BHCTaBH, ajke Bepminion — ofuH i3 mirMeHTiB kinosapi (Tpukonenko, 2015). Cioso
«BepMminion» BHOpaHO TMOAPYXKSIM HE BHIAJAKOBO. BOHO CHMBOJNI3YE KiHEIb
TIMHOTHYHOTO TPaHCYy ¥ BOJHOYAC TIO3HAYa€ EMOIlifHE HampyTry, arpeciio,
HPUCTPACTb.

[Mopanpmuii CIOKET PO3rOPTAETHCS JIOBOJII MOCTYIOBO; Mi3aHCLEHH 3yCTpiden
YOJIOBIKA 3 KOJHUITHKOIO i HUHINITHROO JTFOOOB’ IO 3MIHIOIOTH OJ[HA OJIHY, aKIICHTYIOYH
Ha THX Y4 TUX ciMeHHMX Herapa3fax. KyJbMiHaIi€lo BHCTaBU € YCBIJOMIICHHS
TepOEM BJIACHOTO 3JI0YMHY, CKOEHOTO 0araTto pokiB TOMY: YOJIOBiK yOUB 000X *KIiHOK,
aze oro posyM, BiIMOBIISIOYMCH NPUHAMATH Wi BYMHKH, CTBOPUB aJbTEPHATHBHI
peanpHOCTI, B KX BiH «3a0imykaB». Jlumie ogwH pa3 Ha piK, y PIYHHUIIO CMEpTi
yIIIOONIEHUX KIHOK, YOJIOBIK 3rajfy€ MpO CBOE KOJHIIHE >KUTTSA, HPU LBOMY
nepeOyBaroud B JBOX OKPEMHUX YSBHHX CBiTax, sfKi PyHHYIOTbCA MiJ HAaTHCKOM
npuBWaiB. [IparHeHHs MOKIHYUTH 3 MUHYJHM BHJIMBA€THCS B Oa)KaHHS 37aTUCS
NoJiii, ane BOHO IBUAKO 3racae, i repoii 3a0yBae Mpo CKOEHE 10 HACTYITHOT PiUHUIII.

CuenorpadiuHa KOHIENIIiS i€l BUCTaBH PO3POOJICHA aHAJIOTIYHO JI0 CHIEKTAKIIIO
«Amica 1 llpuHI». HepyxoMma iTIOCTpaTWBHA JeKopallisi, [0 Iepenac IMmooyT
CepeTHhOCTATHCTHYHOT MOJIOZIO] Mapu. 3HOBY Ha CIIEHI MeTajeBe JIKKO, Ha Iei pas3
BOHO HE CTAaHOBUTb IIEPCOHANBHY JEKOpalilo, HOro OJHAKOBOIO MipOro
BUKOPHUCTOBYIOTh yci NepcoHaxi. KoMIio3uuiiHy npoTHBary Ji>KKy CKJIaJa€ BETUKUH
CTiJ, HA SKOMY BHUBHIIYETHCSA JPaMaTHYHO OOYMOBIEHHH OykeT KBiTiB. OCBITIIEHHS
BIJINIOBIJIa€ HACTPOSIM IEPCOHAXIB, KYJbMIHAIMHI €Mi30[M MiJIKPECICHI SCKPaBO-
YEpPBOHUM KOJILOPOM, ITIOCTPYIOYH B TakWid crocid TOHATTS «BepMimion».
MizaHCIIeHN MOHTYIOTHCS TTONI0HO KiHOKapaM, aje 3aTeMHEHHS B JICIKUX €ITi30/1aX
3aMiHEHI Ha YepBOHE CBITJIO.

BuctaBu «JIto0oBHMI HacTpii» 1 «2046» — nBi yacTHHM OnHiEl icTopii, y sKii
iIeThbcs PO TOMIYK KOXaHHS cepex Oe3nmivi iHIIMX MOYYTTIB, NMPO TaK 3BaHYy
«caMOTHICTh y HaroBmi». [liss posropraerscst B cydacHomy Kwurai, me >XKHBYTH IO
CYCIZICTBY YOJIOBIK 1 JKiHKa, KOTpi Ji3HAIOTHCS MPO 3pajau CBOIX MapTHEpiB. 3araibHa
neyasib Ta CHijbHa poOoTa 301MKye 1X, MOPOIKYIOUH CHIIbHE B3a€MHE HOYYTTS, aje
CTpax KapJAWHAJIBHHUX 3MiH He Ja€ IM 3MOTY PO3JIyYHTHCS 31 3pajHUKaMu 1 OyTH
pas3oM; JInIIe KOPOTKi MHTI CHIBIIPalli MPUHOCSTH B3a€MHE HACOJIO)KEHHS.

CioKeT BHCTaBH 3all03WYEHO 3 OJHOWMEHHOTO KUTAaWCBKOro QinbMy, SKAN
JIEMOHCTPY€E BIUIMB BUMAQJIKOBUX ITOMIN HA KUTTS JIFOJICH, aHATI3YIOUH iX 3 TICUXOJIO-
riuHoi morysiay. 30Kkpema, 3pau MOAPYX K CTAlOTh BIIOMI Yepe3 OJJHAKOBI KpaBaTKU
i cyMmoukH, mpuBe3eHi 3 SnoHii, Kyau 304Th y BIAPSKEHHS OPY>KUHA TOJIOBHOTO
reposi i 4onoBiK repoiHi. XBHUJIMHHA X PI3HULSA B yaci 3ycTpidi cTaja HPUYMHOIO
po3cTaBaHHsI TEpOiB, SKi BHUPIMIMIN PO3IpBATH 3i 3BUYHUM OTOYCHHSM 1 BHiXaTH
pasoM. 3rojioM IOMIYK KOXaHOI MEPEeTBOPUTHCS IS Teposi Y CBOEPIAHY IMOAOPOK
cepell apXeTHUIIiB )XIHOUMX 00pa3iB, y SIKUX BiH OyJe HIyKaTd BiJOOpaXeHHS «dyKOl
TPy XKUHI.

VY chekrakii TCHUXONOTIYHO TOHKO TMEPEAAHO CHpPOOM 3HAWTH BTpaveHE IMIACTS
3 IHIIUMHU JIOABMH, KOTPI BTUIFOFOTH 30BCIM IHIINI OCOOWCTI SKOCTI W HaJexaTh
JI0 1HmMX comiaibHuUX Tpyn. CIHUIKYIOUYHCh i3 MPUHIMIIOBO BIIMIHHIMH TIEPCOHAKAMH,
repoi MPOBOAUTE CBOEPIIHE «TIPUPYUEHHSD TepPOiHb, SIKi 3 HANPYKEHHSIM CTaBIISITBCS 10
YOJIOBIKiB. Y Takuil crocid meper IMisfadyaMH BHHHMKA€ OHOBIICHE TIyMAuyCHHS CIOXKETY
«Masenpkoro nipuHIa» A. e CeHt-Ex3ztonepi, y sikoMy #eThest Ipo BiIOBIIaIBHICT 32
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THX, KOro npupy4wid. IIoBepHEHHs 1O CBO€i KOXaHOi Tepoil crpuiiMae Sk HaOyTTs
JIOBTOOYiKYBaHOTO, 0€33aCTEepeXHOr0 IIACTS, IPOTe BOHA BXKE HE MA€ HaMipy 3aJIMILIATH
CBOTO YOJIOBIKA, a/DKE Terep iX TMOB s3ye AUTHHA. AKIEHTYIOUM yBary Ha (paTampHuX
BUIAJIKOBOCTSIX Y JIFOJICLKOMY YKWTTI, TBOPIII BUCTABM BUBEJIM HA MEPEHIN IJIaH eMOITiHe
CIIPUMHSTTS CUTYaLil Pi3HUMH JIFOJCEKMMH XapaKTEPaMH.

OdopmreHnst miei BUCTaBH, SIK 1 TIOMEpenHix, 6a3yeTbesi Ha HEOOXiTHOCTI CTBOPUTH
CTaTH4HY, CTIHKY JeKopalito. B yMoBax BiacyTHOCTI TeaTpaibHOI MaliHepii, HeoOXiaHOT
JUTSL BUIO3MIH irpOBOTO MPOCTOpPY, OysI0 00paHO YMOBHO-aCOLIATUBHE PILLIEHHS, SIKE JaJI0
3Mory cgopMmyBaTH YHIBepcallbHE irpoBE cepe/loBHIEe. BcTaHOBJIEHI I KyToM JI0
3a/IHAKa, 0OOHMTI YEpPBOHUM 1 YOPHHUM aTiacoM IIMPMH CHMBONI3YIOTh BXOOH 1 BUXOIW
B MpPUMIILCHHS, aJaNTylOul Bi3yalbHE CIOPUHMHATTS MO OKpPeMi Mi3aHCLCHH.
Ha mepennpoMy TiaHi, sK i B CIEKTakm «BepMiTlioH», BCTAHOBICHI JIDKKO 1 CTil
31 CTUIBIISIMA;, BOHM TEMAaTUIHO PO3MUJICHI HA TIEPCOHATBHI JeKoparlii pisHUX T'epoiB, M0
3'SIBJISIFOTBCS. B PI3HUX eImi30/1aX. Sk 1 B MOMEPE/HIX CIICKTAKIISIX, MOHTYBAHHS Mi3aHCIICH
Harajye KiHOCTPiuKy, aje BiIMIHHOIO PUCOIO L€l OCTAHOBKU € BUKOPUCTAHHS B SIKOCTI
irpoBOro CepeoBHILA I1Ie i IPOCTOPY INISAALBKOTO 3aiLy, KOTPHUI aCOLIFOETHCS 3 BYJIULCHO.
Bci Bynmuni moxil 00’ €HYIOTBCS 3 iHTEp €PHHMH 1 3a JOMOMOIOK «MiKKAIPOBHX>
3aTeMHEHb, 1 3aBJFIKH IUIABHUM TIepexoJaM aKTOpiB 3 OJHI€l IUIONMHA B iHIIY.
HaiBaxxmuBimeM  actiekToM OGOpPMIICHHS € KOJOpUT JeKopariii 1 KOCTIOMIB. BiH
BUTPUMAaHHUN B Y€PBOHO-YOPHHUX TOHAX, TPAIHULIMHIX JUIs APEBHBOI KUTAMCHKOI rpadiky,
SKi TICHXOJIOTIYHO aCOLUIOIOTHCS 31 CTEPEOTHIIAMH TPHCTPACTI, XMKOI CEKCYaJIbHOCTI.
Mae pamito O. Octpoepx: «OmHAM i3 KITIOYOBHX MOHSTH KOHIENTYAJIHHOTO MHUCTEITBA
JIPYTOi MOJOBUHU X X-TO CTOPIYYSl € MOHATTS «CHBAHPOHMEHTY» — MUCTEITBA JOBKIIIIS.
L1 XymoxHSI TpakTUKa KOHIENTYaJbHOTO MHCTENTBa Mependadae poOoTy XyIOKHHKA
3 HABKOJIMIIIHIM CepeoBHIiieM. XyIoKHIME omopamu (Me/1ia) 1bOro SBUINA € THCTAISAIIIS,
BiZ€O, 3BYK, pemi-meiiau, otouytoue cepenopuiie» (Ocrposepx, 2012). TToroapmocs, o
B IIbOMY MipKyBaHHI HIeThCs TIPO BUKOPHCTAHHA He JHIIe KiHemartorpagidHux 3acoOiB,
a i 3aranbHONPUHHATHX, CTEPEOTUIHHX Bi3yalbHUX 3aC00IB.

HaykoBa HOBHM3HA [OCHII:KeHHS TOISATaE B aHami3i moctaHoBok «Ciporo
tearpy» («Auica i [Tpunm» (2014 p.), «Bepmimion» (2015 p.), «/Tro00BHUIT HACTPIiii»
i «2046» (2016 p.)), siKi me He OyJiM MPEIMETOM MHUCTEITBO3HABUUX JOCHIKEHb
1 HEIOCTATHBO PO3TIIHYTI TeaTpaIbHUMH KpUTHKaMu. KiHemaTorpadiuHuil npuHLIUI
MOHTYBaHHSI Mi3aHCIICH CTaB HOBUM Ta 3HAKOBHM SIBUILIEM Y HOBITHIX T€aTPOTBOPUHX
nporecax YKpaiHu, 1o norpedye cepilo3Hol yBaru HayKOBIIIB.

Bucnosku. Ha npuknanax mpoaHami3oBaHHX BHCTaB MOXKHA 3pOOUTH BHCHOBOK
PO HaWBAXKJIMBILI aCTIEKTH CTBOPEHHS IICUXOJIOTIYHO TOHKHX, €MOLIHHO HACHYCHUX
MOCTAaHOBOK, SKi JAalOTh 3MOTY Iepelatd OOpaHUuil CHOKET MaKCHMAIILHO IOBHO.
AKTYyaJbHICTh UYYTTEBOTO MIATEKCTY JIIOJCHKHX BYMHKIB MOJAETHCH IUIIXOM
BiITBOPEHHSI JIIOJICBKAX apXETHITiB, OCOOMCTICHI XapaKTePUCTUKH SKNX (DOPMYIOTH
MeBHUI psAn noaiil. BizyansHuil CKTagHUK BUCTaB MOEAHYE (PYHKIIIOHAIBHI €IEMEHTH
JIeKopallii 1 CyTo JeKOpaTHBHI JeTaji, IO MiJKPECIOTh HACTPOi MI3aHCIICH.
KonuentyansHo moctaHoBkd «Ciporo teaTpy» IEMOHCTPYIOTh NPUHLWI aganTarii
KIHOCTPIYKM TiJ TeaTpaibHy CIIeHY, 3asBISIOYM B TaKWH CIOCIO TPOTHUIIEKHICTH
JKaHPY TEJICCIeKTaKIIIB, Y AKUX TeaTpabHI MIHCTBA aJJalTOBaHI i KIHO(IIbM.

[TizcymoBy0UM pe3yabTaTH JOCTIHKEHHs, MOXKHA 3 YIIEBHEHICTIO CTBEPAXKYBATH,
mo KwuiBcekmii Cipuii Tearp UyTTeBoro mncmxoaHamizy € HAWIIKaBIIINM SBHIIEM
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Y Cy4daCHOMY TEaTpajJlbHOMY JKHTTI KI/ICBa, aJ’Ke HOro CHEKTaKIl PO3KpHBAIOTH
ApaMaTU4HY HpO6J’I6MaTI/IKy 3 HeCHOZ[iBaHOFO I‘I}’TT€BO-l'ICI/IXOJ'IOI"i‘IHOFO ACIICKTY.
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COLORFUL EMOTIONSON STAGE «GRAY THEATER»

The purpose of the article is to consider the peculiarities of arealistic and metaphorical
filming in a scenic environment which is built on cinematic principles. The article deals with
the scenery of the Kyiv Gray Theater of Sensual Psychoanalysis, which is based on the
transfer of complex emotional and psychological components of human actions. The attention
of the audience is presented anesthetized sensually-saturated performances, which introduce
the principles of film installation on the theater scene. The research methods combine
observational and analytical reviews of the principles of the formation of a scenography
environment, providing a study of the scenography metaphor against the background
of illustrative material. Also, a comparative method has been used, which is conditioned by
the need for a comprehensive analysis of scenography techniques and directorial decisions.
The scientific novelty consists in the study of the plays that have not yet become the subject
of prehistoric art studies. The relatively new theater, founded in 2013, does not have many
reviews, comments and professional art critics recommendations and theater critics.
His productions are in sharp contrasts with traditional ideas about the filming of theatrical
scenes, while they show a peculiar, author's vision and directorial, and scenography decision.
The composition of the stage environment is similar to the movie frames and the
corresponding transitions between the staging highlight the productions of Gray theater among
others. Conclusions. The Kyiv Gray Theater of Sensual Psychoanalysis is one of the most
interesting phenomena in the contemporary theatrical life of Kyiv, because its productions
reveal dramatic problems from the unexpected psycho-psychological side with the help of the
principles of cinema installation. The author's interpretation of well-known films and even
elements of computer game on the stage demonstrates the ability to comprehensively
comprehend contemporary media art and adapt it to the theatrical viewer.

Key words. performance; theater; psychological statement; drama; emotional perception;
scenography.
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Tpukonenko Cogpusn Tapacoena,

KaHOUOAm UcKyccmeogeoeHus.,
Hayuonanvnoui asuayuonnulil ynueepcumem,
Kues, Yrpauna

KPACOYHBIE OMOIIMN HA CHEHE «CEPOI'O TEATPA»

Lenpio mMccjeN0BaHUSA SBISETCS PACCMOTPEHHE OCOOSHHOCTEH —pealMCTHYECKON
U MeTapOpHYECKON IMONa4yd CIeHOrpadUIecKoil Cpeapl, MOCTPOCHHOTO II0 KHHEMATorpa-
(hryeckuM TIPUHIOWIAMH, a TaKke Oexopanuii Kk mocraHoBkaM Kuesckoro Ceporo Teatpa
UyBCTBEHHOTO TICMXOAHAIM3a, OCHOBAHHBIX HA Tepeaade dMOIMOHAIBHO-TICHXOJIOTUYECKUX
COCTaBIIOIINX  YEJIOBEUECKMX  IIOCTYNKOB. BHUMaHWIO  3puUTeNedl  IpeacTaBiIeHBI
ACTETU3NPOBAHHbIC YYBCTBEHHO-HACHIIIICHHBIE CIIEKTAKIIH, BHOCAIINE Ha TEaTPAIbHYIO CLEHY
MPUHIUIEI MOHTaxa (uiabmMa. MeToObl HCCJIETOBAHUS COYCTAIOT HAOJIOAATCIEHBINA
U AHAIATHYCCKUN 0030pbl MPHUHIUIOB (OPMUPOBAHUS CIICHOTpaQHUUECKON  Cpelbl,
oOecrieunBasl WCCIeIOBaHMs cleHOrpaduyeckoii Metadopbl Ha (DOHE WLTFOCTPATUBHOIO
MaTepuaina. Takke UCIOIb3yeTCsl CPABHUTEIBHBIN METO], 00YCIOBICHHBIA HEOOXOIUMOCTHIO
KOMILTEKCHOTO aHaJIM3a CIEHOTpadUIeCKuX MPUEMOB U pPeKUCCepcKux pemeHnid. Hayunas
HOBHW3HA 3aKII0YACTCS B HWCCICIOBAHHWU MPEJCTABICHUIN, KOTOpHIC €IIe HE CTadl TEMOW
OCHOBATEIbHBIX HCKYCCTBOBEMUSCKHUX HccienoBaHuii. CpaBHUTENILHO HOBBIM  Teatp,
ocHoBauublii B 2013 ., HE HMeEeT MHOIOYMCIICHHBIX PCIEH3MH, OT3BIBOB M 0030pOB
HpOd)eCCHOHaHBHBIX I/ICKyCCTBOBeI[OB u TeanOBeI[OB. EFO ITIOCTAaHOBKH peHII/ITeJ'[BHO
KOHTpaCTI/IpyIOT C Tpa}:[I/ILII/IOHHBIM Hpe)ICTaBJ'leHI/IﬂM 0 mmoagaye Teana.HBHBIX CHOKETOB, 3aTO
JICMOHCTPUPYIOT CBOCOOpa3HOE, aBTOPCKOE BHCHHE PEKHUCCEPCKOT0 M CIECHOrPadUueCKOro
pemieHusi. KOMITOHOBKA CIEHMYECKOH Cpelbl MOJOOHO KHHOKAJpaM U COOTBETCTBYIOIIUC
Mepexoabl MeXAy MH3aHCIIEHaMU BBIJIEISIIOT MocTaHoBku Ceporo Ttearpa U3 JApYrux.
BeiBoawbl. Kuesckuii Cepsiit Teatp UyBCTBEHHOTO MCUXOaHAIN3a SBISETCS OJTHUM M3 CaMbIX
WHTCPECHBIX SBIICHUA B COBPEMEHHOW TeaTpalbHOW km3HM KueBa, Belb €ro MOCTAaHOBKH
PaCKpPBIBAIOT IPAMATHUECKYIO MPOOIIEMATHKY ¢ HEOXKHUIAHHON TyBCTBEHHO-TICHXOJIOTHYECKON
CTOPOHBI C TIOMOIIPIO TPHWHIIUIIOB KHHOMOHTHPOBAHWS. ABTOpPCKas HWHTEPIpPETAIUS
M3BECTHBIX KHHOJCHT W JaKe DJIEMEHTOB KOMIIBIOTEPHON WIPHI Ha CIICHE IEMOHCTPHPYET
YMEHHE KOMILICKCHO OCMBICIIMBATH COBPEMEHHOE MEINIHOE MCKYCCTBO M aIalTHPOBATH €TO
JUTS TeaTPaTbHOTO 3PUTEIIS.

KiiloueBble cj10Ba: CIEKTakib, Tearp, IICUXOJOTHYECKas IIOCTAaHOBKA; JIpama,
SMOIIHOHAIBHOE BOCIIPHUATHE; ClieHOrpadusl.
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CIEHIYHA ITPAKTUKA MOCHIIA TTPHAKA B KOHTEKCTI
BEPE3LIbCHKOI CHCTEMHU BUXOBAHHS AKTOPA

Meta cTarTi — BHUCBITJIMTH KIFOYOBI MOMEHTH (DOPMYBAHHS YHIBEpPCATbHOI BHKOHABCHKOI
manepn WM. TipHsika # aKIeHTYBaTM Ha BAXJIMBOCTI PO3BMTKY TBOPYOTO iHTENEKTY MHTIIS,
TIOITYJSIPU3YBaTh  IIOCTATh . lipHsika sK pernpe3eHTaHTa Oepe3iIbChbKOi CUCTEMU BHXOBAHHS
aKkTopa cepel MOJIOOMX HAyKOBIIIB, MPAKTHKIB CIIEHH, CTYICHTIB-aKTOpiB Ta iH. MeTomoJioris
nociKkeHHs. TIporecoBi 10CITiKeH s CIIPHSIIN aHaTiTHaHMiT (ocMucIeHo noctats . Tiprsika B
Mexax Oepe3iIbChKOI CHCTEMH BHMXOBAHHS aKTopa), iCTOpHKO-Oiorpadiunuii (mpoaHai3oBaHO
CYCILTBHO-TIOMITAYHI TIEPSIYMOBH H ECTETHUKO-XYIOXKHI BEKTOPH TOTO Yacy, IO BIUIMHYJIH Ha
(dopMyBaHHS TBOPYOi OCOOMCTOCTI MHUTIS) Ta 3iCTABHO-THIONOTIYHMKA (mudepeHuiiioBaHo
BHKOHABCBKHI JIOPOOOK 3a MPUHIMIAMHE iCHYBaHHS B podi) Metony. HaykoBa HOBH3HA noysirae B
PO3IINpEHHI ySBIEHh PO NPOLECH (OPMyBaHHA BHKOHABCHKOi Mamepu WM. [ipuska Ha
OepesinbChkiit  crmeHi. OcoOmMBYy yBary MPHAUICHO aHAN3y THX IMIIEpaTHBiB-HACTAHOB
Jlecs Kypbaca, 110 BIDIMHYIM Ha PO3BUTOK IHTEJIEKTYAIbHUXI CMUCJIOTBOPYHNX YMHHUKIB Y POOOTI
aktopa. BucHOBKM. AkTopchka oOpassa Moea . lipusika Gepesinbchkoro —mepiomy
(1922-1933 pp.) BigpizHAIACS OCOOIMBOIO CTHIICTUYHOIO MHYYKICTIO, III0 JaBajl0 MHUTIIEBI 3MOTY
TMPALfOBaTH B PI3HHUX KaHPaX, IpaMaTypridHuX pealisiX, eCTETHYHUX CHCTeMax. Po3mist TBOp4Ooro
IUBIXY aKTopa 3aCBiquMB, 1[0 HOTO CIICHIYHA NMPAKTHKA BiJ0MBaIa MPOIICC BUXOBAHHS Oepe3iibIliB
Ha 3acajiax nenaroriku Jlecst Kyp0Oaca.

Kio4oBi ciioBa: BHKOHABChbKAa MaHepa Mocuma [ipHsika, yHiBepcambHHil aKTOp;
«rieperBopeHHs» Jlecs KypOaca; mpuHIuUI iCHYBaHHS B POJIi.

IlocranoBka mpodaemu. [lins cydacHOro 00 €KTHBHOTO  OCMHCIICHHS
0Oepe3iTbChKOi aKTOPCHKOI IIKOJIA aKTyallbHOIO € TyMKa IO T€, IO JO0 BITIYU3HSIHOTO
MHUCTELTBO3HABCTBA MAa€ OCTAaTOYHO IOBEPHYTHCS W 3aliHATH HaJeXHI NPOBigHI
no3uuii mocrars Mocuma Tipasika (1895-1989). Amke came 1eii akTop OyB He JMIIe
ineiinnM coparuukoM Jlecst Kypbaca, a i yTidroBauem HOro XymoKHiX iHTEHIiH; BiH
MaB YHIKallbHY 3[IaTHICTh BiATBOPIOBAaTH 3MIiCT PEXKUCEPCHKOT TYMKH, PO3KPHUBATH
CMHCJIOBI KOOM BHUCTaBH, OpPTraHIYHO ICHYBaTu B OyAb-SIKMX peallisfix CIEeHI4HOI
nificHocTi. Bigrak s po3yMiHHS MOMEHTIB OINAHYBAaHHS aKTOPCBKOi mpodecii,
0COOJMBO PO3BUTKY aHAIITUYHOTO MUCICHHS W PO3LIMPEHHS TBOPUOTO IHTENEKTY,
icropis . TipHaka BakmmBa i A0 CydacHOTO HABYAIRHOTO TIporecy. Kpim
BHCOKOXYIO)KHBOTO BIATBOPEHHsI 0ararboX CIIEHIYHMX OOpa3iB, MPUHIUAMOBUX IS
mucrenta 1920-1930-x pp., BHKOHAaBChKa TpakTHKa M. lipHska Bin6upana
W TEXHOJOTIUHWMH Npolec BUXOBAaHHSA aKTOPiB-Oepe3iNbIiB Ha 3acajax TeaTpajibHOI
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nenaroriku Jlecs Kyp6aca. Teopui 3Bepmenns H. I'ipnska Ha Gepe3ilbchkoMy KOHY
HE BUHUKAJIM CTUXIMHO, 3aBISIKH JIMILIE IPUPOJHOMY TaJaHTOBI aKTOpPA; BiH, HABIIAKH,
KpOK 3a KpPOKOM, BiIIIOBITHO JO OBOJIOAIHHS TICBHUMH 3aco0aMH Ta IpHHAOMaMH,
VIOCKOHAIIIOBAB MaiicTepHicTh. AKTOpchka npaktuka W. ipHska cBiguuTh, 1m0
YHIBEpCaJIbHOTO aKTOpa MOXKHA BHUXOBAaTH 32 JOIOMOTOI0 CUCTEMAaTUYHOTO TPEHIHTY.
Omnak, mob6 cTarm  «igealbHUM  aKTOPOM  OEpe3iIbCHKOTO  BHIIKOITY»
(3a P.Uepkammuum), Y. [ipHAKOBi J0OBEIOCA MPOHTH TEBHI eTanmu HpodeciiHoro
CTaHOBJICHHA, anpoOauii pi3HOMaHITHUX 3aco0iB XyAOKHBOI BHPA3HOCTI Ta
MIPUHIIUIIB aKTOPCHKOTO iCHYBaHHS B POJIi.

AHaji3 ocTaHHiX jgocaimkeHb i myOaikamii. 3aragpHOBiZOMO, IO
3a pangsHchkux uaciB M. TipEsak GyB mepcoHoro NON grata y BiT4M3HAHOMY
MHCTenTBO3HaBCTBI. CaMe 3 omisiAy Ha Lel (akT 3HAYHUK BHECOK y IOMYJISPU3ALi0
HOro  misTBHOCTI  3pOOMJIM  JOCHIIHWUKKA  YKpaiHChKoi miacmopu  b. Boituyk,
JI. IpaxeBcbka, O. TapHaBcbkuii, B. Tkau, 1O. [lleBenboB Ta in. Cepes HasBHUX
nyOrnikamii BapTo BHOKPEMUTH JBi KOMIUIEKCHI mpami: «B Mackax enoxu»
B. Xmyporo, 1O. luBuuua # €. bnakurHoro (1948) ta «HeckopeHi Oepesinbiii.
. Tipusix i O. JJo6poBonbchka» B. Pepyipkoro (1985).

CyTHicTh akTOpchkuX pobit M. TipHAKa B KOHTEKCTi JOCIIIKEHb MHCTEIBKOI
nisieHOCTI Jlecs KypbOaca Bmepmie oxpecieHO 3a pafSHCHKHX 4YaciB, HANPHUKIiHII
1960-x — na nmouarky 1970-x pp., y npausx H. Kopnienko, H. Ky3skinoi, JI. Tantoka.
Y 100y He3anexkHOCTI YKpaiHu, KOJM 3MIHMJIACS CYCHUIbHO-MOJITHYHA CHUTYaIlisl,
Ha OKpeMi emisomm TBopuocTi M. TipHSKa 3BepTamM yBary Taki JOCIHiIHHKH,
sk O. bonpkoBchka, I. Becemoncrka, 1. Bomumbka, B. I'aiimaOGypa, M. I'apOy3iok,
I. Ayruak, H.€Epmakosa, O.Kiexoskin, H. Kopnienko, O. KpacuinpHukosa,
C. Makcumenko, H. Ueyens Ta iH.

Ha cydacHoMy eTamni po3BUTKY MUCTELTBO3HABCTBA, 30epirarouu mie€TeT 10 mpaub
MOTICPETHUKIB, HEOOXIMHO 3a3HAYMUTH, IO isITHHICTH 158 T'ipasika Oepe3iTbChKOTO
nepiogy (1922-1933 pp.) me morpebye TMEBHUX TEOPSTUYHUX Yy3araibHEHb
Ta HayKOBHX KOHOTALiH.

Mera cTaTTi — BHUCBITIMTH KIIOYOBI MOMEHTH (DOpMyBaHHA YHiBEpCaIbHOI
BHKOHABCHKoT Manepu M. ['ipHska if aKLIEHTyBATH Ha BAXIIMBOCTI PO3BUTKY TBOPUOTO
iHTenekTy MwuTHS; momynspu3yBaTH nocrath . TipHAka Sk pempeseHTaHTa
0epe3inbChKOi CUCTEMH BHUXOBAHHS aKTOpa CEpell MOJIOAWX HAyKOBIIB, MPAKTHKIB
CIICHHM, CTY/ICHTIB-aKTOPIB Ta iH.

BuKIa7 0CHOBHOTO MaTepiaty jpociimkenHs. Binomo, mo M. Fipusk BeTymus 10
Mucrenpkoro 00’emHaHHS «bepesinmp» 1922 p., MaruM 3a IUEYMMa CEMHUPIYHHNA
npodeciitanii gocBia. ToX I KOHKpeTH3amii Ta 3’ ICyBaHHS CICIM(IKH BIKOHABCHKOT
npaktuku M. Tiprska Gepesilbchkoro mepiomy € notpe6a 3BepHYTHCS B Iiil CTarTi
i 10 OKpeMuX emizomiB 6iorpadii MUTI, IO CHPHUSIOTH (POPMYBAHHIO ILTICHOTO TIOTIISITY
Ha TBOPYICTH AKTOpa, PO3KPUBAOYM HMOTO CICHIYHMN JOpOOOK Ha TATUIBKIN CIIeH,
30KpeMa Ti mpodeciiiHi HanpaloBaHHs, 3 IKUMH BiH BcTynuB 10 MOBy.

OcHoBHMM JKepenioM BHCBiTIeHHs [ipHsKoBoi Oiorpadii € memyapHa KHHUra
«Criomum» (1982). V mpomy cBoepinsomy amapkopai M. Tipesk posmosizae mpo
TOJIOBHI BIXHM JKUTTS Ta TBOPYOCTi, XapakTepH3y€ MHUCTCLBKI W CyCHiNbHI peaiii
VYkpainu nepioi momoBuHu XX cT. 30kpeMa, 3 Oiorpadii MUTIS BioMO, IO BiH
HapomuBcss 14 kBitHa 1895p. y rammipkomy Micteuky CrpycoBi (HuHI —

115



Bulletin of Kyiv National University of Culture and Arts
Seriesin Stage Art ISSUE 2 (2018)

TepeOopisiHCbKOTO paiioHy, TepHOMiNbCHKOT 00nacTi). 3axOILTIOBATUCh TEaTPOM
. TipHsiK moYaB Ime B LIKiTHOMY Billi, 60 MaB 6arato BpaxeHb i Bij ['yIyIbCHKOro
tearpy lHara XorkeBuua, i Bifg «TepHOIMIBCHKUX TeaTPaIbHUX BEUOPIB» X
kepiBHunTBOM Jlecs Kypbaca, i ocodnuBo — Bij Tearpy ToBapucta «Pycbka Oecina»,
Ha KOHY SIKOTO BHCTyNadd IMpoBiAHI Taimuupki akropu B.IOpuak, [. PyOuak,
K. PybuakoBa, A.OcunoBuueBa ¥ iH. Aktopum «Pycpkoi Oecimm», 3a OKpPEeMHUMH
BUHATKaMH, HE Malld crenianbHoi (axoBoi ocBiTH, 00 Ha CIeHI NepeBakaiu
akTopcbki auHacTii. [loTyxHui TBOpuMid iMImynbc TeaTp «Pychpkoi Oecigm» oTpumas
32 JTHPEKIIii Nocuma Crannuka (1906-1913), sxuii HamaraBcs OXOIIMTH SKOMOT'a
OinpIre crieHigHUX (popM 1 skaHpiB, BUPOOUTH ME€BHI MPUHIIUIN BUKOHAHHS.

JInst MOJIONHX TaNTMIBKUX Heo(hiTiB, M0 AKMX Homyuuses i U. Tipusk, Teatp Gy
CBOEPIAHOIO JIA0OPATOPI€I0 Mi3HAHHS CBITY, YOTO HE MOTIIM JIaTH B THX CYCITUTEHO-
MOJIITHYHUX YMOBaxX iHMII cdepu IisIbHOCTI. MHUCTENBKI 3acaad, BUKOHABCHKI
Tpaauiii, 0araToBEeKTOpHa CTHIIICTHYHA CIPSIMOBaHIiCTh «PychKkoi Oecigu» CyTTEBO
BIUIMHY/IM Ha (OpMyBaHHs TBOpuoi ocobucrocti M. TipHska. YIPomoBK IMIKiTbHHX
POKiB BiH HEOTHOPa30BO GpaB yuacTh y BHcTaBax M. CTajgHMKA SIK CTATHCT, 1O JAJI0
3MOTY OCATHYTH a3U aKTOPCHKOT Mpodecii, BiTIyTH CBOE MOKINKAHHS.

podeciitny akropchky mismmbHicTs Mocun Tipusk posmouas 1915 p. Ha Koy
Crpinenpkoro Tearpy mim kepiBHunTBoM K. PyOuakoBoi, y sxomy Oymo 3i6pano
nepeBaXxxHy OibIIICTh akTOpiB Tearpy «Pychkoi 6ecimm». CTpinenpke KOMaHIyBaHHS
HAJAJI0 aKTOpaM MOTPiOHI AOKyMeHTH, i BoHM a0 1918 p. racrponroBayiu mijx oro
narpoHaroM y JIpBOBI Ta iHmMX MicTax ['annumHu, HE OKYNOBAaHUX POCIHCHKOIO
apMiero.

3HauHi cmnoniBaHHsd Ha [ipHAKOBMI TBOpYMH TIOTEHI[iall TOKIANaB aKTop
i pexucep Crpinenskoro Tearpy €. KoxaHeHko, KUl ofpasy K IOYaB OPYYaTH
HOBAYKOBI Pi3HI POJi — XapaKTepHi, KOMEiifHi, JpamMaTWdHi, OIEpHi, OMEePETKOBI.
M. Tipusik 3irpa Xomy y «Oif, e xomu, I'pumro» M. Crapuibkoro, AHTOHA
y «[lommmucey y aypui» M. KponuBaunpkoro, TuGepiss [opobus B iHcueHizamii
moBicti «Biit» M. Iorons, cmiBaB maprtito pocilicbkoro odirepa IBana B ormepi
«Karepuaa» M. Apkaca 1a iH. JKaapoBe po3mairtsa penepryapy CTpiJIenbKoro Tearpy
3yMOBHIO (DOPMYBaHHS YHiBepcaabHOI BHKOHaBChKoi Madepu M. Iiprsika. AGu
IIONHS HAJALITOBYBAaTHCA HAa KapAWHAJIBHO NPOTWICKHUH EMOUIMHUHA CcTaH, Bif
JpaM¥ 0 OTepeTd W HaBIaKW, aKTOp MOBHHEH OYB BOJIOIITH YAMAIUM apCeHAIOM
3ac00iB XyIOXHBOT BHPA3HOCTI i TEXHIYHMX HaBHYOK. EMomiiiHOTO pi3HOOapBHOTO
BUKOHAHHS, 3 SKUM TIOB’s3aHi IOHAIbKI MiJIHECEHI BpPaXEHHS BiJ TpU TPOBITHHUX
akTopiB «Pycpkoi Oecimm», . I'ipHsAk HamaraBcsl JOCATaTH y BIACHIN CIEHIYHIN
MpaKTHLll. AKTOPCBKOMY TapTyBaHHIO HOBayka HEOJHOPA30BO JoIoMaraia
NPUCYTHICTE Ha cleHi BuaatHux akTpuc A. OcunoBuueBoi Ta K. PyOuaxoBoi.
IaprHepcTBO 3 HUMH Oyno jutst M. [ipHsika cepito3HO0 mpodeciiiHo MKONok, BiH
mepeiiHsaB 0araro HABHUYOK 3 JCKJIaMarlii, BOJOMIHHS TOJIOCOM, YYHUBCS MHTTEBO
BiJITBOPIOBATH €JICMECHTHU MI3aHCIICH, BUBYAB 30BHIIIIHI MAJTIOHKHU POJIEH.

Vmitky 1918 p. Crpineupkuil Tearp pos3maBcsi. 3rogoM Ha ioro ©0asi OyB
OpraHi30oBaHHWU TeaTp TOBapHCTBa «YKpaiHChKka Oecima» 3a mupekmiero B. Koccaka.
Becnoro 1919 p. tearp «YkpaiHcbka Oecima», Binmamnsrouuch Bia JiHil (poHTY,
ractpomoBaB 'y Kawm' suui-Iloginecexomy, IIpockyposi, Morunesi-Iloninscekomy,
a Bke Ha mouyarky 1920 p. y BinHHWII mpuegHaBcs A0 YacTHHHU Tpynu Moiomoro
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Tearpy. 3romoM MUTLI yTBOpwiH Tpymy HoBoro gpamaruuHoro tearpy im. IBana
Opanka, o ckimamy skoi BBidmum A. byuma, B. Bacunbko, O. Barymns, I1. lonuHa,
0. J1oOpoBoIbCHKA, K. KomeBcrkuid, M. KpymeasHUITEKHH, I. PyGax,
I1. Camiiinenko, I'. FOpa Ta iH.

3 tearpom im. [. @panka akrop mepeixaB mo UYepkac. 3a wac mepeOyBaHHS
B CKJIaJi 11b0r0 KonekTHBy M. TipHsk 3irpaB ummano poeit, po6oTa Ha| AKMMH depe3
eKCTpeMaJibHi YMOBH ICHYBaHHs 1HKONM TpWBaJa JHIIe Kinbka IHIB. Hum Oymu
cTBOpeHi oOpasu OaraTbox mepcoHaxiB i3 n'ec B.Bunnuuenxka, 3okxpema, Lltida
3 «Yopuoi [TanTepu ta binoro Mensens», Muxacs, Arrenka, Cepeauyka i3 «Ipixa»,
Monozoro, Moitia A6pamosuua, Biranis Bopucosuua 3 «[lanau Mapu». U. Tipusx
OpaB yd4acThb y NOCTaHOBKax 3a TBOPAaMH 3aXiZHOEBPOIECHCHKUX Ta POCIHCHKHX
KIIaCHKiB, 30KpemMa 3irpaB ®Pabpwuirio, Mapkiza ne Pimmadpara y «locronuHi 3aizmy»
K.Tompnoni, bapromo y «Becimmr ®@irapo» II. bomapme, bob6unHChKOTO,
JloGunnckkoro, Ocuma y «Pepizopi» M. Torons ta in. Y Yepkacax M. Tipusx
nponpamoBas 1920-ii ta momoBunHy 1921-ro p.,ane HOpPO3yMiHHS 3 KEPiBHUKOM
teatpy I. FOporo He 3HalIIOB.

V 1921 p. uactuna akrtopis, a came. A.Byuma, U.Tipmsk, JI. [punnmax,
O. Jo6poBonscbka, II. Camiiimenko Ta iH. BHHIIIM 31 CKIAAy TpYyHH TeaTpy
iMm. . @panka # opranizyBamu Tearp-ctymito iM. [. @panka. 3a KOpOTKHI Tepion
icayBanHs Crymii Oyno TOCTaBI€HO 4YacTMHY TBODPIB 3 pemepTyapy Tearpy
iMm. [. ®panka, a Takok «Tanerp xutTs» Onekcanzpa Onecs, «Ha meprri rymi»
C. Bacwipuenka, «Kaminawmii rocmomap» Jleci Ykpaimku # iH. [licma tpuBammx
manzpis y 1922 p. . liprsk 3 apyxunoo O. JIo6poBoNbCchKo0 BHixaB 10 Kuesa,
00 BeTynutu 10 Mucterpkoro 00’ efqnanHs «bepesinb». Pazom 3 HUMU 11ina Tpymna
akTopiB Oyna mpuitasra no 4-1 maiictepui MOBy. Lleit mouarkoBuii etam TBOPYOCTI
1. Tipasika, mo 6a3yBaBcst HA KPalIMX BUKOHABCHKHX TPAIHINAX TAlMIBKOI CIEHH,
OyB CepiO3HIM TPaMILTIHOM ISl IOAAIBIIOTO MPO(eCiifHOTO CTaHOBIEHHS aKTOpPa.

CniBnpans H. Tiprska 3 Jlecem Kyp6acom posmouanacs 1923 p. y Buctasi «I'a3z»
3a I. Kaiizepom, y sIKiif akTop 3irpaB emizonndHy poib llpencraBanka Bnagm. 1924 p.
aktop OpaB yuacth y KypbacoBux BucraBax «[aiimamakm» 3a T. llleBueHkom Ta
«Maxber» 3a B. llekcnipom. Takox y 1924 p. akrop 3niMaBcst B Opeci y ¢inbMmi
«Bennerra» (pex. Jlece Kypbac), ne 3irpas pons [Tona.

OnHUMY 3 Haiibinbur Baromux po6iT M. Fipusika y MOBi, 1mo icTOTHO BIIMHYIH
Ha i#oro TBopue cTaHOBIeHHs, Oynu poni Jximmi [irrinca 3 BHCTaBH
3a onHoiiMeHHuM TBopoM E. Cinkiepa (1923) it Mukomu II 3 KypbacoBux BucTaB
«Hanepenonni» (1925) ta «IIpomor»(1927). TipHsikoBi cortianbai Macku J[KiMMi Ta
Mukonmn Il BimOWBadM >KHATTEBI KOJMI3ii KOHKPETHHUX OCOOHWCTOCTEH 1 BOIHOYAC
(hOKyCyBaiu aKTyaJIbHI CYCIIIBHO-TIOIITUYHI TPOOJIEMH.

VY Kuesi, kpim pobotu 3 Jlecem Kypbacom, aktop OpaB ydacTh y BUCTaBaxX iHIITHX
Gepesinbchknx pexucepis. . TipHsK MpaiioBaB y pi3HUX XKaHPAX, CTHIICTHKAX, 110
JoroMaraio HoMy pO3BHBaTHCh, HaOUpaTuCh JOCBiy, Ypi3HOMaHiTHIOBaTH
TEXHOJIOTiuHi TpuifoMu akTopchkoi mpami. 1924 p. M. TipHaxk rpas y BHCTaBax-
aritkax ~ «Mamuaobopui»  (pex.  @. JlomaruHcekuit) Ta  «JlroquHa-Maca»
(pex. I. IrnaroBu4), oOuaBi 3a TBopamu E. Tomepa. 1li BUCTaBU CTBOPIOBAJIHCH 32
OPUHIMIIOM MAacOBHX BHJOBHII, y SIKMX HE IMependadanocss po3KpHUTTS XapakTepy
OKpeMHX IepcoHaxiB, 00 Bci JifioBI 0cOOM ManM BiATBOPIOBaTH MacoBWH 00pa3s,
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II0 CHMBOJI3yBaB II€BHE SBHILIE CyYaCHOCTI — IHAycTpianizamito, peamii
KamiTajicTHuHoro ycrpoilo Tta in. Hacrymmoro, 1925 p.J. Tipusik 3irpas
T'omoxBocToro y Buctasi «3a aBoma 3aifisiMm» 3a M. Crapunkum ta B. SIpomenkom
(pex. B. Bacuibko), Komasky y «KomyHi B cremax» M. Kymima (pex. I1. Bepesa-
Kynpuupkwmii), Cipa ne beninst y «XKakepii» 3a I[1. Mepime (pex. b. Tsrno).

V nmpoueci awamizy TBopuocti M. Tipuska B MOBi BunHKae mnoTpe6a
3aKLEHTYBAaTH yBary Ha TUX YMHHHKAaX W MEpeayMoBax, L0 CIPUSUIH PO3BUTKOBI
NpUPONHUX 3AI0HOCTEeH akTopa, Jomomarand (QOpMyBaHHIO HOTO BHKOHABCHKOI
MaHepu. Amxe ['ipHsAKOBa CIieHIYHA TpakTWKa Oyia HIUTBHO TOB’ S3aHa 1, 3HAYHOIO
MipO¥0, 3aJIe)KHA Bl MECTEIIFKUX TPOIIECIB Ta MOMIYKiB, IO BiI0YBAIUCH Y TBOPIOMY
KOIEKTHBi Gepe3ibIiB. 30KpeMa, Ha pO3BHTOK TBOPUOI iHaMBixyansHOCTi U. FipHaka
BIUIMBanu 1 HactaHoBu Jlecs KypOaca, 1o croHyKaimu akTopa 3aMHCIIOBATHCh HAX
XapakTepoM CBO€i POBGOTH, UMTAaTH pPEKOMEHIOBAaHy JiTepaTypy , i mnpakTwumi
3aHATTS, TPEHIHTH. 3 IBOro MmpuBoAy AocmigHuns H. €pmakoBa 3a3Hayae: «3a Oylb-
SAKMX YMOB NPHHLIMIOBOIO Oyla BHMOra TpaHWYHOI BHPA3HOCTI aKTOpa-MaucTpa,
a TOCTiHe (axoBe caMOBIOCKOHAJIEHHS — 000B’ s3k0BHM. B ineaii Bci 11i mporecu
MaJii BiiOyBaTuCsl peryiisipHo. [lepeBakaHHS SKCIPECIOHICTUYHOT, OyIb-AKOi 1HIIOT
XyAOKHBOI 17€0JI0OTil HE <«CKacoOBYBaJO» >KOAHHMX BHMMOT [0 TpPEHIHTiB, BIpaB,
SIKi MOTJTM BapilOBaTHCs, ajie Hikou — ckacoByBarucs» (2008, c.21).

Bigrax M. TipHak pa3soM 3 KoleramMm HacamIepe;] y4MBCS BOJOIITH BIACHHM
TiJIOM, POOHMTH HOro KIIOYOBHM IHCTPYMEHTOM CBO€i pobotu. Llpomy crpusiiu
3aHATTS 3 aKkpoOaTuku i riMHacTukd, ki y MOBi npoBogumu @. JlonaruHChKHN Ta
I1.bepe3a-Kynpunpkuit, a putmiky i Gamer Bukiamana B. Uwuctaxoma. Lli mocuts
cKianHi (i3MYHI BIPaBU CHPHUSUIA PO3KPUTTIO 0ararbox MOTEHUIHHUX MOXIUBOCTEH
TiJa SIK MaTepiary akKTOPChbKOi Mparii.

OkpiM TPEHIHTIB, 3HAYHE MICLE B aKTOPCbKOMY HaBYaHHI OEpE3LIbLIB MOCILAIA
3aHSTTS 31 CLGHIYHOT MOBM # OCHOB puTMy. IX y MOBi npooaus M. Kyniu, skuit
OparHyB  HaBYUTH  JIPaMaTUYHOIO aKTopa JOCKOHAJIO  BOJIOAITH  TOJIOCOM
32 pO3pOOJICHOI0O HUM METOOUKOI0. TakoK BaXKIMBUMHU [UIS TIPOLECY BHXOBAHHS
aKTOPiB-Oepe3uIbIliB Oy/IM 1 BIpaBU 3 MIMOAPAaMH, TOOTO €TIONW HA BH3HAUCHY TEMY,
HAI[JICHI Ha PO3BUTOK CIIOCTEPEIIIMBOCTI, yBaru, ysBu. «Y MiMmoapaMax tpebda Oyio
NPOUTIOCTPYBaTH Te, L0 aKTOp 3a3dalieriib HaMITHB y CBOiM ysaBi, OyB 3IaTHUM
3adikcyBaTH y CBOTi mam’ i Ta TouHO noBroputi» (CipHsk, 1982, ¢.161).

CucreMaTuyHi 3aHSATTS Aajdd 3MOTY BIIOBHI PO3KPUTHCS TBOPYOMY IMOTEHIIATy
. Tipusika: Bim OyB 3amisHuil Maiike B YCiX KOHCTPYKTHBICTCHKMX MOCTAHOBKAX
MOBby, B sixkux Tpeba Oylio BIPaBHO <JIiTaTW», CTPUOATH ¥ OiraT Ta «IIMpPKi30BaHUX»
BHCTaBax, NOOYyIOBAaHWX Ha CKIAAHIA EKBUTIOpHCTHIN, aKpOOAaTHYHHMX TPIOKaX.
[MapanenbHO 3 ONaHyBaHHSM OCHOB IUIACTHKH, pPYXy, AaKTUBHO PO3BHBAaBCS
1 3arajJpbHUIA KPYro3ip MUTI, 0 OyB IMO3HAUYEHWH MIMPOKOIO EPYIUIIIEI0, aHAIli30M
peaiiii CydacHOCTi, OCMHCIICHHSIM BJIACHUX il Ha CICHi.

CknagHuM 1 TEpHIOYEeproBUM 3aBIAHHAM akTopa OyJO OCSTHEHHS CYTi
KypbacoBoro «rmepeTBOpeHHS» i BMiHHS MPAIOBATH 32 UM OCOOJHBHUM MPHHIUIIOM
moOyIOBH CIIEHIYHOI 00pa3HOCTi, B OCHOBI SKOTO JIEKaB «yMOBHHH, MeTapOPUIHUI

4TIpumipom, y mpomeci poborti Hax obpaszom IlpeacraBHuka Bmagu y Buctasi «las», M. Tipmsx
crynitoas npamio O. llInenrnepa «Cytinku €Bponu», TBopH [koHa Pina.
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crioci0 y3arajabHEHHS JMIMCHOCTI B MUCTENTBi, BIiJOOPa)XCHHS SIBHUI JXUTTS HE
OyKBaJIbHO, a 3 MiAKPECICHHAM, BUAIJICHHSIM B HbOMY T'OJIOBHUX, CYTTEBUX PHUC, TOTO,
o TparHe akmeHTyBatd wmutenp» (bobomko, 1987, ¢.99). Jlns 1mp0oro axTopoBi
noTpiOHO OyJIO pO3BHBATH 1€ OIHY BAXKJIMBY TBOPUY SIKICTh — YMIHHS PalliOHATBEHO
BUPILIYBaTu MOCTABJICHE PEXUCEPOM 3aBlIaHHA. | came B mpomeci iHTeNneKTyanbHOI
poOoTH, TIMOOKOTO OCMHCIEHHS Mano O Hapo[KyBaTuCs B aKTOPCHKiH ysBI
npUTaMaHHe JHIIe Horo nmcuxo(i3uili «IepeTBOPEHHS» CIIEHIYHOTO 00pasy.

Cepii03HO MOCHPHUSIO TOYHOMY, CYTHICHOMY po3yMiHHIO KypOacoBux iHTeHLIiN
me @ Te, mo W.Tipuak 6yB ramuuanmaoMm. Llj0 HemOCHimKeHy mpobaemMy
CITOPITHEHOCTI TICUXOJOTIYHMX THITIB a00 THITIB EMOIIHHOI TOBEMIHKH TIEBHOTO
perioHy, B HamoMmy Bumanky [amuuunm, mnopymmna Ha nouatky 1990-x pp.
H. Kyzskina. Bizomo, mo ocHOBHy uacTuHy Tpynu «bepe3oys» CTaHOBHIM came
rammyanu. [. bab6iiBua, A.byuma, f. bopTHuk, . lNpask, M. KpymienbHAIIBKATH,
®. Jlonaruncekuii, C. @enopuena i iH. Ha nymky H. Kyszskinoi, npoBinHi akropu
nerxko posyminu Jlecs KypGaca Tomy, 60 Oynu stombMu OnHi€l 3 HUM KYJIBTYpH.
«Jlna Kypbaca mpuposaHe 3icTaBieHHS SBHII YKPAiHCBKOI KyJBTYPH 3 JIITEpaTyporo
1 TeaTpoM HIMEUbKUM, MOJbCHKUM. J[0 MOpPIBHSHB 3 POCIHCHKOIO KYJBTYpOIO BiH
BAAETbCS HaA3BUYalHO piako. | akTopu, ski HaByauucs B TiMHa3isax [anuuuHu
1 BUB4aM ab0 YyJIr HAaBKOJIO MOJIECHKY Ta HIMEI[bKY MOBY, PO3YMILJIH HOTO 3 MiBCIIOBA!
iMm He Tpeba Oyn0 HIYOTO BTIyMadyBaTH, TOBOAWTH MPHUPOAHICTD THUX YH I1HIINX
nopiBHsHb, MeTadop» (Kysskina, 1993, ¢.14). Uepes e il MOHATTS <IIEPETBOPCHHSI,
okpecneHe Jlecem KypbOacom IyHKTHPHO Ta Yy3arajJbHEHO, aKTOPH PO3YyMIIH
i noxtagany 0araTboX 3yCHIIb JIJISl HOTO BIATBOPEHHS Y MIEBHUX CIICHIYHUX 00pa3ax.

3aranpHOBiZOMO, Mo KypOacoBa ifes «mepeTBOpPEHHS» 0a3yeThCs Ha CHHTE31
TeaTpaJbHOr0 MHUCTEUTBA 3 HAYKOBHMH PO3pOOKaMM Yy cdepi XyAOKHBOI KyJIBTYpH,
JiTeparypu,ncuxonorii, dinocodii Tomo. BoHa «IIpoTHCTOITH €CTETHIN HATYpalizMy,
MPUHLMTIAM KOITIFOBaHHS XUTTEBUX (OPM Yy MHCTENTBI, MIIACKOMY MOOYTONHMCAaHHIO,
nacuBHOMY (otorpadysanHio niiicHocti» (Kypoac, 1988, ¢.23).

Opnnak Tomi po3poOku Jlecs KypOaca me He HaOynu mapaMeTpiB TeaTpajibHOTO
MeTony, 00 B 0araThbOX HACTYIMHHX JIEKISX 1 BHUCTYIMAX IEPEOCMUCITIOBAIICS
i yTouHtoBanmcs. 30Kpema, Toi Xk, y kBitHi 1925 p., Jlece Kypbac y nekuii 3 mpakTuku
cuenn «lIpo mepeTBOpeHHs SK OAWH 3 00pa3HUX 3ac00iB PO3KPHUTTS IIMOOKOI CyTi
KHTTS» 3aKIEHTYBaB Ha JICIKHMX MOMEHTAaX <IepeTBOPEHHSI». «MH po3yMiemMo, —
nosicHioBaB Kyp0ac, — 1m0 Hama Hayka Mpo TEpeTBOPEHHS € caMe THM METOJO0M
Tearpy, SIKMi, OyAydu LIJIKOM peaniCTHYHIM, aOCOJIOTHO He Oyae MOBTOPIOBATH TOTO,
IO JI€ThCS HA BYNWIN, Y MEBHIN OUMBINIA 9M MeHIN 11r03ii JifiCHOCTI, a, HaBIaKH,
TIOB’ SI3aHUMA caMe i3 HaMaraHHsAM 30CEepeIUTH TIIsI1ada Ha 1/1ei, BKJIaJICHIH y Hall TBIp,
100 CKOHIICHTPYBATH HOr0 yBary; 3pOOUTH TaK 3 JaHOIO MOJI€I0, 1100 BOHA HA CIEHI
Oynma BUBENEHAa y TakOMy BHIVISL, Y TaKOMy TIE€PETBOPEHHI, y Takid iHAKIIOCTIi,
BIIMIHHOCTI, Y Takii HOBiii KoMmOiHarlii, sKa caMe MYCHUTh BHKJIMKATH HaHOUIBITY
KUTBKICTh acouiaTuBHuX npoueciB» (Kypoac, 1988, ¢.127).

3okpema, acoriauii, 10 BUHUKaIW B ysBl IIsAada Mif 4ac Neperisiay BHUCTaBH,
OyaM OZHUMHM i3 OCHOBHHMX BaKeNliB OOpa3HOi MOBHM «IepeTBOpeHHs». YuHi Jlecs
Kypbaca — B. Bacunbko, M. Bepxanpkwuii, I1. Macoxa, b. Tsarao Ta iH. — y cBOiX
crorajgax HarojiollyBaJld caMe€ Ha acOLiaTUBHUX MOMEHTaxX sK KIIOYOBUX
y CHPUHHSATTI BUCTaBH peLUIi€HTaMU. bynp-sika iHTepmperaniss Mycuia BUKJIHUKaTH
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y DIsja4a OpraHiyHi HOro CBITOBIMYYTTHO acomiamidHi Bi3ii. CreHiuHa Jis «Mana
npoOyuKyBaTd yaBY INIsifada, 3a0XOTUTH HOro He A0 IACHBHOIO CIOIVISIAHHS
BUCTaBH, a JI0 CaMOCTIHHOI BHYTPIIIHBOI poOoTh aymni ta xymku» (LlleBueHko,
2003, ¢.50).

OpurinansHo Binreopeni I. Tipasxom metadopu, aneropii it cuMBoIH 3 GaraTbox
BuctaB MOby 3aBkaM CHOHYKald IJISAadiB IO AacoIliamiaTUBHUX pediIeKCiit.
ITpumipom, o6pa3 ripasikiBecbkoro Mukonu 11 («Hanepenoani» 1925, «IIpomnor» 1927)
OJJHOYACHO MaB KiJIbKa IOJIIOCIB HOTO CIpUAMaHHs IsAauyaMu. SIK Mad)OCHY MMOCTaTh
caMOoZep XKL, K KapuKaTypy Ha MOHApXIUHHUM Jal, sIK MapioHeTKy ictopii Tomo. Tox
KOXXEH pELHITIIENT chpuiiMaB cueHidHoro Mukony I, Kepyrodmch BIacHUMH
acoliamisMi CTOCOBHO wLi€i mocrari. [3 mpuBomy acomuiaiiid, BIUIMBY BHKOHABCBHKOI
o6pasnoi MoBu M. TipHska € moTpe6a 3aKIEHTYBATH HA TOMY, IO BIPOIOBK yCi€i
0Oepe3inbChKOi MPAKTHUKH YH HE KOXKEH CIEHIYHWA 00pa3, CTBOPEHHH aKTOpOM,
BUKJIMKAB 0e31i4 acoliamiii, 3aBX/11 POBOKYBaB KPUTHKIB JI0 BiAIIYKYBaHHS THX YH
iHIIMX TOpiBHAHB, aHanoriii. [lpumipom, ripHskiBcbkoro MuHy Magzaiina
M. IlleBYeHKO OTOTOXHIOBAB 3 «MONbepiBCHKHM JKypaenom» (1929), Unpsa-
Kosupnaranysa X. Tokapto «cronumuacbkoro wmysxkuka» (1930), nmix HOxum
acoriroBaBcs y HO. JluBHuua 31 «ckoOenmiBchkuM Bosikom» (1948, ¢.37).

Teopui 3m00yTku M.Tipuska B MOBi, penpeseHTOBaHi HH3KOK CLEHIYHHX
obpazie ([[ximmi Tirrinc, Kykca, Cip me Beminb, Muxkona II), mocsramucst 3aBAasKu
CYMIIIHHOMY HaBYaHHIO MHTIS BCIM MpeaMeTaM «0epe3lIbChbKOl HayKu» Ta
HAaIoJICTJINBOMY IParHeHHIO BIOBUTU CYTh PEXHCEPCHKUX 3adyMiB. 3a yac poOOTH
B KueBi akrop 3 HOBauka mepeTBopuBCs Ha podecionana. Bxe y Xapkosi, Kynu Oyiro
nepeseneno «bepesine» 1926 p., . [NpHsAK TOCIB MO3MINIO OJHOTO i3 MPOBIIHUX
akTopiB. Llg cropiHka BHKOHABCHKOI MPAaKTUKW MUTLs Oyna, sK 1 KUiBCbKa, TICHO
IOB’si3aHa 3 MHcTenbkMMU IuykaHHsmu Jlecs KypOaca, sxuii  mmpoxo
BUKOPUCTOBYBaB Ha/J0aHHS CBITOBOi KyJIBTYpH, IPOAYKYBaB BJIACHI MHCTEIbKi ief,
3a IOIIOMOTOI0 HOBITHIX 3ac00iB BUPAa3HOCTI parHyB PO3KPUTH aKTyajbHi IPoOIeMu
Ti€T eMOXH.

JleGror . I'pHsika Ha XapkiBChKiil cueHi BinOyscs B xoBTHI 1926 p. y BHCTaBi
«3onore yepeo» 3a mecoro @D. Kpommeninka. Xoua CHEKTakib HEIOBIO
IPOTPUMABCA B pernepryapi, BukoHanHs . [ipuskom pom Miockapa Mano Iuie
TNO3UTHBHY OLIHKY KpUTHKiB. 3rogom WM. Tipusk Gpa yuacth y BucraBi b. Tarma
«Koponb 6aButbes» 3a B. I'toro (1927), ne cTBopeHuit HuM 00pa3 Omasus TpiOysie
OpraHiuHO IO€AHYBaB TpariuHi i rporeckoBi pucu. PokoM mi3Hille BiH CTBOPHB
eKCIPeCcBHO BHpa3HHil 00pa3 Maspa y Buctasi JI. Kypbaca i . boprauka «3moBa
diecka B ['enyi» 3a @. Ilimrepom (1928).

Ha 1poMy erari, BUKOHaBChKa MaHepa M. [ipHsKka MOBHICTIO XapaKTepHu3yBaIacs
CHHTETHYHICTIO ¥ YHIBEpCAJIBHICTIO, aKTOpP AKTHBHO 3aCTOCOBYBaB HaIpallbOBaHi
HAaBUYKH B PI3HOKAHPOBUX BHUCTABaX: BiJ Tparemii 10 OMepeTH, Bi KOMeii 10 IpamHu.
OkpiM CTBOPEHHSI XapaKTEPHUX, TPOTECKOBO-EKCIPECHUBHHX CLEHIYHHX 00pasiB,
. Tipusk rpas i koMeniiini podi, (iirpaHHO BOIOIB NPHAOMAMH CIIEHIYHOT MACKH,
30kpemMa pucamMud Mmacok commedia dell’arte akrop HamiIMB EKCHEHTPHUYHUX
nepconaxiB ITy-Ba (omepera «Mikamo» 3a B. I'inbepromMm—A. Camnisanom, 1927) ta
JIsma (peBro «Amno, Ha xBuiai 477» O. Bumini, M. Worancena, M. XBHib0BOIO,
1929). Tocrtpo akryanbHi [ipHsSKOBI creHiuHi 00pa3sn Mwuuu Ma3zaina («Muna
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Maszaitno» M. Kynima, 1929), Yupsu-Kosups («dukrarypa» 1. Mukurenka, 1930),
36poxeka («Makiena I'paca» M. Kyminra, 1933) cranu i aroreem TBOPYOCTI MHTIIS,
1 3HAYHUMHM 3100y TKaMHU BITYU3HSIHOIO akTopchkoro mucrenrsa 1920-1930-x pp.

Hespaxkaroun Ha TOrOYacHUM i7ICONOTTYHHUI THUCK, MUCTELBKI, TBOPYI iJicanu Jis
Jlecas KypOaca 3aBxnm Oynu BaXIMBILIMMHU 32 TOMITHYHI. Pexwucep mepemycim
3axXOILTIOBABCS IpoIiecaMu (POPMOTBOPEHHS BIACHOTO, HA TOH dac «(irocodpchKoro»
3a CYTTIO, Tearpy. YTiM, OJHi€l0 3 WiHHICHUX opieHTaniii KypbacoBoi TBOpuoi
KoMaH# Oynia XyJO)KHBO-ECTETUYHA MPOTHIISl TOTAJIITAPHOMY PEXXUMOBi. MHCTETBO
aKTopa y Tmpolleci Ii€i «3aByalbOBaHOI» TMPOTHJII BiirpaBaio KIOYOBY pOJIb,
00 0COOMMBO MPOMOBHCTO 3arpO3JIUBA CYTh TOTAIITAPU3MY BIIOWMIIACS caMe B JIOJISIX
TIePCOHAXKIB-CyJACHHKIB, GLIBITICTS 3 AKX Oy;1H MaiicTepHo 3irpani U. FipHsakoM.

Orxe, lipaakoBe mpodeciiiHe 3pocTaHHS Oyll0 MIJKOM 3aJIeKHUM  BiJ
(GYHKI[IOHYBaHHS «MHCTEIBKOTO opraHizmMy» «bepesois». OnHak, y »xoBTHi 1933 p.,
micnst yeyHenHst Jlecs KypOaca 3 mocamu kepiBHMKa Tearpy, YCi MOCTaBie€HI HUM
cekTakii Gynu 3HaATi 3 penepryapy. Y M. TipHsAka 3aiummimmch TilbKH TPH PO
Kors B «Kagpax» 1. Mukutenka (1931), Kpyuek y «[lnagapmi» Mupociasa Ipyana
(1932) ta byxra B «3arubeni eckaapu» O. Kopniituyka (1933). 26 rpyaus 1933 p.
6epesinbebknii mepion TBopuocti WM. TipHska 3akiHumBes; fioro, sx ogHomymus Jecs
Kypbaca, Takox Oyio 3aapermroBaHo.

HaykoBa HoBH3HA TONSTaE B PO3IIUPEHHI YsBJIEHb NPO Tporecu (HOpMyBaHHS
BHKOHaBCHKoi Mamepu WM. [ipusika Ha Gepesimbchkiii cueni. OcoGmuBy ysary
MPUIUIEHO aHallizy THX iMIepatuBiB-HacTaHoB Jlecs KypOaca, mio BmmmHynmn Ha
PO3BUTOK IHTENEKTYyallbHUX 1 CMHCIOTBOPYMX UYWHHHUKIB y pOOOTI aKkTopa Haxg
CIICHIYHUMH 00pa3aMH.

BucnoBku. TBopui 3100yTKM akTopa Ha Oepe3lUIbCHKill CclieHI BIPOAOBK
1922-1933 pp. He Mo O BimOyTHCS 0€3 CUCTEMaTHYIHOTO BIOCKOHAIECHHS (PaxoBUX
HAaBUYOK. Moro akropchka 06pa3Ha MOBa Bifpi3HSANACS OCOOIMBOIO CTHIICTHYHOKO
THYYKICTIO, 1IN0 [JaBajlo MHUTLEBI 3MOTY TMpalloBaTd B PI3HUX JKaHpPax,
IpaMaTypridHUX pealisx, eCTeTHYHHX CcHcTeMax. BimmoBimHO, CHEeKTp 3aco0iB
XyIOXHBOI BHPA3HOCTI ISl CTBOPEHHS CIEHIYHMX 00pa3iB OyB JOBOJI PO3MAiTHM.
Came B NIMOMHHMX CIIONyKax JyXy U JyMKH, B OJJHOYACHOMY BHKOPUCTaHHI pecypciB
CBIIOMOTO ¥ TMiACBiOMOrO Oyna MNpuUXOBaHAa TaiHA CICHIYHUX MeTamopgo3
. Tipusika.

Po3msim TBopworo muisAxy akTopa 3acBiguuB, 0 (OpMyBaHHS BHKOHABCHKOI
MaHepH MUTLA BinOynocs Ha KoHy «bepe3ois», a Horo cueHiuHa NMpakTukKa BigOuBana
Ipoliec BUXOBaHHA Oepe3lIbChbKUX MUTIIB Ha 3acajax TearpajbHOl neparoriku Jlecs
Kypbaca.

Cnucok nmocuJaHbL

Bob6omko, KO.M., 1987. Pescucep Jleco Kypbac. Kui: Muctenrso.

Tipnsi, 1., 1982. Cnomunu. Hero-Mopk: CyuacHicTs.

€pmaxosa, H., 2008. Akrop 3 nomsiay neparoriku : (i3 mpakTuku MUCTENBKOro 00’ €HAHHS
«bepesinb»). Vkpaincokuii meamp, 2, ¢.21-24.

Kyzskina, H., 1993. T'anuupkuii akTop: HEOOXIIHI TBOPYI CHIYETH. YKpaincvkuil meamp, 5,
c.13-14.

121



Bulletin of Kyiv National University of Culture and Arts
Seriesin Stage Art ISSUE 2 (2018)

Kypbac, JI., 1988. Bepesins : i3 meopuoi cnadwunu. Kuis: JIHinpo.

Kypbac, JI., 1988. Cmamou u eocnomunanus o Jlece Kypbace. Jlumepamypnoe nacneoue.
Mocksa: HckyccTBo.

Tokap, X., 1930. Benuka nepemora «bepesomns» : Big moOyToBHX CIleH — 1O MAT€TUYHOL
repoiku. Pobimuuya easema Ilporemap, 3 4eps.

Xwmypwuit, B., Qusany, FO. ta bnakutauit, €., 1948. B mackax enoxu Hocun T ipHAK.
MionxeH: YkpaiHa.

leBuenko, 1., 1929. «Muna Maszaiino». Pobimuuua 2azema IIponemap, 21 KBiT.

[epuenko, H., 2003. «Po3yMHuii apIeKiH» — MK XpaMoM 1 IJIOIIERO | (710 HAyKH aKTOPCHKOTO
nepeTBopenHsi). Apkadia, 1, ¢.49-52.

References

Boboshko, Yu.M., 1987. Rezhyser Les Kurbas [Directed by Les Kurbas]. Kyiv: Mystetstvo.
Hirniak, Y., 1982. Spomyny [Remembers]. New York: Suchasnist.

Yermakova, N., 2008. Aktor z pohliadu pedahohiky : (iz praktyky Mystetskoho ob’iednannia
«Berezil») [The actor from the point of view of pedagogy: (from the practice of the Art
Association «Berezil»)]. Ukrainskyi teatr, 2, p.21-24.

Kuziakina, N., 1993. Halytskyi aktor: neobkhidni tvorchi syluety [Galician actor: the
necessary creative silhouettes]. Ukrainskyi teatr, 5, p.13-14.

Kurbas, L., 1988. Berezil: iz tvorchoi spadshchyny [Berezil : from the creative heritage]. Kyiv:
Dnipro.

Kurbas, L., 1988. Sati i vospominaniya o Lese Kurbase. Literaturnoe nasledie [Articles and
memoirs about Lesbas Kurbas. Literary heritage]. Moscow: |skusstvo.

Tokar, Kh., 1930. Velyka peremoha «Berezolia» : Vid pobutovykh stsen — do patetychnoi
heroiky [Great victory «Berezol»: From domestic scenes — to the pathetic hero]. Robitnycha
hazeta Proletar, 3 June.

Khmuryi, V., Dyvnych, Yu. and Blakytnyi, Ye., 1948. V maskakh epokhy : Yosyp Hirniak
[In masks of the era: Joseph Girnyak]. Miunkhen: Ukraina.

Shevchenko, Y., 1929. «Myna Mazailo» [«Mina Mazailo»]. Robitnycha hazeta Proletar,
21 April.

Shevchenko, N., 2003. «Rozumnyi arlekin» — mizh khramom i ploshcheiu : (do nauky
aktorskoho peretvorennia) [«Intelligent Harlequin» — between the temple and the area: (to the
science of acting transformation)]. Arkadia, 1, p.49-52.

© Fouxo T.A., 2018

122



Bicnuk KuiBcbKkoro HanioHaJIbHOTO YHiBepCHTETY KyJIbTYPH i MHCTELITB
Cepis: CueHiuHe MHCTEI[TBO BUITYCK 2 (2018)

Boiko Tetiana,

PhD in History of Art,
Senior Research Fellow,
Kyiv National University
of Culture and Art,

Kyiv, Ukraine

YOSYPHIRNIAK’S STAGE PRACTICE IN THE BEREZILIAN SYSTEM
CONTEXT INANACTOR EDUCATION

The purpose of the article is to highlight the key moments in the universal performance
manner formation by Y. Hirniak and to emphasize the importance of the artist’s the creative
intelligence development, to popularize the Hirniak figure as a representative in the actor
education Berezilian system among young scientists, scene practitioners, student-actors, etc.
Research methodology. The process researches have been carried out by an analytical
(Y. Hirniak meaningful figure within the actor education Berezil system), historical and
biographical (analyzed socio-political preconditions and aesthetic and artistic vectors at that
time which influenced on the artist creative personality formation) and comparative-
typological (differentiated performer advances on the existence in a role principles) methods.
The scientific novelty consists in expanding the notions about the formation processes in the
Y. Hirnyak on the Berylslav stage performing manners. Particular attention is paid to the those
imperatives-guidelines Les Kurbas analysis, which influenced on the intellectual and cognitive
factors development in the actor’s work. Conclusions. The acting language by Y. Hirniak in
the Berezil period (1922-1933) has been characterized by a specia stylistic flexibility that
allowed the artist to work in different genres, dramatic redlities, and aesthetic systems.
Consideration of the actor’s creative path has shown that his stage practice reflected
the educational process the bridges on the theatrical pedagogy Les Kurbas principles.

Key words: Joseph Hirniak acting style; universal actor; Les Kurbas «transformation»;
existence in arole principle.
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Boitko Tamvana Anmonoena,
KAHOUOAm UCKYCCMBOBeOeHUs.,
Cmapuwiuii Hay4Hsitl COmpyOHUK,
Kueeckuii HayuoHanbHulil yHUGEpCUmMem
KVIbMYpbl U UCKYCCME,

Kues, Yxpauna

CIHEHUYECKAS ITPAKTUKA MOCHUIIA THPHSKA B KOHTEKCTE
BEPE3WJILCKOH CUCTEMbBI BOCIIUTAHUS AKTEPA

Lleab cTraThbu — OCBETHTH KITIOUEBBIE MOMEHTHI (DOPMHUPOBAHUS YHUBEPCAIBLHOM MaHEphI
ucronuennss M. THpHSIKAa M aKUEHTHPOBATh BAKHOCTb PA3BHTHS TBOPUCCKOrO HMHTEIUIEKTA
aKTepa; MoMyIAPU3MPOBATh TMIHOCTH M. [HPHSKA KaK pernpe3eHTaHTa Gepe3HIbCKoil CHCTEMBI
BOCIIMTAaHUS aKTepa CPEAd MOJIOJBIX YUYCHBIX, MPAKTHKOB CIIEHBI, CTYACHTOB-aKTEpPOB H Ap.
MeTtonosiorusi ucciaenoBanus. IIporeccy mccnenoBaHus CIIOCOOCTBOBAIM aHATUTHUCCKUH
(ocMmbIcTeHHO TBOpUecTBO M. IMpHSKa B paMKax Gepe3HiIbCKON CHCTEMBI BOCIIMTAHHUS aKTepa),
ucTopuko-6uorpaduueckuii (mpoaHaaIM3UPOBaHbI OOIECTBCHHO-TIOIUTHYCCKUE TPEANOCHIIKA
M 3CTETHKO-XY[I0)KECTBEHHBIE BEKTOPHI TOTO BPEMEHHM, KOTOPBIE TTOBIMSUIN Ha ()OPMUPOBAHHE
TBOPUYECKOW JINYHOCTH TBOPIA) U COMOCTABUMO-TUIOJOrHIeCKuil (mudpepeHmpoBaHHO ero
HCIOJHUTENBCKOE HACJTEANe [0 HPHHIMIIAM CYIIECTBOBAaHWS B poik) Metonsl. Hayunas
HOBH3HA 3aK/IIOYAcTCs B paCIIUPEHUH IPEICTaBIEHHH O mpoueccax (OPMUPOBAHUS
TBOpuecKoil MaHepsl M. [mpHska Ha Gepesmnbckoil crere. Oco60e BHUMAHHE COCPEIOTOUCHO
Ha aHaJM3e TeX MMIleparuBoB-HacTaBieHui Jlecs Kypbaca, koTopble MOBIMSIIM Ha pa3BUTHE
MHTEJUIEKTYJIBHBIX U CMBICII000pa3ytomux (aktopoB B pabore akrepa. BoiBoabl. AKTepckast
o6pasnas peus M. Tupmsika Gepesmnbekoro meprona (1922—1933 rT.) otiuyanack 0coGeHHOM
CTHJIMCTHYECKON THOKOCTBIO, KOTOpast MO3BOJIsIa UCTIOIHUTENIO Pad0TaTh B pa3HbIX JKaHPaXx,
JIpaMaTyprudeckuX pealnsix, 3CTETHUYECKHX cHUcTeMax. AHajau3 TBOPYECKOTO ITyTH akKTepa
MOKa3aJ, 4TO €ro CIEHWYecKasl MpakTHKa oToOpakana Ipolece BOCIUTAaHHUS Oepe3nIbleB Ha
OCHOBE TeaTpanbHO nexaroruku Jlecs Kypbaca.

KioueBble cI0Ba: MaHepa HCHONHeHHs Mocumna [MpHAKA, yHHBEpCATbHBIH aKTep;
«mpeBpamenue» Jlecs Kypbaca; mpuHIHIT CyIIIeCTBOBaHHS B POITH.
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3HAYEHHS EMOLIMHOI'O CJOYXY 1 EMIATIQ
B MUCTELITBI AKTOPA

Meta pocaiIKeHHs] — IPOaHATI3yBaTH POJIb SMOLIHOIO CIyXy M eMIaril sk CKJIAJHHKIB
poOOTH aKTOpa HaJ CIECHIYHMM O0pa3oM y KOHTCKCTI BIOCKOHAJICHHS CYYacHOI TeaTpabHOT
nefarorikd. MeTomoJiorisi AocTimKeHHs1 0a3yeThCsl HA TaKMX OCHOBHHX INMPHHIMIAX: MPUHIMII
00’ €KTHBHOCTI, 3aBJSKU SIKOMY pOJIb EMOLIMHOTO CiIyXy ¥ emmarii B MECTENTBI akTopa
PO3MIISIAETBCS. B ICTOPHKO-MUCTELTBO3HABUO-TIEIATOTTYHOMY PO3pi3i B yCiid IXHIifl CKIaIHOCTI,
6araToBUMIpHOCTI Ta CYIIEPEWIMBOCTI, 3 ypaXyBaHHSM CYKYITHOCTI MO3UTHBHHX 1 HEraTUBHHX
CTOpIH TXHBOTO 3MICTY; IPUHIMII HAYKOBOCTI, 3 BUKOPHCTAHHSM SIKOTO 3’ SICOBYIOTHCSI IPHYNHHO-
HACIIJIKOBI 3B'3KM MDXK HAayKOBO ITEPEBIPECHUMH 3HAHHSIMH, II0 BiJIIOBIAIOTh Cy4acHOMY PIBHIO
PO3BUTKY HAyKH IIpO MOBHH, EMOLIMHMHA CIIlyXH H eMmariio akTtopa i1 IXHe 3HAYeHHA
Yy BHKOHAaBCHKOMY MUCTELTBi; MPHUHIINIIA PO3BUTKY Ta B3a€MOil, BIHOCHOCTI, MUTICHOCTI,
MPAKTUYHOCTI JAIOTh 3MOTY DO3TIIIATH Ha3BaHI ()EHOMEHHM KOMIUIGKCHO Ta IIPOCTEKYBATH
TEH/ICHIIHI TPOLECH. 3a3HaueHa METOJOJIOTIS CHPHSE PO3KPUTTIO 3HAUYYIIOCTI OKPECIIeHOT
NpoOIeMaTUKH 3 TOYKU 30py IPAKTHYHOTO MHCTELTBO3HABCTBA KPi3hb NMPH3MY IeAaroridHHX
acriekTis. HaykoBa HoBW3HA. JIOCTIDKCHHS BYEHHX-TICUXOJIOTIB, TMPAKTHKIB TEaTPaIbHOTO
MHCTENTBa Ta IEJaroriB CBiI4aTh PO BAaroMiCTh €MOIIHHOrO CllyXy i emmartii B JIFOJCBKOMY
1, 30KpeMa, CIIEHIYHOMY CITUIKYBaHHI. Y TIPOIIECi JOCIIKEHHS BUSBIICHO Oe3Nocepe/IHii 3B 130K
MDK piBHEM €MOLIMHOTO CIIyXy W eMIarii akTopa Ta Horo XyJ0)KHbOIO TIOTEHIIEIO0 IO CTBOPEHHS
BHCOKOXY/JIO’)KHIX CIIEHIYHMX 00pa3iB. BucHOBKH. CTBEpIIKYETHCS, IO BAKIIMBE 3HAUYCHHS
Y COPUHAHSTTI JIOAWHA Ma€ CITyX — MOBHUIA Ta EMOIIIMHUIN. Y MHCTEITBI akTopa 00K Ba HOT0 BHIH
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BUKOHYIOTH TIPOBIIHY pOJib — i B POOOTI aKTOPCHKOI ySBH B IIPOLECI CTBOPEHHS XyJO0>KHBOTO
o0pazy, 1 B IiajoriyHOMY CIIJIKYBaHHI 3 TapTHEpaMH Ha CIIEHI Ta 3 rysigadeM. s cydacHoro
aKTOpa BaXXJIMBO PO3BMBATH B COOl HE JIMIIE MOBHMHM Ta E€MOLIMHMI CIyxW, a W eMmariio —
3[IaTHICTH /10 TICPEKUBAHHA 1 aKTUBHOTO, 1 MACHBHOTO. 3a3HAa4€HO, IO TPUPOJA IMITPOBI3aIiiHOL
TBOPYOCTI B MHCTEITBI aKTOpa OE3MOCepeIHBO OB sf3aHa 3 TAaKUMH XapaKTEPHCTUKAMH, SK
EMOIIIHHAH CITyX Ta eMIIaTis.

Kiaw4oBi cjoBa: eMoOWidHUEA CIIyX; eMITipis; MOBHHH CIyX, MHCTELUTBO aKTOpa,
aKTOPCHKA ysBa, CLICHIYHE MOBJICHHS.

I[MocTranoBka npodaemu. BipTyanabHa peanbHICTh, IITYYHUI POCTIpP, CTBOPEHUM
3aBIJKM KOMII I0TepaM Ta IHTepHeTy, NpHU3BHYAUINM JIOACTBO OO CIHIJIKYBAaHHS
y BIPTyaJbHOMY CBiTi, /Ieé ChOTONHI Bi/I0yBa€ThCSl 3HAYHA YACTHHA KOHTAKTIB MIiX
JOABMH. AJle BipTyalibHE CHUIKYBaHHS JIIOJICH HE MOXKE 3aMiHUTU peasbHe, aikKe
B pEaJbHUX BiAHOCHHAX IOMIHYIOTH €MOIIii, a He MPOCTO OOMIH iH(pOpMAaITi€ro.
TeHaeHIis 0 3HIKEHHS TPAKTHKH XHBOTO CIIUIKYBaHHS MPHU3BOJUTH JIO BTPATH
HaBUYOK CHPUHMATH OTOUYIOUMX HA EMOLIIHHOMY DiBHI.

[podecis akTopa mpupoAor0 caMoi TBOPYOCTI apTUCTa I[JIKOM 3alie)KHA Bij
TQJIAHTY JKUBOTO CIJIKYBAaHHS. 3 MAapPTHEPOM, 3 IIyOJiKO0. YMOBH CyYacHOTO HTTS
CIPUSIOTH TEHJCHISIM, JI¢ MPOIEC JiaJIoOTiYHOTO MOBJICHHS aKToOpa Ha CIeHi
3aMIHIOETBCS TIOBEPXOBUM 0OMiHOM iHQopMmarieto. CHiTKyBaHHS ITO3HAYAETHCH,
a He TPOKMUBAETHCS TIOBHOIO Mipoi0. 3BHYKA 10 (OPMAIBLHOTO OOMIHY perIikaMu
3 JIOHECEHHSM IIeBHOI iHQopMallii He Ta€ aKTOpPOBI 3MOTH BIIOBIIOBATH UYyTTEBI,
EHEepreTHYHi IMIyJbCH mapTHepa. YacTo akTOpM Ha CHEHI HE <«UYIOTh» Tak,
SIK TOBHHEH «4yTH» JPAMaTUYHUI aKkTop.

AHaJi3 ocTaHHIX A0CTiKeHb Ta myOaikamiii. JocmimkeHHs mpo0ieM eMOITiHOTO
ciyxy Tta emmatii Buenux JLII. XKypasnboBoi, B.[l. Mopo3ora, B.M. Bymnnara,
M.M. Illnak, JI.B. Hlep6u Ta iH. 30cepemkeHi Ha Mpolecax JIOJCHKOr0 CIUIKYyBAaHHS
saraiom. Y mpargx K.C. CranicmaBcskoro, M.O. UexoBa, a Takox y poOoTax iHIIMX
BHJIATHUX MaiicTpis Teatpy — M.M. Kue6ems, €. I'potoscbkoro, I'.O. ToBcToHOrOBA,
b.€. 3axaBu — rmmbOOKO ¥ CHCTEMHO AOCHIIKYIOTBCS OCOOJMHMBOCTI Ta €Tamu poOOTH
akTtopa. Ilpum mpomy muTHI 3BEpTarOThCS OO0 NPOOJIEM EMOLIHHOIO CilyXy M emmarii
MEepPEBKHO MOODKHO Ta ONIOCEPEIKOBAHO, KPi3b MPU3MY POOOTH aKTOpa Hajl CTBOPEHHSIM
cueHiyHoro o6Opasy. I[1.B. CiMOHOB y cBOiX IOCHIIDKEHHSIX 30CEpe/KYe yBary Ha
HIMPOKOMY CHEKTpi HpobieM ¢i3ionorii eMoLiii y KOHTEKCTi OBOJIOIIHHS METOJIOM
K.C. Cranicnascekoro. JL.I'. bepkoBa-XKuromMupcrka peaMeTHO pO3TIIsSAaE eaaroridni
ACTIeKTH PO3BUTKY EMOLIMHOTO CIIyXy, 30KpeMa B TIPOIeCi BOKAIBHOI IiATOTOBKU
aKTOpiB JpaMu. bBinbIl KOHKPETHO, IHKOJIM 3 AaKUEHTOM Ha METOAWIl DPO3BUTKY
eMOLiIfHOro CiyXy ¥ emmaTii SK CKJIaJHHKIB CLEHIYHOTO MOBJICHHS aKTOpa BUBYAIOTh
o3HaueHy npobnemy daxismi-nenaroru: b.Jl. Aaronenko-/lasumosnd, A.O. ['maauiesa,
H.B. I'punan, 10.B. Pagenxo, O.®. Capiuesa, 1.I. Copoka ta in. HaTomicTs nocimimkeHHs
1 BUCHHMX-TICHXOJIOTIB, 1 NPAKTHKIB TEaTPAILHOTO MHUCTELTBA Ta IEIAroriB HOCSTh
PI3HOBEKTOPHHUI XapakTep i Juiie GpparMeHTapHO PO3KPUBAIOTH 3HAYCHHS EMOIIIIHOIO
CITyXy ¥ eMIIarii y MUCTEITBI aKTopa.

Merta gocaigKeHHsI — TpOaHai3yBaTH pOJb EMOLIHHOro ciayxy # emmarii
SK CKJIQJIHUKIB POOOTH aKTOpa HaJl CIEHIYHUM 00pa3oM y KOHTEKCTI BIOCKOHAICHHS
Cy4YacHOI TeaTpaJibHOI MeJIaroriKu.
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Buknaa ocHoBHOro martepiany. Emoyii — cy®’ eKTHBHI peakuii JIOAWHU HA Ji0
BHYTPIIIHIX 1 30BHINIHIX MOAPA3HUKIB, 1[0 BUABISIOTHCS Y BUIIISIIL 33I0BOJICHHS 200
HE3aIOBOJICHHS, pamocTi, cTpaxy # iH. Emomii BimoOpaxkatotbes y dopmi
0e3mocepeTHBOTO MEpeKUBaHHs SBUIL Ta CUTYalild i CIYTYIOTh OJHHM 3 OCHOBHHX
MEXaHi3MIB BHYTPIIIHBOI pPEryjsimii MCHUXIYHOT JisUTBHOCTI Ta  IOBENIHKH,
CIPAMOBaHMX Ha 33J0BOJICHHS aKTyalbHUX MOTPed (MOTHBAIIII).

UucneHHI HayKOBI JIOCHIDKEHHS TMOKAa3ald CTATHCTUYHO HAJIMHY KOPEIISIIi0
EMOIIIHOrO CIIyXy 3 TaKOK IICUXOJIOTIYHOK XapaKTePUCTHKOK, SK eMIIaTis, TOOTO
3MATHICTIO 10 CITIBIIEPEKMBAHHS Ta €MOIIHHOI dyiHOCTI. JlocmimkeHHs —emmarii
MIITBEpANIIN, IO TPYNMH OCi0 3 BHCOKAM pIBHEM EMOIIIHHOTO CIIyXy MaiOTh JOBOJI
BUpa)XeHy emmarito — onmm3pko 47-50 GaniB, a TPy 3 HU3BKUM €MOLIHHUM CITyXOM —
20-30 GaiB. CTaTHCTHUYHI TOCIIKEHHS BUSBIIM HASBHICTD TMO3UTUBHHUX KOPEISIIN MiK
MOKAa3HUKAMH EMOITIMHOTO CIyXy W emmartiero. Omke, MOXXKHA CTBEPIPKYBaTH, IIIO
eMOIIIHHMIT CITyX € BOXIMBUM CKiiaaHukoM emmartii (Mopo3os, 1991).

Bapto HaronocuTH, 1110 eMOIIMHUN 3MICT POMOBU HE3aJIS)KHUH BiJl TEKCTOBOTO.
3HaueHHs cloBa caMe M0 co0i Io3aeMoIliifHe. eMOIlis, OI[iHKa, eKCIpecis
HapOJKYIOThCSI B TPOIECI HOro Oe3lOCepeIHhOr0 BKUBAHHS B KOHKPETHOMY
BHUCJIOBIIOBaHHI. HaBiTh ciloBa, sKI cHELiaJbHO MO3HAYAIOTh eMolii, T OLHKH
(pamicth, CcKOpOOTY, BecesoIli, CyM TOIIO), TaKOX HEHTpaibHi, K 1 BCi iHII.
Ckaximo, ¢pa3a «SIka pamicte!» y JEKCHYHOMY 3MICTI MICTUTH EKCHPECiIo,
aye eMOIfHOro 3a0apBieHHS BOHA HaOyBac JMIIEC y BHCJIOBIIOBaHHI B Mpoleci
CHNKYBaHHSA. Y 3BYKOBO-IHTOHAIIHHOMY BTIIEHHI €MOIIMHUN 3MICT MOXe OyTH
MPSIMO MPOTUIICKHUI CIIOBECHOMY 3HAUCHHIO, & CaMe BHCIIOBJIIOBAHHS MOYKE HaOyTH
ipoHiuHOTrO ab0 TipKO-capKacTU4HOrO TOoHY. OTKe, eMOUIHHMIA 3MICT € 000JIOHKOIO,
0 Ma€ MiClle Y MOBHOMY CIUIKYBaHHI TijJ 4ac 0e3mocepelHhOro IMepeKuBaHHS
criBpo3moBHukamu (Kappoa, 2008).

Y nmianorivHOMY MOBJICHHI 3aBXIW HAsSBHUNA EMOIIMHUN KOHTEKCT, SKHMA
BU3HAYAETHCSA CTaBICHHSIM MOBISI YX JIO OCOOHMCTOCTI CHIBPO3MOBHHKA, YH JIO
npeameTa po3MoBU. Came eMollis BU3HAYA€ HAIle CIPHAHATTS 1 CTaBICHHS JI0
HaBKOJIUIITHLOTO CBiTy. TOMy Ti caMi MpeaMeTH, JIFOAH, SIBUIIA Ta TOJIi B PI3HUX
EMOLIHNX CTaHaX CHPUIMAIOTHCS MO-PI3HOMY.

3a BU3HAYEHHSM BiJJOMOTO aMepUKaHChKOTro ricuxonora [3apaa Keppona, emorrist — e
IIOCh, IO TepekuBaeThes sk mouyTrst (feding), sike MoTHBYE, OpraHi3oBye i CIPSIMOBYE
CIPUAHATTS, MUCJICHHS W Jiii. [HIIMMHK CllOBaMH, MOTHBAIliS TIEBHOTO BUMHKY MOOLII3ye
GHEprif0 JIOOWMHM U crmoHykae i no gii. Hama ¢isuuna ¥ po3ymoBa aKTHBHICTH
BUITIECKYEThCS eMotieto. Tax, JIFo/iHa, OXOIJIeHa THIBOM, TTIOBOJIUTHCS 1HAKIIIE, HIXK KOJIH
BimayBae cTpax abo rope. Emomil pisHOMaHITHI; BOHH, TPOHU3YIOUH BCE JKUTTS JIFOJIMHH,
MOXYTh OyTH KOPOTKOUAaCHMMH, & MOXYTh TpPUBATH TOJAMHAMH. AJie X0U SKOI
0 iHTEHCHBHOIO Oylia eMOIlisi — BOHA 3aBXKIM BHUKJIMKAE (Di3i0JIOTIYHI 3MIHM B OpraHizmi,
CITOHYKAE€ JI0 BIJIMOBIHOT TTIOBEAIHKH. SIKIII0 OyTH YBaYKHNM, TO JIMIIIE 32 OHIEIO MO3010, 32
KUIbKOMa XapakTePHUMH pPyXaMH JIFOJWHA MOXKHA BU3HAYUTH, SIKY CMOLII0 BOHA
nepexusac B 1o MuTh (Kappos, 2008). BizoMum JI0CITIAHUKOM OO HANPSIMY BUBYCHHS
mozcbkol moBeinku craB A. ITi3 (2015). Emortisi, Ge3repevHo, MposBISIEThCS 1 B MOBI
JIFOJTMHY, HATTOBHIOOYH 11 3MICTOM Ta eMOIliHIMH OapBaMHu.

Pizni BererartmBHiI ¥ (hi3ionoriuHi peakiii, MO0 BUHUKAIOTh HA TN €MOLIHHUX
BIUIMBIB, XapaKTEPU3Y€EThCS TaK. 3MIHM B PHUTMi JWXaHHA, OCOOJIMBO CKOPOYEHHS
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¢asu Bumuxy, (oHarii, MO0 € MHUMOBUIBHUM IEPEXOJOM [0 HEBIACTHBHX TOHIB
1 TeMOpy rosocy, apTUKyJIALil, a caMe: 3aKOBTYBaHHS CIIiB, 3aiKaHHS, PO3TATYBaHHS
may3 MDK cjoBaMu a0o0 CKIaJaMH, [0 TPOCTEXKYIOThCA B IXHIX TpaMaTHYHIN
o0y I0Bi, JIOTIYHOCTI. TeMI MOBJICHHS TaKOXX MOXE CBIIYUTH MPO EMOLIWHUI cTaH
JIOAWHM. SIK paBUiIO, MIBUAKICTH MOBH 3POCTA€E, KOJIM BOHA CXBHJIbOBaHA, 30y KeHa
g crypOoBaHa. [IIBHIKO TOBOPHUTH 1 TOW, XTO HAMAaraeTbCs TEPEKOHATH CBOTO
criBpo3MOBHUKA. [lOBUTbHA K MOBa 4acTO CBIYUTH MPO MPHUTHIYCHUH CTaH abo
BTOMY. [HIMKaTOpOM CHJIM MTOYYTTiB MOXKE CIIYTYBaTH M CHJIa 3BYKY.

Po3yMiHHS TepMiHa MOBHOTO CIIyXy MICTUTh 34aTHICTb 1O PO3pi3HEHHS
1 CIPUAHSTTS MepeiueHnX XapaKkTePUCTUK, OJTHAK MOBHOTO CITyXy HEJOCTATHBO JIJISI
CIPUIHATTS eMolLiiHOCTI MOBH. CIPHUHHATTS €MOLIHHOTO 3MICTY BHCIIOBIIOBAHHS
3MICHIOEThCS Yepe3 aKyCTHYHI 3aco0M BHpaxkeHHs (TeMOpOBi, iHTOHAIHHI), 10
MPOCTEKYETHCSI HA MPUKIIAJaX aKTOPCHKOTO JICKIaMyBaHHS Ta MiJi Yac BUKOHAHHSI
BOKaJIBbHO-MY3MYHHMX YpuBKiB. Lls ocobiauBoro pomy iHdopmauis (a came:
iHpopMaIlis TPo EeMOIMHMN 3MICT BHCJIOBIIOBAHHS) CIPUMMAETHCS  IHIINM,
BiJIMIHHUM BiJl MOBHOT'O, CJTyXOM — €MOI[II{HUM.

[lonstTss emorifiHoro ciyxy OyJ0 BBEI€HO B Hayky mpo ciuyx y 1985p.
mpodecopoM, TOKTOPOM OIOJOTIYHUX HAYK, aBTOPOM HAyKOBUX Tpallb 3 BUBUCHHS
roJjiocy, MOBHU ¥ ciyxy B. Mopo30oBuM Juisi BUSIBJICHHSI €MOLIHHOI CIIPUIAHATINBOCTI
Ta eMOIliitHOI uyiHOCTI. Emoyitunuti ciyx, Ha 1yMKy B. Mopo3oBa, — 1e 37aTHICTh
po3Mi3HaBaTH €MOIIHMI CTaH MOBIISI 32 3BYKOM HOI'0 roJjIOCYy Ha OCHOBI iHTOHAIIIT,
TeMOpy. TepMiHOM «eMOIIHMI CIyx» Yy 3araibHii (OopMi 3amporoHOBaHO
MO3HAYaTH 3/IaTHICTH JIIOJUHH O BUPAKEHHS 1 CIIPUHHSATTS €MOLIIHHOTO 3a0apBIeHHS
(iHTOHAILisI, BUPA3HICTB) FOJIOCY B MOBI Ta CHiBi, @ TAKOX IHCTPYMEHTAJILHOT MY3HKH.

[legaror 3amopi3pkoro HarioHanpHOTO yHiBepcutery JL.I'. bepkoa-XXuromup-
ChKa, JIOCHIJDKYIOUH MPOOJIEMHU PO3BUTKY EMOIIMHOTO CIyXy B MPOLECI BOKAJIBHOT
HiATOTOBKHM aKTOPIB APaMaTUYHOTO TeaTpy, CTBEPIIKYE, IO «eMOLIHHICTh Mae JBi
¢opMu TIposiBY: akTHBHY (eMollifiHa BHpPa3HICTh BJACHOTO TOJOCY) 1 MacHBHY
(emoriiiHa CIPUHMHSATIAMBICTD SIK 3JaTHICTh COPUIMATH EMOLIHUI KOHTEKCT 4y)KOr0o
rosiocy). IlacuBHa dopma € mepBHHHOIO, TOOTO BH3HAYA€E JAPYry, aKTUBHY (opmy,
3TiZIHO 3 JIaBHO JIOBEJICHUM Ha NPAKTHUIl MEJAaroriuHuM 3aKOHOM: HIYOTO HE MOXKE
OyTH B AiAX JIOAMHHM, YOTO padime He Oyio B ii copuitHATTsIX». Jami aBTOp
MPUXOAUTh IO BHWCHOBKY. «II030aBJICHHA EMOIIIHHOTO CIPUHHATTA TOW, XTO
HE BPa3JIMBUii 10 eMOLIIHOT0 3MicTy uyxoro roiocy» (2010, ¢.57).

EmomiiiHuii ciyx Mae Taki pi3HOBH[IH:

- TeMOpoBHI EMOLIWHUN CIyX YJIOBIIOE 3MiHY TEMOPOBOTO CKJIaay TOJIOCY
B Pi3HUX EMOILIIHHUX CTaHaX;

- IHTOHAIIHHO-MEIOMIMHNA EeMOIIMHUN CIIyX Ma€ 3MOTY TIOYYTH EMOIiHUI
CTaH y 3MiHi TOHY, MEJIOAIMHOTO MaJlfoHKa (pasy, BU3HAYAETHCS 3AATHICTIO IOYYTH
EMOIIIHNH CTaH y 3By4aHHI CKPHUIIKH, Y CBUCTi, B MOBHIi (hpasi, mo30aBieHiil 3MiCTy;

- TEMIOPUTMIYHUI eMOWIMHUI CIOyX chopuiiMae 3MiHy TEMITy MOBH
1 CHIBBIAHOIIEHHA MiX YacoM IHTOHYBaHHS W May3aMd B TEKCTi, MPOSBISETHCS
3/IaTHICTIO PO3Mi3HATH EMOIIHAN CTaH y PUTMIYHOMY TIEPECTYKY;

- JMHAMIYHWA EMOIMHUN CIIyX BJIOBJIIOE 3MIHM EMOIIHOTO CTaHy uYepes
3MiHy MOTYKHOCTI MOBHOIO curHany. Hamnpukmaz, akTHBHO INEPEXHUTI €MOLii:
pamicTh, 3aXOIUICHHS Ta 1iH., CYIPOBOKYIOTBCS, SK TPABUIIO, 30LIBIICHHIM
MOTYKHOCTI MOBHOTO curHany (Mopo3os, 1994, ¢.90-91).
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EMomiliHu#i cnyx MOAUISEThCS HAa AKTUBHUHN 1 MACUBHUIA: 3[aTHICTh MPaBUIBHO
pO3Mi3HATH eMOIlil0 — Iie TTachBHa ()OopMa €MOIIIHOTO CIyXY; 3[aTHICTh BHpPAXKaTH
HOYYTTSI ToJOCOM ab0 3a JOIOMOIOK MY3MYHOIO IHCTPYMEHTY BH3HAYA€THCS
AKTHUBHUM eMOIIHNUM ciyxoM. Came 14 sIKicTh Ma€ OyTH IPUTaAMaHHOIO BUKOHABIISIM
— Y TO aKTOpaM, Y1 BOKaJicTaM, Yd My3HKaHTaM.

VY [CUXOJIOTIYHOMY CIOBHHMKY TEPMIiH «EMITATisi» TIYMAYUThCS SK MPUTaAMaHHA
0COOMCTOCTI 3J]aTHICTh €MOI[IHHO O3MBATHUCS HA MEPEKUBAHHS, MOYYTTSA 1 MCUXIYHI
CTaHU IHIIMX JFofei. EMOaris BUpaxaeTbess y Cy0 €KTHBHOMY CIPUHATTI eMOLiit
IHIIOI JIFOWHYU, B YMiHHI OTOTOXXHHUTHCS 3 HEIO, MPOHUKATH B i BHYTPIIIHIHN CBIT,
nepeiiMaTiCs MepeKMBaHHAME, TYMKaMHU Ta MOYYTTSAMH 1HIIMX. 3PENITO0, eMIIaTis
CHpHsi€ JIOJCBKOMY B3a€MOPO3YMIiHHIO, IIMPOMY Ta JOBIpYOMY CIUIKYBaHHIO
(ITcuxomorivHuUi CIIOBHHUK).

BupizHAr0ThCA Taki OCHOBHI (pOpMH eMmaTil:

- CHiBIEpeXUBaHHS — NEPEKUBAHHS CY0' €EKTOM THX CaMHX €MOLIWHHUX CTaHiB,
AKi BiqUyBa€ iHIIA JIIOAWHA Yepe3 OTOTOXKHEHHS 3 HEIO,

- croiBuyTTS — HaOyTTsS BIACHUX EMOLIWHUX CTaHIB MiJ BIUIMBOM MOYYTTIiB
IHIIOT JIFOIUHU.

[cuxosnoru BUALISIOTH TP PiBHI eMOarii:

1-it piBeHp — HaWHWKYHUI, II€ CIIMOTa 10 MOYYTTIB i XyMOK iHmuX. Taki momu
3aiHATI BUHATKOBO C00010; iM MOYXe 3/1aBaTHCS, III0 BOHU 3HAIOTH 1 pO3YMIIOTH 1HIIIUX
JIIOZICH, ajle BOHU MOMWISIOThCA. Hu3bKUI piBeHb eMIaTii CIPsIMOBYE JIIOZCH 0
CTaHy COLIaJbHOIO ayTU3MY, NP0 SKHUH MCHXOJOTH BEAYTh MOBY K IIPO «XBOPOOY
XXI cTomiTTs», Mo aeaani OibIne mepeciiaye CydacHe CyCIUTECTBO.

2-11 piBeHb — eMmi30ANYHA CIIIOTA JI0 MOYYTTiB Ta AYMOK iHIINX. BiH BracTuBuii
OLIBIIOCTI JIFOJIEH, HEe3aJICXKHO BiJl THITY IXHBOT OCOOUCTOCTI.

3-ii piBeHp — HaWBumwmiA. Lle 3AaTHICTH 1O CHPUIHSATTS BHYTPINIHBOTO CBITY
JIOJTMHY, ySIBHE BIATBOPEHHS 11 IEPE)KUBAHB, BITIYTTS iX K BIacHUX. Taki o, K
MpaBUIIO, HaJeKaTh 10 MHUCTELBKOTO THUIy OCOOMCTOCTI Ta MalOTh BHCOKHU piBEHb
emorriiiHoro ciyxy (bepkosa-)Kutomupceka, ¢.58).

3a TBep/UKEHHIM aMmepukaHchkoro ncumxonora K. Pomkepca, emmartisi BuMarae
ruOoKoi HarpykeHoi pobotu nyxy. [lopuHyTH y CBIT iHIIOI JIOJUHH, 3 yCiMa HOTO
pamomaMd ¥ TpPUBOraMH, CHPUHHSATH, SIK BOHA CIPHHMAE, 3pO3YMITH NPUYUHHU
eMoIIiif, AK BOHA IX po3ymie€, OyTH YYTIMBHM JO MIHJIMBHX IEPEKHWBAaHb IHIIOTO,
BJIOBJIIOBATH EMOI[IHI 1 CMHUCJIOBI BIATIHKH HOTO BHUCIIOBJIIOBaHb, TOOTO «yBIATH
B OCOOMCTHI CBIT iHIIOro i mepeOyBaTH B HBOMY «IK yAOMa»» — OChb IO TakKe
emnariitne cminkyBaHHsa 3a K. Pommkepcom. Ane, 3actepirae K. Pomxepc,
nepeOyBatu JeikatHo, 6e3 oriHoBaHHs i 3acymkeHHs (1984). Sk Tyt He mpoBecTH
napaiiensb i3 yBeneHuM K.C. CranicaaBcbKUM 10 TeaTPaIbHOI MEJaroriku, pexkucypH
Ta MHCTEITBA aKTOpa CIEIIAIbHOTO TePMiHA «SIKOU», «MarivHOro, TBOPUOTO SKOM».
«Sxb6m», «Mariune sIxO6m», «TBopue AKkOW» — 3aMPONOHOBAHWA y CHCTEMI
K.C. CranicnaBcbkoro mpuidoOM TBOPUYOTO TEPEBTUICHHS B CHEHIYHMN 00pa3s, SKUii
MOJISIra€ B TOMY, IO aKTOpP CTBOPIOE B CBOIH ysiBi MEBHI 0OCTaBMHU 30BHILIHBOTO
cepeloBHIA 1 CTaBUTh mepea coOoro mutanHs: «Ilfo 6 s craB pobuth, SxOW i
o0cTaBuHU OynM O HE BHTalIKOIO YsIBH, a CIPaBXKHBLOIO peanbHIicTIO?» [Ipuitom
«Sxom» K.C. CraHicnaBchbKOro 3amo0irae mosiBi Ha CIICHI IITaMITiB Ta CIIOHYKA€E JIO
CaMOCTIHHOI'O TBOPYOI'O MHUCJICHHS HAa OCHOBI II' €CH 1 11 p&XKUCEPCHKOTO TIyMa4YEHHs.
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Jocnikyroun eMmartito, BiJoMHH 3aXigHuil nicuxosor i comiosnor E. ®pomm
y cBoiif mpami «Jlyima JoJuHI» HABOIUTH SICKPABHA MPHUKIIA] EMIATIHHOTO MPOSIBY
(1992). Buenwuii onucye CTOCYHKH Marepi i AUTUHH: OyIb-SKi 3MiHH B TiJli TUTHHH,
ii moTpedu abo 3aHENOKOEHHS MaTH BiJUyBa€ IEpLI, Hi)K BOHH MPOSBIATHCS, BOHA
MPOKHUIAETHCS BiJI IU1a4y CBO€T AMTHUHM, TOJI SIK 1HIII Ty4HIlI 3BYKH ii HE OyAATS.

[Ipuxmagy emMnatiiHOTO CHNIKyBaHHS MpornoHye ncuxoior B. JIeBi B MoHOTpadii
«MucTenTBO OyTH IHIIMM>» — SIK 3 MIBCJIOBA, 3 MiB MOTJISAY PO3YMIIOTh OJIHE OJHOTO
3akoxaHi. HemepeBepiieni emmarii, BBaka€ IOCTIJHUK, MalTh COOAaKH, TOX BiH
6a4nTh TIMOOKHUIT CEHC Y TOMY, 10 CobaKH i rocrmoaapi yacto cxoxi (2013).

IcTuHHO TMTMOMHHEE CHiNKYBaHHS BiOYBAETHCA JIHIIE Yepe3 BIAUyTTI cebe iHIIHIM.
[leBHO, IO CHpaBXHE PO3YMIHHA IHIIOI JIOAMHU HEMOXJINBE 0€3 PO3BUHEHOI YSBH.
[Ilo6 cmiBmepexUBaTH TMPUKPOIIAM 1 paxollaM IHIIOI JIIOOWHH, IOTPiOHO
3a JIONOMOTOIO YSIBH CTaTW Ha i Micue. Y B3aeMOAil 3 IHIIMM i KOPiHb PO3YMIiHHS
NPUPOAN XYAOKHBOI TBOpUOCTi. Po3BHHEHa TBOpYa ysiBa — OJHA 13 MPOBITHHUX PUC,
NpUTAaMaHHUX TaJaHOBHUTUM MHUTISIM, 30KpeMma i aprtuctam. lllupoko BimomMum
€ BucnoBiroBanHs I'. @nobepa mpo Te, mo B MoMeHTH onucy cmepTi EMmu bosapi
BiH BiJlYyBaB CMaK OTPYTH Ha CBOiX ry6ax. OJHaK 4 HE iCHy€ TICHHUH 3B’ SI30K MiXk
aBTOPOM, ab0 K TBOPLIEM XYAOKHBOI'O 00pa3zy Ha CIIEHi, MPOSBOM BHIIOTO CTYTIEHS
eMmarii, 91 He € eMOIiliHa PEaKTHUBHICTh CBIJYEHHSM BHCOKOTO PIiBHS €MOIIIHOTO
CITyXy?

Emmaris  BigkpuBae umsX A0 po3yMiHHA iHmIOl JoauHu. [lounHaeThbes
13 3alliKaBIIEHOTO CTaHy, 3aKIHUYE€ThCS 3alliKaBJICHHAM JAoier0. Taki kK «rapsdi»
(3a BusHauenusm I'. 3. JIeBi) B3aeMHUHHM BUHUKAIOTh B aKTOpa 3 00pa3oMm.

[Ipo cmiBuyTTsi o oOpa3zy roBopuB M. UexoB: «... XyHOXHi 00pa3, SKuid
MOCTaBaB Iepe] MOIM BHYTPIIIHIM MOrisgoM, OyB BIIKPUTHH Ui MEHE A0 KiHII
3 yciMa HOro eMOIlisIMH, TOYYTTSAMH 1 HNPUCTPACTSAMH, 3 yciMa 3aJyMamH, MUISIMHU
1 HaltnoTaemHimmmu 6axxanusiMu» (1986, ¢.182). 3aBsiku akTOPCHKiil ysBi 1 TBOpUiid
IHTYILI] MOXXJIMBE Take MOCTYIOBE NPOHUKHEHHS y BHYTpILIHE XUTTS 00paszy. Kpok
32 KPOKOM, BHPIIIYIOYH 3aBJaHHS MPO HAaWPiOHIII HIOAHCH MOBENIHKH, CTaBJICHHS
JI0 1HITMX TIEPCOHAXIB, PO XapaKTEPHI PHCH CBOTO Te€pOs, MIIBHO CIIOCTEPITaoyu 3a
BHYTPILIHIM XHUTTAM 00pa3y i3 10ro 30BHIIIHIMH MIPOSBAMH, aKTOP «4Uepe3 30BHILITHIO
000JIOHKY>» 3aHYPIOETBCS B CBIT HOTO JTyIi.

Crixg HaroJoCWTH, IO €MIIaTis HIKOJMM HE MEepeXOAWTh y TOBHY iIeHTH}IKAIIIO.
VY K. Pomkepca 000B’ s13k0Ba MPUCYTHICTD BIATIHKY «HAa4eOTO»: SIK HIOW I 5 pajiro
abo 3acmyuytoch. [Ipu npoMy ncuxonor 3ayBaxye. «byTu B cTaHi eMmnarii o3Haydae
cnpuiiMaTH BHYTPIMIHIA CBIT 1HIIOTO TOYHO, 31 30€peXeHHSIM EMOIIHIX
1 cMHUCIOBHX BiATiHKIB. Henade craem 1uMm iHImUM, aie 0e3 BTpaTH BiMIyTTS
«nayeOTo». Tak, BiguyBaem pagicth ab0 OUIb IHINOrO, K BIH IX BiIYyBaE,
1 crpuiimMaem iX TPWYMHH, SK BiH 1X chopuiiMae. Ane 00OB'SI3KOBO ITOBHHEH
3aJUINATHCS BIATIHOK «HA4eO0TO». HaueOTo 1e s pajito abo 3acMydyroch. SIKmo e
BIATIHOK 3HWKAa€, TO BWHHWKAE cTaH igeHTudikamii» (1975, p.23). TIpo 1e x
po3mipkoBye i M. UexoB. XyoxHiii 00pa3 icCHye caMOCTiHHO, akTOp JIMILIE BCIiJ 3a
HHUM, TBOPSYH, Mi3HAE 1 BUUTHCA MaHyBaTH Hax HuUM. [IpunacoByroun obpas o cele,
IO CBOiX OCOOMCTHX TMOYYTTiB, aKTOpH 3a0yBalOTh, IIO IXHI OCOOMCTI MOYYTTS
TOBOPSATH IM JIMIIE NIPO HUX CAMUX 1 HIYOrO HE MOXYThb CKa3aTd Mpo poiib. Tibku
CHIBYYTTS 34aTHE IPOHUKHYTH B Uy)Ky OyLIy 1 OyJyBaTH «IyILIy>» CLEHIYHOIO 00pasy.

130



Bicnuk KuiBcbKkoro HanioHaJIbHOTO YHiBepCHTETY KyJIbTYPH i MHCTELITB
Cepis: CueHiuHe MHCTEI[TBO BUITYCK 2 (2018)

«CriBuyTTsI, CHIiBPadiCTh, CHiBKOXaHHs» — Tak M. UexOB XapakTepH3ye CTaBICHHS
aktopa 110 cBoro oopasy (http://drugie-beregamyl.ru/publ/theatre/27-1-0-15).

Haiipumy ctymiab emmarii Xxapaktepusye i BuciosimoBanas M. lllenkina mpo Te,
IO aKTOp TIOBMHEH HE KOMIIOBAaTH JXUTTS, a BHUKATH «B AYIIy POJI», BIi3aTH
«B IIKypy AioBOi ocobm ..» (1952, ¢.243-245, 251, 256,). Take emmariiiHe
CHINKYBaHHS aKTOpa 31 CTBOPIOBAaHMM B HWOTO ySBI 00pa3oMm, SIKHH CIIPHAMAETHCS
aKTOPOM SIK KHMBA JIFOJIMHA, BiJIPi3HIE BEJIMKUX apTUCTIB, CIIPABXKHIX MaiCTPIB CIICHH,
HE3aJIeKHO BiJ[ TOTO, JI¢ BOHHM CIIyXaTh — y MY3UYHO-JPaMaTHYHOMY TeaTpi 4M Ha
ectpagi. Crmoragm K. llynexeHko iumocTpyiloTh 1e TBepmkeHHS. CriBaduka
PO3IMOBiZa€ TIPO CBOIO pOOOTY HAJ MiCHEIO «TpH BambCcw», sSKa TpPHBaiAa IOHAI JBA
poku. Bech meit wac lllynpkeHKO MWIBHO CHOCTEpirajia 3a JIIOIbMH, BigOupania
HalapiOHimI feTani iXHbOI MOBEIIHKH, 5K, SIK il 31aBanocs, OyJu XapaKTepHi s
repoiB micHi. BonHa Hamaramacs BigmIykaTH iXHI TPOTOTHUIHN B CTYAEHTCHKOMY
CEpEe/IOBHIIl, JIc¢ HE pa3 BHUCTyIMajia, Ha 3yCTpiuyax i3 TBOPUYOKO IHTENIICHIEH abo
pocTo B rocTax uyu Baoma. CriBayka 3rajye, Mo MIyKajga CBOIX Te€pOiB yCHOIU:
«B pomaHax, Ha creHi, Ha expani» (1985, c.21). Jlumie micis TOro, sIK apTHCTKA
BiJUyJia, 1o A00pe 3Ha€e CBOiX repoiB, MOXKE PO3MOBICTH ix Oiorpadii, 3Hae, sIK BOHU
MOBOJISATHCS B THX UM IHIINX JKATTEBHX CUTYAIlisX, BOHA B3sIACS 32 PEIETHUII] MiCHI.
Ha rmu6oke mepexonanus K. llymexeHKo, B KOXKHIHM TICHI BUKOHABEIh PO3IOBiIae
mpo 1HIMUX, sIK Tpo cebe. «lTmsamad BipUTH: BCe, IO BiIOYBAETHCS 3 TEPOEM,
BiZIOYJIOCS 3 CAMHUM CITIBAKOM, TIEPEIKUTO HUM, BigayTe» (1985, ¢.39).

Emmnariitanii akTop 1 cTOCOBHO mapTHepiB. BiH moBuHEH OyTH BigKpUTHI
1 CIpUMHATIMBUI HaBITh 110 JIBE IIOMITHOTO IMITYJIBCY, IO BUXOJMUTH Bij IapTHEpa.
EmmnatiiiHe crminKyBaHHS MHMOBOJI BHHHKAa€ B yMOBax OYyIb-SKOI I'pH: XIJIOMYHKH
y nBopi, Ookcepu Ha pHHTY, TeHicucTH Ha KopTi. ['pi mpuramanHi pu3HK
1 3MaraipHICTh; BOHA BUMAarae MHJIBHOI yBaru A0 maprHepa. Skmo B autsdiii abo
CIIOPTHBHIM Tpl yBara «BMHKAEThCS» cama, TO Ui aKTOpa 1€ BOJBOBHH aKT.
CueHiYHe CITIJIKyBaHHS BHMAara€ yBard JI0 MapTHepa, «3apaxeHHs» 00’ exktoM. Came
e cioBo BxkuBae ctapuit aktop lllycroB y xamkmi K. CranicmaBcpkoro «PoGota
aKTopa HaJa co00I0», MOSCHIOIOYH aKTOpaM-y4dHSIM, IO Take CHUIKyBaHHS: «3apakai,
3apaxaii 00’ekr! «Bnase y iHoro aymry» i cam cuibHIilIEe 3apasumics! A cam
3apasuilcs 1 iHIINX CHIIBHIIIE 3apakaTUMeml. Toxai i MOBJEHHS TBOE CTaHEe OibII
sanmanpHum»  (http://az.lib.ru/g/stanislawskij_k_s/text). HMiamor mms IlyctBa —
1Ie EMOIIiHE 3aps/DKEHHS («3apa)KeHHs») HOro y4acHUKIB.

BapTo oco0nuBO Bif3HAYUTH, IO €MIaTis HEMHCIUMa 0€3 TOHKO PO3BUHEHOTO
eMormiifHOTO ciayxy. lle TBepmKeHHs HEOIHOPa30BO JOBEJEHO HAYKOBUMH
eKCcIiepuMeHTaM:. BomHOYac BUCOKHH TIMOKAa3HUK EMOIIMHOTO CIyXy MOXe He
03HAYaTH BHUCOKOTO PiBHs emmaTii. K0 eMOLIWHUN CIyX BJIACTUBUH JIFOJIUHI
BiJI TIPUPOIM, TO EMIATIHHICTE OB’ 13aHa 3 OCOOWCTICHUMH IIIHHOCTSMH JIIOJUHU Ta
KOHTEKCTOM ii KUTTEBUX 0OCTABHH.

Po3BuBatM B aKTOpIiB MIMPICTh, OE3MOCEPEIHICTD, <IUTAYE» CHPUUHATTS,
30aTHICTh J0 CHIBYYTTS — MPO LE MAIOTh A0aTH i npodeciiiHi akTopH, 1 CTyACHTH
aKTOPCHKUX CIEIlialbHOCTEeH TMiJ] KepiBHUITBOM menaroriB. llpodeciiitai akTopu
1 CTyJIEHTH MalOTh PO3BHBATH B coOi eMmaTiiiHi 3ai0HOCTI. BcTaHoBNeHO, 1110
PO3BUTKOBI emmaTii copusie PpO3BUTOK eMouiiHoro ciyxy. Cmig o0co0nmBo
HArOJIOCUTH, IO BHUCOKHH piBeHb eMMaTii HeMOXIUBUH Yy JIOAWHA 3 HHU3BKUM
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MOKAa3HUKOM eMoliiHoro ciyxy. Jlume akrtopa, 34aTHOrO JO eMIAaTiiHOTOo
CIIKYBaHHS, MOXXHa HABYUTH MTPUCYTHOCTI B /11aJ1031, I[IJIKOM 1 TOBHICTIO OYTH «TyT»
1 «3apa3», He YeKaTH CBOEI PEIUTIKH, IS SKOi BXKE 3aroTOBJICHI BHpa3Hi iHTOHAIIII,
a BECTH 3 MapTHEPOM a3apTHY TPy, B AKii aKTOPChKa MPUPOAA PO3KPUBAETHCS B YCiit
po3maitocTi ¥ HemepemOauyBaHOCTi. PO3BHUTOK 1MX SKOCTEW TOB's3aHUUN
i3 PO3BUTKOM E€MOIIIIHOTO CiIyXy i emmarii, —3a3nauae M. M. Baxrin (1986, ¢.80).

Metonnka BHUKIAJaHHS CTYJEHTAM aKTOPCHKHX CIELiabHOCTeH AWUCHUILIIHU
«CueHiYHEe MOBJICHHS» HiANOPSAKOBaHA TOJIOBHIM METi HaBYaHHS — OBOJIOJIHHIO
HAaBUYKaMH JiaJIOTIYHOTO MOBJICHHS, HEOOXiJHOIO YMOBOIO SKOTO € PO3BHHEHUH
eMOIliiHui ciyXx Ta emmaris. [IpakTWYHUIT IOCBIJ TENaroriB Ja€ MiACTaBY IS
TBEPDKEHHsI, 10 EMOLIMHMI CIlyX Ta eMmarii MaloTh Ha 3aHATTSIX i3 CLHEHIYHOTO
MOBJICHHSI aKTHBHO PO3BHBAETHCS, @ PO3BUTOK EMOIIHOTO CIyXy W emrmarii crae
HEBIiJ €MHOI0 YaCTHHOIO BUXOBAHHS CIIyXOBOi CHPHUHHSATIMBOCTI Ta IHTOHAIIHHOT
BUPA3HOCTI MOBJICHHS aKTOpA.

HaykoBa HoBu3na. OtxKe, IOCTIKEHHS BYEHUX-TICUXOJIOTIB, MPaKTHKIB
TeaTpaJbHOTO MHCTEITBA Ta MEAaroriB CBiIYaTh MPO BaroMiCTh €MOIIMHOTO CIyXY
W emnarii B JIIOJCBKOMY 1, 30KpeMa, CIEHIYHOMY CIUJIKyBaHHI. Y mporeci
JOCHIDKEHHsI BUSBJICHO Oe3mocepenHiil 3B'S30K MK piBHEM EMOLIHHOTO CIyXy
i emmarii akTopa Ta HOro XyA0KHBOIO IOTEHIIE€I0 0 CTBOPEHHS BHCOKOXYI0XKHIX
CITEHIYHUX 00pa3iB.

BucnoBku. BaxuBe 3HaueHHS y CIIPUHHATTI JIIOAWHU Ma€ CIyX — MOBHHU Ta
eMOUIHHUA. Y MHCTenTBI akTopa OOWOBAa BHIM BHKOHYIOTH MPOBITHY pOIb —
1 B poOOTI aKkTOpPChKOI yABH B TIPOIlECi CTBOPEHHA XYyIOKHBOTO 00pasy,
i B AiaJIOriYHOMY CHIJIKyBaHHI 3 MapTHEpaMHU Ha ClLieH] Ta 3 risgadeM. Jiist cygacHoro
aKTOpa BaXKJIMBO pO3BMBATH B cO01 HE JMIIE MOBHMH Ta EMOUIMHHHA CIIyXH,
a 1 eMmarito — 3[aTHICTh JI0 TMEPEKUBAHHSA 1 aKTUBHOIO, 1 MACHBHOTO. 3a3HAaueHO,
0 TPHPOaA IMIIPOBI3aIlIHHOI TBOPYOCTI B MHCTENTBI akTopa Oe3rmocepenrHbo
MOB’ fi3aHa 3 TAKUMHU XapaKTEPUCTHKAMU, SIK EMOLIIHHUN CITyX Ta eMIIaTisl.

VY 3amponoHOBaHOMY JTOCIIPKEHHI €MOIIIHOTO CIIyXy Ta eMmaTii y MHCTEUTBi
aKTOpa 3AJMMIIMINCS I1032 YBAarolw IMPOOJIEMH METOJUKH iX BJOCKOHAJCHHS, IO
B MalOyTHbOMY MOXE CTaTH IPEIMETOM OCMHCJICHHS pPEe3yJbTaTiB OKPEMOTO
NEeNaroriYyHOr0 HayKOBO-JOCITHOTO €KCIIEPUMEHTY 13 3allyd4eHHsIM 1 BUKJIaAayiB Ta
CTYJEHTIB aKTOPCHKHUX CHEMiabHOCTEH, 1 MpodeciitHIX aKTopiB.
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THE VALUE OF EMOTIONAL HEARING AND EMPATHY
INTHE ACTOR’'SART

The purpose of the article is to analyse the emotional hearing role and empathy as
components of the actor's work on a stage image in the improving modern theatrical
pedagogical context. Methodology of the research is based on the main methodological
principles: the objectivity principle, which allows the author to consider the emotiona hearing
role and empathy in the historical-art-pedagogical section in all their complexity,
multidimensionality and contradiction, taking into account the totality of positive and negative
aspects of their content; the scientific principle clarifies the causal relationships between
scientifically verified knowledge that correspond to the current development level of the
language science, emotional rumors and actor’s empathy and their significance in performing
arts; the development principles and interaction, relativity, integrity, practicality provide an
opportunity for authors to consider these phenomena complex and trace trends. Taken
together, this methodology provides an opportunity to reveal the outlined problem significance
in terms of practical art studies through the prism of pedagogical aspects. The scientific
novelty. Researches by both psychologists and practitioners of theatrical art and teachers show
the importance of emotional hearing and empathy in the human process and, in particular,
stage communication. In the research course, a direct relationship was found between the
emotional hearing level and the empathy of the actor and his artistic potency to create highly
artistic stage images. Conclusions. It would be legitimate to say that speech and emotional
hearing play an important role in the human perception process. In the actor art, they play
aleading role, both in the acting imagination work in the creating an artistic image process,
and in dialogical communication with partners on the stage and with the audience. For
a modern actor, it is important to develop not only speech and emotional rumors, but also
empathy there is the ability to experience both active and passive. It is also worth noting that
the nature of improvisational creativity in the actor art is directly related to such characteristics
as emotional hearing and empathy.

Key words. emotional hearing; empathy; speech hearing; the actor art; acting
imagination; stage speech.
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3HAYEHHME SMOIIMOHAJIBHOI'O CJIYXA Y DMIIATHH
B UCKYCCTBE AKTEPA

Leanb uccaenoBaHust — MPOAHATU3UPOBATH POJIb SMOIIMOHAIBHOTO CIyXa U AMIATHH KaK
COCTaBJIAIOIINX PabOTHI aKTepa HaJl CHCHHYCCKIM 00pa30M B KOHTEKCTE COBEPIICHCTBOBAHUS
COBPEMEHHOH TeaTpalibHOM MeJaroruku.

MeTtonosornusi ucciaeqoBaHusA Oa3uWpyeTcss HA TAKUX OCHOBHBIX TNPHHIIAIAX: TMPHUHIIAIIC
OOBEKTUBHOCTH, Oarofaps KOTOpPOMY aBTOpaM pOJb SMOIMOHAIBHOTO CIyXa W OMIIATHH
B MICKYCCTBE aKTepa pacCMaTPHBACTCS B HCTOPHKO-UCKYCCTBOBETIECKO-TICIATOTHIECKOM pa3pese
BO BCEH WX CJOXXHOCTH, MHOTOMEPHOCTH W TPOTHBOPEYMBOCTH, C YYETOM COBOKYITHOCTH
TTIOJIOKHUTCIIbHBIX u OTpI/ILIaTeJ'IBHI)IX CTOpOH nux conepxcaﬂml , nanuI/me Hay‘-IHOCTI/I,
C HCIIOJIB30BAHUCM KOTOpOFO BBIICHAIOTCA HpI/IqI/IHHO-CHelICTBGHHLIC CBA3H Me>1<;1y Haquo
HpOBepeHHI)IMI/I 3HAaHUSIMU, COOTBeTCTBy}OH_II/IMI/I COBpeMeHHOMy ypOBHIO paSBI/ITI/IH HayKI/I
0 PEYeBOM, DMOIMOHAILHOM CIIyXaX W AMIIATHU aKTepa U MX 3HAUYEHHH B MCIOJHUTEIBCKOM
WCKYCCTBE, TMPUHIMIIBI Pa3BUTUSI M  B3aUMOJEHCTBUSI, OTHOCUTEIBHOCTH, UEIOCTHOCTH,
MPAKTAYHOCTH TPEIOCTABISIOT BO3MOXKHOCTH aBTOpaM PaccMaTpyBaTh JAaHHBIC (HDCHOMCHBI
KOMILJIEKCHO U IPOCIIEKUBATh TEHICHLMO3HbIE MPOLECCHl. YKa3aHHAsh METOIOJIOTHUs MO3BOJISIET
PaCKpPhITh 3HAYMMOCTD TAHHOH MPOOICMATHKH C TOYKH 3PCHUS MPAKTHIECKOTO HCKYCCTBOBEICHUS
CKBO3b TMPW3MYy TNEJarormdeckux acrektoB. Hayynass HoBu3HA. lccnenoBaHWS —YYeHBIX-
TICHXOJIOTOB, MPAKTUKOB TEaTPAJIbHOTO MCKYCCTBA U IEJaroroB CBHICTEILCTBYIOT O BECOMOCTH
SMOIMOHAJIFHOTO CITyXa M AMIIATHH B YEIOBEYECKOM M, B YaCTHOCTH, CLIICHHYECKOM OOIICHHH.
B mporiecce uccnenoBanys BhIsIBIIEHA HETTOCPEACTBEHHAS CBSA3b MEXKITy YPOBHEM 3MOIIMOHAILHOTO
clyXa Y OMIATUM aKTepa M €ro XyJIOXKECTBEHHOW TMOTEHIIMEH K CO3JaHHI0 BBICOKO-
Xy}IO)KeCTBeHHBIX CHCHHUYCCKHUX 06p8,303. BBIBO)]])I. YTBep)K}IaeTCH, YTO BaAXHOC 3HAYCHHUC
B BOCIIPHSITHSI YCSJIOBEKAa MMEET CIIyX — PEUCBOM M SMOIMOHATIBHBIN. B MCKyccTBe akTepa 00a ero
BUJIBI BBITIOJTHSIOT BEMYIIYIO POJIb — KaK B pab0Te aKTEPCKOr0 BOOOPAKEHHS B POIIECCE CO3AHUS
XYJIO)KECTBEHHOTO 00pa3a, TaK W B JHAJOTHYCCKOM OOIICHUM C TapTHEpaMH Ha CIICHE
U co 3pureneM. [T COBPEMEHHOTO aKTepa BaKHO pa3BHUBaTh B ceOc HE TOJBKO PEUCBOM
M SMOIMOHAJBHBIN CIyXd, HO W OMIIATHIO — CIIOCOOHOCTh K TEPEKHWBAHUIO KaK aKTHBHOMY,
Tak UM maccMBHOMY. OTMEUEHO, YTO MpUpPOJA HMIIPOBH3ALMOHHOTO TBOPUYECTBA B HCKYCCTBE
aKTepa HETMOCPEJCTBEHHO CBS3aHA C TaKUMH XapaKTEPUCTHKAMH, KaK SMOIOHAIBHBIA CIyX
M OMIIATHSL.

KuroueBble €/10Ba; SMOLMOHAIBHBIN CITyX; SMIIATHUs; PEUEBOM CIIyX; UCKYCCTBO aKTepa,
aKTEPCKOE BOOOPaKCHUE, CIICHUYCCKAS PEUb.
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