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The purpose of the article is to analyse the continuity of traditions in the Ukrainian
drama theatre, its signs in the work of outstanding theatre artists and the study of
artistic phenomena that reflect the national heritage of theatre culture in Ukraine. With
this objective in view, and to justify the need for a combination of skill, innovation and
tradition for updating the culture of society, we have used methods of analysis and
synthesis, an interdisciplinary approach and the principle of historicism. The scientific
novelty lies in the fact that the development of the national Theatre is analysed taking
into account cultural traditions, their influence on the work of leading theatre figures, and
the main principles and traditions of the performing arts. Conclusions. We have found out
that Ukrainian artists, despite the Imperial pressure, in the 80-90s of the 19 century got
an opportunity to stage performances in the Ukrainian language, although with certain
restrictions, and subsequently organise the Coryphée Theatre. Since that period the
national tradition had been developed in professional Theatre. We can state that for the
support of Maria Zankovetska and the activities of Hnat Khotkevych, the Hutsul theatre
of folk art and a combination of cultural traditions with the theatrical art of that time
was founded. It is shown that the success of creative searches and experiments of stage
figures of the 1920-1930s, which is evident in the activities of Les Kurbas and Hnat Yura
and defined as a new chapter in the development of the Ukrainian drama theatre that took
place as a result of the synthesis of the tradition of Coryphée Theatre stage school with
innovative methods and acting skills. In the future, Serhii Danchenko was able to take the
national theatre art to a new level. Particular attention should be paid to Bohdan Stupka’s
experimental search. He founded a Theatre in the Foyer, and later a Chamber stage at the
Ivan Franko National Academic Drama Theatre, which created new hottest features for
communication with the audience, helped to reach the potential of the so-called “small
stage”. The plot and sense-creative series tend more towards poetic utterance. It is proved
that only a combination of skill, innovation and tradition can provide a high-quality result
for performances are filled with deep meaning, awaken thought, emotionally unite the
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audience, vibrant and exciting to watch. Introduction of new elements gives an impetus
to the development of Ukrainian theatre and updates the culture of society.

Keywords: theatre traditions; cultural traditions; dramatic art; director; Ukrainian
drama theatre.

Introduction

Today, building a strong, prosperous state requires the unification of
Ukrainian society, confident determination, and the strengthening of one’s own
national identity. One of the prominent spiritual concepts is namely the thea-
tre, where the introduction of the all-new world perception of a person occurs
in syncretic unity with the embodiment of cultural values, in which many years
of the spiritual experience of the nation is engraved. Not without reason, the
finding of identity is traced in the theatre for there the natural syncretism of
the arts manifests itself clearly and rises among the relevant issues of the artis-
tic space of modern Ukrainian culture.

The analysis of publications of Ukrainian theatrologists and culturologists
indicates numerous work studies of outstanding artists of performing arts.
Thus, the director of Ivan Franko National Academic Drama Theatre, People’s
Artist of Ukraine Mykhailo Zakharevych (2015) researched the history of Ivan
Franko Theatre from the time of its foundation to the beginning of the third
millennium. The theatre critic Hanna Veselovska (2019) focused her attention
on a golden period in the history of I. Franko Theatre when it was headed by
Bohdan Stupka, phenomenal actor, a genius of Ukrainian theatre and art di-
rector in 2001-2012. Rostyslav Kolomiiets (2018), theatre historian, critic and
director, covers Les Kurbas’ life and career, the Ukrainian theatre director and
reformer. Thorough information about the development of theatrical art is rep-
resented in the collective work of the Rylsky Institute of Art Studies, Folklore
and Ethnology scientists (Pylypchuk, 2016). However, the problem of the con-
nection of theatrical systems and the formation of cultural traditions in the
Ukrainian drama theatre has not been given enough attention by the scholars.

Purpose of the article

The purpose of the article to analyse the continuity of traditions in Ukrain-
ian theatrical art, to trace its manifestation in the activities of famous theatre
figures, to identify artistic phenomena that indicate the preservation of the
national heritage of theatre culture of Ukraine and their organic development.

The research methodology consists of the use of a sophisticated general
and specialised approaches. The interdisciplinary approach, reflected in the
combination of theatre history, art history, philosophy and culturology, provid-
ed an opportunity for all-round comprehension of the material on the research
topic. The principle of historicism was used to present content on the history
of the formation and development of professional Ukrainian theatre consist-
ently, as well as to trace the continuity of theatrical traditions. The methods
of analysis and synthesis were used to identify the main artistic phenomena in
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theatrical activities and to confirm the need to combine skill, innovation and
tradition to renew the culture of society.

Main research material

Theatrical art tends to reflect the spiritual world of a person, people, formed
on national life traditions, through the reproduction of common forms, rites,
rituals. M. Hrushevskyi (1993) wrote about the role of the Ukrainian theatre in
preserving the national tradition, that always, even in the most challenging
times for Ukrainians, “the theatre remained one of the few bright spots, and in
a passionate striving for finding some way out of the national feeling, the need
for national self-expression, the stage... was used with all the energy” (p. 3). We
take these words as a guide in the search for a definition of how the intellectu-
al heritage of the past is correlated with modern artistic culture, which today
encourages us to turn to ancient national traditions, what are the results and
significance of such continuity.

The formation of the professional Ukrainian theatre has long traditions:
from folk rites, skomorokhs, verteps to the permanent Ukrainian Theatre in
Hlukhiv in 1751 and the emergence of permanent theatres in the early 19* cen-
tury (Kyiv, 1806; Odesa, 1809; Poltava, 1810, etc.). However, at that time the the-
atres in Ukraine were collective that included Russian and Polish professional
theatre groups. The first attempts at productions in the Ukrainian language
belong to the same period: the activity of the playwright Vasyl Maslovych from
Kharkiv (whose plays were never staged), the play by the Russian playwright
Oleksandr Shakhovskyi Kozak-stykhotvorets (The Cossack Poet) (1812), which,
although was bilingual and arranged with Russian and Ukrainian folk songs,
distorted the character and way of life of the people, being openly anti-Ukrain-
ian. Although in the first half — the middle of the 19" century the Ukrainian
plays appeared in some places (Natalka-Poltavka, Moskal-charivnyk (Muscovite
Wizard), etc.), but the theatrical repertoire was limited, the translated works
were not staged, and national culture continued to exist under imperial pres-
sure.

In the 1880s and the1890s on the background of the prohibition of the
Ukrainian word, schools and art (the Valuev Circular of 1863 and Ems Ukaz
(a secret decree) of 1876 continued to act) in the Ukrainian theatrical business,
a certain “thaw” began, in particular, in 1881 Ukrainians were allowed to stage
plays in Ukrainian, although with certain restrictions — before each Ukrainian
production had to be staged Russian one. Thus, the national theatrical tradi-
tion was gradually formed. The first professional purely Ukrainian theatre was
the Coryphée Theatre founded by M. Kropyvnytskyi in 1882, which separated
from the Polish and Russian ones.

The real legend of the Ukrainian Coryphée Theatre was a talented dramatic
actress Maria Zankovetska, who mastered the art of transformation skilfully,
had an incredible voice — a dramatic soprano. Her perfect skill, plasticity and
artistry won not only the Ukrainian spectator but also the Moscow audience,
creating competition for Russian actors. Zankovetska’s work was highly ap-
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preciated by the prominent cultural figures of that time, for example, Symon
Petliura (1993) as a theatre critic wrote: “A powerful talent which would do
honour to the best European stage ...” (p. 31). Writers L. Tolstoi and A. Chekhov
noted the phenomenality of her talent (Kavunnyk, 2016, p. 146). Actor and di-
rector Panas Saksahanskyi claimed that such actors like Zankovetska are born
once a century (Korniichuk, 2015).

Maria Zankovetska had not only extraordinary professional success on the
stage but also fully supported the Ukrainian theatre and even gave up her ca-
reer at the imperial theatre stage. The actress gathered young people around
her, helped in the creative development of young talented actors (Samoilenko,
2016), and if necessary, supported financially. For example, the story of the tour
organisation of the amateur and later semi-professional Hutsul theatre under
the direction of Hnat Khotkevych (Shlemko, 2014).

Owing to pressure from the authorities and fears of arrest, Hnat Khot-
kevych was forced to move from his home city of Kharkiv to Galicia. He was
fascinated by the beauty of the Carpathians, the sincerity and originality of the
locals. Their culture and traditions inspired the master to write a play based on
the stories from Hutsul life, customs and legends of those places. He invited Les
Kurbas as an assistant, knowing him as an immensely talented actor, whom he
noted for himself during performances at the Ruska Besida travelling theatre.

Although the Hutsul folk theatre has existed since ancient times, Hnat
Khotkevych founded an original musical and dramatic Hutsul theatre, activities
of which were based on folk art and a combination of cultural traditions with the
artistic achievements of the theatre of that time. It was namely the authentic
Hutsul folk theatre that was the closest one to the times of ritual action, when
deep sacred knowledge, spiritual values and norms of behaviour were passed
to the next generation through songs, dances, fairy tales and legends. The the-
atre actors were talented locals who learned texts by ear. The folk actors had
a spiritual connection with nature, and their understanding and sense of their
national identity made the performances successful. They became actors only
during theatrical performances and rehearsals. They didn’t need to explain in
detail how to build this or that scene in a play, because they were in a live tra-
dition from childhood and were involved in rituals and folk games. Thus, there
was natural actor skills training — improvisation, a sense of a partner, mastery
of their movements, facial expressions, gestures, and voice. It was namely the
absence of any actor stamps and mastering the musical instruments, knowledge
of authentic songs and dances that distinguished the Hutsul theatre among
others. He toured Galicia, Dnieper, and with some performances went even to
Moscow. The guest actors were wildly successful, especially when they started
singing and dancing on the stage.

We can assume that it is because of the great distance, the remoteness from
the cities, a continuous live tradition has been preserved — the power of words,
tempo and rhythm, timbre and innate artistry — the magic of folk art. This elated
spirit became an example and a powerful incentive for the development of the-
atres in other regions of Ukraine. The Hutsul theatre has fulfilled and continues
to fulfil the mission of revival of the nation and unification of generations into
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a single nation, which has had and continues to have a positive impact on the
development of the nation and modern Ukrainian theatre in general.

Exploring the phenomenon of theatrical tradition, it is impossible to ignore
the work of the outstanding master of the 20" century Les Kurbas, who strove
“not to adopt the old theatre to modernity, but to create it, although based on
tradition, but anew” (Ohneva, 2014, p. 399). Thus, creating a renewed, modern
theatrical art, he tried to preserve the old cultural traditions and heritage of his
predecessors. Kurbas’ theatrical concepts are a synthesis of the traditions of the
stage school of the Coryphée Theatre with innovative methods of performing
skills and the search for outstanding directors of that time.

Of particular interest is his methodological and theoretical legacy, the
unique world of creativity, which is built on the intersection of three languag-
es — verbal, theatrical, and sophia. First of all, this is the interrelation between
the process of breathing and stage rhythm, the influence of these factors on
stage speech and the actor’s movements. It is essential that, except corporeal
aesthetics and harmonious movements, it is necessary to use the auditory per-
ception of a viewer. If we do not see a person, then we imagine, compose his
image, emotional state in our consciousness only by the sound of his voice. Les
Kurbas invited professional opera singers to practice mastering his voice, timbre
and stage speech. And for performing art, plasticity and body control, the direc-
tor invited dance instructors to teach choreography. For example, Bronislava
Nizhynska, having professional classical training and many years of experi-
ence, strove to renew the choreography art. Therefore, she created a method
of training for dancers and actors, and the leading direction was contemporary
choreography, which allowed releasing body tension. Hence, classical choreog-
raphy was available. Kurbas invited Mykhailo Mordkin, a talented dancer and
choreographer of the early 20™" century, a thinking actor, as his associates called
him, to collaborate in the theatre. He helped to create original deep dramatic
images, paid particular attention to the details in costumes, lighting, props.
In his work with actors, instead of lessons at the classical barre, he invented
non-standard tasks, plastic exercises.

Thus, the artist’s skill was manifested in a harmonious combination of ges-
tures, movements, voice and other factors, which increased the expressiveness
of the performance significantly. Therefore, in theatrical practices, the tech-
niques of performing skills are mastered and improved from generation to gen-
eration, which can be attributed to the cultural traditions in the theatre, and
that was innate in the Hutsul theatre.

The period of intense energy in the creative search and experiments of the-
atrical figures of the 1920s and 1930s is traced clearly in the activities of the ac-
tor and director, founder of Ivan Franko Theatre Hnat Yura. Being a classicalist,
he turned to German expressionism in his innovative searches (for example, he
staged E. Toller’s drama Hinkemann in Kharkiv). Preserving and multiplying cul-
tural traditions, the master was able to implement non-standard solutions in the
national theatre in the times of total restrictions, which are still relevant today.

One of such decisions was the development of scenography art to convey the
essence of the play. For this purpose, the director attracted artists from different
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regions of Ukraine and abroad, who worked in various styles and manners. They
were Vasyl Komardonkov, Borys Erdman, Dmytro Vlasiuk and others. This add-
ed dynamism to the theatre. That is, together with the development of classical
forms as the picturesqueness and naturalism of the play, there was another ap-
proach as the transformation of visual forms, structures in combination with cre-
ative enthusiasm and innovation. As a result, the performance acquired liveliness,
and the image of the stage was renewal. In the historical cultural space, Hnat Yura
left us a creative legacy in artefacts and material things. Therefore, today we have
the opportunity not only to imagine the scenography but also to recreate, feel the
state of society and the development of theatrical art of those times, as well as to
find unifying factors with modernity, repeating the creation of scenery.

The development of national and world theatre culture was greatly in-
fluenced by Serhii Danchenko’s work. He is an iconic figure for the Ukrainian
theatre. He was gifted director, interpreter, and teacher of known stage artists
pleiad. Perhaps, it was namely this voluminous versatile vision of the theatre
that caused Danchenko’s phenomenal ability to create his artistic world. In his
research, M. Zakharevych (2015) characterises the great director with the critic
H. Kovalenko’s expressive quote: “It is worth saying that, looking mentally at
what Danchenko did, you understand: he had almost no works of chance, made
for the needs of the day or the sake of moments. This understanding is even
more valuable if we remember again when, how and where the director began
the world. Todayj, it is clear that Danchenko’s work in the Ukrainian theatre had
to play a serious missionary role” (p. 285). It was namely he who managed to
bring the national theatrical art to a new level, to free it from going round in
circles. S. Danchenko worked on the development of a model of the concept of
“national theatre”, the essence of which he saw in the synthesis of refined taste,
natural theatricality with the real nationality.

After S. Danchenko’s death, his work was continued by Bohdan Stupka, an
outstanding modern actor, a genius experimenter. He could work with drama-
turgic practices of different cultures but was brought up in the national theatri-
cal traditions, in particular, Lviv academic dramatic school. The contribution of
B. Stupka to the development of the possibilities of the so-called “small stage”
after the opening of the Theatre in the Foyer in 2002, and later S. Danchen-
ko Chamber Stage, deserves special attention. Many performances based on
classical and contemporary works by Ukrainian and foreign authors were born
in the new theatre space. All of them have interesting search trends. Actors,
directors, scenographers and playwrights use new opportunities, implement
creative ideas and experiments actively. Respectively, viewers get acquainted
with various, partly radically new original searches, manners, styles, artistic
worldviews, etc. The “small stage” theatre masters the unique possibilities of
communication with the audience. At the same time, many theatre artists and
admirers know B. Stupka’s opinion that if an actor does not play the classics, his
talent declines. So, for all the importance of extraordinary modern theatrical
developments, the national cultural tradition gives them vitality.

A striking example of the continuity of Ukrainian theatrical traditions is
the premiere of the play Hutsul year directed by Vadim Sikorsky to celebrate the
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101%t anniversary of the Maria Zankovetska Theatre in Lviv. The play was writ-
ten by Hnat Khotkevych for the Hutsul theatre mentioned above, which the au-
thor defined as an ethnographic play: the calendar and ceremonial folk festivals
as Christmas, Easter, wedding and funeral are interwoven in the plot. The play
is filled with traditional songs and dances, which is an approximation of folk
art to the contemporary one. The 2018-play preparation had lasted for a year.
The actors studied not only Hutsul rites and dialects but immersed themselves
into the life of the Hutsul region (having lived there for several months literal-
ly), imbued with the spirit of its culture. This combination experience with the
practice work of the Lviv theatre school allowed introducing the cultural Hutsul
tradition to the audience, to convey to them a sense of kinship with it in an
emotionally convincing way. Thus, the play, created by Khotkevych in the early
20t century, gets the support of the national idea in Ukraine in the 215 century.
The vitality of the artistic tradition nourishes the activity of artists and creative
groups even today and is a core phenomenon of Ukrainian theatre culture.

Conclusions

We have traced the changes of tasks and forms of existence of the Ukrain-
ian theatre during its development: from the first permanent theatres at the
beginning of the 19™ century to the contemporary theatrical experiments. It
is shown that both folk and the first professional Ukrainian theatres appeared
and developed on national culture. The works of leading Ukrainian theatrical
workers, who were iconic figures in specific periods of development of the The-
atre of Ukraine, are studied. Case study of M. Zankovetska, Les Kurbas, H. Yura,
S. Danchenko’s works shows that their innovative ideas gave an incentive to
the development of theatrical art due to unity with the deep spiritual values of
the Ukrainian people. We have recognised that during its history, the Ukrainian
theatre was changing and at the same time protected and preserved the nation-
al cultural tradition in the course of its development.
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MerToi0 CTaTTi € aHaji3 CrMaJkKOEMHOCTI TpaAuliii B yKpaiHCbKOMY ApaMaTUYHOMY
TeaTpi, il MPOSBY Y TBOPUOCTi BULATHUX AisIUiB TeATPy Ta BUBUEHHS MUCTEL[bKUX SIBULI, 1110
BiII3epKaIOIOTh HAI[iOHAAbHY CHALUIMHY TeaTpaabHOI KyabTypy YKpaiHu. 3 11i€l0 MeTOI0
Ta IJIs1 OGIPYHTYBaHHSI HEOOXiJHOCTI TTOEJHAHHSI MaliCTePHOCTI, HOBATOPCTBA i TPAIUILiii
IUIS OHOBJIEHHSI KYJIBTYPU CYCITiIbCTBA OYJI0 BUKOPMCTAHO METOAM aHaJli3y Ta CUHTE3Y,
MDKIMCHUIUTIHADHUIA TiAXif Ta NpMHUUI icTopusmy. HaykoBa HOBM3HA MOJSITa€ B TOMY,
110 PO3BUTOK HalliOHAJIbHOTO TeaTpy MPOaHa/li30BaHO 3 OIMISILY KYIbTYPHUX TpaguIliii,
IOCTiIKeHO iX BIUIMB Ha TBOPYiCTh MPOBIAHMX TeaTpaabHUX [isUiB Ta BUSIBJIEHO OCHOBHI
MPUHIAIIN Ta TPaAUIlii BUKOHABChKOTO MUCTELITBA. BUCHOBKM. 3’ICOBaHO, 1[0 YKPaiHCbKUM
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MUTIISIM, He3Ba)Kalouy Ha iMITepCchbKMii TUCK, Branocst y 80-90-x pokax XIX cT. mobuTucs
MOYK/IMBOCTi CTaBUTYU BUCTaBM YKPAiHCbKOIO MOBOIO, XO4a i1 i3 MeBHUMU O0OMeKeHHSIMU,
a 3TOJIOM OpraHi3yBatu «reatp Kopudeisy». [ came Bif poro mepiogy nmounHae GopmyBaTUCS
HalliOHaJIbHA TPaAullisl y podeciiiHoMy TeaTpi. BusHaueHo, 1110 3aBOSIKM MmiaTpuMIi Mapii
3aHbKOBeNbKOI Ta AistbHOCTI 'Hata XoTkeBuua OyB 3acHOBaHWMiI [yIyabChbKMIT TeaTp,
B OCHOBY SIKOTO TIOKJIaZe€HO HapOAHY TBOPUICTb Ta IMOENHAHHSI KyJbTYPHUX TpaAuLiit
i3 TeaTpaJlbHMM MMUCTEITBOM TOro duacy. IlokasaHo, L0 YyCHiX TBOPYMX MOLIYKIiB Ta
eKCIIepMMEeHTIB TeaTpadbHMX AistuiB 1920-1930-x pOKiB, SIKUIi SICKPABO MPOCTEXKYETHCS
y pmistnbHOCTI Jlecsi Kypbaca i T'Hata IOpM Ta BM3HAUa€ThCSl SIK HOBUII eTaml PO3BUTKY
YKpaiHCbKOTO IpaMaTUYHOTO TeaTpy, BimOyBCSI BHACTIMOK CHMHTE3y Tpamuliii ClieHiuyHOi
IIKOJIY «TeaTpy KopudeiB» i3 HOBATOPCHKMMMU METOAMKAMM i TEeXHIKAMU BUKOHABCHKOI
maiictepHocTi. Y noganbiiomy Ceprito JlaHueHKY BIA/IOCSI BUBECTM HalliOHA/IbHE TeaTpaibHe
MMCTENTBO Ha HOBUIT piBeHb. Ha 0COG/IMBY yBary 3aciyroBye eKCIepUMEHTATbHUI TIOLITYK
Bormana Ctynku — BimkputTs Teatpy y doiie, a 3romom KamepHoi ciienn B HarioHassHOMY
akaZeMiuHOMY ApaMaTMYHOMY TeaTpi imeHi IBaHa ®dpaHKa, 10 CTBOPMUIO HOBi CydacHi
MOKJIMBOCTI KOMYHIKallil 3 I/sifaueM, CIOPUSIZIO PO3KPUTTIO MOTeHIiaJy Tak 3BaHOI
«MaJtoi cueHu». CIOKeTHMI Ta CEHCOBO-TBOPUMIA PSIfi, SIKHAIOI/IbIIE TSIKI€ IO IO TUYHOTO
BUCIOBY. JloBeleHO, IO TiIbKM IIO€NHAHHS MaliCTepPHOCTi, HOBATOPCTBA i TpaAuLiit
MOYKe ATy SIKiCHUII pe3y/lbTaT — BUCTABM HAMOBHEHi MIMOOKMM 3MiCTOM, TTPOOYIKYIOTh
IIYMKY, €MOIIi/iHO 00’€IHYIOTD IVIsIIauiB, HACMYEHi i IiKaBi 1 rmepemisaay. ITosiBa 5k HOBUX
eJleMeHTiB JIa€ MOIITOBX PO3BUTKY YKPaiHChKOTO TeaTPy Ta OHOBJIIOE KyAbTYPY CYCITiIbCTBA.

Kntouosi cnosa: Tpaguiiii TeaTpy; KyJAbTYPHI TPaAULLii; ClleHiUHE MUCTELITBO; PEeXXUCED;
YKpaiHCbKUII ApaMaTUYHUIL TeaTp.
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Llenpto CTaThy SIBASIETCSI aHAAM3 IMIPEEMCTBEHHOCTM TPaAuLMiA B YKPaMHCKOM
IpaMaTUYeCKOM TeaTpe, ee MPOSBIEHMSI B TBOPUECTBE BBITAIOIIMXCS HesTeleil TeaTpa
M WU3YUEHUST XYOOKeCTBEHHBIX SIBJIEHMI, OTpakaloIIMX HalMOHAJIbHOE HaclIemue
TeaTpajbHOI KyIbTypbl YKpauHbl. C 3TOI 1IeJbI0 M IIJiT OO0CHOBAaHMUSI HEOOXOIVMOCTU
COUYeTaHMsI MacTepCTBa, HOBATOPCTBA M TPaAMLIMiA AJisI OOHOBJIEHMST KY/IbTYpPbl 00IIeCTBa
OB MCIIOIb30BaHbI METOIbI AHAIV3a M CUHTE3a, MESK AV CIIUTUIVHAPHBII ITOIXOM Y IIPUHITATI
ucrtopusMa. HayuHasi HOBM3HA 3aK/JIOUAeTCS B TOM, YTO pPas3sBUTHE HAIMOHAIbHOTO
TeaTpa MPOCIEKEHO C TOYKM 3PEHMS KYJbTYPHBIX TPamuINii, UCCIEIOBAHO UX BIMUSIHUE
Ha TBOPUYECTBO BEOYIIMX TeaTpajbHbIX MesTeleil M BbISIBIEHbl OCHOBHbIE MPVHLIVIIbI
UM TpamMIUM WCIIOTHUTEIbCKOTO WMCKYCCTBA. BBIBOABI. BBISICHEHO, UTO YKPaMHCKUM
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MacTepaM, HeCMOTPSI Ha MMIIEPCKOe AaBiieHue, ynanoch B 80-90-x romax XIX B. JOOUTHCS
BO3MOXXHOCTM CTaBUThb CIIEKTaKIM Ha YKPaMHCKOM S$I3bIKe, XOTSI M C ONpeneJeHHbIMU
OTPaHMYEHMSIMM, & 3aT€M OpPraHM30BaTh «TeaTp KopudeeB». VI MMEHHO C 9TOrO Iepuopa
HauyHaeT (OPMMPOBATbCS HAIlMOHA/JbHAS Tpagulus B HPodeccruoHaJIbHOM TeaTpe.
OmnpepeneHo, 4To Garomaps mommepskke Mapuy 3aHbKOBEIIKOM ¥ IesiTeJIbHOCTU MrHaTa
XoTkeBuYa 6bUT OCHOBAH ['YIY/IIbCKMIT TeaTp, B OCHOBY KOTOPOTO IOJIOKEHO HapOAHOEe
TBOPUYECTBO U COUETaHNME KYJIbTYPHBIX TPAJAMUIINIA C TeaTPaIbHBIM MCKYCCTBOM TOTO BDEMEHN.
[TokasaHO, 4TO ycmex TBOPYECKUX MOMCKOB M 3KCIIEPUMMEHTOB TeaTpajbHbIX [esTesen
1920-1930-x romoB, KOTOPBI SPKO TpociexuBaercs: B gestenbHocT Jlecss Kypbaca
u 'HaTa FOpsl u onpenensieTcss Kak HOBBINM 3Tall pa3sBUTUSI YKPAMHCKOTO ApaMaTU4yeCKOro
TeaTpa, TNPOMU3OIIeN BCAEICTBME CHUHTE3a TpaguUUM CIEHMYEeCKOlM IIKOJIbl «TeaTrpa
KopudeeB» ¢ HOBATOPCKMMM METOAMKAMM M TEXHMKAMM VICIIOJIHUTEIBCKOTO MacTepCTBa.
B manbHeiiem Ceprero [laHue€HKO yIa0Ch BBIBECTY HAIIMOHATIbHOE TeaTPaIbHOE MICKYCCTBO
Ha HOBBII ypoBeHb. OCOOOro BHMMAaHMSI 3aCTyKMBAET SKCIIEPUMMEHTAIbHbIN ITOMUCK
Bormana Crymniku — otkpbiTue TeaTpa B (oiie, a mo3ke KamepHoii ciiensl B HalimoHaabHOM
aKaJeMMyeCKOM JpaMaTuueckom TeaTpe uMmeHM MBaHa PpaHKo, YTO CO3[a70 HOBbIE
COBpeMEHHbIE BO3MOKHOCTY KOMMYHMKAIIMM CO 3PUTETIEM, CIIOCOOCTBOBAIO PAaCKPBITHUIO
MOTEeHIMaJIa TaK Ha3bIBAEMOI «MaJiOi ClieHbl». CIOOKETHBIN U CMbICJIOBO-TBOPYECKUI PSIT,
60j1ee BCEro TSITrOTEeeT K MO3TUUYECKOMY BbhICKa3bIBaHMIO. [IOKA3aHO, UTO TOJIbKO COUETaHME
MacCTepCTBa, HOBATOPCTBA M TPaguLMii CIOCOOHO [aTh KayeCTBEHHBIN pesyabTaT —
CITEKTaK/IM HAIIOJIHEHbI TIYOOKMM COOepiKaHMeM, MPOOYKIAIOT MbICIb, SMOLVOHAIbHO
00BeIMHSIOT 3pUTEIeN, HaChIIIEHHbI ¥ MHTEPECHBI [JIsT poCcMOTpa. [TosiB/iIeHNe ke HOBBIX
9JIEMEHTOB JIaeT TOTYOK Pa3BUTUIO YKPAMHCKOTO TeaTpa ¥ OOHOBIISIET KY/IbTYPY OOIIEeCTBa.

Kntouegole cnosa: Tpaguuy TeaTpa; KyJIbTypHbIe TPAAULIVIN; CLIEHUYECKOe UCKYCCTBO;
pexuccep; YKpauHCKUIA IpaMaTUueCcKuii Teatp.
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