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The purpose of the article is to identify the characteristic features of the use of visual
plastic expressiveness by the Ukrainian stage directors in the 1990s and the early 2000s
based on art review of theatrical productions of avant-garde, drama theatres and studio
theatres. Research methodology. The typological method is applied to identify influence
factors of the actualization of visual plastic expressiveness; due to the semiotic method
the means of plastic expressiveness are considered according to the theory of signs and
sign systems as artistic and aesthetic symbols that carry generalized sense information;
art review method was used to identify the main features of using plastic expressive
means by the Ukrainian theatre directors. Research Novelty. For the first time in domestic
art studies, the problems of visual plastic expressiveness in the works of the Ukrainian
directors of avant-garde, drama theatres and studio theatres in the 1990s and the early
2000s were studied; art review of theatrical stage production of V. Bilchenko, V. Troitskyi
and A. Zholdak identified the individual features of the use of plastic expressive means by
the Ukrainian theatre directors with the aim of revealing sense and meaning content of
stage works. Conclusions. The study showed that in the Ukrainian theatre art of the late
20" — early 215t centuries directorial search in the field of visual plastic expressiveness was
manifested primarily in the context of the active integration of various plastic elements
as an addition to the verbal structure of the stage production and/or its replacement at
certain moments of the stage action, in accordance with the author’s vision, in order
to enhance the sense and meaning loading of the work. The correlation of expression
and image in the modern Ukrainian theatre art generates innovative approaches to the
understanding and mastering of plastic art.
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Introduction

The 1990s — early 2000s in the history of the Ukrainian theatre art is
a period of global synthesis due to the extraordinary intensification of the
convergence processes of various audio and visual arts elements.

In the 1990s domestic theatre directors integrated a variety of genre
models and means of plastic expression into their artistic construction cre-
ated by the laws of dramatic art.

The research of peculiarities of the Ukrainian theatre art development
of the specified period in the context of the directorial search in the field of
visual plastic expressiveness, in our opinion, is highly relevant and neces-
sary, since it gives understanding and comprehension of the modern trends
of plastic directing developments in the domestic stage space at the end of
the 20™ - early 21% centuries, and also makes possible to track the emer-
gence of innovative elements and analyse the impact of certain types of
visual arts on the theatre arts.

The research novelty lies in the fact, that for the first time in the domes-
tic art studies the problems of visual plastic expressiveness in the works of
Ukrainian directors of avant-garde, drama theatres and studio theatres in
the 1990s and the early 2000s were studied; peculiarities of convergence of
audio and visual arts elements in the context of domestic theatre space of
the specified period are considered; art review of theatrical stage produc-
tions of V. Bilchenko, V. Troitskyi and A. Zholdak identified the individual
features of the use of plastic expressive means by the Ukrainian theatre di-
rectors with the aim of revealing the sense and meaning content of stage
works.

The research analysis demonstrates the presence in the domestic scien-
tific dimension of many works devoted to the development of the Ukrain-
ian theatre art in the 1990s-2000s. In particular, these are the works of
S. Vasyliev (2018) “Escape for freedom: on some aspects of being Ukrainian
alternative theatre in the 1980s-2000s” in which the researcher examines
the efforts of young Ukrainian directors to construct “their own opportun-
istic artistic strategies” in the context of public or alternative theatre, and
of M. Hrynyshyna “Urban and world: drama by A. Chekhov at the Ukrainian
field in the inter contextual ties with the world theatre space” devoted to
the experience of the Ukrainian theatre directors in performing stage inter-
pretations of A. Chekhov’s dramaturgy. Analysing the state of the theatre in
Ukraine, the group of authors make an attempt to identify the main indica-
tors of success and leaders, trends and vectors of the theatre development
(Vasyliev et al., 2018).

However, individual directorial searches in the field of visual plastic
expressiveness of the Ukrainian theatre director V. Bilchenko, V. Troitskyi
and A. Zholdak in the context of leading trends of stage space of the late
20 — early 21%t centuries and in the perspective of the national theatrical
art development have not yet been the subject of special scientific research.
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Purpose of the article

The purpose of this article is to identify the characteristic features of the
use of visual plastic expressiveness by the Ukrainian stage directors in the 1990s
and the early 2000s based on art review of theatrical productions of avant-gar-
de, drama theatres and studio theatres.

The purpose of the article requires the following issues to be solved: to
identify influence factors of the actualization of visual plastic expressiveness in
the domestic theatrical dimension of the late 20" — early 21t centuries:

— to consider the means of plastic expressiveness in accordance with the
theory of signs and sign systems as artistic and aesthetic symbols that have
generalized sense information,;

— to identify the characteristic features of the use of visual plastic expres-
siveness by Ukrainian stage directors;

— to reveal the directorial methodology of V. Bilchenko, V. Troitskyi and
A.Zholdak in the context of genre features of dramas, performances and the-
atrical projects.

The article provides an interdisciplinary approach to comprehensively re-
view the above-indicated issues. The typological method, the semiotic method,
art review method, the genre and typological method have been applied.

Main research material

Due to the desire to abandon the traditional models of theatrical directing
in the global stage space in the late 20" — early 21% centuries a paradigm was
formed and it corresponded to a single artistic model — the removal of any re-
strictions on creative expression, starting from the idea to the ways of its im-
plementation. As a result of open borders in the early 1990s the active integra-
tion of foreign creative experience into Ukrainian culture and art contributed
to the formation and development of art forms innovative for the domestic so-
cial and cultural space — performances, art events, video art, happenings, etc.,
whose specific features (for example, the peculiarities of artistic language, new
vistas for drama and prose, non-standard organization of spatial action, the
use of interactive techniques, etc.) greatly expanded the possibilities of plastic
performance, contributed to the invention of new directing techniques and
methods. According to researchers, the peculiarities of the postmodern and
new media eras conditioned the interconnection and mutual influence of vari-
ous types of art and as a result “visual and plastic art turns to the principles of
performativity with increasing frequency” (Trykolenko, 2016, p. 62).

The means of plastic expressiveness belong to non-verbal (visual) lin-
guistic units of expressiveness of the genres of theatrical productions and
are positioned as artistic and aesthetic symbols which, while replacing verbal
units, carry certain generalized sense information about the symbols encoded
in them. When naturally combined with verbal (audio) means of expression,
the elements of plastic culture significantly emphasize and enforce the sense
and meaning content of the statement, draw attention to those sense acts of

233



ADVANCED ISSUES IN ART CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 21 « ISSN 2616-423X (Online)

artistic communication that convey the feelings of the author and the per-
former.

Researchers emphasize the importance of a harmonious balance between
plastic expressiveness and other means of expressiveness of the actor, whose
organicity is determined according to the conditions of the stage space. For
example, G. Morozova (1999) states that in drama theatre body expressiveness
is an integral part of the complex of acting skills: the term “plastic expressive-
ness of the dramatic actor” is used to evaluate the actor’s plastic in the role
and therefore, is identical to the term “body expressiveness” (p. 185). Unlike
choreographic or pantomimic production, where the concept of plastic expres-
siveness corresponds to the canons formed in these types of art, in the theat-
rical art it involves the presence of bright genre and style characteristics of the
character’s external behaviour and the correspondence of the forms of action
to its sense and meaning loading.

The specificity of the use of visual plastic expressiveness depends on the
director’s ability and need to realise the stage action or its elements in a figu-
rative, artistically meaningful plastic form, replace and/or strengthen the audio
means of expression (as carriers of meaning) with visual ones, make them dom-
inant and defining in the style of theatrical production.

The activity of domestic directors of newly created alternative theatres and
studio theatres in the 1990s was characterised by intense actualization of crea-
tive searchers in the field of visual plastic expressiveness.

The stylistic unity, multidimensionality and metaphor nature of the plastic
elements contribute to the revealing of character’s personality and the essence
of the events of theatrical productions of one of the leading Kyiv directors of
the first half of the 1990s V. Bilchenko “Archeology” (1989) and “And said B”
(1991) based on the plays of O. Shypenko “The crow”, “La Funf in der Luft” per-
formed on the stage of the Kyiv Youth Theatre.

At the beginning of 1993, the director trying to find the new form of the
theatre as “the embodiment of materialized stylistics and philosophy” (Bri-
ukhovetska, 1998, p.52) together with a group of professional actors from
the Youth Theatre, creates the author’s Experimental Theatre Studio in the
premises provided by Kyiv-Mohyla Academy. A unique group of actors led by
director-experimenter whose creative search was characterised by the desire
to realise the dream of Les Kurbas about a philosopher-acrobat, “intellectual
harlequin”, later, in addition to work on dramatic production (“Eastern March”
on the material of the “Ukrainian diaries” of Danish actress K. Kolstrup and
improvisational etudes of troupe of actors, 1995; “The Falcon” by D. Bortnian-
skyi, 1996) and patronage of student’s theatrical creativity, he was involved into
the production of street plays (“Description of the Monster No 1”7, 1993; “Wild
Theatre” (together with A. Petrov), 1994), which were distinguished by the top-
icality of the themes and spectacularity thanks to the various means of plastic
expressiveness and extreme features.

According to his own vision of the development of the alternative thea-
tre in Ukraine, V. Bilchenko staged the performance “Shot in Autumn Garden”
based on the play “The Cherry Orchard” by A. Chekhov, which is regarded by
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the Ukrainian theatrical experts as the best performance of the metropolitan
theatre space of the 90s of the 20" century. (Vasyliev et al., 2018, p. 9). In the
performance the director used a variety of plastic discursive models skillful-
ly integrating them into the general action. M. Hrynyshyna (2008) emphasizes
that “emblematic review of techniques from depositories of the word, theatre,
cinema, painting — a characteristic feature of the style of the performance — by
the powerful collective effort from the too familiar Chekhov’s reality extracted
new intonations, other trajectories of its space, renewed sensory perception of
the action and showed its immediacy” (p. 355).

Organic plastic solution of the staging, which emphasized the director’s
focus on the context of the plot, the monologue nature of the characters’ exist-
ence, “the depth of the form (...) of self-realisation and “existential” meaning”
(Bilchenko, 1993, p. 15) was intensified by the synthesis with S. Mykosovskyi’s
set design which is cinematic by structure, L. Podervianskyi’ costumes, and vo-
cal, words (actors: K. Kolstrup — Ranevska, T. Shuran - Varia, V. Aleksiienko —
Lopakhin, S. Matviiko — Trofimov, S. Fesenko - Yasha, V. Avdieienko — Duniasha,
Ya. Chornenkyi — Haiev) and other systematic elements of the theatrical space,
created a state of syncretism of languages of the play, and according to M. Hry-
nyshyna (2008), significantly expanded the boundaries of the “theatrical Chek-
hov”, delegating it to other art spaces (p. 353-354).

In 1994, as a contrast to the National Theatre, V. Troitskyi founded a Centre
of Contemporary art “Dakh” - theatrical space in Kyiv, in the structure of which,
apart from the theatre studio (director of the psychological Ukrainian theatre,
realist-master V. Ohloblin, V. Bilchenko, playwrite Klim), an acting and direct-
ing school was opened later, music side-projects were created (“ethnic cha-
os” band DakhaBrakha, freak-cabaret “Dakh Daughters”), educational lectures,
workshops (B. Yukhanov, I. Lysov), art meetings and etc., are actively held. Ac-
cording to the domestic researchers, the creative style of the theatre’s art di-
rector V. Troitskyi is inspired by modern practices and archaic rituals (Vasyliev,
2018, p. 18), presenting artistic projects and performances characterized by
multilayered form and content, the skill to speak about complex philosophi-
cal issues by means of plastic expressiveness, enhanced by musical accompani-
ment, naturally combining it with emotional and lyrical texts.

For example, the director has successfully created an atmosphere of nation-
al ritual in the trilogy “In search of the Lost Time...Life” (performances “Life”,
“Faith”, “Earth”, Centre of Contemporary art “Dakh”, “Pectoral” 2002) thanks
to the cooperation with folk group “Bozhychi”. Despite the dominance of audio
means of expression in the production, the national culture and special type of
thinking are hidden behind the corporal signs used by V. Troitskyi and it ensures
the existence and realisation of certain ways of plastic expression of sense.

In philosophical and aesthetic thought plastic in combination with rhyth-
mic basis is associated with magical rituals, ancient mysteries and cults where
they had special symbolic nature and are equated to the manifestation of the
divine origin of a man.

In V. Troitskyi’s stage direction, which is characterised by the dominance of
the means of visual plastic expressiveness as complex of artistic and aesthetic
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symbols full of deep metaphoric meaning, the specific feature is the combina-
tion of sound and movement in a unique sound rhythmic coding.

For example, the project “Mystical Ukraine” (staging of “Prologue to
Macbeth”, “Richard III” and “King Lear”) is of interest in the context of the
combination of the director’s visual means of expression with the musical ac-
companiment, a kind of musical-plastic act in which national mythology is
synthesized with European theatrical tendencies — national ritual is combined
with classics of world drama. In order to create a unique mythical atmosphere,
the above mentioned “ethnic chaos” band DakhaBrakha (the stylization of the
Ukrainian folk melos is used in staging — a combination of traditional national
songs with urban rhythms of the beginning of the 21%t century, British texts
and Buddhist gong positioned as a structural element of the theatrical mystical
action) was founded by V. Troitskyi. The director’s staging of the most famous
works of Shakespeare done in the form of a theatre-ritual surprises us by the
lack of plot, verbal means of expression and narrative - V. Troitskyi completely
abandoned the way of descriptive presentation of the plot by demonstrating
the meaningful events of the works, and created a unique atmospheric sketch
in the visual and audio environment, the sense and meaning content of which
the viewer must first of all feel, not understand. According to the director’s vi-
sion, actors creating a mystical atmosphere perform their own plastic draw-
ing and are perceived rather as symbolic figures with motionless faces-masks
(Myhashko, 2016).

The use of the plastic means of expression by the director’s as principal
one in the stage production in the artistic space of the Ukrainian theatre at
the end of the 20™ — early 215 centuries is positioned as a powerful means of
influence on the consciousness of the viewer. In this context, V. Troitskyi’s
appeal to visual plastic means of expression is positioned as an attempt to
introduce to the viewer the ancient sources of mankind, since the body pre-
serves the information that has disappeared from the consciousness long
time ago.

The peculiarity of the convergence of various audio and visual arts elements
in the conditions of theatrical space distinguishes A. Zholdak’s performances,
in which the director tends to emphasize the typical features of postmodernism
focusing the viewer’s attention to the actor’s body.

For example, in the performances of “Carmen” based on the P. Merimee’s
short story (single-show project, premiered on the 25" of June, 1997, Lesia
Ukrainka National Academic Theatre of Russian Drama in Kyiv) and “Marriage”
based on the M. Hohol’s play (Cherkasy Regional Theatre of Music and Drama,
2001) A. Zholdak having moved away from the elements of the verbal level,
made postmodern visual plastic expressiveness the dominant.

In the production “Goldoni. Venice” (T. Shevchenko Academic Ukrainian
Drama Theatre “Berezil” in Kharkiv, 2004) A. Zholdak moves away from the
verbal component and author’s literary primary source as much as possible,
presenting the performance based not on C. Goldoni’s “The Servant of Two
Masters”, but, according to domestic art experts, “on the potentially meaning-
ful and formative plot “Venice — masks”, dynamizing to a great extent the visual
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aspects of the stage action and “deploying plastic exercises both on stage and
all levels of the auditorium” (Miziak, 2012, p. 186).

Ukrainian theatre art of the 1990s — early 2000s is characterised by con-
ditional and realistic tendencies of using plastic means of expression which
coexist and come into collision depending on the individual director’s vision.
Actor’s gestures, facial expression, body movements and plastic are modified —
from extremely metaphoric features to the ones that are close to natural com-
munication.

Creative experiments of the Ukrainian theatre directors V. Bilchenko,
V. Troitskyi and A. Zholdak contributed to the improvement of non-verbal
technique in general and plastic expressiveness in particular, destruction of
irrelevant templates and clichés, development of innovative techniques and
methods of plastic solution according to the needs of the Ukrainian theatre art.

Conclusions

The study showed that in the Ukrainian theatre art of the late 20" - early
215t centuries directorial search in the field of visual plastic expressiveness was
manifested primarily in the context of the active integration of various plastic
elements as an addition to the verbal structure of the stage production and/or its
replacement at certain moments of the stage action, in accordance with the au-
thor’s vision, in order to enhance the sense and meaning loading of the work. The
correlation of expression and image in the modern Ukrainian theatre art gener-
ates innovative approaches to the understanding and mastering of plastic art.

As a result of art analysis of theatrical productions of V. Bilchenko, V. Troit-
skyi and A. Zholdak, it has been found that in the directors’ work the plastic
should be positioned as the dominant element that facilitates the synthesis of
all systemic elements of theatrical space.

Further research prospects are a complex review of plastic stage directing
in the Ukrainian theatre art of the late 20" — early 215 centuries.
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BI3VAJIbHA TUIACTUYHA BUPA3HICTb Y KOHTEKCTI PO3BUTKY
VKPATHCHKOT'O TEATPAJIbHOTO MUCTELITBA
(1990-Ti - ITIOYATOK 2000-x pp.)

Hukonenko Pycnan Muxkonaiiosuu

Buknadau,

ORCID: 0000-0002-8379-7857, ruslanikonenko@gmail.com,

Kuiscoka myHiyunansHa akademis ecmpadHozo ma yupkogozo Mucmeyms,
Kuis, Ykpaina

Merta cTaTTi — BUSBUTH CIienviKy BUKOPUCTAHHS Bi3yaJIbHOI IIACTUYHOI BUPA3HOCTI
yKpaiHcbkuMu pexxrcepamu B 1990-Ti — Ha mouatky 2000-X pp. Ha OCHOBi MUCTEI[TBO3HABUOTO
aHaJli3y TeaTpaJibHMUX MOCTAHOBOK aBaHTapAHUX, IpaMaTUUHUX T€aTPiB Ta TeaTPiB-CTYLi.
MeTopmomnoris JOCTigKeHHS. 3aCTOCOBAHO TUIIONOTIYHMIT METO, 1110 MTOCIIPUSIB BUSIBIEHHIO
(hakTOpiB BIVIMBY Ha aKTyalisallilo Bi3yaJbHOi IUIACTMYHOI BMPA3HOCTi; CEMiOTUUHMIL
MeTOJI, 3aBASIKM SIKOMY 3aC00M TUIACTMYHOI BMPA3HOCTI PO3IVISIHYTO BiATIOBiIHO 0 Teopii
3HaKy Ta 3HAKOBUX CUCTEM SIK XYOOXHbO-eCTeTUYHi CMMBOJM, 1[0 HECYTb y3arajibHeHY
CeHCOBY iH(OpMAIlil0; MeTO/, MUCTEIITBO3HABYOTO aHAJII3y — IJIsI BUSIBIEHHS crieludiku
BUKOPUCTAHHS 3aC00iB IUIACTUYHOI BUPA3HOCTI YKpaiHChbKUMU pekucepamu Ta iH. HaykoBa
HOBM3HA. Brepiie y BiTYM3HSHOMY MUCTEIITBO3HABCTBI [TOCTIIKEHO MPOOIEMATUKY
Bi3ya/lbHOI IVIACTMYHOI BUPA3HOCTI Y TBOPUOCTi YKPaiHChKUX PEXMCEPiB aBaHTapIHUX,
IpaMaTUYHUX TeaTpiB Ta TeaTpiB-cTyniit y 1990-Ti — Ha mouatky 2000-x pp.; Ha OCHOBI
MUCTELITBO3HABUOTO aHaJli3y TeaTpaJibHMX MOCTAaHOBOK B. BinbueHka, B. Tpoinpkoro Ta
A. JKonpmaka BusiBJIeHO crienndiky Ta iHAMBiIyalbHi 0COOGIMBOCTI BUKOPUCTAHHS 3aC00iB
MJIACTUYHOI BUPA3HOCTI YKPaiHCBKMMU DeXucepamu 3 MEeTOI DPO3KPUTTS CEHCOBO-
3MiCTOBOT'O HAINlIOBHEHHS CII€HIUHUX TBOpPiB. BucHOBKU. [loBeneHO, 1[0 B yKpaiHCbKOMY
TeaTpaJbHOMY MUCTeNTBi KiHIsg XX — mouatky XXI CT. pexkucepchbKi momryku y cdepi

238



ADVANCED ISSUES IN ART CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 21 « ISSN 2616-423X (Online)

Bi3ya/JibHOI IIACTMYHOI BMPA3HOCTI MPOSBUIMCS TepefyCciM y KOHTEKCTi aKTUBHOTO
iHTerpyBaHHS pPi3HOMAHITHMX IUIACTMYHUX €JEeMEHTIB SIK [IOMOBHEHHS BepbOaabHOI
CTPYKTYPU TIOCTAHOBKM Ta/abo ii 3aMiHM y TMeBHi MOMEHTM CIeHiYHOi [ii, BiAmoBimHO
0 aBTOPCHKOTO OaueHHsI TOCTAHOBHMKA, 3 METOK ITOCUJIEHHS CEHCOBO-3MiCTOBOTO
HaBaHTaXeHHS TBOpPY. CIHIBBiIHOIIEHHSI BUPAXXEHHS Ta 300pakeHHSI B Cy4yaCHOMY
YKpaiHCbKOMY TeaTpalbHOMY MMUCTELTBi MOPOKye iHHOBALiIHI MiAX0OM LO OCMUCIEHHS
Ta OCBOEHHS IJIACTUYHOTO MUCTELTBA.

Kntwouosi cnosa: ykpaiHcbke TeaTpajibHe MUCTELITBO; IVIACTUUHE MUCTELTBO; BisyalibHa
MJIACTUYHA BUPA3HiCTh; TUIACTUYHA PEXUCYPa; epPopMaTUBHICTb.

BU3VAJIBHAS IVIACTUYECKAS BBIPASUTE/IBHOCTD B KOHTEKCTE
PA3BUTHUS YKPAMHCKOT'O TEATPAJIBHOTO MCKYCCTBA
(1990-e - HAYAJIO 2000-x IT.)

Hukonenxko Pycnan HukonaeBuy

Ilpenodasamen,

ORCID: 0000-0002-8379-7857, ruslanikonenko@gmail.com,

Kuesckas myHuyunansHas akademus 3cmpaoHozo U yupkosozo UcKyccms,
Kues, Ykpauna

Llenp cTaTby — BBISIBUTH CIEIM(UKY MCIIOTb30BAHMUSI BU3YaJbHOM ILJIACTUUECKOI
BBIPA3UTEIbHOCTM YKPaMHCKUMU pexuccepamu B 1990-e — Hauane 2000-X IT. HA OCHOBe
MCKYCCTBOBEIUYECKOTO aHaaM3a TeaTpajdbHbIX MOCTAHOBOK aBaHTapIHBIX, IpaMaTUUYECKUX
TeaTpoB UM TeaTpoB-CTyAauii. Metomonorus ucciaenoBaHus. [I[pyuMeHeH TUMNOJIOTUYECKUN
METO[I, KOTOPBI/ ITOMOT BbISIBJIEHNMIO (DaKTOPOB BMSHMS Ha aKTyaJIM3allMi0 BU3YaTbHOI
IJIACTUYECKOV  BbIPA3UTEIbHOCTM; CEMUOTUUECKUII MeToHd, Oyaromapss KOTOPOMY
CpelncTBa IIJIACTMUECKOW BbIPA3UTENBHOCTM PACCMOTPEHBI COIVIACHO TeOpUM 3HaKa
Y 3HAKOBBIX CYCTEM KaK XyI0XKeCTBEHHO-3CTETHMUECKME CMMBOJIbI, HECYIIE 0000IIEHHYIO
CMBICJIOBYIO MH(OpPMAIIMIO; METOH MCKYCCTBOBEOUECKOIO aHalyu3a — MJIS1 BbISBIEHMUS
crienUKY  MCIIONIb30BAHMSI CPENCTB IUIACTMUYECKOi BBIPA3SUTENIbHOCTY YKPAMHCKUMU
pexuccepamu U np. HayuyHas HOBM3Ha. BriepBble B OTeUeCTBEHHOM MCKYCCTBOBEAEHUM
McclemoBaHa Mpo6ieMaTiKa BU3YaabHOJ IJIACTUUYECKOl BhIPA3UTEIbHOCTM B TBOPUECTBE
YKpPauHCKUX PEeXMUCCePOB aBaHTapAHbIX, ApaMaTUUeCKUX TeaTpoB U TeaTpPOB-CTYOUN
B 1990-e - Hauane 2000-X IT.; pacCMOTPEHbI OCOOEHHOCTU IIPOIECCOB KOHBEPTeHIUU
9JIEMEHTOB BU3YyaJbHbIX U ayAVaJIbHBIX BUIOB MCKYCCTB B YCJIOBUSX OTE€UECTBEHHOTO
TeaTpaibHOTO MPOCTPAHCTBA OTpeNeIeHHOr0 Mepuoia; Ha OCHOBE MCKYCCTBOBEIUECKOTO
aHa/IM3a TeaTPaJIbHBIX NTOCTAaHOBOK B. bunbueHko, B. Tpouikoro u A. JKongaka BbisiBJieHa
crieniduKa ¥ MHOMBUIyaJIbHbIE OCOOEHHOCTY MCIIOJNIb30BAHMS CPEICTB ILIaCTUYECKOi
BBIPAa3SUTEJbHOCTM YKPAaMHCKUMMU peXuccepamMu C 1eJbl0 PaCKpbITUS CMBICJIOBO-
cofepkKaTelbHOTO HAIlOJHEHUsS CLEeHUYeCKUX Tpou3BedeHmii. BeiBombl. Jloka3aHo, 4TO
B YKPaMHCKOM TeaTpaJlbHOM MCKyCCTBe KOHIa XX — Havasma XXI B. pesxuccepckue moucKu
B cdepe BU3YaJTbHOJ IUIACTUMYECKO BbIPA3UTENBHOCTM IIPOSIBWINCH IIPEXIE BCETO
B KOHTEKCT€ AKTUMBHOTO MHTETPUPOBAHMUSI PA3JIUUHBIX TJIACTUUECKUX 3IEMEHTOB Kak
IIOTIOJIHEHMII BepOaJbHOM CTPYKTYpPbl ITOCTAHOBKM M/UJIM €e 3aMeHbl B OIlpedeeHHbIe
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MOMEHTBHI CLIEHMYECKOTO IeJCTBMS, B COOTBETCTBIMM C aBTOPCKMM BUAEHMEM [T0CTAHOBIIMKA,
C LeJIbI0 YCUJIEHMST CMBICJIOBO-COMEpsKaTeIbHOM Harpysky mpousBegeHns. COOTHOIIeHMe
BBIP@KEHMS U M300paskeHuss B COBPEMEHHOM YKPaMHCKOM TeaTpaabHOM MCKYCCTBE
MIOPOKIAeT MHHOBALMOHHBIE ITOAXOObI K OCMBICIEHMIO M OCBOEHUIO IUIACTMUECKOIrO
MCKYCCTBaA.

Knwuessle  cnosa:  yKpaMHCKOe  TeaTpaJbHOE  MCKYCCTBO;  IUIACTUYECKOE
MCKYCCTBO;, BM3ya/lbHAsl IUIACTMYECKAsl BbIPA3UTEIbHOCTD; IIIACTMUYECKAS PEXKMUCCYpa;
1eppopMaTUBHOCTb.
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