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POJIb TAHACA CAKCATAHCBKOI'O Y ®OPMYBAHHI
YKPAIHCBKOI CLIEHIYHOT MOBH TA CJIOBECHOT [

YV cmammi 6uceimiaeno poib 00HOZ0 3 KOpUpeis YKPAiHCLKO20 meampy, aKimopd, pexcucepa,

neoaeoza Ianaca Kapnoeuua Cakcazancokoeo v po3eumsy i Cano6IeHHi YKPAIHCOKO20 CYEHIYHO20
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crnoea. Oxapaxmepuzoeano memoouxy pobomu CakcazancCoko20-aKmopa HAO CYeHIYHUM MOGICHHIM.
IIpoananizoeano 1020 3Ha4eHHs y PO3CUMKY C106ECHOT Oif HA CYeHax YKPAiHCLKUX meampis.
Knouoei cnosa: Ilanac Caxcacancokuil, cyeHivHa mMoea, meamp, akmop, cioecHd Ois.
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POJIb TAHACA CAKCATAHCKOI'O B ®OPMHUPOBAHUU YKPAUHCKOM
CHEHUYECKOMH PEYH U CJIOBECHOTI'O JEMCTBUSA

B cmamue oceewjena poib 00H020 U3 KOPUPEe6 YKPAUHCKO20 meampd, akmepd, pexcuccepa,
neoazoea Ilanaca Kapnoeuwa Cakcazanckozo 6 paseumui i CMAHOGICHUU  YKPAUHCKOSO
cyenuyeckoeo cioea. Oxapaxmepuszoeano memoouxy padomvr Caxcazanckozo-akmepa  Hao
cyenuveckoi peyvio. IIpoananuzaupoeano e2o 3navenue 6 paseumuit Cl06ecHo20 0elCmeUs Ha CYeHAx
VKPAUHCKUX Meampoe.

Knruesvie ciosa: [Manac Caxcazanckuil, cyenuveckas peyv, meamp, axmep, Cl06ecHoe
Oeticmeute.
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THE ROLE OF PANAS SAKSAGANSKY IN THE FORMATION
OF UKRAINIAN STAGE SPEECH AND VERBAL ACTION

Improving the linguistic culture of the people occupies a significant place in preserving
national identity. At all times, a significant educational role in this area belonged to the theatre.

The article highlights the role of one of the leaders of the Ukrainian theatre, an actor, a
director, a teacher Panas Saksagansky in the development and formation of the Ukrainian stage
speech.

Practical activity of P. Saksagansky and his theoretical works were especially significant in
the development of the realistic scenic Ukrainian speech.

Based on his work on numerous roles, Panas Saksagansky has developed a rule — do not rely
solely on talent, although he did not imagine that creative success can exist without talent. Likewise,
he did not rely solely on his inspiration, although he demonstrated masterpieces with high
inspirational performance.

Panas Saksagansky tried to be the first in the history of the Ukrainian theatre, who
theoretically summarise the laws of verbal action. Unfortunately, the conditions in which the
Ukrainian theatre was in the XIX century did not contribute fo his intentions (the term “a verbal
action” was introduced into the theatrical practice by K. Stanislavsky).

P. Saksagansky did not study at the theatre school, that is why he faced with many difficulties
in the Ukrainian theatre. It prompted him to work hard on himself. Over the years and practice, his
technique of speech achieved virtuosity: this was one of the reasons of his high performing skills.

Panas Saksagansky attached special importance to vocal expression. Though the actor had
serious natural voice data, it did not reassure him: he was working to improve the sound of words
throughout his life. Panas Saksagansky comprehensively developed the expressiveness and flexibility
of the voice, the force of sound, he constantly expanded the range of sound.

He paid particular attention to the study of the author’s text. Panas Saksagansky was
interested not only in social and domestic specificity of the image, but also the author’s outlook, the
era, the environment. Saksagansky knowing censorship obstacles persistently protects the author’s
text from arbitrary interference and alterations. He demanded from the actors not only absolutely
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clear and accurate study of the text, but its meaning, because actors often do not care about
understanding the lexical meaning of the words.

In his acting work Saksagansky created a whole gallery of peculiar “linguistic portraits "and
used for this a rich palette of his voice.

Simultaneously with acting, P. Saksagansky for the first time in the history of the Ukrainian
theatre tried to theoretically summarise the laws of verbal action. In his writings about work on the
role, he paid special attention to the scenic word.

Panas Saksagansky used diction and timbre modulations, pauses, accents, rhythmic for
creating scenes script speech for creating scores of the stage speech. But this technical perfection of
the stage speech was used to reveal the different spiritual world of characters, their class and
ideological positions.

Practical activity of Saksagansky and his theoretical works were focused on improving the
cultural level of the stage speech.

Keywords: Panas Saksagansky, stage speech, theatre, actor, verbal action.

IctoTHe Micue y 30CpEe/KCHHI HALIOHATBHOI 1ACHTHYHOCTI TOCLAAE MMIABHINCHHS MOBHOI
KyJIbTYpH Hapody. B ycl uacu 3Hauna BUXOBHA pomb y WM HapuHl Hanexkana Tearpy. Peamsamis i
MparHCHHs 30araTUTH it PO3MIMPUTH KYJIbTYPHHI 1 JyXOBHHH PIBEHb aKTOPIB HE MOKIHUBE O€3 aHAm3y
3000VTKIB Y CLICHIYHOMY MOBJICHHI BUAATHUX MUTLIB Ta KOpU]EIB TeaTpaIbHOI CIIpaBH.

VY cyuacHIH HayKOBIH MTEpaTtypl NMPaKTHYHO HEMAE JOCTAKCHb, B SKHX OH JCTATBHO
MPOCTEIKYBABCS PO3BHTOK CLECHIYHOI MOBHM Ta ii OCHOBHHX 3aco0iB BupasHocti. [Ipore crano
TCH/ACHLIEIO TPOCTEXKYBATH NPOOIEMH YKPAiHCBKOTO CLEHIYHOrO ClOBA. 3HAYHUM HAaOYTKOM y
PO3BHTKY CLCHIYHOI MOBH Ta CJIOBECHOI Ali € TEOPETHYHI MOTTISLAN 1 MPAKTHYHHI JOCBLA BUIATHHX
MHTLIB BITUH3HSIHOTO # 3apyOikHOro tearpy, 3oxpema, K. C. Cranicnascekoro, B. I Hemuposuua-
Hanuenka, Jlecs Kypbaca, €xu IpoToBCchKOro, TBOpYa Ta MEJaroriyHa cragmuea (yHIATopiB
ykpaincekoro tearpanpHoro wmucreursa — [1. K. Cakcarancexkoro, M. JI. KponuBaumskoro,
M. K. Canoscekoro, M. K. 3anbkosermpkoi, A. M. Byumu, I'. M. FOpu, 1. O. Map’suenka ta in. Ha
CYYaCHOMY €Tari HayKoBO-METOAMYHY ©ady craHoBiaare nociOuuku: T. Hewaenko  [3],
A. I'magumesoi [1], M. Irratiok, M. Cyastuupkoro 2], P. Yepxammuna [ 7] 1a in.

OcobnuBe 3HA4YCHHS Il CTAHOBICHHS PCATICTHYHOI YKpPAiHCBKOI CLEHIYMHOI MOBH Malld
npakruuHa AisapHicTh [1. K. Cakcarancekoro, Horo Teoperuyni mpaui [6] Ta crnoraid MHTIUB PO
HBOTO [4; 5].

MeTa crarTi — BUCBITIUTH POJb OAHOTO 3 KOpH(DEIB YKPAiHCHKOTrO TeaTpy, aKTopa, PeKHcepa,
neaarora [Nanaca Kaprnoeuua Cakcaranchkoro y po3BHTKY Ta (JOpMyBaHHI VKPAiHCHKOTrO CLEHIYHOIO
CI0BA 1 3HAYMMOCTI CJIOBECHOI Aii.

[Tanac CakcaraHChKHH, IUICKAIOYH CBOIO MPIIO TPO MEPINHH PO3VMHHI, MOpPAIbHHI Ta
3aranbHOAOCTYMHUH Teatp, Oy mepexoHanumit: “Teatp, sx TpuOyHa 1 MIKOMA, MA€ INE OJUH
HA3BUYAHHO LIHHUI MITIOC. BIH MOJKE B OAMH Pa3, OJHIECI BHCTABOK OXOIUTH HE3PIBHIHHO OLIbII
YUCICHHY ayAUTOPIIO CAYXayiB, HIK 1€ MOKE 3pOOMTH 1HIIA OCBITHS IHCTHTYLIS [6, ¢. 147].

Y pobori nag umcaenamvu pomasmu [lamac Kapnosuu supobus cobi mpaBmio — He
MOKJIAJATHCS TLIBKH HA TATAHT, X04Ya W HE MHCIHMB TBOPUOTO YCMIXY MO3a TAJAHTOM. Tak camMo BIH HE
MOKNAAABCs JIMIIE HA CBOE HATXHEHHSA, XO4Ya JCMOHCTPYBAaB INCACBPH BHCOKOHATXHEHHOIO
BUKOHAHHA. JlOCKOHane OmMpaupOBYBAaHHS, TOYHE, 3a TEBHHMH MI3QHCLCHAMHM, (DIKCYBAHHS PO,
NOEAHAHHA TIMOMHM NIMPOKOrO Vy3arajJbHEHHS, HAa OCHOBI JKHTTEBOTO JOCBIAY, 3 JACTaJIbHUM
pospobneHHsAM, (urirpaHHAM LITiGYBAHHAM KOJKHOI PHCH CLCHIYHOrO o0pasy, — OVIO 3aKOHOM
axTopcpkoi aisutbHOCTI Cakcaranepkoro. | monaa yee — npasaa sxurts [6, ¢. 11].

[Ile wa mnouwarky cBoro TBopuoro muwisixy Ilasmac Kapnosuu ©Oarato aHami3ysas,
MepeoCMHUCTIOBaB  3axigHoeBponeichkux Teopetukis — I.-E. Jleccinra Tta /[I. Higpo. Kpurnuno
po3risaaB OPEXTIBCBKY TEOPI0 YAABaHHS: 3@ ILIEK TEOPIEK) BHUXOAWTH, 1O TPeda TIMbKA BMITH
MaiCTEpHO yaBaTH 1y’Ki MovYyBaHHs. A s Oa4MB, MO ACSAKI 3 HAKUX BUIATHHUX APTHCTIB MIAKaIH HA
CLCHI CNpaBKHIMH ciabo3amu. S BiAuyBaB, IMO LE Kpamle, HDK MadcTepHe yiaasaHHi. S XoTiB
3pO3YMITH, HA YHeMy OOL MpaBJa, XOTIB VSACHUTH COOI, SIK MOXKYTh Iii aPTHCTH JOXOAHTH 10 TaKoi
HATYPAJIbHOCTI HA CLICHI, SIK BOHH MOJKYTh Tak MepeBTiOBaTUCh  [6, €. 83].
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[Manac CaxcaraHchbkuii mEpmUAM B ICTOPIl YKPATHCHKOTO TEATPY HAMAraBcA TEOPETHUHO
V3aranbHUTH 3aKOHH CNOBECHOi Oii' Ta ii HopMmarBHOCTI. Ha skanb, YMOBH, B AKHMX NepeOyBaB
yKpaiHchkuii Teatp XIX ¢ToNmiTTIA, He CpHANH HOrO 3a0yMaM.

Y ¢BOIX mpaugx npo MECTELTBO AKTOPA 1 peKucepa BiH 3a3Hauus: S Bigmas 1 6araro uacy Ha
BHPOOICHHS YiTKOI JUKLIi. YiTKICTE BUMOBH — BRXITHBA PiY, KOJTH AKTOP YiTKO BUMOBIIAE HA CLCHI, TO
Hl OJHE CJIOBO He MPONAIAE 11 MyOMIKH 1 MI3K HUM Ta IJISIAYAMH HIKOIH HE NPUIHHAETHCA OMH3bKHHA
KOHTAKT. A KOMY IIKABO CJIYXaTH aKTOpa, SKUH THXO 1 HEBHPA3HO IOCh MHMPHTh €001 mifg
HocoM?” [6, ¢. 129]. “YMITH mpocTO 1 KpacHBO TOBOPHTH — LiNA Havka, B AKOi MawTh OVTH CBOI
saxoHu. LI 3akonu copmymosas i rpyarosHo gocaiaus K. C. CranicnaBebkuii. Y HOro BYSHHI npo
CNOBECHY JIK0 30BHIIIHA TEXHIKA MOBH (JUXaHHA, TONOC, OUKUiA, opdoemii) € OCHOBHHM
KOMITOHEHTOM CTIPaBXHbOI TBOPUOCTI. “Xopolla JUKUiA MOTPIOHA AN ACHOI AVMKH — Ll BUMOTH BIH
CTABMB fK A0 JpaMaTHYHUX aKTOPIB, Tak i 40 cmBakis. PoGoTi Haq MOBOK mpucBAUyBanach GibIICTh
peneruuiii” [1, c. 6]. TocnigoBHicTe podoTh I1. CakcaraHChKOro HaJ MOBOIO. BHBYCHHS TEKCTY I €CH
H pO3YMIHHA TEMH, 14€i, KOH(UIIKTY, BUHAYCHHA MOIIH Ta JOTIKM MHCICHHSA, TICPESTBOPSHHA CIIB
ABTOPA HA CLIGHIYHY J1I0; CTBOPSHHS ACKPABOTQ 1 BAPA3HOTO MiATEKCTY ¥ KIHOIUTIBKH OadYeHb.

V JKHTTI CMOBECHY JIF0 CTHMVIIOKOTh Tl YH iHLII OOCTaBHHH, MOTPeOH, OaxkaHHA, MIaHH, MPi.
Ha cueni cnoBecHa gist miqnopankoByerbes TBOpuid MeTl. e qo Toro, sk po3nounHAETBCS CIOBECHA
Jig, B CBLIOMOCTI JIIOJHHH BHHUKAE NEBHA BHYTPIIHA YCTAHOBKA. MONEPEAHIN, 3araabHUil IJIaH
MOBNEHHA. Ha #oro ocHOBI MOTpPiOHI CNMOBa BIOWYKVIOTBCA 1 CKNAJaoTeea vV ¢pazu cami coborw, a
rOJIOC CIYXHSHO MJAKOPSETbCS iX 3MICTOBL. MOBa T€ue BLIBHO, HCBUMYLICHO, 1 JIHIIE KOMH IyOHTBCS
BHYTPILIHS JIOTIKA AyMKH a00 He BiIpa3y CIMBAC B MaM’ ATI TOYHE CJIOBO, CJIOBECHA Tif HA4e
CMOTHKAETBCA 00 BHYTPIHK mepenoHy. [IpOTHACKHICTIO CNOBECHOI Ali Y CLUCHIMHIN MOBI €
dopmanbHe CIOBOrOBOpiHHA, O€31yMHE NPOKA3yBAHHA BHBUCHHX HAMAM ATh CIIB, INO BTPATHIH
CBLKICTB TyMKH 1 Bk€ HE 30yDKYIOTh IUPOTO MOUYTTS.

CrnoBa B »OOHOMY pa3i HE MOKHA BUMOBIATH Oe3nvMHO. UHTelph MOBHHEH LIOPa3y 3HOB 1
3HOB JKHBHTH TEKCT BIACHHUMH BHYTPIHIMH OaueHHAMH OOpa3HO! VSIBHM, HANOBHIOIYH HAmepen
BHBYCHI CIIOBA CBIXKICTIO AVMKH, ;KHBHMH acOLaLAMH EMOLIITHOI maM AT,

I3 camoro mouarky ceoei TBopuocTi [TaHac CakcaraHChkHii GOpPOBCA 3 MATAKAHHAM HA CLICHI,
“npaxuiHaaM xoxma . Y muen “Jlo TeaTpanbHOI MOIOALT 3roJOM, YK€ B PAIIHCHKHH HaC, HAMHCAB:
“CensHHH” Ha CLUEHI BUXOJHB AKHMCh CTPALIHUM OIMVAANOM, TOBOPHE... 0OOB’ A3KOBO HEMPHPOIHHM
rpvoUM roNoCOM, MPH TOMY KPHBUB POTa HallK, CTABHE V POTI A3UK CMELIATbHHM CIOCOOOM, 1 KOMH
BUMOBJISB ClIOBA, TO BHXOIWIO AKECh MOTBOPHE marakanHa, He po3ymiro, uomy iM BCIM 31aBaIOChH
TAKHM CMILIHAM 1 JOTEMHHM BHCTABNATH HAIIOTO CEMSHHHA TAKHM OVPHHM, Ta IIE 3 TaKOK
kamueHow Moeow! lle orugHe mnaTdkaHHA TPHBANO HAa CLEHI i MPOTATOM MOOBTUX, AOBTHX
poxkie” [6, ¢. 95-96].

[Tanac CakcaraHChKHii HE HABUABCA V TeaTpanbHii IIKOM i 3ycTpiBea 3 OaraTbMa
TPYAHOILAMH B YKPAIHCBKOMY TEaTpl, MO CHOHYKAIO HOro a0 Hamosernusoi pobor Hax coborw. 3
POKaMH Ta MPAKTHKOK HOrQ TEXHIKA MOBH JOCATAIA BIPTYO3HOCTL: caMe ue Oy OJHHM I3 MHHHHKIB
BHCOKOI BHKOHABCBKOI MAlCTEPHOCTI. AKTOP MOCTIHHO VIOCKOHANIOBAB AHKLIIO, 0araTo mpaLioBaB
HAA AMXAHHAM, TONOCOM, BUKOPHCTOBYHOUH JIS BOTO BOKANbHI BIPABH, UHTAIOUH YPHBKH 3 MOEM
INomepa, Hanmucanux rexsamerpom, moHOora 3 apam [llexcmipa i Iunnepa. Tomy Tak nmerxo 1
NPUPOIHO BHTONOIIYBAB Ha OS3MePEPBHOMY JUXAHHI THPAIH TEKCTIB.

Heo6xiaHO BiI3HAYMUTH MIBHINEHY ACKPABICTH 1 uncTOTY BUMOBH [1. CakcaraHChbKUM TEKCTY
cBOiX poneil. “S He MOXKY MpUrajaTd >xofHoi AMKUiKHHOI Bagu v (CakcaraHChbKOro, — 3ramve
b. B. Pomanuupkuii. — 1 B mogaui XapakTepHOrO 3BVKOBOTO Ta JUKLIHHOTO oOpaMiIeHHs o0pasy, 1 B
IHTOHAWIHHUX CIOrajax, 1 MBTOHAX PO3MOBHOI H IHOAI MCHXONOTIYHOI MOAAMI ClIOBA, 1 B CLEHAX
HAUBULIOTO TOPIHHA, 1 B HAMPV)KCHHI MPHCTPACHOTO LUETOTY, 1 B TPaHIHBOCTI JNETKOI KOMEDii, 1 ¥
BHHATKOBO ONHCKYYOMY BMIHHI apTHCTAa MOJABATH KPELUEHAO, 1 B CKOPOMOBLI, i B MOBI IIHPOKOTO
6inoro Bipma, — ¢JIOBOM, y BCiil OaraTromiii 1 GeskoHeunif GapBHCTOCTI CUEHIYHOI MOBH — CKPI3b
ponoMmarana IlaHacoei Kapnopu4vy iioro BHHATKOBA OUKLIHHA BOpaBHICT. BoHAa HIKOMH He
apagkyBana oMy [3, ¢. 157-158].

! TepMiH “criopecHA i VBB ¥ TeaTpanbHy rpakTHKy K. C. CTaHiCIABCEHKIMIL
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Ocobnueoro 3Hauenns Hazasas [1. Cakcarancbkuii ronocosiii BupasHocTi. [ xou akrop mas
HeaOHAKI MPHPOAHI FOJIOCOBI JaHi, e HE 3aCMOKOIBANO HOro: Hal MOMIMUIECHHAM 3BYYaHHA ClIOBA BIH
MpaIoBas  ympoaoexk ycporo kutra. [lamac Caxcarancekuii BCeOIUHO PO3BHBAB BHPA3HICTD |
FHYUKICTb TOJIOCY, CHITy 3BYKY Ta HOro 3alapBleHHA, NMOCTIHHO PO3ILIMPIOBAB TIaNAa3OH 3BYUAHHA.
“MywTpa BChOTO TiMA 1 A3HMKA 3a0Hpana B MEeHe 0araro 4acy i JOBOOMIA MEHE 4acTo A0 (I3HUHOI
BTOMH ", — 313HaBaBCA BIH maHIme” [6, ¢. 135].

YV cBoiit axtopepkiii pobGoti Il CakcaraHChbKuil CTBOPHB Taleperd CBOEPITHHX “‘MOBHHX
MOPTPETIB~, BUKOPHCTOBYIOUH AN LOT0 OaraTiomy namitpy roiocy.

[Mparoroun HaL napTuTYpore cueHiuHOi MOBH, [Tanac Kapnoeuy BUKOPHCTOBYBAB AMKIUHHI,
TeMOpanbHI MOOYJIALIT, MAY3d, AKUSHTH, PUTMIKY. ANle L TeXHIMHA JOCKOHANICTL CLEHIYHOI MOBU HE
Oyna caMOLIITIO, a CAV)KHIA AN BUABICHHA PI3HOTO AVXOBHOIO CBITY MEPCOHAXIB, IX KIACOBHX Ta
1AC HHHX MIO3ULIH,

BuaatHuii vkpaincekuii noet i BucHHii M. T. Punbcpkuii Haronocus: “‘CakcaraHChKHI-apTHCT
NMpalIoOBaB HEHACTAHHO. MIOTo aKypaTHiCTh Y CTaBIGHHI 10 poGoTH Beilimia B mpucnis’s. Komn
JPYTHH BEICTEHb YKpaiHCchkoro tearpy, Opat [Nanaca Kapnosuya 1 mo kposi, 1 no cuenl — Muxkona
CazoBcbkHii — 1HOJI, MOKIAJAIOUHUCH HA CBIil BEMMME3HHI AOCBLL 1 KONOCANBHHI TEMIICPAMEHT,
J03BOIAB co0i “rparu nix cyduiepa’ abo iMnpoBisyBaTH ¢0Ba pom, TO CakCaraHChKHi, SK MPaBHIIO,
3ABXKIH TOUHO 3HAB HE TUIBKH CBOIO POJIb, a1 BCIO 1T ecy’ [4, ¢. 111].

Ocobnupy vBarv [laHac CakcaraHChKHE NPUALTAB BUBYEHHIO ABTOPCBKOrO TEKCTV; HOTrO
LIKABMJIA HE TIMbKH COLIATbHA Ta MOOYTOBA KOHKPETHICTh 0Opasy, a Ml CBITOINSA aBTOpA, €MOXa,
cepenosuie. JloGpe smHaroum newsypHi nepenmonu, [1 CaxcaraHchkuil HAmONETIMBO  3aXHINAB
ABTOPCBKHH TEKCT BiJd JOBIMBHOTO BTPVYAHHA 1 mepepobok. BiH BHMarae Bil aKTOPIB HE TUMBKH
aOCOMIOTHO YITKOTQ 1 TOUHOTO BHBYCHHA TEKCTYy, a 1 HOr0 CMHCIOBOrQ HABAHTAXKEHHA, OO0 uacTo
aKTOpH He A0AIOTH NPO PO3YMIHHA JEKCHYHOTO 3HaueHHs ¢noBa. “Hampuknax, BUMOBISIOTE HA CLEHI
Ha3By “€pMONoil” HEMPABWIBHO, KKYYH “€pMonaii”, He YCBIIOMHUBILH, WO 03HAYAE LIE CNOBO, 1 IO
e He € IMa €pMONad, a HA3Ba KHIDKKH, SKA HABYAIA KPIOUKOBOrO CHIBY, TOOTO CHIBY IO
HoTax” [6, ¢. 90].

OaHouacHo 3 akTopcbkoro miAneHicTiO 1. CakcaraHChKHii ymepuie B ICTOpli VKPaiHCBKOTO
TEATPY HAMArABCA TEOPETHUHO Y3arajJbHHUTH 3aKOHH ¢I0BeCHOI mi. Y mpausgx npo poboTy Hax pomo
OCOONUBY VBary BiH MPHOUIAB CLEHIYHOMY cloBY. B “mojaui cnoBa”, TOHANMBPHOCTI, AKLEHTYBaHHI
MHTELB BOAYa® AVKE BIAMOBLIANBHY poOOTY akTOpa AK LIOJO POKPUTTA | BTINCHHA aBTOPCBKOTO
320yMy, TaKk 1 moao TayMmaueHHa ofpasy repos. Kpim Toro, BBaxkas 3a HeoOxiaHe, pasom i3
CTBOPEHHAM 30BHILIHBOI 1 BHVTPIIIHBOI XapaKTEPHCTHK MEPCOHAXIB, MOJAYy CIOBA TAKOXK MOJUIATH
Ha BHVTPIIIHIO 1 30BHILIHIO TEXHIKY poOOTH HaJ CNMOBOM. 3OBHIIIHA TEXHIKA — L€ TONOC, AMXAHHA,
UKL, JoriyHui po3oip. Ilpu oBomoAIHHI X BHYTPIIHBOIO TEXHIKOIO BECH TEKCT PO BIH MOALISB HA
TPU Kareropii CmiB. BHCOKOJHHAMIYHI, JUHAMIYHI Ta cayxOoBi: “Cnoa cnyx00Boro Ta
BUPILIATBHOTO 3HAUSHHS HE MOXYTh BUMOBIATHCS OJHAKOBHM TOHOM. [ToTpibHa HIOAHCHPOBKA CMIB,
A ve xaxy, MmO BCl JUHAMIYHI ¢JIOBA BUMArawTh 000B’ I3KOBOrO MiIBHIICHOTO NOJIOCY, KPUKY. Tpeba
VHUKATH OJHOMAHITHOCTI B 32BYy4aHHI ronocy. OJHOMaHITHICTE 00e20apBlOe MOBY 1 3aBaXae
BHTIJINTH IOJIOBHE 1 mikage™ [6, ¢. 132].

loBopaun mpo HIOAHCHPYBAHHS, TEMII, BIECBHEHICTh 1 TBepaicTh TOHy, Il CakcaraHchbkui
M AKPSCNIOBAB, WO CTBOPHTH 3aKOH MPO IHTOHALI HEMOXUIHBO, 00 “0araTto TVT 3aNe:KHTh Bl TOHY, a
TOH, HA NPEBEJIMKHH JKaJlb, YMHPAE Pa3oM 3 apTHCTOM (6, €. 89].

BHKOpHCTOBYIOUH BENMHKHII JMJOCBIL CTBOPEHHSA CLCHIMHHX pealicTHYHHX 0oO0pa3is,
I1. CakcaraHchkul MPHILIOB A0 BHCHOBKY, LIO MIMIKa, BUpa3 o4eH, JKECTH, X0Ja — BCE LC MYCHTH
JIATH B LIJIKOBHTIH MONOIKEHOCTI 31 CIIOBOM.

[Tonoxenns Il CakcaraHChPKOro MPAKTHYHO PEaNi3yBald B PEMCTHLIHINA poboTi, a TakoX
“Ha BEUOPHHLAX ~, A¢ MOJIOJI aKTOPH V BUIBHHIA Yac 30Hpanucs AN po3WHPESHHA NpogeciiiHUX 3HaHb
1 BJOCKOHAJICHHA aKTOPCHKOI MAliCTEPHOCTI.

CroroaHi HEHMOBIPHO YacTO MOKHA MOMITHTH HEXTYBAHHA CTATUMH HOPMAMH VKPaiHCBKOI
MOBH, Henlane CTaBICHHA fK aKTOPIB, TaK 1 PeXKHCEPIB. YKPAlHCBKHH TeaTp, fAK TeaTp MepeayciM
HapoJHUI1, CTIHPAEThCA HA TPAZULIi YCHOI HapodHOi TBOpuocTi. BapTto ycBimOMUTH, IO TeaTp - Lg

Haykosi 3amucku. Cepis: Mucreurso3sascTso. 2019, Ne 1. (Bum. 40) 175



TEATPAJIBHE MUCTELITBO

xuBuil mporec. HeoOxiaHo npocTe:kyBaTH TEHISHLII PO3BHTKY YCHOTO HApOJHOTO MOBICHHA 1
BHPOOICHHS MEBHUX HOPM CLIEHIYHOI MOBH.

Orxe, ponp Ilamaca Caxcarancbkoro y ¢OpMyBaHHI YKPAiHCBKOI CLEGHIYHOI MOBH Ta
CIIOBECHOI Mii BIAIrpana BAK/IHBE 3HAUSHHA Y MOJANBLIOMY iX pO3BHUTKY. AKe dyHKIIOHYBAHHA HA
CLICHI BJIACHE VKpPAiHChKOI MOBH, HAa AVMKYV (DaxiBLIiB, JKOPCTKHI MOBHHH peXHM V TEaTpi — Crpasa
HEOOX1IHA, OJHAK, HA 3KAJIb, CBOTOAHI HEJOCSKHA. 3a OLIHKAMH €KCIEPTIB, MOBA, KA 3BYYHTH 31
CLIEHH, HE € CMIOBHA YKPAIHCHKOIO — TAK CAMO, AK y POCIHCHKOMOBHHX TE€ATPAX BOHA JABHO BKE HE
LIIKOM pociiickka. [ caMe B HEBHMEPNHHX MKepenax oOpa3HOi MOSTHYHOI HAPOOHOI MOBH, fAKY
BrpoBakyBaE HA cueni Il Caxcarancekuii, 30arauyersCsa HE NHIIE CIOBHHK, a H ¢camMa CHCTEMA
XVIOXKHBOTO MHUCICHHA akTopiB. BHcoka kyapTypa MOBH, ii JAOCKOHAMICTb CIPUAIOTH PO3BUTKOBI
XY I0KHBO-PEATTICTHYHOTO VKPATHCBKOTO MOBIICHHS.
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