TEATPAJIBHE MUCTELITBO

16.

10.

11.

12.

13.

14.

15.

16.

Rylkova G. The Archaeology of anxiety : The Russian Silver Age and its legacy. Pittsburgh :
University of Pittsburgh press, 2007, 256 p.

REFERENCES
Blok, L. (1987). Klassicheskiy tanets: Istoriya i sovremennost’ [Classical dance: History and
modernity], Moscow: Iskusstvo. (in Russian).
Grigorovich, Iu (Ed.). (1981). Balet: Entsiklopediya [Ballet: Encyclopedia], Moscow: Sovetskaya
entsiklopediya. (in Russian).
Degen, A., and Stupnikov, L. (1988). Leningradskiy balet. 1917-1987: Slovar’-spravochnik
[Leningrad ballet. 1917-1987: dictionary directory], Leningrad: Sovetskyi kompozitor. (in
Russian).
Korolek, B. (2017). Bolt. 1931. Mariinskii teatr [Mariinsky Theatre], November 20, available at:
https://www.mariinsky.ru/about/exhibitions/shostakovich111/bolt (access date 26.03.2019).
Krasovskaya, V. (1989). Vaganova [Vaganova], Leningrad: Iskusstvo. (in Russian).
Kremshevskaya, G. (1981). Agrippina Yakovlevna Vaganova [Agrippina Yakovlevna Vaganova],
Leningrad: Iskusstvo. (in Russian).
Lavrovskyi, L. (1983). Dokumenty, stat’i, vospominaniya [Documents, articles, memories],
Moscow: Vserossiyskoe teatralnoe obshchestvo. (in Russian).
Orzhychenko, 1. (1974). The sound of music. Vechirniy Kyiv [Evening Kyiv], April 4. (in
Ukrainian).
Pozdniakova, E. (1979). The mystery of the white swan. Pravda Ukrainy [The Truth of Ukraine],
March 8. (in Russian).
Samoilenko, L. (1976). The lessons of beautiful. Vechirniy Kyiv [Evening Kyiv], October 6. (in
Ukrainian).
Sollertinskyi, 1. (1973). Stat’i o balete [The articles about ballet], Leningrad: Muzyka. (in
Russian).
Stanishevskyi, Tu. (1996). A very authoritative gala concert. Zerkalo nedeli [Mirror Weekly],
September 21. (in Russian).
Surits, E. (1966). Vse o balete [All about ballet], Moscow; Leningrad: Muzyka. (in Russian).
Turkevych, V. (1999). Khoreohrafichne mystetstvo Ukrainy u personaliiakh: biobibliohrafichnyi
dovidnyk [The choreographic art of Ukraine through personalities: bibliographical guide], Kyiv:
Biohrafichnyi instytut NAN Ukrainy. (in Ukrainian).
Sheremet’evskaia, N. (1976). Young ballet theatres, Sovetskiy baletnyy teatr. 1917—-1967 [The
Soviet ballet theatre. 1917-1967], Moscow: Iskusstvo, pp. 155-217. (in Russian).
Rylkova, G. (2007). The Archaeology of anxiety: The Russian Silver Age and its legacy.
Pittsburgh: University of Pittsburgh press. (in English).

V]IK 792.071
DOIL: https://doi.org/10.25128/2411-3271.19.1.23

Maprapura Bacuiaumus
https://orcid.org/0000-0002-2653-8162

ACHCTEHT

TepHONUILCHKUIT HAITIOHATIBHUHN TTeJJarOT9HUI YHIBEPCUTET
iMeHi Boomnmupa I"'HaToka

aktorod4ka@gmail.com

POJIb TAHACA CAKCATAHCBKOI'O Y ®OPMYBAHHI
YKPAIHCBKOI CHEHIYHOI MOBH TA CJIOBECHOI AIl

Y cmammi suceimneno ponb 00Ho20 3 KOpugheis ykpaincbkoco meampy, akmopa, pexcucepd,

nedaeoza Ilanaca Kapnosuua Cakcazancbko2o y po36umky i Cimanosienti YKpaiHcbKo2o CYeHiuHo2o
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cnoga. Oxapakmepuzo8ano memoouxy pobomu CakcazancobKo2o-akmopa Hao CYeHiuHUM MOBIEHHAM.
Ilpoananizosano 11020 3HaueHHs y pO3GUMKY C08ECHOT Oii Ha CYEeHAax YKPAIHCLKUX meampis.
Kniouogi cnoea: Ilanac Caxkcazancokutl, cyeniuna Moea, meamp, akmop, clogecha Ois.

Maprapura Bacuaumua

aCCHCTCHT

TepHONONBCKUN HAMOHAIBHBIN EAArOrMYeCKUil YHUBEPCUTET
nMmenn Brnangnmupa ['Hatroka

POJIb TAHACA CAKCATAHCKOI'O B ®OPMHUPOBAHUA YKPAUHCKOM
CUEHUYECKOM PEYU U CJIOBECHOI'O JIEUCTBUA

B cmamuve oceewgena ponv 00H020 u3 Kopugeesd yKpauHcko2o meampa, akmepad, pexjcuccepa,
nedacoca Ilanaca Kapnosuua Cakcazanckozo 6 pazeumuu U CMAHOGIEHUU  YKPAUHCKO20
cyenuueckozo cnoea. Oxapaxmepuzosano memoouky pabomel Cakcazanckozo-akmepa Hao
cyenuueckoll peuvio. I[Ipoananuzupogano e2o 3navenue 8 pazeumuu Ci08ecHO20 OeliCmeus Ha CYeHax
VKPAUHCKUX Meampoe.

Kniouesvie cnoea: Ilanac Caxcazanckuil, cyenuueckas pedb, meamp, aKmep, Cl08eCHOe
Oelicmaue.
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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 to 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.

IcroTHe Miciie y 30epeeHHI HaliOHAJIBHOI 1JIEHTHUYHOCTI IOCIJa€ MiJABHUILEHHS MOBHOT
KyJIbTYypH Hapoay. B yci yacu 3HayHa BHXOBHa POJIb y Wil LApUHI Hanexana tearpy. Peamizamis i
IIparHeHHS 30araTuTH i PO3MHUPUTH KYIETYPHHUH 1 TyXOBHHI PiBEHb aKTOPIB HE MOXIIMBE 0€3 aHaNizy
3100yTKIB y CLIEHIYHOMY MOBJICHHI BUJIATHUX MHUTIIIB Ta KOPUPEIB TeaTpaIbHOI CIIPABH.

VYV cyyacHiii HayKOBii JiTepaTypi MpakTUYHO HEMA€E JOCI/DKEHb, B SKUX OW JeTaabHO
MPOCTEXKYBABCSl PO3BUTOK CIEHIYHOI MOBM Ta il OCHOBHUX 3aco0iB BHpasHOCTi. IIpore crano
TEHJEHIIIE€I0 MPOCTEXYBaTH NPOOJIEeMU YKPaiHCHKOTO CLEHIYHOrO CJIOBa. 3HAYHUM HAOYTKOM Yy
PO3BHUTKY CIICHIYHOT MOBH Ta CIOBECHOI il € TEOPETUYHI MOTJISIN 1 MPaKTUYHUHA JIOCBIJl BUAATHUX
MUTI[IB BITYM3HSHOTO U 3apyOiKHOTO Teatpy, 3okpema, K. C. CranicnaBcrkoro, B. 1. HemupoBuya-
Januenka, Jlecs Kyp6Gaca, €xu I[poToBChKOro, TBOpYa Ta MEAAroriyHa craaiiuHa (yHAaTopis
yKpaiHcbkoro teaTpanbHoro wmucreursa — Il K. Cakcarancekoro, M. JI. Kponusaupkoro,
M. K. Canoscrkoro, M. K. 3anbkoBenpkoi, A. M. Byamu, I'. M. lOpu, 1. O. Map’sinenka Ta in. Ha
Cy4acHOMY eTalli HayKOBO-METOAWYHYy ©0a3y cTaHOBmATH mociOuukm: T. Hewaenko [3],
A. I'mapgumesoi [1], M. Iraartiok, M. Cynsatunskoro [2], P. Uepkammunaa [7] Ta iH.

Oco0nrBe 3HAa4YCHHS U CTAHOBJIEHHS PEANiCTHYHOI YKpaiHCBKOI CIIEHIYHOI MOBH Malld
npaktudHa AisutbHICTh 1. K. Cakcarancpkoro, #oro TeopeTHdHI mpaii [6] Ta croragyd MHTIIB PO
HbOTO [4; 5].

Merta cTaTTi — BUCBITJIIUTH POJIb OJHOTO 3 KOPUPEIB YKPaiHCHKOTO TeaTpy, akTopa, pexucepa,
nexarora [Tanaca Kapnosuya CakcaraHChKOro y po3BUTKY Ta (popMyBaHHI YKpaiHCBKOTO CIIEHIYHOTO
CJIOBA 1 3HAYMMOCTI CIIOBECHOI [ii.

ITanac CakcarancbKuii, TUIEKalOYd CBOIO MpIl0 TpO MEpIIMH pPO3yMHUN, MOpalbHUN Ta
3araJbHONOCTYITHUN Tearp, OyB mepexoHanwmit: “Tearp, sk TpuOyHa 1 IIKONa, Mae INe OIHWH
HaJ3BUYAIHO I[IHHUH IUTIOC: BIH MOXKE B OJIMH pa3, OJHIEI0 BUCTABOIO OXOMUTH HE3PIBHSIHHO OiIbII
YICIICHHY ayJJUTOPII0 CITyXadiB, HiX IIe MOKe 3pOOUTH iHIIIAa OCBITHS iHCTHTYLISA” [6, ¢. 147].

Y poboti Ham uucineHHmMmu poisiMu [lamac KapmoBua BupoOuB co0i mpaBmio — He
MOKJIAAATUCS TIIBKY Ha TaJlaHT, X0ua il He MUCIIUB TBOPYOI'0 yCIiXy H03a TajJaHTOM. Tak camo BiH He
MIOKJIAZIaBCs JIMIIE Ha CBOE HATXHEHHA, XO04a JE€MOHCTPYBaB IIEJEBPU BUCOKOHATXHEHHOI'O
BUKOHaHHA. JlOoCKOHalie OIMpalbOBYBaHHS, TOYHE, 3a IIEBHUMH Mi3aHCLUEHaMH, (iKCyBaHHS pOJI,
MOEAHAHHS [IMOMHM IIMPOKOTO Yy3arajJbHEHHS, Ha OCHOBI JKUTTEBOIO JOCBiAy, 3 JeTalbHUM
po3poOIieHHsIM, (iTirpaHHUM NUTIGYBaHHIM KOXHOT PUCH CIEHIYHOro o0pasy, — Oyino 3aKOHOM
aKkTopchKoi misutbHOCTI Cakcaranchbkoro. I moHam yce — mpaBaa xutTs [6, c. 11].

IIle ©wa mowatky cBoro TBopuoro muisixy Ilanac KapmoBuu Oarato aHamizyBas,
TePEOCMUCITIOBAaB 3aximHoeBporielickkux TeopetukiB — [.-E. Jleccinra Ta /JI. Jinpo. Kpurnuno
po3risigaB OpexTIBChbKY TEOpio yaaBaHHS: ‘“3a II€I0 TEOPI€0 BUXOAWUTH, IMIO0 Tpeda TUTHKH BMITH
MaiCTepHO yJaBaTH 4y)Ki MOYyBaHHS. A s OauuB, IO JEsKi 3 HAIIUX BUAATHUX apTUCTIB IJIaKald Ha
CIICHI CIpaBXHIMH clbo3aMH. S| BimuyBaB, IO I Kpaile, HDK MaiicTepHe ynaBaHHsA. S XOTiB
3pO3yMITH, Ha YueMy OOIli MpaBaa, XOTIB YACHUTH CO01, SK MOXYTh I[i apTHCTH JOXOJIUTH JO TaKOi
HaTypaJIbHOCTI Ha CIICHI, SIK BOHM MOXYTh TaK IEPEeBTUTIOBATUCE” [6, c. 83].
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[Tanac CakcaraHCbKHH TIIepIIUM B icTopii yKpaiHCBKOTO TeaTpy HaMaraBcs TEOPETHIHO
y3araJlbHUTH 3aKOHHM CJIOBECHOI aii' Ta ii HopmatumBHOCTI. Ha »aiab, yMOBH, B fAKHX IepeOyBaB
yKpalHchkui TeaTp XIX CTOMITTS, HE CIPUSIIA HOTO 3alyMaM.

Y cBOiX mpausgx mpo MUCTELTBO aKTOpa i pexkucepa BiH 3a3HauuB: S Bingas i GaraTto dacy Ha
BUPOOJICHHS YiTKOT MuKIii. YiTKICTh BUMOBHU — B)KJIMBA Pid, KOJIM aKTOP YiTKO BUMOBIISIE HA CIICHI, TO
Hi OJIHE CIIOBO HE TPOMAAA€ I MyOJIiKY 1 MiXK HAM Ta TIsIa4aMy HIKOJIM HEe IPUTIHHSAETHCS ONMM3bKUI
KOHTakKT. A KOMy IIiKaBO CJIyXaTH aKTopa, SIKHH THXO 1 HEBUPA3HO MIOCh MHUMPHUTH COO01 mix
HOCOM?” [6, ¢. 129]. “YMiTH TIPOCTO 1 KpacHBO TOBOPUTH — IliIa HAayKa, B SKOI MarTh OyTH CBOI
3akoHH. Lli 3akoHM chopmyitoBas i rpyHToBHO AochiauB K. C. CranicnaBchkuid. Y Horo BueHHi Ipo
CIIOBECHY [0 30BHIIIHS TEXHIKa MOBH (AMXaHHs, TOJOC, IWKIISA, Opdoemis) € OCHOBHUM
KOMIIOHEHTOM CIIPaBKHbOI TBOPYOCTI. “Xopola AUKIisA MOTPiOHA I SICHOT JYMKHU — 1li BUMOTH BiH
CTaBHB SIK JI0 IpaMaTHYHHUX aKTOPIB, TaK 1 10 criBakiB. POOOTI HaJ MOBOIO MIPUCBSIUYBaIach OUBIIICTh
penerutiii” [1, c. 6]. [TocmigoBHicTh podotH I1. CakcaraHCchbKOTo HaJl MOBOKO: BUBYCHHS TEKCTY IT"€CH
W pO3yMiHHSI TeMH, iJiei, KOH(IIKTY, BU3HAUYCHHS TOJIH Ta JIOTIKM MHCICHHS, MIEPETBOPCHHSI CIIiB
aBTOpa Ha CLUEHIYHY JIif0; CTBOPEHHS SICKPABOTO 1 BUPA3HOTO MiAITEKCTY 1 KiHOTUTIBKH Oa4YeHb.

Y KHTTI CIIOBECHY JIif0 CTUMYJIIOIOTH Ti UM 1HIII 00CTaBUHU, MOTpeOu, OakaHHs, JIaHU, MPIi.
Ha cneni cnoBecHa fis mianopsakoByeTbesa TBOpuiid MeTi. Ille 1o Toro, sik po3NOYMHAETHCS CIOBECHA
Jisi, B CBIIOMOCTI JIFOJIMHU BHHUKA€ TEBHA BHYTPINIHA YCTAaHOBKA: IOTEPEIHIN, 3arajlbHUi TUTaH
MoOBJIeHHs. Ha #ioro ocHOBiI MOTpiOHI ClIOBa BiUIYKYIOTHCS 1 CKIaJalOThCS y (pa3u cami coboro, a
TOJIOC CITyXHSTHO TIAKOPSETHCS iX 3MicTOBi. MoBa Tedye BUTbHO, HEBUMYIICHO, 1 JINIIE KON TYOUTHCS
BHYTpILIHA JIOTiKa OyMKH a00 He BiIpasy CIUIMBa€ B IMaM’sTi TOYHE CIIOBO, CIOBECHA Jii Haue
CIIOTHUKAEThCS 00 BHYTPIIIHIO TepenoHy. [IpOTHIIEKHICTIO CIIOBECHOI Hii y CIIeHIYHI MOBiI €
(dopmanbHe CIOBOTOBOpIHHS, O€3AyMHE MPOKa3yBaHHS BHUBYCHUX Hamam siTh CIiB, IO BTPaTHIIH
CBIXICTB TyMKH 1 B3kKe€ He 30yKYIOTh ITUPOTO MOy TTS.

CroBa B KOIHOMY pa3i HE MOXXHA BUMOBIIITH Oe3XyMHO. UHTenb MOBHHEH IIOpa3y 3HOB 1
3HOB JKUBUTH TEKCT BJIACHUMH BHYTPIIIHIMH OadeHHSMH OOpa3HOI YSBH, HAINOBHIOIOYM Hamepen
BHBUEHI CJIOBA CBIXKICTIO AYMKH, )KHBHMH acCOLIaIli MU €MOIIHHOT 11am’sITi.

I3 camoro modatky cBoei TBopuocTi [Tanac CakcaraHcbkuii OOpOBCS 3 MATAKAHHAM Ha CIICH,
“npakHIHHAM Xoxya”. Y mucti “Jlo TeaTpaibHOI MOJIOMI” 3roJIOM, YK€ B PAISHCHKUI dac, HalWCaB:
“CenstHUH” Ha CIIEHI BUXOIUB SKHMCH CTPAIIHUM OITyJajlOM, TOBOPHUB... 000B’SI3KOBO HETPHPOIHUM
rpyOUM TOJIOCOM, TIPY TOMY KPHBHB pOTa HAOIK, CTABUB y POTI SI3UK CHEIIAIbHUM CITOCOOOM, 1 KOJIH
BHUMOBJISIB CJIOBAa, TO BUXOAWIIO SKEeCh NMOTBOpHE MaTsikaHHA. He po3ymiro, yoMy iM BCiM 37aBajioch
TaKUM CMIIIHAM 1 JOTEHUM BHCTAaBIIATH HAIIOTO CENISHUHA TaKUM IypPHUM, Ta IIe 3 TaKO
KajidyeHoro MoBoio! lle ormaHe maTskaHHS TPUBAJIO HA CICHI W IPOTSATOM IOBIHX, JOBTHX
pokiB” [6, c. 95-96].

ITanac CaxcaraHChbKMH HE HaBUYaBCS Y TeaTpaibHIM INKONI W 3ycTpiBcs 3 Oararbma
TpyIHOIIAMU B YKPaiHCBKOMY TeaTpi, IO CIIOHYKaJo HOro 10 HaloJIeTINBOi poOOTH Haa coboro. 3
pOKaMH Ta MPaKTHUKOIO HOTo TeXHiKa MOBH J0cCsralia BIpTYO3HOCTI: caMme 1ie OyJI0 OJHUM 13 YHHHUKIB
BHCOKOI BHKOHABCBHKOI MalCTEpPHOCTI. AKTOp IMOCTIHHO yIOCKOHAIIFOBAB JHKIIF0, Oarato MmpafoBaB
HAJI IUXaHHSIM, TOJIOCOM, BUKOPUCTOBYIOUH JIJIsl IIbOTO BOKANIbHI BIIPaBH, YHTAIOYH YPUBKH 3 TIOEM
l'omepa, HammcaHuX rexzameTrpom, MoHosiord 3 napam lllekcmipa 1 IIumepa. Tomy Tak Jerko i
MIPUPOTHO BHTOJIONIYBAB Ha Oe3MepepBHOMY IUXAaHHI THPAIH TEKCTIB.

HeoO0xigHo Bi3HAYWTH MiABUIIEHY SICKPaBICTh 1 UNCTOTY BUMOBH I1. CakcaraHCbKUM TEKCTY
cBOIX poneil. “S He MOXy mnpuragatu >KOIHOI AWKIiiHHOT Bamu y CakcaraHchbKoro, — 3rajye
b. B. Pomanunpkuii. — [ B mojaui XapakTepHOTO 3BYKOBOTO Ta AMKIIHHOTO oOpamiieHHS 00pasy, i B
IHTOHAIIIMHUX CIIOrajax, i MBTOHAX PO3MOBHOI W 1HOMI TICHXOJIOTIYHOI MOAAYi CIOBA, 1 B CI[CHAX
HaMBHIIOTO TOPIHHSA, 1 B HaNPY)KEHHI NPHCTPACHOTO IIETOTY, 1 B TPAalIMBOCTI JIeTKOI KoMemil, 1 y
BHHATKOBO OJIMCKY4OMY BMIHHI apTHCTa MOJABAaTH KPEIICHO, i B CKOPOMOBIIi, 1 B MOBI IIIHPOKOTO
Ouroro Bipima, — CIOBOM, y BCii OaraTiomiiii 1 6e3KoHeYHi 0apBHCTOCTI CIEHIYHOT MOBH — CKpi3b
nornomarana IlanacoBi KaproBudy #Horo BUHSATKOBA JUKIliHHA BIpaBHICTh. BoHa HiKOIW He
3pajkyBana iomy” [5, ¢. 157-158].

MiH “‘ciioBecHa Ais” YBIB y TeaTpajbHy IPAKTH . C. CraHicl1aBCbKHIA.
! Tepmin “crnoBecHa nis” yBiB y TearpanbHy npaktuky K. C. CraniciaBebk
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OcobnmBoro 3HaueHHS HamaBaB [1. CakcaraHChKHil TOOCOBIH BupaszHOCTI. I Xou akTop MaB
HeaOWsIKi IPUPOJTHI TOJIOCOBI J]aHi, [1e He 3aCMIOKOI0BAJIO HOTO: HaJl OJIMIIICHHSIM 3BY4aHHs CJIOBa BiH
MpaLoBaB yNpoJoBXK ycboro >kuTTd. Ilanac CakcaraHcbkuil BceOiYHO PO3BUBAB BHUPA3HICTH 1
THYYKICTh TOJIOCY, CHIIy 3BYKY Ta HOro 3a0apBJiCHHS, MOCTIHHO PO3LIMPIOBAB Jiala30H 3BYYaHHS.
“MymiTpa BChOTo Tina i s3uka 3abupana B MeHe Oararo 4acy i AoBoauiIa MeHe 4acTo a0 (pi3udHol
BTOMHM”’, — 313HaBaBCs BiH mi3Hime” [6, ¢. 135].

VYV cBoiit aktopcekiii poboti II. CakcaraHChKHiI CTBOPHB Talleper0 CBOEPIIHUX “MOBHHX
MOPTPETIB”, BAKOPUCTOBYIOYH IS IHOTO 0AraTIoIy MaJiTpy ToJIocy.

[pawtoroun Hax mapTUTYporo cueHiuHoi MoBH, [lanac KaprmoBuy BUKOPHUCTOBYBAB AMKIIiiHI,
TeMOpasbHiI MOIYJISLIT, May3u, aKIEHTH, PUTMIKY. AJie 15l TEXHIYHA JOCKOHAIICTh CIIEHIYHOT MOBU HE
OyJa caMOIJUIIO, a CITY>KWJIa JJIsl BUABJICHHSI PI3HOTO JYXOBHOTO CBITY IEPCOHAXIB, iX KJIACOBHX Ta
1IeMHUX MO3ULIH.

Bunatuuit ykpaincekuii moet i BueHuid M. T. Puiibchkuit Harosocus: “CakcaraHChbKAH-apTUCT
IIPAIIOBAB HEHACTAHHO. MOro aKypaTHiCTh y CTaBNeHHi 10 poGOTH BBiiiuuia B mpuciis’s. Komn
JIPYTHid BEJIETeHb YKpaiHChKOro Tearpy, Opar Ilanaca Kapnosuua i mo xpoBi, i o cueHi — Mukona
CafoBcbKuil — 1HOAI, TOKJIANAIOYMCh HA CBill BEMMUYE3HWH JOCBiA 1 KOJIOCAIbHUN TEMIEpaMEHT,
J03BOJIAB cOo01 “TpaTu min cydaepa” abo iMmpoBizyBaTu cjaoBa poii, To CakcaraHcbKHi, SIK MPaBUIIO,
3aBXK/M TOYHO 3HAB HE TUIBKH CBOIO POJIb, a i BCio mecy” [4, c. 111].

Ocob6nuBy ysary Ilanac CakcaraHcbKMi NpPUAUISB BHUBUEHHIO aBTOPCHKOTO TEKCTYy; HOTro
MIKaBWJIM HE TUTBKHM COIllianbHa Ta MoOyToBa KOHKPETHICTH 00pa3y, a W CBITOINISI aBTOpa, €noxa,
cepenosuiie. JloOpe 3Hatoum 1eH3ypHi mnepenonu, I1. CakcaraHChbKull HAMOJETIMBO 3aXUINAB
aBTOPCHKUU TEKCT Bij JOBUILHOTO BTpy4YaHHs 1 mepepoOok. BiH BuMarap Biji akTOpiB HE TiIbKH
a0COIIIOTHO YIiTKOTO 1 TOYHOTO BHMBYCHHS TEKCTY, a 1 HOro CMHCIOBOIO HaBaHTaKEHHsS, 00 4acTo
aKTOpH He A0aI0Th NPO PO3YMIHHA JIEKCUYHOIO 3HAaUeHHs cioBa. “Hanpuxiiaa, BUMOBIAIOTh Ha CLEHI
Ha3By “€pMoIION” HENPaBUIILHO, KAXKYYH “€pMomaii”, He YCBIJJOMUBIIH, 0 03HAYAE II€ CIOBO, 1 IO
me He € iM’sa €pmosias, a Ha3Ba KHIKKM, sIKa HaB4aja KPIOYKOBOTO CHiBY, TOOTO CIIiBY IO
HoTax” [6, c. 90].

OnHovacHO 3 akTopchbkoro AisttbHICTIO 1. Cakcarancekmii ymepine B icTopii ykpaiHCBKOTO
TeaTpy HamaraBcsi TEOPETUYHO Y3araJbHUTH 3aKOHHU CJIIOBECHOI Iii. Y mpausgx npo poOOTy Hal POJLIO
0co0JIMBY yBary BiH NPHUIIISAB CIEHIYHOMY CIIOBY. B “monmadi ciioBa”, TOHAJIBHOCTI, aKICHTYBaHHI
MHUTEIb BOAUaB JyXe BIAMOBIAATLHY POOOTY aKTOpa SIK IMOAO PO3KPUTTS 1 BTUICHHS aBTOPCHKOTO
3amyMy, TaK 1 MO0 TiIyMadeHHs oOpa3y repost. Kpim TOoro, BBakaB 3a HeOOXimHe, pa3oM i3
CTBOPEHHSM 30BHIIIHBOI 1 BHYTPIIIHBOI XapaKTEPUCTHK MEPCOHAXKIB, NOJady CIIOBAa TaKOXK MOIUIATH
Ha BHYTPINIHIO 1 30BHINTHIO TEXHIKY poOOTH HaJ CJIOBOM. 30BHIIIHS TEXHIKa — Ie TOJIOC, AUXaHHS,
JWKIIisSL, JTOTiYHUH po306ip. [Ipu oBomoiHHI X BHYTPINIHBOIO TEXHIKOIO BECh TEKCT PO BiH MOAIISIB Ha
TPU KaTeropii CIiB: BHCOKOAMHAMIYHI, IWHAMIuHI Ta cayx0oBi: “CmoBa ciry:)x0oBoro Ta
BUPIIIATFHOTO 3HAYCHHS HE MOKYTh BUMOBIITUCS OZHAKOBUM TOHOM. [l0oTpiOHA HIOAHCHPOBKA CIIB.
51 He Kaxy, IO BCi JIMHAMIYHI CJIOBA BUMAaraloTh 000B’SI3KOBOTO MiABUILEHOTO TOJIOCY, KpuKy. Tpeda
VHHKATH OJHOMAHITHOCTI B 3By4aHHI Tosiocy. OIHOMaHITHICTH 00€30apBIIOE MOBY 1 3aBakae
BUJILJIMTH TOJIOBHE 1 11ikaBe” [6, ¢. 132].

T'oBopsiuM mpo HIOAHCHPYBaHHs, TEMII, BIEBHEHICTb 1 TBepHicTh TOHY, II. CakcaraHchkuii
IiAKPECITIOBAB, IO CTBOPUTH 3aKOH MPO 1HTOHAIIT HEMOXIIMBO, 60 “OaraTo TYT 3aJIeKHUTH BiJI TOHY, a
TOH, Ha MPEBEIMKHUH kKallb, yMUpPA€ pa3oM 3 apTuctom” [6, c. 89].

BuxopucToByrour BENHMKHI JIOCBiJ] CTBOPEHHS CIICHIYHMUX peaJiCTHYHHX o00pa3is,
I1. CakcaraHchbkuii PUHAIIOB 0 BUCHOBKY, IO MiMiKa, BUpa3 OYeH, KECTH, X0Ja — BCE I MYCHUTh
IISITA B LIJIKOBUTINM HOTOKEHOCTI 31 CIIOBOM.

[Tonoxxenns I1. CakcaraHchbKOro NMPAaKTHYHO peajli3yBajii B PENETHIIHHIN poOoTi, a TaKoX
“Ha BEYOPHHMIISX ", Ie MOJIOJII aKTOPH Y BIIbHUH Yac 30Mpaucs sl po3UIMpeHHs TpodeciiiHiX 3HaHb
1 BOCKOHAJIEHHS aKTOPChKOT MalCTEPHOCTI.

CporoHi HEWMOBIPHO YaCcTO MOXKHA MOMITUTH HEXTYBAaHHS CTaJMMH HOPMaMH YKpaiHCBKOI
MOBH, Hendane CTaBICHHS SK aKTOPIiB, TaK i peKHcepiB. YKPaiHCBKUH TeaTp, K TeaTp IMepexyciMm
HapOJHUH, CIIMPAEThCs Ha TPAAWIli yCHOI HapoxHOi TBopdocTi. Bapro ycBimomurH, mo TeaTp — me
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xwuBnil mporec. HeoOXimHO mpoCTeXyBaTH TEHACHIIT PO3BUTKY YCHOTO HApOIHOTO MOBJICHHS i
BUPOOJICHHS IEBHUX HOPM CLIEHIYHOT MOBH.

Orxe, ponp Ilanaca Cakcarancbkoro y (opMyBaHHI YKpaiHCHKOi CIEHIYHOI MOBH Ta
CJIOBECHOI Jii Bifirpajia BaXJIMBe 3HAYCHHS Y MOAAIBLIOMY iX PO3BHUTKY. Amke (QyHKLIOHYBaHHS Ha
CLICHI BJIaCHE YKpaiHChKOI MOBH, Ha AyMKY (haxiBLiB, dKOPCTKUH MOBHHUH peXHUM Yy TeaTpi — crpaBa
HEeoOXiZiHa, OJIHAK, Ha ajb, ChOTOJHI HENOCSHKHA. 3a OLIHKaMH EKCIICPTiB, MOBa, sSKa 3BYYUTH 3i
CLICHU, HE € CIIOBHA YKpPalHCBKOIO — TaK €aMo, sK y POCiliICbKOMOBHHUX TeaTpax BOHA JAaBHO BXKE He
IIJIKOM pociiickka. | camMe B HEBUUYEPIHUX JpKepenaXx oO0pa3Hol MOSTHYHOI HapOAHOI MOBH, SKY
BIPOBaKyBaB Ha cueHi Il. CakcaraHcbkuii, 30arauyeTbcsi He JIMILIE CIOBHHMK, a i cama cucreMma
XYZA0KHBOTO MHCJIEHHS akTopiB. Bucoka KynbTypa MOBH, ii JOCKOHAJICTh CIIPUSAIOTH PO3BUTKOBI
XYA0KHbO-PEaTiCTUIHOTO YKPaTHCHKOTO MOBJICHHS.
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