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Cisbuenko T. 1. IlnacTuka pyk sik 3acid0 BUPa3HOCTI y TeaTpi JSJIbOK:
oco0mBOCTI BUKOpUcTaHHs. — KBamidikariiiHa HaykoBa Ipalsi Ha IIpaBax
PYKOITHUCY.

HaykoBe o0OIpyHTYyBaHHSI TBOPYOI'O MHCTEIBKOTO MPOEKTY Ha 3A00yTTH
OCBITHBO-TBOPYOTO CTYIEHS JOKTOpAa MUCTEITBA 32 criemiaibHicTio 026 «CrueHiuyne
muctenTBo» (ramy3p 3HaHb 02 «KynbTypa 1 MuctentBo»). — KwuiBchkuii
HaIllOHAJIbHUI YHIBEpCUTET TeaTpy, kiHo 1 TenebauenHs iMeHi I. K. Kapnenka-
Kaporo, MiHictepcTBO KynbTypu Ta iH(OpMaiiiHOT momiTuku Ykpainu, Kuis,
2023.

3micT aHoTramii. Y HaykoBOMy OOIpyHTYBaHHI BIEpILIE PO3IJISAAETHCA
IJIACTHKA PYK SIK CAaMOCTIMHUMN 3ac10 BUPA3HOCTI B MUCTELTBI T€ATPY JISIIbOK. AJIKe
HACTIMHUN TMOIIYK CyYaCHUM TeaTpoM JISIIbOK I1HHOBAIIMHUX (OopM, MOMITHA
CXWJIBHICTh JI0 Mep(GOPMATUBHOCTI Ta MYJIbTHXKAaHPOBOCTI, aKTyasi3alisi JOCBIAY
IIMPOKOrO CIEKTPY MHUCTEUBKMX MPAKTHK B OOpa3HOMY BHUpPILIEHHI BUCTaB 3
HEOOX1THICTIO TOTPEOYIOTh MIEPEOCMUCIICHHS TPAIULIIMHUX MPUAOMIB 1 3aC001B. A
BiJITaK, CaMe B I[bOMY IOJISITA€ AKTYaJbHICTh JAHOTO JOCIIHKEHHS, TaK K HIeThCs
PO MPUHITUIIOBO HOBUU MIJX1J JIO TJIACTUKU PYKH Y i€papxii 3ac001B BUPA3HOCTI
MOpYyY 3 TPATUIIHHOIO JOIIEHTPOBOIO 3HAUYIIIICTIO JISUIBKH.

Meta [OCHIKEHHSI MOJSAraE y BUCBITJIICHHI (DEHOMEHY IUJIACTUKHU PYK SIK
MOTYXKHOTO CaMOCTIMHOTO 3aco0y BHPA3HOCTI, MOro CYTHOCTI 1 MPUHIIMITIB
XYZI0’)KHBOTO BUKOPUCTAHHSI.

HaykoBa HOBHM3HA OTpHUMaHHMX peE3yJIbTaTiB TOJSITa€E B TOMY, IO B
JIOCITIJPKEHH] BHepIe. OOTPYHTOBAHO CIENU(DIYHICTh TUTACTUKHU PYK K OCHOBHOTO
3ac00y BUPA3HOCTI B T€ATPI JISJIHOK; ONPALbOBAHO HIMPOKHUI EMITIpPUYHUN MaTepiall
JIOTIKM OCMHCJICHHSI TUIACTUKH PYK B OOpa3oTBOPUOMY MUCTEITBI; OKPECIEHO
MOKJIMBOCTI IJIACTUYHOI BHUPA3HOCTI PYK 1 IKECTY B SKOCTI TPEIAMETY
MDKJIUCHUIUTIHAPHUX TOCIIIKEHb; BUOKPEMJICHO A1€BICTh TUIACTUKH PYK K 3aCO0y
BHUPA3HOCTI TeaTpy JIUIbOK B aKTyalbHHX (hOopMax TeaTpalbHUX MPAKTUK Ta B

MEIanpoCcTOpi; KOHUENTYaI130BaHO 3HAYYIICTh IJIACTUKUA PYK B T€ATP1 JISUIbOK SIK



YUHHUKA PO3BUTKY YysBU 1 (paHTa3li BIAMOBIAHUM BIPOBAKCHHAM B MPAKTUKY
HiATOTOBKM aKTOpa; OOIPYHTOBAHO MOKJIMBICTh TpaHchopmaiii HayKoBOT
KOHIIENTyasli3allii MIaCTUKH PYK K KJIFOYOBOTO 3ac00y BHPA3HOCTI B PO3POOKY
PEXKUCEPCHKOTO MOJIETIOBAHHS T€ATPAIILHOTO MPOEKTY; BUOKPEMJICHO 1HHOBAIIiHHI
pPEXKHUCEPChKI MPUUOMHU 3 BUKOPUCTAHHAM MeTadop, CHMBOIIIB, aJeropii 3a
JIOTIOMOT'O10 TUIACTUKH PYK, III0 MAaIOTh JIOBTOCTPOKOBY NIEPCIIEKTUBY.

HayxoBe oO0rpyHTYyBaHHSI TBOPYOTO MUCTEI[LKOTO MPOEKTY BUCBITIIOE JIOTIKY
OTpalllOBaHHsI MOro TemMaTukd. B mepmioMy po3fiun OKpeciOThCS TEOPETUKO-
METO/IOJIOTIYHI 3acafii OCMHUCIICHHS MPOOJEMATHKU B CydacHId T'yMaHITapUCTHUILIL.
BuokpemMitoroTbest T1 TpoOJIeMH1 KOJ1a, 1[0 € KOHTEKCTOM aHali3y 00paHoi TeMHU Ta
CTBOPIOETHCSI  MIATPYHTS ISl TMPOSCHEHHS 11 KIIOYOBUX TIJIMOMHHUX CEHCIB.
[IpocimiaKOBYETHCS JIOTIKA OCMMCIIEHHS IUIACTHUKUA PYKA B ICTOPUYHOMY JIOCBIJI
dopM XyaoxkHBOI KynbTypu. CHCTEMAaTH30BaHO Marepial HIMPOKOTO KoJia
MUCTEIbKUX MPAKTUK, SIKUH € ONepTsAM I MOAAJBIIOI KOHLENTyasi3amii
HOBAaTOPCHKOTO PO3YMIHHS IUIACTUKU PYK SIK CAMOCTIMHOTO 3acOo0y BUPa3HOCTI B
Cy4acHOMY TeaTpi JISUTbOK 1 pealtizallii Horo MmoTeHIiany B aBTOPCHKOMY TBOPUOMY
IPOEKTI.

B napyromy posniii mojaeTbes aHami3 CcHenU(IKM TUIACTHKA PYKH SIK
CaMOCTIMHOTO 3ac00y BHPA3HOCTI B T€aTPl JISITLOK Ta B IKOCTI YUHHUKA PO3BUTKY
TBOpUoi ysiBM 1 ¢anTtasii. Ilpuauiserbcs yBara pi3HOIIAHOBOMY pO3IJISIAY
IMITPOBI30BAHOI JISUTBKH, CIIOCO0aM 11 MJIACTUYHOTO BIATBOPEHHS, 30KpEeMa 1 METOLY
OUy>KEHHSI.

Tpetiii po3ain NMpUCBSYEHUI peanizailii MOXKJIMBOCTEH IUIACTUKU PYK B
IHHOBAIlIMHOMY TBOPYOMY AaBTOPCHKOMY TIPOEKTI — BHCTaBi-iepopMaHci
«KomnolTouyTTiB». OKpecieHO BCl €Tanu PeKUCEPCHKOT0 MOJEIIOBAHHS MTPOEKTY 3
AKIIEHTAII€I0 TOCYTHHOTO TOTEHINAly BHUPA3HOCTI TUIACTUKH pPyK. [lpuaineno
CHeIiajbHy yBary BHU3HAYEHHIO 3aBlIaHb PEXHCepa Kpi3h MPU3MY MEAAroTiKU 1
BUKJIAJy iX allTOPUTMY TPU CTBOPEHHI MUCTENbKOTo MPoekTy «KomollouyTTiny.

HaykoBe oOrpyHTyBaHHSI 3aBEpIIYETHCS BHKJIAJOM HOTO Yy3aralibHIOHYHX

MOJIOKEHBb B SAKOCTI BUCHOBKIB. DOPMYIIIOIOTHCA KJIIOYOBI ACMEKTH TEOPETUUHOIO



OCMUCJICHHSI TUTACTUKU PYKHU SK CBOTO POJY KOHIIETITY, @ BOAHOYAC YHAOUHIOETHCS
MOTEHIIaJbHa TI€BICTh TAKOTO MIAXOAY B peajbHOMY CIIEHIYHOMY BTUICHHI. B
TaKUW CMOCI0O YHAOYHIOETHCSI JIOTiKAa CTAHOBJICHHS AaBTOPCHKOTO CIIEHIYHOTO
MPOEKTY AK peanizaiisi TTHOMHHUX PO3AYMIB HaJl KOHIENTYaIbHUM TEOPETUYHUM
MIATPYHTSAM BJIACHUX TMIOMIYKIB 1 PO3YMIHHSAM CyYacHUX TEHJICHIIN PO3BUTKY
TeaTpadbHOI MPAKTUKH.

Pobora ckmamaeTbcsi 31 BCTyMy, TpPbOX PO3AUIIB, BHUCHOBKIB, CIHCKY
BUKOPHUCTAHUX JHKEpe 1 JOAaTKIB.

Kuro4oBi ciioBa: MUCTENTBO TeaTpy JISIIBOK, IUIACTUKA PYK, MIACTUYHHUNA

JKECT, XKeCT, 3aci0 BUpa3HoCTi, MeTadopa, CAMBOJI, 3HAK, ysiBa, (haHTa3isl.

ABSTRACT

Silchenko T. I. Hand plasticity as a means of expression in puppet
theater: use specifics. — Qualifying scientific work on the rights of the manuscript.

Scientific substantiation of the creative art project for obtaining the degree of
Doctor of Arts in the specialty 026 “Stage Art” (field of study 02 “Culture and Art”).
— Kyiv National I. K. Karpenko-Karyi Theatre, Cinema and Television University,
Ministry of Culture and Information Policy of Ukraine, Kyiv, 2023.

Abstract content. The scientific justification for the first time considers hand
plasticity as an independent means of expression in puppet theater art at the scientific
level. The persistent search for innovative forms by a contemporary puppet theatre,
a noticeable tendency to performativity and multigenre, and the actualization of the
experience of a wide range of artistic practices in the figurative implementation of
performances necessarily require a rethinking of traditional techniques and means.
Hence, it demonstrates the relevance of this study, as it is about a fundamentally
new approach to hand plasticity in the hierarchy of the means of expression
alongside the traditional centripetal significance of the puppet.

The purpose of the study is to highlight the phenomenon of hand plasticity as
a powerful independent means of expression, its essence and principles of artistic

use.



The scientific novelty of the results obtained is that the study is the first to
substantiate the specifics of hand plasticity as the main means of expression in
puppet theatre; to process a wide empirical material of the logic of understanding
hand plasticity in the visual arts; to outline the possibilities of plasticity
expressiveness of hands and gesture as a subject of interdisciplinary research; to
highlight the effectiveness of hand plasticity as a means of expression in puppet
theatre in current forms of theatrical practices and in the media space; to
conceptualize the significance of hand plasticity in puppet theatre as a factor in the
development of imagination and fantasy by appropriate implementation in the
practice of actor’s training; to substantiate the possibility of transforming the
scientific conceptualization of hand plasticity as a key means of expression into the
development of director’s modeling of a theater project; to highlight the innovative
directorial techniques using metaphors, symbols, allegories with the help of hand
plasticity that have a long-term perspective.

The scientific substantiation of the creative art project highlights the logic of
studying its subject matter. The first chapter outlines the theoretical and
methodological foundations of understanding the issue in contemporary humanities.
The author identifies those problematic circles that are the context for analyzing the
chosen topic and creates the basis for clarifying its key deeper meanings. The work
traces the logic of understanding hand plasticity in the historical experience of
artistic culture forms. The research systematizes the material of a wide range of
artistic practices, which is the basis for further conceptualization of the innovative
understanding of hand plasticity as an independent means of expression in
contemporary puppet theatre and the implementation of its potential in the author’s
creative project.

The second chapter analyzes the specifics of hand plasticity as an independent
means of expression in puppet theatre and as a factor in the development of creative
imagination and fantasy. Attention is paid to a multifaceted consideration of the
improvised puppet, the ways of its plastic reproduction, including the method of

alienation.



The third chapter is devoted to the implementation of the capabilities of hand
plasticity in an innovative creative author’s project — the performance play “Circle
of Feelings”. All stages of the director’s modeling of the project are outlined, with
an emphasis on the existing potential of expressiveness of hand plasticity. Special
attention is paid to defining the tasks of the director through the prism of pedagogy
and presenting their algorithm when creating the art project “Circle of Feelings”.

The scientific substantiation ends with the presentation of its generalizing
provisions as conclusions. The key aspects of the theoretical understanding of hand
plasticity as a concept are formulated. At the same time, the potential effectiveness
of this approach in real-stage performance is demonstrated. This illustrates the logic
of the formation of an author’s stage project as the implementation of in-depth
reflections on the conceptual theoretical basis of own searches and understanding of
current trends in the development of theater practice.

The work consists of the introduction, three chapters, conclusions, a list of
references and appendices.

Key words: art of puppet theater, hand plasticity, plastic gesture, gesture,

means of expression, metaphor, symbol, sign, imagination, fantasy.



