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HaykoBe o0OTrpyHTyBaHHSI TBOPYOTO MHUCTEIBKOTO TPOEKTY Ha 3M00yTTS
OCBITHBO-TBOPYOTO CTYIEHS JIOKTOpPa MUCTEUTB 3a cremianbHicTIo 026 «CrieHiuHe
muctenTBo» (rany3p 3HaHb 02 «Kynbrypa 1 muctenTBo»). — KuiBcbkuii
HaI[IOHAJIbHUM YHIBEpCUTET TeaTpy, KiHO 1 TeneOauenHs iMmeni LK. Kaprnenka-
Kaporo, MiHicTepcTBO KynbTypH Ta 1H(OpMamiiHOT nodiTuku Ykpainu, Kuis,
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3micT aHoTamii. BaxxiuBuUM 3aBIaHHSM y CYYacHOMY COI[IOKYJBETYPHOMY
CEepEeZIOBUIIl € CTBOPEHHsS TMApPUTETHOrO0 CYyCHUILCTBA. ToMmy jaemaii dacTiiie
CIIOCTEPIraeThCs MIIBUIICHUM 1HTEPEC 0 TEMU 1HKJIIO311 SIK B HAYKOBOMY, TakK 1 B
MHUCTEI[LKOMY CEpPEOBUIll, M0 1 OOYMOBIIOE AKTYAJbHICTH TEMH I[HOTO
JIOCIIIPKEHHS.

Hapasi BiaCyTHIH 3MICTOBHHUM Ta TEXHIYHHH aHaI3 B yKpaiHChKOMY
HAyKOBOMY  CEpPEIIOBMINI  IIOJO0 OCOOJMBOCTEH  peamizaiii  iHKIFO3UBHUX
TeaTpaJIbHUX BUCTaB, TOXX BapTO OYyJIO CTBOPUTH THUIIOJIOTI3AIliI0 Ta BHOKPEMHUTH
OCHOBHI MHUCTEIIbKI IPUHOMHU TeaTpaIbHUX BHCTAB 3 ypaxXyBaHHSIM Pi3HUX (opM
1HBAJIITHOCT1 PEIIUITIEHTIB.

MeTa aOCJiIKEHHsI TOJNSITaE B HAYKOBOMY OOTPYHTYBaHHI 1HKIIIO3HBHOTO
TeaTpy Ta IHKIIO3MBHUX TeaTPaJIbHUX BHCTaB, 30KpeMa 3 YypaXyBaHHSIM
COPUMHSTTS HE3pAYUX Ta CiIab030puX TIAJadiB Ta CTBOPEHHS BIJIACHOTO
PEXHUCEPCHKOTO MPOEKTY hOpMaTy TeaTpy BIAUIYTTIB.

HaykoBa HOBHM3HA MOJAra€ y TMOETaNmHIA pPO3pOOIIl TEOPETUYHHX Ta
MPAKTUYHUX 3aCaj] CTBOPCHHS BHCTABH 3 YPaxXyBaHHSIM CIPHUHHSATTS HE3PSIUUX Ta
cmabo30pux TIIsiIadiB, 30KpeMa BUCTaBU (opMaTy TeaTpy BiTUyTTiB. Y 3B’SI3KY 3
UM BIepHIe. CTBOPEHO THUIIOJOTI3AIII0 100 I1HKIIO3UBHOTO TeaTpy Ta
IHKJIFO3UBHOI TeaTpajbHOI BUCTAaBU; OKPECIECHI OCHOBHI 3acO0M BHUPA3HOCTI

BUCTaBU 3 YypaxXyBaHHSIM CIPUUHATTS HE3pSAYUX Ta Cl1abdo30puX TJIfA/1auiB;



BUCBITJICHO TMPAKTUKy CTBOPEHHS IHKIIO3UBHUX TMPOEKTIB 3 YypaxXyBaHHAM
COPUMHATTS HE3PSUYMX Ta CIa0030pHX IJIA/1a4iB B MDKHAPOJAHOMY Ta YKPaiHCbKOMY
TeaTpaJIbHUX MPOCTOPaX; peaji3oBaHO B YKpaiHl IHKIIO3UBHY TeaTpajbHy BUCTABY
dopMary Tearpy BIAUYTTIB 3 YpaxyBaHHSIM CHPUUHATTS HE3PSUUX Ta ci1ab030pHX
rIsgaviB «XTO POCTe Y MapKy».

HaykoBe oOrpyHTYBaHHsSI TBOPYOI'O MHUCTELLKOTO MPOEKTY BUCBITIIOE JIOTIKY
OTIpAIfOBaHHS HWOTO TEMATHKH. Y TEPIIOMY pPO3iJi PO3TIISIHYTO AaKTyalbHICThH
BIPOBA/DKEHHA  1HKJIIO31T B COLIOKYJIbTYpHUH  mpocTip.  JlochmimkeHHs
IHKJTFO3UBHOTO TeaTpy Ta IHKJIIO3WBHUX TeaTpaJbHUX BUCTAaB BiOYyBaeThCS y
MDKIMCHUIUTIHAPHOMY MpocTopl. JIoTHYHUMHU 10 1i€i mpoOjieMu € COIOoJIOoris,
TICHIXOJIOTisI, MHCTEIITBO3HABCTBO, TMEAAarorika Ta opuandHi Hayku. Came Tomy y
npaill TaKoXK PO3TISAAI0ThCA MUTAHHA apT-Teparii Ta 6e30ap’€pHOCTI K KIHOYOB1
ACTeKTH 1HKIJIFO3UBHOCTI.

Y napyromy po3[uli pO3TIASHYTO CTBOPEHHS IHKJIIO3MBHUX TeaTpabHUX
NPOEKTIB 3 YpPaXyBaHHSAM CHPUUHATTS HE3PSUUX Ta caabo3opux riasgaviB. Takox
IIPOAHAII30BAHO PIZHOBUAM Ta crHelr]iky MOCTaHOBOK Takoro ¢opmary, a came
BHUCTAaBU 3 ayI0JUCKPHIIIE€I0, BUCTaBU B TeMpsBI ab0 13 3aKpUTUMH OYHUMA,
BHCTaBH TEaTPy BIAYYTTIB.

Bonnouyac 3xaiiicHeHO cripoOy BUCBITIUTH MPAKTUKY CTBOPEHHS THKIIFO3UBHUX
IPOEKTIB 3 ypaxyBaHHSAM CIPUMHATTS HE3pSUYMX Ta cJIab030puX TJsAIadiB B
MDKHApOJHOMY Ta YKpaiHCBKOMY TeaTpajbHUX MpocTopax. 3’sACOBaHO 00csr
MPAKTUYHUX JIOCTIDKEHb HAa OCHOBI PEXKHUCEPCHKUX EKCIEPUMEHTIB I0JI0
IHKJTIO3UBHUX T€ATPAJIbHUX MPAKTHUK.

Tperiii po3AiT MPUCBSIUCHUM OMUCY Ta MOSCHEHHIO PEKUCEPCHKOI MPAKTUYHOT
po0OTH HaA TBOPYUM MHCTEUBKHUM MpoekToM. lloetamHo ommcana pobota
PEXKUCEPKH 3 aKTOPaMHU, KOMIIO3UTOPOM, XYI0)KHUKOM Ta OCOOJIMBOCTI CTBOPEHHS
creHapito. JletanpHO onucaHa METoANKa poOOTH HAJl BUCTABOIO TeaTpy BILAUYTTIB
— TeMa, 1J1es1, Ha/I3aBIaHHs Ta KOHIICIIIIS BUCTABH.

Y BUCHOBKax BHUCBITJICHO aHajli3 pO3BUTKY Ta CTaHy Ha CbOTOJIHI

IHKJIFO3UBHOT'O Te€aTpy Ta IHKJIIO3MBHUX TeaTpPAJIbHUX BHUCTAB K B YKpaiHi, Tak 1



3aKOpJOHOM. Tako OKpecIeHO OCHOBHI 3aCO0M BUPA3HOCTI ISl TEATPy BIAUYTTIB
Ta MPUHIUITH PAKTUIHOT pOOOTH 3 HUMH.
Pobora ckmamaeTbcs 31 BCTYyIMY, TPhOX PO3AUIIB, BHCHOBKY, CIHUCKY

BUKOPUCTAHUX JIKEPET 1 JOATKIB.

KarwouoBi caoBa: [HKII03MBHUN TeaTp, IHKJIIO3MBHA BHUCTaBa, TeaTp
BIIUYTTIB, He3psAul Ta ciabo30pi ThsAgayi, TeaTp JSUIbOK, BHUCTAaBU 3

ay10IUCKPUNITIEI0, THKITIO31.
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Abstract content. An important task in the modern socio-cultural
environment is to create an equal society. Therefore, there is an increasing interest
in the topic of inclusion in both the scientific and artistic environment, which
determines the relevance of the topic of this study.

Currently, there is no substantive and technical analysis regarding the
specifics of the implementation of inclusive theatrical performances in the
Ukrainian scientific environment. Hence, it was worth creating a typology and
identifying the main artistic techniques of theatrical performances, taking into
account the various forms of disability of the recipients.

The purpose of the research is the scientific substantiation of inclusive
theater and inclusive theater performances, in particular, taking into account the
perception of blind and partially sighted viewers and the creation of one’s own

directorial project of the theater of sensations format.



The scientific novelty consists in the step-by-step development of theoretical
and practical principles of creating a performance considering the perception of
blind and partially sighted viewers, in particular, a performance in the theater of
sensations format. In this regard, the research for the first time: creates a typology
regarding inclusive theater and inclusive theater performance; outlines the main
means of expression of the performance, considering the perception of blind and
partially sighted viewers; highlights the practice of creating inclusive projects
taking into account the perception of blind and partially sighted viewers in
international and Ukrainian theater spaces; implements in Ukraine an inclusive
theater performance “Who Grows in the Park” in the format of the theater of
sensations, considering the perception of blind and partially sighted viewers.

Scientific substantiation of a creative art project illustrates the logic of
developing its subject matter. The first chapter considers the relevance of
introducing inclusion into the socio-cultural space. The study of inclusive theater
and inclusive theater performances is conducted interdisciplinarily. Sociology,
psychology, arthistory, pedagogy and legal sciences are relevant to this issue. That
is why the work also addresses art therapy and barrier-free access ask eyaspects of
inclusiveness.

The second chapter examines the creation of inclusive theatre projects
considering the perception of blind and partially sighted viewers. Types and
specifics of performances of this format, namely performances with audio
description, performances in the dark or with closed eyes, performances of the
theater of sensations are analyzed.

The study attempts to highlight the practice of creating inclusive projects
considering the perception of blind and partially sighted viewers in international
and Ukrainian theater spaces. The scope of practical research based on the
director’s experiments on inclusive theater practicesis determined.

The third chapter is devoted to describing and explaining the director’s
practical work on a creative art project. It describes the stages of the director’s

work with actors, composer, artist, and the peculiarities of creating a script. The



methodology of working on a performance of the theater of sensations is described
in detail: the theme, idea, supertask, and concept of the performance.

The conclusions highlight the analysis of the development and current state of
inclusive theater and inclusive theater performances both in Ukraine and abroad.
The basic means of expression for the theater of sensations and the principles of
practical work with them are also outlined.

The work consists of an introduction, three chapters, conclusions, a list of

references and appendices.
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