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IBameukina M. B. BuxkopucranHss mncuxo@izsM4HMX TeXHIK Yy poOoTi
pe:xxucepa ayaioBizyaJbHUX MHCTENTB 3 akTopaMu. — KBamidikaliiiHa HaykoBa
mpals Ha MpaBax PyKOIHUCY.

HaykoBe oOrpyHTyBaHHSI TBOPYOTO MHUCTEUBKOIO MPOEKTY Ha 3400yTTs
OCBITHBO-TBOPYOTO CTYMNEHS JOKTOpa MHCTENTBa 3a choemianbHicTio 021
«AynioBizyallbHE MHCTEITBO Ta BUPOOHUIITBO». — KWuiBChbKkMII HaIllloOHATBHUN
yHIBepcuTeT Tearpy, KiHO 1TenebauenHs imeHi [. K. Kapnenka-Kaporo,
MinicTepcTBO KyiabTypu Ykpainu. Kuis, 2026.

3micT aHotamii. Y Qokyci mocnixeHHs — NCUXO(I3UUHI MPOLECH aKTopa
B YMOBaX  ayJiOBI3yaJlbHOTO  BHUPOOHHUIITBA  Ta crienudika BUKOPUCTAHHS
ncuxo(i3UYHUX TEXHIK B poOOTI pexucepa 3 aktopaMu. OcoOnuBYy yBary
MPUIITIEHO MPOOJIeMI pO3PUBY MIK BHYTPIIIHIM CTAHOM aKTOpa Ta HOTO TIIECHOIO
peamizalli€lo B KaJpi, 10 BUHUKAE BHACIIIOK (DparMEHTApHOCTI 3HIMAIBHOIO
MPOIIECY, MOHTXKHOI MPUPOU KIHO Ta OOMEKEHOI0 Yacy Ha IMiJIr0TOBKY.

AKTYaJbHICTb TeMHM 3YMOBJEHAa HEOOXIJHICTIO TMOWIYKY e()EeKTUBHUX
IHCTpYMEHTIB pOOOTH peXHUcepa 3 aKTOPOM Y CyYacCHOMY ayaiOBi3yallbHOMY
MUCTEUTBl, J€ akTop 3MyLIeHWHd (YHKIIOHYBaTH B yMOBaxX HOPYUICHOI
Oe3nepepBHOCTI [ii Ta BIATBOPIOBATU TNCUXO(PI3UYHUN CTaH Yy pi3HUX ITyOJsx.
VY 1bOMy KOHTEKCTI MNCUXO(I3UYHI TEXHIKUA PO3TIIAIAIOTHCS K 3aci0 JOCSITHEHHS
OpPraHiYHOCTI, JOCTOBIPHOCTI Ta BHYTPIIIHBOI IUIICHOCTI aKTOPCHKOTO 1CHYBaHHS
B KaJIpi.

MeTo J0CHiUKeHHSI € BHSABICHHS Ta CHCTEMAaTH3allisl MPUHIUITIB
BUKOPUCTAaHHA  MCHUXO(MI3UYHUX TEXHIK Yy poOOTI  pexucepa 3 aKTOPOM
B ay/[10Bi3yaJIbHOMY MHCTEITBI Ha OCHOBI1 aHaJi3y TEOPETUUHUX JIKEPEN, MPAKTUK
aKTOPCHKOTO TPEHIHTY Ta aBTOPCHKOTO TBOPUYOTO JIOCBIY.

HaykoBa HOBH3HA MOJsrae B TOMY, 110 BIIEpIIE B YKPAiHCbKOMY HayKOBO-
MPAKTUYHOMY JUCKYpCl TMCUXO(I3MYHI TEXHIKA PO3MISAAIOTHCS HE JIMIIE SIK
IHCTpYMEHT MIJITOTOBKH aKTOpa, a SIK CKJIaJ0Ba PEKHUCEPCHKOr0 METOAY PoOOTH

B KIHO 1TenebadyeHHi. 3alpoONOHOBAHO KOHIEMHIIIO aHaji3y MNCUXO(I3UUHUX
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PO3pHUBIB y MPOIIECI aKTOPCHKOI Ipu (MK BITUYTTSIM 1 TUIOM, YSIBOIO Ta BIAUYTTSM,
EHEPri€l0 Ta JII€l0, PEXUCEPCHKOI0 3a7a4el0 Ta aKTOPCHKUM CHPUUHSITTAM) SK
KJIFOYOBUX TOYOK BILIUBY PEKUCEPA.

Y mnepmomMy Ppo3aiii po3MNISTHYTO TEOPETUYHI 3acaiu MCUXO0()i3UYHOTO
MiJIX0AYy B aKTOPChKOMY MHUCTEITBI, MPOAHAI30BaHO Mpalli MPOBIJHUX TEOPETUKIB
1earoriB, a TakKoX BHU3HAYEHO CHEeUU(IKy aKTOPCBKOIO  ICHYBaHHS
B ay10BI3yaJlbHOMY MUCTELTB1 Y IOPIBHSHHI 3 TEATPOM.

Y napyromy po3gijgi ncuxopi3UYHUN TPEHIHT PO3TISHYTO SIK KIOYOBY
CKJIaJIOBY TMpPOIECY BHUXOBAaHHS aKkTopa, MmO (opMye B3AATHICTH [0 IITICHOTO
NCUXO0(13UYHOTO ICHYBAaHHS B yMOBaX Cy4acHOr'0 ay/10Bi3yaJIbHOIO BUPOOHUIITBA.
Oco0nuBy yBary MNpUIUICHO aHaNi3y CHHTETUYHOI MPUPOAU MCUXO(DI3UYHOTO
TPEHIHTY SIK MOEJAHAHHS TUIECHUX 1 MEHTAJIBHHUX MPAKTHUK, Yy AKUX BHYTPILIHI
MICUXIYHI MpolecH 0e3MocepeIHbO B3aEMOIIIOTH 13 (P13UYHOIO JII€I0 Ta MOBEIIHKOIO
aktopa. [IpoaHanizoBaHO CydacHi METOAM AKTOPCHKOI MIATOTOBKHU, CIPSAMOBAHI
Ha PO3BUTOK TIJIECHOI UyTJIMBOCTI, YCBIJIOMJIEHHSI BJIACHOrO CTaHy, (popMyBaHHS
IMITyJIbCY Ta HOro peanizaiii B Ali, a TaKOXX pOOOTYy 3 TOJOCOM SIK HEBIJ €MHOIO
CKJIAJ0BOIO TNcuxo(diznyHoi cucteMu. PosrisgHyTo migxonu, mo 0a3yroThcs
Ha OPUHIMIAX LUTICHOCTI OpraHi3My, B3a€MO3B 3Ky MCHXIKM M TUIa, a TaKOX
3IaTHOCT1 aKTOpa M0 caMOperyJsilii B mpolieci TBopuoi poboTu. OxpeMy yBary
MPUIICHO 1HTEpIIpeTarlii 3acaja TUIECHO-OPIEHTOBAHOI ICUXOTEepaIrii B KOHTEKCTI
aKTOPCHKOTO TPEHIHTY, 30KpeMa iX ajamnTallii 10 3aJ1ad CIIEHIYHOI Ta €eKpaHHOI Iii.
[IpoananizoBaHo, SIKUM YMHOM III MIAXOAW CIPHUSIOTH IMOJOJIAHHIO BHYTPIIIHIX
3aTUCKIB, BIJHOBJICHHIO MPUPOJHOCTI peakiii 1¢opMyBaHHIO OpraHIYHOI
MOBEMIHKA aKTopa BKajpi. Y po3[UIl TakoX OOIPYHTOBAaHO 3HAYECHHS
ncuxo(i3UYHOTO TPEHIHTY SIK 0a30BOT0 1HCTPYMEHTY, 10 CTBOPIOE MEPEIyMOBU
JUISL TIOJIaJIbIIOl  PEKUCEPChKOi pPOOOTH 3 aKTOPOM, 30KpeMa JJisi BUSBICHHS
Ta KOPUTYBAHHS TMCUXO(PI3UYHUX PO3PUBIB MIK BIIUYTTSIM, YSIBOI, EHEPrI€I0
Ta JI€I0.

Y TperboMy PpO3I1II MPOAHAII30BAHO TBOPUY YAaCTUHY MHUCTELBKOTO

NpoeKTy — (pinbmy-nochixeHHs «OpOita poOOTU pexucepa», SKUM (QIKCye



npoiec poOOTH 3 aKTOpaMU B MEKaX HABUYaJIbHOIO KYpCy Ta BUCTYIA€E SIK
MPAKTUYHUN 1HCTPYMEHT HNOCTIKEHHS MCUXO0(DI3UYHUX TPOLECIB y AUHAMILIL.
Oco06nuBy yBary mpujuieHO METOAOJOTIT CTBOPEeHHS PiabMy sIK (OpMI HAYKOBOTO
CIIOCTEPEKEHHS, 110 MOEAHYE TIOKYMEHTYBAHHSI, aHaMI3 1 XyJ0KHE y3araJibHEHHS.
Uepe3 BUKOPHUCTaHHS CIIOCTEPEKEHHS, IHTEPB’I0 Ta aHANI3y MPaKTUYHOTO
Marepialy JOCHIIKEHO OCOOJMBOCTI B3a€MOJIII pexkucepa ¥ akTopa B MPOIECI
dbopMyBaHHS e€KpaHHOro 00pa3y. BusBIeHO 3aKOHOMIPHOCTI BHHUKHEHHS
ncuxo(i3uYHUX PO3PUBIB Y POOOTI aKTOpPa, 30KpEMa MiXK BHYTPIIIHIM IMIYJIbCOM
110r0 TUIECHOI peaii3alli€lo, YSIBOI Ta BIQYYTTSIM, EHEPri€lo Ta Ji€lo.
[IpoaeMOHCTPOBAHO MOXKIMBOCTI PEKUCEPCHKOI0 BTPYUAHHS B 11 IIPOILIECU YEpe3
3aCTOCYBaHHS MNCUXO(PI3UYHUX TEXHIK, a TaKOX MpPOaHaIi30BaHO €()EKTUBHICTH
MPAaKTUYHUX BIpPAB K IHCTPYMEHTY KOPUTYBAaHHSI CTaHy aKTOpa Ta BIAHOBJICHHS
LUTICHOCTI MOro CLEHIYHOro IcHyBaHHs. OcoOnMBY yBary MNpUIUIEHO poJIl
pexucepa K KOOpaAMHATOpa Mcuxo(dizuuHoro npoiecy, sskuil GopMye YMOBH AJIs
BUHUKHEHHSI OPTraHivHO1 Jii B KaJIpl.

Y BHCHOBKAX Y3arajibHEHO pE3yJbTaTU AOCIHIJKEHHS, A€ MCUxXo(pi3nyH1
TEXHIKH PO3TIISIIAIOTHCS SIK €PEKTUBHUNM 1HCTPYMEHT PEKUCEPCHhKOi poOOTH, IO
JI03BOJISIE  JOCSTaTH OPraHIYHOCTI Ta JOCTOBIPHOCTI AaKTOPCHKOTO 1CHYBaHHS
B YMOBAax ayJi0Bi3yaJbHOTO BUPOOHHUIITBA.

Pobora ckimamaeTscs 31 BCTyNy, TpPbOX pO3JUIIB, BHCHOBKIB, CIIHCKY
BUKOPHUCTAHUX JHKEpel 1 TOAATKIB.

Kuar4oBi  caoBa: ncuxogizuka, akmop, pedcucep,  ayoiogizyanvHe

Mucmeymeo ma 8UpoOOHUYMBE0, AKMOPCHLKULL MPEeHIH2, eKPAHHA 0p2aHiKa, 0is, CMaH.



ABSTRACT

Ivashechkina M. V. Psychophysical techniques as a directorial tool in
working with screen actors. — Qualification scientific work as a manuscript.

Scientific justification of a creative artistic project for obtaining the
educational and creative degree of Doctor of Arts in specialty 021 «Audiovisual Art
and Production» — Kyiv National I. K. Karpenko-Karyi University of Theatre,
Cinema and Television, Ministry of Culture of Ukraine. Kyiv, 2026.

Annotation content. The research focuses on the psychophysical processes
of an actor within the conditions of audiovisual production and the specifics of their
application in the director’s work. Particular attention is paid to the problem of the
gap between the actor’s internal state and its physical realization on screen, which
arises due to the fragmented nature of the shooting process, the editing-based
structure of cinema, and limited rehearsal time.

The relevance of the study is determined by the need to develop effective
tools for directing actors in contemporary audiovisual art, where actors are required
to function under conditions of discontinuous action and to reproduce
psychophysical states across multiple takes. In this context, psychophysical
techniques are considered as a means of achieving organicity, authenticity, and
internal coherence of screen performance.

The aim of the research is to identify and systematize the principles of using
psychophysical techniques in the director’s work with actors in audiovisual arts,
based on the analysis of theoretical sources, acting training practices, and the
author’s own creative experience.

The scientific novelty lies in the fact that, for the first time in Ukrainian
scientific and artistic discourse, psychophysical techniques are considered not only
as a tool of actor training but as an integral component of the director’s method in
film and television. The study proposes a conceptual model of psychophysical

“gaps” in acting (between sensation and body, imagination and sensation, energy



and action, director’s task and actor’s perception) as key points of directorial
intervention.

The first chapter examines the theoretical foundations of the psychophysical
approach in acting and defines the specifics of screen acting in comparison with
theatrical performance.

The second chapter examines psychophysical training as a key component
of actor training, which develops the ability for holistic psychophysical existence
within the conditions of contemporary audiovisual production. Particular attention
is given to the analysis of the synthetic nature of psychophysical training as a
combination of physical and mental practices, in which internal psychological
processes directly interact with physical action and the actor’s behavior. The chapter
analyzes contemporary methods of actor training aimed at developing bodily
sensitivity, awareness of one’s internal state, the formation of impulse and its
realization in action, as well as work with the voice as an integral component of the
psychophysical system. Approaches based on the principles of bodily integrity, the
interconnection between mind and body, and the actor’s capacity for self-regulation
in the creative process are also considered. Special attention is paid to the
interpretation of the principles of body-oriented psychotherapy within the context of
actor training, particularly their adaptation to the tasks of stage and screen
performance. The study examines how these approaches contribute to overcoming
internal blockages, restoring natural responsiveness, and forming organic behavior
on screen. The chapter also substantiates the role of psychophysical training as a
foundational tool that creates the conditions for further directorial work with the
actor, particularly in identifying and addressing psychophysical gaps between
sensation and body, imagination and sensation, energy and action.

The third chapter analyzes the creative component of the artistic
project — the research film «The Director’s Work Orbit», which documents the
process of working with actors within an educational framework and functions as a
practical tool for studying psychophysical processes in dynamics. Particular

attention is given to the methodology of filmmaking as a form of scientific



observation that combines documentation, analysis, and artistic generalization.
Through observation, interviews, and analysis of practical material, the study
explores the specifics of director—actor interaction in the process of creating a screen
image. It identifies patterns in the emergence of psychophysical gaps in the actor’s
work, particularly between internal impulse and its physical realization, imagination
and sensation, and energy and action. The chapter demonstrates the possibilities of
directorial intervention in these processes through the use of psychophysical
techniques and analyzes the effectiveness of practical exercises as tools for
regulating the actor’s state and restoring the integrity of their performance. Special
attention is given to the role of the director as a coordinator of the psychophysical
process, who creates the conditions for the emergence of organic action on screen.

The conclusions summarize the results of the research, defining
psychophysical techniques as an effective tool of directing that enables organic and
authentic screen performance under the conditions of audiovisual production.

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

Keywords: psychophysics, actor, director, audiovisual art, acting training,

screen performance, action, state.



