AHOTANIA
Turapenko Slna. Bukopucrannsi 3aco0iB BHPa3HOCTI TeaTpy JsUIbOK Yy
CHeHIYHMX axanrtanisx moern4yHux TBOpiB Jlinm Kocrenko (Ha mpuxiagi
poootn «Ka3ka mpo Mapy»). KsamidikamiiiHa HaykoBa mpais Ha IMpaBax
PYKOIIHUCY.

HaykoBe oOTrpyHTYyBaHHS TBOPYOTO MHCTEIBKOTO IMPOEKTY HA 3700YTTS
OCBITHBO-TBOPYOTO  CTYNEHS  JOKTOpa MHCTENTBA 3a  CICIIAJbHICTIO
026 «Cueniude wmucteutrBo» (rany3p 3HaHb 02 «Kynbsrypa 1 MHCTEHTBOY),
KuiBchbkuii HaliOHaNbHUN YHIBEPCUTET TeaTrpy, KiHO 1 TeneOadeHHs I1MeHi
I. K. Kapnieako-Kaporo, MiHicTepcTBO KyabTypu Ta 1H(GOPMAIIHHOT MOJITUKH
VYkpainu, Kuis, 2026.

AkTyanbHicTb. [loeTwuHi TEKCTH MOBOJI MIMPOKO TIPEACTABICHI B
penepryapi cy4acHOro YKpaiHChbKOTO TeaTpy JsUIbOK. BapTo Haromocutu, 1o y
1920 — 1930-x pokax, 3 MOMEHTY MEPEXOy IbOr0 PI3HOBHAY Tearpy 3
BYJIMYHOI CIICHU (BEpTEIHI J1HACTBA Ta IIMPMOBI KOMEIi 3 YKPATHCHKOIO BEPCIEIO
HapogHoro repost Ilerpymiku) Ha mnpodeciiiHuil KiH (Mepeka cCTalioHApHUX
THCTUTYIIMHUX 3aKIaaiB, M0 iX (iHAHCYE Ta MATPUMYE JAEprKaBa), TOCTHIHE
CJIOBO OyJI0 OJHUM 3 BAXKIMBHUX MUIAXIB MOOYIOBU XyAOKHBOTO Iiajory 3
misigadeM. 3a3Buuai e Oynu ajanTailii BiprioBaHuUX Oailok, HapogHUX abo XK
aBTOPChKHUX Ka3ok («My3ukm» Jleonina IiboBa y KuiBchkomy Tearpi JsUIBOK,
«IIpans» y Bceykpaincekomy IlokazoBomy Ttearpt B Xapkosi). Bapro
HAroJlOCUTH, IO  BIPIIOBAaHE  CJIOBO  YacTO-TyCTO  PO3IVISAAIOCS
OCHOBOIIOJIOKHUKAMHU YKPaiHCHKOTO TpOo(eciiiHoro Tearpy JIsIbOK SIK 3py4HUN
IHCTPYMEHT JIOHECCHHSI CEHCIB BHCTaBH, AKTUBHUM TPHUTCPOM BKIIFOUCHHS
nyOnikd (TmepeBaXHO JUTSAYO0i aylauTopii) 10 I1HTEPAKTHBHOI B3aeMOMii 3
aKTopamMu 1 JisuIbKaMu (TIMTAHHS-BIJINOBIAI, MIATPUMKA i MpOTaroHicra y

KPUTUYHI MOMEHTH ITOBOPOTY CHOJKETY TOIIO).



PazoM 3 1uM BHCTaBM 3a MOETUYHUMHU TEKCTaMU (MPUKMETHO, IO
MEPEBAKHO YKPATHCHKUX aBTOPIB Ta aBTOPOK) 1 JIOCI € JOBOJII MOMYJISPHUMHU
cepell YKpaiHChbKuX JisTbKapiB. [IpoTsIrom ocTaHHIX TearpaibHUX CE30HIB Oynu
BTIJIEH1 HACTYIIHI BUCTaBHU 3a BIpIIOBAaHUMU TekcTamu: «Bepren. Biiina. Bipmii»
3a Cepriem JXamanom y XapkiBCbKOMY J€p)KaBHOMY akaJeMiuHOMY TeaTpi
a0k M. B. A, AdanaceeBa (2023), «Jlicoa micHs» Jleci Ykpainku y
KuiBcbkomy akagemiyHoMy Tearpi Jisiibok (2025), «ap [1nakciii Ta JIockoTOH»
Onexcanapa Onecs y IloaTaBchkoMy akageMIgHOMY OOJIaCHOMY TeaTpi JSUTOK
(2024), YepniBeubKoMy akageMiuHOMY oOjacHOMYy Tearpi Jsuibok (2025),
«BoBk Ta cemepo kozeHsaT» Karepunu Jlyk’sHenko ta Mapii IlarokoBoi B
IBaHO-DpaHKIBCHKOMY aKaJeMiqYHOMY 00JJaCHOMY TeaTpi JISUIbOK iMeH1 Mapiiiku
[Tiaripstaku (2025). KoxkHa BUCTaBa MPUPOAHO BIAPIZHAETHCS 1HAUBIAYyaTbHUM
IT1IXO0M TIOCTAHOBHHKIB J0 pOOOTH 3 XyIOKHIMHU Tpormamu. OTKe, BipIIOBaHi
TEKCTU 1 J0CI MPEeACTaBIAIOTh MUTOMY YacTKy CY4acHOIO pernepTyapy Tearpy
JATIBOK YKpaiHU.

AKTyaJbHOCTI I[bOMY JTOCHIPKEHHIO HaJa€ aHalli3 Takoro (peHoMeHy, 110
oTpuMaB y TmpodeciiHOMYy YKpaiHCbKOMY TEaTpO3HABCTBI BHU3HAUCHHS SK
MOETUYHUI TeaTp JAIbOK. Moro XymokHe 1OOyTyBaHHS Ha IIpodeciiiHoMy
JSATLKOBOMY KOHY YaciB BIJHOBJCHOI HE3aJIieKHOCTI YKpaiHM 3a3BHYAi
OB’ SI3YI0Th 3 IMEHAMU XMEJbHULIBKUX JIsUIbKapiB — pexucepa Cepris bpuxans
Ta XynoxxHuka Muxaiina Hikomaesa.

Bnepiue B icTopii yKpaiHCHKOTO JIsUIbKApCTBa BTUIEHO Midoroemy JliHu
Kocrenko «Kaska mpo Mapy» (JIbBIBChKHI aKaJeMIYHHI Tearp JISUIBOK,
2025 p.) 1, BIAMOBIAHO, BIIEpIE MPOAHANI30BaHO MIIAXW CIEHIYHOI ajamnTarii
PI3HHX TBOPIB MOETECH B JISJIBKOBUX IMOCTaHOBKax TeaTpiB Ykpainu. llompu
Oaratmii 1 pI3HOMAHITHHM JIOCBiJ, IIOB’S3aHMM 3 MPAKTUKOI ajamnTallii
YKPaTHCBKUMU JISUTbKApsIMU PI3HOMAHITHUX TMOETUYHHX, PUMOBAHUX TBOPIB y
CBOIX BHCTaBaX, BapTO HAroJIOCUTH, IO 10 MOETUYHOIO JOPOOKY YKpaiHCHKOi

noetecu jaypearku IllleBuenkiBchkoi mpemii, [Ipemii AHTOHOBHUIB, KaBaJEPKU



Opneny Ilouyecnoro neriony Jlinu KocteHko pexucepu Ta XyJ0KHUKH Tearpy
JSUTHOK Maike He 3BepTayimcs. J[0 MOMEHTY CTBOPEHHS TBOPUOTO MHUCTEIIHKOTO
npoekty «Kazka mpo Mapy», 1110 HOro aHaji3 HaJla€ThCA Yy 3alpPOTIOHOBAHOMY
HAayKOBOMY OOIPYHTYBaHHI, JIMIIE OJUH TpoQeciiiHui TeaTp JsIIbOK YKpaiHu
MaB y CBOEMY pemepTyapi BHCTaBy 3a MOTHBAMH Moe3ii mucbMeHHUI («Bixe
noyajochb, MaOyTh, MaWOyTHE...», XMEJIbHUIbKUN aKaJeMIYHUN oOJacHUM
Teatp JIbOK, 2024 p.).

[Ipem’epa «Kazku mpo Mapy» BigOynacs 27 BepecHs 2025 p. Ha
OCHOBHIH cIieHl JIbBIBCHKOTO aKaJeMIYHOTO Tearpy JIsUIbOK 1 BIATOAl yBIHIIIA
70 pernieptyapy 3akiamy. [lonpu HEMOMyASPHICTH IIOTO PAHHHOTO B TBOPYOCTI
JIinu Koctenko 1 Hanpapay npuzabyToro yutadamu TBopy «Kaszka mpo Mapy»
(1958 p.), loro MOXXHa BIEBHEHO BBAXKAaTHU IPATBOPOM, YEPHETKOIO 3a7yMY,
BTUJICHOTO IIOE€TECOI0 JIBAAIATH POKIB IOTOMY Y HAHCIABETHIIIOMY CBOEMY
icropyuHOMy pomaHi y Bipmax «Mapycs Yypait» (1979 p.). OcobnuBoi
aKTyaJdbHOCTI 1€ JOCTIKEHHs HaOyBa€ y KOHTEKCTI HEIIOAaBHbOI peanizallii
IBaHO-DpaHKIBCHKUM HAIlIOHAJIBHUM aKaJeMIYHHH ApaMaTHYHUM TeaTpPOM
iMeH1 IBana ®dpaHka PE30HAHCHOTO MPOEKTY MOCTaHOBKU «Mapycs Uypaii»
(mpem’epa 4 xBiTHS 2026 p.).

Y JochmiJpKeHHI  PO3IISJAIOTBCS  aBTOPCBKI  (pekHcepchka  Ta
cueHorpagiyHa) KoHuenuii iHTepnperauii migonoemu «Kazka npo Mapy»,
npuiioMu poOOTH 13 3aco0aMM BHPA3HOCTI TeATPY JISUIBOK 1 TeaTpy 00 €KTa y
KaHBl camoi MOCTaHOBKH, METOJOJIOTIA POOOTH 3 aKTOPCHKUM aHcaMOyieM Ta
KOMITOHCHTAaMH BHCTaBU  (3BYKO-IIIYMOBUW  psii, CBITJIOBa MapTUTYpa,
MYJIBTUMEIIHHI TIPOEKIi). BaxkauBo migkpecauTu, mo podoTa Haja 3a3HaYCHUM
TBOPYMM MUCTEIILKHM MTPOEKTOM 3a MOETUIHUM TekcToM Jlinn KocTeHko Takox
Mmo3HauWjacs 1 Ha 1mHUX poOorax pexucepku Anm Turapenko. 3okpema
pe3yibratd i1 TEOPETUYHO-TIONIYKOBOI Ta  IMEJaroriyHO-MeTOI0JIOTYHOT
AaKTUBHOCTI 3pealli3yBajiucs B 1HIIIM nocTtaHoBIl 3a noe3isiMu Jlinn Kocrenko.

Unetscss mnpo BucrtaBy «JlabGipuHTH  MHCTEUTBa», 110 MPEICTABISNE



BUHAX1UIMBUI MOETUYHO-JISUIBKOBUM KOJIaX 3 CIMHAIIATH moe3iid. BukoHasil
BHUCTABU — CTYIE€HTH JIbBIBCHKOIO HAIIIOHAJILHOIO YHIBEPCUTETY IMEHI IBaHa
®panka, kadeapu TeaTpo3HaBCTBA Ta aKTOPCHKOI MaiicTepHOCTI iMeH1 bormana
Kozaxka.

HesBaxkaroun Ha Te, 10 MOSTHUYHA CHAOIIMHA BU3HAHOI TI'E€HIAJILHOI
noetrecu Jlinm KocreHko A0BOiI SICKpaBO MpeJCTaBieHa Ha CIIEHI CYy4acHOTO
tearpy Ykpainu («Mapycs Yypait» B IBaHO-DpaHKIBCBKOMY HalllOHAJIbHOMY
aKaJeMIiyHOMY JpaMaTudHoMy Tearpi im. IBana ®panka (4 kBiTHsa 2026 p.),
«CHIr y ®@nopeniii» B PiIBHEHCbKOMY akaJeMIYHOMY MY3UYHO-JIpaMaTHYHOMY
teatpi (27 6epesns 2026 p.), «Mapycs Uypaii» y [lonraBcbkomMy akageMivHOMY
00JTaCHOMY YKpaiHChKOMY MY3MYHO-JIpamMaTH4yHomy Teatpi iMm. M. B. Torons (4
munHs 2019 p.), «do T1ebe B cHu...» y HamioHanpHOMY akageMiYHOMY
YKpaiHChKOMY JIpaMaTHYHOMY TeaTpi iM. Mapii 3arpkoBernbkoi (2 mrotoro 2020
p.), «Mapycs Uypait» y KuiBchbkoMy HalllOHAJIBHOMY akKaJeMIdYHOMY Tearpi
oneperu (9 mororo 2018 p.), «IlobayenHs 3 naHi noesi€w» y JIbBIBCBKOMY
aKaJgeMiyHOMY 00JaCHOMY MY3WYHO-ApaMaTtudHuil Tearpi iMm. FOpis Iporobuya
(20 nucromama 2016 p.), «d BaM 1€l Oopr HIKOAM HE 3aJUILY» Y
JIHITPOBCHKOMY HaI[lOHATLHOMY aKaJgeMIgHOMY YKpPaiHCbKOMY
My3udHO-ApamatuaHoMy Teatpi iM. T. I. IlleBuenka  (mrororo 2015 p.),
«Mapycs  Yypait» y MukonaiBCbkOMy HallOHAJIbHOMY — aKaJeMIYHOMY
YKpaiHCbKOMY TeaTpi Apamu Ta My3u4HOi kKomenii (1 muctomama 2014 p.).
Midonoema Jlinu KocTeHko HIKOJIM J0CI HE OJEp)KyBajia CBO€i CIEHIYHOI
iHTeprperamii. OTXe, 3BepHEHHS caMe [0 IbOr0 MaTepiady OOyMOBIIOE
CBOEYACHICTh 1 aKTyaJbHICTh 3allPOIIOHOBAHOTO TBOPYOTO MHCTEIHLKOTO
MPOEKTY. YHIKAJbHICTh Ii€] BUCTAaBH MIAKPECHIOE 1 TOW (pakT, 1o mnepiie
MPOYUTAHHS 3a3HaueHO1 Mi(hormoeMu BiIOyIOCs Ha CIIEHI caMe TeaTpy JISUThOK 1 3
BUKOPHUCTAHHIM 3aC001B BUPA3HOCTI CaMe 1IbOTO BUJY Tearpy.

Meta nociixkeHHsI — BUCBITIUTH XyJOXHIO cnienudiky TBopy «Kaska

nmpo Mapy» K Takoro, sSIkOMy IacylTh BUpPa)KallbHI 3aCO0M Tearpy JIUIbOK,
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PO3KpUTH BJAcCHY pPEXHUCEPChKY KOHIEMilo BucTaBu «Kaszka mpo Mapy» Ha
cueHl JIpBIBCBKOTO akaJeMIYHOIO TeaTpy JSUIbOK, BPAaXOBYIOUH OCOOJIMBOCTI
MOETUKU Ta pUCH clieHIYHOCTi TBOpiB Jlinu KocTenko.

Metoau mociaifaKeHHsI: TEKCTOJOTIYHUI aHali3 — 3 METOI0 PO3KPUTH
imeitHO-xymokHI  3acamu  Tekcty Midomoemu Jlinm Koctenko «Kaszka mpo
Mapy»; KoMIapaTUBHUN — 3371 BUSIBJICHHS BIIMIHHOCTEH 1 CBOEPITHOCTEN y
miaxogax pexucepiB Ao mnocraHoBok TBopiB Jlinu Kocrenko, 30kpema y
PEXKUCEPCHKUX PYKOMHUCAX 1HCIEHI3AMiNd; CEMIOTHYHUN — IS PO3KPUTTS
3HAKOBOI CHCTEMH Yy BHCTaBaxX TeaTpy JISUIbOK, 30KpeMa 3a TBopaMu JliHu
Koctenko; tumonmoriyHuii — st kinacuikaiii HasBHUX BHCTaB 3a THIIOM
3aCTOCOBAaHUX y HHUX JISUIbOK, MAcCOK, TIHEW, 00’€KTIB, eMIPUYHHN — IJIs
MEepEeBIPKU y TIPOLIEC] BIACHOI MOCTAHOBKM TEOPETUYHHUX 3acaj poOOTH y Tearpi
JSUTHOK 3 TTOeTHYHUM MarepiaiioMm Jlinn KocTeHKo; IHTepIpeTONoTiuHIN — 1S
PO3KPUTTS Ta XapaKTEPUCTUKU PEKUCEPCHKUX 1 CHEHOTpadiuHUX, a TaKOXK
aKTOPCHKUX TPaKTyBaHb TBOPIB Ta 0Opa3iB JIinu KocTeHko y Tearpi JIsIb0K.

HaykoBa HOBU3HA 10CJIi/IKEHHS:

1. BukoHaHO MOBHOIIIHHY XYyJ0’KHbO-HAYKOBY peali3allilo i7iei aganTaiii Ha
crieHi Tearpy Jisuibok Midomoemu Jlinu Kocrenko «Kazka mpo mapy», B
SKIH TIOCTUYHI TPOIMHU YPEUEBIIOIOTHCS Yy 00pas3ax, sKi CTBOpPEHI 3a
JIOTIOMOTOI0 3aC001B BHPA3HOCTI I[OTO BHUJYy Tearpy (Jsibka, Macka,
TaHTaMmapecka, 00’ €KT, TiHb).

2. Brepiiie 0ysio po3misiHyTO MpoOJieMy CIIEHIYHOTO BTUICHHS TBOPiB JIiHM
Koctenko Ha creHi Tearpy JsIbOK YKpaiHH Ta KOpeNALlii 3MICTy,
npoOeMaTUKH TBOPIB IMOETECH 13 3aco0aMHM BHUPA3HOCTI LIBOTO BHY
Tearpy.

3. BBegeHo y TeaTpo3HaBUMi OOIT TEKCTH PEKUCEPCHKUX IHCIICHI3AIN 3a
noesissMu Ta nmoemamu Jlinm Kocrenko (SIlma Turapenko, FOpiit Yaiika,

Bononumup IlianiepkoBHuit).



4. 3n1iHEHO Ccepil0 IHTEPB’I0 3 MPOBIAHUMHU JISTIBKApSIMU  YKpaiHU
(Onexcannp Kymuk, FOpiii Yaiika, [necca Kynbubka, Mukona Kaprenko,
Ipuna Octiok, Amxena CemM4yK) Ha TeMy aBTOPCHKOI IHTepIpeTarlii
TBOPIB JIiHu KOCTEHKO Yy JSAIBbKOBUX BUCTaBaX.

5. TlpakTu4yHO JOBEACHO MOXIMBICTH 1HTETpalii moe3ii Jlinm KocTenko ms
OMAHYBaHHS CTYICHTAMH-JISJIbKAPSMU PI3HOBU/IIB TE€ATPAIbHUX JISUIbOK,
TPOCTUHHOI 30KpeMa, ii aHaTOMIi, JIACTUKHU Ta PUTMIKH.

6. OKpeciieHO WIMPOKHM CHEKTP XYAOKHBOTO TOTEHIIaTy MOETHYHOTO
cioBa (Jlinm KocTeHnko, 30kpema) sK MIIHOI CKJIaJ0BOi Cy4acHOTO
penepryapy  yKpaiHCBKOTO  Tearpy  JIJIbOK,  JOBEAEHO  MOro
NEPCTIEKTUBHICTD ISl TOJANBINOT TepGOPMATUBHOT TPAKTUKHU JISITHKAPIB.
HaykoBe oOrpyHTYBaHHSI CKJIQJa€TbCcsl 31 BCTYIY, TPhOX PO3LIIB,

BHCHOBKIB, CITUCKY BUKOPHCTAHUX JKEPET 1 TOAaTKIB.
KirouoBi cioBa: Tearp JsboK YKpaiHU, pexucypa Tearpy JsUIbOK,
MOETUYHUM TeaTp, I1HCIEHi3alis, amanrtamia, wmidomnoema, Jlina Koctenko,

«Kaska po mapy».

ABSTRACT

Tytarenko Yana. The use of expressive means of puppet theatre in stage
adaptations of Lina Kostenko's poetic works, using the example of ""Kazka
pro Maru (The Tale of Mara)". Qualifying scientific work as a manuscript.

Scientific substantiation of a creative artistic project for the educational
and creative degree of Doctor of Arts in the speciality 026 "Staging Arts"
(branch of knowledge 02 "Culture and Art"), Ivan K. Karpenko-Karyi National
University of Theatre, Cinema and Television, Kyiv, the Ministry of Culture and
Information Policy of Ukraine, Kyiv, 2026.

Research topicality. Poetic texts are widely represented in the repertoire
of contemporary Ukrainian puppet theatre. It is worth noting that in the 1920s

and 1930s, from the moment this form of theatre transitioned from the street



stage (nativity plays (vertep) and screen comedies featuring the Ukrainian
version of the folk character Petrushka) to the professional stage (a network of
permanent institutional units that financed and supported by government),
spoken poetry was one of the important ways of building an artistic dialogue
with the audience. Typically, these were adaptations of verse fables, folk tales,
or authors' fairy tales (Leonid Hlibov's "Muzyky (Musicians)" at the Kyiv
Puppet Theatre, "Pralia (Laundrywoman)" at the All-Ukrainian Show Theatre in
Kharkiv). It is worth emphasising that poetic expression was often viewed by
the founders of Ukrainian professional puppet theatre as a convenient tool for
conveying the meaning of the performance, an active trigger for engaging the
audience, primarily children, in interactive communication with the actors and
puppets (questions and answers, support for the protagonist's actions at critical
moments in the plot twist, etc.).

At the same time, performances based on poetic texts (notably,
predominantly by Ukrainian authors) remain quite popular among Ukrainian
puppeteers. The following performances based on poetic texts have been staged
in recent theatre seasons: Serhii Zhadan’s "Vertep. Viina. Virshi (The Nativity
Scenes. War. Poems)" at V.A. Afanasiev State Academic Puppet Theatre,
Kharkiv (2023), Lesya Ukrainka’s "Lisova pisnia (The Forest Song)" at the
Kyiv Academic Puppet Theatre (2025), Oleksandr Oles’ "Tsar Plaksii 1
Loskoton (King Weeper and Tickler)" at the Poltava Regional Academic Puppet
Theatre (2024), and Kateryna Lukyanenko’s and Mariia Patokova’s "Vovk ta
semero kozeniat (The Wolf and the Seven Young Kids)" at Mariika Pidhirianka
Academic Regional Puppet Theatre, Ivano-Frankivsk (2025). Each performance
is naturally distinguished by the directors' individual approach to working with
artistic tropes. Consequently, poetic texts still represent a significant portion of
the contemporary Ukrainian puppet theatre repertoire.

The relevance of this study lies in its analysis of a phenomenon, which

has been defined in professional Ukrainian theatre studies as poetic puppet



theatre. Its artistic existence within the professional puppet industry since
Ukraine's restored independence is usually associated with the names of
Khmelnytskyi puppeteers, director Serhii Bryzhan and artist Mykhailo
Nikolaiev.

For the first time in the history of Ukrainian puppetry, Lina Kostenko's
mythopoeme "Kazka pro Maru (The Tale of Mara)" (Lviv Academic Puppet
Theatre, 2025) has been staged. Consequently, for the first time, the methods of
stage adaptation of various works by the poetess in puppet productions by
Ukrainian theatres have been analysed. Despite the rich and diverse experience
of Ukrainian puppeteers in adapting various poetic and rhymed works into their
performances, it is worth noting that the poetic legacy of the Ukrainian poetess,
a winner of the Shevchenko Prize, the Antonovyches Prize, and a Chevalier de
la Légion d'honneur, has not been addressed. At the time of the creation of the
artistic project "Kazka pro Maru", whose analysis is presented in the proposed
scientific substantiation, only one professional puppet theatre in Ukraine had a
performance based on the poetess’ poems in its repertoire ("The Future Has
Already Begun, Perhaps...", Khmelnytskyi Regional Academic Theatre).

The premiere of "Kazka pro Maru" took place on 27 September, 2025, on
the main stage of the Lviv Academic Puppet Theatre and has since become part
of the theatre's repertoire. Despite the unpopularity of this early Lina Kostenko’s
work and, indeed, somewhat forgotten by readers, "Kazka pro Maru" (1958) can
confidently be considered a preface, a rough draft of the idea the poetess
embodied twenty years later in her most famous historical novel in verse,
"Marusia Churai" (1979). This study is of particular relevance in the context of
the recent production of "Marusia Churai" by the Ivan Franko National
Academic Drama Theatre in [vano-Frankivsk (premiere was on 4 April, 2026).

This study examines the author's (director's and set designer's) concepts
for interpreting the mythopoeme "Kazka pro Maru", techniques for working

with the expressive means of puppet theatre and object theatre within the



production itself, and the methodology for working with the cast and
components of the performance, viz. sound and noise series, dramatic light
score, and multimedia projections. It is important to emphasise that the work on
this creative artistic project, based on Lina Kostenko's poetic text, also
influenced director Yana Tytarenko's other works. Specifically, the results of her
theoretical exploration and pedagogical and methodological work were realised
in another production based on Lina Kostenko's poetry. This production is
"Labyrinths of Art," an inventive, poetic and puppet collage of seventeen
poems. The performers were students from the Ivan Franko National University
in Lviv, Bohdan Kozak Department of Theatre Studies and Acting Art.

The poetic legacy of the recognised genius poetess Lina Kostenko is quite
vividly represented on the stage of Ukrainian theatre during the Independence
era. This is primarily due to productions in the last decade alone such as
"Marusia Churai" at Ivan Franko National Academic Drama Theatre in
Ivano-Frankivsk (4 April, 2026), "Snih u Florentsii" at the Rivne Academic
Music and Drama Theatre (27 March, 2026), "Marusia Churai" at Mykola V.
Hohol Academic Regional Ukrainian Music and Drama Theatre in Poltava (4
July, 2019), "Do tebe v sny... (To You in Dreams...)" at Mariia Zankovetska
National Academic Ukrainian Drama Theatre in in Lviv (2 February, 2020),
"Marusia Churai" at the Kyiv National Academic Operetta Theatre (9 February,
2018), "Snih u Florentsii" (Snow in Florence) at “Post Scriptum” Theatre in
Kharkiv (25 August, 2018), "Pobachennia z pani Poesiieiu (A Date with Lady
Poetry)" at Yurii Drohobych Academic Regional Music and Drama Theatre in
Lviv (20 November, 2016), "Ya vam nikoly borh tsei ne zalyshu (I Will Never
Leave You This Debt)" at T. H. Shevchenko National Academic Ukrainian
Music and Drama Theatre in Dnipro (15 February, 2015), "Marusia Churai" at
the Mykolaiv National Academic Ukrainian Drama and Musical Comedy

Theatre (1 November, 2014) and many others.



Lina Kostenko's mythopoeme has never been staged before. Therefore,
the use of this material specifically determines the timeliness and relevance of
the proposed creative artistic project. The uniqueness of this performance is
further emphasised by the fact that the first performance of this mythopoeme
took place on the stage of a puppet theatre, utilising the expressive means of this
particular theatre.

The research goal is to highlight the artistic specificity of "Kazka pro
Maru" as one that is suitable for the expressive means of puppet theatre, to
reveal the director's own concept for the play "Kazka pro Maru" on the stage of
the Lviv Academic Puppet Theatre, taking into account the poetic and scenic
features.

Research methods: textual analysis to reveal the framework and artistic
foundations of the text of Lina Kostenko’s mythopoeme “Kazka pro Maru”;
comparative one to identify the differences and originalities in the directors’
approaches to staging Lina Kostenko’s works, in particular, in the director’s
manuscripts of dramatisations; semiotic one to reveal the sign system in puppet
theatre performances, including those based on Lina Kostenko’s works;
typological one to classify existing performances by the type of puppets, masks,
shadows, and objects used in them; empirical — for verification through the
process of the author’s own staging practice of the theoretical foundations of
working in puppet theatre with the poetic material of Lina Kostenko;
interpretological one to reveal and characterise the director’s, scenographic and

acting interpretations of Lina Kostenko’s works and images in puppet theatre.

The scientific novelty of the study:
1. A full-fledged artistic and scientific implementation of the idea of
adapting Lina Kostenko's mythopoeme "Kazka pro Maru" for the

puppet theatre stage was completed. In this adaptation, poetic tropes



were embodied in images created using the expressive means of this
type of theatre (puppet, mask, tantamaresque puppet, object, shadow).

2. For the first time, the problem of the scenic embodiment of Lina
Kostenko's works on the stage of Ukrainian puppet theatre, as well as
the correlation between the content and themes of the poetess' works
and the expressive means of this type of theatre was examined.

3. The texts of directorial adaptations of Lina Kostenko's poetry and
poems, written by Yana Tytarenko, Yurii Chaika, and Volodymyr
Podtserkovnyi, were introduced into theatre studies.

4. A series of interviews with leading Ukrainian puppeteers, namely
Oleksandr Kutsyk, Yurii Chaika, Inessa Kulchka, Mykola Karpenko,
Iryna Ostiuk, and Anzhela Semchuk, was conducted on the topic of
the author's interpretation of Lina Kostenko's works in puppet
performances.

5. The feasibility of integrating Lina Kostenko's poems to help student
puppeteers master the various types of theatrical puppets, particularly
cane puppets, their anatomy, movement, and rhythm was
demonstrated.

6.  The broad artistic potential of the poetic word, in particular, Lina
Kostenko's, was identified as a strong component of the contemporary
repertoire of Ukrainian puppet theatre, and demonstrated its potential

for further puppet performance practice.

The scientific rationale consists of an introduction, three chapters, a
conclusion, a list of references and appendices.

Key words: puppet theatre of Ukraine, puppet theatre directing, poetic
theatre, dramatisation, adaptation, mythopoem, Lina Kostenko, «Kazka pro

Maru (The Tale of Mara)».



