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POJIb TAHACA CAKCAT'AHCBKOI'O Y ®OPMYBAHHI
YKPAIHCBKOI CHEHIYHOI MOBHU TA CJIOBECHOI 11

Y cmammi sucsimneno poib 00HO20 3 Kopugheis YKpaincbkoeo meampy, akmopa, pesjcucepa,

nedazoea llanaca Kapnosuua Caxcazancbkoz2o y po3eumky i CMaHO8NeHHI YKPAIHCbKO20 CYEHIYHO20
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cnoea. Oxapaxmepuzosano memoouxy pobomu CakcazaHcbko20-akmopa Hao CYEHIYHUM MOBTIEHHSM.
Ilpoananizosarno 1020 3HAYEHHS Y PO3GUMK) COBECHOT Oii HA CYEHAX YKPAIHCLKUX meampis.
Knrwouogi cnosa: Ilanac Caxcazancokui, cyenivna moga, meamp, akmop, c1o8echa Ois.

Maprapura Bacunumun

aCCHCTCHT

TepHONONBCKUIM HALTMOHANBHBIN EAATOTUYECKUN YHUBEPCUTET
uMenu Brnagumupa ['HaTioka

POJIb TIAHACA CAKCATAHCKOI'O B ®OPMUPOBAHUU YKPAUHCKOM
CHEHMYECKOM PEYHU U CJIOBECHOI'O JEMCTBUSI

B cmamve oceewena ponv 00no20 uz xopugees ykpaunckozo meampa, akmepa, pevjicuccepd,
nedacoca Ilanaca Kapnosuua Cakcaeanckoeo 6 pazgumuu U CMAHOGIEHUU VKPAUHCKO2O
cyenuyeckoeo cnosa. Oxapaxmepuzosano memoouxy pabomwvl Caxcazanckozo-akmepa HAO
cyeHuyeckou peusto. Tlpoananuszuposano e2o 3naueHue 8 pa3gumul Cl08eCH020 0eliCmeUs Ha CYEeHAX
VKPAUHCKUX Meampos.

Knrwouesvie cnosa: Ilanac Cakcacanckuil, cyeHuueckdas peyv, meamp, axmep, Cl08ecHOe
Oeticmeue.
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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.

IcTroTHe Miclie y 30epeXEeHHI HAI[IOHAIBHOI IJCHTHMYHOCTI IOCIJAE IIIBUIICHHS MOBHOI
KyJIETYpH Hapoay. B yci yacu 3HayHa BHXOBHa poiib y Wil LApuHi Hanexana Tearpy. Peamizamis i
MparHeHHs 30araTuTH ¥ PO3IIUPHUTH KYJIBTYPHUH 1 TyXOBHUMA PiBEHb aKTOPIB HE MOXKIIMBE 0€3 aHami3y
3100YTKIB y CIICHIYHOMY MOBJICHHI BUJaTHUX MHUTIIIB Ta KOPU(EiB TeaTpaIbHOI CIIPaBH.

VY cydacHiii HayKoOBiH JiTepaTypl MpPakTHYHO HEMAa€ JOCHIIKEHb, B SKHUX OW JETaJIbHO
NPOCTEXKYBaBCS PO3BUTOK CIEHIYHOI MOBHM Ta i OCHOBHUX 3aco0iB BupasHocTi. I[Ipote crano
TEHICHITIEI0 TIPOCTSIKYBATH TPOOJIEMH YKPAiHCHKOTO CIICHIYHOTO CJIOBA. 3HAYHUM HAOYTKOM ¥
PO3BUTKY CIICHIYHOI MOBH Ta CJIOBECHOI Jil € TCOPETHYHI MOTISIAN 1 MPAKTUYHUN TOCBII BHIATHUX
MUTLIB BITYM3HSHOTO ¥ 3apyOixkHOrOo Teatpy, 30kpema, K. C. CranicnaBcokoro, B. 1. HemupoBuua-
Januenka, Jlecs Kypbaca, €xu [poTOBCHKOro, TBOpYa Ta MeEIAroriyHa cHaaiuHa (QyHAaTopis
ykpaiHcbkoro TeaTpanbHoro wmucreutrBa — Il K. Cakcarancekoro, M. JI. KponuBHuiskoro,
M. K. CamoBcbkoro, M. K. 3anbkoBenpkoi, A. M. Byumu, I'. M. IOpu, 1. O. Map’snenka ta in. Ha
CydyacHOMY €Tami HayKOBO-METOMWYHy 0a3y craHoBiATh mociOnukm: T. Hewaenko [3],
A. I'magumreBoi [1], M. IraaTiok, M. Cymsarunekoro [2], P. Uepkammna [7] Ta iH.

Oco0nuBe 3HAYeHHS JUIsI CTAHOBJIEHHSA PEANiCTUYHOI YKPaiHChKOi CIIEHIYHOI MOBH MajH
npaktnyHa nisbHICTh [1. K. Cakcarancekoro, #oro TeopetnyHi mpari [6] Ta crmoraad MUTIIB PO
HBOTO [4; 5].

Merta cTarTi — BUCBITIIMTH POJIb OHOTO 3 KOpUPEiB YKPaiHCBKOTO TeaTpy, akTopa, pexkucepa,
nenarora [lanaca Kapmosnua CakcaraHcbKoro y po3BUTKY Ta (popMyBaHHI yKpaiHCHKOTO CLICHIYHOTO
CJIOBA 1 3HAUUMOCTI CJIIOBECHOT Iii.

ITanac CakcaraHChKHH, IUICKAIOYHW CBOIO MpII0 PO TMEPINHK pO3yMHUH, MOpaJIbHHA Ta
3araJbHOAOCTYIIHUN TeaTp, OyB mepekoHanuii: “Tearp, sk TpuOyHa 1 IIKojia, Mae INE OAWH
HAQI3BUYAHO IIHHWHN TUTFOC: BiH MOXE B OJUH pa3, OJIHI€I0 BUCTABOK OXOIUTH HE3PIBHSIHHO OLTBII
YUCJICHHY ayIUTOPII0 CIIyXadiB, HIX 1€ MOYKE 3pOOUTH iHIIA OCBITHS IHCTUTYILSA [6, c. 147].

Y pobGori Haxg umcneHHuMu poinsimu Ilamac KapnoBuu BupoOWB cobi TpaBWiio — He
NOKJIaIaTHCS TUIBKM Ha TaJaHT, X04ya i He MUCIIMB TBOPYOI'o YCIiXy 1mo3a TajJaHToM. Tak camo BiH He
IOKJA/aBCsl JIMIIE Ha CBOE HATXHEHHSA, XO04a [EMOHCTPYBaB IIEJEBPM BHUCOKOHATXHEHHOTO
BUKOHaHHs. JoCKOHane oOmnpanbOBYBaHHS, TOYHE, 33 IMEBHUMH Mi3aHCICHaMH, (IKCyBaHHS PO,
NO€HAHHA TJIMOMHU IIUPOKOTO Yy3arajlbHEHHS, Ha OCHOBI JXKHTTEBOTO JOCBily, 3 JETalbHUM
po3pobneHHsM, (imirpaHHUM UUTIQYBaHHSIM KOXKHOI PHUCH CIEHIYHOTO 00pa3zy, — OyJo 3aKOHOM
aKkTopchKoi misutbHOCTI Cakcarancbkoro. I monan yce — mpapnaa xutTs [6, c. 11].

Ile w©a mnowatky cBoro TBopuoro uuisixy Ilanac KapmoBuu Oarato aHnamizyBas,
MIEPEOCMHUCITIOBAaB 3axigHoeBporeiickkux TteopetukiB — [.-E. Jleccinra ta [I. Jigpo. Kputndano
pO3TIIAaB OpEXTIBCHKY TEOpil0 ymaBaHHS: “3a I€I0 TEOPi€0 BUXOIUTH, IO Tpeda TiIMBKA BMITH
MaiCTepHO yAaBaTH YyKi MOYyBaHHS. A s 0a4yuB, IO JESAKi 3 HAIMX BUAATHUX apTUCTIB IIaKaId Ha
CIICHI CIpaBXHIMH cibo3aMHu. S BimuyBaB, IO Ie Kpaile, HiK MaiicTepHe yaaBaHHA. 1 XOTiB
3pO3yMiTH, Ha YHEMY OOIIi MpaBia, XOTiB YSACHUTH COOi, IK MOXYTh Ili apTUCTH JOXOAHUTH IO TaKOl
HATYpaNBHOCTI Ha CIIEHI, SIK BOHH MOXYTh TaK IIepEeBTIIIOBATUCE” [6, c. 83].
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[Nanac CakcaraHcbkuii HepmIUM B icTOpil YyKpaiHCBKOIO TeaTpy HamaraBcsl TEOPETHYHO
y3aragbHATH 3aKOHM CIOBECHOI jil° Ta il HOopMaTHBHOCTI. Ha ’kamb, yMOBH, B SIKHX TiepeOyBaB
ykpaiHcbkuii TeaTp XIX CTOMITTS, HE CIPHUSUIN HOT0 33 yMaM.

VY cBOiX mpawsx Mpo MUCTENTBO aKTOpa 1 pexkucepa BiH 3a3HauuB: “S Binmas i Oarato yacy Ha
BHPOOJICHHS YITKOT AWKITIi. YiTKiCTh BUMOBH — BaX\IHBA Pid, KOJHM aKTOP YiTKO BUMOBJISIE HA CIICHI, TO
Hi OJIHE CJIOBO HE MPOMAAaE JUTS MyOIiKY 1 Mi>K HAM Ta TIsIa4aMy HiKOJIH HE IPUMTUHSIETHCS OJM3bKUI
KOHTaKT. A KOMY LIKaBO CIyXaTH aKkTopa, SKHH THXO 1 HEBHUPA3HO MIOCH MHUMPHUTH 001 mifj
HOCcOM?” [6, ¢. 129]. “YMiTH mpocTO 1 KpacHBO TOBOPHUTH — Iijla HAayKa, B SKOI MarmOTh OyTH CBOI
3akonu. Ili 3akoHu copmymtoBas i rpyHTtoBHO nociiauB K. C. CraHicnaBchkuid. Y WOTo BUEHHI MPO
CIIOBECHY IO 30BHINIHA TEXHIKa MOBU (JIMXaHHSA, TOJOC, NUKIiA, oOp¢oermis) € OCHOBHHM
KOMIIOHEHTOM CIIPaBXHBOI TBOPUOCTi. “XOpoIIa AUKIiSA MOTPiOHA AJIs SICHOT TyMKH — IIi BUMOTH BiH
CTaBUB SK JO APaMaTHIHUX aKTOPiB, Tak i J0 CIiBakiB. POOOTI Haj MOBOIO MPUCBATYBAIACH OLTBITICTH
peneruniii” [1, ¢. 6]. ITocaigoBHicTh poboTH I1. CakcaraHchbKOro HaJl MOBOKO: BUBYCHHSI TEKCTY I’ €CH
# po3yMiHHsS TeMmH, ifei, KOH(]IIKTy, BU3HAYCHHS MOJiM Ta JIOTIKH MHCJICHHS; NEpETBOPEHHS CIiB
aBTOpA Ha CIICHIYHY JIif0; CTBOPEHHS SICKPABOTO i BUPA3HOTO MIATEKCTY W KiHOILIIBKY OadueHb.

Y KUTTI CIOBECHY [0 CTUMYJIFOIOTh Ti UM iHIII 0OCTaBUHU, OTPEOH, OaXKaHHSI, TJIaHH, MPIi.
Ha cneni cinoBecHa fis mianopsakoByeTbes TBOpuii MeTi. Ille 1o Toro, sk pO3NOYMHAETHCS CIOBECHA
Iisi, B CBIIOMOCTI JIIOJWMHM BHHUKA€ IEBHA BHYTPILIHA YCTaHOBKA: INONEPEIHIH, 3aranbHUM IUIaH
MoBJIeHHS. Ha #ioro ocHOBI MOTpiOHI CJI0OBa BIMIIYKYIOTHCS i CKIAAIOTHCSA Y ¢pa3u cami coboro, a
rOJIOC CIIYXHSHO MiJKOPSETHCS iX 3MicTOBi. MoBa Tede BiIbHO, HEBUMYLICHO, 1 JHIIEC KOJIU IYOUTHCS
BHYTpIIIHA JIOTiKa AYMKH a00 He Bijpa3y CIUIMBaE B IaM’ ST TOYHE CIIOBO, CIOBECHa Jisg Haye
CIIOTHKAETHCSA 00 BHYTPINIHIO TepernoHy. [IpoTHIeKHICTIO CIOBeCHOI Iii y CIEHIYHIH MOBi €
(dopmanbHe CIOBOTOBOpIHHS, O€3AyMHE MPOKa3yBaHHsS BHBYCHUX HaIlaM sITh CIIiB, IO BTPATHIH
CBIKICTh TyMKH 1 B3ke HE 30YKYIOTh IIUPOTO MOYYTTSL.

CroBa B ’)KOZHOMY pa3i HE MOXXHA BHMOBIISITH Oe3qyMHO. UWTelhb TOBHMHEH LIOpa3y 3HOB i
3HOB JXKHBHUTH TEKCT BJIIACHMMHU BHYTDIIIHIMH OadeHHSMH OOpa3HOI YSBH, HANOBHIOIOYM Harepen
BUBYCHI CJIOBA CBIXKICTIO JTyMKH, )KUBUMHU aCOIliallisIMi EMOIIIIHOT maM’sITi.

I3 camoro nouatky cBoei TBopuocTi [lanac Cakcarancbkuii OOpoBcs 3 MATSKaHHSAM Ha CLEH,
“npaxHiHHEAM X0xja”. Y mucti “Jlo TeaTpambHOI MOJIOMi” 3r0A0M, YK€ B paAsSHCHKUN 4Yac, HAIHCAB:
“CenssHUH” Ha CILIEHI BHUXOJHB SKHMCh CTPALTHUM OITyJIaJIOM, TOBOPHB... 000B’SI3KOBO HEMPUPOIHUM
rpyOMM TOJIOCOM, NPH TOMY KPHBHB POTa HaOiK, CTAaBUB Y POTi 3K CIIELIaTbHUM CIIOCOOOM, 1 KOJH
BUMOBJISIB CJIOBA, TO BUXOIWIO SIKECh IOTBOpHE HaTskaHHsA. He po3ymiro, yoMy iM BCiM 37aBajoch
TaKUM CMIIIHUM 1 JOTCIIHUM BHCTAaBJISITH HAIIOTO CEISIHUHA TakUM JYPHHM, Ta IIe 3 TaKolo
KamiueHoro MoBow! lle ormpHe mnarskaHHA TpPUBAIO HA CIEHI # MPOTArOM JOBIHX, IOBIHX
pokiB” [6, c. 95-96].

ITamac CaxcarancbKWMii HE HaBYaBCS Yy TeaTpalbHIM IMKOJI ¥ 3ycTpiBes 3 Oararbma
TPYAHOILIAMH B YKpaiHCBKOMY TeaTpi, II0 CIIOHYKalo HOro A0 HamoJIeranBoi poOoTH Hax coboro. 3
pPOKaMH Ta MPAKTUKOIO HOTO TeXHiKa MOBHU JIOCATaNIa BIPTyO3HOCTIi: came 1ie OyJI0 OJHUM i3 YHHHHUKIB
BHCOKOi BHKOHABCHKOT MaMCTEpHOCTi. AKTOP TOCTIHHO YIOCKOHAIIOBAB JMKIIiFO, OaraTto ImparoBaB
HaJl TUXaHHSM, OJOCOM, BUKOPHCTOBYIOUH IUIsl I[bOTO BOKAJIBHI BIPaBH, YHTAIOUYH YPUBKU 3 TIOEM
lomepa, Hammcanux rex3ameTpoMm, MoHosorn 3 Apam lllekcmipa i Ilunnepa. Tomy Tak Jerko i
MIPUPOIHO BUTOJIONTYBAB Ha Oe3IIepepBHOMY AMXaHHI THPAIHA TEKCTIB.

HeoOxigHO BiI3HAYMTH MiIBUIIEHY SICKPaBICTh 1 YUCTOTY BUMOBH [1. CakcaraHChbKHM TEKCTY
CBOiX poneil. “SI He MOXy NpHUragaTH >KOAHOI AWKUiiHOI Bagum y CakcaraHcbKOro, — 3ragye
b. B. Pomanunskuii. — [ B momadi XxapakTepHOTO 3BYKOBOTO Ta JWKIIIHHOTO OOpaMJyeHHS oOpa3sy, 1 B
IHTOHAIIMHUX Ccroragax, i MBTOHAX PO3MOBHOI ¥ iHOMI TICHMXOJOTIYHOI MOJadvi CJIOBa, i B CIlEHAX
HAMBUIIIOTO TOPiHHSA, 1 B HANMpPYy>KEHHI MPUCTPACHOTO MICMOTY, 1 B TPaMIMBOCTI JIETKOI KOMeHii, 1 y
BUHATKOBO OJMCKYYOMY BMiHHI apTHCTa TOJAaBaTH KPEmIeHIO, i B CKOPOMOBIII, i B MOBi IITUPOKOTO
Oinoro BipIa, — CJIOBOM, Y BCiH Oaratromiiii i Oe3KOHEUYHiHt OapBHCTOCTI CIICHIYHOI MOBH — CKpI3b
noromaraia [lanacoBi KapmoBuuy i#oro BUHATKOBa MAMKIiMHA BOpaBHICTb. BoHa HiKoMM He
3pamKyBana omy” [5, c. 157-158].

3 Tepmin “crioBecHa ais” yBiB y TeatpanbHy npaktuky K. C. CTaHicIaBChKHiA.
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Ocob6muBoro 3HaueHHs HanaBaB [1. CakcaraHChKUI TONOCOBIM BUpa3HOCTI. | x0ou akTop MaB
HeaOMIKi MPUPOTHI TOJIOCOBI JIaHi, ITe He 3aCIIOKOIOBAIIO HOTO: HaJ MOJINIIICHASIM 3By4JaHHS CJIOBa BiH
MPALOBaB yIPOJIOBXK YChOro XHUTTsA. [lanac CakcaraHChbKuii BCEOIYHO PO3BHMBAB BHPA3HICTh i
THYYKICTh TOJIOCY, CHIIy 3BYKY Ta HOro 3a0apBJeHHS, NMOCTIHHO PO3LIMPIOBAB [iala30H 3BYYaHHS.
“MymTpa BChOTO Tijia 1 si3uKa 3abupana B MeHe 0araro dacy i JOBOAWIA MEHE 4acTo a0 (i3mdHOI
BTOMH”’, — 313HaBaBCs BiH mi3Hime” [6, c. 135].

VY cBoili aktopcekiii po6oTi II. CakcaraHCbKHH CTBOPUB TayIepel0 CBOEPITHHUX “‘MOBHHUX
HOPTPETIB”, BAKOPUCTOBYIOUH JUIS IIbOTO OaraTIoOILy MaliTpy rojocy.

[pairoroun Haa MApPTUTYPOO clieHIYHOT MOBH, [lanac KaprnoBuu BUKOPHCTOBYBAB JTUKIIIHHI,
TeMOpasbHI MOIYJIAMIT, ay3H, aKIEHTH, PUTMIKY. AJie L TeXHIYHA JOCKOHAIICTh CHEHIYHOI MOBH HE
Oyna caMOLiJUIIO, a CITy>KWJIa AJIsl BUSBJICHHS PI3HOTO JYXOBHOI'O CBITY NMEPCOHAXIB, iX KJIACOBUX Ta
1IeHHUX TO3ULH.

Bunatnuii ykpaincekuii moet i BueHuid M. T. Punbcbkuii HaronocuB: “CakcaraHChbKUH-apTUCT
TpAIOBaB HEHACTaHHO. MOro aKypaTHiCTh y CTaBieHHi 10 poGoTH BBiiinuia B npuciis’s. Komu
JIIpYTUH BelleTeHb yKpaiHChKOTO Tearpy, Opar Ilamaca KaproBruya i mo kpoBi, i Mo cieHi — Mukosa
CaoBCbKHMI — 1HOJI, MOKJIAJAaI0YMCh HAa CBIH BEMMYE3HUH JOCBIZ 1 KOJOCAIBHHA TEMIICPAMEHT,
J03BOJISIB co0i1 “TpaTu min cydiepa” abo iMIpoBi3yBaTH cioBa podii, To CakcaraHChKHA, SIK PaBHIIO,
3aBXKM TOYHO 3HAB HE TLTBKHU CBOIO POJIb, a 1 Bcro mecy” [4, c. 111].

OcobmuBy yBary Ilamac CakcaraHChbKWi TPHIIISB BHUBYCHHIO aBTOPCHKOTO TEKCTY; HOTO
[iKaBUJIM HE TINBKHM colLialbHA Ta MOOYTOBa KOHKPETHICTH 00pa3y, a W CBITOTJSX aBTOpa, €moxa,
cepemoBuie. JloOpe 3HatouM I1eH3ypHi mnepenoHH, II. CakcaraHCbKMH HAaIoOJIETJIMBO 3axHILAB
aBTOPCHKUH TEKCT BiJ ITOBUIHPHOTO BTPY4YaHHS i mepepoOok. BiH BMMaraB Bij akTOpiB HE TUTBKH
a0COJIFOTHO YITKOTO 1 TOYHOTO BHMBUCHHS TEKCTY, a 1 HOr0 CMHCJIOBOTO HaBaHTAXKEHHs, 00 4acTo
aKTOpH HE J0aI0Th PO PO3YMIHHS JIEKCHYHOT'O 3HAYEeHHS cJioBa. “‘Hampukiaa, BUMOBISIOTH Ha CLEH1
Ha3By “‘€pMoII0ii” HEMPaBUIBHO, KaXy4yH “C€pMonaii”’, He yCBIIOMUBIIH, IO O3HAYAE 1€ CIOBO, 1 IO
e He € iM’s €pmojas, a Ha3Ba KHWKKH, sKa HaBYaja KPIOYKOBOIO CIiBy, TOOTO CIiBYy IO
HoTax” [6, c. 90].

OpHouacHO 3 akTopcbkoio AisuibHicTIO I1. Cakcarancekuil ymepiue B icTopii ykpaiHCBKOTO
TeaTpy HamaraBcsl TEOPETUYHO y3arajJbHUTHU 3aKOHHU CJIOBECHO] Iii. Y mpausx nmpo poOOTy Haja POILIIO
0COOJIMBY yBary BiH NPUIUISB CLEHIYHOMY CjoBY. B “momaui ciioBa”, TOHaIbHOCTI, aKIICHTYyBaHHI
MuTenb BOa4aB JIy’kKe BiAIOBINANBHY POOOTY akTopa SK MIOJ0 PO3KPUTTS i BTLIEHHS aBTOPCHKOTO
3aayMy, TaK 1 MO0 TIyMadeHHs oOpaszy repos. KpiM Toro, BBakaB 3a HEOOXimHE, pa3oM i3
CTBOPEHHSIM 30BHIIIHBOI 1 BHYTPIIIHBOI XapaKTEPUCTHK MEPCOHAXKIB, TIOAAYY CIIOBA TaKOX MOJUISATH
Ha BHYTPIIIHIO i 30BHIIIHIO TEXHIKYy poOOTH Hal CIOBOM. 30BHILIHS TEeXHiKa — L€ TOJIOC, AUXaHHS,
JIUKITis, JIOTiuHUHE po36ip. [Ipu oBoMoAiIHHI %K BHYTPIIIHBOK TEXHIKOIO BECh TEKCT POJIi BiH MOALUISB Ha
TPU KaTeropii CiiB: BUCOKONWHAMIiUHI, HIWHaMiuyHI Ta CiIyx)0o0Bi: “CroBa ciyx00BOTO Ta
BUPILIAJILHOTO 3HAYEHHS HE MOXYTh BUMOBJISITUCS OTHAKOBUM TOHOM. [loTpiOHA HIOAHCHPOBKA CIIiB.
41 He Kaxy, 10 BCi IMHAMIYHI CIIOBa BUMAararTh 000B’S3KOBOTO IIiIBUIIEHOTO ToJiocy, KpUKy. Tpeda
VHUKATH OJHOMAHITHOCTI B 3By4aHHI royiocy. OIHOMaHITHICTH 00€30apBIIIOE MOBY 1 3aBajKae
BH/IIJTUTH TOJIOBHE 1 1ikaBe” [6, c. 132].

loBopsium mpo HIOAHCHPYBaHHs, TEMII, BIEBHEHICTb 1 TBepAicTh TOHY, I1. CakcaraHchbKHid
T IKPECITIOBAB, 110 CTBOPHUTH 3aKOH MPO IHTOHAIlT HEMOXJIHBO, 00 “0arato TyT 3aJieXKHUTh Bill TOHY, a
TOH, Ha MPEBEIUKUN KaJlb, yMUPAE pa3oM 3 apTuctom’ [6, c. 89].

BHKOpUCTOBYIOUM BENUKHI [JOCBiI CTBOPEHHS CHEHIYHHUX peaJicTHYHuUX o00OpasiB,
I1. CakcaraHcbkuii IPUHIIOB 10 BUCHOBKY, IO MiMiKa, BUpa3 O4YeH, KECTH, X0Jla — BCE II€ MYCHUTh
JISITH B IUJIKOBUTIHN MOTOJUKEHOCTI 31 CIIOBOM.

[onoxenns I1. CakcaraHChbKOTO MPaKTHYHO peani3yBald B PENETHULiNHIA poOOTi, a Takox
“Ha BEUOPHHUIAX’, JIe MOJIOJI aKTOPHU y BUTBPHHUN Yac 30Mpaincs Ui pO3MUPEHHS NMPo(eciiHuX 3HAHb
1 BMIOCKOHAJICHHS aKTOPCHKOT MalCTEPHOCTI.

CphoroHi HEVUMOBIPHO YaCTO MOKHA TOMITUTH HEXTYBaHHS CTATUMH HOPMaMH YKpaiHCBHKOI
MOBH, Hef0ane CTaBJICHHS SIK aKTOPiB, TaK i pexXucepiB. YKpaiHCBKUH TeaTp, SIK TeaTp MepensyciMm
HApOIHWN, CIMPA€EThCS Ha Tpaguuii yCHOi HapoxHoi TBopuocTi. Bapro ycBinomutH, mo Teatp — 1e
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KUBUH mporiec. HeoOXimHO TpocTeXyBaTW TEHIEHINI PO3BUTKY YCHOTO HApOJHOTO MOBJICHHS 1
BHPOOJICHHS IEBHUX HOPM CIICHITHOT MOBH.

Otxe, pons [lanaca Caxcaranchbkoro y (GOpMyBaHHI YKpaiHCBKOI CIIGHIYHOT MOBH Ta
CJIOBECHOI Mil Bimirpaia BakJIMBe 3HAUEHHS Yy MOJANBIIOMY iX PO3BHTKY. AIke (pyHKIIOHYBaHHS Ha
CIIeHI BJIaCHE YKpaiHCBKOi MOBH, Ha AYMKY (aXiBIliB, )KOPCTKHH MOBHHUH PEeXKMM y TeaTpi — cIipaBa
HeoOXi/lHa, OJ[HAK, HA JKaJlb, ChOI'OJHI HEIOCSDKHA. 3a OIIHKaMM EKCIIePTiB, MOBA, SIKa 3BYYHTH 3i
CIICHH, HE € CIOBHAa YKPalHCHKOIO — TaK Camo, sIK y POCIHCHBKOMOBHHMX TeaTpax BOHa JaBHO BXKE HE
IIIKOM pocilickka. | came B HEBHUEPIHUX Kepeiaax o0pa3HOi MOeTHYHOI HAapOJHOI MOBH, SKY
BIpoBa/KyBaB Ha creHi [1. CakcaraHcbkuii, 30aradyeTbcsi He JIMIIE CIOBHUK, a W camMa cUcTeMa
XYIO0XKHBOTO MHCJIEHHS akTopiB. Brcoka KynbTypa MOBH, 1i JOCKOHAJICTh CIPHUSIOTH PO3BHTKOBI
XYI0’)KHBO-PEATICTHYHOTO YKPATHCEKOTO MOBIICHHS.
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