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PosristHyTO TIpOOIIEMy PO3BHUTKY TLIECHOI YCBIOMIICHOCTI aKTOpa sIK CKJIAOBOI IpodeciitHoi BupasHOCTI. MeToro
JOCTIDKEHHST € OOIPYHTYBaHHS Ta PO3POOJICHHS MPHKIATHOI MOJIEN KiHEeCTETHYHOTO TPEHIHTY, IO TMOETHYE HayKOBi
NPUHIMIIA COMAaTHKH 3 TEaTPaJbHOK MPAKTUKOK. BHKOPHCTAHO METOAM CHCTEMHOTO Ta HOPIBHAJIBHOTO —aHawi3y,
y3arajJbHEHHS JOCBily 3apyODKHMX 1 BITUM3HSIHMX aBTOPIB, a TAKOXK CTPYKTYPHO-aHATMITHYHWH MiIXiJ 1O MOICITFOBAHHS
HABYAIBLHOTO MPOIIeCy. Y pe3ysbTaTi BU3HAYEHO OCHOBHI HAYKOBO-METOINYHI MPOTaJIMHK B aKTOPCHKIH TUICCHIN MiArOTOBII
Ta 3aMpPOINIOHOBAHO YOTUPHOXETAIHY MOJEIb KIHECTETHYHOIO TPEHIHTY — YCBIIOMJICHHS, [lisl, IMIPOBIi3allisi, BiJOOpayKeHHSI.
Mopens cripsMoBaHa Ha (pOpMyBaHHS LUTICHOTO TPOIECY TLICCHOTO CaMOITi3HAHHS, IHTErpallito pediekcii Ta MPaKTHYHOTO
JocBimy y mpodeciiiny MmaiicTepHicTb. [i BIpOBamKEHHS CHPHATHME OHOBJICHHIO AKTOPCHKOI OCBIiTH, PO3BHTKY €MOILUHHOT
NPHUCYTHOCTI, TIECHOT aBTEHTHYHOCTI Ta 3J[aTHOCTI JI0 MiXKJUCLIUILTIHAPHOT B3aEMOIIT.

Kmiouosi cnosa: xiHecTeTHKa aKTOpa, TLIECHA YCBITOMIICHICTh, AaKTOPCHKHN TPEHIHT, COMAaTH4YHA OCBITa,
IMIIpOBI3allis, TilecHa pedIeKcis, TeaTpanbHa Iearorika.

Axmyanvnicmo npobaemu. CydacHUH TeaTp NepexuBae OyM IMMEPCHUBHHUX Ta MIKIUCIMILTIHAPHUX
(dopmariB, 1o 30IMKYIOTh HOTO 3 €KpaHHUMH, HUPPOBUMHU Ta MepHOpMaTUBHUMH MPaKTHKaMU. Y LBOMY
HOBOMY XYJIOKHBOMY CEpEIOBHUIII aKTop MoTpedye He IJWINe TEeXHIYHOI MaHCTepHOCTI, a, HacamIiepeln,
rOOKOi TIJIECHOT CBIAOMOCTI, 3MAaTHOCTI MHCIWTH PyXOM, MPOCTOpoM i B3aemoxicro. Came ToMy
KiHECTeTUYHI MiJXOAX B aKTOPCHKil Ieaaroriii HaOyBaroTh OCOOJIMBOTO 3HAYECHHS — SIK yHiBepcalbHUN
3aci® PO3BUTKY MPUCYTHOCTI, EMOIIIHHOI THYYKOCTI Ta aBTEHTUYHOCTI CIIEHIYHOTO ITePEeKUBaHHS.

Ianmemiss COVID-19 icrotHO 3MiHMIA CHOCOOM B3a€EMOJii JIFOJMHH 3 BIIACHAM TUJIOM 1 TPOCTOPOM,
CTIPUUMHUBIIH 130JTA11i10, BTpaTy 3BUYHOTO KOHTAKTY Ta Je(IlIUT >KMBOTO CIJIKyBaHHs. A HUHIIIHS BifiHa B YKpaiHi
3arocTprvia IIi MpOIECH, JIOAABIIM BUMIp TUIECHOI TPaBMH, CTpECY W IOCTIMHOTO HAIpYKeHHs. Y IHX YMOBax
TilecHa poOoTa akTopa CTae He Jwile MpodeciifHiM iHCTpyMEHTOM, a i ()OpMOIO BHYTPIIIHBOI peadimiTarii,
BIJIHOBJICHHSI 3B’S13Ky 3 COOOK0 Ta IisjadeM. 3 OISy Ha IO PO3poOKa MPUKIIAIHOI MOJENI KIHECTSTUYHOIO
TPEHIHTY € HeOOXiTHOO BIIMOBI/IIIO Ha BUKITMKH, OCKUILKH BOHA MOEJIHYE HAYKOBO OOTPYHTOBAHY METOJIMKY 1 KUBY
TeaTpaibHy TPaKTHKY, CIPHSE TapMOHi3amil NMCuXo(pi3ndHOro CTaHy akTopa Ta (OpMye MIIPYHTS IS HOBOL
TIeJIArOTIKY TLJIECHOI CBIIOMOCTI, y IIEHTPI SIKOT — JIFOTMHA, il JOCBII 1 MPUCYTHICT y Cy9acHOMY CBITI.

O2n1510 paniue nposedenux 0ocioxiceHs ma nyonikayii. STk mokasas aHali3 iCHYFOYOro HAyKOBOTO JIOPOOKY 3a
OKPECIIEHOO TIPOOIIEMATHKOFO, KOPIHHS KIHECTETUYHOTO MiIXO/TY J0 MiATOTOBKH aKTOPA JIEXKATh Y KOHIIETIIII TilIeCHO-
KIHECTETHYHOTO iHTENEKTY, JIe pyX HocTae HocieM mi3HaHHs ¥ fii [10], 1 B dheHOMEHONOTIi BTiIEHOTrO JOCBIY, IO
OIHCYE SIK TiJIeCHI cXeMH (OPMYIOTh yBary, ysBy Ta pitnenHs [8]. B poborax C. ammarepa, /Ix. Kernepa, mo
MPUCBSTYEHI TICUXOJIOTIYHMM acreKTaM (TeIITabT-TJIX1T) OKPECITIOIOTHCS MEXaHI3MH CaMOYCBIIOMIICHHST ¥ PeryJisiiii
Yepes BiIUyTTA, IMXaHHA Ta pPyXoBi natepuH [9; 262—266], B AKMX aBTOPH MiIBOAATH METOOJIOTTYHMH (pyHIaMEHT i
TPEHIHT, JIE TLTO PO3MIISIAETHCS HE JIMIIIE SIK IHCTPYMEHT, a, SIK CEPSIOBUIIIE MUCJICHHSI.

CoMaTHYHUI HalpsiIM CHCTEMAaTHU30BaHO Y MpalsfX 3 icTOpil Ta HAyKOBHUX MiIBaiIWH coMaThku K.
Mynnana [11], a Takox y nocmimxennsx C. Pima, C. Botii, mpucBs4eHUX PO3BUTKY COMAaTHYHOI OCBITH Y
Benukiit bpurasii, ne yHiBepcuteTchki nporpamu inTerpyrots Body-Mind Centering, Authentic Movement,
Alexander Technique y HaB4aJIbHI KYPUKYITYMH MUCTEULKUX MIKLI [13; 149—163]. V TearpanbHO-aKTOPCHKil
IUIOIIMHI 1Ie 3HAWIDIO TPUKIATHY apTUKYJMiFo y BUTsai Somatic Acting Process, mo mporonye
PEIALIHHO-IUIMHHI CTPYKTYpU POOOTH 3 «CHCTEMaMu Tina» (KICTKH, M S3U, OpPTaHH), CEHCOMOTOPHHUM
YCBIJIOMJICHHSIM Ta IMIIPOBI3aIli€f0 B MEXKaX PENeTHIIIHHUX MPaKTHK [15].
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Teopii Ta TPaKTUKK aKTOPCHKOTO TPEHIHTY OCTAHHIX JCCATIIITH MMOCHITIOIOTH TUICCHHHA BUMIP Tpodeci.
V3araibHEHHS PYXOBHX METONWMK 1 IIEMAroridHuX paMOK Uil CydacHoro akrtopa momae M. Eamc [7],
HEHpOHAYKOBHI paKypc Ha 3B’S130K 00pa3sy, Iii Ta yBarm po3kputo y podorax P. Briepa [2]. Jlinis Viewpoints
OITUCYEThCS SIK NUIIX PO3BUTKY TMEPLENTUBHUX 1 KIHECTETHYHUX HaBMYOK B pobortax P. [lennica, JI. JIktoica, siki
CTPYKTYpPYIOTh YBary, pUTM 1 TIPOCTOpOBY B3aeMoito [5; 336—352], Toxi sk MibkauCIMIUTIHAPHI gnTaHHs [limpo
Yyepe3 KOTHITHBHI HAyKH YTOYHIOIOT TPiaTy «BIIIyTTS — IMITYIIbC — [ish» B TpeHyBaHHI akTopa [6; 36-47]. [Intanus
nam’sITi Tijia, MOJICHHUX 1 «(IOHAI3BUYHMX) KECTIB U1 ()OpMyBaHHSI CLICHIYHOTO CeHCy BUCBiTIIeHO y JIk. JlarTepOi
[12; 147-158]; edexrn TearpamsHOro TpeHiHry Ha KorHiThBHI (yHKmil y I'. Codie [16; 171-180]. A. Borapr
aKIIEHTYE ITeIaroriKy Ha eMIaTii ¥ CIIeHIYHOI PIICYTHOCTI SIK CTpaTerito (hopMyBaHHS XyIOKHBO] IUTICHOCTI [3].

Etnuna pamka TtinecHoi pobotn M. Cetona [14; 5-20] cnpsiMoBaHa Ha aHaJi3 «3BUYHOI BPa3IUBOCTI» Y
TPEHIHTY Ta MoTpeOy Oe3neuHuX MpakKTHK, a B gociimkenHsx Jlx. bariepa [4] HarosomryeTbes Ha CHiBOYTTI,
Bi/IMOBINAZILHOCTI TAa YMOBAaX 3i0paHHS Til y CHiIBHOMY HpocTopi. Moro Tesnm Ge3nocepeHbo CTOCYIOThCS
MeJIaroTivHOl B3a€MOIIT «BUKIIaIad-akTop (Ka)» 1 MpoLeciB rPYHOBOI iMITPOBi3allii.

OKpeMuil TacT «IeJaroriudi Mojelni», OpieHTOBaHI HA «HABYaHHsS B Iii» W mudepeHmiamito oCBiTHIX
TpaeKTopiit (ycBiIOMIICHHS, pedIieKcid, mepexim M0 caMOCTIHHOI TBOpYOi Aii) po3kpuBaroThesi B mparsix C.
Becteprompaa, B. bisepca [17]. Tak, y TtaHmoBansHOMy TpeHinry B. biBepca ¢ikcyerbcs TeHmEHIs
TIEPEOCMUCIICHHST «TEXHIKM» SIK dHBOTO CEPEIOBUILA CEHCOMOTOPHOTro MucieHHs [1; 126—133], mo pe3onye 3
TEaTPaITHHOIO MTOTPEOOIO IHTETPYBATH COMATHKY Ta KIHECTETHKY Y MOACHHY POOOTY HaJl POJLITIO.

[lompu 3HaYHY KiNBKICTh MOCIIIKEHBb, TPUCBIYEHINX COMATHYHOMY Ta KiHECTETHYHOMY IiJIXOJaM Y
TeaTpalibHIM OCBITi, HAYKOBHU AMCKYpC yce Ille He MPOMOHYE MiJICHOI 1HTErpoBaHOi MOJENi aKTOPChKOI
MiATOTOBKH. SIK CBIAYMTDH MpeACTaBICHU BUIle aHami3, y npausx M. Epanca, K. Mymnnana, P. [lennica ta
IHIINX TEPEeBAKAIOTh OMFCOBI a00 METOAWYHI MiAXOMH, SKi OKPECIIOITh OKPEMi TEXHIKH, IPOT€ BOHU HE
(OPMYIOTh €IUHY CHUCTEMY, IIIO MOEIHYE COMATHYHI, KOTHITHBHI Ta KIHECTETHYHI MPOLECU B Y3TOJKEHIMH
CTPYKTYpi 3 BU3HAYCHUMHU €TallaMu, LUISIMU i KpUTEPISIMU pe3yIbTaTUBHOCTI.

[IpoOieMHUM 3anMIaeThes 1 MUTAaHHS OMeparlioHami3alii TinecHux mporeciB. Cy4acHa mefaroriyHa
mpakThKa (pakTHyHO TO030aBlIeHa BaJiMHUX IHCTPYMEHTIB OIIHIOBaHHS KiHECTETHYHOI YCBiJIOMIICEHOCTI,
MEPUENTUBHOI YBaru, Peryislii M’s30BOrO TOHYCY YHM TEpPEHECEHHsS TUIECHOTO AOCBIAY y CTBOPEHHS
CIIeHIYHOTO 00pa3y. He MeHII akTyanbHOIO € moTpeda y BIOpsAKyBaHHI pediaekcuBHOro KOHTYpy. CydacHi
CTyIil 30CEepe/KYIOThCS TEepeBaXHO HA MPAKTHYHOMY AacIleKTi TiIeCHOi pPOOOTH, TOHI SK MEXaHi3MH
ycBitoMIIeHHs, (pikcallii i iHTerpamii TiIeCHOro TOCBily 3aIUIIAI0THCS IPYTOPSTHUMH.

OKpeMHM BUKIIHKOM JIJIsl YKPATHCHKOTO TeaTpaibHOrO KOHTEKCTY € KOHTEKCTYali3allisl TUIECHUX MPaKTHK JI0
CYYacHHX peallii BiiHM ¥ micTsimaHaeMiqHoro focBiny. [lutaHHs cTpecy, TijleCHOI Iam’sITi TpaBMH, BiTHOBIICHHS
pecypcHOCTI Ta Oe3IeKH aKTOpiB MOTPEOYIOTh TIMOIMIOI ajanTariii icHyrounx Metoiuk. JlogaTkoBum Oap’epom
BHUCTYIAIOTh OOMEKEHI MaTepiabHi MOMJIMBOCTI OCBITHIX 3aKJIAJIIB Ta HEIOCTATHS KUIbKICTh (DaxiBIIiB 13 Cy4acHUX
TinecHuX migxoiB. [IpobnemMa Takox mossirae y BiZICyTHOCTI CUCTEMHO] IHTErpallii COMaTHKH 3 KIACHIHOFO IKOJIOK)
aKTopchKoi MalictepHocTi. llegaroriyHa mpakTrka MoTpedye METOJUYHHX MOCTIB MDK TexXHikamu Viewpoints,
COMaTHYHUMH MIX0[aMH Ta cucTeMoro «Piznunux mii» K. CraniciaBcbkoro. CaMe Ha PiBHI PENICTHIIIMHKX €TAIlB
11l METOJTMKH MOTJIA O B3a€MOJIONIOBHIOBATHCS, (DOPMYIOUH ILTICHUH IHCTPYMEHTapIl Cy4acHOIro aKkTopa.

Ille omHMM HEZOONpALBFOBAHUM AacCleKTOM € TArOToBKa mefaroris. He Bu3HAaueHO, SKUMHU
KOMITETEHTHOCTSIMA Ma€ BOJIOJITH BUKJIa/1au, IO TPAIOE 3 TUIGCHUMH MPAKTUKAMH: €THKa JIOTHKY, CyIEepBi3isl,
0a3oBa TCUXOeIyKallisi, 3HAHHSI TPYIIOBOI IMHAMIKK — YC€ 1Ie OTpe0ye CUCTeMATH3allil Ta BKIFOUYEHHS 10 OCBITHIX
cranapriB. Haperri, moci 6pakye rnpogymManux (hopMaTiB BIIPOBaHKEHHS TLIECHO-KIHECTETHYHUX MPAKTHK Yy Pi3Hi
PIBHI aKTOPCHKOI OCBITH — BiJl 0aKajIaBpChKHUX IPOTpam JI0 PoQeciifHiX MalCTEpeHb 1 pETIeTHIIIHNX J1a00paTopii.
Sk 3asnavatote Reed 1 Whatley, mist edexTrBHOTO BIpOBa/PKEHHS! HEOOXITHO BH3HAYMTH YacOBI HOPMATHBH,
BUMOTH JI0 IPOCTOPY, a TAKOK MEXaHI3MU MacIITaOyBaHHS TPEHIHTY B yMOBaX HABUYAJILHOT'O 3aKJIa/Ly.

Buie HaBeneHe 101aTKOBO JOBOAUTH aKTyalIbHICTh, CBOEYACHICTH OOPAHOTO HAIIPAMY JOCIHIIKEHHS Ta
JTO3BOJISIE OKPECITUTH Memy 00CAIONCeHHS, CYTh SIKOI MOJISATae y po3po0Ili IPUKIaHOT MO KIHECTETUIHOIO
TPEHIHTY.

Buknao ocnosnozo mamepiany. 3amponoHOBaHa Aali MOJENb IOKJIMKAHA HE JIMILE BIOPAAKYBAaTH
TOCJTIIOBHICTh HABYAJIbHUX €TAIliB, a i HaJ[aTH IeaaroraM i akTopaM 4iTKi OPIEHTHPH VIS YCBIIOMJIEHOI poOOTH
3 Tizom. [i Mera poskpuBaeThCs B iHTerparii BimdyTTs, Aii, iMIpoBizamii Ta pedekcii B eauHuil mporec, e
TIIECHICTD CTa€ HE JIMILIE IHCTPYMEHTOM, a W JDKepesnoM TBopuoro 3micty (puc. 1). Bona BuOynoByerbcs Ha
TIOCJIIOBHOCT] YOTHUPHOX €TaIliB, KOJKEH 3 SIKMX (POPMY€ OKPEMHH PiBEHb TLIECHOI CBIIOMOCTI.

Tak, nepimii eran «YcBinoMieHHs» (Awareness) ClpsIMOBaHHI Ha MPOOYIDKEHHS TLIECHOT YyTIMBOCTI,
PO3BUTOK CITIOCTEPEXIIMBOCTI J0 BHYTPIIIHIX MPOLIECiB, OanaHcy Ta auxaHHs. [IpakTUky 1bOTO eTaIy, Taki sk,
Body Scan, Grounding, auxaipHa CHHXpOHi3aLis, GOPMYIOTh KOHTAKT aKTOpa i3 BJIACHUM TUIOM 1 IPOCTOPOM,



126 ISSN 2518-1890 VYxkpainceka KynbTypa: MUHYJIE, Cy4acHe, IIUIIXH PO3BUTKY.
Bunyck 51/2025

CTBOPIOIOYH OCHOBY TSI TIOJAITBINIOT ii. 1le MOMEHT, KOJIH TiJI0 TIOYMHAE «TOBOPHUTHY, 4 yBara CTa€ MOCTOM MiX

BIUYTTSIM 1 JTi€TO.
1. Etan 5 . . .
VeBiIOMICHHD >| MeTa — npoOyauTH TiJIECHY 4yTJIUBICTD, BIMUYTTS
« .
M’SI30BOTO TOHYCY, PIBHOBArH, UXaHHsI, IPOCTOPY
(Awareness)
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2. Etan «[lis» Mera — MEPEBECTH  TIMECHE  YCBINOMICHHS Y p
(Action) KOHTPOJIbOBaHY, [{LIECIIPSIMOBAHY JIiIO0. A
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3. Etan Metra — poskpimaueHHs Tila sK JpKepena -
«IMnpoBizalis» >| CHOHTAHHOCTI, TONIYK HOBOi BHPA3HOCTi depe3
(Improvisation) pyx.
Etan Meta — OCMHCJICHHS TIIECHOTO JIOCBiny,
«Bigo6paxeHHs» THTETpalls BIIYYTTIB y npodeciitnuit
(Reﬂection) 1HCTPYMCHTAPIHU.

Puc. 1. Ilpukiagna Mosenb KIHECTETUYHOTO TPEHIHTY
JDicepeno: moOymoBaHO aBTOpaMU Ha 3acafaX y3araibHeHHS pooit [1-17].

Hpyruii eran «/lisp» (Action), iepeBoAUTh BHYTPILITHIO YCBIOMIICHICTh y 30BHIIIHIN PyX, Y KOHTPOJILOBaHY,
iIectpsiMoBany ekcrpecito. Yepes Brpasu Action—Reaction, Laban Efforts Ta purmiuHy X0ap0y akTop onaHoBye
JMHAMIKY Iii, BAUTBCS pearyBaT Ha apTHepa, mpoctip 1 putM. Came TyT HapoOIDKYEThCS INIACTHYHA Bi/IIOBIAb Ha
€MOIIiIO, JTisl CTa€E MPOJIOBKEHHSM JTyMKH, a PyX, IPOSBOM BHYTPIIITHBOTO IMITYIIBCY.

Ha erami «Imnpogizamis» (Improvisation) akTop BXOIUTh y CTaH TBOpYOi cBoOoan. Brpasu Improv
Flow, B3aeMonisi yepe3 NOTHUK 1 MIMIYHO-TUIACTUYHA IMITPOBi3allisl aKTHUBYIOTh MPUPOAHY CIIOHTAHHICTB,
3IaTHICTH JOBIPATH TUIECHOMY IMITYJIbCYy 0€3 pamioHaIIEHOTO KOHTpOIo. TilNo cTae KepenoM CMHCIIIB,
BOHO HE BIITBOPIOE 00pa3, a MOPOJDKYE HOTO.

3aBepmansHuii eran, «BimoOpaxenns» (Reflection), iHTerpye oTpumanuii gocein y mpodeciitny
cBioMicTh akTopa. [IpakTWKW BelleHHS >KypHaIly TIIECHHX BiJUyTTiB, OOTOBOPEHHS 3 IMapTHEPOM Ta
MTOBTOPEHHS MIKPOPYXiB JTO3BOJSIOTH 3aKPIMTUTH PE3yJIbTAaTH TPEHIHTY, IEPETBOPHUBIIH TIIECH] BIIKPHUTTS Ha
IHCTPYMEHTH CLIEHIYHOT'O MHCJICHHSI.

Otxe, MpelcTaBlIeHa MOJENb JIa€ 3MOTY BHUPIINIMTA HU3KY aKTyaJIbHUX TPOOJEM Cy4acHOi aKTOPCBHKOT
nenarorikn. Hacammepes parMeHTapHICTh TiTECHOT TTIITOTOBKH, BiZICYTHICTh CHCTEMHO] IHTETpaIlii COMaTHIHUX
1 KIHECTETUYHUX MIIXO/IB, 2 TAKOXK HECTauyy METOJWYHUX OPIEHTHUPIB YIS BUKIIAIadiB. [i minmicTs mossrac B
TOMY, III0 BOHA TIOEJHYE HAYKOBO OOIPYHTOBaHY CTPYKTYPY HABYAILHOTO TMPOIECY 3 MPAKTUYHOK THYUKICTIO
TeaTpaJbHOrO TPEHIHTY, CTBOPIOIOYM MICT MK TEOPI€I0 1 KHBOIO CIEHIYHOIO nicto. [ HayKu MoJieNb Mae
3HAYEHHS SIK KOHLENTYAJIbHUHM IHCTPYMEHT, 110 MPOIIOHYE OlepaljioHaIbHE BU3HAYEHHS TUJIECHOI CBIOMOCTI, il
€TanHOCTI Ta BUMIPIOBAHUX pe3yNbTariB. BoHA BIKpHBA€ MOMIIMBOCTI JUIS MOJAIBIINX MIXKIUCIUILTIHAPHUX
JIOCTI/DKEHb Y cpepax KOTHITUBHOI HAYKH, COMaTHKH, Nicuxodizionorii akropa.

SIKIIO TOBOPHUTH TPO NPAKTHKY, TO B IIbOMY KOHTEKCTI MOJENb MOXKHA PO3IIISAATH SIK MPHUKIIaJHUHA
METOOJIOTIYHUN OPIEHTHP, SIKMH MOXKe OYTH aJalTOBaHM JI0 OCBITHIX MPOrpaM, PEHeTHLIIHHUX JIabopaTopii i
npodeciiinux Maiictepens. Ii cTpykTypa nomomarae akTopaMm i nezaroraMm BUOYI0BYBaTH MPOIIEC POGOTH 3 TiIOM
SK TIOCIIZIOBHUH 1 ycBimomieHuid. Bona crnpusie GpopMyBaHHIO HOBOI KYJIBTYpH aKTOPCHKOTO TPEHIHTY, 1€ TiJIO
CTa€ He 00’ €KTOM KOHTPOJIIO, & Cy0’ €KTOM TBOPYOI'O MUCJICHHSI.

Bucnosxu. Takum 4YHHOM, y CTaTTi BUPINIEHO HAYKOBO-TIPUKIAJHY 33ja4y, CIpPSMOBaHy Ha
OOIpyHTYBaHHS JIOIUIBHOCTI PO3pOOJICHHS MOEN KiHECTeTUYHOI'O TPEeHIHTY akropa. Ha 3acajgax anaimizy
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CyYacHHX NOCITIDKEHb y Tally3l COMAaTHK{, KOTHITHMBHOI HAayKHM Ta aKTOPCHKOI IENarorikKu BCTAHOBJICHO
HU3KY TpoOJieM, cepei SIKHUX: BIICYTHICTh I1HTErpOBaHOI MO TIIECHOI IMiATOTOBKH, HEIOCTATHICTDH
orepalioHatizanii MOHATh TUIECHOI YCBIAOMIIEHOCTI W peduieKkcii, HEUITKICTh METOAUYHUX OPIEHTUPIB AJIA
TMIearoriB Ta OOMEXKeHa afanTallis 3apyOiKHUX MPAKTUK J0 YKPaiHCHKOTO KOHTEKCTY.

Jlns iXHBOTO BHPIIICHHS 3aIPOIIOHOBAHO MPHKIAJAHY MOJENh KIHECTETHYHOTO TPEHIHTY, MeTa SKOl
noJisirae y (popMyBaHHI IUTICHOTO TPOIIECY TIJIECHOTO CAaMOITI3HAHHS aKTOpa, Y IKOMY BITIyTTS, PYX, €MOIIis
Ta pedIeKcis MOETHYIOTECSA B €IUHY CUCTEMY MPOo(deciiHOTo 3pOCTaHHsS Ta sKa rmepeadavyae YOTHUPU €Taru
PO3BUTKY TiJIECHOI CBIJOMOCTI: YCBiTOMIIEHHS, [Tis, IMITPOBi3ais, BimoOopaxkeHHs. JloBeneHo, Mo npakTHIHa
IMIUIEMEHTAIIiSl 3aIpOIOHOBAHOT MOZENi Y HaBYAIBHHNA TPOIEC CIPHUATHME PO3BUTKY aKTOPIB, 3MAaTHHUX
MpaIoBaTH B YMOBAaX CYYaCHUX TeaTpalbHUX TEHCHIINH, 30KpeMa, MDKIMCUUIUTIHAPHOCTI, TiJIECHOI
aBTEHTHYHOCTI Ta BUCOKOTO PIiBHS €MOIIHHOI MPUCYTHOCTI. Mojens Mae MOTEHIIad CTaTH iHHOBALliHHUM
IHCTPYMEHTOM JUISS OHOBJICHHS HAIIOHAJIbHOI CHCTEMH aKTOPCBHKOI OCBITH, TIOEIHYIOUH HAyKOBY
CTPYKTYPHICTb 13 )KUBOIO TIPUPOOIO CIICHIYHOT TBOPYOCTI.

CnHcoK BUKOPHCTAHOI JiTepaTypu

1. Beavers W., Re-locating technique’, in M. Bales and R. Nettl-Fiol (eds), The Body Eclectic. Evolving
Practices in Dance Training. 1llinois : University of Illinois Press. 2008. P. 126—133.

2. Blair R. The Actor, Image, and Action: Acting and Cognitive Neuroscience. Routledge; London, UK: 2007. 160 p.

3. Bogart A. What’s the Story: Essays about Art, Theater and Storytelling. Routledge; London, UK: 2014. 162 p.

4. Butler J., Notes Toward a Performative Theory of Assembly, Cambridge, MA: Harvard University Press, 2015. 128 p.

5. Dennis R Viewpoints, creativity and embodied learning: Developing perceptual and kinaesthetic skills in non-
dancers studying undergraduate university drama. Theatre Dance Perform. Train. 2013. Ne 4. P. 336-352.

6. Dennis R., Lewis L. Diderot’s body and cognitive science: Sensation, impulse and action in performer training.
Stud. Theatre Perform. 2018. Ne 38. P. 36-47.

7. Evans M. Movement Training for the Modern Actor, London: Routledge. (ed.) (2015), The Actor Training
Reader, Abingdon, Oxon : Routledge, 2009. 224 p.

8. Gallagher S. How the Body Shapes the Mind. Clarendon Press; Oxford, UK. 2005. 284 p.

9. Kepner J. Gestalt approaches to body-oriented theory: An introduction. Gestalt. Rev. 2000. Ne 4. P. 262-266.

10. Gardner H. Frames of mind: The theory of multiple intelligences: 10 th anniversary edition. New York:
BasicBooks, 1993. 210 p.

11. Mullan K. J. The art and science of somatics: theory, histore and scientific foundation. Thesis. Skidmore, 2012.
URL: https://surl.li/yrwtra (mata 3Beprerns: 10.09.2025).

12. Lutterbie J. Embodied memory and extra-daily gesture. In: Shaughnessy N., editor. Affective Performance and
Cognitive Science: Body Brain and Being. Methuen; London, UK: 2013. P. 147-158.

13. Reed S., Whatley S. The universities and somatic inquiry: The growth of somatic movement dance education in
Britain. In M. Eddy (ed.), Mindful Movement: The Evolution of the Somatic Arts and Conscious Action, Wilmington :
Intellect Ltd., 2016. P. 149-163.

14. Seton M. C. The ethics of embodiment: Actor training and habitual vulnerability, Performing Ethos, 1:1. 2010.
P. 5-20. URL: https://surl.lt/wypcjk (zata 3BepreHHS: 05.09.2025).

15. Somatic Acting Process. Kapadocha C. URL: https://surl.li/jmkvvg (mata 3Beprenns: 12.09.2025).

16. Sofia G. Affective Performance and Cognitive Science: Body, Brain and Being. Bloomsbury; London, UK:
2013. The effect of theatre training on cognitive functions. P. 171-180.

17. Westerhold S.P. Bodies and brains in Motion: Differentiating Gifted Curriculum and Instruction in the
Gymnasium. 1998. 21 c.

References

1. Beavers W. Re-locating technique. In M. Bales & R. Nettl-Fiol (Eds.), The Body Eclectic. Evolving Practices in
Dance Training. lllinois : University of Illinois Press. 2008. P. 126—133 [in English].

2. Blair R. The Actor, Image, and Action: Acting and Cognitive Neuroscience. London : Routledge. 2007. 160 p.
[in English].

3. Bogart A. What’s the Story: Essays about Art, Theater and Storytelling. London 2014. Routledge. 162 p. [in
English].

4. Butler J. Notes Toward a Performative Theory of Assembly. Cambridge, MA : Harvard University Press. 2015.
128 p. [in English].

5. Dennis R. Viewpoints, creativity and embodied learning: Developing perceptual and kinaesthetic skills in non-dancers
studying undergraduate university drama. Theatre, Dance and Performance Training, 2013. 4. P. 336352 [in English].

6. Dennis R., Lewis L. Diderot’s body and cognitive science: Sensation, impulse and action in performer training.
Studies in Theatre and Performance, 2018. 38, 3647 [in English].

7. Evans M. Movement Training for the Modern Actor. London : Routledge. 2009. 224 p. [in English].

8. Gallagher S. How the Body Shapes the Mind. Oxford: Clarendon Press. 2005. 284 p. [in English].

9. Kepner J. Gestalt approaches to body-oriented theory: An introduction. Gestalt Review, 2000. 4. P. 262-266 [in
English].



128 ISSN 2518-1890 VYxkpainceka KynbTypa: MUHYJIE, Cy4acHe, IIUIIXH PO3BUTKY.
Bunyck 51/2025

10. Gardner H. Frames of Mind: The Theory of Multiple Intelligences (10th anniversary ed.). New York :
BasicBooks. 1993. 210 p. [in English].

11. Mullan K. J. (2012). The Art and Science of Somatics: Theory, History and Scientific Foundations. Thesis,
Skidmore. Retrieved from: https:// surl.li/eomdar (accessed: 10.09.2025) [in English].

12. Lutterbie J. Embodied memory and extra-daily gesture. In N. Shaughnessy (Ed.), Affective Performance and
Cognitive Science: Body, Brain and Being. London : Methuen. 2013. P. 147158 [in English].

13. Reed S. Whatley S. The universities and somatic inquiry: The growth of somatic movement dance education in
Britain. In M. Eddy (Ed.), Mindful Movement: The Evolution of the Somatic Arts and Conscious Action. Wilmington :
Intellect Ltd. 2016. P. 149—163 [in English].

14. Seton M. C. The ethics of embodiment: Actor training and habitual vulnerability. Performing Ethos, 2010. 1
(1). P. 5-20. Retrieved from: https:// surl.li/nlgrae (accessed: 05.09.2025) [in English].

15. Somatic Acting Process. Kapadocha, C. Retrieved from: https://surl.li/kksujc (accessed: 12.09.2025) [in
English].

16. Sofia G. The effect of theatre training on cognitive functions. In Affective Performance and Cognitive Science:
Body, Brain and Being. London : Bloomsbury. 2013. P. 171-180 [in English].

17. Westerhold S. P. Bodies and Brains in Motion: Differentiating Gifted Curriculum and Instruction in the
Gymnasium. 1998. 21 p. [in English].

UDC 159.937.5
ACTOR’S KINESTHETICS: AN APPLIED ASPECT OF BODIL Y AWARENESS IN CREATING

AN ARTISTIC IMAGE
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The purpose of the article is to scientifically substantiate and develop an applied model of actor kinesthetic training
as a tool for forming bodily awareness, creative sensitivity, and professional expressiveness. The study aims to integrate
somatic, cognitive, and theatrical-pedagogical approaches into a single methodological system that ensures the actor’s
holistic development. The methodology of the research includes methods of systemic, comparative, and structural-
analytical analysis, as well as an interdisciplinary approach combining findings from cognitive neuroscience, somatics, and
theatre pedagogy. Based on the synthesis of body-oriented training practices, Laban Efforts, Viewpoints, and somatic
education methods, a four-stage structural model was proposed: awareness, action, improvisation, and reflection.

The results reveal the main challenges in modern acting education, including the fragmentation of body training, lack
of an integrated system for developing kinesthetic sensitivity, and inconsistency of methodological approaches in training
processes. The proposed applied model structures the actor’s bodily learning process as a sequence of interconnected stages —
from awakening bodily sensations to their creative interpretation in a stage image. It is aimed at developing self-regulation
skills, bodily memory, improvisational freedom, and reflective capacity.

The novelty of the research lies in creating a holistic concept of applied kinesthetic training that combines
somatic, cognitive, and artistic-pedagogical dimensions. The proposed model represents the first attempt to
operationalize the actor’s bodily learning process through the definition of stages, goals, and pedagogical performance
indicators. It perceives the body not merely as a tool of execution but as a thinking substance capable of generating
creative meaning.

The developed model can be implemented in training programs for actors, directors, and theatre educators, as
well as in professional development courses for performing artists. It provides a structured approach to bodywork that
can be adapted to educational processes, rehearsal laboratories, and stage experiments, enhancing bodily presence,
emotional authenticity, and creative interaction within theatre ensembles. Further research should focus on developing
diagnostic tools for assessing the level of actors’ bodily awareness, studying psychophysiological mechanisms of bodily
memory, and creating practical protocols for adapting kinesthetic training to Ukrainian theatre education. A promising
area for exploration is the ethical and trauma-informed aspects of embodied pedagogy in post-war society.

Key words: actor’s kinesthetics, bodily awareness, actor training, somatic education, improvisation, bodily
reflection, theatre pedagogy.
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