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that helps to involve the viewer in the story, which the performers tell by means of choreographic and musical
expressiveness; the use of supports, lifts in the air, stunt elements, acrobatic movements, falls, slides, breakaways,
changing partners, reverse leading/following, etc.

Practical significance. The material expands information about the peculiarities of dances of the Cabaret category
and reveals their artistic and aesthetic features in the context of the specifics of the development of modern dance sports.

Key words: Cabaret, dance sport, sports ballroom dance, artistic and aesthetic features, spectacle,
theatricalization, tricks, virtuosity.
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The presented study reflects an attempt to make an excursion into the essential world of modern theatrical art,
appealing to the notion of the present time as a «realm of visualization» and the complication of forms to the opposition
of conflicting aspirations, which, from the author's point of view, appears to be the main impulse of the theatrical
experiment. The essential and content features of independent theatrical format are analyzed.

It is emphasized that since its inception, the theater has been an artistic way of explaining life, understanding the
world and man's place in it, a detailed projection of the socio-historical context of the era. As a procedural phenomenon,
but practically not amenable to fixation — fixation and preservation in physical evidence — this is a phenomenon that
arises here and now in empathy, coexistence, which is why it is so relevantly effective and focused on continuous
searches and experiments. Speaking about the pressing global trends in the field of culture, it is important to note that
the reassessment of values on a global scale is invariably updated: the world passionately clings to the past, but cannot
stand still, entering a new era, which is characterized by new general cultural values. Their conductor is the modern
theater — the viewer receives something that causes him ambiguous emotions and reactions, which predetermines the
motivation of internal intellectual activity. It is summarized that the experimental theater under consideration is a
multifaceted construction, basically correlated with the realities of everyday life, but asserting its own artistic laws that
dominate life, focused on finding an adequate language for the actual dialogue between theater and modern society.

This is a form of: artistic and figurative comprehension of today's reality, ascending to an intuitive understanding of
what lies on the other side of the visible and tangible; experiencing creative power as a way to improve the «world of many;
coding of aesthetic experience and comprehended truth; modeling the knowable and meaningful as the avant-garde of artistic
resistance.

Key words: theater art; the actual trend of modern theatrical culture; independent theatrical format; search for an
adequate language for dialogue between the theater and modern society.

Formulation of the problem. Theatrical art, having passed a long historical path, is currently moving in the
direction of its further development, which is characterized by a higher level of stage practice compared to
previous periods. In the space of theatrical culture, there are many pressing problems that require their conceptual
theoretical understanding. One of them is the independent theatrical format, including its continuous nature of
development. In any case, a certain vagueness of ideas about the essence of this phenomenon prevents today, to a
certain extent, from more effectively solving certain applied creative problems.

Over the past decades, many works have been published in which, one way or another, the theory of
theatrical culture is presented. However, the need to cover the theoretical problems of theater studies is still
relevant in all its versatility.

The axiological point of view is a methodological core for the authors, which allows them to focus on
the specifics of theatrical culture as a field of study when considering aspects of the independent theatrical
format. In addition, the authors, trying to maintain the scientific nature of the presentation, try to avoid
unnecessary complexity, since the work can be aimed at practicing theater workers.

In addition, the author seeks to preserve the scientific nature of the presentation of the theory, to avoid
excessive complexity, since the work is focused on practicing theatrical figures.

© Shumakova S., Ostrovskaya M., 2024
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The main vector of the presented research is the theoretical understanding of the problem of the formation
and development of the actual discourse of the independent theater of modern dramaturgy as a way to realize
its creative potential. Accordingly, the object of the study is an independent experimental theater, and the
subject of the study is the actual discourse of the theater of modern dramaturgy as a sphere of conceptual and
semantic organization of stage material. Based on the logic of the consistent study of the object and subject of
research in general and, in particular, the accompanying relationships, the work pays attention to identifying the
interacting components within the phenomenon that is being considered.

The hypothesis of the study is based on the assumption that an independent theater is based on the
consistent and continuous formation and development of an actual discourse, the initial message of which is
a rethinking of the values of the modern world.

The study reflects an attempt to make an excursion into the world of modern theatrical art, which
appeals to the ideas of time as the «realm of visuality» and the complication of forms up to the expression of
the opposition of conflicting aspirations, which, according to the authors, are the main impulse driving the
theatrical experiment. The essential and content features of the modern theater are analyzed.

From the moment of its birth, the theater has been an artistic way of explaining life, reflecting on the world
and the place of a person in it, a detailed projection of the socio-historical context of the era. As a procedural
phenomenon, but practically not amenable to fixation — recording and preservation in material evidence — this is a
phenomenon that arises here and now in co-experience, co-existence, therefore it is so relevantly effective and
focused on continuous search and experiments. Speaking about the pressing global trends in the field of culture, it
is important to note that the reassessment of values on a global scale is invariably updated: the world holds the past
with passion, however, cannot stand still, entering a new era, which is characterized by new general cultural values.

Modern theater ensures that the viewer receives something that evokes ambiguous emotions and
reactions in him, which predetermines motivation of internal intellectual efforts. «Theater is a way to think
informally, it is a creative protected space where you can think freely» [7].

Accordingly, the main purpose of the theater in the modern world is not just to surprise, but to shock. In
order to start the process of «shocky, to cause a reaction, sometimes a shock is needed: a person is so arranged
that he begins to think when faced with a stressful situation. The traditional theater hardly keeps up with the
world's increasing complexity every day, offering simple formulas: «good and evily, «plus and minusy». Simple
formulations work only at first, then it becomes obvious that the depth and complexity of the issues raised by
modernity often go beyond the boundaries of the usual understanding of things, and modern theater tries to
meet the demands of the time in the sense of its ambiguity [1, 6, 7, 8, 9, 10]. In fact, this is seen as a threat of
the theater losing its original properties, as well as a hope for gaining new meanings, a new role for both the
individual and society [4].

It can be stated that the contemporary exists mainly in the coordinate system of the last century, when a
certain main line lies in the development of culture. At the same time, the actual theatrical discourse declares: the
theater can be different — traditional and non-traditional, relevant and irrelevant, in other words, it can develop in
different directions. If there is a diversity of vectors, then there is a request, then the traditional theater does not fully
satisfy the needs of the theatrical audience. This is a natural trend of the times, and this trend will only intensify.

What is the difference between the non-traditional theatrical format?

Independent — it does not depend on the state in any way, but was created by people who have their own
vision of the development of theatrical art. Experimental — the old theatrical methodology, style and expressive
means of the traditional stage are not used on the stage of the theater; theater is trying to find a new language, new
meanings, new forms. To a greater extent, emphasis is placed on modern dramaturgy, and since modern
dramaturgy opens only with modern artistic keys, the language of the independent theater is exclusively modern.

Under the concept of modern drama is not a play written now, but a play that has the right to be
performed precisely today, which is most relevant. Any performance is already a separate reality, and it is
important to create it according to its own laws, and in this regard, a theatrical production always brings
something new. Therefore, an independent theater is a space for air. These are complex productions designed
for an advanced audience interested in contemporary art [4; 5].

As for the main criterion, this is stage adequacy, the ability to think and reproduce something
intelligibly, some very simple things. Oddly enough, the modern thinking person is tired of the «eternal
holiday», he wants tears through laughter, he wants to stop the flickering carnival. It seems that an
independent theater needs to take risks and try to compose its own stories about itself and contemporary
problems, to work just for those who think deeply and see far.

Despite the existing opinions about the gradual displacement of the theater from the life of a modern
person, it still remains «a free fall and immersion in the world of special sensations, an opportunity to
immerse yourself in the inexplicable, but addictive poetic-imaginative world of the stage» in all its colors,
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where the actor is «a guide from the world of contemporary art to the world of simple human feelings» [4].
Times change, and the theater, causing controversy, provoking, making you think, never loses its relevance.

The independent experimental theater of modern dramaturgy is a place where the flight of creative
searches meets the always rigid framework of mundane organizational conditions.

The task of the theater is to keep the audience, to accurately capture the dynamics of what is
happening, to say what they even prefer not to talk about out loud. Of course, the theater can be anything, but
not boring. The brightness of expressive means, the unbridled fantasy — that the theater can and mus.

The language of signs and images that the theater offers today often already loses its modern message,
still belonging to the past, therefore, the issue of drama must strictly come to the fore. And modern theater is
trying to get away from interpretation and work mainly in the area of experiment.

The theater exists for the spectator, and in order to attract spectators, one must meet their expectations,
and if it only meets the expectations of the spectators, there is a danger of complacency and lagging behind; if he
searches and goes ahead of the viewer, there is a danger of leaving the halls half empty.

As you know, the feeling of modernity is very subjective. In this sense, the criterion of modernity can
be considered not truthfulness, but adequacy. Correspondence of the theme, problem, stage narrative
language, stage forms to what is happening «here and now is the main criterion of modernity, which
actually makes the theater relevant, able to find and draw parallels with today.

The aforementioned moments in the modern theatrical space are just beginning to be spoken out,
mainly due to the lack of stage practices themselves as spheres of living human communication. In any case,
the discussion of this issue should be broadened and deepened in aspect, because the definition of the criteria
of modernity and the designation of its boundaries can become just that impetus, that «navigationy that can
provoke experiments and searches in the field of modern theater. The theater of the new format appears as an
experience of the harmonious relationship and unity of everything that unites the modern hero and the
modern spectator in a special creative space reflecting the realities of modernity.

The independent format, as a popular non-state institution, differs, first of all, in that it feels much more
constrained financially — it is less likely to receive grants and subsidies, and is more often forced to resort to fees
and crowdfunding. In theory, sources of funding for private theaters can look broad (grants, large patrons, fans,
fundraising and crowdfunding). In reality, this is implemented, unfortunately, not very effectively. Fundraising
provides additional coverage for the project — if the theater does not raise the required amount here, it can raise it
somewhere else, but with the help of the collection and the people involved in it, it will talk about its idea.
Sometimes a collection is launched solely for this purpose, using it as an additional PR tool. In the absence of the
support of a media personality or a high-profile idea, the collection for an independent theater project is
insufficient to stage a performance that looks like true art and not an amateur performance [3].

At the same time, the advantage of the independent format is that it removes almost all restrictions on
creativity — the team can choose scripts and projects that inspire them. State theaters always dictate to young
people what and how they will do — what productions to stage and where (mainly on the small stage).
Working in a state theater for creative, promising youth is a path of compromise that not everyone is ready
for. The independent format produces non-boring performances in which, without being too academic, it
speaks to its audience about what really worries them, in essence, as creative experiments with form — these
are cutting-edge, relevant texts that explore the problems of today [11; 12].

The independent format is designed to test an alternative; it has apparently moved relatively far from the
ordinary, affirming the young energy of a new generation of theater and striving for a new interpretation of it,
combining elements of theater and film art, classics and avant-garde. The independent format presents to the audience
its own stage version of a live theater that has perfectly declared itself on the stage not as a «spectacle theatrex, but as an
«interaction theatrex». As a rule, independent theaters do not have a stage. The audience is around the point at which the
stage action pulsates. There is no division into «hall» and «stage with wingsy, into «theater» and «world» — there is no
dividing wall, there is no mirror of the stage, and the entire space is a sphere of interaction [11].

An independent format often acts as an express format project: only current (recent years) texts, pressing
social topics, a limited number of actors and timing (up to 1 hour), there may be a lack of scenery and costumes
(only a branded recognizable identity), there may any site can be used. This is an experimental project about the
problems of society here and now, a place for testing new texts as opposed to repertory theater, where plans are
scheduled for two seasons in advance. The project involves completely different theatrical genres: documentary
theatre, scientific theatre, witness theatre, the main thing is to follow a given format as horizontal theater, that is,
not presupposing a hierarchy. This is not just smart, but witty and resourceful, fashionable and elegant, energetic
and strong theater — an express format of a quick message, a quick reaction —a small theater.

In other words, the idea of creating independent formats is to create an alternative to «official» art, and
to prove that harsh, painful themes, modern texts and acute social representations are needed by the viewer.
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Although the independent format does not use anything radically new in its tools. The independent stage
becomes the center of the new theater, which, due to financial and ideological aspects, has no place in other
theater venues, as a place of creative freedom, where they experiment with many forms of art. The
independent format does not create a completely different theater in terms of mechanics and means. This is
an ordinary domestic, sometimes, if it turns out, European drama theatre.

The key organizational principle of the independent format, in contrast to the state theatrical format, is
the project-repertoire model of operation, powerful marketing and exclusive texts, which were not previously
available on the Ukrainian stage. For each new project, new people are recruited through casting;
accordingly, there is no concept of corpses (anyone can take part in a new project).

Each new performance is a project with its own deadline (about a year or two). The independent format
moves away from the understanding of a performance «for the ages», approaching the most relevant at the
moment in society, and it is played while it is relevant. The independent format is now focusing on such acute
social problems as: stereotypes, gender equality, women's rights, corruption, etc. In cinema, the production of
projects is carried out by many different specialists at once: executive producers, music producers, creative
producers, line producers. But in theaters — especially independent ones — we are talking about a completely
different scale. And all these people are replaced by one man orchestra — a theater producer. His job is literally
everything that is not directly related to creativity: formalizing an idea, finding money, assembling a team,
selling a project to the audience, organizing a tour. Essentially, a theater producer is a person who takes an idea
that exists only in name and makes it become a reality.

One of the key problems of independent formats remains the lack of platforms. However, there is a
way to implement a large number of theater venues and ensure the development of independent theatrical art.
We are talking about reformatting city cultural centers into the cultural sector with the right to «enter» and
work for independent theaters on a competitive basis for residence. In this way, a path can be charted for the
development and transformation of the independent format, with the important identification that it is
different. In addition, a common vector of development is needed, «setting the bar» for equal competition
(theaters, unfortunately, do not go to each other, everyone is «for himselfy).

There is also a problem of the following order: national theaters are in some way afraid that independent
theaters want to take away their venues. «In Ukraine there is a Ministry of Culture, which must satisfy the
spiritual needs of the population, every citizen has the right to creativity... there are some theaters in the public
sector that are subsidized by the state. And there are still some theaters, which are three times larger and are not
supported by the state. It is clear that those invested are afraid that part of something will be taken away from
them... But, on the other hand, if non-state theaters make a claim to the state and say that we perform a
function, satisfy spiritual needs, provide us with premises — this claim is fair. But the state is not building new
premises, that is, it must give away part of those that it already has» [7].

It should be emphasized that independent theaters set themselves a seemingly impossible task in their ambition:
to produce performances to distract contemporaries, who have virtually no dialogue, who do not understand each other,
from the smartphones that have completely absorbed their lives and to personally verify that theater is not necessarily
something boring, theater can become a catalyst for dialogue. Independent theaters decided to take a risk and talk to
«modern complex people» about what concerns them, and in a modern language that «catches». The independent
format offers a completely different acuity of perception, being called upon to «discoven» that theater is precisely the
place where eternal meanings intersect with the present day and the audience. He asks important questions to which his
contemporaries seem to already know the answers — at least, they have such an illusion. Modern troubled «difficult
people» have a very, very acute way of feeling this world, because they live at a high degree of anxiety and obstacles.
The independent format promotes an attempt to understand this world and oneself in it in the space of acute perception,
to be restless in exploring how this world and oneself works.

The independent format appears as a space for interdisciplinary unity of theory and practice of modern
theater. «In a society of new technologies and rapid changes, contemporary theater, as a living art form,
tirelessly seeks new forms of expression to interact with the outside world. Leading theater practitioners
confidently experiment with hybrid forms, representing a collage of arts, technologies, and media elements.
The aesthetics of modern theatrical forms are largely shaped by digital culture, which has changed our
perception of the world. New dramaturgy also develops beyond the boundaries of the theater stage and
traditional theatrical space and moves away from the dogma of the text, taking into account the physicality of
the theatrical form and the importance of all elements of stage language» [2].

The independent format is able to «operate in the context of the discourses of modern theater and
stimulate active creative search in the creation of new forms. First of all, these are non-traditional methods
for creating theatrical productions and scripts, a more open, experimental creative process, a collaborative
approach to developing material» [2]. The independent format becomes a total synthesis of artistic forms
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with performative practice in search of interactive interaction with the viewer and the search for new
forms.

The theater of the 21 st century seems «a theater of interaction and active intervention in the realities
of life, an understanding of facts and the formation of perspectives, a theater that is in tune with the rhythm
of modern society. The very paradigm of theater as a pure form has significantly changed under the influence
of modern visual art, philosophical discourses, digital technologies and mass media. The interdisciplinary
approach gave impetus to the development of dramaturgy of mixed theatrical forms, in particular, it is
difficult to overestimate the impact of performing arts» [7].

The independent format has every chance of becoming mainstream, as it strives to develop in the
trends of world theatrical art and enter the Ukrainian cultural context. An independent format, creating a new
European-oriented performative space, unlimited by the traditional theatrical stage and form, can be a
platform for the theater of the 21 st century.

Thus, the experimental theater under consideration is a multidimensional construction, basically
correlated with the realities of everyday life, but asserting its own artistic laws prevailing over life, focused
on finding an adequate language for the actual dialogue between theater and modern society. This is a form
of: artistic-figurative comprehension of today's reality, ascending to an intuitive understanding of something
that lies on the other side of the visible and tangible; experiencing creative power as a way to improve the
«world of many»; coding of aesthetic experience and comprehended truth; modeling the knowable and
comprehended as the avant-garde of artistic resistance, actively inspiring the interaction of theater with
sociology, psychology, anthropology and philosophy as coordinated disciplines.

The prospect of further research is seen in the expediency of focusing attention on the socio-cultural aspect of
the development of theatrical culture of our time, in particular on the auditorium aspect, since it is the involvement
and level of development of the theater audience that ultimately determines its sustainable functioning.
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CYYACHMMI TPEHJ TEATPAJIBHOI KYJIbTYPH : CAMOCTIMHMI TEATPAJILHUI ®OPMAT
IlymakoBa CBiTJIaHa — KaHIUJAT MUCTELTBO3HABCTBA, AOLIEHT, JIOLEHT KaQeapu peKUcypH,
XapkiBcbKa JiepKaBHA aKa/ieMisl KyJabTypH, M. XapKiB
OcTtpoBcbka MapuHa — CTapiInii BUKJIaiad Kadeapu pexxucypH,
XapkiBChKa Jiep)kaBHA aKaJeMis KyJIbTypH, M. XapKiB

Mema pobomu — BUIUIATH OpTaHi3alliiiHi NPHHININ HE3aJEKHOTO TeaTpaibHOro (Gopmary, JudepeHmitoBaTH
HOT0 CYyTHICTHO-3MICTOBHI PHCH.

Memooonozia oOocnioxcenns. MeTOmONOriYHA OCHOBA CTAaTTI BHU3HAYACTHCS 1i METOIO Ta € CHHTE30M
MHCTELTBO3HABYOTO, IPOOJIEMHO-aHATITUYHOTO Ta JIOTiKO-y3arajbHIOI0YOT0 METO/IIB, SKi B CYyKYIHOCTI JO3BOJIMIIM, Ha
Hall TIOTJIS], BUCBITJIMTH B aHAJi30BAaHMX acleKTaX O3HaueHy HAayKOBY INpoOieMy. AKCIonoriyHa TOYKa 30py Ul
ABTOPIB € METO/IOJIOTTYHUM CTPHIKHEM, 110 JI03BOJISIE 30CEPEANTH yBary Ha crenudini TeaTpanbHoi KyJIbTypH SIK rarysi
JIOCITIJPKEHHS! TIPH PO3TIISl ACTIEKTIB HE3aJIS)KHOTO TeaTpajabHOTO (hopMaTy.

Ompumani pesynomamu. Haromonryerbes, mo TeaTp — XyHOXKHIM CHOCIO OCMHCIICHHS J>KUTTS B JETaJIbHIH
NPOEKIIT COLIaIbHO-ICTOPUYHOTO KOHTEKCTY €IOXH, SIBHIIE NpOlecyalbHe, 0 NPaKTHYHO He MijjaeTbest (ikcarii;
HEe3JIeKHUH TeaTpanbHUl (opMaT — OaraTorpaHHHN KOHCTPYKT, IO NPHUHIMIIOBO CIIiBBITHOCHUTBCA 3 peaisiMU
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MOBCSIKICHHOT'O JKUTTS, aJle CTBEPIUKYE CBOI BJIACHI XyJIOXHI 3aKOHM, OPIEHTOBAHI Ha MOIIYK aJE€KBATHOI MOBH IS
PEANBHOTO JTaJIoTy TeaTpy Ta CY4acHOTO CYCITIILCTBA HA 3aTpeOyBaHi TOCTPOAKTyalIbHI TEMHU.

Hosusna crocyeTbcs BHIIICHHS B HE3aJC)KHOMY TeaTpPalIbHOMY (opMaTi HOTO CYTHOCTI SIK «H#CUB020
meampyy, «meampy 63a€Mo00ii», TBOpYOi CBOOOAM ¥ TaKWX AacHeKTiB, AK.: IHHOBaNiifHI E€KCIEpUMEHTH 3
riopugHEME (QopMaMu, MO0 € KOJa)keM HOBHX TEXHOJIOTiH, Media €IeMEHTIB i MUCTEUTB, IHIIMMH CIOBaMH,
eKCIIepUMEHTAIbHO-KPEaTUBHAM TBOPYHM IIPOIIECOM Y KOHTEKCTI HAaWHOBITHIIIMX MAHCKYpPCIB CY4YacHOTO
MHUCTENTBA TeaTpy, HETPAaJUIIMHWX METONOJIOTIH TBOPEHHA TeaTpalbHUX IIOCTAHOBOK SIK eKcmpec-(popmary
MIBUJIKOTO Mecelky. Y pycii HoBOi apamatyprii BOawaeTbcs iHTeHcH]iKalis NpIOPUTETY HIBEIIOBaHHS
JIOTMaTUKU TEKCTY 3 MOCTYIOM 032 paMKaMU TpPaJulliil TeaTpaJbHOro MPOCTOpPY Ta ypaxyBaHHAM (i3HMYHOCTI
TeaTpanbHOi (opMu H eyneMeHTIB cueHiyHOoi MoBH. CaMa ecTeTMKa Cy4YacHHX TeaTpajbHUX (GopM BOAYa€eThCS
MPOJYKOBaHOIO IIU(PPOBOIO KYJIbTYPOIO Ta TOTAIHHO OPIEHTOBAHOIO HAa O€3MepepBHUIN EKCIIEPUMEHT 1 OLTYK HOBOI
MHUCTEIIbKOI MOBH, CIPOMOXHOi Ha BIATBOPEHHS HOBUX, TOCTPOAaKTyaJIbHUX CEHCIB, y CBITJII 3MiH
CBITOCHPUHHSATTS CYy4acHOT IIIsAaubKol ayAuTOopii.

Kniouosi cnosa: aktyanbHI TEHIEHII CydacHOI TeaTpambHOI KyJIbTYpH; HE3aJCKHUH TeaTpadbHHHA (opmar;
TMOIIYK aeKBaTHOI MOBH JIiaJIOTy T€aTpy Ta Cy4acHOTO CYCIIIJIbCTBA.
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Po3risiHyTO NMHUTaHHS BUKOPHCTaHHS LM(PPOBHX TEXHOJOTiIH HPH CTBOPEHHI XYJO0XKHBOrO 00pasy i opraHizamii
TBOPYOro Mmpolecy B TeaTpi JsuiboK. KoHcTaToBaHO, 1110 1HTErpallist HOBITHIX TEXHOJIOTIH 10 TeaTpajJbHOTO MPOCTOPY €
CHUTFHOIO TEHICHITIEI0 IS Pi3HUX cep CICHIYHOTO MUCTEITBAa. BUCBITICHO acHeKTH KOMYHIKAIll «TeaTp — Iiisaady»
NpH 3aCTOCYBaHHI MOXKJIMBOCTEHl Mepexi [HTepHeT. [loka3aHo NPOSBH CHHTE3Y TPaOULiiHUX TeaTpalbHUX TEXHOJIOTiH
3 MOJACPHHMH MYJIbTUMCAIHHUMH, IUIAXA OHOBJCHHS NPHHLMIIB Ta NPUIOMIB OpraHizalii HpoCTOpPY CLEHH B
Cy4acHOMY TeaTpi JBUIbOK. PO3TIISIHYTO YMHHUKH TapMOHI3allil 32 HOBIX YMOB TBOPYHX 1 TEXHIYHUX CTOPiH MisSUTBHOCTI
XYIOXKHHUKA, a TaKOXK PO3LIMPEHHS XYJ0KHBbO-TEXHIYHOTO IHCTpyMEHTapiro 3ByKopexkucypu. Ha matepiani BucTaB
2017-2024 pp. TearpiB ianbok KueBa BusiBICHO NpUloMH 3A1IMCHEHHS XyIOXXHBOTO CHHTE3Y MpPU 3aCTOCYBaHHI
HOBITHIX TE€XHOJIOTIH.

Kniouosi cnosa: nudpoBi TexHONOrii, HOBITHI TEeXHOJOTII, cueHorpadiyHuii npocrip, 3aco0u BUPa3HOCTI,
MUCTELTBO T€ATPY JISIbOK.

Hocmanoska npobremu ma akmyanvHicme 00caioxcenns. HUHIMNHIA CBIT Aefadi IHTCHCHBHIIIEC
PO3BHUBAETHCS 1 U(BPOBI TEXHOJIOTIT MIOYMHAIOTH YKOPIHIOBATHCS Y 0araTbox cepax kuTTs. BoHM NPOHNKAIOTH
JI0 PI3HUX raixy3ed MUCTELTBA, BIUIMBAIOYM HA iXHill pO3BUTOK Ta BIOCKOHaIEHHS. He € BUKIIIOYEHHSM 1 TeaTp
msuboK. [ludpoBi TexHomMorii HagaTh HOBI MOMKIIMBOCTI ISl CTBOPEHHS JISUIBOK Ta JIEKOPAIlii, Jal0Th 3MOTY
BHUKOPUCTOBYBATH ay/ioBi3yanbHi epexTr it GopMyBaHHS aTMOC(EpH 1 eMOIIiH, a TAKOXK HAJIAI0Th MOKIIMBICTh
OHJIAaWH-TPAHCIAIA 1 3amuciB BHCTaB. [locTaHOBKH TeaTpy JISUILOK CTAlOTh OIBII CKIAJHUMH TEXHIYHO,
KOPHCTYIOUHCh HOBUMH METO/IaMH 1 TEXHOJIOTISIMH, TEATP JISUILOK CTA€ 11€ OB CHHTETUYHHM.

CyuacHi TeaTpaJibHi TOCTAHOBHUKH MAIOTh YAMAITUH Jlialia30H TEXHOJIOTIYHOTO OCHAIEHHS (CBITIIOBE
odopMIIeHHS, TPOEKIIiKHHI MPUOOPH, Bigeo300pakeHHs Toilo). CUMOi03 MUCTEITBA 1 MOJICPHUX TEXHOJIOTIH
JO3BOJISIE YXBAJIIOBATH ONTHUMAaJbHI PilIeHHS, HEOOXiIHI I IMOCTAaHOBOYHOI'O MPOILECY, L0 CIpPHSE
JIOCSITHEHHIO PE3yJIbTaTIB, K1 BIAMOBIIAIOThH MOTpeOdaM HUHIIIHBOTO Iisaaya.

BuBueHHs HOBITHIX TEHCHIIIM B MUCTEITBI TE€ATPy JIJIbOK Ta 3aaydeHHs HU(POBUX TEXHOJOTIH 110

TeaTpaJibHUX MOCTAHOBOK € aKTYaJIbHUM ACTIIEKTOM B COLIIOKYJIbTYPHOMY KOHTEKCTi ChOTOZCHHSI.
Ananiz cyuacnux oocniodicenv i nybnixayii. Y HU3LI Mpamb YKPaiHCBKUX JOCHIAHUKIB 3OIHCHIOIOTBCS CIIPOOH
BUCBITJINTH HOBI TEXHIYHI MOJIMBOCTI 30arayeHHsi MUCTEIBKOI cepH 3arajioM i Tearpy 30kpema. Tak, crarts
B. bucrpskoBoi, A. Ocaguoi i O. IliIbryk mpucBsdeHa CHUCTEMHOMY aHaji3y 3arajlbHOI XapaKTepHCTHKU
IHHOBALlIMHUX TiAXOAIB Ta TeXHONOriH y cydacHoMy mucTenrsi [1]. C. TpHKOIEHKO pO3IIIsizae MOCTAHOBKU
BUCTaB 13 BUKOPUCTAHHSAM CYYaCHHX MPOEKIIHHUX TEXHOJIOTIH B jekoparliiiHoMy odopmieHHi [S5]. CrparxHiO
EKCITaHCIF0 MYJIbTUMEIIHHNX TEXHOJIOTIH, 10 CTaja YAHHUKOM KapJIHHAJIBHOTO 30aradyeHHs 3MiCTOBHO-00pa3HUX
MOXJIMBOCTEH CHEHIYHOTO MHCTEUTBAa ¢ HAWCYTTEBIIIOID IHHOBALIHHOIO O3HAKOK CYYacHOi CIICHH,
koHcraToBaHa I'. JIunkiecekoro [3].
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