AHOTANIA

Bansko P.M. Bzaemomiss CnoBa ta Tinma (3amymMy 1 BTUICHHS) Y CHEHIYHHX
npakTukax JIbBoBa KiHIg XX — modatky X XI CTOJITTS: OHTOJIOTTYHO-OHTUYHHUM aCIIeKT.
— Kpanidikamiitna HaykoBa mparis Ha IIpaBax pyKOIHUCY.

Hucepramisi Ha 3100yTTS CTymeHs JokTopa ¢imocodii 3a CHemiagbHICTIO
024 Xopeorpadis (I'anmy3p 3Hanp 02 Kynbrypa Ta wmucreutrBo). — JIbBIBCHKHI
HAI[lOHANFHUH yHIBepcuTeT iMeH1 [Bana dpanka, JIbBiB, 2026.

VY nuceprariii po3riasHyTO iICTOpUYHY TIpoIeCyalbHICTh B3aemoii Crosa i Tina B
OHTOJIOTIYHOMY Ta OHTHYHOMY ceHcax: ClioBa sIK yHIBepCaIbHOI 171€1, TpPaHCIIOHOBAHO1
yepes 3ayM KOHKpeTHOro TBopiis 1 Tina sik pesieBaHTHOI peasizallli Takoi CMUCIOBO1
nepientii y Bcii moBHOTI ()OpMH TBOPY; Ta, BIJIMOBIIHO, CJIOBA K 3aC00Y KOMYHIKAIi
1 Tina gk crnoco0y (i3UYHOTrO ONPUCYTHEHHS TOMXKCAMOCTI Y HAOKOJIBHOMY CBITI.
[pyHTyIOUMCh HAa OTPUMAHHUX pe3yJbTarax 3AIHCHEHOro aHajizy Ta pediekcisx
nepediry Takux B3a€MOJIN TMPOBITHUMHU TEOPETUKAMH Ta MPAKTHUKAMU CHEHIYHUX
muctenTB XIX—XX cr. (ockinbku CinoBo Ta TUI0 € CyTTIO Ta OCHOBHUMM YMHHUKAMHU
nepdopaTUBHOI, TearpajabHOI 1 XOpeorpadiyHoi IITYKH), OTPUMAHO ONTHKY, 3a
JIOTIOMOTOI0 ~ SIKOi HAa KOHKPETHUX TMPHUKIANax BIJICTIAKOBAHO Tiepedir 1€l
MPOIECYaIbHOCTI 4Yepe3 BUCTaBM, MIACTBA, akiii Touo JIbBoBa q00M He3aaexKHOT
VYkpaiau. [[ns cMuCIOBOi Ta THUMOJOTIYHOT 3pYYHOCTI aHANITUKU 3 BiJICTEKEHHS
po3MaiTTs B3aemoxaiii CrnoBa Ta Tina [gOCHIIKYBaHMHA YacOBUM IPOMIKOK
MepiOAN30BaHO BIAMOBIIHO JO BIXOBUX TOMIM YKpaiHChKOI COIlaJbHOI, a TOMY
mucrenbkoi 0ytHocTi: 1985-1991 pp., 1991-2013 pp, 2013-2022 pp., 2022-2025 pp.
€IHICTh 1HTErpajbHOI Ta JIOKAIBbHOI peduieKkcii aamm 3MOry BIACHIAKYBAaTH SIK
CHIBMIPHICTb JIbBIBCHKOT MapaJUTrMH CIiB/Ili CCHCOBHOTO Ta TUIECHOTO 3 II00ATLHUMHU
TpEeHJaMH, TaK 1 OCOOJMBOCTI PETIOHAJIBHOTO CIEHIYHOro, XopeorpadigHoro
noOyTyBaHHS, 3yMOBJICH] ICTOPUYHUMH, COILIAIbHUMHU, MICIIEBUMH YHHHUKAMH TOIIIO.

Juceprairisi MICTUTh BCTYII, TPH PO3JILITH, YOTUPHAAIATH T1PO3/I1J1iB, BACHOBOK,
CIIMCOK BUKOPHUCTaHUX JDKEpea Ta AOJATKH. Y cmyni apryMEHTOBAHO aKTYyallbHICTh

BUOOpPY AOCHIPKYBAHOI TEMH, OKPECJIEHO 3B’SI30K Mpali 3 HaAyKOBUMH MPOTpaMaMu,



IUTAaHaMHU, TEMaMH, CY4aCHUMHU TEOPIEI0 Ta MPAKTUKOIO CLIEHIYHOI Ta XopeorpagiyHoi
TBOPUYOCTI, CHOPMYJIHLOBAHO METY 1 3aBIaHHS, BU3HAUYEHO OO’€KT Ta MpPEeaAMET
JOCITIJKEHHS, O3HAYEHO HOTO DKEPENIbHE MiATPYHTS, BCTAHOBJICHO BHKOPHUCTAHY Y
po0OTI METOMOJIOTII0, BUSBICHO HOBU3HY 3400yTHX pe3y/bTaTiB Ta IXHE MpPaKTUUHE
3HA4YCHHS, OCOOMCTUN BHECOK JHUCEPTaHTa, MIATBEPKEHO arpoOarlito pe3yybTaTiB Ta
BKa3aHO MyOJiKaIlii, CTpyKTypy Ta 00csT poOOTH.

Ilepwuii po30in TPUCBSYEHO OKPECICHHIO OHTOJIOTTYHO-OHTHYHOI CHUCTEMHU
KOOpAMHAT JOCTiKyBaHoi B3aemoii CnoBa 1 Tina. Y HbOMY PO3KPUTO JBOICTICTH LIUX
MOHSTH Y 3araibHOMY (Pi10cOPCHKOMY PO3YMIHHI T4 B KOHTEKCTI CHEHIYHOI MTPAKTHKH.
[IpocTexeHo KyJIbTYpHY M IIMBLTI3aIITHY T€HEaJIOT1I0 CITIBBITHOIIIEHHS CMHUCIIOBOCTI Ta
TUIECHOCTI ¥ KOHCTATOBAHO, 1110 CYYaCHUU CTaH OyTTS 1 MUCTEITBA XapaKTEePU3y€EThCs
BHUPA3HUM MMOCTMOJCPHUM aKIIEHTOM Ha TiJl.

BusiBneny xonuBanbHICT, B3aemonii Cnoa 1 Tijna BBEICHO B IIUPIIHMA
MDKJIUCIUIUTIHAPDHUN KOHTEKCT Yepe3 3alyuyeHHS OKPEMUX aHaJIOTiil 13 JUCKYpCY
KOPIYCKYJISPHO-XBWJILOBOTO JIyaji3My KBAaHTOBOi MEXaHIKA. Y I1[bOMY 3B’SI3KY
MPOCTEKEHO TMEBHY CYTrOJIOCHICTh MIDXK 3a3HAaU€HHM Jyaldi3MOM 1 CLEHIYHOIO
MOJIBINHICTIO aKTOpa, nepdopmepa Ta camoro JIHCTBa, y SKOMY CIIBICHYIOTh TyXOBHI i
MaTepianabHi, TCHUXOEMOIIMHI W BI3yaJlbHO PENPE3CHTOBAHI, CJIOBECHI W TUIECHI
yuHHUKK. Ha piBHI €BpUCTUYHUX mMapajenel OKpECIeHO CHOPITHEHICTh MIX
npuHIunom «cynepnosuiiii» E. llpeainrepa ta «nepenpupaxkanpHicTion €. bapou, a
TaKOXX TakuMHU ckiaagaukamu cuctemMu K. CTaHiCIaBCBKOTO, SIK «3alpONOHOBaHI
00CTaBUHMWY», «HACKpI3HA [isH» Ta «HAJA3aBIaHHS»; MK (DEHOMEHOM «CILTyTaHOCTI»,
noB’si3anuM 3 iMeHamu A. AlHmTaiHa 1 b. [lomonaschkoro, Ta 3MHUTTSIM €HEpTii
YYACHMKIB JIIACTBA 1 CHUIBHOTH PELMIIEHTIB Yy MPOILECI CIEHIYHOI B3a€EMO/IIi; MIX
MPUHITUIIOM «JIonoBHIOBaHOCTI» H. bopa 1 3akoHamu CIeHIYHOTO I1CHYBaHHS Ta
CTPYKTYpPHO-I1€BOI TOOYTOBH TBOPY.

Ha mincraBi aHamizy TpaaMIiiiHUX 1 MOJEPHUX MOJCICH OCMHUCIICHHS
1ICTOPUYHOTO, KYJBTYPHO-ITUBUII3AIIITHOTO Ta MUCTEI[LKOTO TOCTYITy C(hOPMYITILOBAHO U
BepU((DIKOBAHO TINOTE3Yy IHTErPaIbHOI CHIPAIBHO-PU30MATUYHOI MOJIEN, IO MOETHYE

KOJIOBOPOTHHM, JIHIAHUM, CHipaJbHUM 1 XAOTHMYHO-PU3OMATHUYHUNA BUMIPU 1, WIO



HiATBEP/UKYEThCSL  PO3BIAKAMU, HAMOUIBII  aJeKBAaTHO BIJAMOBIAAE€ Cy4YaCHOMY
po3yMiHHIO aiicHOCTI. [{f0 Mozenb 3acTocoBaHO 10 MOCHiIKeHHs B3aemonii Ciosa 1
Tina y mucrenbko-nepGopMaTHUBHOMY BUMIpP1 SIK KOJMBAJIbHO-XBHIBOBOTO MPOILIECY 3
MOYEProBUM I€pEeBaKaHHAM OJHOTO a00 IHIIOrO KOMIIOHEHTa 3a HasBHOCTI
pU30MATUYHUX PEBEPCIB, BIAXUICHD 1 CHOHTAHHOCTEH.

OxpeciieHO OHTOJNOTIYHO cTabimizamiiiHy QyHkmito ['pu y BperymtoBaHHI Ta
rapMoHi3allii X KOJIMBaHb, OCKIJILKH Mapaaurma B3aemo/1ii Ciosa i1 Tina Ta mapaaurma
['py BUSBISAIOTH CTPYKTYPHY CHHXPOHHICTh. APTrYMEHTOBAHO, IO TUTHBKA Y MOMEHTHU
BITHOCHO1 PIBHOBAaru, KOJU HaWOUIbII MMOBHO peai3yeThCs ITPOBUI MPHUHIIUII, CIOBO
HaOyBae skoctet CioBa, a TUIO — CMHCIOBOI HamoBHeHocTi Tina. KommiexkcHuit
MDKIUCUUIUTIHAPHUNA aHaMI3 [IUX B3a€EMO/IIN 1aB 3MOTy 3HOBY BUOKPEMHTH aKTyaJlbHY
1J100aabHy TEHCHIIIIO 10 MOCUJICHHS TUIIECHOCTI.

Y opyeomy po30ini po3rasHYTO TEOPETHUKO-IIPAKTHYHI MO3MINT MOA0 B3aEMOIIT
CrnoBa 1 Tina y mparsix Ta CUEHIYHUX MPAaKTUKax MPOBIIHUX NPEICTaBHUKIB Pinocodii,
muctenTBa 1 Tearpy XIX—XX cromte — @. Hinme, Jlecs Kypb6aca, A. Aprto, K.
Cranicnascbkoro, €. I'poroBebkoro. I[lokazaHo, 1o, 3 ogHOro OOKY, iXHI KOHIIEMIIi
BIJIJI3EPKAJIIOBAJIM TIaHIBHI TEHICHIIIT BIIMOBIIHOT 00K B MUCTEIIbKO-TIephOpMaTHBHIN
cdepi, a 3 1HIIOTO — CYTTEBO BIUIMBAJIM Ha TMOJajbIne (OPMYBAaHHS LIMX TEHICHIIIM.
OKpecCJICHO SIK CYTrOJIOCHICTh I1XHIX KIIOYOBUX TMOTJSAAIB, TaK 1 I1HIUBIAyaJIbHI
«pU30MATUYHI» BIJIMIHHOCTI.

®. Hiume BHU3HAYEHO OJHUM 13 OCHOBHHUX IHTEJNEKTYyaJIbHUX pPe(QIEKTOPIB 1
MIPOTAroHICTIB €MOXH MOCUJIEHOI YBAru J10 TIJIECHOCTI. ApryMEHTOBAHO, 1110 CaM€e B OTO
dimocodii Oyno mepBUHHO BiapedriekcoBaHO Ti i/IeHHI 3pYIIEHHS, SIKI 3T0JIOM CTalu
BOKJIUBUMHU 111 (DOPMYBaAHHS MOJEPHHUX 1 TOCTMOJCPHHUX MOJICIICH OCMHUCIICHHS TiJa.
[IporomomenHss «cmepti bora» 1HTEpIpeTOBaHO SK 3aKIWK JO BIAMOBH Bij
JTUCKPEUTOBAaHUX MeTai3uyHUX Omop 1 3BEpHEHHS JO [IOHICIMHOTO Hayaa
TUIECHOCTI.

KommapaTuBHO, AUCTHHKTUBHO Ta XPOHOJIOTIYHO 3ICTABJICHO  ITOTJISIN
JI. Kypbaca, A. Apto Ta €. ['pOTOBCHKOTO, pejieBaHTHI 10 TeMHU IociimkeHHs. Ha

MiJICTaBl IbOTO YKJIAJEHO TOPIBHSAIBHY Tabmuito, mnomany B Jlomatky b, ska



KOHKPETH3y€ PpO3rOPTaHHA TJ00AJIBHOTO PYyXy CIEHIYHUX MHCTEUTB Y Harpsami
MOCHJICHHSI TUIECHOTO KOMITOHEHTA.

OkpeMy yBary 30CEpeIKEHO Ha YHIKAIBHOCTI J>XHTTEBOTO 1 TEOPETHKO-
npakTuaHoro jaocBiay Jlecs Kypbaca y cdepi ClieHIYHOTO MUCTENTBA. XPOHOJIOTTYHO
BUOKPEMJICHO MO0 MPIOPUTETHICTh Y PO3MI3HABAHHI Ta KOHIENTYaJIbHOMY BU3HAYEHHI
OCHOBHUX CBITOBHX 1 CIIEHIYHUX TE€H/ICHIII HOBITHBOI 100U, a TAKOXK Y 1X MPAKTUIHOMY
BTUICHHI. HarosomeHo Ha CBOEPIHOCTI MOro y3arajJibHIOBAIBHUX YCTPEMIIIHb SK
TeaTpaJbHOTO MPAKTHKA, CIPSIMOBAHUX HAa BIJAHOBJICHHS MOBHOTU Mep(HOPMATUBHOTO
OyTTs sik 6anancy Cnosa 1 Tina.

Tpemiu po30in, Ha MIATBEPHKEHHS JAEIYKTUBHO C(POPMYIILOBAHOI TIMOTE3U MPO
HApOCTaHHSA TEHJEHIIT JO TUIECHOCTI, MICTUTh IHIYKTUBHUM aHa3 CIEHIYHOTO
npoiiecy JIbBoBa 100M He3alle)KHOT YKpaiHM Ha KOHKPETHUX MPUKIIagaxX peai3oBaHUX
MIOCTaHOBOK, JAiMcTB Ta akiiit. [Tepiox 1985-2025 pp. moaiJieHO Ha €Tay BiIOBIIHO J10
KIIFOUOBUX MOJIA J0OU: eTan Mi3HbOPAASHCHKUX TpaHcpopmauiit (/985—-1991), eran
BIJIHOBJICHHS JIEPKABHOI CAaMOCTIMHOCTI Ta paHHBOI He3aIeKHOCTI Ykpainu (/991—
2013), erann PeBourorii I'i1HOCTI 1 MOYATKy pOCIMCHKOI 30poiiHOi arpecii (2013-2022),
5) eran noBHOMacITabHOTO BTOprHeHHs PO 1 cyuacHori Bivinu (2022—2025). Bognouac
3aBEpIICHHS «3aCTOIO» Ta MoYaTok «mepedymoBu» y 1970-1980-x pp. XX cT.
PO3TISHYTO SIK BaXJIUBE MEPEIICTOPHUYHE TII0, 110 3HAYHOIO MipPOIO 3yMOBHIIO MO 1AJIbIII1
IPOLIECH.

VY cTaHOBJIEHO, IO MOYATOK KOXKHOTO 3 O3HAYEHHX YaCOBUX BIAPI3KIB BUPI3HABCS
CBOEPITHUM CHAJTaXOM CMHCIIOBOCTI, TOB’si3aHoi 3 omepTsMm Ha Crnoso. lle
3YMOBJIIOBJIOCS ~ €K3UCTEHIIMHUMM  BUKJIMKaMH, fKI KarajmidyBalid OYTTeEBe,
HalllOHAJIbHE Ta 1HAMBIAYyaJbHE CaMOYCBIOMIIEHHA. Y Tearpl Ta Xopeorpadii — y
KOXXHOMY BHUIIQJKy TIO-PI3HOMY — Taka TEHJEHIlsS BUSBISJIACS B TIEpEBaKaHHI
MOCTAaHOBOK YKPAiHCHKO1 Ta CBITOBOI KJIACHKHU a00 Cy4yacHOI JpamMaTyprii 3 BUpa3HUM
CMHUCJIOBUM 1 HAIlIECTBEPJHUM TIEPCAKIICHTYBAaHHSAM, Y BHUHUKHCHHI HOBHX
TeaTpabHUX, XOopeorpadiyHUX Y MUKIUCIUILTIHApHUX dopmarliii abo Tpancdopmartii

B)K€ HASIBHUX; Yy BIIHOCHOMY 3MEHILEHHI pojl (pOpMaibHUX €JIEMEHTIB CLIEHIYHOIO



BTiIeHHs. Lli sBUIA 1HTEPIPETOBAHO SIK CBOEPITHI «PU3OMATHUHI» BIIXUJIEHHS BiJ
3arajbHOTO CBITOBOTO PYXY JI0 MOCUJICHHS TLIECHOCTI.

[Topsim 13 mMM y BHCTaBaXx MPOCTEKEHO IOCTYIOBE 3POCTAHHS OHTUYHOTO
ckyagHuka B3aemo/ii Criosa 1 Tia, 1110 BUSBISUIOCS B TOCHIICHH] (POpMaIbHO-TIIIECHOTO
KOMIMoHeHTa. [lg mapagurma peanizyBanacs y 30UIbIIEHHI KIJTBKOCTI MOCTAaHOBOK Ta
aKIii, y KX BepOAJbHUN YMHHHUK OYB MIHIMaabHUM a00 BiJCYTHIM, a CIICHIUHA Iis
posroprayiacsi TMepeBaXHO SK TiIecHa pedJieKcis; y 3pOCTaHHI KUIBKOCTI BJacHE
neppopMaTUBHUX aKIliil; y MpeBallOBaHHI MPOBOKATUBHO-(POPMAILHOTO KOMIIOHEHTA
32 PO3MHUTOI a00 HEYITKO apTHKYJIHOBAHOI CMHUCJIOBOI CTPYKTYPH; y BIIPOBAIKCHHI
MOCTMOJIEPHICTCHKOTO,  MOCTJAOKYMEHTAJIBHOTO, MOCTAPAMATUYHOIO Ta  1HIIOTO
THCTPYMEHTApPII0, 30CEPEIHKEHOTO MEPEBAKHO HA JEKOHCTPYKIIII YCTAJICHUX CMUCIIB
mo3a BIJHAXO/KECHHSM HOBHUX; Y TOSBI HOBHX ¢opmarliii 1 rpym, [0 aKTUBHO
OMAHOBYBAJIM BIJAMOBIAHI HaNpsIMH Ta BUpaXalbHI 3acoOW; Yy CIPOIIECHHI Ta
«3a3€MJICHHD» TEMaTUYHOrO IOJs Ta NPHUMITHBI3ALIl AOCHIIKYBaHUX KOJI3ii; y
MOCWJICHHI OpIEHTAIlli YaCTUHU CIICHIYHOTO MPOJYKTYy Ha po3BaxkaibHI (Qopmatu; y
IIUPIIOMY BHUKOPHCTAHHI TI03aBEPOATbHOI JICKCUKH BYJIWYHOTO 1 TUIOMIAJHOTO
BUJIOBUIIA; Y 3pPOCTaHHI IHTEpeCy M0 TCUXOJOTIYHUX 1 (Di310JIOTIYHUX JeBlalii
CYCIIUIBHOTO Ta 1HIUBITyaJIbHOTO Oy TTS.

OkpeMo aKIEHTOBAHO 1 HA 3HAYHUX 1HCTPYMEHTAIbHO-()OPMANbHUX 300yTKAX,
JIOCSITHYTUX Y TIPOIIEC] MPOCYBaHHS JI0 TUIECHOCTI, Ta Ha iX MO3UTHBHOMY BHECKY B
PO3LIMPEHHS XYA0XKHBO-BUPAKAIBHUX TOPU3OHTIB CUEHIYHOrO 1 XOpeorpagpiyHoro
MHCTEIITBA.

Ha migcraBi nmpoBeAeHOr0 aHali3y BHCIOBJICHO MPUMYIIEHHS MPO MEPCIEKTUBY
MOCTYIOBOTrO BpiBHOBakeHHss CrnoBa 1 Tijma micig eTamy JOMIHYBaHHSI TLIECHOTO
KOMITIOHEHTa. Ha KopucTh IIhOTO CBiUaTh YK€ 3rajlaHi MEepiOJUYHI CIJIECKU
HaIlOHATBHUX, 1HAWBIyaIbHUX, MUCTEIIPKUX 1 CIIEHIYHUX YCTPEMIIIHb JI0 BiTHAWICHHS
Ta YTBEPI)KCHHS CMHUCIIOBOI TOXKCAMOCTI B KPH30BI MOMEHTH ICTOpIi, 110 MOXXHa
TIYMAUUTH K BUSB OPTaHIYHOTO IHCTHHKTY CaM030epEeKeHHS, OCKUTHKH MMPOTUCTOSHHS
€K3UCTCHIIIMHUM BUKJIMKAM MOTpeOye IiIicHOCTI. [0 TeHIeHI0 MiATBEepIKYIOTh

TAKOXX TIOCTAHOBKM 1 akKIli, y $KUX TapMOHIHHO TOE€IHYIOTbCS  HAOYTI



MOCTMO/ICPHICTCHKI IHCTPYMEHTH 3 HAHOBO aKTyai30BaHUMH MNIMOOKUMH CMUCTaMH. Y
UX BUMAJKaX HOBI YMIHHS Ta 1HCTPYMEHTHU 3 UHCTO «JIEKOHCTPYKTHUBHUX» UEpe3
«M1NOPSAIKYBAaHHS IIHHICHIH KAl CTalOTh KOHCTPYKTUBHUMH 1 HA0YBaIOTh MIOBHOTO
oOpa3HOro TMEpEeTBOPEHHsI 1 3aBeplieHHs. Bka3zaHy mnapaaurmy 3acBiIUy€ TaKOX
3BEpPHEHHSI JI0 CJOBa HAaBITh Y IUJIACTUYHO-XOpPEOrpapiuHUX KOJIEKTUBAX, TPAJAMUIIIINHO
MEHIII 30pI€EHTOBAHWX Ha BepOaTbHICTh, a TAKOX TOSBA TEATPO3HABUMX 1
MUCTEITBO3HABYMX OCMHCIEHb Ta IPOTHO31B MIOJI0 MOKJIMBOTO BPIBHOBAXKEHHS,
CYroJIOCHUX 3araibHO(iIOCOMCHKUM TiepenOadeHHsIM 30allaHCyBaHHS, 30KpeMa B
Mexax «¢igocodii OHOBIEHH» 1 «MeTa(i3UKH TOTAIBHOCTI» KUiBCchbkoi JlabopaTopil
MOCTHEKJIACUYHHUX METOJI0JIOT 1 M1 KepiBHUIITBOM IIpodecopa B. Kizimu, y sskux Takox
MPOCTEXYEThCS MOMIYK €HOCTI CroBa 1 Tij1a B OHTOJIOTTYHO-OHTUYHOMY CEHCI.
Pe3tomoBaHO, 1110 JIbBIBChKA CIi€Ha Ta NepPopMaTHBHI MHCTELTBA, OyIy4yu
OKpPEMOIO JIAHKOIO TIJIO0QJIbHOTO  KYJIbTYPHO-LUMBLII3aLIHHOTO, MHUCTEIBKOT0 M
CIIEHIYHO-TEaTPaIbHOTO MPOLIECY OHTOJOTTYHO-OHTUYHOI B3aemo/ii CnoBa 1 Tina, Ha
CYy4yaCHOMY €Talll 3arajJoM pPO3BHBAIOTHCSA B PYCJl CBITOBOI TEHIEHIIT 10 MOCHJICHHS
TIJIECHOTO KOMIIOHEHTa. BojaHoyac uwuciaeHH1 OYyTTeBI, MHCTELbKI Ta TeaTpaibHI
criajiaxyv CMHCJIOCTBEPKEHHSI, 0COOJIMBO B YMOBAaX BiifHU, 3aCBIUYIOTh, 1110 111 CIIEHA
€ TAKOX OJHHUM 13 CEpPEJIOBHII] MOIITYKY MMOBHOTH B3aemoii Ta piBHoBaru Cnosa 1 Tina
K Y CUEHIYHI{, IIACTUYHINA MPAKTHUIIL, TAaK 1 B IIUPIIOMY KyJIbTYPHOMY KOHTEKCTI.
Pe3ynbpTat 1bOro JOCHIKEHHS MOXYTh CIYTyBaTH TEOPETHUYHUM MIAIPYHTSIM
JUIS  TIOAANbIIOTO BWBYCHHS AaHANI30BaHWX B3AEMOJiN, BHUKOPHUCTOBYBATHUCS B
OCBITHBOMY MpoLecl JJs MIATOTOBKM HOBOI PEXHUCEPCHKOi, Mep(popMaTUBHOI,
xopeorpadiuHoi, TeaTpO3HABYOI Ta aKTOPCHKOI TeHepallii, a TaKoK OyTH OPIEHTUPOM
JUIsl TIPAKTUKIB TeaTpy y BUPOOJIEHHI KOMIUJIEKCHOI CTpaTerii 1 TAKTUKU PO3BUTKY SIK
TBOPYMX KOJICKTUBIB, TaK 1 OKPEMHUX MHUCTCUBKUX I1HIMBIAYyaIbHOCTEH y HAMpsMi 0

MOBHOTH piBHOIIPaBHO1 B3aemo/ii Crosa i1 Tina.

Kuarwuosi caoBa: CioBo — Tino — 3amucen — BTIUIEHHS, MHCTEITBO, Teatp,
BHUCTaBa, rpa, xopeorpadis, pexucep, TaHElb, aKTOpP, CEHCOBHICTh — TUIECHICTD,

nephopMaTUBHICTh, OHTOJIOTISI, OHTHKA.



ABSTRACT

Valko R. M., Interaction of the Word and the Body (Intention and Embodiment)
in the Stage Practices of Lviv in the Late 20th — Early 21st Century: An Ontological—
Ontic Aspect. — Qualification scholarly work (manuscript).

Dissertation for the degree of Doctor of Philosophy in Specialty
024 Choreography (Field of Knowledge 02 Culture and Arts). — Ivan Franko National
University of Lviv, Lviv, 2026.

The dissertation examines the historical processuality of the interaction between
Word and Body in the ontological and ontic senses: Word as a universal idea transposed
through the conception of a particular creator, and Body as the relevant realization of
such semantic perception in the full completeness of the work’s form; and,
correspondingly, word as a means of communication and body as a mode of the physical
presence of selfhood in the surrounding world. Based on the results of the analysis
carried out, as well as on reflections on the course of such interactions by leading
theorists and practitioners of the performing arts of the nineteenth and twentieth
centuries (since Word and Body constitute the essence and the principal factors of
performative, theatrical, and choreographic art), an analytical perspective has been
obtained that makes it possible to trace this processuality through specific examples of
performances, actions, events, and other artistic practices in Lviv during the period of
independent Ukraine. For conceptual and typological clarity in tracing the variety of
interactions between Word and Body, the period under study has been divided according
to milestone events in Ukrainian social and, accordingly, artistic existence: 1985—-1991,
1991-2013, 2013-2022, and 2022-2025. The combination of integral and local
reflection made it possible to trace both the correspondence of the Lviv paradigm of the
interaction between the semantic and the bodily with global trends and the specific
features of regional stage and choreographic development conditioned by historical,

social, and local factors.



The dissertation consists of an introduction, three chapters, fourteen subsections,
conclusions, a list of references, and appendices. The introduction substantiates the
relevance of the selected topic, outlines the connection of the study with academic
programs, plans, and themes, as well as with contemporary theory and practice of stage
and choreographic creativity, formulates the aim and objectives, defines the object and
subject of research, identifies its source base, specifies the methodology used, reveals
the scientific novelty and practical significance of the results obtained, the personal
contribution of the author, confirms the approbation of the results, and indicates the
publications, structure, and scope of the dissertation.

The first chapter is devoted to outlining the ontological and ontic coordinate
system of the interaction between Word and Body under study. It reveals the duality of
these concepts both in a general philosophical sense and in the context of stage practice.
The cultural and civilizational genealogy of the correlation between semanticity and
corporeality is traced, and it is established that the contemporary state of being and art
1s characterized by a pronounced postmodern emphasis on the body.

The revealed oscillation of the binary interactions between Word and Body is
introduced into a broader interdisciplinary context through the use of certain analogies
from the discourse of wave-particle dualism in quantum mechanics. In this regard, a
certain consonance is traced between this dualism and the stage duality of the actor, the
performer, and the performance itself, in which spiritual and material, psycho-emotional
and visually represented, verbal and bodily factors coexist. At the level of heuristic
parallels, affinities are outlined between E. Schrodinger’s principle of “superposition”
and E. Barba’s “pre-expressivity,” as well as such components of K. Stanislavsky’s
system as the “given circumstances,” the “through action,” and the “super-objective”;
between the phenomenon of “entanglement,” associated with the names of A. Einstein
and B. Podolsky, and the merging of the energies of the participants in the performance
and the community of recipients in the process of stage interaction; and between N.
Bohr’s principle of “complementarity” and the laws of stage existence and the structural-

dynamic construction of the work.



On the basis of an analysis of traditional and modern models of understanding
historical, cultural-civilizational, and artistic development, a hypothesis of an integral
spiral-rhizomatic model has been formulated and verified. This model combines cyclic,
linear, spiral, and chaotic-rhizomatic dimensions and, as confirmed by the research,
corresponds most adequately to the contemporary understanding of reality. This model
has been applied to the study of the interaction of Word and Body in the artistic and
performative dimension as an oscillatory-wave process with the alternating
predominance of one or the other component in the presence of rhizomatic reversals,
deviations, and spontaneities.

The ontologically stabilizing function of Play in regulating and harmonizing these
oscillations 1s outlined, since the paradigm of the interaction of Word and Body and the
paradigm of Play reveal a structural synchronicity. It is argued that only at moments of
relative balance, when the principle of play is realized most fully, does word acquire the
qualities of Word, and body the semantic fullness of Body. A comprehensive
interdisciplinary analysis of these interactions has again made it possible to distinguish
the current global tendency toward an intensification of corporeality.

The second chapter examines theoretical and practical positions concerning the
interaction of Word and Body in the writings and stage practices of leading
representatives of philosophy, art, and theatre of the nineteenth and twentieth centuries
— F. Nietzsche, Les Kurbas, A. Artaud, K. Stanislavsky, and J. Grotowski. It is shown
that, on the one hand, their concepts reflected the dominant tendencies of their respective
periods in the artistic and stage sphere, and, on the other hand, significantly influenced
the further formation of these tendencies. Both the consonance of their key views and
their individual “rhizomatic” differences are outlined.

F. Nietzsche is identified as one of the principal intellectual reflectors and
protagonists of the age of intensified attention to corporeality. It is argued that it was in
his philosophy that those ideological shifts later important for the formation of modern
and postmodern models of understanding the body were first reflected. The proclamation
of the “death of God” is interpreted as a call to abandon discredited metaphysical

foundations and to turn toward the Dionysian principle of corporeality.



The views of Les Kurbas, A. Artaud, and J. Grotowski relevant to the topic of the
study are compared comparatively, distinctively, and chronologically. On this basis, a
comparative table presented in Appendix B has been compiled, which specifies the
unfolding of the global movement of the performing arts toward the strengthening of the
bodily component.

Particular attention is focused on the uniqueness of Les Kurbas’s life experience
and theoretical-practical work in the field of stage art. His priority in recognizing and
conceptually defining the main global and stage tendencies of the modern era, as well as
in their practical embodiment, is highlighted chronologically. The originality of his
generalizing aspirations as a theatre practitioner aimed at restoring the fullness of
performative being as a balance of Word and Body is emphasized.

The third chapter, in support of the deductively formulated hypothesis about the
growing tendency toward corporeality, contains an inductive analysis of the stage
process in Lviv during the period of independent Ukraine based on specific examples of
realized productions, events, and actions. The period from 1985 to 2025 is divided into
stages according to the key events of the era: the stage of late Soviet transformations
(1985-1991), the stage of the restoration of state independence and early independence
of Ukraine (1991-2013), the stage of the Revolution of Dignity and the beginning of
Russian armed aggression (2013-2022), and the stage of the full-scale invasion of the
Russian Federation and the contemporary war (2022-2025). At the same time, the end
of the “‘stagnation” period and the beginning of “perestroika” in the 1970s—1980s are
considered an important prehistorical background that substantially conditioned the
subsequent processes.

It has been established that the beginning of each of the indicated periods was
marked by a peculiar surge of semanticity connected with reliance on Word. This was
conditioned by existential challenges that catalyzed existential, national, and individual
self-awareness. In theatre and choreography — differently in each case — this tendency
manifested itself in the predominance of productions of Ukrainian and world classics or
contemporary drama with a pronounced semantic and nation-affirming re-accentuation;

in the emergence of new theatrical, choreographic, or interdisciplinary formations or in
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the transformation of existing ones; and in a relative reduction in the role of formal
elements of stage embodiment. These phenomena are interpreted as peculiar
“rhizomatic” deviations from the general global movement toward the strengthening of
corporeality.

At the same time, the performances reveal a gradual growth of the ontic
component of the interaction between Word and Body, manifested in the strengthening
of the formal-bodily element. This paradigm was realized in an increase in the number
of productions and actions in which the verbal factor was minimal or absent and the
stage action unfolded predominantly as bodily reflection; in the growth of specifically
performative actions; in the predominance of a provocative-formal component combined
with a blurred or indistinctly articulated semantic structure; in the introduction of
postmodernist, post-documentary, postdramatic, and other instruments focused
primarily on the deconstruction of established meanings without finding new ones; in
the emergence of new formations and groups actively mastering the corresponding
directions and expressive means; in the simplification and “grounding” of the thematic
field and the primitivization of the conflicts under study; in the strengthening of the
orientation of part of stage production toward entertainment formats; in the broader use
of the non-verbal language of street and fairground spectacle; and in the growth of
interest in psychological and physiological deviations of social and individual being.

Special emphasis is also placed on the significant instrumental and formal
achievements gained in the process of movement toward corporeality and on their
positive contribution to the expansion of the expressive horizons of stage and
choreographic art.

On the basis of the analysis conducted, an assumption is made regarding the
prospect of a gradual rebalancing of Word and Body after the stage of the dominance of
the bodily component. This is supported by the already mentioned periodic surges of
national, individual, artistic, and stage aspirations toward finding and affirming
meaningful selthood in crisis moments of history, which may be interpreted as a
manifestation of an organic instinct for self-preservation, since resistance to existential

challenges requires integrity. This tendency is also confirmed by productions and actions
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in which acquired postmodern instruments are harmoniously combined with newly
actualized deep meanings. In such cases, new skills and instruments, from being purely
“deconstructive,” through their subordination to a value scale, become constructive and
acquire full figurative transformation and completion. The indicated paradigm is also
evidenced by a turn toward the word even in plastic-choreographic collectives
traditionally less oriented toward verbal expression, as well as by the emergence of
theatre studies and art criticism interpretations and forecasts concerning possible
rebalancing, consonant with general philosophical predictions of balance, in particular
within the frameworks of the “philosophy of renewal” and the “metaphysics of totality”
of the Kyiv Laboratory of Post-Nonclassical Methodologies under the direction of
Professor V. Kizima, where a search for the unity of Word and Body in the ontological
and ontic sense is also traced.

It is summarized that the Lviv stage and the performing arts, being a distinct link
in the global cultural-civilizational, artistic, and stage-theatrical process of the
ontological and ontic interaction of Word and Body, are at the present stage generally
developing in line with the worldwide tendency toward strengthening the bodily
component. At the same time, numerous existential, artistic, and theatrical surges of
meaning-affirmation, especially under wartime conditions, testify that this stage also
constitutes one of the environments in which the fullness of interaction and the balance
of Word and Body are being sought both in stage and plastic practice and in the broader
cultural context.

The results of this study may serve as a theoretical foundation for further research
into the interactions analyzed, may be used in the educational process for the training of
a new generation of directors, performers, choreographers, theatre scholars, and actors,
and may also serve as a guideline for theatre practitioners in developing a comprehensive
strategy and tactics for the advancement of both creative collectives and individual artists
toward the fullness of an equal interaction of Word and Body.

Keywords: Word — Body — conception —e mbodiment, art, theatre, performance,
play, choreography, director, dance, actor, semanticity—corporeality, performativity,

ontology, ontics.
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