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The article analyzes the potential of different types of training in the process of forming the acting skills
for future students majoring in 026 Performing Arts. It has been determined that acting is a special
state of experiencing. It is a role that can be achieved through training. The article summarizes the
definition of the term “training”, which is an unconventional form of training organization, a way of
organizing the activity of its participants with the aim of acquiring special knowledge and developing
skills necessary for professional activity on this basis.

Thus, psychophysical training helps to develop imaginative thinking, attention, a sense of a partner,
distance, the ability to fix movements and plastically rebuild, creating a vivid image, accordingly
forming the skill of an actor. Special attention is focused on actor training. It is understood as the
process of improving the actor’s entire organism. It is done by adapting it to the increased requirements
in practical work by playing systematic exercises that gradually become more difficult and increase the
actor’s load.
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Y cmammi npoananizoeano nomewnyian pisHux eudie mpewinzy y npoyeci opmy8aHHs aKmMOPCbKOi
Mmaticmeprocmi  maubymuix @axisyie cneyiaronocmi 026 cyeniyne mucmeymeo. Busnaueno, wo
aKmopcoKka MAlucCmepHicms € 0COONUBUM CMAHOM NEPEeHCUBAHHA DO, AKOI MONMCHA OOCASHYMU
3a 00NOMO20I0 MPEeHY8anHs. Y3azcanbHeHo Oe@iHiyilo mepMiHy «mpeHiHe», SKUUl 5611€ 0000
Hempaouyiiiny popmy opeanizayii HA8UAHHs, CROCIO OPeaHi3ayil AKMUBHOCMI 11020 YHACHUKIG 3 MEMOI0
3000ymms  CReYiaibHUX 3HAHb, GUPOONIeHHsT HA Yili OCHOGI YMIiHb [ HABUYOK, HEOOXIOHUX OJis
npogecitinoi disibHOCMi.

Ipoananizosaro pizHi 6uou mpemineie (Qizuunuil, nCuUxo@izuyHUL, AKMOPCOKULL), WO GUKOPUCTOBYIOMb
Cb020OHI 6 npoyeci npogheciinoi nidcomosxku maubymuix axkmopis. Tak, ncuxogizuunuii mpeHine
donomazae po3suHymu 00pasHe MUCTIEHHS, Y8azy, i0UYmMms napmuepa, OUCmanyii, 6MiHHa Qixcysamu
pyXu U RHIACMUYHO Nepeby008y8amucs, CMmeoprdl ACKpasuti oopas, 8ionosioHo Gopmywyu
maticmepHicms  akmopa. Ocobnusa yeaza 30cepeddiceHa Ha AKMOPCbKOMY MpeHiHey, AKUll Mu
PO3yMIEMO, AK npoyec 800CKOHANEHHS 8Cb0O20 OP2AHI3MY AKMOpPd, NPUCMOCYBAHHS 11020 00 NIOBULEHUX
8UMOZ Yy NPAKMUYHIL pOOOMI WIIAXOM NPOSPABAHHA CUCMEMAMUYHUX 6NpaAs, 5Ki NOCMYNO80
VCKIAOHIOIOMbCA [ 30116UYI0OMb HABAHMAICEHHS HA AKMOPA.

3anpononosano euxKopucmogysamu 6npasu 6 aKmMoOpCbKOMY MPEHIHZy, 2PYNyIouu ix Ons pO36UMKY
0p2aHiz08aHoCmi, MEOPUO20 KOAEKMUBIZMY, MEOPUUX YMIiHb | HABUYOK M A30601 y8acu, 600CKOHANEHHS
KiHeCmemuyHux Giouymmis, nam’simi, 30p08020 CHPUUHAMMS, CMITUGOCMI Ul eleMeHmie Xxapakmep-
HOCMI; CEHCOPHUX YMiHb, emoyiuHoi nam’sami, memnopummy. Ilpeocmaeneno Komniekc 6npas, ujo
MOJCYMb Oymu euKopucmati y npogecitiniti. niocomosyi 3006yeauie ¢axoeoi neped suwoi oceimu
cneyianoHocmi 026 CyeHiuHe MUCmMeymeo. 36ilbHeHHS 8I0 M A308UX HANPYIHCEHb («3aMUCKAYIBY).
Hoemvcs no enpasu na «posiepisannny (snpasa «Pas, 06a»); enpasu na 3ocepedcents yéazu (6npasa
«cmineysvy); po3eumoxk yaeu U ¢paumasii (enpasa «Jomawni cnpaguy);, po3eUmox 6epOanrbHUX i
HegepbanbHUX 3aco0i8 cniiKkysants (enpasa « Pescucep, akmopy).

Knrwuosi cnoea. mpenine; akmopcoKuil mpenine; ncuxoQizuuHuil mpenine; MaucmepHicms akmopa,
maubymui akmopu; manoymHi ¢gaxieyi cneyianorocmi 026 CyeHiune mucmeymaso; npogecitina nio2omogka.

Art, as a sphere of social consciousness, has special means of influencing the
development of an actor’s skills. Theater has the greatest opportunities in this regard, as it
accumulates the expressive means of literature, music and visual arts. The art of theater has an
amazing ability to merge with life. Although the stage performance takes place on the other
side of the stage, in moments of high tension it erases the boundary between art and life and is
perceived by the audience as reality. Visual culture largely depends on the nature of the art
that is offered to the viewer. The more complex the aesthetic, ethical, or philosophical task is,
the more profound the thinking becomes, the greater the intensity of the experience, and the
more sophisticated the taste of the audience becomes. The requirements that theater sets for
the audience demand a high level of acting skills from the actors, which should be developed
in the process of professional training.

There have recently appeared the dissertation studies devoted to the professional
training of future specialists in the specialty 026 Performing Arts. Thus, A. Kolenko studied
the peculiarities of the formation of performance skills of future bachelors in the acting art of
dramatic theater and cinema in the process of professional training [3]; S. Nabatov carried out
a comparative analysis of the system of professional training of future theatrical art specialists
in the universities of the USA and Ukraine [5]; N. Stadnichenko substantiated the
organizational and pedagogical conditions for preparing a future actor for professional
communication [10]; V. Shtefiuk focused attention on the interculturality of actor training in
modern theater art [14].

However, the possibilities and specifics of using different types of training in the
process of professional training of future actors remain insufficiently explored.

The purpose of the article is to reveal the essence of the concept of “training”, to
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determine the potential of different types of training in the formation of future actors’ skills.
Presentation of the main material of the study with a full justification of the obtained
scientific results.

We support M. Barnych and N. Horbachuk who stated that ““acting skill is a state of
experiencing in a role. It is such skill that can be achieved by training the psyche, similar to
training with which a singer trains his voice, a dancer his plasticity, and a musician his
dexterity” [1, p. 24]. We suggest using training as a means of forming acting skills in future
specialists of the specialty 026 Performing arts.

For specification and clarification, let’s turn, first of all, to the coverage of the
scientific category “training” in scientific reference literature. In particular, the concept
of “training” translated from English means “training, as well as a special training regime”
[8, p. 245]. Psychologists interpret training as a multifunctional method of psychological
influence on a person. It performs transformative, corrective, preventive and adaptive
functions and means: education, upbringing, training [13]. R. Nabokov, O. Orlova consider
“training as a mechanism for working on the personal qualities of an employee” [6, p. 442].
In our understanding, training is “a non-traditional form of training organization, a way of
organizing the activity of its participants with the aim of acquiring special knowledge,
developing on this basis the skills and abilities necessary for professional activity” [9, p. 261].
We support N. Ignatieva, who suggests using training in stage movement classes [2, p. 141].

Nowadays, various types of training are actively used in the arsenal of professional
training of future specialists of the specialty 026 Performing arts. Psychophysical training is
the most common among these training. We support R. Nabokov and O. Orlova in that
“psychophysical training is a unique method of honing professional skills by actors and their
personal development in the profession” [6, p. 442]. Training is one of the main mechanisms
of abilities and skills’ formation of subordinating the entire psychophysical apparatus to the
actor’s will.

N. Ignatieva suggests using physical and psychophysical training. The researcher
emphasizes that physical is a special type of training. It is focused on working on the body,
forming and developing a complex of plastic qualities, such as: coordination of movements,
speed of reaction, flexibility, muscle strength, mobility of joints, muscle freedom, etc. [2, p. 141].

From a practical point of view, psychophysical training helps to remove blocks,
become more relaxed, teaches techniques of organic combination of mental and physical
being of a person. In addition, psychophysical training enables future actors to develop
figurative thinking, attention, a sense of a partner, distance, the ability to fix movements and
plastically rebuild. It creates a bright image and other qualities necessary for the formation
and development of the actor’s skill [2, p. 141].

Acting training is another type of training that can be used during the formation of the
acting skills of the students of professional preliminary education in the field of knowledge
02 Culture and Art. In the understanding of V. Shtefiuk, “acting training is a set of exercises
aimed at forming the skills and abilities of one or more elements of acting. It is a process of
acquiring and recombining skills that takes place in a multiple, intercultural environment. It is
marked by a diversity of cultures and a wide inclusive theatrical palette” [14, p. 4].

According to Y. Starostin, “acting training is aimed at developing the actor’s skills and
abilities to constantly maintain his professional form, his psychophysics in working condition,
in a state of constant readiness for any creative work” [11, p. 203]. He emphasizes that “it is
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necessary to form the skill of the future actor with the help of training. It is important to keep
psychophysics in combat readiness, its readiness, mobility, endurance, etc.” [11, p. 203]. The
basis of acting training, which Y. Starostin calls acting exercise, vocal (work on the voice),
stage language (work on the word), stage movement, stage combat, dance (work on the body,
improving its plasticity).

According to V. Sementsov, acting training is that should bring the creative apparatus
of the future actor into compliance with the requirements of the creative process [7, p. 3].
At the same time, it performs two functions. First of all, acting training improves the plasticity
of the nervous system. It makes it possible to reproduce the functioning of the mechanisms of
vital action — mechanisms of perception and reaction, mechanisms of switching. Secondly,
this type of training helps to polish and make the psychophysical “tool” of the future actor
flexible and bright. We will understand actor’s training as a process of improving the actor’s
entire organism. It is adapted to the increased requirements in practical work by playing
systematic exercises that gradually become more difficult and increase the actor’s load.

In acting training, the primary elements of an actor’s work on a role are mastered
during the performance of the simplest exercises. Some concepts also arise while working on
sketches. Already here the issue of creative design is resolved. There is a need to define
a stage event and record one’s behavior in it, the first acquaintance with a supertask and
end-to-end action takes place.

We support V. Sementsov in his belief that acting training makes it possible to
increase the “effectiveness ratio” of all the necessary capabilities of future specialists in the
specialty 026 Performing arts, to reveal their natural and creative potential. The researcher
suggests grouping exercises in acting training, distributing them for development:

1) organization, creative collectivism, so-called work well-being;

2) creative abilities and skills of muscular attention, improvement of kinesthetic

sensations, memory;

3) creative visual perception, improvement of visual memory, associative thinking,

spatial vision, etc.;

4) courage and elements of character, unusual physical well-being;

4) creative auditory perceptions and other sensory skills;

5) creative abilities and skills of physical well-being, emotional memory, tempo [7].

The importance of another type of training was emphasized by R. Biel, convincing
that with the help of energy training, a future actor can “prepare his body and psyche for great
energies, learn to manage energy flows and master psycho-self-regulation technigques”
[12, p. 8]. The purpose of energy training is to “exercise acting tools, release the creative
potential of the future actor” [12, p. 11].

In the process of training sessions, the actor’s psychotechnique is gradually enriched.
It cannot be without mastering the most diverse mechanisms of life’s psychotechnique. It will
be difficult for an actor to form and develop his own skill if he neglects the vital laws of
behavior and reproduction of emotional human reactions.

Studying the method of stage work usually begins with excerpts from various plays,
staging of literary works, dramatic miniatures, etc. If you follow the necessary sequence in
mastering the art of acting and developing your acting skills. Then for the first stage
performances it is advisable to choose literary material that is close and understandable to
novice actors, not burdened with complex psychological situations. It contains an acute
conflict, an active struggle. First, it is necessary to avoid the embodiment of images with a
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pronounced characteristic associated with the age, social, national, historical and other
conditions and features of the life of the actors.

It should be noted that in the process of working on training, there are adjusted
individual psychophysical manifestations. They include visual, auditory, tactile and other
sensations, their analysis, manifestation in creative imagination, fantasy, stage attention,
development of skills and abilities to consciously use those elements in a stage play. In
ordinary life, they do not require special volitional efforts. According to V. Sementsov,
“training improves the plasticity of the nervous system and helps to polish, make flexible and
bright the psychophysical instrument of an actor” [7, p. 3].

We believe that when performing individual training exercises, the future actor’s body
adjusts to the conscious activation of elements of acting technique. Let’s consider exercises
aimed at actualizing creative potential, developing perception, reactivity, attention,
imagination, muscle freedom, release from clamps. We use the suggested exercises in the
educational and professional bachelor’s program “Acting Art” at Ternopil National
Volodymyr Hnatiuk Pedagogical University. We are convinced that they can be used with
equal success in the process of professional training of future specialists in the specialty 026
Performing arts in institutions of professional preliminary higher education. By means of their
help, future actors are taught to respond adequately to various physical and emotional loads.
They are also taught to practice the body’s new psychophysical states, perception, reactions,
unusual emotional “inclusion” in the role, thereby gradually forming acting skills.

Developers of psychophysical training [4; 6; 7; 12] conditionally divide the exercises
according to the following thematic areas, namely:

1) relief from muscle tension (“clamps”). Exercises of this group are usually offered
to students at the beginning of any training session, these are the so-called “warm-
up” procedures;

2) attention. This group includes a set of exercises that help focus attention (“here
and now™), switch it, attract it to yourself, etc.;

3) imagination and fantasizing, which are a necessary and important link of creative
search, fill human movements with diverse and, most importantly, conscious
content;

4) communication and interaction with the development of non-verbal means of
communication (intonation, facial expressions, movements, etc.) and its content
(context, subtext, atmosphere). As a rule, the exercises of psychophysical training,
depending on the contingent of applicants of professional preliminary higher
education, the context of the educational process, are constantly filled with new
content.

During the research, it was established that psychophysical training exercises are
conditionally divided into two groups: “intellectual” and “action” training. The exercises of
the first group help to improve memory, develop mental flexibility, and increase internal
emotional “energy capacity”. From a practical point of view, an effective tool for forming
acting skills is an organic combination of “active” and “intellectual” training exercises.

Undoubtedly, muscular freedom and attention are closely interdependent. Being
closely intertwined, they accompany the process of stage action and are a necessary condition
for acting creativity. Therefore, exercises for the development of attention and muscle
freedom can be combined. In our view, it is important to repeat exercises to relieve tension
and muscle relaxation, bringing their performance to automaticity. The creation of a “muscle

ISSN 2307-4906
10



30ipHMK HAYKOBHX Npalb
Bun. 1, 2024 YMaHCLKOrO0 AepKaBHOI0 NMeIaroriYyHoro yHiBepcuTeTy

controller” (the ability to mechanically find and remove excess tension) is possible only with
long and painstaking work. At the initial stage, it is necessary to help students learn to
determine where they have excess tension. It must be removed, leaving as much as is
necessary to portray a certain pose or action.

It has been established that working on the body requires constant training. Before
starting to work on a role, you need to prepare your muscles, learn to understand them,
control and master them. We are convinced that training on the body can be done in four
stages, namely:

1) subordinate the muscles of the body to one’s intention;

2) train physical endurance;

3) release muscles in various life situations;

4) justify postures, gestures, movements.

Here are some examples of exercises that can be used at various stages of training
future actors (Table 1).

Table 1
Examples of training exercises for future actors
Exercises | Exercise tasks
I stage
Exercise Task 1. Students need to sit in the starting position on the second half of the chair in a

“One, two” | semicircle. On the count of “one” you need to tighten your fingers in turn, on the count of
“two” — loosen the tension. Then, in the same way, alternately tense the hands, on the count of
“two” — release the tension.

Task 2. Sitting on a chair, continue to tense the muscles of the neck, shoulders, back, and
buttocks to the count of “one”, alternately releasing the tension to the count of “two”.

Task 3. Stretch and relax the toes alternately with the left and right feet. After that, the same
must be done with the right and left leg.

II stage
Exercise Task 1. Place two chairs at a distance of one meter from each other. Offer the student to kneel
“Chair” on one chair and, reaching up, grab the other chair with his hand, simultaneously taking the
other leg off the floor. Analyze the movements of moving the center of gravity and points of

support.

Task 2. Kneel on a chair, hold on to the chair with one hand, and with the other, without
touching the floor, try to lift a crumpled sheet of paper from the floor.

Task 3. While standing on your knees, without touching the floor with your feet, reach for an
object that can hang.

Task 4. Without getting up from the chair, pass the book to the neighbor who is standing at a
little distance.

111 stage

Exercise Task 1. It is suggested to take an album or a pen from the table, then take a vase, watch, book,
“Homeworks” | glasses, etc. from the table, cabinet or window. It is necessary to ensure that these movements
are natural, as in everyday life.

Task 2. Sitting on a chair, shake off crumbs, dust, etc. from hands, knees.

Task 3. Crumple a piece of paper and throw it on the floor, then pick it up and throw it in the
basket.

Task 4. Sit on a chair, imagine a river and get a handkerchief floating from it, a ball that fell
into the water.

IV stage
Exercise Divide the participants into two groups: “directors” and “actors”. The “directors” give the
“Director, “actors” a pose or a gesture. “Actors”, on the other hand, justify this provision and begin to
actor” act, setting out the purpose of the action.
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So, at the first stage, you can offer students to perform the exercise “One, two”.
It involves gradual tension and relaxation of all parts of the body while performing several
tasks. In our opinion, exercises for tension and relaxation. Training of the spine muscles is
also quite effective in the process of developing muscular freedom in students.

At the stage of physical stability training, it is necessary to learn to eliminate excess
tension and clamps in order to maintain balance. When performing each exercise, it is
necessary to achieve an accurate determination of the support point. This phase includes
exercises that help create new areas of support.

At the third stage, students gradually develop the habit of releasing muscle clamps.
The exercises of this block are aimed at transferring control over the clamps to real life,
outside the stage. That is, at the time when a person does the usual things for him every day —
getting up, eating, walking, working, resting, etc. All this must be done without excessive
stress, with optimal expenditure of physical energy.

At the final stage, it is necessary to ensure that each action is productive, genuine,
truthful and expedient. Practice shows that bold and interesting decisions in justifying poses
and actions largely depend on a person’s life experience and observation. A wealth of life
impressions is a necessary and important condition for creativity. In addition to the material,
one needs the ability, firstly, to see and select what is needed, and secondly, to feel,
understand the material, imagine it, subordinating it to one’s creative goal.

Various types of training are especially relevant for the professional training of future
actors, as their organic combination with the use of psychotechnics, expressiveness, balance,
rhythm, acrobatics, gymnastics and yoga exercises help to form and develop acting skills.
They also help to find logic in movements and poses, and strengthen them on stage with
choreography plastics, and play on stage actions that reflect the inner image of the actor.

Our further research will focus on the development of acting training for the
development of actor’s skills for applicants for the specialty 026 Performing Arts.
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