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Differences between acting and public speaking:
Psychological and communicative aspects
of interacting with an audience

Abstract. The digitalisation of cultural space and the emergence of new formats of stage presence (online
performances, streaming, interactive performances) require a rethinking of traditional approaches to interaction
with the audience. The aim of the study was to identify the differences between acting and public speaking in order
to improve the training of future actors. The study revealed fundamental differences between acting and public
speaking in the context of interaction with the audience. It was established that an actor created artistic reality
through psychophysical transformation into a character, working within the “fourth wall” system, while an orator
conveyed their own position through structured argumentation and direct communication with the audience. The
specifics of working with text have been revealed: an actor fully assimilated the dramatic material and “exists” in the
image of the character, while an orator memorised key points, leaving room for improvisation and flexible response
to the audience. A difference in the use of voice and body has been established: the actor’s words were born from the
character’s inner actions, and the plasticity was fixed in the mise-en-scene, while the orator consciously controled
their voice for impact, and gestures and movements were subordinated to the goal of effective communication.
Differences in psychological mechanisms have been identified: the actor was in a state of double consciousness
and developed empathy within the image, while the orator retained a holistic self-identification and directed
emotional intelligence outward toward the audience. A typology of communicative situations has been developed
based on four parameters: degree of conventionality, directionality, technological mediation, and temporal structure
of communication. A system of six criteria for choosing interaction strategies has been substantiated: the goal of
communication, identification of the performer, audience expectations, feedback opportunities, time constraints, and
level of formality. It has been proven that the synthesis of acting and public speaking practices formed a universal
performer-communicator capable of consciously choosing a strategy depending on the professional context. The
proposed typology and system of criteria form the methodological basis for the development of integrated training
programmes for performing arts specialists, combining acting and public speaking techniques for the effective
adaptation of communicative behaviour to various situations in the modern cultural space
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Introduction

In the contemporary performing arts space, there was
a growing need to rethink the interaction between per-
formers and audiences. The digitalisation of the cultural
space required performers to have universal competen-
cies and the ability to adapt their skills to various pro-
fessional contexts, which made comparative research
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into the differences between acting and public speaking
skills practically significant. In the context of contempo-
rary research on the psychological and communicative
aspects of acting and public speaking, scholars have
systematically analysed the impact of acting practice on
psychosocial well-being and the effectiveness of interac-
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tion with the audience. Researcher G. Brott et al. (2025)
demonstrated that regular acting activities contributed
to the development of emotional self-regulation and
stress resistance. Similar conclusions were confirmed
by the study of L. Berkemeyer et al. (2025), who found
that improvisational training significantly increased cre-
ative self-efficacy, confidence in one’s professional abil-
ities, and self-esteem, while reducing anxiety and pro-
moting emotional regulation, which was important for
both actors and speakers. However, improvisation was
not the only factor that determined the effectiveness
of an actor’s communication: T. Stevenson et al. (2025)
showed how the acoustic characteristics of the voice
during the performance of emotionally charged roles
form non-verbal signals that were important for the au-
dience’s perception of the scene. The study by A. Trofi-
mov et al. (2021) broadened the understanding of the
psychological nature of stage interaction by analysing
the role of playback theatre as a form of dramatic activity
that promoted the development of spontaneity, the abil-
ity to react instantly and creatively interpret situations,
while emphasising the psychological aspect of empath-
ic listening and the actor’s ability to capture and reflect
emotions in stage interaction.

In the study by R. Schmilzle et al. (2025), a “thin-slic-
ing” technique was used to evaluate the effectiveness of
public speaking, which made it possible to compare the
communication strategies of actors and speakers. In ad-
dition, V. Jakkamsetti et al. (2023) proved that training
in improvisational theatre increased behavioural plas-
ticity and affected the rhythm and duration of contin-
uous speech, which has become important for adapting
communication strategies in different situations. In the
Ukrainian scientific field, the issues of acting commu-
nication and the psychology of stage interaction were
examined by M. Barnych & N. Horbachuk (2021), who
analysed the process of creative transformation as the
basis of stage action. M. Tatarenko (2022) noted that
the key problem in theatrical art remained the improve-
ment of acting skills to create an expressive and original
stage image. The author emphasised that different acting
styles — characterisation, mask, alienation, transforma-
tion — form the basis of the artistic and creative process
and ensure the richness of stage forms. I. Lennik (2025)
analysed the individual style of an actor as a commu-
nicative phenomenon. I. Kabanova (2024) noted that
although online formats allowed for the development of
individual technical and analytical competencies, it can-
not completely replace the practice of acting partner-
ship and audience contact. At the same time, experience
working with studio students and university students has
demonstrated the need to search for new models of dis-
tance learning that can compensate for the lack of a live
theatre environment. Taken together, these studies have
outlined the psychological and communicative aspects
of stage interaction that were relevant for a comparative
analysis of acting and public speaking skills.

The aim of the article was to identify the differences
between acting skills and public speaking skills in order
to develop a system for training specialists, who were
able to effectively adapt their communicative behaviour
to different professional contexts. To achieve this aim,
the following objectives were set: 1) to conduct a com-
parative analysis of acting and public speaking skills in
order to identify their differences; 2) to investigate the
psychological mechanisms of interaction between the
performer and the audience in acting and public speak-
ing practices; 3) to determine the criteria for the com-
municative adaptation of the performer to different pro-
fessional contexts and to develop a scientifically based
model for selecting techniques for interacting with the
audience. The novelty of the research was that for the
first time a comprehensive system of criteria for the
conscious choice of acting or public speaking techniques
depending on the communicative context has been de-
veloped. The specifics of the psychological mechanisms
underlying different types of interaction between the
performer and the audience have been identified.

Materials and Methods

The methodological basis of the study was an interdis-
ciplinary approach that integrated the theatre studies
aspect (analysis of stage craft, principles of transforma-
tion, work with image, specifics of existence in a role),
the psychological aspect (study of the mechanisms of
emotional intelligence, attention processes, concentra-
tion and psychological stability of the performer, the
phenomenon of the actor’s double consciousness) and
the communicative aspect (the study of strategies for
interacting with the audience, types of feedback, ways
of establishing trust, mechanisms for maintaining atten-
tion). A systematic analysis of the concepts of classical
theatre pedagogy (L. Kurbas, J. Grotowski, P. Brook) and
contemporary communication researchers (D. Carnegie,
S. Sinek, A. Cuddy) provided a theoretical justification
for the identified patterns, in particular: the principle
of the actor’s double consciousness as opposed to the
speaker’s holistic self-identification; the difference in
the mechanisms of building trust through artistic truth
and through the demonstration of competence; the spe-
cifics of empathy directed inward toward the image in
acting practice and empathy directed outward toward
the audience in public speaking practice; differences in
working with feedback from the audience.

The comparative method was used to compare act-
ing skills and oratory skills according to the criteria of
working with text (memorisation and transformation in
acting versus memorisation of theses and improvisation
in public speaking), use of voice and body (mis-en-scene
fixation in an actor versus natural plasticity in an ora-
tor), and the nature of interaction with the audience (the
“fourth wall” system in theatre versus direct dialogue
in public speaking), which revealed fundamental differ-
ences in the target settings of both types of performers.
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Psychological analysis of the mechanisms of interaction
between the performer and the audience was used to
reveal the specifics of emotional intelligence, feedback
processes, mechanisms of attention and concentration
in acting and public speaking. Typological modelling was
used to systematise communicative situations based on
four parameters: degree of conventionality, directional-
ity, technological mediation, and temporal structure of
communication. The structural-functional method was
used to develop a system of criteria for selecting interac-
tion strategies, which made it possible to identify six key
parameters: the purpose of communication, performer
identification, audience expectations, feedback oppor-
tunities, time constraints, and level of formality. The in-
tegration of theoretical and practical methods provided
a comprehensive understanding of the differences be-
tween acting skills and public speaking in the context of
the modern cultural space.

Results and Discussion
Despite the growing need to introduce various com-
munication practices in the training of performing arts
specialists, there are a number of unresolved issues
that require scientific consideration. One of them is the
problem of distinguishing between competencies — fu-
ture actors successfully transformed themselves on
stage, but lost their persuasiveness during public per-
formances, presentations of creative projects or com-
munication with the media. This indicated an insufficient
understanding of the nature of the differences between
acting organically and speaking in a structured manner.
The problem of methodological uncertainty was that
existing methodologies often viewed acting and public
speaking as parallel rather than intersecting systems,
which made it difficult to create individual development
strategies for each student. Actors needed to learn to
find a balance between sincerity in their performance
and the ability to communicate effectively with the au-
dience. The problem of the psychological aspect was
the lack of systematic research into the psychological
mechanisms underlying different types of interaction
with the audience. The problem of communicative adap-
tation was that modern performers needed a clear un-
derstanding of when to use acting techniques and when
to use public speaking techniques. The lack of scientif-
ically based criteria for such a choice led to communi-
cation failures and reduced professional effectiveness.
Given the problems identified, for the effective train-
ing of performing arts specialists, it is necessary to iden-
tify the fundamental difference in the goals of an actor
and an orator. An actor creates an artistic reality in which
he exists in the image of a role, while a orator conveys
own position while remaining himself. This difference in
the starting point determines all further differences in
the technical arsenal and psychological mechanisms of
work. In the context of working with text, there are fun-
damental differences between an actor and a orator. The
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actor fully assimilates the dramatic material, memorising
it and constructing each line within the framework of the
artistic whole. In teaching practice, attention is drawn
to the fact that the actor’s words are formed as a result
of the character’s internal actions. The actor does not
speak the text — he acts with words, and the voice be-
comes an instrument of this action. Intonation, tempo,
and pauses arise organically from the psychophysical
state of the character. Improvisation in acting usually oc-
curs only when the actor forgets the text or is looking for
away to “save” the scene, with the exception of specially
constructed improvisational forms of theatre. In con-
trast, the orator uses the voice consciously: he controls
the volume, tempo and pauses to emphasise important
points and hold attention. In public speaking, improvisa-
tion is a natural component, as the orator has much more
freedom in his choice of words and can respond flexibly
to the mood of the audience. In this regard, Y. Bekh et
al. (2021) noted that working with text for an actor is
a process of deep transformation, where each word ac-
quires emotional and intonational form and expressive-
ness through movement and physicality. D. Gustianing et
al. (2024) pointed out that the orator works with the text
differently, as they do not memorise the speech word for
word, but only remember the main points, leaving room
for improvisation and lively responses to the audience.
Their speech is based on a logical structure — introduc-
tion, main part, conclusion — but the manner of delivery
remains natural and conversational. The speaker’s into-
nation is calm, confident, focused on convincing the lis-
tener rather than creating an artistic image.
Embodiment manifests in fundamentally different
ways in actors and orators. For the actor, physicality
and movement are fixed within the mise-en-scene dur-
ing rehearsals: gestures, gait, and posture are conceived
by the director and determined by the demands of the
role, while simultaneously reflecting the inner state of
the stage character. The actor moves within the stage
space according to the logic of stage action and interac-
tion with partners. By contrast, the orator’s physicality
is natural and unforced, formed on the basis of bodily
sensation. Gestures, movement, and posture are subor-
dinated to the aim of effective communication: they em-
phasise meaning, structure space, and create a sense of
confidence and authority in front of the audience. The
nature of interaction with the audience is also differ-
ent. A.A. Mehr et al. (2024) noted that an actor works
within the “fourth wall” system — they are aware of the
presence of the audience but do not engage in direct
communication with them, maintaining the illusion of in-
dependent existence in the stage space. The orator, on
the other hand, does not separate themselves from the
audience but remains on the same level with them. The
speech is constructed as a direct dialogue with listeners:
eye contact is established, audience reactions are taken
into account, and the communicative strategy is adjusted
in response to feedback (Huang et al., 2023). Feedback
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processes therefore have a different nature. For example,
an actor receives feedback through the audience’s ener-
getic response — laughter, silence, applause — but does
not adjust their performance directly to this response, as
this would disrupt the logic of the stage action. The ora-
tor, by contrast, actively works with feedback, instantly
adapting the speech to audience responses. Examples
may be changed if misunderstanding is detected, argu-
ments strengthened in the face of resistance, or humour
introduced to release tension. Such flexibility is not a
violation of the speech structure, but rather a marker
of oratorical mastery. The mechanisms of attention and
concentration also function in a specific way. The actor
divides his attention between several objects: his partner,
the stage space, the inner life of the character, and the
technical elements of the performance. The actor learns
to shift their attention from focusing on themselves to
encompassing the entire space naturally, without visible
effort, creating the illusion of organic life on stage. The
speaker’s attention has a different structure. It is direct-
ed primarily at the audience, at controlling the flow of
communication, at tracking their own plan for presenting
the material. D. Carnegie & J.B. Esenwein (2007) empha-
sised the importance of the speaker’s “distributed atten-
tion” — the ability to simultaneously monitor the reac-
tions of different parts of the audience, noticing both the
general mood of the room and the individual reactions of
individual listeners. At the initial stage, speakers often
“lose” their audience by immersing themselves in their
own thoughts or the text of their speech, while experi-
enced speakers constantly hold the audience’s attention
by creating a dialogue. Psychological resistance to stress
is formed in both practices, but through different mech-
anisms. Actors learn to trust the process, let go of con-
trol, and allow themselves to be vulnerable on stage. The
orator overcomes anxiety through the opposite mech-
anism — increasing control and confidence in their own
competence. Amy Cuddy has proven in her research that
even physical postures of confidence (“power posing”)
reduce cortisol levels and increase feelings of control
(Kyivstar Business, 2024). Orators build psychological
resilience through thorough preparation, knowledge of
the material, and proficiency in presentation techniques.
The better they know the subject, the less prone they are
to destructive anxiety.

An analysis of pedagogical concepts for training per-
formers demonstrates that Ukrainian and global theatre
schools have accumulated significant experience that
can serve as a foundation for integrating acting and ora-
tory techniques. Les Kurbas, in his “Berezil” concept, de-
veloped the idea of the universal actor-creator capable
of various forms of stage communication. His principle
of transformational theatre involved not only psycho-
logical transformation but also the conscious construc-
tion of stage action, which resonates with the oratorical
strategy of speech planning (Vitenchuk, 2025). Jerzy
Grotowski, in his concept of “poor theatre”, emphasised

the psychophysical training of the actor and the capacity
for full control over voice and body. His method of “via
negativa” — the removal of blocks and constraints — has
proven productive for both acting and oratorical prac-
tice. Developing students’ awareness of their own psy-
chophysical processes is equally important for organic
existence within a role and for convincing public speak-
ing (Fruktova, 2011). Peter Brook substantiated the idea
of “living theatre”, in which the actor establishes direct
energetic contact with the audience. This principle re-
veals a point of convergence between acting and orator-
ical practices, as both require the ability to create a live
connection with the spectator or listener. Brook empha-
sised that genuine communication occurs not through
technical perfection but through the presence of a sin-
cere performer in the here and now (Donchenko & Yer-
mukanova, 2022). The Ukrainian researcher N. Kornien-
ko (2020), in her work on theatre pedagogy, developed
the concept of the actor’s emotional—imagery thinking,
which presupposes a synthesis of rational analysis and
intuitive lived experience. It is precisely this synthesis
that can become a bridge between acting organicity and
oratorical structure. An actor who understands the logic
of communicative construction gains an additional tool
for directing the audience’s attention without losing ar-
tistic truthfulness.

Identifying points of convergence between acting
and oratorical practices makes it possible to formulate
principles of balance between artistic truth and commu-
nicative effectiveness. First is the principle of conscious
organicity: students and professional actors must learn
to distinguish situations that require the character’s
spontaneous reaction from those that demand struc-
tured argumentation of a personal position. Second is
the principle of vocal adaptability: understanding that
the voice may function both as an instrument of inner
action and as a means of logical persuasion. Third is the
principle of contextual physicality: the ability to change
the nature of bodily expression depending on the com-
municative situation. In practical terms, this implies the
development of training exercises that combine acting
and oratorical techniques. For example, work on a mon-
ologue may include both the lived experience of a char-
acter’s inner states in the spirit of Kurbas and the use of
rhetorical devices to clearly articulate key theses.

An understanding of pedagogical concepts in acting
and oratorical techniques necessitates the study of the
psychological mechanisms underlying these practices,
since it is the psychological nature of audience interac-
tion that determines why the same techniques function
differently in acting and oratorical contexts. The actor
exists in a state of dual consciousness: simultaneously
being oneself and the character, controlling perfor-
mance while organically living each moment. Les Kurbas
described this as a state of “transformation”, in which
the actor’s consciousness splits into the creator of the
image and the image itself. This psychological duality
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requires specific inner settings: the actor must believe
in the given circumstances and activate emotional mem-
ory (Vitenchuk, 2025). The orator, by contrast, remains
in a state of coherent self-identification. The orator’s
psychological orientation is towards persuasion through
the demonstration of competence, logical thinking, and
emotional engagement with the topic. The orator con-
sciously manages emotions: pathos may be employed to
enhance impact, but emotions are always subordinated
to the goal of conveying ideas and influencing the au-
dience’s position. Emotional intelligence operates dif-
ferently in these practices. The actor develops empathy
through the technique of the “magic if”, asking: “What
would I do if | were in the character’s situation?” This
empathy is directed inward towards the character and
serves to create psychological credibility. The actor must
be sensitive to the emotional states of the character and
stage partners, responding to the most subtle changes
in their behaviour (Melnyk, 2024). The orator also em-
ploys emotional intelligence, but directs it outward. The
orator reads the audience’s mood, influences it, tracks
reactions, and notices moments of waning attention or
heightened interest. Oratorical empathy is the ability to
sense the audience’s needs, anticipate questions, and
find arguments that resonate with a particular group
of listeners. In pedagogical practice, students should
be taught to “feel” the audience: to recognise when to
accelerate the tempo or pause, when to add emotional
intensity, and when to shift to rational argumentation.
E.-]. Lee (2025) noted that the phenomenon of
presence, which means the ability of the performer to
be completely “here and now”, creating a sense of au-
thenticity and engagement, is of particular importance.
Theatre pedagogy emphasises the importance of devel-
oping a special state of readiness for creativity, when the
actor is as sensitive as possible to every moment of ac-
tion. This state is achieved through systematic exercis-
es in concentration, relaxation and the development of
sensory sensitivity. For the orator, presence means the
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ability to establish genuine contact with the audience, to
experience oneself not merely as a source of informa-
tion but as a participant in a shared process of under-
standing. Brené Brown demonstrates in her talks how a
speaker’s true presence emerges from a willingness to
be sincere, to acknowledge uncertainty, and to share not
only knowledge but also doubts. It is precisely this au-
thenticity, rather than flawless technique, that creates a
deep connection with the audience (TEDx Talks, 2010).
Within the mechanisms of trust building, the actor
builds trust in the stage reality through the presence
of “life truth” on stage — when the viewer believes in
what they see, even if it is a completely conventional
theatrical form. The orator builds trust by demonstrat-
ing competence, honesty, and respect for the audience.
Simon Sinek formulated the “golden circle” principle:
people trust not because of “what” is done, but because
of “why” — if an orator can convincingly explain their
motivation, goal, and beliefs, they will gain much deeper
trust from the audience than simply by demonstrating
facts (The “Golden circle” model for..., 2023). Thus, un-
derstanding how the performer’s psyche works during
a performance allows not only technical improvement,
but also the development of true mastery — the abili-
ty to consciously choose the right tools depending on
the situation, audience, and communication goal. Mod-
ern performing arts professionals operate in a multi-
dimensional communicative space, which requires the
systematisation of various situations of interaction with
the audience. The proposed typology based on four
main parameters, each of which significantly influences
the choice of communication strategy (Table 1). Under-
standing the typology of communicative situations, in
which an actor functions necessitates the formulation of
clear criteria by which the performer can choose an ad-
equate strategy for interacting with the audience. These
criteria should function as analytical tools that help to
make informed decisions about the use of acting or pub-
lic speaking techniques (Table 2).

Table 1. Typology of communicative situations

Degree of
conventionality of
communication

Essence of the parameter: determines the relationship between the artistic (role-playing)
and real (authentic) nature of communication.
Main poles: high conventionality < complete authenticity.
Examples of communicative situations: classical drama (high conventionality); documentary theatre,
stand-up (mixed form); educational lecture, scientific report (complete authenticity).
Key communicative challenges: awareness of the role, balance between the stage image and one’s own

Optimal strategies for the performer/communicator: developing role reflection, the ability to transition
from “acting” to “presence”, training authenticity in public speaking

personality.

Directionality of
communication

Essence of the parameter: the nature of the interaction between the performer and the audience.
Main poles: unidirectional < dialogical.
Examples of communicative situations: theatre performance (unidirectional); forum theatre,
immersive performance (mixed); master class, training, discussion (dialogical).
Key communication challenges: maintaining attention, adapting to reactions, managing the dynamics

Optimal strategies for the performer/communicator: developing flexibility, improvisation skills,

of interaction.

active listening
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Table 1, Continued

Essence of the parameter: the presence and type of technological mediation between the performer and
the audience.
Main poles: direct (offline) < digital (online).
Technological Examples of communication situations: theatre, concert, live lecture (direct); television programme,
mediation podcast (technological); online course, stream, VR performance (digital).
Key communication challenges: loss of direct contact, technical limitations, fragmented attention.
Optimal strategies for the performer/communicator: mastering media language, working with the
camera, visualising content, interactivity
Essence of the parameter: temporal organisation of the communication event.
Main poles: one-time < serial/long-term.
Temporal Examples of communication situations: speech, performance, presentation (one-time); TV show, podcast,
structure of lecture course (serial); educational course, creative project (long-term).
communication | Key communicative challenges: managing attention and resources, shaping expectations, building trust.
Optimal strategies for the performer/communicator: building a narrative, presenting material in stages,
maintaining audience interest

Source: developed by the author

Table 2. Analysis of the communicative situation and criteria for choosing a strategy

Criterion Description
The fundamental criterion is the dominant goal of the event. If the goal is aesthetic experience, artistic
Purpose of image, emotional catharsis — acting techniques. If the goal is to convey information, persuade, teach —
communication public speaking techniques. It is possible to combine goals, but it is important to be clearly aware of the

dominant goal

Identification of
the performer

Degree of identification with the message: high identification (character speech) — acting techniques;
authentic expert position — public speaking techniques. Practical recommendation: perform exercises for
a smooth transition from role-playing to expert speech

Understanding the audience’s request: theatregoers expect aesthetics and empathy, conference

e;?iﬂi?i%is participants expect specifics and applicability. A mismatch between strategy and expectations leads to
p dissonance
Feedback The presence/nature of feedback determines the readiness for improvisation: limited feedback (classical
opportunities performance, recording) — thorough preparation and “programmed” influence. Active feedback (training,

stream) — flexibility, improvisation, techniques for dialogue

Time constraints

Strict time frames (conference, media interview) — clear structure, conciseness, priority of key messages.
Flexible frameworks (master class, training) allow for deeper immersion, practical exercises, and gradual
unfolding of material. In theatre — working with “stage time”

Level of formality

Degree of formality: highly formal contexts (defences, official ceremonies) — protocol, restraint; informal
(creative meetings) — personal tone, humour, freedom of expression. Recommendation: find a balance
and adapt intonation and manner of behaviour

Source: developed by the author

These criteria do not function in isolation, but create
a multidimensional system for analysing communicative
situations. The performer must consistently evaluate
the situation according to each criterion, which allows
to construct a complete picture of the performance. In
teaching practice, the use of these criteria facilitates
the analysis of real communicative situations — stu-
dents learn not to mechanically apply a set of rules, but
to consciously analyse the context and make informed
decisions about the choice of communicative strategy.
Thus, the integration of the typology of communicative
situations and the system of criteria for choosing inter-
action strategies forms a comprehensive methodolog-
ical basis for training modern performing arts profes-
sionals who are capable of flexible adaptation in various
professional contexts.

Conclusions

A comparative analysis of two types of performance ac-
tivity allowed to formulate key differences at the level
of target orientations: creating an aesthetic experience
through image as opposed to conveying ideas through a
personal position. This difference determined all further
features of the technical arsenal and methods of com-
munication with the audience. The study of psychologi-
cal mechanisms showed that actors develop the ability to
empathically immerse themselves in the inner world of a
character using the technique of “magic if” and emotional
memory. Orators develop skills of external empathy aimed
at understanding the needs of listeners, anticipating their
questions, and finding resonant arguments. Feedback
processes also have the opposite nature: the audience’s
energetic reaction does not directly correct the actor’s
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performance, while for the orator, instant adaptation to
the audience’s reactions was a sign of professional skill.

The proposed four-component typology of com-
municative situations created an analytical toolkit for
systematising various contexts of performing arts, from
classical theatre performances to online broadcasts and
interactive performances. The system of six criteria for
choosing an interaction strategy functioned as a multi-
dimensional decision-making matrix that helped per-
formers consciously choose between acting and public
speaking techniques depending on the specifics of the
situation. An analysis of the pedagogical concepts of
various theatre schools revealed points of contact be-
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do not need to choose between acting and public speak-
ing techniques, but rather develop the ability to inte-
grate them flexibly. This has formed a new professional
quality — communicative universality, which has become
important in the context of the digitalisation of cultural
space and the emergence of new formats of stage pres-
ence. A promising direction for further research is the
development and testing of an integrated training pro-
gramme for performing arts specialists, which systema-
tises acting and public speaking techniques based on the
proposed typology of communicative situations.
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BioMiHHOCTI AKTOPCbKOI MOMCTEPHOCTI
TA OPOATOPCbKOIrO MUCTELLTBA: MCUXOJION YHI TO KOMYHIKOTUBHI
acrnexkTn B3demMopiii 3 ayamTopieto

AHoTauisA. Lndposisalis KylbTypHOro NpocTopy Ta nosisa HoBUX (GOpMaTiB CLIEHIYHOI IPUCYTHOCTI (OHAH-
BUCTaBH, CTPUMIHI, iHTEPAKTMBHI BUCTaBM) BUMAraioTb [EPEOCMMCIIEHHsS TpagMUiHMX MiAXoniB 4O B3aemogii 3
ayauropieto. MeToro nociaskkeHHs CTano BU3HaUY€HHS BiAMIHHOCTel MiXK aKkTOPCbKOIO MaiCTEpHICTIO Ta OpaTOPCbKUM
MHUCTELTBOM [JIsl YIOCKOHAJleHHs MiArOTOBKM MaiOyTHIX akTopiB. [lOCHimKeHHs BHSIBWIO (yHAAMEHTabHi
BiZIMIHHOCTi MiXX aKTOPCbKOIO MaiCTEpHICTIO Ta OPAaTOPCbKUM MMUCTELTBOM Yy KOHTEKCTi B3aEMOJIi 3 ayauTOpIEl0.
BcraHoBI€HO, 1110 aKTOP CTBOPIOE XYAOXKHIO peasibHICTh yepe3 ncuxodisnuHe nepeBTineHHs B 00pas, MpaLooyu
y cuCTeMi «4eTBepTOoi CTiHW», TOAI K OpaTOp TPAHCJIIOE BJACHY MO3MLIK Yepe3 CTPYKTYpPOBaHY apryMeHTaLliio
Ta MpsIMy KOMYHIKaLjio 3i ciyxauamu. BusBneno creungiky po6OTH 3 TEKCTOM: aKTOp MOBHICTIO 3aCBOIOE
ZpamaTypriunuii MaTepias Ta «icHye» B 00pasi reposi, HATOMICTb OpaTOp 3amnam’sITOBYE KIIHOYOBI Te3H, 3aUILAI0YH
npocTip [1s1 iMNpOoBi3auii Ta rHy4YKOro pearyBaHHs Ha ayauTOpito. BCcTaHOBIEHO pi3HHMLIIO y BUKOPUCTAHHI rosocy Ta
Tina: aKTOpCbKe CJI0BO HAPOIKYETbCS 3 BHYTPILLIHbOI Al MepCcoHaxa, a MiacTMka MisaHCLieHHO 3adikcoBaHa, Tofi K
OpaTop CBiIOMO KOHTPOJIIOE FOJIOC AJIs BIJIMBY, A )XECTH Ta PYXU MiANOpsaKoBaHi MeTi eeKTHBHOrO KOMYHIKYBaHHSI.
BusiBnieHo BiAMIHHOCTI y NMCHXOJIOMYHMX MeXaHi3Max: akTop nepeOyBae y cTaHi MOABIHOI CBIZIOMOCTI Ta pO3BHBaE
eMrnariio BcepennHy oOpasy, HaTOMICTb opatop 30epirae LinicHy camoineHTH(IKaLi0 Ta CIPSIMOBYE eMOLIHMIA
iHTeNIeKT Ha30BH Ha ayanTopito. Po3po6eHo THnosioriio KOMyHIKaTUBHMX CUTYaLliil Ha OCHOBI YOTHPbOX NapameTpiB:
CTyIMeHs YMOBHOCTI, CNIPSIMOBAHOCTI, TEXHOJIOTIYHOTO OMOCEPEKYBaHHS Ta TEMITOPAajIbHOI CTPYKTYPH KOMYHIKALIil.
OO6rpyHTOBaHO CHCTEMY 3 LLIECTH KpUTepiiB BUOOPY cTpaTeriit B3aeMoii: MeTa KoMyHiKaLyii, ineHTrikaLiis BUKOHaBL,
OuiKyBaHHsI ayAMTOpIi, MOKIMBOCTI 3BOPOTHOTO 3B’sI3KY, 4acOBi OOMeKeHHsl Ta piBeHb ¢popmanbHOCTi. JJoBezneHo,
IO CMHTe3 aKTOPCbKUX Ta OpPAaTOPCbKUX MPAKTHK (POPMye YHiBepCcalbHOrO BMKOHABLISI-KOMYHIKaTopa, 34aTHOTO
YCBiZIOMJIEHO 00OMpaTH CTpaTerilo 3aJekHO Bif MpogeciiiHoro KOHTEKCTY. 3anponoHOBaHa THUMOJIOTs Ta cUCTeMa
KpUTepiiB CTAHOBJSITb METOHOJIONYHY OCHOBY JUIsi pO3pOOKM iHTErpoOBaHMX HABYaJbHMX MPOrpaM MiArOTOBKM
¢axiBLiB CLIEHIYHOTO MUCTELITBA, SIKi TOENHYIOTb TEXHIKM aKTOPCbKOI MaiiCTEPHOCTI Ta OPaTOPCbKOTO MUCTELITBA AJIS
edeKTUBHOI afganTauii KOMyHiKaTMBHOI MOBEAIHKY 10 Pi3HOMaHITHUX CUTYyaLlili Cy4aCcHOTrO KyJIbTYPHOTO NMPOCTOPY

Kro4oBi CrioBa: akTOp; OpaTop; KOMYHIKaTUBHI CTpATerii; NCUXOJIOriuHi MeXaHi3MH; CLieHIYHe MUCTELITBO
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