KyabTypoJiorisi Ta MiskKKYJbTYPHI KOMYHiKamii

1. 3aranpHU OMUC KOHLENTY: AP0, MpHUsAIEepHA 30HA (aHATI3 KOHTEHTY TOBApHOI Karteropii
3arajaom).

2. AHaii3 KaHaJliB KOMYHIKaIlii OpeH Iy 3a JOIOMOTO METO1y KOHIENITYaIbHOTO aHAIII3Y:

— BHU3HAUYCHHs KJIIOYOBHUX CIIIB y TEKCTaxX 3a MEBHUH mepion abo y MEBHOMY IOCTI/TEKCTi
(CTOCOBHO OJIMHHMIIb AHAITI3Y);

— PO3IJSIHYTH OCOOJMBOCTI  KJIFOUOBHX CIIB: YacTOTa BUKOPHUCTAHHS, MOXJIUBHIA
B3a€MO3B'SI30K 31 CTEPEOTHIIAMH Ta acOIlialisiMU, IIOCUJIAHHA J0 TIEBHUX TeM a00 Ipo0ieM, MOXKIIUBI
CMUCJIOB1 BIIMIHHOCTI B PI3HUX KYJIbTypax;

— MiIOUTTS pe3y/bTaTiB: BU3HAYEHHS 0a30BOr0 KOHLEMTY, OITUC KOHIENTYaIbHOTO IPOCTOPY.

3. BusiBneHHs IUIAXOM KOHIETITYaJIbHOTO aHaJli3y BapiaHTIB peatizalii 6a30BOro KOHIENTY Yy
KOHTEHT-CTpaTerii OpeHmy (BepOasiibHI Ta Bi3yajbHI pENPE3CHTAIlll HAa CAaWTI Ta y COIllaJbHUX
Mepexkax), BAKOPUCTAHHS CYMIKHHUX KYJIbTYPHUX KOJIB.

4. IlinOUTTS MiACYMKIB aHAIi3Yy:

— CKJIaJJaHHS CEMIOTHYHOI KapTU KOHUENTY [ OpeHay 3 YTOUYHEHHSM sijipa Ta MpHsIepHOi
30HM KOHLIENTY BIJMOBITHO O TMO3MUIIIOBAaHHS Ta aHANi3y KOHTEHT-CTparterii OpeHmy (MOKIHBe
YTOYHEHHSI KOHLIETNITY 33 JOTIOMOTOI0 COLIIOJIOTTYHUX METO/IB);

— CKJIaJJaHH$ CIIHMCKY IHCTPYMEHTIB peani3allii KOHIENTY B KOHTEHT-CTpaTerii OpeHy;

— ONUC JIOMIHYIOYOTO KYJIBTYpHOTO KOy B KOMYHIKAIiIX OpeH/y Ta CYMyTHIX KYJIbTYpPHUX
KOJIIB, IO ITiICHJIFOIOTh Ta PO3KPUBAIOTh OCHOBHUH KOJI.

OTxe, METOAMKA BKIIOYA€ HU3KY MOCTIAOBHUX JIild, B paMKax SIKHX BUBUYAETHCS KYJIbTYpHUI
KOJI 1 HOTO 3aCTOCYBaHHS B KOHTEHT-MapKETUHTY 3 METOI0 (JOPMYBaHHS iJCHTUYHOCTI OpeHy. Bona
JI03BOJIUTh HE JIMILE OTPUMYBATHU aKTyalbHI JaHi, a ¥ YCBIIOMJIEHO BH3HA4aTH, KOPUT'YBAaTU Ta
¢dbopmyBaTi OpeHIaM CBOIO iEHTUYHICTh 3a JIOTIOMOTOI0 BepOaiizalii Ta Bizyasizamii KyJbTypHHX
KOJIB i1 CKJIaJOBUX.
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INTERNATIONAL CULTURAL DIALOGUE OF UKRAINE:
CURRENT DIMENSIONS OF THEATRICAL COMMUNICATIONS

In the contemporary era of globalization, the cultural dialogue between nations emerges as a
vital tool for coexistence, mutual comprehension, and collaborative ventures. Boasting ancient history
and diverse cultural heritage, Ukraine has emerged as a proactive player in the international dialogue
with other nations, with a marked presence in European and American domains, particularly in
theatrical arts. The evolution of theatre has invariably been swayed by political, economic, social, and
creative aspects, fostering dynamic transformations in the content, form, and methods of theatrical
exhibitions. The Russian military aggression, which took place back in February 2014, amounts to
one of the most significant external influences on this course in Ukraine over the past decade. The
full-blown invasion of Ukraine on February 24, 2022, induced massive migrations within the country
and their forced departure abroad. Among these migrants hailing from various regions of Ukraine
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were the practitioners of theatrical arts who, without forsaking their professional engagements,
endeavored to assimilate into the fresh cultural milieu, bringing along the traditions and innovations
from their theatrical roots. Theatre inherently participates in multitudinous sociocultural dialogues
with distinct cultural systems, mirrored in international engagements and various forms of
partnerships that function as the machinery of cultural diplomacy and concurrently enact transcultural
aspects [4; 5; 6].

Recently, a new representative form has been added to the established definition of theater —
the online or digital version, which has expanded the audience through what is termed as the "virtual
cultural dialogue." The highest activity in implementing this form of communication coincided with
the SARS-CoV-2 pandemic period, as force majeure circumstances prompted the search for
alternative ways to connect with the audience [1; 3]. Such situations accentuated the theatre's stance
as an instrumental resource to be harnessed in cultural diplomacy. However, its immersion in the
international dialogue appears sporadic, as a cogent strategy to illustrate Ukrainian culture remains
in the development phase.

This research aims to examine the distinct features of Ukrainian theatrical communications
operating within the contemporary cultural dialogue with foreign nations, with the intent of
amplifying international comprehension. Questions arise: what place does Ukrainian theatrical
communication occupy, and what role does it play in cultural diplomacy as a component of cultural
dialogue? An assessment of theoretical, analytical-practical, scientific-publication, and PR data
devoted to the cultural dialogue in theatre practices indicates the initial phase of research concerning
these critical matters. The primary thematic trajectories have been identified, encompassing
retrospectives and memoirs (culture of remembrance), news/announcements, exposition of
personalities and names, and critique of theatre studies literature (reviews).

In the conduct of this research, the method of sociocultural observation and the historical-
genetic method were deployed; principles of historicism, universal connection, and proactive,
innovative reflection were adhered to, and systematic, axiological, and informational approaches
were harnessed.

Investigating scientific-publicist sources, institutional web portals, and interviews has
illuminated issues inherent in the international cultural dialogue. In the case of direct institutional
interactions, regional cultural-artistic affairs, and theatrical representative configurations organized
by cultural elites, communication unfolds harmoniously and productively. However, in nationwide
events and official representative activities, there needs to be more coordinated authority and clearer
responsibilities for specific accountable structures. [10]. This trend parallels the findings from a study
on Ukrainian-Polish public diplomacy [7]. While international collaboration translates into official
cultural diplomacy, cultural dialogue, whether collective or individual, materializes as informal
cultural diplomacy, given that every proponent of a particular ethnic culture acts as its envoy in a
recipient (foreign) societal context. Theatrical communications occur overseas and within the
purview of international initiatives in the country [9].

In light of the war, a plethora of theatres worldwide proposed assistance to Ukrainian artists,
encompassing offers for collaboration, accommodation, production of performances, and
involvement in international events. Such efforts culminated in a veritable influx of Ukrainian
theatrical works in Europe: a count of 29 premieres and readings was recorded solely in 2022. The
chief countries hosting Ukrainian theatre included Germany, Poland, Lithuania, Latvia, France,
Slovakia, the United Kingdom, and the USA [2]. Ukrainian playwrights, directors, and actors partook
in theatrical readings on the global stage (such as A. Mai’s “IIpo Biitny” (About War), “Tuma”
(Silence), “Moe wmaitOytne micna BiiHH® (My Future after the War), “put in process”;
O. Dorichevsky’s “IlociOHuK sik KpacTy, i pu 1iboMy 31aBatrca MmuiuM” (A Guide on How to Steal
and Still Seem Sweet); N. Litkevich’s “Stay at home? 3anumaiics Bnoma? Bleib zuhause?”” among
others); staging of plays (like M. Holenko’s “Matb ['opbkoro” (Mother Gorky); T. Trunova’s
“Ha*1*t”; S. Moiseyev’s “Cmipanp BiiiHu” (Spiral of War), “3Bykn Ykpainu” (Sounds of Ukraine),
“UerBepta cectpa” (The Fourth Sister); R. Sarkisyan’s “Pagio Mapis” (Radio Maria); O. Apchel’s
“Nowi sgsiedzi / Hosi cycigu” (New neighbors)); and featured in festivals, art residencies, and tours.
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The display of Ukrainian theatrical art at international occurrences not only unveiled the cultural
proliferation of the nation but also served as a forum for discourse on urgent matters of war, migration,
and the quest for national identity [8].

Conclusions. The present-day theatrical communications of Ukrainian artists operating abroad
can be delineated by the following primary dimensions: forms of theatre work representation, which
includes the performative reading of the text, staging of plays, participation in works by international
authors, and involvement in festivals, art residencies, and tours; institutional aspects —
official/informal; quantitative depictions — individual/collective; and territorial dimensions of
representation — Europe and America. It is conjectured that, in the near future, Ukrainian productions
will proliferate not just via direct staging of plays but also through the internet as part of a virtual
cultural dialogue.

Ukrainian theatrical art, functioning as a cultural envoy, is critical in constructing a positive
image of the country among the global society. Hence, the cultural and artistic initiatives launched
by state entities and non-governmental theatre organizations should receive full backing from the
national authorities.
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