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The article is devoted to the problems of formation of self-educational
competence of actors within the framework of the educational component
“professionally-oriented foreign language workshop”, which has recently
become extremely relevant due to global changes in theatrical art. In turn,
art has found itself in a state of fierce competition with other types of visual
arts in general. In addition, Ukrainian theater has also found itself in a state of
prolonged crisis caused by socio-political transformations of recent decades,
the coronavirus epidemic and the present hostilities. The transition to distance
learning methods necessitated the rapid mastery of new self-educational
practices, which have significant differences due to the peculiarities of the very
essence of theatrical art.

One of the competencies that a student must acquire as a result of mastering
the course is the ability to search for sources related to professional activities
and critically analyze, extropolate, based on professional knowledge. Ability
to use scientific literature, archival materials, engage in “self-education”.
Therefore, self-education becomes the most important component of the
professional activity of the future actor, and self-educational competence is
the most important component of intellectual competence in the set of his key
competencies. Key words: intellectual competence, professional competence,
self-education, critical thinking, artificial intelligence, cognitive strategies.
The article reveals the content of self-educational competence, its composition,
resources and algorithms of formation. Particular attention is paid to the role
of cognitive and metacognitive strategies in the process of self-education.
Among the cognitive strategies are those aimed at developing memory,
attention, representation and other cognitive functions necessary to create
convincing images. Metacognitive strategies are related to the management of
one’s own cognition: self-assessment, detection and correction of one’s own
mistakes. In turn, both types of strategies provide for the formation of a high
level of information and communication competencies, which, in addition to
general skills and abilities of information search and processing, involve the
possession of various communication technologies in social networks, the
creation and maintenance of their own online portfolios to present their own
creative works and attract the attention of potential employers.

The article also cites some of the existing artificial intelligence tools,
acquaintance with which will be useful for future actors. In particular, there is
an opinion on the need to develop virtual assistants, which, on the one hand,
would provide the necessary information support, and, on the other hand,
accumulate the actor’s own professional experience.
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CrarTi0 IIPUCBAYECHO npoOiemMam (opMyBaHHS CaMOOCBITHBOT
KOMIIETCHTHOCTI aKTOPIiB y paMKaX OCBITHBOTO KOMIIOHEHTa «mpodeciitHo-
Opi€HTOBaHMI MPAKTUKyM IHO3EMHOI MOBW», SIKa 3a OCTaHHI 4acu Halyna
HaJ[3BUYaiHOI aKTyaJbHOCTI BHACHIJOK IMIOOANbHUX 3MIH Y TeaTpalbHOMY
mucTenTBi. CBO€I0 YEpPrord MUCTEUTBO ONUHWIOCH y CTaHi >KOPCTKOI
KOHKYPEHII] 3 IHIIUMM BUJAMM Bi3yalbHUX MUCTELTB y3arami. Kpim Toro,
YKpaiHChbKMI TeaTp OIMMHUBCS IIe I y CTaHi TPUBAJIOl KPHU3H, CIPUUYUHEHOL
COL[JIbHO-TIOJIITUYHUMU NIEPETBOPEHHSIMU OCTAHHIX JECATUIITh, TAHAEMIEI0
KOpPOHaBIpyCy Ta cborojeHHs OoioBux miid. Ilepexim Ha aucTaHINiiHI
METOAM HaBYaHHS 3YMOBHB HEOOXiTHICTh IIBUAKOTO OBOJIOAIHHA HOBHUMH
CaMOOCBITHIMHM MpPaKTUKaMH, SIKi MalTh CYTT€BI BIIMIHHOCTI BHACTiJIOK
0COONMUBOCTI caMOi CyTi TearpalibHOrO0 MUcCTenTBa. OMHIEI 3 KOMIETEHIIiH,
Ky 3700yBau BUIIOI OCBITH IOBUHEH HA0yTH B PE3yJIbTaTi ONaHyBaHHS KypCY,
MOCTa€ «3aTHICTh BHKOHYBAaTH MOLIYK JUKEPENd, SKi MAlOTh BiJHOIICHHS
10 mpodeciiiHol MisSUIBHOCTI Ta KPUTHYHO AaHANI3yBaTH, €KCTPOIOJIIOBATH,
Oazyrounch Ha (haxOBUX 3HAHHSX. 3JaTHICTb KOPUCTYBATHCS HAyKOBOIO
JiTeparyporo, apxXiBHUMH MarepiajliaMu, 3aiiMaThcs CcamoOCBiTOIO». Tomy
CaMOOCBITa CTa€ HaMBaXXIMBIIIO CKJIAJOBOI0 YAacCTHHOIO IpodeciiHoi
TiSUTBHOCTI  MailOyTHBOTO aKTOpa, a CaMOOCBITHA KOMIIETEHTHICTh —
HaMBaXXJIMBIIINM CKJIaJHUKOM IHTENCKTyaJbHOI KOMIETEHTHOCTI B Habopi
HOT0 KJIFOUOBUX KOMIIETEHTHOCTEM.

VY cTarTi po3KPHUBAETHCS 3MICT CaMOOCBITHBOI KOMIIETEHTHOCTI, ii CKIJaf,
pecypcu Ta anroputMu ¢opmyBaHHs. OcoONHBY yBary 30CEpEKCHO Ha
pOJi KOTHITMBHUX Ta METAKOTHITUBHMX CTpaTerii y mpomeci caMOOCBITH.
Y 4ucii KOTHITUBHUX CTPATErii BKAa3yIOThCS Ti, IO CIPSIMOBaHI Ha PO3BUTOK
naM’siTi, yBaru, ysBJIECHHS Ta iHIINX KOTHITUBHHUX (YHKIiH, HEOOXiTHUX IS
CTBOPEHHS IEPEeKOHJIMBUX 00pa3iB. MeTaKoTHITHBHI cTparerii HoB’si3aHi
3 YOpaBIiHHAM BJACHUM IIi3HAHHSAM: CaMOOIIHKOIO, BHSBICHHIM Ta
BUIIPABICHHSAM BJIACHUX NMOMIIOK. CBO€IO 4eproro oOHBa BUAU CTPATErii
nepen6adaroTh (POPMyBaHHS BHCOKOTO PiBHS iH(GOpManiiHO-KOMYHIKaI[iiTHAX
KOMIIETGHTHOCTEH, sKi, KpiM 3aralbHUX YMiHb 1 HaBHYOK IOMIyKYy Ta
0o0pobnenHs iHpopmallii, nependavyaoTh BOJOMIHHS PI3HUMH TEXHOJIOTISIMH
KOMyHiKamii B COIiaJJbHUX MEPEeXkax, CTBOPCHHS 1 BEICHHS BIACHUX OHJIANH-
nopT¢hoIio I MPEACTABICHHS BIACHUX TBOPYHMX POOIT Ta 3aJIy4CHHS yBaru
MOTEHIIHHUX POOOTOABIIIB.

Y cTaTTi TAaKOX MPEACTABICHO HASIBHI HIHI IHCTPYMEHTH IITYYHOTO iHTEEKTY,
3HAWOMCTBO 3 IKHMU CTaHE B HAro/i MaiiOyTHIM akTopam. 30KpeMa, HaBeICHO
OYMKY IIOAO HEOOXiIHOCTI po3poOICHHS BipTyaJdbHHUX ACHUCTEHTIB, SKi O,
3 OxHOro OOKY, HalaBaJId HeOOXiAHY iH(OpMAaIliiiHy TiATPUMKY, a, 3 IHIIIOTO —
HAKONIMYYBaJIH BIACHUH npodeciifHuii ToCBix aKTopa.
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Statement of the problem. Modern theater in
the world dimension is the result of a long evolution
and synthesis of various artistic trends. In particular,
the Ukrainian theater, the history of which is much
smaller than the history of the world theater, is look-
ing for its way in the conditions of huge socio-politi-
cal transformations, and in the last decade also in the
conditions of a sharp reduction in the number of spec-
tators due to the coronavirus pandemic and hostilities.
This has led to significant problems in the preparation
of future personnel for the theater — actors, actualized
the problem of using self-educational competencies,
the presence of which is an integral part of the pro-
fessional competence of an actor of modern drama or
drama and musical theater.

Analysis of research and publications. The prob-
lem of the formation of self-educational competence
is one of the main directions of pedagogical research.
Many domestic and foreign scientists have con-
sidered various aspects of students' self-education.
AM. Aleksyuk, A.A. Ayurzanayn, P.I. Pidkasisty,
V.A. Kozakov considered the issue of organizing
students' independent work already at the beginning
of the formation of domestic pedagogy. V. Andrush-
chenko, I. Zyazyun, V. Kremen studied self-educa-
tion in the context of the theory of continuous edu-
cation. O.A. Shumska, O.0. Shumska interpreted
self-education as an activity process. Self-education
as a form of obtaining and deepening knowledge was
considered by N. Bezlyudna, N. Dudnik, N. Malik.
Other aspects of self-education as a means of accu-
mulating social experience were touched upon by
L. Korostil, O. Kucheryavy, V. Kovalchuk. A. Pav-
lichenko, O. Pashchenko, T. Medvedovska, V. Vish-
neva researched aspects of students' self-education in
conditions of digitalization and internetization of the
educational space. S. Roy considered the substantive
issues of the structure of self-educational competence.

The purpose of the article consists in substanti-
ating the need to form and consider ways to develop
self-educational competence of future actors, which
is the most important component of intellectual com-
petence in the conditions of rapid global changes in
which the educational sphere finds itself.

Presenting of the main material. Modern theater
is the result of a long evolution and synthesis of var-
ious artistic trends. Theater, like any other form of
art, has always been closely related to philosophy.
Ancient tragedies raised eternal questions about the
meaning of life, good and evil. In the Renaissance,
theater served as a tool for studying human nature and
social relations. And in each subsequent era, theater
reflected the prevailing philosophical ideas.

In the twentieth century, the philosophy of modern-
ism played a key role in the transformation of theat-
rical art. Modernists sought to destroy the established
theatrical canons, such as a linear plot, a clear divi-
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sion into actors and spectators, and the illusory nature
of the stage. This led to the emergence of such trends
as expressionism, surrealism, absurdism. Instead of
an objective reflection of reality, modernists explored
the inner world of a person, his unconscious, emo-
tions, where the emphasis was on the experiences
of the characters. Modernists actively experimented
with various forms of theatrical performance: from
the use of non-traditional spaces to the mixing of
genres. Modernist theater was often used as a tool
for criticizing the existing social order, for posing
acute social issues. The modernists intend to destroy
the illusion of reality created by traditional theater.
The emphasis was placed on the artificiality of the the-
atrical performance, on its conventionality [1; 5; 6].

The philosophy of postmodernism, which repla-
ced the modernist type of thinking and the general
cultural paradigm, which replaced the worldview of
modernity, which put man with his mind, greatness
and freedom in the center of the world. The style
of thinking of prominent representatives of post-
modernism (J. Lyotard, M. Foucault, J. Derrida,
J. Baudrillard, J. Deleuze, F. Guattari, etc.) preferred
not the constancy of knowledge, but its instability, the
emphasis is not on the abstract, but specific results
of the experiment. Not on the absoluteness of truth,
but on its relativity. Therefore, no one can claim the
ultimate truth, because any understanding is a human
interpretation that is never final. In addition, it is sig-
nificantly influenced by such facts as social class, eth-
nic, racial, clan affiliation of the individual [7].

Although modernism and postmodernism have
had a significant influence on art, contemporary art
is not a simple copy of them. Contemporary artists
use the legacy of the past to create new, unique works
that reflect modern reality and meet the challenges
of modernity.

The philosophy of postmodernism has had a pro-
found and multifaceted impact on the development
of modern theater, radically changing its landscape.
Postmodern theater is constantly looking for new
forms of expression, experimenting with such tech-
nologies as intertextuality (the use of quotes, allu-
sions and references to other works of art, history,
culture), decentralization of the author (the meaning
of the performance is created in the process of inter-
action of all participants in the theatrical process),
socio-critical (appeal to current social problems, crit-
icism of the existing order of things). Postmodern
theater pays great attention to visual effects, scenog-
raphy, costumes.

At the same time, the Ukrainian theater is going
through a difficult historical period, which is charac-
terized by the desire to rethink the great task of the
theater as a social institution — to serve as a mirror
of society, to reflect its problems and contradictions,
as well as to form public consciousness. Theater has
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always been not just entertainment, but also a power-
ful tool of social influence. At the same time, the pro-
tracted transition period of socio-economic and polit-
ical transformations, the coronavirus epidemic and
the outbreak of war had a significant impact on the
process of renewal of the Ukrainian theater of oper-
ations. Suffice it to say that compared to 1990, the
number of visits to theaters in 2017 decreased almost
threefold (17.6 million against 6.2 million).

Culturologist M. Korobko writes bitterly: “The
theater is now in especially difficult conditions, almost
on the verge of its extinction. Theater workers are
trying to find new ways of expressing and attracting
audiences, sponsors and funds in order to somehow
survive” [5]. According to Ukrainian theater critic,
doctor of art Hanna Veselovska: “This whole cycle
passed by our theatrical art was not thanks to, but
in spite of, through efforts, on previous experience.
For the future, firstly, a reform of theater education
is needed. This applies to the status of the institution,
which is now considered the main theater university,
and its material base, and the approach to education,
which, it seems to me, is now somewhere in 1968”.

The reform of theater education should take into
account the need to form a new status of an actor in
modern theater, which is influenced by postmodern
tendencies. This situation is impossible without actu-
alizing the self-education of the future actor, which
should become an integral part of his training and
development. By actively seeking new knowledge
and skills, actors can better prepare themselves to
create meaningful and innovative performances that
resonate with audiences. From this follows the task
of studying self-educational competence, its structure
and content orientation [3; 4; 8].

The structure of self-educational competence
of a future actor includes several key cognitive and
metacognitive components that combine both theoret-
ical and practical aspects of his training. These com-
ponents of the structure are also taken into account
within the framework of the educational component
“professional-oriented seminar on foreign language”.

Cognitive competencies are related to the com-
petence of an actor, which is directly related to his
knowledge, skills and abilities that he applies in the
creative process. Let’s take a closer look at what cog-
nitive competencies can be included in the structure
of the actor’s self-educational competence.

Proficiency in stage language:

— diction, articulation, intonation;

— mastering various speech genres (monologue,
dialogue, etc.);

— Work with the text of a dramatic work.

Mobility and plasticity of the body:

— possession of one's body, development of
physical abilities;

— mastering various plastic techniques;
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— creating a stage image through the body.

Musical abilities:

— possession of musical ear, rhythm;

— ability to sing, play musical instruments;

— creation of musical images.

Knowledge of psychology:

— understanding of the human psyche, motivation
of behavior;

— work with emotions and feelings;

— creation of psychologically reliable images.

Cognitive competencies can include information
and communication competencies, among which the
most important are the following:

1. Search for information: the actor must be able
to find the necessary information about roles, perfor-
mances, directors, theatrical theories, etc.

2. Working with various data formats: the actor
interacts with text, audio and video materials.

3. Online learning: using online platforms to learn
acting, foreign languages, and developing additional
skills.

4. Social networks: Active participation in profes-
sional communities, popularization of one’s work.

The main metacognitive components of this struc-
ture include:

1. Knowledge competence.

— theatrical theory: knowledge of different direc-
tions and styles of theater, art history, theory of acting;

— literary education: understanding of works that
can be interpreted on stage, knowledge of screenwrit-
ing skills.

2. Practical competence.

— acting skills: mastering the techniques of stage
play, working with text, improvisation;

— teamwork: the ability to interact with colleagues
on stage, directors, set designers and other technical
personnel.

3. Creative competence.

— development of representation: the ability to
come up with new ideas and interpretations, explore
different approaches to roles;

— creative thinking: the ability to approach tasks in
a non-standard way, to create original stage images.

4. Social competence.

— communication skills: the ability to communi-
cate effectively, both on and off stage, including in the
professional environment;

— emotional intelligence: the ability to recognize
and manage one’s own emotions and those of others,
which is important for creating credible personas.

5. Personal competence:

— introspection and reflection: the ability to ana-
lyze your speeches, draw conclusions and make
adjustments to your practice;

— motivation and determination: the desire for
continuous self-improvement and development of
one’s skills;
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6. Methodological competence.

—self-organization: the ability to plan your studies,
divide time between practice, theory and recreation;

— use of educational resources: Ability to find and
effectively use books, online courses, workshops, and
other resources for self-development.

Combining all these components, the future actor
will be able to successfully develop his self-edu-
cational competence, which in turn will help him
achieve high results in the theatrical field and in his
professional career.

Recently, artificial intelligence (Al) services have
been developing at an extremely rapid pace. The
ability to communicate with artificial intelligence is
becoming a key competence in the modern world.
Artificial intelligence opens up incredible opportu-
nities for drama actors to develop and improve their
skills. In particular, Chr. Bullen from the American
School of Art proposes to use the following areas of
application of artificial intelligence [9]:

1. Creating customized scenarios: Artificial intel-
ligence can compose monologues, dialogues, and
scenes tailored to your students’ needs;

2. Inventing unique dramatic activities: Al can
help in creating new dramatic games and exercises.
A hint is necessary, and your creativity is the limit;

3. Designing scenery: Applications such as Mid-
journey can generate images for scenographic projec-
tion, such as “cartoon-style school interior” or “Lon-
don’s Victorian Park in watercolor”;

4. Analysis of published play texts: Artificial
intelligence can review scripted plays and suggest
character motivations of actions, goals or transitive
verbs for action;

5. Simplifying complex language: Especially use-
ful for texts such as Shakespeare’s works, artificial
intelligence can simplify language to improve stu-
dents’ understanding;

6. Detection of standard character traits: The
Al can list the characteristics of standard charac-
ters (e.g., in “Comedy” or “Pantomime”) to assist
students in their interpretation of corporeality and
vocal choices;

7. Hands-on guidance: Al can offer step-by-step
instructions, such as creating a still image from a spe-
cific plot point or developing a sequence of motion;

8. Providing starter tools for improvisation: Al can
provide customized clues for improvisational scenes,
given the number of actors available.

Let’s give an example of the use of the Gemini
service by a conditional actress:

Actress: I am a student of the theater faculty and
I need to play the role of an aristocrat who is forced to
milk a cow in order to get milk. Help me use the tool
Verfremdungseftekt to get into this image?

Gemini: Verfremdungseffekt (alienation effect)
will allow you to create a bright and memorable
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image of an aristocrat who finds herself in an unusual
situation. Let’s look at a few ways you can use this
technique in your training:

1. Exaggeration of the aristocracy:

Language: Use fancy expressions, borrowings
from foreign languages, speak slowly and clearly, as
if each word had a special meaning for you.

Movements: Movements should be fluid, graceful,
emphasize belonging to high society. Even after milk-
ing a cow, maintain your posture and avoid sudden
movements.

Clothing: if the context allows, wear clothes that
emphasize your aristocracy: a long dress, gloves, a hat.

Attributes: Bring some attribute related to your
high pedigree, such as a fan or a small handbag.

2. Creating Contrast:

Comparison: Constantly compare your actions
with what you are used to doing in everyday life. For
example: “I, the earl’s daughter, milk a cow? It’s just
unthinkable!”

Irony: Use irony to emphasize the absurdity of the
situation. For example, you can call a cow your serv-
ant when giving her orders.

Exaggerating disgust: Show how repulsive you
are to the idea of milking a cow. Wrinkle your nose,
turn away, express disgust.

3. Breaking the fourth wall:

Addressing the audience: Comment on your actions,
ask rhetorical questions, ask the audience for advice.

Monologues: Say monologues about how you
ended up in this situation.

5. Use of symbols:

Things: Carry things that symbolize your old way
of life. For example, an old book or binoculars.

Movements: use symbolic gestures, such as
applying a fan to your eyes so you don’t see what
is happening.

Conclusions. In its short history, the Ukrainian
theater has existed mainly in difficult conditions,
looking for its creative path in theatrical art. A spe-
cial period fell on the end of the twentieth and the
beginning of the twenty-first century as a result of the
influence of radical socio-political changes, in the last
decade also as a result of the pandemic and hostilities.
This situation led to the emergence of many challenges
in theatrical life, including the problem of training
future actors. The aggravation of these problems is
also associated with the global trends in reforming
theatrical art as a result of huge competition from
other types of visual art, which is due to the change
in philosophical paradigms and the development of
information and communication technologies. Such
a course of circumstances and the search for ways
to develop modern Ukrainian theater requires new
approaches to the training of future actors, in particu-
lar, in the conditions of distance learning. From this
follows the special role of self-education of students
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of the faculties of theater arts, ways of acquiring
self-educational competencies.

The article reveals the meaning, meaning and struc-
ture of self-educational competencies, both cognitive
and metacognitive. Cognitive are associated with the
direct work of the actor with information: memorizing
the text, understanding the role, analyzing the character
of the character, interpreting the director’s instructions.
Metacognitive competencies are related to the aware-

ness and regulation of these cognitive processes, aimed
at the ability to evaluate one’s own work, determine
one’s strengths and weaknesses, and choose the most
effective strategies to achieve the set goals. Particular
attention is paid to information and communication
competencies, the importance of acquiring innovative
approaches to the process of self-education of future
actors, in particular the possibilities of using artificial
intelligence services, is emphasized.
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