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«Bicuuk KuiBCbKOTO HamiOHANHEHOTO yHiBepcHTETy KynbTypH 1 MucTentB. Cepis: CLeHIYHE MHCTEHTBO»
€ BaXJIMBUM MDKHApOAHUM (pOPYMOM, Ha CTOPIHKAX SIKOTO OOIOBOPIOIOTHCS MHUTAHHS HAyKH I NMPaKTUKH BCIX BHIIB
CLCHIYHOro MHCTEnTBa. TYT MOXKYTh BHCYBATHCh 1 Ii/[IABATUCH JUCKYCIl TiOTE3H SIK HAyKOBO-TEOPETHYHOTO, TAK
1 TBOPUYO-NIEAArOriYHOIO Xapakrepy. Takuil miaxig CBIAYUTb, 10 ICTOPIS CLEHIYHOTO MUCTELITBA MA€E CyJacHe 3HAYCHHS,
10 MUCTELTBO3HABYMM JIOCIIIPKSHHSIM TTOTPiOHA METOJONIOTIsI, @ TeaTpalibHil KPUTHUII Ta mexarorini — inpopmariiiae
T0JIE JUTSL JUCKYCIit.

VY xypHai omry6ikoBaHO MaTepiali 3 MUTaHb Teopil, icTopii i IPaKTUKH CBITOBOrO Ta YKPaiHCHKOTO CLEHIYHOTO
MHUCTEITBA.

Pexomendosano 0o opyky Buenoio padoro Kuiscbko2o Hayionanbno2o ynigepcumenty Kyivmypu i Mucmeyme
(npomoxon Ne 5 6io 15.11.2019 p.)
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Kuesckuil HaunOHaNbHBIN YHUBEPCUTET KYJIBTYpPhl M HCKYCCTB
BectHuk KneBckoro HanmoHaJIbHOT0 YHUBEPCUTETA KYJIbTYPbI U HCKYCCTB.
Cepns: CueHnveckoe HCKYCCTBO
Hayunslit s)xypHan

«BectHnk KueBcKoro HalMOHaJILHOTO YHMBEPCUTETA KyJIbTYpbl U HCKyccTB. Cepust: ClIEHHYECKOE MCKYCCTBOY»
SIBJISICTCS BAYKHBIM MEXKIYHAPOIHBIM (hOPYMOM, HA CTPAHHIAX KOTOPOTO OOCYKIAIOTCS BOIPOCH HAYKH U MPAKTHKU
BCEX BHJIOB CIICHHYECKOTO HCKYCCTBA. 371€Ch MOTYT BBIIBUTATHCS U MOJBEPraThCs AUCKYCCHH TMIIOTE3bl KaK HAy4HO-
TEOPETHUYECKOr0, TaK M TBOPUYECKO-NENArOrHYeckoro Xapakrepa. Takoi IMOIXOH CBUACTENBCTBYET, YTO HCTOPHUS
CLICHMYECKOTO HCKYCCTBA HMEET COBPEMCHHOEC 3HAYCHHE, YTO HMCKYCCTBOBCAYECKMM HCCIICOBAHHAM HyXKHA
METOJOJIOTHS, 4 TeaTPaIbHOM KPUTHKE U MeIaroruke — NHGOPMAHOHHOE MOJIe IS JUCKYCCHIA.

B kypHane myOauKyloTCsi MaTepuaibl O BOMPOCAM TECOPHHU, UCTOPUM M HMPAKTUKH MHPOBOTO M yYKPaMHCKOTO
CLIEHHYECKOTO HCKYCCTBa.

Pexomenoosano k nevamu Yuenvim cosemom Kuecko2o HayuoHanbHo20 YHUSEPCUMEMA KYIbMYypbl U UCKYCCNE
(npomoxon Ne 5 om 15.11.2019 2.)

PellaKllHOl-lHaﬂ KoJJIeTrusl

Mapmunac Ilempukac — raaBHBI peJaKTOP, NOKTOP MCKYCCTBOBEIEHHMS, JIOLEHT (BumbHrocckmii ynusepcutet, JIutoBckas
Pecniy6nuka); Ej °p Foosa-P — 3aMeCTHTe]b TJIABHOTO pPeIAKTOpPa, KaHIMIAT HMCKYCCTBOBEIEHHS, JIOLEHT
(KueBckuil HalMOHAJIBHBIA YHHUBEPCHTET KyJIbTYPbl M MCKYCCTB, YKpauna); Banepuii Ilayynos — 0oTBeTCTBEHHbBIH CceKperapsb,
3aCITy’KeHHBIH JesTenb MCKyccTB YkpauHsl, npodeccop (KueBckuil HalMOHANBHBIN YHUBEPCHTET KyJIBTYPbl H HCKYCCTB, YKpauHa);
Daoens Anvmydaun — noxrop HuI0codGuH Mo MeJarorndeckuM HaykaM (BBICIIHI HHCTHTYT JApaMaTHYeCKOro HCKyccTBa, IocyapeTBo
Kygeiir); Cepeeit besknyoenko — noxrop dunocodekux Hayk, npodeccop, modeTHbli akageMuk HarnoHanbHOM akaJeMHn MCKYCCTB
Vxpannsl (KueBckuil HaMOHATBHBIN YHUBEPCUTET KYIBTYPBI M HCKYCCTB, YKpauHa); Anexcanop bespyuko — TOKTOp HCKYCCTBOBEICHHS,
npodeccop (KueBckuii YHHBEPCHTET KYJIbTYpbl, YKkpauHa); Bradumup Bubuneuwsunu — XaGUIMTHPOBAHHBIA TOKTOpP B 00JIacTH
HCKycCTBOBeAeHMs, npodeccop (baTymcknii rocynapcTBeHHBINH yHUBEPCHTET UCKyccTB, PecmyOnuka ['pysust); Pocmucnaé Bysyk —
JIOKTOp MCKyccTBOBeneHH s, mpodeccop (bemopycckuit rocynapcTBeHHBIH YHHBEPCHTET KyIbTYphl H HCKyccTB, Pecry6muka Benapyce);
Hamanusa Bradumupoea — 10KTOp UCKYCCTBOBEICHHS, TPodeccop, wieH-KoppecronjeHT HarnonaabHOH akageMuu HCKYCCTB YKparHbI
(HarmonanbHast akageMust ICKyCCTB YkpauHsl, Ykpanna); Oxcana I'apaukoeckan — noxtop dunonorudeckuii Hayk, qoueHt (Knesckuit
HAI[MOHAJIBHBIH YHUBEPCUTET KYJIBTYPbI M MCKYCCTB, YKpanHa); Enena I'onuapoea — noxrop Kyisryposiorut, npodeccop (Kuesckuii
HAIMOHAJIBHBIN YHUBEPCHUTET KYJIBTYPBbI U HCKYCCTB, YKpauHa); Anexcandp Knekoekun — 1OKTOp UCKYCCTBOBEIeHHs, Tpodeccop, wieH-
KoppecrnonieHT HanroHanbHO# akafieMUn MCKYCCTB YKPaMHBI, 3aCTyKCHHBIH IesTenb HeKyceTB Yipaunsl (HarmonanbHas akagemus
HCKycCTB Ykpauubl, Ykpauna); Hennu Kopnuenko — JIOKTOp MCKycCTBOBeICHUs, mpodeccop, akaneMuk HarmoHnaabHON akageMun
HCKYCCTB YKPanHBI, 3aCITyKEHHbIH JIeaTeNb HCKyccTB YKpauHsl (HalnoHansHeli IEHTp TeaTpaibHOro nekyccersa nmenn Jlecst Kypbaca,
Vkpanna); Enena Jleéuenko — noktop Gunocopcknx Hayk, cTapmuii Hayunblii coTpyaHuk (KueBckuil HaIlMOHANBHEIN YHHBEPCHTET
KYJIBTYPbl M MCKYCCTB, YKpauHa); Joume Jlewuncxaa (Tuweiizepe) — xanpujgar uckyccrosenenus (Jlareuiickuil yHusepcurer,
JlatBuiickast PecmyOnuka); Tepeca Masena — noktop uckyccTBoBeienust (JIbBOBCKas HalMOHATbHAs My3bIKalbHas aKaaeMHs
nm. H. B. JIbicenko, Ykpanna); Anuna ITuonsinckas — KaHMIaT UCKyCCTBOBEICHHS, NOIeHT (KneBcKknii HalMOHANIbHBIA YHHBEPCHTET
KyJIBTYpPbI U UCKYCCTB, Ykpauna); Eezenuit Poii — 1oKTOp uCTOpHYeCcKuX Hayk, npodeccop (KueBcknii HalMOHAIBHBIH YHUBEPCUTET
KYIBTYpPBI M UCKYCCTB, YKpauHa); Jwomuna Pomaniok — JOKTOp TICHXOJIOTHYECKHX Hayk, mpodeccop (TaBpuyecknii HalMOHAIBHbII
yuuBepcuter umenn B. W. Bepuajckoro, Ykpauna); Onez Cmonsk — JIOKTOp HCKyccTBOBeneHus, npodeccop (TepHormombekuii
HAlL[MOHAJIbHBIA Iefarornyecknii ynusepcuteT uMm. B. I'narioka, Ykpanna); Puuapd Cmonbckuit — JOKTOP HCKYCCTBOBEICHHS,
npodeccop (benopycckas rocynapcTBeHHas akaneMus HCKyccTs, Pecryonuka benapycs); Hzops KOOKun — JOKTOP HCKYCCTBOBE/ICHHS,
YIeH-KoppecnoHieHT HaloHaabHOH akaJleMun MCKYCCTB YKpauHbI, BEylMi HayuHblil cOTpyaHuK (MIHCTUTYT MCKyCCTBOBEICHMS,
onpropuctrky, stHONOrHH UM. M. T. Poiibckoro HannonaneHoOM akageMun HayK YKpauHbl, YKpanHa).
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Abstract

The purpose of the article is to investigate the issue of Arabic or Islamic drama (both of which are
not necessarily synonymous), which existed in the pre-modern period: that is, between the birth of
Islam in the seventh century and the rise of theater in European models in the nineteenth century.
The selected issues determined the broad context of the research. In particular, the author draws
attention to the lack of a stable tradition of theater in the Western sense, which has become a problem
that has for many years caught the eye of critics and scholars of both the Muslim and non-Muslim
worlds. The research methodology is mainly based on the analytical-comparative-art-scientific
approach, which provides a cultural and anthropological study of the evolution of the Arab theater,
in particular, the ways of the early Arab drama formation and its development until 1847. Scientific
novelty of the article. For the first time, with the involvement of extensive research material, early
Arabic drama was systematized and scientifically conceived as a milestone component of the evo-
lution of theater in the Muslim world. Conclusions. The Arab Theater certainly existed until 1847,
but for a variety of reasons, its various manifestations did not grow into high art, as it did in Europe
during the Renaissance. Some scholars, both Muslim and non-Muslim, Arab and non-Arab, have
sought to find the causes of this situation, although most have proven to be speculative and not
worthy of scrutiny. It is likely that the drama did not develop beyond embryonic forms for two main
reasons: the hypocrisy to which the theater was exposed by religious figures, and the contempt
shown by the literature figures. Ibn Danyal's dramatic work could not be fruitfully developed because
the genre for which the works were created — the Shadow Theater — was technically restricted, and
the so-called "Caliph Trial" remains the only example of Islamic theater that can only be regarded
as a development of the art of worship. Later comedies tended to be either rude farcical or gross
satire, which usually emphasized the corruptions, cruelty and arrogance of powerful power-holders,
and the helplessness of the poor, naive and vulnerable peasant. These short improvised works did
not contribute to the plot development or character. However, this does not mean that such plays
have disappeared with the development of high European theater; on the contrary, and especially
in Egypt, they continued to be popular until the twentieth century, despite the contempt that many
educated Arabs felt for them.

Keywords: theater; early Arabic drama; Shadow Theater; Ibn Danial; Muslim religion; Arabic
literature
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Formulation of the problem

Many questions were either formulated before undertaking the research, or emerged
as important during the course of it. Did the Arabs develop a theatre before the
impact of European models in the nineteenth century? If so, what kinds of theatre?
Could any of its manifestations be called Islamic? And if the Arabs did not develop
a theatre, why not — and is this lack of theatre (always excepting the ta'ziyah, which
is a unique phenomenon) a severe shortcoming of Arab-Islamic culture? Is the
ta'ziyah itself a ritual or a drama or both? How and under what conditions did it
develop? Is it capable of being used as a model, or an inspiration, for Arabic theatre
generally, even in the Sunni community? Why did it not give rise to other forms of
theatre among the Shi'ites? Can it be transported outside its specific religious content
without losing its significance? What meanings does it have for its performers and
audience? Can Islamic art be easily defined? Is it true that Islam forbids the making
of representational art, and if so (or if perceived to be so) did this prohibition affect
the development of Arabic theatre? What kind of theatre existed in ancient Athens,
and in what ways did ideas about that theatre influence Western pioneers in the
twentieth century? How and under what conditions did Arabic theatre develop after
its European-influenced forms appeared in the mid-nineteenth century? Has it
suffered a decline during the past three decades? If so, why was this, and can the
decline be halted or even reversed? Why is scenography the “silent partner” in the
Arabic theatre? How can its status be raised?

What can be done in the domain of education? Is it possible to create a serious
theatre that will appeal to Arab-Muslim audiences when there is strong evidence
that they prefer, and have always preferred, the entertainments provided by the
commercial theatre? How can the theatre, which in the Arab world has never enjoyed
the high status accorded poetry and the novel, survive and flourish in a world of
globalized entertainment? Must it forever be the preserve of a highly educated elite?
These questions, and others that flow from them, are addressed by the study. They
are not all important to the theater practitioners, but they should be considered by
any theatre artist who is responsible for the education of the young, who, if their
ambitions lie in the realm of serious theatre, must make their way in an environment
that is often indifferent and sometimes hostile.

Analysis of the previous researches and publications

It is worth noting that at present there is a lack of Arabic sources for many
problems in the theory, history and practice of Arab theater. The main source for
researchers is works written in English. Among them there are articles in magazines
and on the Internet. However, the key source is books, many of which are written
by prominent authorities in the industry. Thus, the relationship between ritual and
drama is devoted to works: Jamshid Malekpour, The Islamic Drama (2004); Seyyed
Hossein Nasr, Islamic Art and Spirituality (1987); Erika Fischer-Lichte, Theatre,
Sacrifice, Ritual: Exploring Forms of Political Theatre (2005); Christopher Innes,
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Holy Theatre: Ritual and the Avant Garde (1981); Arnold Aronson, American Avant-
Garde Theatre: A History (2000) and Eric Csapo and Margaret C. Miller (eds.), The
Origins of Theatre in Ancient Greece and Beyond: From Ritual to Drama (2007). The
last of these provides illuminating examples of the latest thinking on the origins of
the Athenian drama, and a most valuable discussion of the Cambridge Ritualists
and their influence. Ch. Innes, A. Aronson and E. Fischer-Lichte are all informative
and thought-provoking, and Nasr is perhaps the most important writer on Islamic
spirituality and its expression in art'. The fundamental issues of the ta’ziyah mission
in the development of Arab drama are addressed in the following: Malekpour's The
Islamic Drama (2004) and a special issue of The Drama Review devoted to the ta’ziyah
(49, 4: Winter 2005). The topic of modern Arabic drama is covered in monographs
Badawi's Early Arabic Drama (1988) and A Short History of Modem Arabic Literature
(1993). Publications focus on a wide range of issues related to Arab culture and
the arts Roger Allen's Introduction to Arabic Literature (2000) and Philip Sadgrove's
Egyptian Theatre in the Nineteenth Century: 1799-1882 (1996). It should be noted
that all Arabic translations are copyrighted, unless otherwise stated.

The research proposed in this article is based on the following publications:
M. M. Badawi's Modem Arabic Drama in Egypt (1987) and Mohamed al-Khozai's
The Development of Early Arabic Drama, 1847-1900 (1984). The main source for
early Arabic drama, however, is Shmuel Moreh's fascinating and comprehensive
study of early Arabic live (as opposed to puppet) theatre: Live Theatre and Dramatic
Literature in the Medieval Arab World (1992). Also this chapter and others benefited
greatly from Albert Hourani's magisterial work A History of the Arab Peoples (1991).

The purpose of the article is to investigate the issue of Arabic or Islamic drama
(both not necessarily synonymous), which existed in the pre-modern period: that
is, between the birth of Islam in the seventh century and the rise of theater in
European models in the nineteenth century. The selected issues determined the
broad context of the research. In particular, the author draws attention to the lack
of a stable tradition of theater in the Western sense, which has become a problem
that has for many years caught the eye of critics and scholars of both the Muslim
and non-Muslim worlds.

The scientific novelty of the article

For the first time, with the involvement of extensive research material, early Arabic
drama was systematized and scientifically conceived as a milestone component of
the theater evolution in the Muslim world. The research methodology is mainly based
on the analytical-comparative-art-scientific approach, which provides a cultural and
anthropological study of the evolution of the Arab theater, in particular, the ways of
formation of early Arab drama and its development until 1847.

'The nature of the ritual relationship and theater on the example of the Muslim ceremonial
theatrical performance of the ta’ziyah — the Shi' and passion play.) See Alhajri, K., 2019. Ritual
and drama. Bulletin of Kyiv National University of Culture and Arts. Series in Stage Art, 2(1), pp.8-26
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The main material presentation

It is generally agreed that modern Arabic drama began in 1847, when Marun
al-Naqqgash (1817-55) wrote and produced, in his own house in Beirut, the first
modern play in Arabic, Al-Bakhil (The Miser), which was influenced by Moliere's VAvare.
Al-Nagqash felt the need to explain his motivation and ideas to his audience, who were
totally unfamiliar with this type of production, by reference to the nature and function of
European drama, and to describe the various kinds of theatrical entertainment available
in Europe. One of the key points of his famous speech, given on the evening of the first
performance, was an emphasis on “the civilizing influence of the theatre, the moral
functions of drama and its attempt to promote virtue and discourage vice through the
examples shown on the stage" (Badawi, 1987, p.44).

Al-Naqqgash's insistence on the theatre's civilising mission is understandable when
we consider the low esteem in which the traditional, popular Arabic theatre was held by
those interested in serious literature and by the devout, who regarded its manifestations
as trivial and obscene. These short satirical farces were often performed at weddings
and other ceremonies, and other popular entertainments included shadow plays and
puppet shows, and the gross antics of jesters. Since these were considered beneath
contempt by scholars, our sources of information in the eighteenth and nineteenth
centuries are mainly European travellers and residents, who were generally either
shocked or bored (Sadgrove, 1996, pp.11-25).

It is not surprising, therefore, that al-Naggash and many of his contemporaries
and successors should have largely, although not completely, ignored or deliberately
rejected the indigenous tradition and turned to Europe in order to create a theatre that
would seek to win the respect of scholars and the approval of the religious authorities;
to create, in al-Naqqgash's words, "a literary theatre and a European gold cast in
Arab moulds" for “the most intelligent and noble people of this country” (Al-Khozai,
1984, p.33).

It is evident that in the mid-nineteenth century the traditional Arabic theatre could
not provide a model for those ambitious to create a “literary theatre". Was this because
there had been a theatre in the Arab-Muslim world that had declined from substantial
achievement? The answer must be that there was no such model, although certain
short-lived manifestations could have been developed; but they were not. Moreover, the
only traditional Muslim tragic drama, the taziyah, was restricted to Shi'ite communities
and, although it was flourishing at exactly this period, had no influence in the majority
Sunni society. Nor did it give rise to a secular dramatic tradition among the Shi'ites,
since its very being was centred on highly specific religious observances and rituals.

Is it possible to discover, then, why the Arabs, or, more generally, the Muslims of the
Middle East, did not develop their drama? It should be emphasized here that by “"drama”
we mean drama in the western sense. M. M. Badawi (1987, p.3) gives the definition
“the imitation on a stage by human actors of a story or situation through action and
dialogue in verse or prose" Mohamed al-Khozai offers “a literary genre either in poetry
or in prose that describes life and characters or narrates a story by means of action
and dialogue through acting on a stage" (Al-Khozai, 1984, p.1). It is not our purpose
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here to attempt a universal definition, and these are broad enough for our purposes; but
we should note that Badawi refers to human actors, thus excluding the khayal az-zill or
shadow play, and al-Khozai includes the notion of a literary genre, thus ruling out all
popular improvised work and even those attempts that aspired to literary status but
failed to establish a tradition.

Before considering such manifestations as did exist before 1847, it will be useful
to discuss the various reasons advanced by scholars and critics for “the absence of
drama from classical Arabic literature”, to use Badawi's phrase (1987, p.3). Why were
only "embryonic forms", literary genres containing dramatic elements but insufficient
“to be recognised as theatrical works" produced before that date? As we shall see,
this negative view has been challenged, but for the present we shall assume it to be
broadly correct.

First of all it is necessary to recognize that the early Muslims had no knowledge
or experience of drama. Pre-Islamic literature was poetic, and although it contained
dramatic elements the poetry of the pagan era knew no drama (Badawi, 1987, p.3). With
the spread of the Islamic empire and Muslims' contact with the Byzantine and Sasanian
(Persian) civilizations, new learning began to make its mark on Islamic culture. In the
ninth century particularly, many Greek works were translated, but the translations were
mostly made not from Greek but from Syriac; and no ancient Greek dramatic works had
been translated into Syriac, because the Syriac scholars, who were mostly Christians,
Jews or Zoroastrians, were either uninterested in or hostile to pagan literature. Thus
works of philosophy, medicine, the exact sciences, mathematics and astronomy were
translated into Arabic, but no drama, poetry, belles-lettres or history. The intense curiosity
of Arab scholars such as al-Kindi (801-866) embraced Greek scientific learning and even
elements from the Persian and Indian traditions, but did not extend to the imaginative
literature of other cultures (Hourani, 1991, p.76; Sadgrove, 1996, p.11).

The early Arab Muslims' lack of experience of drama explains the total absence of
references to it in the Qur'an. In Western Europe the theatre had been closed in the
sixth century, and in Byzantium nothing seems to have survived of classical tragedy
and comedy by the time the new Islamic state established its contacts with the old
empire. By al-Kindi's time that relatively primitive Islamic state had been transformed,
and had achieved "the self-confidence of an imperial culture resting on worldly power
and the conviction of divine support” (Hourani, 1991, p.77). That self-confidence
certainly included a conviction that the Arabs had nothing to learn from other cultures
when it came to literature. Badawi takes the view that this was due not only to the
great achievements of Arabic classical poetry but also to “the extraordinarily high
status accorded to the Arabic language, it being the sacred language of the Koran
understood by believers to be literally the word of God". Thus the Arabs "seemed
to feel no need to translate any foreign literature since in their view the highest
degree of human eloquence could only be attained in Arabic. [...] psychologically they
were conditioned to feel self-sufficient where literary expression was concerned"”
(1987, p.3).

It is not certain whether the Arab translators deliberately refrained from rendering
Greek drama into Arabic; it is more likely that they were unaware of its existence,

ISSN 2616-759X (Print),

ISSN 2617-1236 (Onlire) Anbxampxkpi, X. PaHHA apabcbka Apama



Bulletin of Kyiv National University of Culture and Arts.
Series in Stage art 2019-2(2) - pp.116-138

since there was no living Greek dramatic tradition. They were, however, aware of
Aristotle's Poetics, and since Aristotle was strongly influential on Arab philosophers
it was felt that the Poetics could not be ignored. But it is clear from the translation by
Abu Bishr (840-939) and the commentaries on it by the eminent philosophers al-Farabi
(879-950), Avicenna (980-1036) and Averroes (1126-1198) that the Arabs could not
make sense of the genres Aristotle was discussing. “Tragedy"” and “comedy” were
usually rendered as madih (panegyric) and hija (satire or invective) respectively. These
were two recognised genres of Arabian poetry, and their meanings were quite different
from the Greek terms (Badawi, 1987, pp.3-4).

By the tenth century the Arabs had developed a popular dramatic art of their own,
so why was this misunderstanding not rectified? Shmuel Moreh, whose work on early
Arabic popular theatre remains an excellent introduction to this subject, argues that
the question was not examined for several reasons. First, as was still the case 800
years later, the religious authorities and serious literary men regarded the theatre as
a low art unworthy of attention. It was considered sukhf (scurrilous material), mujitm
(impudence) and jumtn (folly). Second, the primary aim of the Muslim commentators
was to comprehend Aristotle's method of criticism and apply it to their own poetry,
especially that of the pre-Islamic period. One great Arab poet of the ninth century,
al-Jahiz (776-868) wrote an "Epistle on the Crafts of the Masters", which may have
been influenced by the Poetics, and certainly al-Jahiz was known to be an admirer of
Aristotle (Moreh, 1992, p.116), but he is not concerned with the dramatic art of the
Greeks, only with poetic practice in his own time.

Moreh (1992, p.116) argues that the Arab world was not devoid of theatre “in the two
millennia between the spread of Hellenism and the impact of modern Europe. [...] on the
contrary, the Muslim world had a well-established tradition of live theatre, if only at a
popular level". If this is the true, then why did this popular theatre not develop into a high
art? One reason may be that advanced by Moreh: that the popular theatre was despised
by the literary and religious elites, who believed that nothing good could come of it.
This factor may well have been significant; other explanations, as Badawi (1987, p.4)
points out, "belong to the realm of speculation”. Badawi and al-Khozai generally agree
in their discussion of these speculations, and it will be useful to briefly consider their
arguments here, making use of the work of other commentators where appropriate.

Al-Khozai criticises Landau's argument, made in his Studies in the Arab Theatre and
Cinema (2016) that no Greek classical drama was translated because, first, the Muslim
conquerors had no contact with peoples having a well-developed theatre, and second,
women, particularly if unveiled, were strictly forbidden to appear on the stage. While the
first point is defensible, the second is certainly dubious, since women did not perform
either in classical Greek drama or on the Elizabethan stage, and this does not appear to
have inhibited the development of drama in either case. Al-Khozai (1984, pp.3-17) goes
on to consider five factors related to the Arabs' lack of interest in, or failure to develop,
drama as a high art, and we shall discuss these in turn; they are the mental factor, the
aesthetic factor, the environmental factor, and the historical factor.

The arguments brought forward in connection with the first factor are perhaps the
least convincing of all, positing as they do the unsuitability of the Arab mentality for the
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creation of drama. As Badawi (1987, p.4) points out, this generalisation is “the product
of nineteenth-century views on race". There seem to be two main strands to this view:
that the Arab mentality is abstract while the European is concrete, and that the Arab
mind is atomistic and excessively individualistic. Al-Khozai (1984, p.3) refutes the
former by referring to the creative power of the anonymous authors of folk epics such
as "“Antara, not to mention the Thousands and One Nights. As for the latter opinion, it
is argued that the Arab mind "was best expressed in the structure of the pre-Islamic
ode, “Qasida” (Badawi, 1987, p.4.), which was essentially a lyric form dominated by
declamation and description. Al-Khozai (1984, p.4) insists that this picture is false,
and that dramatic elements are to be found in pre-Islamic poetry, while Badawi cites
the large-scale structure of Islamic jurisprudence and architecture in denying that
(1987, p.4) the Arabs were incapable of the kind of organised thought necessary to the
production of drama. It is important to realise that these disparaging comments have
been made not only by Western Orientalists but also by Arab Muslims. For example, in
1933 the eminent Egyptian novelist and playwright Tawfiq al-Hakim (1899-1989) wrote
a letter to his friend and compatriot Taha Hussein (1889-1973) in which he accused
Arabic literature of being "mosaic-like" and “lacking in structure” (1983, pp.216-220).
In the same letter, however, al-Hakim writes of finding "a dialogue similar to dramatic
dialogue” in the work of al-Jahiz. He evidently changed his mind later, for in an article
written for The Theatre magazine in January 1963 he argues that both the Pharaonic
and Arab civilisations were built upon highly structured forms of artistic expression and
were therefore capable of creating a theatre, but “they had found a more structured and
productive form of artistic expression than theatre; and that was poetry” (1982, p.82).
In discussing his “aesthetic factor”, al-Khozai addresses the issue of the Arabs'
misunderstanding of Greek drama and reaches much the same conclusions as those
of Badawi and Sadgrove, discussed above. He emphasises the oppositions of the
Orthodox Church in Byzantium to Greek theatre, and the Arab translators' inability to see
beyond the categories of the gasida when attempting to grasp the meaning of the terms
“tragedy” and “comedy": “The translators can hardly be blamed for this misinterpretation
since their culture was devoid of dramatic poetry and as a result their language had no
equivalents for these completely new terms or expressions of ideas" (1984, pp.5-6).
Al-Khozai's "environmental factor” concerns, not surprisingly, the Arabs' failure to
develop a theatre owing to the exigencies of living in an environment which
“is nothing but desert as extensive as the sea, where camels move like ships
wandering with their loads from one island to another, these islands being
scattered oases [...] everything in this moveable homeland kept itself aloof from
the theatre. Because the theatre requires in the first place stability. The Arabs'
want of the notion of stability, to my mind, is the real reason for their neglect
of dramatic poetry required by the theatre. The amphitheatre revealed by
excavations in modem times is a strong firm edifice, an establishment owned
by the State [...] He who looks at the hugeness of this construction with its relics
and paintings, will immediately judge that a thing like this must need a stable
civilisation and a fixed standard of social life" (Al-Hakim, 1977, pp.25-26;
Al-Khozai, 1984, pp.6-7).
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Al-Khozai points out, citing the Tunisian scholar Mohammed 'Aziza, that such
arguments ignore the fact that life in the Jahiliyya (time of unenlightenment) was far
from universally nomadic and that the nomads constituted only part of the population;
the majority were settled in urban centres, such as Mecca, famed for their advanced
economic activities (Al-Khozai 1984, p.7; Aziza, 1997, p.11; Badawi, 1987, p.4). The
explanation has still less force when we consider that the Muslims, after the diffusion
of Islam, lived within a vast empire ruled from Damascus, Baghdad and Cairo. Al-Khozai
disagrees with Badawi in asserting that the Arabs and indeed the whole Islamic world
suffered from “the absence of the mythology essential for the inception of drama”
(1984, p.8). According to al-Khozai, the range of mythology available to the Greeks
made possible the achievement of the three great Athenian tragedians, but he thereby
ignores Aristophanes; moreover, he neglects the mythic dimension that imparts such
great dramatic power to the ta’ziyah. Badawi comments drily [...] as if drama of necessity
could only grow out of myth" (1987, p.4).

Regarding the religious factor, al-Khozai notes that, unlike the ancient Greeks, the
prelslamic Arabs were not united by any single religious belief, and that their incoherent
and naive paganism hindered the growth and the development of religious rites of the
kind from which Greek drama grew. What, then, of the influence of Islam? Al-Khozai
asserts that "the quintessence of drama lies in conflict, which was manifest in Greek
drama" (1984, p.9), and goes on to examine four types of conflict, each grounded in
a belief in human freedom, and each derived from a tragic work by a classical Greek
dramatist. These four types comprise a scheme proposed by Muhammad 'Aziza, and
are vertical, where human freedom is in conflict with the divine will; horizontal, where
the individual revolts against laws imposed by a society; dynamic, where the conflict
centres on human instinct and fate; and internal, where there is a conflict of contradictions
within the individual (1997, p.21).

We do not need to discuss these types in detail; what is important is that 'Aziza
concludes that drama could not possibly have originated in a traditional Arab-Muslim
environment. First, no Muslim could conceive of himself as challenging God's will, let
alone defying it. Although mankind has freedom of choice, we have no will of our own,
since God, the supreme power, determines all that occurs in the universe. According
to 'Aziza, the traditional Muslim's view of the problem of free will and predetermination
leads him or her to adopt an attitude of complete acceptance of things as they are, an
attitude which is incompatible with the type of tragic conflict we find in Greek drama.
But as Badawi points out, this explanation represents a simplistic distortion of Islam,
and furthermore equates drama with one type of Greek tragedy, ignoring comedy
altogether (1987, p.4). Moreover, while the devout Muslim may regard rebellion against
the divine will as inconceivable, such a rebellion was undertaken by Satan; and many
human beings have rejected the message delivered to Muhammad, or failed to live in
accordance with the ideas of Islam. The conflict between human obduracy or weakness
and those ideals is surely a fit subject for drama.

'Aziza's "horizontal conflict” is seen when a Muslim rebels against the government or
mores of his or her society, but any Muslim engaged in such a rebellion will be branded
an unbeliever, and the rebellion itself remains an individual matter unsuitable for dramatic
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treatment. This view is surely misguided, since Islam itself was bom from conflict within
the city of Mecca, and conflict marked the years after the death of the Prophet, culminating
in the death of Hussein at Karbala and the beginning of the division of the faithful into
Sunnis and Shi'ites. 'Aziza, while accepting that the Shi'ites developed a theatre in the
form of the ta’ziyah, claims that they would not have done so if they had not deviated
from the Islamic religion, separating themselves from the majority community. In his
view the Shi'ites were ultimately responsible for the conflicts and schisms that wounded
and divided the community of believers, and the ta’ziyah is a ritual of expiation of guilt
and a means of expressing Persian nationalistic and political agendas (Aziza, 1997,
pp.40-50). Here 'Aziza shows his hand as a Sunni apologist and sectarian propagandist.
The truth is surely that the history of Islam provides countless examples of conflict
among individuals, between individuals and the state, among factions within states,
and between states, all of which could provide material suitable for dramatic treatment.
'Aziza's third and fourth types of conflict — the dynamic and internal, relate to the Muslim's
perception of history, which, he argues, is not dramatic but inherently conservative
and based on an acceptance of a pact between God and the believer, who responds to
this dispensation by accepting every occurrence as inevitable because willed by God
Himself. Thus the world, and specifically Islamic history, is organised in accordance with
a divinely instituted harmony, whether or not this harmony is perceptible to the believer,
and thus the right-minded Muslim does not conceive the world in terms of contradictions
or conflict (1997, pp.29-31). 'Aziza's view of the pious Muslim as a naive fatalist is
a gross oversimplification that is contradicted by the complexities of Islamic theology
as well as by the vicissitudes of fourteen centuries of Islamic history. The fourth type of
conflict, that between the individual and his or her fate is linked to the third and can be
criticized on the same grounds. Moreover, in attempting to forge an absolute distinction
between the Muslim and what could be called Promethean man, particularly of the kind
that emerged in the European Renaissance (Al-Khozai, 1984, p.10), 'Aziza seems to be
in danger of merely putting a positive gloss on the pagan Arabs belief in dahr, the power
of malignant fate, a belief that persisted well into the Islamic era.

Badawi and al-Khozai address the issue of whether Islam itself, or at least Islamic
civilisation, is inherently inimical to drama. There is an argument that links theatre
with the figurative arts such as painting and sculpture. Even if such an argument was
well founded, which it was not, the Islam did not, and does not; interdict such images
except in the context of the mosque. As al-Khozai remarks, “the figurative arts were
not only tolerated but encouraged when the danger of paganism had disappeared”
(Al-Khozai, 1984, p.11; Badawi, 1987, p.4); nevertheless the Muslims did not develop such
theatre as they had into a high art, and al-Khozai, in discussing the last of his factors,
the historical, advances a number of reasons that, taken together, might explain why
“the seeds of drama did not germinate within this monotheistic religion" (1984, p.12).
First, the medieval Arabs who were interested in Greek thought were dissuaded by the
Christian Syriac translators from developing an interest in pagan literature. Moreover,
there was by that time no trace of a living Greek dramatic heritage. Second, the culture
of the Islamic empire was built on the basis that the Muslims would dominate the
civilisations of the conquered, and that therefore the heirs of the Hellenic heritage in
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the East had to convert to Islam and be influenced by Arabic. Third, the Arab world had
little contact with, and no interest in, the Christian religious drama that was developing
during the European Middle Ages. Thus no tradition of drama could develop within the
Muslim world, and even before the Mongol invasion of 1258 a decline in the Abbasid
empire's economy had begun so that later the Islamic system was unable to integrate
itself with the European Renaissance and be influenced by its drama.

Al-Khozai's arguments are thought- provoking and contain some truth, especially with
regard to the early centuries of Islam. They are less convincing, however, when applied
to later Islamic, rather than specifically Arab, cultures, since the three great Islamic
civilisations that flourished at the time of the European Renaissance — the Ottomans
(1281-1922), the Safavids in Iran (1501-1732) and the Mughals in India (1526-1858)
were by no means inward looking, and it is not difficult to trace European influences
in their visual art and architecture. In the realm of imaginative literature, however, the
picture is different, particularly when we consider the later pre-modern period and the
condition of Arabic-speaking cultures. As Sadgrove notes, by the sixteenth century
Arabic literature had suffered a decline from the glories of its inspirations in the pre
Islamic and medieval periods:

“In the two or three centuries before the nineteenth century, the era of
development of the great national dramas of France, Italy and England,
the majority of Arab writers of imaginative prose, and poets, demonstrated
a distinct lack of imagination and flair in their works; the creative spirit needed
to found a literary theatre was lacking. [...] Arabs for centuries had remained
conservative in their literary life, sustaining a limited number of literary genres,
partly because it was felt the Arabic language was sacrosanct, that it was the
sacred language of the Qur'an and should thus be preserved from innovation
and foreign influences. Imitation prevailed in what literary works there were.
[..] Literary works rarely reflected the true feelings of their author, nor did
they mirror the political or social situation of the country” (1996, pp.11-12).

Bearing this in mind, it is important to realize that the conservatism of the Arab
literary elite militated against the development of drama in the Arab world, and that that
conservatism was reinforced by the political, economic, social and cultural stagnation
of the declining Ottoman empire, so that Napoleon's Egyptian campaign of 1798 had an
enormous impact, its cultural effects being far more important than its military failure
(Al-Khozai, 1984, p.14).

Itis not surprising, therefore, that theatre, a genre despised by the guardians of literary
correctness and abhorred by the pious, failed to win a respected place in Arab cultural
life. This apparent cultural flaw has prompted many writers to explain the alleged
absence of drama from Arabic literature before 1847, but as we have seen, some of
these attempts have been naive and unconvincing. As Badawi (1987, p.5) points out,
they have sometimes been "at best no more than well-intentioned apologetics often
inspired by a feeling of inferiority”; but he goes on to affirm that “The absence of drama
is in no way an indication of cultural inferiority and the fact is that the Arabs did develop
their own dramatic writing as well as their own epics, even though the form that these
products took was different from the western form".
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What forms of theatre, then, existed in the Arab world before the nineteenth century?
Can any connection with Islam be discerned? Leaving the taziyah aside for the moment,
we shall consider the broad range of popular theatrical manifestations that appeared
in the Near and Middle East during the centuries between the birth of Islam and the
production of the first modern Arabic drama in 1847. Moreh (1992, p.9) finds examples
of live theatre among the pre-Islamic Arabs, both Jews and Christians, but these need
not detain us, as they had disappeared by the sixth century, being replaced by “games,
mimes and other lowbrow performances”. Nevertheless it is worth mentioning that
theatrical performances associated with the Coptic festival of Nayrus or Nawruz, and
the Persian practice of employing court entertainers — jesters, singers and buffoons —
continued into the Islamic era (Moreh, 1992, pp.10-11).

If, as the general opinion has it, modern Arabic drama began in the nineteenth century,
why should we be concerned with traditional popular theatre? Badawi argues that

“any account of modern Arabic drama which ignored such activities would
suffer from serious deficiencies, not just on grounds of incompleteness but
also because it would fail to provide the necessary historical background.
More importantly it would not be capable of explaining certain features of
modern Arabic drama, both on the structural and dramatic levels, which
are clearly the product of some deeply rooted attitudes and tendencies
inherited from the past history of indigenous dramatic or semi-dramatic
entertainment. The knowledge of such history is essential in order to see the
manner in which the imported from was conceived and how it subsequently
developed, for the imported form was in several ways determined by the
local histrionic or theatrical tradition” (1987, p.7).

Badawi's point is well made, and even in the mid-twentieth century we find a committed
modernist like Wannous combining Brechtian elements with features drawn from
the indigenous tradition. In this brief discussion, however, we cannot consider every
manifestation of that tradition, although we will not neglect its important features.

We have already noted that nothing in the Qur'an prohibits dramatic representation,
but the hadith (traditions) of the Prophet take a hostile attitude to entertainment, which
was considered a distraction from the real business of a Muslim's life: a concentration
on religious benefit in this world and the hereafter. The early Muslims would have been
familiar with impersonators, clowns and buffoons, musicians and dancers, and there
is evidence that Muhammad himself appreciated mimes and musicians on certain
occasions (Moreh, 1992, pp.21-22).

Other entertainers were not so well regarded, particularly the mukhannathun (having
the meaning of “infamous”, “effeminate man", "homosexual”, and "actor") who often
performed astride a kurraj or hobby-horse. Moreh notes that little is known about kurraj
performances, which may have originated in Persian and Central Asian fertility rites
and shamanic ceremonies. The second Caliph, "Umar (634-44) “reputedly said that he
would have expelled them from Medina if he had not seen comparable entertainment
in the time of the Prophet himself" (Moreh, 1992, p.28).

Other performers included the samaja or masked actor, who participated in the nayruz
festivals, among other celebrations, and in customary entertainments dating back to
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prelslamic times. The masks usually represented animals or demons, and were an integral
part of dramatic rituals among many nations besides the Arabs (Moreh, 1992, p.45).
In Egypt the samajat were associated with licentious behaviour and were sometimes
prohibited by the Mamluk sultans. It is interesting that samaja in the sense of “comic
mask" is found in Avicenna's commentary on Aristotle's Poetics (Moreh, 1992, p.51).
Jesters and buffoons were also enormously popular, and not only among the people;
the Umayyad and Abbasid caliphs enjoyed their company. For example, al-Mu'tasim
(833-842) made a certain Ibn al-Junayd his boon companion because of his "amazing
appearance and talk”, although the jester's chief accomplishment seems to have been
as a darrat or fart-maker. We are a long way from serious theatre here, but other jesters
seem to have been comedians who gave improvised performances or recited absurd
compositions which Moreh compares with Dadaist provocations (1992, p.65-68). Jesters
and buffoons of course continued to perform well after the Abbasid period, and Moreh
(1992, p.72) cites an account by a British traveler, Alexander Russell, who witnessed
such an entertainment in Aleppo in the mid-eighteenth century, finding the mummery
insipid and the wit bordering on the obscene.

Moreh (1992, pp.76-77) notes that another way of representing everyday life in
a quasi-theatrical form was through pageantry. Spectacular entertainments were
mounted to celebrate the weddings and circumcisions of sons of caliphs, sultans and
other grandees and even those of ordinary citizens. The spectacles were mainly provided
by artisans demonstrating their trades on floats drawn by horses, and it seems that
plays both comic and serious were sometimes performed on specially built structures.
The theatre historian Ali al-Ra'i describes the procession of the caliph Harun al-Rashid
(786-809) on his way to the Friday congregational prayer:

“The procession is led by a group of men on foot carrying banners, followed
by groups of musicians and strong men carrying bows and brandishing their
swords. Then the Caliph appears wearing a black cloak, riding an Arab stallion
of fine pedigree; behind him is a group of ministers and government officials
mounted on horses decked in lavishly decorated cloths, and following them
come government men and guards. This procession is essentially a theatrical
performance organized with great precision. The streets of Baghdad are its
stage, and the performance moves from the Caliph's palace the mosque.
Its principal hero is the caliph, the public crowds are its audience; its aim is
to impress and awe the public and to show them the strength and wealth
of the government” (Al-Ra'i, 1980, p.40).

Al-Ra'i (1980, p.44) goes on to describe an even more magnificent pageant which the
Caliph al-Mugtadir (908-32) organised in honour of the Byzantine diplomatic mission
that had been sent to negotiate a truce with the Abbasid Empire. The reception of
the visitors was surely designed to impress, involving as it did over 160,000 mailed
horsemen, 7,700 armed eunuchs, a fleet of superbly equipped and decorated warships
on the Tigris, and, within the palace, fountains and a tree made of silver and gold whose
branches held golden and silver birds. But most pageants were more modest, and
many involved some kind of theatrical performance, which might consist of a play, or
a display of horsemanship. In the eighteenth century it was not unusual to see riders
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simulating battles among the Bedouin. Other guild pageants might include jugglers,
acrobats, strolling players, conjurors and snake-charmers (Moreh, 1992, pp.77-78).

What of theatrical performances that come closer to our idea of drama? Is there
evidence of entertainment that went beyond buffoonery or pageantry and was created
in a more literary style, or perhaps with a religious purpose, to provoke thought as well
as laughter? In order to understand some later developments we should first consider
the art of the storyteller. In the pre-Islamic era the storyteller would narrate “the battles
of the Arabs" (Ali Ugla Orsan, 1981, p.105) but with the advent of Islam his role became
that of admonisher of the faithful. Some scholars argue that the practice of admonition
began with the encouragement of the second caliph, "Umar, while others hold that it
did not begin until the early years of the Umayyad dynasty (Ali Ugla Orsan, 1981, p.108;
Rikabi, 1955, p.123). The early storytellers were often scholars or jurists and delivered
their admonitions in the mosque, but later practiced outside the mosque without
changing the character or purpose of their performance. During the Umayyad period
the style was that of a lecture combined with a sermon, and was usually elegant and
rhetorical (Rikabi, 1955, p.443). In the Abbasid period, however, a new type of storyteller
appeared. He was not a wa’iz or admonisher but a haki or imitator.

A well-known account of a hakiyya (impersonation) is given in al-Jahiz's Bayan:

“We find that the impersonator is able to imitate precisely the pronunciation
of the natives of Yemen with all the special accents of that area. [..] when
he imitates the speech of the stammerer, it seems that he has become
the ultimate stammerer, as if all the peculiarities of every stammerer ever
born have been rolled into one. When he imitates the blind man, copying
the distinctive features of his face, eyes and limbs, [..] it is as if he has
synthesised the peculiar features of all blind men in one complete character”
(Al-Jahiz, 1969, p.87).
“This performer is clearly a professional, but his impersonation does not
seem to have been combined with any kind of plot or dialogue with other
performers. Moreh, however, provides evidence that hikayat (imitations)
were sometimes incorporated into short satirical sketches, and that some
of these were based on written texts. Judges and scholars were among
those subjected to ridicule”" (1992, pp.87-91).

The most important surviving text written to be performed by live actors (as opposed
to the puppets of the khayal az-zill) in the Abbasid period is, however, not a satirical
sketch involving imitation but a monologue intended to admonish, and having a similar
purpose to the sermons of the wa’iz. But it is not a lecture; its form is dramatic, as its
subject is a trial, and it clearly formed the nucleus of al-Jahiz's later Risala Fi Bani
Umayya (Treatise on the Umayyads). Moreh (1991, p.91) argues that plays formed the
nuclei of several works of this period.

The play was performed in the reign of the third Abbasid caliph, Al-Mahdi (755-785) by
a Sufi mystic who pretended to be a fool (or mad) in order to fulfil the Qur'anic command
to enjoin what is right and prohibit what is disapproved. It took the form of a trial of the
caliphs of Islam, who are called before the "judge” — that is, the Sufi — and consigned
to Paradise or Hell. The caliphs were played by young men, who had no dialogue

ISSN 2616-759X (Print),

ISSN 2617-1236 (Onlire) Anbxampxkpi, X. PaHHA apabcbka Apama



Bulletin of Kyiv National University of Culture and Arts.
Series in Stage art 2019-2(2) - pp.116-138

and were brought before the judge by members of the audience. The performance
took place on a hilltop, and was, to put it mildly, critical of the Abbasid caliphs; hence
the need for a possible defence of insanity, were the Sufi to be apprehended by the
authorities. A few excerpts will give the flavour of this piece. After asking the audience
“What have the prophets and messengers done? Are they not in the highest Heaven?"
and receiving an affirmative response, the judge would ask for each caliph in turn to
be brought before him, beginning with Abu Bakr, the Prophet's first successor. The first
four caliphs, known as the Rashidun or Rightly Guided, are to be taken to the highest
heaven. This is the Sufi's judgment on the fourth caliph, Ali bin Abi Talib, the father of
Hussein, the martyr of Karbala:
“May God reward you for your services to the Umma [community of the
faithful], abu'l-Hassan, for you are the legatee and friend of the Prophet.
You spread justice and were abstemious in this world, withdrawing from the
spoils of war instead of fighting for them with tooth and nail. You are the
father of blessed progeny and the husband of a pure and upright woman.
Take him to the highest Heaven of Paradise” (Moreh, 1992, p.92).

Most of the subsequent caliphs are condemned, with special vituperation being
reserved for Yazid, who ordered the killing of Hussein:

“[..] you are the one who killed the people of the Harra and laid Medina open
to the troops for three days, thereby violating the sanctuary of the Prophet,
may God bless him and grant him peace. [...] You killed Hussein and carried
off the daughters of the Prophet as captives on the camel-bags Take him
to the lowest Hell!"

Upon finally reaching the Abbasids the judge would fall silent. He would then be
told, probably by another actor placed among the audience, “This is al-Abbas, the
Commander of the Faithful" and would reply "We have got to the Abbasids; do their
reckoning collectively and throw all of them into Hell" (Moreh, 1992, pp.92-93). It is
obvious that the Sufi, unlike the jesters and buffoons at the Abbasid court, “played the
fool in order to fulfil a religious injunction, [...] and [engaged] in the despised activity of
play-acting in order to humiliate himself (though there was nothing humble about the
role he took in the play itself)” (Moreh, 1992, p.93).

The Sufi's play is unusual in being truly Islamic in both its purpose and subject-
matter. Another and very different play, whose text has survived in full, is Hikayat
Abi’l-Qasim al-Baghdadi (The Impersonations of Abi’l-Qasim al-Baghdadi), which is
a repertoire of theatrical scenes played in tenth-century Baghdad, assembled by
Muhammad al-Asadi to mock Shi'ite piety and depict everyday life in the city. Abi'l-
Qasim, pretending to be a pious man, gatecrashes the party of a person of rank and
unleashes a tirade of obscene and scatological remarks directed at the guests. The
play is composed for recitation by a live actor or actors, and the text takes the form
of a continuous dialogue between Abi'l- Qasim and his guests, although Abi'l-Qasim
does most of the talking. In his respect the play resembles the Trial of the Caliphs.
Moreh also argues that the play “was not only meant to depict the repertoire of
buffoons and mimes, or to give a realistic representation of Baghdadi society, but
also to provide material for dramatic performance. Bits of it were certainly used by
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later dramatists” (1992, p.99). Among these dramatists was lbn Danyal, the foremost
author of shadow plays.

The art of the individual storyteller survived into the twentieth century, and both
Wannous and al-Hakim incorporated the hakiyya (or its modern form hakaxvati) into
their dramas to give them a more authentically Arab character and to appeal more
directly to the Arab audience. The reciters of the popular medieval romances, such as
those describing the exploits of Baybars or "Antara, were known as Sha'ir (rhapsodies),
and we have an account of such a performance by the early Victorian scholar Edward
Lane. While he dismissed the satirical farces he witnessed as “low and ridiculous" he
thought the public recitation of romances “attractive and rational entertainments”.
Composed in a mixture of prose and verse, the romances were "half narrative and half
dramatic” (Lane, 2005, pp.397-398) and were chanted from memory in a “lively and
dramatic manner" (Badawi, 1987, p.8).

According to Moreh (1992, p.104), the hikaya was well developed before the emergence
of the shadow play, and even before the appearance of the magama and risala, and
had a great influence on those genres, both of which made extensive use of dialogue.
But since the magama had particularly strong links with the shadow play, we shall
ignore the risala in this discussion. The magama (“assembly”) was, as al-Khozai (1984,
p.19) points out, a genre unique to Arab culture, and while it did not lack the dramatic
elements of character and dialogue, it depended “more on linguistic sophistication than
on the relatively thin plot”. It was elaborated by al-Hamadhani (968-1110) and further
developed by al-Hariri (1054-1122), and the genre remained popular in Arab literary
circles until the twentieth century (Hourani, 1991, p.53). Moreh describes the magama as

“a short and ornate “picaresque” work in rhymed prose, couched in the first
person singular. It usually contains a narrative element consisting of an
amusing or surprising, real or true to life scene, and it is formulated in the
present tense. In every magama there is a narrator [..] called “Isa Ibn Hisham,
and a hero, Abu'l-Fath al-Iskandari, who generally appears as disguised
beggar [..] trying to earn a living by his wits, his linguistic virtuosity and
talent” (1992, p.105).

Moreh cites the scholars Yunis and al-Ra'i in arguing that the magama was “a written
composition imitating the dialogue and structure of the hikaya". It was “composed for
mimetic declamation and used a harangue style with a prodigious store of sophisticated
rhetoric and eloquent turn of phrase”. These features endowed it “with the seriousness
Muslims sought and admired in Arabic literature” (Moreh, 1992, pp.107-108). Moreh
argues that live drama was used as a model for the magama, but what is more certain
is that the magama influenced the art of the khayal az-zill, of which a very few texts
have survived, most notably three outstanding examples, the earliest we have, by the
Mosul-born Egyptian oculist, poet and wit Shams al-Din Ibn Danyal (1248-1311).

The shadow theatre is thought to have been imported into the Arab world from the
Far East, but by Ibn Danyal's time the entertainment had been thoroughly assimilated
and was an accepted part of Muslim society. The khayal az-zill should not be confused
with the short comic dialogues of the Turkish karagoz (black eyes), although the method
of presentation could be similar. The karagoz, which was very popular in Egypt until the
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mid-twentieth century, was a Middle Eastern equivalent of the Punch and Judy show,
and was characterised by "uproar, violence and sexual innuendo” (Sadgrove, 1996, p.14).
Nineteenth-century travellers were sometimes scandalised by these performances:
Lane called them “extremely indecent” while Sir Gardner Wilkinson observed that “the
licentiousness [...] was so gross, that it would have shocked an ancient Greek audience,
though accustomed to the plays of Aristophanes” (Sadgrove, 1996, p.14, 16).

While obscene passages permeate Ibn Danyal's plays, his purpose was to create
“a mirror that reflected the social reality of the time" (Al-Khozai, 1984, p.22; Al-Ra'i,
1980, p.45). Before briefly discussing his work, we should explain how the shadow
plays were performed. In Badawi's words,

“the action was represented by shadows cast upon a large screen by flat,
coloured leather puppets, held in front of a torch, while the hidden puppet
master, al-Rayyis or al-Migaddim, delivered the dialogue and songs, helped
in this by associates, sometimes as many as five persons including a youth
who imitated the voice of women" (1987, p.12).

Ibn Danyal attempted to revivify this genre, which had flourished in the Egypt of the
Fatimids (909-1171). At that time it probably presented moral, religious or historical
themes and had an admonitory or educative purpose. Many saw in such performances
an analogy between the shadow theatre and human life in this world. The earliest
such comment is the remark attributed to the Egyptian Imam al-Shafi'i (767-820), an
eminent religious scholar and jurist: "l see the shadow play as the greatest admonition
to those who are advanced in the knowledge of Ultimate Reality. | see figures and spirits
passing by departing, all perishing while the Mover remains” (Nua'man, 1973, p.80)
Later, the Egyptian mystic Umar Ibn al-Farid (1182-1235) wrote a major poem in which
he found mystical significance in the shadow theatre (Badawi, 1987, p.13). Besides
giving a detailed account of the themes of the shadow play, Ibn al-Farid describes the
audience's deeply emotional reaction, which would not have been evoked by stereotyped
mechanical conventions.

Ibn Danyal's introductions to all three plays make clear that the shadow play's
convention of buffoonery was being used by him as a means to an end: the production
of good literature, not cheap and vulgar writing. The plays were addressed to men
of breeding and literary taste, and were a mixture of seriousness and levity. The
characters are drawn from the lowest strata of society, but the aim is not crude
mockery, for as the Presenter (al-Rayyis) says, “"Underlying every shadow [character]
a truth is to be found". The plays, Badawi notes, “are a rich source of information
for the social historian” (1987, p.15) since, although they focus on certain aspects
of medieval Egyptian society, they are more deeply rooted in social reality than the
magama literature that influenced them (Ibn Danyal was especially indebted to al-
Hariri's rhetorical interpolations of poetry within the dialogues) (Al-Khozai, 1984,
p.22). Ibn Danyal's is a sophisticated art rich in vividly portrayed characters, who are
so concretely realized that, Badawi claims, their types could be readily seen in Cairo
until the early twentieth century (1987, p.15).

Unfortunately we cannot go into details of the plays here, but a full discussion can
be found in Badawi (1987, pp.14-24); some idea of their content and style can be
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attempted, however. The first, Tayf al-Khayal (The Shadow Spirit) is the longest and the
most developed with regard to plot and characterization. It centres on the character of
Prince Wisal, a clownish soldier who speaks in a mock-heroic style, reminiscing about
his youthful erotic adventures with both sexes in the most uninhibited language. He is
attended by a mock secretary and a mock poet of panegyrics, and thus seems to be
an Arabic Lord of Misrule presiding over a topsy-turvy court. The plot, which concerns
Wisal's failed attempt to turn over a new leaf and find himself a wife, is much less
important than the emphasis on characterisation — especially in the creation of the
matchmaker, Umm Rashid — on description and on satirical observation of Cairo life.
Despite its rudimentary dramatic technique, farcical elements and obscene passages,
The Shadow Spirit is much more than a crude example of popular entertainment, not
least because of Ibn Danyal's mastery and sensitive handling of the Arabic language.
The play ends with Wisal's decision to make a pilgrimage to Mecca as a penitent seeking
to purify himself of all his past sins (Badawi, 1987, pp.15-19).

The second play, ‘Ajib wa Gharib (The Amazing Preacher and the Stranger), is very
different in structure from the first and has an obvious relationship with the magama
literature, as it consists of a series of vivid sketches of the various roles adopted by the
Banu Sasan or Confraternity of Tricksters, who have been forced to lead a wandering life,
“living by their wits and resorting to trickery and deception in order to survive (Badawi,
1987, p.20). The Stranger speaks of the trickster's life and introduces the professions
he has assumed. An extensive gallery of these characters is then presented, each using
the appropriate language; these include the "amazing preacher”, a snake-charmer, an
ophthalmic surgeon, an astrologer, a lion-tamer, a rope dancer and a conjuror. There is
no plot, and no interaction between the characters, who are almost all aspects of the
Stranger. Badawi (1987, p.21) remarks that “the whole show has many of the qualities
of a danse macabre with the ending underlining the need for repentance and purification
from the sins of this world".

The third play, Al-Mutayyam (The Love-Stricken One) has a story and a plot. It deals
comically with homoerotic infatuation, being concerned with Mutayyam's obsession
with a beautiful young man whom he has seen at the baths. The play contains a parody
of the conventions of Arabic love poetry, and examples of the medieval debate form in
passages comparing the charms of different men and the fighting abilities of cocks,
rams and bulls. The play ends with a party given by Mutayyam during which every
type of homoerotic activity and excessive behaviour is presented and explained by its
practitioner, and which is then interrupted by the awe-inspiring figure of the Angel of
Death. He rouses the drunken guests from their stupor; Mutayyam has time enough
to repent and humbly asks God's forgiveness before he dies. The play ends with his
funeral (Badawi, 1987, pp.21-23).

Badawi (1987, p.23) argues that Ibn Danyal's use of Arabic in these plays is remarkably
flexible, “ranging from the classical to the colloquial with an admixture of obscure jargon
and even gibberish when the need arises”, and that their value resides in their literary
achievement, and particularly in the delineation of individual characters through the
skilful employment of the registers and even the rhythm appropriate to each. They are
related to the magama tradition in several ways, mainly because they are concerned
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with the lowest strata of society and people who live by their wits; and because each
ends with a final act of repentance which characters make after a lifetime of devotion
to worldly pleasures. This, Badawi (1987, pp.23-24) argues, places |bn Danyal's work
in the category of Fool literature, which emphasises that the pleasures of the flesh are
transient and that all holidays must come to an end.

No texts of shadow plays between Ibn Danyal and the seventeenth century have
survived, and later examples show a decline from Ibn Danyal's achievement. His work
seems to have had little influence on subsequent development, and the opportunity
to develop a live theatre from the tradition of the khayal az-zill was missed (Badawi,
1987, p.25; Al-Khozai, 1984, p.23). Nevertheless the shadow theatre in general served
a useful purpose; according to Landau

“the great service of the shadow theatre to the Arabic history of civilisation
is in its having preserved, for the future, precious information about little-
recorded ideas and customs of past generations. Artistically, it prepared
the ground, along with the storytellers' mimicry and the Passion players'
performances (being more important, in this respect, than either of them), for
the arrival and acceptance of the Europeanized amusements — the theatre
and the cinema” (1958, p.47).

The question remains, why did Ibn Danyal, with his literary ability and gift for
characterisation, choose to devote his talents to the crude and limited form of the
shadow theatre, a genre that was in decline, rather than to the live theatre? No scholar
seems to have addressed this question, probably because any attempt to answer it
would be speculative, but one possible reason may be that, as we noted earlier, whereas
the shadow theatre had once been respectable, and had been admired by poets and
scholars, the live theatre was associated with immorality and indecency and made no
pretensions to literary merit. So, even though it is evident from Ibn Danyal's poems
that he was very familiar with the world of the actor, and indeed he is the only author
to have left us a first-hand description of the environment in which actors lived (Moreh,
1992, pp.138-139), he probably felt that his work would be better presented in a form
that he must have known could not be developed.

In the final part of this discussion we shall briefly consider some examples of live
theatre, or quasi-theatrical presentations, of the seventeenth century and later, a few
of which survived until recently. In Morocco theatre in the round is still popular: an
audience gathers around a group of actors who present folk tales and legends in the
open air, and sometimes members of the audience are invited to participate (Jom'ah,
2001, p.225). Other performances might take the form of a domestic quarrel, or a debate
on social, political and economic issues which is made comical by the “chairman’s" use
of a harmless whip on the team that goes beyond what he deems appropriate (Al-Ra'l,
1980, p.226, 230). These performances were witnessed in the 1960s.

The talabah (students') drama first appeared in Morocco in the seventeenth century.
University students helped Sultan Rachid to regain the throne from his brother, and in
return he organised a small victory celebration on the banks of the Fez River, which
developed into a theatrical celebration involving the crowning of a student “sultan”,
who “rules"” for seven days over his student “court”; finally he meets the real sultan or
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his deputy, to whom he relinquishes his authority. If he refuses to renounce the throne,
the students of his court beat him and throw him in the river as a sign that his authority
is at an end (Qajah, 2001, p.236).

Another example from the Maghrib is the bissat drama, which was performed in Morocco
and was first described in the eighteenth century. The bissat actors were supported by
the sultan, who would sometimes participate in the performance, in which they would
present the people's grievances to him by acting them out. The leading role of al-Bissat,
who represented strength, courage and adventure, was taken by an actor who was masked
so that he could criticize the sultan's administration in an impersonal way. Supporting
characters included al-Yahu, a greedy hypocrite, and Hadidan, who embodied purity and
self-sacrifice. The performance relied on al-Bissat's eloquence and acrobatic skills. During
the Eid festival (held after performing the rites of pilgrimage) the actors would prepare by
gathering donations and support for their performances. They would go in groups to the
sultan's palace, where they would present their serio-comic performance, which would
end with prayers and blessings upon the Prophet, prayers for the sultan, and requests
for a financial reward (Al-Ra'i, 1980, p.233, 243; Qajah, 2001, p.227).

We conclude our discussion of popular Arabic theatre by considering the kinds of
farcical entertainments witnessed by European visitors in the eighteenth and nineteenth
centuries (Moreh,1992, p.152). These were performed by muhabbazun or strolling players;
the word seems to date to before the sixteenth century. We have already noted Lane's
reaction to one of these farces, and he provides a lengthy description of the action, despite
commenting that the performances “are scarcely worthy of description: it is chiefly by
vulgar jests, and indecent actions, that they amuse and obtain applause”. Lane saw this
farce in about 1834; it concerned the abuse of a poor peasant, who, it is alleged, owes the
na’zir or district governor one thousand piastres. Since he cannot pay, he is beaten (with
an inflated piece of intestine), all the while making absurd appeals for mercy such as “by
the honour of thy wife's trousers, O Bey!". The peasant's wife then bribes a local sheikh
and gives herself to the na’zir to obtain her husband's release. (It should be remembered
that the players of such farces would have been all male.) Lane comments “the farce
was played before the Ba'sha (?) with the view of opening his eyes to the conduct of
those persons to whom was committed the office of collecting the taxes" (Lane, 2005,
pp.395-397; Moreh, 1992, pp.156-157; Sadgrove, 1996, pp.19-20; Badawi, 1987, pp.11-12).

The earliest account of such farces by a European is that by Alexander Russell,
who saw one in Aleppo in about 1750, as we have already mentioned. In 1763 (the
date is uncertain) a Danish traveller, Carsten Niebuhr witnessed a farce performed by
a company composed of Muslims, Christians and Jews. At that time, and up to the
1900s, the Egyptian farce player was often known as Ibn Rabiya, and the group as Awlad
Rabiya (the Sons of Rabiya); they were also called arbab al-mala’ib (actors), and it is
their performance Niebuhr describes. They performed in the open air, in the courtyard
of a private house, changing their costumes behind a screen. The Europeans were not
amused, as the play was long, stereotyped and tiresome, involving a string of identical
robberies of travellers by a woman (the actor had difficulties in concealing “her" beard).

2| ane is referring to Muhammad "Ali, the viceroy of Egypt.
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The audience eventually tired of this “insipid repetition" and the play was stopped in
the middle (Moreh, 1992, p.164; Shmuel, 1992, p.154; Sadgrove, 1996, pp.17-18; Najim,
1980, p.19; Badawi, 1987, p.11).

The last example of an account provided by a European traveller is that by the Italian
archaeologist Giovanni Belzoni (1778-1823), who described two comedies performed at
wedding feasts near Cairo in 1815. The first concerned the deception of a man wishing
to go on the hajj (the obligatory pilgrimage to Mecca performed by Muslims). A crafty
camel-driver deceives both the pilgrim and the beast's original owner by selling a sickly
beast at a high price. The pilgrim discovers the trick when he tries to mount the camel
(represented, as in European pantomime, by two actors concealed under a cloth "skin" and
carrying a wooden camel head); he beats the driver, who runs off. According to Belzoni
the audience was greatly diverted by this simple drama, as it taught them to be on their
guard against dealers in camels (Moreh, 1992, p.164; Sadgrove, 1996, p.18). The other play
described by Belzoni was a short comedy poking fun at Europeans. Here the European
traveller serves as a sort of clown; he is tricked by a poor Arab and his wife, who pretend
to be rich but eventually serve him only sour milk and dhourra (sorghum) bread, the only
provision in the house (Moreh, 1992, p.164; Sadgrove, 1996, pp.18-19; Badawi, 1987, p.11).

Conclusions

We have seen that the Arabic theatre certainly existed before 1847, but it is clear that
for a number of reasons the various manifestations were never developed into a high
art, as happened in Europe during the Renaissance. Certain scholars, both Muslim and
non-Muslim, Arab and non-Arab, have attempted to find reasons for this perceived
cultural failing, most of which are speculative and do not bear close examination. It is
probable that drama did not develop beyond embryonic forms for two main reasons: the
opprobrium heaped upon the theatre by the men of religion, and the contempt shown
it by the men of literature. Ibn Danyal's work could not develop because the genre for
which it was written was limited technically, and the Trial of the Caliphs remains an
isolated example of Islamic theatre, which can be seen as merely a development of the
art of the admonisher. The later comedies tended to be either crude farces, or rough
satires usually emphasizing the corruption, cruelty and arrogance of the powerful and
the helplessness of the poor, na'ive and vulnerable peasant. These short impromptu
pieces gave little scope for plot or character development. This does not mean, however,
that such plays disappeared with the rise of European-inspired theatre; on the con-
trary, and especially in Egypt, they continued to be popular until well into the twentieth
century, despite the disdain felt for them by many educated Arabs (Moreh, 1992, p.157;
Sadgrove, 1996, pp.23-24; Badawi, 1987, pp.28-29).

There is one Islamic drama that we have not yet considered. It remains controversial
in the majority Sunni community, and some critics see it as a religious ritual rather
than a theatrical performance. But these controversies are not driven by the contention
that Islam is inherently hostile to drama; we have shown that this is not the case. As
Moreh (1992, p.163) points out, “There is nothing in Islam as such to preclude dramatic
development of intrinsically Islamic themes". He further argues that there is nothing in
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Islam as such "to preclude dramatic development of non-Islamic, un-Islamic or even
anti-Islamic themes". Yet the ta’ziyah never developed into secular drama. But it remains
the only form of tragic drama created by Islamic civilization without external stimulus.
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AHoTayis

Mera cTaTTi — 0OCNIAUTY NMUTaHHA apabCcbKol UM icnamcbKol apamu (06uaBi He 060B'A3KOBO
€ CMHOHIMaMW), IKoto BOHa Oyna B ;OMOoepHUi nepiof, TO6TO y nepiof Bif, 3apofXeHHs icnamy
B VIl cT. 0o nigHeceHHn TeaTpy 3a eBponencbknumm mogensimu y XIX ct. O6paHa npobnematuka
06yMOBMIIa LUIMPOKUIA KOHTEKCT JOCiAKEeHHS. 30KpeMa, aBTop 3BEpTAaEe yBary Ha BifCyTHICTb
cTanol Tpaguuii TeaTpy B po3yMiHHI 3axofy, Wo cTano npobnemMoto, sika NpoTArom 6araTbox
pOKiB Np1BepTana yBary KpMTMKIB Ta HayKOBLIB, K MyCYSlbMaHCbKOrO, Tak | HEMYCY/lbMaHCbKOro
CBiTY. MeTogosnorisa gocnigxeHHs nepeBaxHo 6a3yeTbCA Ha aHaNi TUYHO-, KOMMAPaTUBICTCbKO-
MUCTeLTBO3HABYOMY Niaxomi, Lo nepenbayae KynbTypHO-aHTPOMOOriYHE BUBYEHHS €BOJTHOLT
apabcbKoro TeaTpy, 30Kpema LUsSXiB CTaHOBMIEHHSA paHHbOT apabcbKoi ApaMu Ta pO3BUTKY [0
1847 poky. HaykoBa HOBM3Ha. YrepLue KOMMMEKCHO i3 3a5yYeHHAM LWMPOKOro AOCHiAHULBKOro
MaTepiany cMcTeMaTM30BaHO Ta HAyKOBO OCMUCIIEHO PaHHIO apabebKy Apamy sk BaX/MBY CKJ1afoBy
€BONIOLiT TeaTpasibHOro MUCTELTBA B MYCYJIbMaHCbKOMY CBiTi. BUCHOBKM. Apabcbkuii Teatp,
6e3yMOBHO, icHyBaB 10 1847 poky, ane Yepes HU3KY NPUYMH Pi3Hi 10ro NPosiBU He NepepocTany y
BUCOKe MUCTELTBO, 5K Lie 6yno B €Bponi B enoxy BigpomxeHHs. [leski HayKoBLi IK MyCYfbMaHCbKi,
Tak i HeMycynbMaHCbKi, apabcbki Ta Heapabcbki HaMaranucs 3'ssicyBaTi NPUYMHM LibOro, Xo4a
BiNbLUICTb 3 HUX BUABUMACS CMEKYNIATUBHOO i HE BapTOH NUIIbHOMO po3srnsagy. Llinkom nmoBipHo,
LLL0 ApaMa He po3BuBanacsi nosa emopioHanbHUMM hopMamMu 3 ABOX OCHOBHUX MPUYMH: OCOPOMa,
AKi nighaBaBcs TeaTp 3 6OKY penirinHMX OiadiB, i NPe3MpCTBO A0 ApaMu, siKke LEeMOHCTPYBasm
nisi niTepatypu. [ipamatypriyHa TBOpYicTb I6H [laHsna He Morna niifgHO pO3BMBATUCS, OCKINbKK
XaHp, AN AKOro CTBOPHOBaNnCA TBOpU (TeaTp TiHel), OyB TEXHIYHO 0BMEXeHUN, a TaK 3BaHUI
«CypoBuii npoLiec Hag xanidamu» 3anmLIaeTbCs NOOAMHOKUM NPUKIALOM iCaMCbKOro TeaTpy,
SKUIN MOXHA PO3rNsifaTh SinLle iK PO3BUTOK MUCTELTBA LWaHyBaNbHUKIB. [Mi3Hili koMegil Manu
TeHeHuito 6yTn abo rpybumu chapcamu, abo rpybumm caTupamu, siki 3a3Buyan nigKpecsoBanm
po36eLLeHHS, XXOPCTOKICTb i 3yXBasliCTb MOFYTHiX MOXHOBaALIB Ta 6e3nopagHicTb 6igHoro,
HalBHOIO | BPa3IMBOro cenisiHuHa. Lli KopoTki iMNpoBi3oBaHi TBOPY He CNIpUsIN PO3BUTKY CHOXKETIB
ym xapakTepiB. OfHaK Lie He 03HAYaE, Lo TaKi M'eCU 3HUKIIU i3 PO3BUTKOM BUCOKOIO EBPOMENCHKOro
TeaTpy; HaBnaku, ocob6anBo B ErvNTi BOHW Many NONYASIPHICTb ax Ao XX CTONITTS, He3BaXxarum
Ha NpesupcTBO, fiKe BifyyBanm 0o Hux 6araTo ocBiveHux apabiB.

KnioyoBi cnoBa: TeaTp; paHHA apabcbka gpama; TeaTp TiHen; I6H [laHsana; MycyfibMaHCbKa
penirisi; apabcbka niTepatypa
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AHHOTayunsa

Lienb cTaTeyu — nccnefoBaTh BoNpochl apabekor unm ucnaMckoi fpambl (06e He 06s13aTenbHO
CUMHOHWMMYHbI), KOTOPOIi OHa Bblna B JOMOEpHbIV Nepuog, To ecTb B MEPUOS, OT 3apOXAEHUS
ucnama B VIl B. no nogbema Teatpa no eBponenckum mogensam B XIX B. BoibpaHHas npobnematuka
obycnoBuna LWMPOKMIN KOHTEKCT UccriefoBaHns. B yacTHoCTK, aBTOp obpallaeT BHUMaHWe Ha
OTCYTCTBMe yCTaHOBMBLLENCA TPaaMLUumM TeaTpa B 3anagHOM NOHWMaHUu, YTo cTasno npobnemMoi,
KOTOpasi B TeYeHMe MHOIMX fIeT 3aHUMaeT YMbl KPUTUKOB U YUeHbIX, KaK MyCySIbMaHCKOro, Tak
1 HeMyCYNibMaHCKOro mupa. Merogosorus ncciefgoBaHns NpenmyLLecTBeHHO 6asnpyeTcs Ha
aHanMTUYecKo-, KOMMNapaTUBUCTCKO-NCKYCCTBOBEAUECKOM Moaxoae, KOTopbIn npegycMaTpuBaeT
KYJIbTYPHO-aHTPONOSIOrMYecKoe nayyeHme aBotoLMn apabCckoro TeaTpa, B YaCTHOCTH NYTH
CTaHOB/EHMS paHHen apabckon apambl 1 ee pa3suTus oo 1847 rona. HayyHass HoBusHa. BnepBble,
C nNpuBneYyeHneM oBLLUMPHOrO UCCrefoBaTeNbCKOro MaTepuana paHHsas apabckas gpama 6bina
cucTeMaTM3npoBaHa M C Hay4YHOM TOUYKM 3peHNss BOCMPUHATA Kak BaXHas cocTaBstoLLas
9BOJIIOLNN TeaTpaslbHOro UCKYCCTBa B MyCY/lbMaHCKOM Mupe. BbiBogbl. Apabckuin TeaTp,
6e3ycrioBHO, cywecTsoBas Ao 1847 roga, HO No pa3HbIM MPUYMHAM ero pasfnyHble NPosBeHNS
He nepepocsn B BbICOKOE UCKYCCTBO, Kak 3To bb1yo B EBpone Bo BpemeHa PeHeccaHca. HekoTopble
yueHble KakK MyCcyllbMaHCKMe, Tak M HeMyCyfibMaHCKue, apabekue u Heapabekue NbiTanucb HauTU
MPUYMHDI CIIOXMBLUEACA CUTYaLMK, XOTS BONbLUMHCTBO U3 HUX OKa3anuCb CNEKYNSTUBHBIMU U He
CTOALLMMM MPUCTaNIbHOIO PacCMOTPeHus. BnonHe BeposiTHO, YTO Apama He pa3BuBanach BHe
39MOBpUOHanbHbIX hOPM MO ABYM OCHOBHbIM NPUYMHAM: MOCPaMIIEHWE, KOTOPOMY MoABeprascs
TeaTp CO CTOPOHbI PENIMTNO3HbIX fesiTenen, U Npe3peHune K pame, KOToOpoe AeMOHCTPMPOBan
neATenu nutepaTypbl. [lpamaTtypruyeckoe TBopyecTBo M6H [laHana He MOro nno[4o0TBOPHO
pa3BUBaTbLCS, MOCKOJIbKY XaHp, sl KOTOPOro co3AaBanuch Npon3BefeHus (TeaTp TeHelh), Obin
TEXHUYECKU OrpaHMyeH, a Tak HadbiBaeMbl «CyaebHbIf npoLecc Hag xanudammu» octaeTcs
€0MHUYHbIM NPUMEPOM UCNAaMCKOro TeaTpa, KOTOPbIN MOXHO paccMaTpmuBaTbh TOJIbKO Kak
pas3BuUTHE NCKYCCTBa MOKJIOHHUKOB. bonee no3gHue KoMegum Menn TeH4eHUno ObITb Nan
rpy6bimu chapcamu, unum rpybovi caTupon, KoTopble 06bIYHO NOAYEPKMBaNK pa3BpaT, KeCTOKOCTb
M [,ep30CTb CUJIbHbIX YUHOBHUKOB M 6€CMOMOLLHOCTb 6e4HOro0, HAMBHOMO U BrevYaT/IMTeNbHOro
KpecTbsiHWHA. 9TV KOPOTKME UMMPOBU3NPOBaHHbIE NPOVM3BeAeHUs He CMocobCTBOBaNN Pa3BUTULO
CIOXETOB UK xapakTepoB. OfHaKo 3TO He 03HAYaeT, YTO TaKMe Nbecbl UCYE3NN C Pa3BUTUEM
BbICOKOr0 €BPOMEeNCKOro TeaTpa; HaobopoT, ocobeHHO B ErmnTe oHM Npoaoskanm nosib3oBaTbCs
NonynspHOCTbIO BMJIOTb A0 XX Beka, HECMOTPS Ha Npe3peHne, KOTOPOe UCMbITbIBaIN K HUM
MHOro obpa3oBaHHbIx apaboB.

KnioyeBble croBa: TeaTp; paHHAs apabckas apama; Teatp TeHen; I6H [laHsna; MycyfibMaHcKas
penurus; apabckasn nutepaTypa
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FEHE3UC JINBAHCKOI'O TEATPAJIbHOIO UCKYCCTBA
B KOHTEKCTE KYJIbTYPHOIO NAHALWA®TA APABCKOIO BOCTOKA

Hawaat 3u6aaeu
KaHAuAAaT UCTOPUYECKUX HayK, AOLEHT, e-mail: nashaat95@hotmail.com,

n.zebdawi@aliceartproduction.com; ORCID: 0000-0002-2479-8462
KomnaHusi cy6TUTpOBaHus, apT-npou3BOACTBa U NepeBoaoB «Anuca, belipyt, JinsaH

AHHoOTauus

Llenb nuccnepoBaHus 3akt04aeTCcsa B paCKpbITUM NPOLLECCOB 3apOXAEHUS U CTAHOBNIEHUS IMBAHCKOIO
TeaTpasibHOro ABUXEHUS B KYNbTYPHO-UCTOPUYECKOM KOHTekcTe Apabekoro BocToka. Metog
uccnepoBaHus. B paboTe NpUMeHSINIUCb Taknue MeTobl: UCTOPUKO-KYJIbTYPONOrMYeCcKUn — ons
nccnefoBaHUs UCTOPUYECKUX MPOLLECCOB U KyNbTYPONOrnyecknx ABfeHnin, okasasLUnX peLlatoLiee
BINSIHWE Ha 3apOXeHNe 1 pa3BUTME IMBAHCKOrO TeaTpasibHOro AsuxeHus XIX B.; aHanuTuyecknmi —
[OJ151 aHanmM3a LWMPOKOro CneKTpa KynbTypHOro naHglwadTa apabekoro Mupa, chopmMrpoBaBLLero
TeaTpanbHyto KyfbTypy Apabckoro BocToka B LLefioM M IMBAHCKOro TeaTpa B YacTHocTW. HayuHas
HOBM3Ha UCCNefOBaHUS 3aK/o4YaeTcs B TOM, YTO BnepBble 0606W,aeTca U TeOpeTUYEeCcKm
OCMbICIMBAETCA UCTOPUYECKUI OMNbIT 3apOXAEeHUS U pa3BUTUSA TeaTpasibHOO UCKYCCTBa Takoro
pervoHa, kak Apabckuit BocTok B LIeNOM M IMBAHCKUI TeaTp B YaCTHOCTY, B 3MoXy nogbema apabckoro
HaLMOHasIbHOro CaMOCO3HaHUs, nocnefoBaBLLUero nocne pacnaga OcMaHCKON UMNEepUu, U ycuneHuns
KyNbTYPHOro BAMsiHUA 3anafa Ha cTpaHbl Apabekoro BocToka. Takxe BnepBble cUCTEMaTU3NUPYOTCA
cneymdmyeckune npusHaku n ocobeHHocTn Teatpa Apabeckoro BocTtoka. BbiBogbl. CTaHOBMIEHUE
1 pa3BuUTME UCKYCCTBa TeaTpa B JInBaHe ABMNOCH YacTblo o6LLero npotecca pa3suTust apabckoro
TeaTpasnibHOro UCKyCCTBa B MOCTOCMAaHCKYHO 3MoXy, B nepuof nogbema apabckoro HaLMoHanbHOro
CaMOCO3HaHWUs, yCUneHns KynbTypHOro BAusHUA 3anaga Ha cTpaHbl Apabekoro BocToka. Ha atoM
doHe cTaHOBNEHNE UCKYCCTBA TeaTpa Kak B JIBaHe, Tak U BO BceM apabckoM MUpe He MOTJIO yxe
6bITb CaMOObITHbIM, CAMOCTOATESIbHLIM. B HEM CMeLlUMBannCh TpaHCHaLUMOHasIbHbIE U HALMOHasbHbIe
anemeHTbl. OTClOf@ Ype3MepHOoe yBrieueHne eBponenckumm obpasuamMmm u npeHebpexmnTenbHoe
OTHOLLIEHWE K XXaHpaM HapoaHOro CLieHNYecKoro uckycctaa. Hambonee nnofoTBOPHbIMUY Obln NOMbITKA
CUHTE3UpOBaTb 351IeMeHTbl HAPOL4HOIO UCKYCCTBA, HAPOAHOro FOMOPAa, HaPO4HOMO U KIACCUYECKOro
apabcKoro neHusi ¢ aneMeHTaMu eBpOMNencKoro TeaTpa, fOCTUXEHUSIMU eBPOMeNCcKon My3biKu
1 MOJIepPHUCTCKMMU BesiHUSIMU B apabekon nuTepaType.

KnioyeBble csi0Ba: NMBaHCKUIA TeaTp; CUPUIACKUIA TeaTp; apabCKuii TeaTp; erMneTCcKun Teatp

MocTaHoBKa Npo6nembl

UccnepoBaHus npouecca pa3BuUtnda TeaTpasibHOro UCKyCcCcTtea B JlnBaHe aKTyaJlbHbl
B CBA3U C MaJION3y4e€HHOCTbIO ,anHOIZ l'IpOﬁJ'IEMbIZ TeaTpoBeneHne n TeatpasibHasa
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KpUTUKa Kak BO Bcex apabckux cTpaHax, Tak u B JluBaHe BO MHOIFOM YBNEKJINCH
anckyccusimm obuiero xapakTtepa. Ecnv B 60-e 1 Hayane 70-x rogoB XX Beka rnae-
HOM Ux TeMoMu Bbln BOMpOC O reHe3nce apabckoro TeaTpa, KOTOPOMY MOCBSLLEH Psif
paboT apabckux uccnepoBaTenen (Asuca Myxamepna, Accadp-LLlaHa6 Agenb, Canex
Axmap Pywnau, Maxdys Mcama, KaTas CanbmaHa, Taydumk anb-Xakum, ap-Pau Anu,
aul-LllaGelTr), a Takxe TpyAoB eBponenckux ydeHbix (JlaHgay Oxako0, X. A. P. 66,
A. Meu, b. B. BeiiMapH), To cerofHsi oTCyTCTBYIOT Cepbe3Hble UCCNef0BaHUs B JaHHOW
obnacTu. B cBSi3M ¢ 3TUM Ha3pena ocTpas Heo6Xo0AMMOCTb B CMCTEMATU3aLMUmM cneum-
buyeckmx NpU3HaAKOB U XYL 0XeCTBEHHO-OpraHU3aLUnoHHbIX 0coBeHHOCTeN TeaTpa
Apabckoro BocToka B LieJIOM U JIMBAHCKOro TeaTpa B YaCTHOCTMU.

AHanus nocnegHux ny6nmkauuii

Kak 6b110 3aMeyYeHO BblLLe, B MOCNELHNE HECKOSIbKO AECATUIIETUI aHann3 pa3BuTuUs
JIMBaHCKOro TeaTpa He NpoBoAuca. A U3 MaTeprasioB MPOLLIIOrO MOXHO YNOMSIHYTb
crnenyroLLnx aBTOpPOB.

Pasmbilunsas 06 apabekon gpamatypruy, A. E. KppIMcKuin fienmTcsi cBoMMu Habnoge-
HUAMM O «BKyCe K Apamam», KOTOPbIW yCcresa pasBUTbCA U Cpean MyCysibMaH, a Takxe
0 cBoeobpa3HoM nogpaxaHum LLlekcnupy. Ho korpa oH MOBECTBYET O «TeaTpe CKa3ou-
HUKa» (TeaTpe «XakaBaTu»), TO MPUYUCIISIET ITOT XaHP K KaTeropuu «nMpoCTOHapPOLHOA
apabckom nuTepaTypbl» U YKasbIBaeT, YTO 3TO NOJYMCKYCCTBEHHAs MosydosibKIIopHas
6enneTpucTrKa, KOTopas B 3MoXy ynajka MHOIMMX oTpacyien KynbTypbl COXpaHuna
B cebe XMBble POCTKU U NpefCcTaBAAeT IMTepaTypy Iy6OYHUKOB-CKOMOPOXOB.

ErvneTckuit TeaTpanbHbii geaTenb Tenmyp Maxmypg (1963) B kHure «[pegBeCTHUKK
apabckoro TeaTpa» UCCliefyeT, B YaCTHOCTH, Hacneaue «TeaTpa TeHen», OTHOCS ero
He K TeaTpasbHOMY XaHpy, a K «ApMapo4YHOMY UCKYCCTBY». Takon Xe noaxo[ K aTomy
cheHOMEHY MOXHO BCTPETUTb B KHUIe NIMBaHCKOro Teatposefa Myxammepa lOcedpa
Hapxma (1967) «[beca B coBpeMeHHOM apabekon nuTepaType: 1847-1914». K naH-
Hou rpynne paboT cnefyeT OTHECTU KHUTY erMneTckoro uccneposatens Myxamepa
MaHgypa «TeaTtp» (1959), KHUIy BblaOLLErOCA erMneTcKoro gpamatypra Tayduka
anb-Xakuma «Halua TeaTpanbHas cxeMa» (1967), a Takxe ero npeaucioene K cob-
CTBeHHOM nbece «0, B36upatowmincs Ha gepeso» (1962).

Moaxon 3aku Tynermata (1971) K 3N0XeHUIO MaTepuUasna — UCTOPUKO-KYIbTYPHbIN.
OH BMOMT B KayecTBe NMepBOOCHOBbI BO3HUKHOBEHUA TeaTpa apaboB Ux KouyeBoe
npoLusoe.

KoHuenuusa Ox. JlaHgay (2016) 6a3upyeTcs Ha NMosIoXeHUM 0 B3aUMOLEeNCTBUN KyJlb-
TYp Y HapoZ 0B, C KOTOPbIMU apabbl B APEBHOCTU HAXOAUIUCH B KYJIbTYPHOM KOHTaKTe,
a Korga BO3HWK NInTepaTypHbI NepeBof C rPeyYecKoro 3blka, OHM MO3HAaKOMUINCH
C rpeyeckon komenuemn n Tpareguen.

Oco6o cnepyeT BblaenuTb KHury T. A. MNyTuHuesoi (1977), cymeBLuen cobpaTb Ko-
nioccanbHbIi 06beM JaHHbIX U haKTMYeckoro MaTepuana o6 UcTopuv TeaTpanbHbIX
3penuiL U HapoL4HOro UCKYcCTBa B apabckoM Mupe. 3To eAMHCTBEHHAsA B CBOEM pojie
KHUra, HanucaHHas o TeaTpe B apabCKuUX CTpaHax Ha PyCCKOM S13bIKe, BblAeNAtoLLa-
AcA cucTemaTtmsalmen ncTopmyeckoro Matepuana. KoHuenuns aBTopa BUOUTCA yxe
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B CAMOM Ha3BaHWM KHUMM — «Tbicsiua U ofuH rog, apabekoro Teatpar. T. A. NyTuHueBa
BbICKa3bIBaeT NMPeAnosIoXeHUE 0 TOM, YTO apabCeKuii TeaTp CyLLLECTBOBAS CO BPEMEH
He3anaMsiTHbIX, TaK KaK 1 IMTepaTypa, U My3bika, M 06psifloBble feNCTBa C UX MECT-
HbIMU TeMamu, NonynsipHeiMU 0bpasuamu, coxeTaMu peasnbHoro apabekoro 6biTa
camu Hecnu B cebe aieMeHTbl ApamMaTMYecKoro ckyccTea 3agonro 0o XIX Beka.

M3no)xeHne 0CHOBHOIO MaTepuana

Ecnu apabckasn KynbTypa B CBOM «30J710TOM BEK» CTana UCTOPUYECKUM 3BEHOM
MeXJy ApeBHErpeyeckon KynbTypoii u BO3poX4aBLIencs Toraa, nocne anoxu Cpen-
HEBEKOBbSI, EBPOMENCKOW KyNbTypol, To caM JIuBaH Bcerga nosib30Basicsi CriaBoi
«MocTa» Mexy BocTokoM 1 3anagom (a B coBpeMeHHyo anoxy berpyT 6bin nposBaH
BTOpbIM lNapuxem), bnarogapsi ceoeMy reorpachnyeckoMy MecTOMOMOXEHUIO, CBOE
OTKPbITOCTY BO BHELUHUIA MUP U, HE B MOCNELHIO o4Yepeb, bnarofapsi CMeLaHHOMY
penuruosHoMy coctaBy. 3To 06yCIOBUNIO CMELIaHHOCTb KyNbTyphbl, ee 60raTcTBo,
OTKPbITOCTb 1 CBOEOOPa3HYHO «MONMMAOHNIO»: 31eCh 04EBUAHbLI OTIONOCKN (OUHUKMIA-
CKOW KyNbTYpbl, LEHTPOM KOTOPOI 6bINio IMBaHCKoe nobepexbe Cpefm3eMHoro Mops
(nonTopbl ThiCAYM NIET [0 H.3.), KYNbTYpbl APEBHUX EMUNTSIH, BABUJIOHCKOMN KYJbTYPbl,
KynbTypbl [ipeBHer peuun n [peBHero Puma, a Takxke KynbTypbl OCMaHCKOMN — Befb
JIvBaH 6bin cBUAETENIEM MHOTUX 3aBOEBATENbCKUX HALLECTBUIA 3@ CBOKO LOMTYHO
uctoputo. Apabckoe xe KynbTypHOe BNMsSIHUE Havyasloch 3[ecb C 3aBOeBaHNUs apabamu
nNuBaHcKoro nobepexbs u fonunHbl bekaa.

TeMoii He3aTUXaOLUX SUCKYCCUI Bbln M MPOLOMKAET 0CTaBaTbCS BOMPOC O reHe3unce
TeaTpa B apabCckoM Mupe, O TOM, CYLLECTBOBAJIO JIM TeaTpasibHOE UCKYCCTBO Y apabos
paHbLUe W Xe 0HO BbISI0 3aMMCTBOBAHO Y EBPOMENCKUX HAPOL0B B NO3anpoLLioM
Beke, Korfa B JIuBaHe NosiBUUCH NEPBbIE CLLEHMYECKNE NMOCTAHOBKY.

CnepyeT OTMETUTb, YTO MPOLIECC CTAHOBNEHUS apabckoro TeaTpa npovcxoau ¢ 6ob-
LUMM 3anasfblBaHUEM MO OTHOLLEHWIO K TOMY TeaTpasibHOMY NMpoLeccy, KOTOpbIv npoLuia
EBpona. Camo ABNeHVE, UMEHYEMOE TEATPOM, yXe nepectasno 6biTb HaLUOHANbHbIM
W MepeLuso B TPaHCHALMOHaNbHbIA (DEHOMEH, Pa3BUTME KOTOPOIO Heslb3sl yXe Bblio
paccMaTpuBaTb MO TONbKO YTO U3NOXeHHON cxeme. Cchepa HauMOHaNbHOMN KYNbTYpbl
W HaLMOHanbHOro Hacnegus yxe He Morsia ObITb TOW 3aMKHYTON CPefioi, B KOTOPOW
MPOUCXOANUT CUHKPETUYECKOE UHTErPUPOBaHNE pasHbix JoTeaTpasibHbiX hopMm. B aToi
cBsi3n o6pasyeTcsa 3apoAblll «CBOEro» TeaTpa. B utore Takve aneMeHTbl HapoOLHOro
3pesInLLHOro TBOPYECTBA, KaK «XakKus», «caMaaxa», «pacn-MyaxuK», «TeaTp TeHen»
WM MapUOHETOK, XaHp XakaBaTyu U T. [., yXXe HE MOI/ CTaTb eAMHCTBEHHON (CBOEN,
HaLuuMoHanbHON) OCHOBOW BO3HMKHOBEHUSI TEATPasIbHOrO UCKYCCTRBA, NMepecTaBLuero
K TOMY BPEMEHU BbITb YbUM-NIMBO U NEPEPOCLLENO B MUPOBOE AABJIEHWNE KYNbTYpbI.
9Tn aneMeHTbl MoK BbITb (M OHM cTanu) Temu hopMamMm HapOOHOIro UCKYCCTBA,
KOTOpble NOrfoTUT TeaTp, 3aMMCTBOBaHHbIN Yy EBponbl B roTOBOM BUfE, U KOTOPbIE,
6yoyun NOrOLWEHHBIMU UM, CTaHYT UICTOYHUKOM €ro pa3BUTUSI HA MECTHOW MOYBeE.

Mo HalleMy MHEHUIO, TaKoW B3rNs L Ha NpobiieMy NOMOXEeT 06bACHUTL PSAL, IBMEHUI:
3aKaT ¥ UCYE3HOBEHME MHOTMX (DOPM HapOLHOro TBOPYECTBA B 3MOXY CTAHOBJIEHUS
HOBOrO TeaTpasibHOro UCKYCCTBA M NMapassenbHO ¢ 3TUM pacLLensieHne TeaTpanbHOro
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OBUXEHUS MO HECKONbKUM HanpaBlieHUsIM, Fle B HEKOTOPbIX U3 HUX (KOMEOVUINHOM,
MYy3bIKaslbHOM U HapOAHOM) MPOMIAAbIBANIMCh «MPOEKLUM» TeX caMbiX hopM Hapoq-
HOro UCKYCCTBA, KOTOpble IKOObl ucyesnu. NMono6HbIn B3rnsag obneryaeT u o6bsicHe-
HVe TOro HecTabubHOro NOMOXEHUS, B KOTOPOM A0Jro nNpebbiBasn akafgeMUyecKui
apabckuii TeaTp: OMMOHEHTbI OO BACHAIT 3Ty HECTabUIIbHOCTb HEMPABOMEPHOCTbIO
nepeHeceHns caMoro TeaTpa Kak Bua Ha noyBy apabckon KynbTypbl. OfgHako, hakT
ocTaeTcs pakToM. ScTacheTa HOBOro TeaTpa LOCTONHO Nepexouna oT OfLHOro pe-
rmoHa apabckoro Mupa B opyrou.

YT0 KacaeTcsa TeaTpanbHOro UCKyccTBa JIuBaHa, TO ero HEeBO3MOXHO paccMaTpu-
BaTb B KaueCTBe CAMOCTOSITENbHOIO SIB/IEHUS [YXOBHOM XWU3HU apabckoro obLiecTsa.
BMmecTe ¢ TeM, Henb3s yTBepXaaTb, YTO apabckuii TeaTp — 3TO OLHOPOLHbIN DeHO-
MEH, He MeloLLMI cBOMX cneuudmnyecknx ocobeHHOCTeN B Kax4ou cTpaHe. B aTom
3akJioyaeTcs ogHa U3 0cobeHHOCTeN CTaHOBNIEHUS U Pa3BUTUS He TONbKO TeaTpa,
HO 1 Bcex cchep [yXOBHOM XM3HM apabCKoro Mvpa B 3Moxy, HauyaBLUYHOCS C pa3BaioMm
OcMaHCKOW MMNepuu, 4acTbio KOTOPON Bbisl U apabCKuin Mup B TeYeHUe YeTbipex
cToneTui. laHHasi 0coBeHHOCTb XapaKTepHa AJ19 BCel coLuanbHOW, 3KOHOMUYECKOMW,
NoUTUYECKOMN 1 npeosornyeckon cdepbl XU3HU apabckoro MyMpa Ha NpoTsXEeHUN
6onee yeM NoJslyTOpaBeKOBOro nepuoaa.

CylecTByeT onpefeneHHoe pas3nmume B CTaHOBJIEHUM KyNbTYpbl apabCcKux CTpaH.
NpeT nu peyb 0 HAPOLHOM KyNbType U HAPOAHOM UCKYCCTBE UK Xe 06 annTapHom
KynbType u uckycctee? MICTOUYHMKaMM Takoro pasnnyms, o Haemy MHEHUIO, ABAAIOTCS:

1. CBoeobpasue nctopuyeckux cyneb pasHbix permoHoB apabckoro Mupa He ToJlb-
KO nocrie ucYe3HOBEHUS efMHOro apabCKo-UCNaMcKoro rocyapcTea, Ho U 10 ero
BO3HWKHOBeHMA. OTclofa HeoQHOPOAHOCTb 3THUYECKOro COCTaBa pasHbIX PErnMoHOB,
pa3Hoobpa3ue ouanekToB (HapoOHOro sA3blka) Kak B apabCKoM MUpe B LieNoM, Tak
1 B Kax oM apabckow CTpaHe, B3SITON OTAENbHO, CyLL,eCTBEHHOE pasfiyme Kak B pe-
NUrMo3HOM cocTaBe BooOLLe, TaK U B KOHChECCUOHaNIbHOM COCTaBe Ha YPOBHE KaX oW
penurumn — ucnama u XxpucTmaHcTBa. 9Tu obcToATEeNbCTBA HAaM MpefCcTaBAsATCSA
0COBEHHO BaXXHbIMW NPV U3Y4YEeHUN QYXOBHOW XMU3HU 06LLeCTBa, MpU UCCNefoBaHUN
BOMPOCOB KyJIbTYPOBeLEeHUA U, B YaCTHOCTU, UICTOPUM TeaTpa.

2. PasHoo6pa3ue KynbTYpHbIX BESIHWIA U BAMSIHWI, KOTOPbIM OblLT NoABepXeH apabeckui
MUp 3a nocnefHue nontopa Beka. Apabckuin permoH coceacTryeT co CpeM3eMHO-
MopbeM, MNepcuen, Typumen, UHAUACKUM okeaHOM U ACOPUKOIN, KOTOPbIE UMEIOT CBOU
0COBEHHOCTM B CTAHOBJIEHUW U PAa3BUTUM KYNbTYpbl. OTMETUM, YTO pa3Hble PErnOHbI
apabckoro Mvpa B KOJIOHMaJIbHYHO 3MoXy ObIM KONIOHUAAMU pa3HbIX MeTPOMOSuN,
a B NOCTKOMOHMASIbHYIO 3MOXY 3aHMManu pasHbie NO3ULMM B PeLleHn OCHOBHbIX Mo~
NIUTMYECKMX BOMPOCOB COBPeMeHHOro Apabckoro BocTtoka, B YaCTHOCTM MO OTHOLLEHUHO
K apabo-13pannbCKoMy KOH(PIIMKTY. KOHKPETHO-UCTOPUYECKUI NOLAXOL, K PACCMOTPEHMIO
ABNIEHUI KYNbTYpbl 006513bIBaeT HAC YUNTbIBaTb BCHO CIOXHOCTb KapTUHbI, UCCNeays
BOMPOCHI TeaTpasbHOro UCKyccTBa B apabckom mMupe. Befib npolecc pa3Butus Tea-
TpanbHOro TBOpYeCcTBa B apabekux cTpaHax 6bls1 HepaBHOMEPHbIM: NepPBbIe NOCTaHOBKM
CreKTakJsen, cnegyrowme eBponencknum obpasuam, Hayanucb B JlnBaHe B 1847 rogy,
B TO BpeMsl Kak HeEKOTOpble apabckue cTpaHbl BNepBble NPULLIM K 3TOMY B He[laBHEM
npotusioM (K NpuMepy, cTpaHbl ApaBun n Mpak — nocne Havana 50-x rr. XX B.).
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K cepennHe XIX Beka KOHMUKT Mexy apabCKUM HaLUOHanbHbIM CO3HaHWEM
W TypeLKMM rocnofcTBOM B OCMaHCKOM MMMEPUN yXKe MPUHAN 3aKOHYEHHYH0 chopmy,
yeMy HeMaso cnocobCcTBOBAsO BO3AeNCTBUE UL EN 3NOXU eBponeiickoro MNpocBelleHns
Ha cO3HaHWe Monoaou apabCcKow UHTeNNUreHuum, ocobeHHo B JlusaHe u Cupuu, roe
1 BO3HWKIIM FMaBHble Cuibl 0GHOBNEHUSI apabCKOM KyNbTypbl.

ManbMa nepBeHCTBa B NepeHeceHUU eBponerncknx o6pasLoB TeaTpa Ha NoyBy
KynbTypbl JInBaHa NpMHagnexuT MosiofoMy Kyriy, 06pa3oBaHHOMY YeNOBEKY, MHOMO
nyTewecTBOBaBLIEMY NMo EBpone, ypoxeHuy ropoga Cenga (duHukuminckmin CupgoH),
BflafeBLIEMY TYPELKUM, UTaNbIHCKUM, (PpaHLy3CKUM A3blIkoM, MapyHy aH-Hakkatluy
(1817-1855 rr.). NepBbIM ero cnekTakneM 6bin «Ckyno» Monbepa, KOTOpbIil OH MOo-
CTaBWJ1 B CBOEM [OMe C MOMOLLbIO TPYMbl, COCTOSAILLEN U3 POACTBEHHUKOB U ApYy3en.
Ha cnekTtakne npucytcTBoBana anuta 6enpyTtckoro obliectsa 1 6b11M BOoCNponsse-
LleHbl Bce aTpubyTbl U CUMBOJIbI €BPOMNENCKOro TeaTpasibHOro npocTpaHcTea (byaka
cycnepa, cneumanbHble MecTa il MOHapXa U ero BU3ups, OrpoMHble 3epkana ans
[laM, XOTsl BO BCEM 3TOM He 6b110 HyXbl). 34echk Xe NpUCYTCTBOBaNu fBa MydTus
u cynbs, ObiM paccbinaHbl po3bl MO0 BCEMY 3any M NoAaBascsi ropsiuynii HaNnUToOK U3
KopuLibl, @ B @aHTpaKTe COCTOSJICA MOKa3 KOPOTKOro papca Ha CeMeliHyto TeMy C MeCT-
HbIM KonopuToM (Jkorapa, 1987).

Bo BcsikoM cryyae, MonbepoBCcKasi TeMa, HayaTas M. aH-Hakkallem, npogomkanacb
OYeHb [ONro B apabckoM TeaTpasnbHOM TBopyecTBe. M. aH-Hakkall noHuMan 6onbLioe
3HauyeHue TeaTpa B XU3HU ntoaen. OH nucan: «f yeugen y Hux (T.e. y eBponeinLes)
B uncrie cpencTB U cnoco6oB, Morywimx obnaropaxmsaTb HpaBbl, 3TU TeaTpbl [...].
C NoMmoLLbto 3TUX TeaTPOB 0BGHaXaloTCsa YyenoBeyeckue Nopokuy, [...] u Hapsay ¢ npuno6-
peTeHneM KynbTypbl, ntoau [...] o6yuyatoTcs Bbicokow peun, [...] niobyroTcs TenecHbIMu
OBWXEHUAMM, CNyLIAaloT My3blKajlbHble MIHCTPYMEHTbI U 3HAKOMATCA C OCHOBaMMm
My3bIKK 1 neHus» (MyTuHuesa, 1977, ¢.110). OH yka3an Ha CBOe NMoHMMaHue TOro,
Kakom JomkHa ObITb CLieHMYeckasi MOCTaHOBKA, KakK AO/MKHbI B HEN coveTaTbCs Takue
KOMMOHEHTbI, KaK ApamaTyprus, TafaHTAMBas akTepckas urpa, mokas, KOCTOMbl U T. 4.

B 1849 rogy M. aH-Hakkalu noctaBun nbecy co6CTBEHHOro counMHeHns «lMpocToduns.
Abynb XacaH unn MapyH ap-Pawmupg» (Hagxm, 1967, ¢.48), koTopyto [x. JlaHgay (2016)
cumTaeT nepBbiM 06pasLLOM apabckon fpaMaTyprum HECMOTPS Ha TO, YTO MHOrue
BULSAT B HEM CXOACTBO C Nbecon Monbepa «LLanbii, unn Beé HeBnonagy».

TpeTben paboTon M. aH-Hakkalua 6bli1a nocTaHOBKa COGCTBEHHOM MNbechl «3a-
BUCTHUK», B KOTOPOM MUCCriefoBaTeNn ycMaTpmBatoT afanTtaunio MoibepoBCKOro
«TapTtoda» u «MeLLaHnHa Bo ABOpsAHCTBE», HO T. A. MyTuHuesa (1977, ¢.115) cuntaet
ee OpurMHanbHbIM COYMHEHNEM, BbICMENBAIOLLMM, B YaCTHOCTM, YOMOPHOCTb NeJaHTOoB,
npeacTaBnsowmx apabekyto nMTepaTtypy.

OTmeTum, 4yTo M. aH-Hakkall 6b11 04eHb Janek OT CNenoro nojpaxaHus eBpo-
nenckon gpamMaTtyprum u 3aumcTeoBan Monbepa BAYMUYMBO, CUMTAACh CO BKycamMu
MEeCTHOr0 3puUTens.

MepBble akTepbl bnnxHero BocToka, rae ucnaMmom Beerga sanpeLanacb NepcoHUm-
KaLMs XMBbIX CYLLLECTB, NOApaXxanu eBpornefckMM CTaHdapTaM akTepckom urpbl. YTo xe
KacaeTcs XeHCcKux ponen, To M. aH-Hakkalu nopyyaeT 9T1 ponu toHowaM. B aTon cBsAsu
OH CCblNancs Ha NofO6HbIV OMbIT B €/TM3aBETUHCKOM, FPEYECKOM UK AINTOHCKOM TeaTpe.
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M. aH-Hakkalw oco3HaBas BCHO CJIOXKHOCTb CBOEro HaunHaHus. OH cTpemMuscs
MaKcumasbHO NpubnuanTb caTUpy K MeCTHbIM BKycam 3puTenein u ucnosib3oBaTb
chakTOpbI CLIEHMYeCcKOro fencTBa, 6nnskme K cTtepeoTunamM apabekon 3pennLLHOCTM.
B ero nbecax MHOro My3blku He TOJIbKO apabCKOK, HO U TYPEeLIKOM, 04eHb YacTo Toraa
UCMOJHABLUENCS; eBPONENCKYHO Xe My3blKY, MPMBbIYHYIO O71F TOrO UCKYCCTBa, KOTOpoe
M. aH-Hakkalu 3aMmcTBOBan, OH BKJIKOUas B CBOM CMeKTakK/M NULlb YacTuyHo. Onopa
Ha caTupy u xaHp onepbl-6ydd Obina 0co3HaHHbIM 3/1IEMEHTOM B TBOPYECKOM Kpe-
b0 MapyHa aH-Hakkalla, KoTopbiv NPOTUBOMOCTaBW PeSIMFMO3HOMY TeaTpy TeaTp
CBETCKMUI 1 uMen 60NbLLIOK yCnex.

3acnyra M. aH-Hakkalla orpomMHa 1 3akito4aeTcsl B TOM, YTO OH OTKPbU LIeJTyHo 3M0-
Xy B pa3BUTUU CLLEHNYECKOr0 TBOPYECTBa Ha brivxxHem BocToke, a ero paboTbl cTanm
cBoeoOpasHbIM 3TasIOHOM Ans By ayLmnx pexuccepoB. M. AH-Hakkall npoTvBonocTaBun
penurno3Homy TeaTpy TeaTp CBETCKUI U umen BonbLuon ycnex. [ocne Hero, 0co6eHHO
B Cvpun n ErunTte, cHoBa 1 cHoBa ByayT nokasbiBaTb Monbepa B afanTMpoBaHHOM
BapuaHTe, a caMble BblAatoLLnecs pexnccepbl nosyyat npossuila «<Monbep BocToka»,
«ErvneTckumin Monbep». Mo npumepy M. aH-Hakkawa Tpynnbl Hayanu doopMupoBaTbCs
B flaJIbHENLLEM NO «CEMENHOMY» NMPUHLMNY, @ DYHKLMU agMUHUCTPATOPa, MPOAtoCcepa,
Jpamartypra, pexuccepa 1 OCHOBHOIO akTepa coyeTaroTCs B O4HOM fnLie.

BypHoe pa3BuTue NONMyYnT «My3blKallbHbIA TeaTp», KOTOPbIV He ToNbKo ByaeT
Nonb30BaTbCA YCMEXOM Y Ny6/MKK, HO U cTaHeT cBoeobpa3Hom nabopaTopuen, B KO-
Topou 6yayT NPOBOAUTHLCS CaMble CMerlble 3KCNEPUMEHTbI B UCTOPUM COBPEMEHHOM
apabcKom My3bIKUW: OT OMbITOB cupuiiLa ABy-Xanuns anb-Ka66aHu, erunTtsH Cansimbl
Xnpxasu, Canega Japyvwa n 3akapumn Axmeaa [0 onbiTa ceEMbW BENIMKUX ap-PakbaHu
B JIuBaHe u neceHHoro knHo M. A6aenb-Yaxaba v gp. B ErunTe.

M. aH-Hakkall npefBoCXUTU OHY U3 CaMbIX OCTPbIX U 3aTSXHbIX Npo6neM apab-
CKOro TeaTpasibHOro ABNxXeHUs — npobnemy BbiGopa Mexay MTepaTypHbIM apabekum
A3bIKOM U A3bIKOM Pa3roBOPHbIM, TO €CTb AUANIEKTOM TOW UM MHOW apabeKoii CTpaHbl.
9Ta npobnema conepxuT B cebe Takoe NPOTUBOPEUME: AEMOKPATU3aLua TeaTpasibHOro
UCKYCCTBa He CTaHeT peaslbHOCThbHO, MOoKa He ByAeT HaieH BbIX0[, AenatoLni f3blK
TeaTpa [OCTYMNHbIM NHOAAM, NPUOMXKAACh K HAPOLHOMY f3bIKY, a ApaMaTyprus Kak
NMTepaTypHbIN XaHp He YTBEPAUTCS, MOKa OHa He CO34acT CBOW A3bIK.

Cnepyet HasBaTb nocnegoBaTenen M. aH-Hakkawa B JInBaHe: nbecbl nncanu
ByTpyc anb-bycTaHu, Xanunb anb-A3unaxu, aBTop «MyxecTBa U BEpHOCTU», NOCTaB-
neHHow B benpyTe B 1878 1., Hapxunb anb-Xapnag, nepeBofymK U agantop Knaccukm
eBponenckoro Teatpa, Canum anb-bycTaHu, paboTaBLumin B TOM Xe xaHpe. CnenyeT
OTMeTUTb M TBopYecTBO Mbparuma anb-Axaaba, COUMHABLLErO B XXaHpe N03TUYECKON
ucTopuyeckow gpambl; Aouba Mcxaka, noaTta, AeAtensa apabekon «Haxgbl», KOTOPbIN
afanTupoBan nbecbl ppaHuysckux apamaTypros (PacuHa, KopHens, O6uHbsiKa 1 p.)
M coTpygHU4an ¢ nnemMaHHnKomMm M. aH-Hakkawa CanumMom, nocTaBuBLUMM «AHOpa-
Maxy» B beiipyTe B 1875 r. gnst 611aroTBopUTESNIbHbIX LieSeN.

TyT Xe cnepyeT ynoMaHyTb AxMmepna aby-Xanuna anb-Ka66aHu, cupuiua Ty-
peLKoro NPOMCXOXAEeHUS, TaK UK MHAYe UCMbITaBLLEero Ha cebe BAMSHUE LUKOJIbI
M. aH-Hakkalua, MycynbMaHUHa, KOTOPbI Oblsl CBSAA3aH C MUCCUOHEPCKUMU LLKOMaMM.
A. anb-Kab6aHu no npaBy cuMTarOT OCHOBaTeNeM My3blKanbHOro Teatpa B Cupuum,
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a BNocneacTBUN — My3blKanbHOro Teatpa Ermnta. OH noctaBun B [lamacke B nepBow
MonoBUHE WecTuaecaTbIX rogoB XIX Beka CBOK NepByto Nbecy «HebnarogapHbIn» Mo
MOTUBaM «TbICSYM N OQHON HOYM» U Nbecy «Yappax». Kputukm ycmatpuaroT B No-
cTaHoBKax A. anb-Kab6aHu BNMsiHMe 3anafHOEBPONENCcKon onepbl. JanbHenwmnm xon,
co6bITWI NOKa3aJ, HackoJIbKo caMObbITHbIM OKa3arsics XaHp, 3a4nMHaTenemM KoTopo-
ro ctan A. anb-Ka66aHu. Ero mysbikasibHble pamMbl, BOCMEBaOLLME YENOBEYECKYHO
[0oBpOTY, MYXeCTBO U XU3Hentobue, 6binn CO3BYYHbI HALMOHAIbHON MY3blKaNbHOM
TpagumLmMm 1 No cogepXaHuto, U Mo CTPYKTYpe, XOTA MHOroe oH 3aMMCcTBOBa y eBpo-
nenues B NJlaHe opraHn3auumn TeaTpasbHOro gefia u TeaTpasbHOM TPYNMbl.

Heckonbko No3xe HaunmHaeTcs coTpyaHMYecTBO A. anb-Kab6aHu ¢ MickaHgepom
dapaxoMm, fpamaTtyprom, paboTaBLmm B nocnencteum B Erunte. Tpynne dapaxa
n A. anb-Ka66aHu nokpoBuTenbCcTBOBaNn MuaxaT-naiua, rocyapcTBEHHbIN AeATesb,
nuaep LBUXEHWUA 3a KOHCTUTYLMIO B OCMaHCKOW MMnepuu. YcnelHo 6bina nocTaBneHa
«Anpa» B afanTupoBaHHOM BapuaHTe Canmma aH-Hakkalua, nieMsaHH1Ka 1 nocneno-
BaTens M. aH-Hakkalua, Ho cnefytolas ero noctaHoBka «lMpoctodunsa Abynb-XacaH
unu XapyH ap-Pawua» no MapyHy aH-Hakkauly 6bina 3anpeleHa st nokasa.

HebnaronpusiTHbie ycrnoBus, B KOTOPbIX HAXOAMNUCh TeaTpbl apabckoro Mupa
(penurmnosHeie 3anpeThl, cylecTBoBaBwwKe B Cupun 1 JIuBaHe, 06cTaHOBKA HaABM-
raBLUENCS NONIMTMYECKON TUPaHUK, C KOTOPOM UCKYCCTBO TeaTpa ByneT Bcerga He
B Nlafiax B apabCcKOM pervioHe), NoABUIIIY MHOTUX AeATeNen U JIMBAHCKOMO U CUPUI-
CKOro TeaTpoB K amurpaumu B Ernnet. 3to Canum aH-Hakkaw, Agub Mcxak, dapax,
A. anb-Ka66aHu, [xopax Abbsag v op.

W ecnu 3epHa HOBOIro UCKYCCTBA, NepecaxeHHble B JlIueaH 1 Cupuio M. aH-Hakkaluem,
He OYeHb NPOYHO MPUXMANCL TaM, TO B UX BCXO[aX, Tak cKasaTb, OCTPO HyxXdanacb
Xaxaylias noysa KynbTypHOW XM3HM ErunTa, roe coumanbHbii 3akas Ha «apabusa-
uuto» cyuiectoBall, nbo apabekoe TeaTpasibHOE UCKYCCTBO OTBEYasio coLualbHbIM
noTpebHoCcTAM rocypapcTtsa. Eruner ctan TeMm nonem fefATeNbHOCTY, FAe MOXHO
6b1J10 MIMEHHO B faHHbI MOMEHT TBOPUTb M fobuBaTbcs ycnexa, ocobeHHo B Kavpe
n AnekcaHgpuu, rae Hayanu coTpyaHunyathb l0ced anb-XanaT, Canum aH-Hakkalu
n Agmnb Ucxak. OHM OCyLLLeCTBUM CBOM NepBble TeaTpasibHble MOCTAHOBKU B KOHLLE
wectugecAaTbIx rogos XIX Beka, He3a[0aro 0o oTkpbiTUa Cyaukoro kaHana. 9To,
B YaCTHOCTM, ApaMaTnyeckmni BapmaHT «Auabi» no C. aH-Hakkaluy u ero gpama «TupaH».

BesycnoBHO, Npy 3TOM TeaTpasibHble NOCTaHOBKM B JIuBaHe u Cupun He npekpa-
TUANCb: NPOAOJIKANN CBOK AeATeNIbHOCTb PEIMMMO3HbIe TeaTpbl B LUKOSAX, WK
NocTaHOBKM C 611aroTBOPUTESNIbHON Liesbto, ObINin OTKPbIThI ABe cTyaun B [lamacke,
roe ocyuiectTsisifiacb noctaHoBka nbec MickaHgepom anb-Asapem u 1. 4. OgHako,
LLeHTP TSXECTW TeaTpasbHOro ABMXeHUS B apabCckoM Mype nepeMecTusics B Eruner,
OTKPbITbIV ANna 3anaja, C MOPCKMMM BOpPOTaMu B ropofe AnekcaHgpuu, C rpaHgm-
O3HbIMU MJIaHaMu — OT CTPOUTENbCTBA XeNe3HbIX AoPor A0 OTKPbITUA CyaLKoro
KaHana v ornepHoro TeaTpa. 34,ech yxe paboTan uTanbsAHCKUIA TeaTp, UMEBLLUIA CBOKO
ny6nuKy 1 cBOM Tpaguuuuy, a npaBuTenb CTpaHbl icMaun cribii NOKpoBUTENIEM UC-
KyCCTB, MeLL,eHaTOM 1 NpocBeTUTeNeM, KOTOPbIW 3aKasasn BenMkoMy Bepau coumHutb
onepy KO [HI OTKPbITUS KaHana (umeeTcsi B BUZY onepa «Auga», BMECTO KOTOPOH,
0[HaKo, K NpasaHuKy Oblfia ucnosHeHa onepa «Puronetto») (Landau, 2016). CTpaHa
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nepexwvsasna onpefeneHHbIN NoAbeM B XO3ANCTBEHHON U KYNIbTYPHOMN XXU3HK, MOAB-
NANUCb TeaTpbl U TeaTpasibHble TPYNMbl, HO UX 3PUTENSAMU BblNK, MO NPEUMYLLECTBY,
MHOCTpaHLbl, KOTOPble COCTaBNsANMN CBOeoOpa3Hyto Nyonuky. Becbma nokasaTenbHbl
BrneyaTneHus B. A. Connory6a, oTHocsiLLMeCa KO BpeMeHU Npa3fHecTB Mo ciy4vato
oTKpbITMA CyauKoro kaHana':
«TblCAYM UCKaTenen NPUKIIOYEHMI, M3rHaHHbIX EBponow, kak capaHya
paccbinanucb no 3emsie 06eToBaHHoI [...]. Becenble KogeiiHbie U UropHble
[JOMa, LUMHKM CaMOro HA3KOro CBOMCTBA OTKPbITbl BCKO HOYb. TeaTpbl, BHOBb
oThenaHHble, COBEPLUEHHO YyXAbl HAPOAHON XN3HU. B Kavpe K npasgHukam
TeaTpanbHble 3abl 0TAeNaHbl C POCKOLLbIO UCTUHHO ernneTcKomn: oM onep-
HbI o5 UTanbsHUEB 1 6aneToB, TeaTp ApamMaTuYeckuni Ans opaHLy3CcKux
Nbec 1 UUPK; BCE 3TO cBepaeT No30510ToM U BapxaToM, LUMTbIM 30J10TOM...
A cnblwan 3gecb HensbexHyto "TpaBuaTy" n "“Duchesse de Gerolstein»
“TepuoruHio NeponbLUTENHCKYHO", pacneBakoLLy0 COPOKABEKOBBIM NMpa-
mMugam odbdbeHbaxoBckue BecenocTu» (LuT. 3a MyTuBuera, 1977, c.134).

Korpa Mcxak u C. aH-Hakkall ocTaBuny TeaTpbl U YLIAW B MyGAMUUCTUKY, UX [ENO
npogomkun 0. anb-Xanat. Yyt nosxe anb-Kapgaxu, uaa Ha nosony y HeTpeboBa-
TeSIbHOW YacTu 3puTesien, OCyLLLeCTBWII MOKa3 AelleBbIX Menoapam, 1 ero nocturna
Heyfaua, Nocrie Yero oH pellaeTcs Ha 3apybexHble racTponu B Mapux, Cuputo, a He-
CKOJIbKO no3xe — B TyHuc u Amxup (1908). Ero Tpynna, nocesiBluas 3epHa HOBOTO
uckyccTBa B apabckom Marpube, uMena LWyMHbIN yCrex.

MouTn 0LHOBPEMEHHO HaYanu co3faHne CBOUX TeaTpanbHbIx Tpynn A. AGy-Xanunb
anb-Ka66aHu u MickaHpap ®apax, BMecTe paboTaBLUuMe OKOJO ABYX JieT. BecbMma 3Ha-
MeHaTesIbHbl 3TU [1Ba rofa ¢ TOYKM 3peHUs CTaHOBJIEHMS XaHpPoB apabckoro TeaTpa
B €runeTcKMin nepnos: B To Bpems, kak . dapax cocpefoToumnncsa Ha fpamaTtuyeckomM
MacTepcTBe akTepa, A. anb-Kab6aHu 3aHMMarncs ¢ Tpynnow My3bIKOW U NeHNeM. 3To
6b1n10 Hayano npocbeccrMoHanMaaumm: XoTs B cnektaknsax M. aH-Hakkalua cyuiectso-
BasiM U Ta, U opyras TeHAEeHLUUs, HO Kak 6bl B cuMburo3e, To Tenepb HabnogaeTcs
crneyunanvsauus BUO0B AeSATENIbHOCTM U 9TO CTaHOBUTCH CTEPXHEBbIM MOMEHTOM
CLIeHMYEeCKOW NpaKTUKW.

B To Bpems Kak W. dapax NoKuMHyn Tpynmny co CBOMMM akTepamu, A. anb-KabbaHu npo-
Jloymkan nokas cnekTtaknei B Kampe n AnekcaHapuu, roe kacbe «fony6ou [lyHai», B KOTO-
pPOM CTaBUUCH CMEKTaK/N, CTano CUMBOJSIOM Yero-To 3arafjo4HOro M POMaHTUYECKOrO.

B 1897 r. A. anb-Kab66aHu nonyymn HoBoe TeaTpasnbHOe 3[aHue, B KOTOPOM, O4HaKO,
eMy He cyxJeHo 6b110 paboTaTh U3-3a BCKOpe npoucLieALlero noxapa. Ho 3a 19 net
paboTbl B Cvpuun 1 3a 15 neT paboTbl B Erunte oH co3parn xaHp My3blKaslbHOro Tea-
TpanbHOro feicTBa, OCHOBAHHOIO Ha MeTofe TaTpblBa, T.e. cneyuduyeckoro, cyrybo
apabckoro MeToa BOCMpUSITUS My3bIKU (TaTpbi6 — TPYAHO NofaatoLeecs rnepesomy
C/I0BO, O3HavalolLee ycnaxaeHve neHnem unn Menogmen, LOCTUXKEHNE BbICOKON CTe-
MeHW BXWBAHUS CylLaTensi B My3blKaslbHOe LEeNCTBO).

"OceHbto 1869 1. B. A. Connory6 6bi1 kKoMaHaMpoBaH B EruneT ans Toro, YTobbl NPUHATL
yyacTue B LiepeMOHMM Mo noBoay oTKpbITUA Cyaukoro kaHana. O npasgHuKe, NoCBSLLEHHOM
3aToMy cobbITuto, cM.: Connory6, B. A. HoBbli ErvneT. CaHkT-MeTepbypr: 6.1., 1871, ¢.116-128.
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Nckanpap ®apax oTKpbin cBoit TeaTp B 1891 r. u npopaboTan 18 neT, coTpyaHuYas
¢ Bblgatownumcsa nesyom C. Xupgxasu, gpamaTtyprom A. anb-Xagnagnom, akTepom
[xoppxem A6bsAaoM, akTpucon datumon Py u aktepoM, pexmuccepom v neBLOM
Asnsom Mpgom. PenepTyap TeaTpa BKJIHOUaN Knaccuky B aganTupoBaHHOM Bapu-
aHTe (Monbepa, LLekcnupa, KopHens) 1 coBpeMeHHYyto hpaHLy3CcKyto Mesiofpamy.

C op06peHneM BCTpeTuna npecca ToT pakT, uto U. dapax nogumHun paboTy TeaTpa
cepbe3HbIM 3afjayaM fpaMaTUyYeckoro UCKyccTBa, CTaBWil cnekTakiv 6e3 neHus,
a vHorga u 6e3 My3sbiku. MoxeT 6bITb, TOrja U BO3HUKIIO fiefleHne TeaTpa Ha «cepbes-
HbIN» U «HEeCePbe3HbIN», cylecTBYoLLee U NOoHbIHe. Kak 6bl TaM HY 6bis1o, Ny6nnka
oTHecnacb 6e3 aHTy3nasma kK pecdoopmam dapaxa. B 1905 rogy octaBun Tpynny neseL,
C. Xnxasu, CTOPOHHUK My3blKaJIbHOW ApaMbl, 1 OCHOBaN COBCTBEHHbIN TeaTp. 3Ha-
ynTenbHOM NoTepen ana Teatpa . A6bsifia cTana cCMepTh ero BefyLlen akTpuchl
Mapwu CydaH 1 oupekTopa TeaTpa (bpata U. dapaxa). MNonbITKK peaHMMauun Teatpa
oKasanucb 6esycneLHbIMU, U TorAa BO3HUKIIO elle 0AHO ABIEHWE B UCTOPUM apabcKoro
TeaTpa, a UMEHHO — KOMMepyeckui TeaTp. W. dapax ocTaBua CBOU Xy[40XECTBEH-
Hble 1 pecbopMaTOPCKUE MiaHbl, CTan OTHOCUTLCSA K TeaTpy Kak K KOMMEepPUYeCKoMy
npennpusaTUIO, BMJIOTb A0 TOro, YTO OH cAaBan 34aHue HafnpokaT Apyrum Tpynnam
W Onsa nokasa KMHounbMoB. YenoBek, MHOTrO cLieNlaBLUMi ANa nponaraHibl TeaTpa
Kak BaXHOro cpeficTBa BOCMMTaHUS Hapofa, Tak 6eccnaBHO OKOHYMI CBOKO Kapbepy.

BbickaxeMm psg coobpaxeHn 0THOCUTESIbHO OCHOBHbIX MPU3HAKOB Y TBOPYECKO-
opraHu3aunoHHbIX 0c0BeHHOCTEN TeaTpasibHOro Npon3BoAcTBa apabckoro TeaTpa.

1. W akTepbl, n ipamaTypru, u pexuccepbl B apabckoM TeaTpe Hayanu ¢ lobuTenb-
CTBa — 0TYacTV Mo BO3AENCTBUEM yBUAEHHOTO B EBpone, oTyacTy xe (XoTsi HAMHOro
pexe) ABUXMMbIe CBOMM TBOPYECKMM TEMMNEPAMEHTOM U MPUPOLHON OLapEHHOCTHHO.
Bce ynoMsiHyTble doyHKLMM, BKIOYas U hyHKLUMIO agMUHUCTpaTopa-npoatocepa, vallle
BCEro coYeTanuchb B 0fHOM nnLe. 3To Obl TeaTp YeNIoBEKa-0PKECTPa, EC/IN MOXHO TaK
BbIPa3uUTbCS, U NPUMEPOB TOMY Mbl YBUE/IM MHOXECTBO. 3TW NMOHepbI Lu B TeaTp U3
coumanbHbIx cdep, He UMEeBLLUMX NPSIMOro OTHOLLEHUST K UCKyccTBY: M. aH-Hakkalu 6b11
KynuoMm, k. A6bsa — cnyXaluMm Ha XenesHoL0pOoXHOM Bok3are, A. anb-KabbaHu —
BecoBLLMKOM, f. CaHyy — yuntenem, C. Xupgxasm — yteuoM KopaHa, H. ap-PuxaHu 6bin
6aHKOBCKMM cnyxallum, a U. dapax — TaMOXeHHbIM YUHOBHUKOM.

2. Tpynnbl gonroe BpeMs COCTaBAA/IMCb N0 CEMENHOMY MPU3HAaKY WK U3 Kpyra
61IM3KUX Opy3en.

3. XKeHCcKue posim UCNONHANMUCH Ha NepBbIX NOpax FOHOLAaMM, 3aTeM Ha CLieHe cTanu
NOSIBAATLCA XEHLLMHbI U3 YMC/a XPUCTUAHOK U eBPEEK, a MO3XKe — MYCYNIbMaHKMW.

4. MaTepuanbHbIi, KaccoBbIl hakTop YacTo ObiBas peLlaroLLM AJiS OpraHM3aTopoB
Tpynn.

5. MNop TeaTpanbHble NOMELLEHNS CHavana UCMoJsib30Banun YacTHble AOMA, KasuHO,
a 3aTeM NosBMAMCH CreunasbHble TeaTpasibHble NOMELLEHNS, YTO OTKPbIIO BO3MOX-
HOCTb [/151 MOSIBJIEHUS] CTALMOHAPOB M OTHOCUTESTIbHO CTaBbWUAbHbIX TPYN.

6. OTcyTcTBOBana cucTteMa NoAroToBKM KaJpoB, 3a UCKIIHOUYEHMEM CllyYaeB KOMaH-
OMpOBaHuA Ntofen Ha yyeby 3a rpaHuuy.

7. TocypapcTBeHHasi NOMOLLb B cO3aHUM MHAPPACTPYKTYpbl TeaTpanbHOro gena
HOCuIa cyvyalHblv XapakTep, XOTSl B HEKOTOPbIX ClyYasaX v JOAroBpeMeHHbIN.
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8. TeaTpanbHoe fBUXeHMe BblI0 B3aMMOCBSA3aHO C pa3BUTUEM APYTUX UCKYCCTB,
npexe BCero ¢ My3bIKoW (B YMcrie TeaTpasibHbIX fesTenen aToro nepuosa okasa-
NUCb BCe KPYMHble My3bIKaHTbI 1 MeBLbI) U ¢ NuTepaTypoil. Cpean feaTenen TeaTpa
BUIHeNLLEee MeCTO 3aHUManu NoaTbl M Nucatenu: Axmep, LLlayku, Taychuk anb-Xakum,
Maxmyg, Teimyp, Muxaun Hyanme u [xxybpan Xanunb Jxy6bpaH.

Y10 Xe KacaeTcsi TOro HecTabuIIbHOro NOJIOXEHUS, B KOTOPOM HaXO[WUICS «Cepbes-
HbIW» TeaTp, TO €ro NPUYMHbI Nexart rnydxe, a MMeHHO — B cnabocTy NMTaTeNbHOMN NOYBbI,
Ha KOTOPYH 3TO UCKYCCTBO BbINIO NepecaxeHo, ¥ B HEMOCUIIbHOM MacluTabHOCTH 3afav,
KOTopble OHO nepepf cobon cTaBuno. NosACHUM 3Ty MbICJb: CUYy UCKYCCTBa TeaTpa
K. C. Ctanucnasckuit (1958, ¢.471) ycmaTpuBas B ero cobvpaTtenbHOCTU: «BMecTe ¢ TeM
UCKYCCTBO TeaTpa — cobupaTenbHoe, U B 9TOM Takxke ero cuna. TeaTp nonb3yertcs
0L HOBPEMEHHO TBOPYECTBOM BCeX 6e3 UCKITIOUEHUSI UCKYCCTB: NIUTEPaTypbl, CLIEHbI,
XMUBOMUCK, apXMTEKTYPbI, MNACTUKKW, My3blKH, TaHLLa, KOTOPble OH cCOBUpaeT nog CBO-
UM KpoBOM». Ho K Hauasy npouecca CTaHOBJIEHWSA COBPeMEeHHOro apabckoro Teatpa
COCTOSIHME [, pYyruxX UCKYCCTB Bbl1o BecbMa npobneMaTUyHbIM. B 3aTsxHOM npolecc
MOJepHU3aLumM BCTynua nuTepaTypa (3To OTHOCUTCS, MMaBHbIM 06pa3omMm, K Mo33uu,
B TO BPeMS KaK XaHpbl pacckasa ¥ pomaHa 6binv B CTafMu CTaHOBJIEHWS U HaXoau-
NUCb ONSATb-TakKMW Mo eBPOMNENCKUM BUSIHUEM). ApXUTEKTYpa NpeLcTaBnsna cobon
CJIOXXHYHO MO3aunKy, 0TpaXKaBLUYH UCTOPUIO FpafoCcTpouTeNnbLCTBa OoT anox Omenanos
10 OCMaHCKOW 1 KOSTOHWANbHOM 3MOXK, @ B OTHOLLEHWUN XMUBOMMUCH, CLIEHbI, M1IaCTUKW,
TO OHY OblnM B ynagke. A BOT TaHeL, U My3blka [eACTBUTENbHO HaLLM B TeaTpe ue-
anbHYyIO cpefly [N CBOEro pasBuTUS, XOTS B CUIY CBOeN cneundmkm 6namxe cTosmm
K HapoLHOMY, MeCeHHOMY TeaTpy U K BOAEBWJIHO.

Ewe opnHoWM U3 «6onesHern pocta» TeaTpasbHOro «Cepbe3HOro» CKyccTBa B apab-
CKOM Mupe 6bina, Kak y>e roBopuioch, MacluTabHOCTb NOCTaBMEHHbIX Nepen co6om
3apay. HanomHum 3geck onbIT U. dapaxa n [x. A6bspa. ToT akT, yTo nof fasie-
HMeM MaTepuanbHbiXx (PaKTOPOB TeaTpasibHble AeATeNn BpeMeHaMn usmeHsnu cebe
¥ CBOUM MpUHLMNaM. 3ToMy cnocobcTBOBasa U He3aBePLLEHHOCTb hopMMpoBaHUs
BCEro KoMrnJiekca TeaTpasbHOro NpouM3BOACTBa, CNnabbln NPodecCMoHasbHbIi YPOBEHb
aKTepoB, OTCYTCTBUE HEOOXOAMMbIX YCIIOBUM A1t UX MOATOTOBKM U T. 1.

9TOT acnekT BOMpoca 0 reHeauce apabckoro CLLEHMYeCKOro UCKyccTBa npefcraB-
NAIeTCA HaM BeCbMa BaXKHbIM U NOYTM BbINaBLLUMM M3 MONA 3pEHNs UccnepoBaTenen,
NMPUHABLLMX Y4acTue B AUCKYCCUSIX O reHesuce TeaTpa B apabekux cTpaHax. MayyeHue
€ro no3BoJisieT cAenaTb BbIBOJ O CIIOXHOM U cneynduyeckom nyTu CTaHOBIEHUS
NMBaHCKOW TeaTpasnbHOW KYNbTypbl, HEO6X0AUMOCTU YUUTbIBaTb, C OJHON CTOPOHbI,
3aKOHOMEPHOCTH COoLManbHO-3KOHOMMYECKOro pa3BUTMSA CTPaHbl, C APYror — COCTOsHUE
apabckoro TeaTpasibHOro ABUXEHUS!, KOTOPOE B 3HAUUTENbHOW CTEMEHN 0Ka3bIBaso
BSIMSIHNE HA IMBAHCKUI TeaTp.

Haquaﬂ HOBU3Ha UccnepoBaHusd
B cTtatbe O606LU,aeTCFI N TEOPETUYECKN OCMbICITIUBAETCA VICTOpI/I‘-IECKVIVI OMnbIT pa3Bun-

TnAa TeaTpasnbHOro UCKycCcTtBa B JlnBaHe, ncerieayrTcA BOMNMPOChI reHe3unca apa6CKoro
TeaTpa u UX 3HadeHue ONid TeaTpasibHOro BM>XXeHnsd B JlnBaHe.
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BbiBogbl

CTaHoOBneHMe UckyccTBa TeaTpa B J/IuBaHe ABUIOCH YacTbio 0bLLero npouecca
pasBuTUs apabckoro TeaTpasbHOro UCKyccTBa. [laHHbIN npoLecc Npoxoaun B yc-
NOBUSIX OTKPbITOr0 KyNbTYPHOrO MPOCTPAHCTRBA, B 3M0Xy NoAbemMa apabckoro Hauu-
OHaslbHOro CaMOCO3HaHus, B Mepuof, NocsiefoBaBLUMIA NoCie NOXoL0B HanoneoHa
B ErvneT n Cuputo, pacnaga OcMaHCKoW MMnepum, 4acTbto KoTopoi 6bin apabekuii
MUPp, YCUNEHUA KYJIbTYPHOro BNMaHUSA 3anafa Ha cTpaHbl Apabeckoro BocToka.
Ha aToMm choHe cTaHOBNEHME COBPEMEHHOIO UCKYCCTBA TeaTpa Kak B JIuBaHe,
TakK 1 BO BCeM apabCcKoOM MUpe He MOTJ0 yXe OblTb OpraHNYHbIM, CaMOBbITHBIM,
caMocTosiTeSIbHbIM. B HeM cMellnBanuchb TpaHCHaLMOHAJbHbIE U HALMOHalbHbIE
3NEMEHTbI, ¥ MPU 3TOM JOMUHUPYIOLLMM ObINIO CTPEMIIEHUE BOWTU B COBPEMEHHbI
MUP, [OTHATb LMBUIM30BaHHbIE CTPaHbl. OTclofa Ype3MepHoe YBIeYEHUE EBPO-
nenckumMu obpasuamu n npeHebpexunTenbHOe OTHOLLIEHNE K XaHpaM Hapo4HOro
CLIeHUYECKOro UCKYCCTBaA.

PesynbTaThbl Uccriefo0BaHNSA CBULETENIbCTBYIOT, YTO OCHOBHbIE 3aKOHOMEPHOCTM
apabckoro TeaTpanbHOrO ABUXEHWUS TAKOBbI:

- nogpaxaHue eBponenckum obpasuamM co CTOPOHbI «CEPbE3HOro» akagemMuye-
CKOrO TeaTpa; U3yYyeHUue 1 HaKOoMJEeHNe OnbITa y NpecTaBUTeseil 3TOro Hanpasse-
HWSI; MOBTOPEHME NPOWAEHHbIX OLLIMBOK 1 3KCMEPUMEHTOB EBPOMENCKOro TeaTpa;

- HacTOMYMBOE CTPEMJIEHME HAapOLHOIO HanpaB/ieHUsl TeaTPasibHOIO ABUXEHUS
(koMegUuINHbIA U My3blKanbHbIA TeaTp) K KOHTAKTYy U B3aUMOLEeNCcTBUIO ¢ nybnu-
KOW; MCNOJIb30BaHMWE 3JIEMEHTOB HapOOHbIX 3PenuLL, FoMOpa, NeHus, PosbKIopa,
anpobrpoBaHHbIX HOBbIX METOLOB U NPUEMOB; 6013Hb 3KCMEPUMEHTOB; NMPUCMO-
cobeHne K TpeboBaHMAM 3pUTENLCKOro CPeLHEro BKYCa;

- TecHasi B3aMMOCBSI3b TeaTpasibHOro ABWXEHUS C MOAEPHU3ALMENA MY3bIKM
n nuTepaTtypbl (MogepHU3aunsa apabckon My3blKU MPOUCXOANIIAa B OCHOBHOM
B paMKax XXaHpa My3blKanibHOro TeaTpa);

- 9NUTapHbIN aKafeMUYECKUI TeaTp pa3BMBaJICS Ha OCHOBE TaKUX IUTEPATYPHbIX
ABJIEHUI, KaK «ApaMaTyprusa B CTUXax», OKasaBLIaaACA HeXU3HeCnocobHoM; «apa-
MaTyprus gjs YTeHUs», KOTopas Tak U 0CTanacb XaHPOM YMCTO IMTEPATYPHbIM,
Janeknm oT CLLeHUYECKON NPaKTUKWY;

- OTHOLUEHMe K ApamMaTyprum 6bino noytn Becerga auddepeHUMpoBaHHbIM:
3NUTapHbIN TeaTp chenan CTaBKy, MaBHbIM 06pa3oM, Ha MepeBOfbl KIIAaCCUYECKUX
Nnpou3BefEHUI U COBPEMEHHOW eBPONeNCcKoW ApamMaTyprum, NnpuyemM nepeBobi
OCYLLLEeCTBSIINCH Kak cBO60AHO, 6e3 TOYHOro COOTBETCTBMA apabckoro BapmaHTa
OpWUrUHany, Tak U CKpynynesHo, Koraa nepeBof, MakCUMasbHO COOTBETCTBOBA
opurnHany. HeckonbKo No3)e BO3HUKJIIO CTPEMIIEHUE K TOMY, YTOObI NepeBoauTb
€BpONENCKY0 apamMaTypruto Ha apabckui si3bik (MHOrAa Ha onpenenieHHOM au-
anekTe). BosHuknu obpasubl opuruHanbHow apabckon gpaMaTypruu, Halegumve
CBOE BOMJIOLLEHNE UMEHHO B paMKax «Cepbe3Horo» Teatpa. HanpasneHue xe
Hapo4HOro TeaTpa chenasno CTaBKy Ha MMMPOBU3ALINIO, OTCYTCTBUE CTPOTOM
JpamMaTypruyeckoi (hopMbl COOTBETCTBOBAJIO NPUPOAE U crieundrke HapoaHbIX
3pENULLHbIX UCKYCCTB.
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B To BpeM#, Kak 3aMMCcTBOBaHHasi eBponeickas TeatpanbHas (hopma HacToMUMBO
cTpemMunach yTBEPAUTLCS B TBOpYECTBE apabCckux JesiTenei Teatpa U HauTH LeHu-
Tenew cpeau 3puTenen, napannesbHO e NPOLecC SIBHOFO OTXXUBAHUSA PESIMKTOBbIX
3/IEMEHTOB HAPOHbIX 3PeNvLL, AoweniA 00 HALLEro BpeMeHNU. 9TO OTXMBaHWE
KOMTMEHCMPOBAanoch AesiTENbHOCTLIO MPeacTaBUTeNIe HAPOAHOIO TeaTpa, KOTopble
UCMosib30Bany B CBOEM TBOPYECTBE 3J/IEMEHThI TeaTpa «XakaBaTWh», «TEHEBOrO» TeaTpa,
UrpoBbIX MPefCTaBeHUI, HAPOLHOMO FOMOpPA U NMeHWA U T. . TaKon NpoLecc npuHec
TBOPYECKME YCMEXM HAPOAHOMY HanpaBsieHUto TeaTpa (KOMeLUAHOTO M 0COBEHHO My3bl-
KanbHOro XaHpa). OgHako Hambonee NNoLOTBOPHLIMU GbINM MOMbITKYA CUHTE3UPOBAaTb
3N1eMeHTbl HApOLHOrO UCKYCCTBA, HAPOAHOro FOMOpPA, HAPOAHOI0 M KITAaCCMYECKOro
apabCcKoro NeHus ¢ afieMeHTaMy eBPOMNENCKOro TeaTpa, LOCTUXEHUAMU eBPOMNencKoi
MY3bIKM M MOJEPHUCTCKUMU BesSHUAMM B apabeKon uTepaType.
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AHoTtauisa

Merta gocnigxeHHs nonsirae B pO3KPUTTI MPOLLECiB 3apOAXKEHHSI Ta CTAaHOBJIEHHS JliIBAHCbKOMO
TeaTpasibHOro pyXy B KYNIbTYPHO-ICTOPUYHOMY KOHTeKCTi Apabebkoro Cxony. MeToam gocnifKeHHs.
Y npoueci gocnifgxeHHs 6yno BUKOPUCTaHO Taki MeTou: iICTOPUKO-KYNbTYPOSIONiYHWIA — AJis
BMBYEHHS ICTOPUYHUX NPOLLECIB | KYNbTYPOOTiYHMX SIBULL, LLLO MaNiv BUPILLanbHUIA BMMB Ha
3apOoKEHHA Ta PO3BUTOK JIBaHCLKOro TeaTpasibHOro pyxy XIX cT.; aHaniTU4HUIA — onsa aHanisy
LUIMPOKOrO CreKTpa KyNbTypHOro naHawadTy apabcbkoro cBiTy, Wo chopMmyBaB TeaTpasnbHy
KynbTypy Apabcbkoro Cxofy B LiIoMy i fliBaHCbKOro TeaTpy 3okpeMa. HaykoBa HOBU3Ha
LOCNiAXEeHHS Nosisirae B TOMY, L0 BriepLue y3arasibHeHO 1 TEOPETUYHO OCMUCIIEHO ICTOPUYHUIA
[OCBi [ 3apOAXXeHHs Ta pO3BUTKY TeaTpanbHOro mucTelTea Apabebkoro Cxofy B LiloMy Ta
NiBaHCbKOro TeaTpy 30Kpema B eroxy nianomMy apabcbkoi HalioHanbHOT caMOCBIfOMOCTI, L0
noyanacs nicna posnagy OcMaHCbKoT iMnepil, Ta NOCUNEHHS KYNIbTYPHOro BAANBY 3axony Ha
KpaiHn Apabcbkoro Cxofy, @ TakoX yrnepLue cUCTeMaTM30BaHoO crielmdiyHi 03HaKu Ta 0co6MBOCTI
TeaTpy Apabcbkoro Cxofy. BucHoBku. CTaHOBEHHS Ta PO3BUTOK MUCTELITBA TeaTpy B JliBaHi cTanu
YaCTMHOLO 3arasibHOro NpoLecy Po3BUTKY apabCbKOro TeaTpasbHOro MUCTELTBA B MOCTOCMaHCbKY
ernoxy, y nepiog nigiomy apabcbkol HalioHanbHOT CaMOCBIAOMOCTI, MOCUNIEHHS KYNbTYPHOrO
BRAMBY 3axoay Ha KpaiHu Apabcbkoro Cxoay. Ha LiboMy Thi CTaHOBNEHHA MUCTELTBA TeaTpy fK
B JliBaHi, TaK i B ycboMy apabCcbKOMy CBIiTi He Moro Bxe 6yTn caMobyTHIM, CAMOCTIHUM, afke
Lie CBOEPiAHUI cMMBi0o3 TpaHCHALiOHANbHUX Ta HaLioHaNbHUX eNeMeHTIB. 3Bifgcu HagMipHe
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3axOMnJieHHs1 EBPONENCbKMMI 3paskamy Ta 3HEBAX/IMBE CTaBJIEHHS [0 Pi3HUX XaHPiB HAPO4HOro
cueHiyHoro mucTelTBa. Hanbinblw naigHMMm 6ynm cnpoby cuHTe3yBaTH eleMeHTU HapOLHOro
MUCTeLTBa, HAPOLHOro ryMopy, HApOA4HOro Ta KNacM4yHOro apabebKoro chiBy 3 eneMeHTamu
€BPOMENCHKOro TeaTpy, LOCArHEHHSIMW €BPONENCHKOI My3UK/ Ta MOLEPHICTCbKUMMU BiSIHHAMMU
B apabCebKin nitepaTypi.

KnioyoBi cnoBa: NiBaHCbKUI TeaTp; CUPINCbKUI TeaTp; apabCbKuil TeaTp; ErMNeTCbKUA TeaTp
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Abstract

The purpose of the study is to reveal the processes of the origin and formation of the Lebanese
theater movement in the cultural and historical context of the Arab East. Research methods.
The following methods were used in the work: historical and cultural are to study historical
processes and cultural phenomena that had a decisive influence on the origin and development
of the Lebanese theater movement of the 19th century; analytical is to analyze a wide range of
the cultural landscape of the Arab world, which shaped the theatrical culture of the Arab East as
awhole and Lebanese theater in particular. The scientific novelty of the research lies in the fact
that for the first time the historical experience of the origin and theatrical art development of
aregion such as the Arab East as a whole and Lebanese theater in particular, in the era of the Arab
national identity rise that followed the collapse of the Ottoman Empire and the cultural Western
influence strengthening on the countries of the Arab East. Also, for the first time, specific features
and characteristics of the theater of the Arab East are systematized. Conclusions. The formation
and development of the art of theater in Lebanon was part of the overall process of developing
Arab theater in the post-Ottoman era, during the period of the rise of Arab national identity, and
the strengthening of the cultural influence of the West on the countries of the Arab East. Against
this background, the formation of the art of the theater both in Lebanon and throughout the Arab
world could no longer be original, independent. It blended transnational and national elements.
Hence there is the excessive enthusiasm for European models and neglect of the folk stage art
genres. The most fruitful attempts were to synthesize elements of folk art, folk humor, folk and
classical Arabic singing with elements of a European theater, the achievements of European
music and modernist trends in Arabic literature.

Keywords: Lebanese theater; Syrian theater; Arabic theater; Egyptian theater
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HayioHanbHuii UeHTp TeaTpasibHOro MuctelTBa iMeHi Jlecs Kyp6aca, KuiB, YkpaiHa

AHoTayisa

MeTta gocnig»xeHHs — iHILiloBaTU HOBUI HaMpsAM HayKu Npo Xy[0XHIO KyNIbTYpY i, 30Kpema, npo
TeaTp, BUSHAUYEHUI IK CUHepreTMKa XyA0XHbOT KyNnbTypy (Ha3Ba HOMiHasbHa), KOTpui nepepbdavae
JocnipxeHHa peHoOMeHa 3B'A3KY XyA0XHbOI (TeaTpasibHOT) TBOPYOCTI i3 KBAHTOBUM CBIiTOM.
MeTogonorilo gocnig)xeHHs cknafatoTb MiXAUCUMNIHAPHI Niaxoau Ha 6asi CUHEPreTUKMW, KBaHTOBOI
hiauku, MUCTELTBO3HABCTBA (TeaTpo3HaBCTBA), KY/IbTYPOsIOril, afanTaL,ii MEeTOAiB TOYHMX HayK [0
ryMaHiTapHUX, L0 YMOXJIMBIIKOE CPOBY iHiLlitoBaTK HOBUI HanpsM y rymMaHiTapHin HayLli. HoBusHa
AOCigXeHHs NoNsrae B TOMY, LLLO BriepLUe Y TeaTPO3HABCTBI (MACTELTBO3HABCTBI) NopyLLeHo npobnemu,
L0 [OCI 3aNMLWATLCS HeJOCIAXEHUMU: 3B'A3KUN XYLOXHBOT (TeaTpasibHOI) peanbHOCTI i3 KBaHTOBUM
CBiTOM, MOPOreHeTUYHUMM MOJIAMU, ABULLAMU «HEBUOUMOTO», EHEPTiIMU AYMKU, 3BOPOTHICTHO/
He3BOPOTHICTIO Yacy Ta 3i cTpaTerieto CLeHiYHOoro yacy. BucHoBku. CTaTTsi-chparmMeHT npeseHTye
HOBWIA HaNpPsiM y HayLi NPo Ky/NbTypy Ta MUCTELTBO, AKUIA MOXe CNPOBOKYBaTN HOBI MiAX0AMN A0
YHIKaIbHUX MOXJ/IMBOCTEN KYNIbTYPU Ha CyYacHii cTafil po3BUTKY CYCNifbCTB i CYCMifIbHOI CBiJLOMOCTI.
BioKpuTTS iHHOBALHOro NoTeHUiany XyLoXHboT (TeaTpanbHol) KynbTypu ans cycninsctea XXI cT.,
30KpeMa BUKOPUCTaHHS Oro posibOBUX MOXJIMBOCTEN AK MexaHi3My HenTpanisalii, AeMOHTaxy
KOHCIOMEPUTCBKHMX 3arpo3 i BogHo4Yac CTUMYJIFOBaHHS PyXy A0 CYCMiNbCTB anbTPYICTUYHOT LmMBini3auil,
npo L0 HWHI BeAyTb MOBY MUC/IUTENI Ta NepefioBi BYEHI, BK/OYatoum naypeatis HobeniBcbKoi npemii,
CNpUSITUME PO3BUTKY HayK NPO JIOJUHY.

KnioyoBi ciioBa: ABULLA «<HEBULUMOTO»; KBAHTOBUI CBIT; CLIEHIYHUI YacoNpoCTip; XyA0XHS Teopis
BigHOCHOCTI

MocTaHoBKa npo6nemu

TMYacoMm ik ecTeTUKa Ta KyJbTYpOoJIoris [OBOJi MOBHO NPeLCTaBASOThL Ta yCrill-
HO JOCHioXYOTb CbOrOAHI Pi3Hi cTpaTeril Yacy (i «<MeciaHCbKuI Yac» B. beHbsAMIHa
Ta k. ArambeHa, i «yac, wo 3ipascs 3 netenb» (out of joint) X. Oeppigm, i durée

KopHieHko, H., 2018. EkcnaHcii TeaTpy 3a YaciB kBaHTa. Crniokyca paaukanbHicTio (doparMeHT). BicHuk
KuiBcbKoro HayioHaslbHOro yHiBepcuTeTy KynbTypu i mucTeyTB. Cepis: CyeHiyHe mucteyTso, 1, €.36-49.
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A. BeprcoHa, i «<4yac memoire involontaire» M. MNpycTa, i «<4ac CrniHx» LL. Boanepa; i «4ac
CUMYSKPIB», | «<kaTacTpodiuHmii yac» X. boapispa, i «<4ac 3HUKHEHHS»), TeaTPO3HaB-
CTBO  MUCTELITBO3HABCTBO NEPEBAXHO 33J0BOJIbHAOTHCHA AOCUMTb NPUMAapHUMU, [0
TOr0 X 3aHaATO 3arajibHUMU, YacTO [,EKOPATUBHUMY MOTO MO3HAUYEHHSAMU.

Y TeaTpO3HaBCTBI, Ha BigMiHy, CKaximo, Bi My3MKO3HaBCTBa, Ae npeacTaBieHi
TEopeTUYHI pedhnekcii Ha L0 TEMY, MU HE 3HANEMO SIKUXOCb KOPEKTHUX 03HAK Cyyac-
HOMO OCBOEHHS CTpaTeril CLIeHIYHOro Yacy. | migKasok TeaTpy, Wo NpaLtoe 3 eCTETUYHO
PiSBHOMaHITHUMM KaTeropissMu yacy, TeaTpo3HaBCTBO He Yye, XoYa HasBHi 04eBUOHI
Ta opuriHanbHi gocnigu TeaTpy, | Y4 He HayLi po3ni3HaBaTK L HETpUBIanbHi pyxu?

AHani3 ocTtaHHix gocnig)xeHb i nyénikaui

Konu gocnigHuk X. Boapisp ctBepaxye: «CUMYNAKP — He WO iHLe, ik 0COBNMMBUIA
edoeKT Yacy, Konv BiH BTpavae CBiii niHiriHnii xapaktep (KypcuB aBTopa — H. K.), nounHae
3ropTaTucsl B NeThi i nped'ssBNATU BaM 3aMiCTb peanibHOCTel iX NpUMapHi, BXe Bignpa-
LboBaHi konii» (2000, ¢.5),— BiH 0JHO3HA4YHO Bee MOBY MPO NOA0AHHS KIaCUYHOTO
pecypcy, BKasytoum Ha Hebesneky Hepo3nidHaHHS HOBOro pyxy. beanepeuHo, edhekT yacy,
AKWUIN BTPATUB JiHINHICTb, He 3BOAUTLCS 0,0 HebGe3nek NofibHOro poAy, WO HEMOKOATb
aBTopa. LLBuaLwe HaBnaky — Haflae HECKIHYEHHICTb MOXJ/IMBOCTEN KOHCTPYHOBaHHS
«yaciB»: TX «po3LLensieHHs», TpaHcdopMaLiil, MacwTabyBaHHs (MUTb — BiUHICTb),
NPOHWKHOCTI, MPOEKTYBaHHS 30BHi Ta BHYTPILLIHbO, 3rOpTaHHA B TOYKY, PO3ropTaHHs
neTni B 6e3niy KoHdirypauin ToLo.

AHMRincbkuin disuk A. EQAIHITOH BUCTIOBUB NPUNYLLLEHHS, WO HaNpsIMOK Teuvii yacy
NoB'si3aHUN i3 Po3LUNPeHHsIM BcecBiTy, Ha3BaBLLUM Lie SIBULLLE «CTPINIOO Yacy». Y To Mo-
MEHT, KOJX PO3LUMPEHHSA 3MIHUTBCS CTUCKAHHSIM, MOXKe 0DepHYTUCS B iHLWIMM BIK i «CTpina
yacy» (1991, ¢.48). OTXe, CMOHTaHHI XyLOXHi CNiBirpy i3 3akoHamMu di3nKK, 30KpemMa
Y CLIeHiYHUX Bepcisix, Wwo aeMoHcTpyBanu E. Hakpowtoc i A. Xongak, K. Jlrona i M. Kap-
6ayckic, P. Kactennyyui Ta ®. XanTi, d. Kactopd i K. MapTanep,— Le npunyL,eHHsA -
BiAKPUTTS NPO 3BOPOTHICTb Yacy, MOro HesiHilNHi 3aKOHK, NPO SKi NPOCTO LLie He 3[0-
ragyBanacsi KnacuyHa KynbTypa.

KpiM 3a3HayeHnx aBTOPIB, MW anesltoeEMO [0 aBTOPUTETIB y 3axigHin cisumui Ta
CXiHiN MicTuui, 30kpeMa [0 pobiT A. EfHwWTelHa, I MiHkoBCcbkoro, MeHenst 3akca,
a Takox fo pobit L. Aypob6iHpgo, Oariceuy Cynsyki, YxyaH-u3u, XyenHeHa, Jlamu
loBiHAM Ta iH. OcobnmnBMI iIHTEpeC Y 3B'A3KY 3 LIMM CTAHOBAATbL OJ1s HAac iHTepnpeTa-
uii ¢. Kanpa (1994) — cyuyacHoro dinocoda Ta disuka, TeopeTuka B ranysi saepHoi
di3MKN | KBAHTOBOI MEXaHIKMU.

MeTa pgocnigXeHHs

[HiLiFOBaTU HOBMI HaMpPsIM HayKuW MPO XYLOXHIO KYNbTypy i, 30KpeEMa, Npo Teatp,
BU3HA4Yalum Moro K CUHEpreTuka Xy[oxXHboi KynbTypu (Ha3Ba HOMiHasbHa),
wo nepepnbavae pocnigxeHHs peHoMeHa 3B'A3KY Xy[0XHbOT (TeaTpanbHOT)
TBOPYOCTIi i3 KBAHTOBUM CBIiTOM, i Ha Lihi OCHOBI — HOBi NOrNAAN Ha KaTeropito
yaconpocTopy.
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Buknag oCHOBHOro martepiany

Konucb A. ApTo, MpitoUn Npo «KOCMIYHE OUYULLEHHS» | 3aKJIMKaKuM Npy LbOMy [0
«eKCTaTUYHOI BTpaTy cebe», HaNoNernMBo nparHys NOCTaBUTHK rsifada B enilueHTp
OIACTBA XOPCTOKOCTI. AK CBOEPIAHY TEXHOJIOTiO BiH NMPOMNOHYBaB «BUXPEnognioHy»
3MiHy cbopM, MPOBOKYOUU Fsifava «noTpanuTu B xaneny h onuHMTUcs 6escmnum»
B iM'sl TOro, W00 «3aiMaTnCsl TBOPYICTIO Ha IHCTUHKTUBHOMY PiBHi». B aBTOpKM BXxe
6yna MOX/MBICTb MUCATK NPO NMOCTHEKITACUYHI KOHTEKCTU eCTETUYHUX NPaKTUK A. ApTO,
npo BuUnepenxXyBasibHy JIOriKy horo Teopii. MigcyBaroum BNpuTyn Ao rnsgava Hebes-
neku AN XUTTA, BUNPOOOBYHOUYN HUMK, BiH BTANYBaB CTPaXJaHHSA Ta XOPCTOKICTb
y dOYHKLiF0 OYUCHOT XepTBW.

X. Oeppina, skuin HasBaB A. ApTO «BTiSIEHUM arpecMBHUM XeCcTOM», MiAKpecnB
y Takui cnoci6, wo dpaHLy3bKUA MMCbMEHHUK «AaB XUTTA [0 Toro TabynoBaHoOMYy,
He gonyuweHoMy B MucTtelTBO». Ak Ix. Ixolc i C. bekkerT, E. loHecko, ®. Kachka Ta
J1. Mipangenno, A. ApTo eMOHTYBaB TpaguLiiHy, KNacu4yHy MOBY XYL,0XHbOT CEMI-
ocdhepu, BUNepemkaoun ManbyTHi enidbaHil — WAsSX [o0 CYyTHOCTEN BHYTPILLHbOIO,
[0 CNpaBXHOCTI K CaMOCTINHOI peanbHOCTI CBiAOMOCTI, A0 eMda3u, 34aTHOI cTaTu
OYMCHOO ANA Linoro.

TeaTp enoxu MoZiepHy CBOro Yacy He NPOCTO BUC/IOBUB Mif03pY NP0 HELOCTATHICTb
MOBW, BiH HaNoBHIOBAaB HOBUMM 3HAYE€HHSAAMU Ta HOBUMU CYTHOCTAIMM €CTETUYHI LjiH-
HOCTI, LUOKYOUMMM Napafokcamu, MPOBOKYOUYM CIIMBaAHHA HEBUOAUMMX, HEUYTHUX,
HeBMOBUMMMUX J0Ci cMUCTIB. [MMOMHHA HEBUMOBHICTb, HE3HaNOMa HEBaroMicTb, HEBU-
JVMMICTb NpopuBanucs fo0 HOBOI MOBM, sIKY KyJibTypa HabyBana BXe B HEKJTaCUYHUX
(nocTkNacuyHmx), MOCTHEKIACUYHMX, NPEeAKBAHTOBKX i KBAaHTOBMX OUCKYpCaXx.

Cxoxe Ha Te, o TeaTp iHCMipye BnacHy kBaHToBY oi3nky. CTae Bce 6ifbll oye-
BUOHMM, L0 NOHSATb NPOCTIp i Yac, AK OKPeMUX i CAMOCTINHUX, He iCHYE. € LinicHWiA
deHomeH yaconpocTopy. LLLo6 nepekoHaTu B LiboMy, dhisnka B 0cobi A. EMHWITENHA
nojapyBasa CBiTOBiI TEOpito BifLHOCHOCTI. Y TOMY YMCri 1 criewianbHy Teopito BigHOC-
HoCTi, Ha, ocHoBaMu sikol Tpyaunucsa I JlopeHu, A. Myaxkape, I MiHKkoBCbkuii, A. Po66;
eKkcnepumeHTanbHy 6a3y 3anponoHyBaB A. MaliKeNnbCOH.

Jlorika cyBopux pauiioHanbHUX, «reOMETPUYHUX» KapTUH CBITY 3aBXAN fOMiHyBana
B €BPOMeNCcbKil cBigoMocTi ax fo XX — noy. XX| cToniTTs, nepiognyHo BUSABASIOUN
NEPEKOHUBICTb i HABITb MPUAHATTS apryMeHTIB aflbTEPHATUBHUX, 30KPEMa CXiHUX,
nigxogis. NpoTe caMe eBKNi[OBIM reoMeTpii NPOTSArOM ABOX TUCAYONITb Hanexana
nanbmMa NnepLIoCcTi Ta OCTAaTOYHOCTI ICTUHM NPO CYTHICTb NpocTopy. ANlbTEpHAaTUBHA
dinocodis Cxony igeHTUdiKyBana cBiT 3a MPUHLMMOBO iHLMM KPUTEPIEM — Yy HbOMY
He 6yf1I0 OCTAaTOYHUX ICTUH, ByAb-fiKa iHTeNneKTyanbHa npouenypa po3ymy crnpuima-
nacsi fiK BiJHOCHa, HaBiTb iNt030pHA. A KapTUHK peasnbHOCTiI 6ynu HibW BidyanbHUM
BioOpaXKeHHsAM NeBHUX CTaHIB CBiJOMOCTI.

Lna Tux, xTo 6yBaB Bcepros 3axonseHun Cxonom abo nepebyBae i HUHI Nig Bpa-
XEHHAM MPUrONIOMLLAIMBOT MyApOCTi Moro dpinocodii, He MoXe He BUHUKHYTU CMOKYCK
NOPIBHATU KApTUHY €QHOCTI CBITY 3 €4HICTIO ABOX NiBKYJIb MO3KY. OiHa NignopsaKoBy-
€TbCS1 XXOPCTKUM 3aKOHaM paLlioHaNIbHOro MUCHEHHS], CYBOPOCTi No6ya,0B, BNOPSILKOBYE
CBIT 3a JOMOMOrOH0 NepeBaXHO NPUYUHHO-HACAIAKOBUX CMUCHIB | BOOCKOHAJIEHHS
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pauioHaNbHUX MexaHi3MiB Mi3HaHHS; a iHLWa anentoe [0 CnornsifanbHUX, MeAUTATUBHNX,
ippauioHanbHUX, IHTYITUBHUX, MOETUYHUX, HECTINKMX, 3aBX AU BiAHOCHMX 06pasiB, siKi
BUKOHYIOTb poJib BepuddiKaLiMHUX MexaHi3MiB NisHaHHA. TOMY BUCOKI iHTeNneKTyasbHi
OMCKYCIl TUCAYONITb NPO NepeBary TMX Yu iHWKX icTUH B 060X BUNagKax npeacraB-
NAKTb, Ha Hall NOrNa, NPOCTO KOPEKTHY iNtCTpaL,ito MPUHUUMNY AOMOBHIOBAHOCTI
H. Bopa, sikui BepucpikyBana cama npvpoa, 3ajvLLUmMBLIN Yy[A0BY MOXJ/IUBICTb NOrO
posragyBaTw.

PauioHasnbHi ysiBneHHs1 Npo andepeHLiioBaHiCTb Yacy Ta NMpoCTOpY B YeproBui pas
ICTOTHO MOXUTHYJIUCS 3HOBY-TaKM 3 XBUJIEI YeproBoro iHTepecy 3axogny Ao Cxony,
3axigHol disnku o cxigHoro mictuuuamy. ¢. Kanpa nepekoHIMBO Ta KOPEKTHO [,0-
BOOMTb eKBIBaJIEHTHICTb 3aXifHUX i CXiQHUX, HAYKOBUX i MICTUYHMX TUMNIB Mi3HAHHSA
CBITY. | L0 0CO6IMBO BaXJIMBO, Ha IHTEpNpPeTaLiMHOMY PiBHI gianor HOBOro 3axifgHo-
ro pauioHaniamy Ta cxigHoOI MiCTUKM BTpayae CBOO rOCTPOTY i NapafoKcabHICTb,
pO3TaLLOBYHOUUCH Y MIIOLWMHI, Aie pensiTuBicTCcbKa hisnka nigTBepaxye 6arato cBOIX
MoJIOXEeHb 3 BiAKPUTTIB MIiCTUKIB. HayKOBi iHCAaWTU-BIAKPUTTS, LLLO BUHUKJIIM paHille
Ha ICTOPMYHOMY rOPU30HTI, Ni3Hile 3HaxX04sATb apryMeHTaLito B palioHanbHUX di-
nocodpisix 3axony.

CbOrofiHi MU, 04EBUHO, € CBiIKAMW He MPOCTO HOBOIO Aianory Lux ABOX CUCTEM,
a HOBOFO 3HAHHS MPO MOXJ/IMBOCTI iX B3a€MOMNPOHUKHEHHS, B3aEMOAONOBHEHHS (B3a-
€eMonepeTBOpPeHHsT). MOXIIMBO, HaBiTb HECMOLIBAHOMO CUHTESY (?).

PilweHHs Tak 3BaHOT Npo6iieMy HePO3B'A3HOCTI NapafoKcanbHOI NPUpoan BigKpu-
Tux aBuw, ®. Kanpa B6ayae Ha wnsxax, ki BU3Ha4YMMO, Ik CTBOPEHHS CBOro poay
KOHBEPreHTHOI Mepexi B yMOBax TOHKUX, YYWHUX, Yy TIIMBUX B3aEMO3aNeXXHOCTEN
3axigHUX nepefoBUX METOLOJIONIN | CXiHOro €30TEPUYHOIO, MPSIMOro 3HaHHSA Ha 6asi
MiCTUYHOrO JOCBIay.

Halwe 6ayeHHst yaconpocTopy (abo yacy i npocTopy) B TeaTpi Ta HOBOMY TeaTpos3-
HaBCTBi cNMMpaTUMeETbCSA Ha MO3HAYEHUN KOHTEKCT i aBTOPUTET Ccy4vacHoi i3unky,
sika Jocnifkye Bce HOBi 1 HOBI BUMipu. KoopavHaTy npocTopy Ta yacy, Haraflyemo,
3anexarTb Bif CnocTepiraya. Big BnnmBy rpasiTauii. HapewTi, Big Bu6opy cuctemu
KoopAuHaT. CN1COK He BUYepraHui.

[03B0IMMO cobi akTMBHO 3asly4aTy Ha LibOMy eTani apryMeHTH, 3006yTi cydyacHoro
¢i3nKo Ha NiATPUMaHHSA cxigHuUx cinocodii, LWwo oaHaKoBO 6M3bKi K MTPUPOAO-
3HaBLto, TaK i ryMaHiTapito, i pinocody, Tak 61 MOBUTH, TPSAMOro 3HaHHSA. Hanpuknag,
KnacuyHa isnka BU3HaE, LLLO JJOBXMHA CTPUXKHS, LLLO PYXAeThCH, | TOrO, L0 3HAXOAUTHCSA
B CMOKOI,— 04HaKOBI. Xo4a Teopis BiAHOCHOCTI BUSIBUJ1A XMOHICTb LibOro TBEPLXKEHHS.
JloBXuHa 06’eKTa 3a/1eXNTb Bif Oro pyxy BigHOCHO criocTepiraya i 3MiHFOETbCS B 3a-
JIeXKHOCTi Big weuakocTi (kypcus aBTopa — H. K.). LISt 3mMiHa Taka: 06'eKT CKOpodyeTbCs
B HanNpsiMKY pyxy [...] BaxnunBo po3yMmiTy, L0 MUTaHHSA MPO «iCTUHHY» [OBXWHY 06'eKTa
He Ma€ CeHcy, SIK i NTMTaHHA NPO CNPaBXHIO0 AOBXWUHY BaLLOT TiHi. TiHb — Lie npoeKLis
TOYOK, L0 3HaX0AATbCA B TPUBMMIPHOMY NPOCTOPI, Ha [ABOMIpPHY MNJIOLLMHY, i iT AOBXWUHA
3aneXxuTb Bif KyTa npoekTyBaHHsA (Kanpa, 1994, ¢.95-96).

TpuBMUMIpHI 3pasku BULAOTLCSA HEOAHAKOBUMM B Pi3HUX CUCTEMAX KOOPAUHAT, PyXOMi
npeaMeTU He CXOXi Ha Ti, L0 MOKOATbLCS; FOAMHHUK, PyXatoumncb, YNOBINIbHIOE CBIll Xif,
Lli BUCHOBKM 320 TbCA HAM NMapaoKCcalbHUMMU JiLLE TOMY, LLLO MU HE YCBiJOMOEMO,
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LLLO BCi Ui HecriogiBaHi eheKTU € fmLe HachigKaMmn NPoeKLii YOTUPUBUMIPHUX SIBULL,
B TPMBMMIPHOMY CBITi HAWMX NOYYTTIB, NOAIOHO [0 TOro, AK TiHi € UL NpoeKLiaMu
TpuBMMipHUX NpeameTiB (Kanpa, 1994, ¢.99).

baraTtoBMMipHa peanbHICTb, SIK BijOMO, CTae [OCTYMHOK B MexXax 0Cob/IMBOro cTaHy
cBigoMocTi. [1na cXigHMX MIiCTUKIB BiH He CTaHOBUTb NpobnemMu. Llen cTaH cBigomocTi
03HayeHU acuMinsuieto obpasis i 6ayeHb, iIHCNIPOBAHUX iHWIMMK BUMipaMu; MeauTaLlist
JicTae HOBI Mons 30py, 3ajly4yaroun B TyHesi He3BMYaAMHUX eHEPTIN, WO NPUTHIYYIOTb
NiHINHY NNOWMHHICTb NoNepegHbOro CNpPUAHATTS.

Bu MoxeTe 03HaOMUTHUCS 3 UMMM IBULLLAMU B 3a3HauYeHin niTepaTypi abo yepes
BJTACHWI [OCBIf, SKUW, MPUPOLHO, BUMArae neBHUX QyXOBHUX 3yCWJlb i Yacy.

Te, W0 ons 04HOMO cnocTepiraya € NPOCTOPOM, AJ1s1 iHWoro 6yae 3'eAHaHHAM Mpo-
cTopy i Yacy. 3a Teopieto BiHOCHOCTI MPOCTIp HE € TPMBUMIPHUM, a Yac He € caMo-
CTiiHUM. Byflyum TiCHO | HEPO3PUBHO NOB'A3aHVMU, BOHW YTBOPHOOTH YOTUPUBUMIPHUI
KOHTUHYYM, SIKMI HasnBaeTbcs YaconpocTip (Kanpa, 1994, ¢.96).

Teopisa BigHOCHOCTI 3acBigunna, LWo BCi 3MiHM B MPOCTOPI Ta Yaci BTpayatoTb abco-
NIOTHe 3HaYeHHS, | 3Mycuna Hac BiMOBUTUCS Bif, KITAaCUYHUX MOHATbL MPOCTOPY i Yacy.
BukJitouHe 3HaueHHs LbOro BiIKpUTTS PO3KPUTO B Takux croBax MeHpens 3akca:
«ICTMHHO pPeBOoJIIOLINHWIA 3MICT Teopil ENHIWITEHaA B TOMY, Lo [...] BOoHa 3anepeuye
06'eKTUMBHUI XapaKTep NPOCTOPOBO-4acOBOI CUCTEMMU KOOpAUHAT. Teopis BigHOC-
HOCTIi CTBEPXYE, LLLO NPOCTOPOBI | TUMYACOBI KOOPAUHATU — NILLIE €/TEMEHTU MOBU
(kypcuB aBTOpa — H. K.), AIKMMU KOPUCTYETHCA CMOCTepiray, o ONMCYe HaBKOJIMLLIHE
cepepnoBuie» (Kanpa, 1994, ¢.95).

Ane guckycii TpuBanu. Konu nicns oBrux cynepeyok HaBKoJo Teopil BigHOCHOCTI
A. EfiHWTenHa BUHUKIA noTpeba y Benukomy 06'egHyto4oMy PiBHSAHHI, sike B 1960-x
pokax po3pobunu cisukm Ix. Yinep i b. [,eBiTT, cTano sicHo, Lo KK TaKoro yacy He
icHY€. BiH «He icHye Ha caMmoMy doyHaMeHTanlbHOMY PiBHI MaTepii», MPo L0 cKa3aHo
B 3HAMEHUTOMY PIBHAHHI-BiAKPUTTI. Llen dakT nigTBepaeHun HauioHanbHUM iH-
CTUTYTOM CTaHAapTiB | TEXHOMONIN, HAMBULLUM Y LI cnpaBi eKcrnepToM: MOro BYEHi
CTBEPLXYHOTb, O «IXHi HAATOYHUI TOAUHHUK HE BUMIPIOE Yac B3arani — 4yac BU3Ha-
YyaeTbCA BigMITKaMM Ha rOAUHHUKY» (1).

3MiHa MoJanbHOCTEN XyLOXHIX TEKCTIB B OCTaHHI NiIBCTONITTA 3acBifyuna ekcre-
PUMEHTU Xy[0XHbOT KyNbTYpU 3 0CHOBHUMM, 6a30BUMMU NOHATTAMM — 4aCOMNPOCTOPY,
poni cnocTepiraya, cy6'eKTUBHOCTI SIK Takol. TyT BOHa nocTasa Yepe3 MOBHY YMOBHICTb
napagoKcasibHO CBOEPiIfHOI KBAHTOBOK hi3nKOIHO.

TeaTp, Npavytotoun 3 NifCBIAOMICTIO, IK aHaNoOr [0Ci HEBIJOMUX BUMIpPIB Yaco
NpoCTOpY 3anpornoHyBaB ecTeTUKY HernepeabayyBaHOCTI CHOBUJIHHSA, ratoLuHalLlil,
LLLO PO3ropTaroTbCs NporpaMamMu ApPeBHbOT, 4O TOro NPUXOBaHOI, akTyanisoBaHol
TYT | Tenep nam'saTi. HoBe NpouMTaHHA Yacy y BUcTaBax, ckaximo, E. Hakpouitoca
Ta A. Xonpaka (Ta 1 He Tiflbku X) GyKBasibHO MigpuBano abCoNoTHICTb HOPMATUBIB
Knacuku. Yac, Haragaemo, noctaBaB 04HOYaCHO CyYacHUM, MUHYSIUM | MakOyTHIM. | TYT
LA HoBa «dpi3nka TeaTpy», K i y BUNagKy 3 pensaTuBicTCbKo hi3nKoto, 3iMKHynacs
3 MICTUYHUM [0CBIAOM ApeBHiX cxigHUx dinocodin. 3sepHimocs oo T. Cyasyki yepes
nocepenHuyTeo ®. Kanpa: «Y uboMy oyXOBHOMY CBITi He iCHyE pO3MEXYBaHHS Yyacy Ha
MUHYJI€e, CbOrofeHHs i MaibyTHe (KypcuB aBTopa — H. K.): BOHM 3nMBatoTbCs B OfHIN
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€OVHIA MUTTEBOCTI aKTyaslbHOro 6yTTS... LLelt MOMEHT OCSIiHHA MIiCTUTb B cOBi MUHY e
i ManbyTHe, afe He CTOITb Ha MicCLi 3 yCiM CBOIM BMIiCTOM, a 3HaxoauTbca y 6esne-
pepBHOMY pyci» (1994, ¢.105).

Y YOTMPUBUMIPHOMY KOHTUHYYMI, y LiIbOMY Habopi NaTepHiB, CTBEPAXKYE CydacHa
chisuka, «4aCTUHKM MOXYTb po3ropTaTucs B Oyab-AKuX HanpsaMkax». MaTeMaTuuHi
dopmynu Teopii nons, rpadpiku 3iTKHeHb (HOTOHA 3 NO3UTPOHOM i (DOTOHA 3 €/1EKTPOHOM
Npu3BOAATb 00 BUHUKHEHHSA MOX/MBOCTI «BOAKOT iHTepnpeTaLii: MoXHa nobaunTu
ab0 NO3UTPOHMU, LLLO NepeMILLYIOTLCS B Yaci Bnepepq, abo X efleKTPOHW, Lo nepemi-
LLYHOTbCA B Yaci Hasapg! Y mateMaTUYHOMY BifHOLLIEHHI Ui ABa BapiaHTU abCcoNOTHO
iIEHTUYHI: pyX aHTMYaCTMUHKM 3 MUHYJOr0 B ManbyTHE i pyX YaCTUHKKU 3 MabyTHbLOro
B MUHYJIe BUPAXaeTbCA 3a AOMNOMOror OAHIeT i TiET X dpopMynu» (1994, ¢.106-107).

Ha 6asi uboro KoHUeNTy BUHUKaE GaxxaHHS NiATBEPAUTUN BiOKPUTY XYL,0XKHbOKO
NPaKTUKOK 0BOPOTHICTb Yacy Afs HEMIHIMHUX CUCTEM 3@ YMOBM, LLLO MOHATTSA ifeH-
TUYHOCTI ABOX BULLEHa3BaHUX BapiaHTIB NepeMILLeHHS YaCTUHOK B Yaci KOPEKTHO
ajanToBaHi 4o Haworo npegMeTa i o6'ekTa.

B1HMKae NUTaHHS: MOXJIMBO, 3aNpPONOHOBaHI iHTepnpeTauii 3 Teopii nonsa gincHi
TiNbKM BNs «KUTTSA» YACTUHOK i He CTOCYHOTbCS CUCTEM iHWOI MaclTabHocTi? OgHak,
KOJIM MW FOBOPMMO MPO JIIOACHKY CBigoMICcTb (MigcBigoMICTb), MPO MJMH Yacy B Hi
(Hasapg, Bnepen), TypbyneHTHOro, 3adiKCOBAHOroO Ta NMPOAEMOHCTPOBAHOIO TeaTPOM
i Xy[JOXXHbOO KYbTYpPOtO, NPO 3AaTHICTb XYQ0XHIX NaTepHIB A0 MaTepianisadii Ha cLeHi
(NonoTHi, ekpaHi ToLLo) hakTy HEPO3PIZHEHOCTI MUHYJIOrO — TEMEPILLHBOrO — ManbyT-
HbOro, MM MAEMO CrpaBy 3 JIOFKOK caMe pensaTUBICTCbKOT hisukn. AGo 3 NpaAMUM
3HaHHSAM MICTUKIB. Y HaLin cCUCTEMI — 3 TUM, LLLO MM MOXEMO Ha3BaTU XY 0XHbO
Teopieto BigHOCHOCTI.

3anuwaeTbcs 3p03yMiTH, LLLO B HALLOMY BUMAAKY eKBIBANIEHTHO MOHATTHO YaCTUHKU.

Y posi YaCTMHOK, CBOEPIAHMX Cy6aTOMIB, KBapKiB Y HALLOMY pasi BUCTYNatTb eHepril
naTepHiB NiACBILOMOCTI, IK YTiM i CBIJOMOCTI, Mosie X MOXJIMBUX peKoMObiHaLii: eHep-
reTM4yHa YyacTka-XBuisi Moxe ByTu K BiIKPUTOLO, TaK i NPUXOBAHOH), LLLO HaNeXMUTb
napcuyHuM nosam (TyT MU BUKOPUCTOBYEMO TEPMIH He B aBTopcbkiit (B. Kisnmn)
iHTeprpeTauil, a B LUMWPOKOMY CMUCIi TAEMHUX, MPUXOBAHUX eHeprii). Acumintoe Tx
€Hepris, Wo BUHWUKAE Mif Yac TBOPEHHS LinicHoro obpasy. Ak y disunui «puTMiyHi na-
TepHU BU3HAYaTbCA MOJIEKYNIIPHUMM, aTOMapHUMMU | AAEPHUMU CTPYKTYpaMm», Tak
Y XyLLOXHbOMY, 06pa3HOMy NPOCTOPi «pUTMIYHI MaTepHWU» BU3HAYaOTLCA TX aHasora-
MM — YaCTUHKaMU-XBUSISIMU eHepriin. Mu nepebyBaemMo B noni Aii HeCKiHYeHHO Manmx
«Cy6aTOMHMX YaCTUHOK» XYA,0XHIX MaTepin, AN AKUX OiNCHI BULL,EHa3BaHi 3aKOHW Teopil
nons. BnacHe, xyoXXHA NpakTUKa BUNepeauna BigKpuTe NisHiwe Teopieto. Haragaemo
y 3B'A3KY 3 UUM i pocnigxeHHs A. KobsikoBa (http://iph.ras.ru/page52230477.htm;
http://spkurdyumov.ru/art/sinergetika-yazyk-tvorchestvo/) npo doyHgameHTanbHy
€0HICTb 3aKOHIB XY[,0XHbOI Ta HAYKOBOT TBOPYOCTi. My BXe NpeacTaBAs/IN XYLOXHIl
JOCBif O HOrO CLIEHIYHOrO LWeaeBpa yKpaiHCbKOro MofepHicTa-pecpopmatopa Jlecs
Kypb6aca — BuctaBy «HapogHuii Manaxivi» (2010).

LLle Ha noyaTKy 1980-x pokiB y po6oTi «[T0BOPOTHWUI MYHKT», B AIKil L,OCHIAKEHO HOBI
LUASAXM HayKKM Ta Tl HOBI MOXAMBOCTI, ®. Kanpa no cyTi AOBiB iAeHTUYHICTb CYyTHICHUX
XapaKTepPUCTUK i MeTopgiB, Wo ocobnnBo Baxneo, y cisuui, ncuxonorii, 6ionorii Ta
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KibepHeTuui. PoboTtu C. Mpodha Ta K. Yinbepa, M. Mepdi 1 P. Yonw, a Takox iHLIMX
BYEHMUX, LLLO CNMPAIOTbCA Ha TPaHCMEPCOHasbHi BUMiptOBaHHs (3a BCiX 1X BigMiHHOC-
TeW), 3aABUM NPO HeoOXiAHICTb iHTerpauii B TpaauuifHi Nigxoau He TiNbKKU JocBeigy
Cxoqy, a i EBPONENCbKUX AYXOBHO-peniriiHux Tpaguuin (1997, 1998, 2007). A Tenep
3 NO3uLiN BUAUMOCTI HOBUX FTOPU30HTIB 3HOBY MOBEPHEMOCS 1O TEMU 3BOPOTHOCTI/
He3BOPOTHOCTI Yacy B HENHINHMX cucTemax (Xy[4oXHil KynbTypi, MUCTELTBI), LLie pas
BMMCAaBLLM iT B KOHTEKCT HOBUX AOCSAMHEHb, LibOro pasy — 6iosoril.

YypnoBui BYUeHWiA, Gionor HOBOro TUMy i HoBoro nokorsiHHA P. JlaHua (Robert Lanza),
AKWUW Npautoe «Ha BiCcTpi 6iOTeXHONOrIYHOT peBoNoLii», 3MIr KJIOHYBaTK 6aHTeHra
(HaniB3HMKMIA BUA AMKOro 6uka 3 YepBoHOT KHMIMM) 3 TyLwi G1Ka, AKuii momep 25 pokis
ToMYy. BiH 6yB Y Tilh KOMaHL, IKa BNepLLe Y CBiTi KNOHyBana t0ACbKUIA 3apoi0K 3 METOHO
OTPMMaHHSI CTOBOYPOBMX KNITUH. Y HbOrO € COTHI BiAKPUTTIB Y pidHUX ranyssx Gionorir
Ta 6ioTexHonorii. BiH € aBTopoM HOBOT HayKoBoOT Teopii — BioueHTpuamy (Lanza and
Berman, 2009; Lanza and Berman, 2016). P. JlaHua cTBepaxye: «XXuTTa — Le npuroga,
slka NepeBepLUye Halle 3BUYalHe NiHiNHe MUCNEHHS». BiH ycniluHO fOBOAUT, L0
«CMepTb — Le into3is» (2011).

Lle TBepaXXeHHS € heHOMeHaNlbHUM | 3ac/lyroBye oKpemol yBaru. Ane 3apas Hac
LiKaBUTb Ta YaCTMHa MOro CUCTEMU [,0KA3IB, ika CepevyaeTbes 3 KTaCUYHUM TUMOM
MMCJIEHHS, MEPEKOHNBOIO Ta NepeKoHaHOro B 06'eKTUBHOCTI iCHYBaHHS CBITY, B iCHY-
BaHHI, He3anexHoMy Bif, CnocTepiraya. 3anyyaroum NpUHUMN HEBU3HAYeHOCTI B. lei-
3eHbepra, cnMparounchb Ha ekcnepuMeHTasnbHy 6a3y reHHOT iHXeHepii Ta Ha gocnian
3 «<KBaAHTOBO 3arlyTaHMMMW» YaCTUHKaMM CBITNa, SIKi «Ai3HaBanucs» nNpo «niacTynu»
ekcrniepuMeHTy (CnocTepiraya) i MiHsnu ceol BnacTueocTi (!), ane B JIOTiLi 3a51eXHOCTI
Bif cnocTepiraya, P. JlaHua 6nvckyye noBoauTh: «PeanbHicTb — Lie NPOLEC, L0 BK/IOYae
B cebe Baluy cBigomicTb» (Kypcus aBTopa — H. K.) (2011).

Mip yac ekcnepuMMeHTIB chpaHLy3bKi y4eHi BUSBUIK, WO OOTOHM MOIJIM «3a4HiM
YUCIOM 3MIHWUTM Te, LLLO BXE CTaNocsi B MUHYNIOMY», i, 3iNCHIOH0YM «BUOIp», Bynn 3paTHI
«MepeBTIIIOBATUCH» TO B YAaCTUHY, TO Y XBWUHO. LLi AUBOBWXHI BiGKPUTTA «KBaHTOBOI
noBefiHKM» [0 LbOro Yacy BBaXasMCsl HaneXHWMH JIMLIe MIKPOCBITY Ta HUM obMe-
XeHi. Ane noganbui ekcrepuMeHTy (2005 poKy i Mi3Hille, yXe 3 iHWUMKU MacluTabamMu
ABWLL) CMPOCTYBanu Le TBepaXeHHsA. OTOX, «Take YsiBJIEeHHS Npo ABa cBiTh (To6To
OLVMH Habip di3anyYHUX 3aKOHIB A1a apibHMX 00'eKTIB, a iHWWIA ONs pewTn BCECBITY,
BKJ/1HOYAKOUM HAC) He Mae XOAHOI NiACTaBW i B AaHUI Yac OCKapXyeTbCs B labopaTopiax
Mo BCbOMY CBITY. [...] Takum UMHOM, KBaHTOBa roBejiHKa NMPOosSIBASIETbCSA y 3BUYARHOMY
CBITIi Moficbkoro Macttaéy» (kypcus aBtopa — H. K.) (Lanza, 2011).

EdbekT 3anexHocTi Big CnocTepiraya € 6a3oBuM i, L0 Le BaXJMBILLE, BiH CKacoBye
(TpaHcdopmye) kKnacuuHi dhopmynv ysiBieHb NPo MaTepito, Nogito, seuule. | TyT gns
Hac € BaX/IMBUM LLe OLMH acneKT — HeKacu4yHui (MOCTHEOKIAaCUYHUIA) MOMNS Ha
4YaconpocTip, B AKOMY 4Yac MOXe MOBOAUTMUCS B JOTiLli «KBaHTOBOI MOBEL,IHKU».

HoBu3Ha gocnifXeHHs Nonarae B TOMy, LLLO BrepLle y TeaTpo3HaBcTBi (MucTe-
LTBO3HABCTBI) NopyLUeHo Npobremy, Lo A0Ci € HeJoChiXEHMMY, @ came: 3B'A3KM
XY[OXHbOI (TeaTpasibHOI) peasbHOCTi i3 KBaHTOBUM CBiTOM, MOPGOreHeTUYHUMMU
MONISIMU, SIBULLLAMY «HEBUAMMOTIO», EHEPFiAMU [YMKM, 3BOPOTHICTIO/HE3BOPOTHICTIO
yacy Ta 3i cTpaTerieto CLEeHIYHOro 4YaconpocTopy.
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BucHoBKu

CtaTTs-hparMeHT Npe3eHTYe HOBUIA HAMNPsiM y HayLji PO Ky/bTypy Ta MUCTELTBO, IKUI
MOXe CMPOBOKYBAaTH HOBI NiAX0AM [0 YHIKAIbHUX MOX/IMBOCTEW KYNIbTYPU Ha Cy4acHOMY
eTani po3BUTKY CYCMifIbCTB Ta CyCNiNbHOI CBiAOMOCTI. M1 NocTynoBo Habnmxaemocs
[0 HoBoro nornagy (i BiH HANeXWTb NMOCTHEOKITACHUL,i Ta Yacy KBaHTa) Ha npobnemy
3BOPOTHOCTI/HE3BOPOTHOCTI Yacy. | JonoMaraTb HaM B LibOMY He TiJlbKU BiIKPUTTS
i3nku, 6ioLLEHTPUYHOT HAYKM, @ 1 CaMOCTINHI BiAKPUTTS XYLO0XHbOT KyNbTypW. | SKLLLO
ByTv abCoNOTHO CNpaBeANMBUM i KOPEKTHUM, HAM [LOBEAETLCS NMOroAMTUCS 3 TUM (hak-
TOM, LU0 BifKPUTTS XYA0XHbOT KYNbTYPU HEPifKO BUNEPEIXAtOTh BiKPUTTS HOBUX HAYK.
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HaywnoHanbHbIi LLeHTp TeaTpasibHOro uckyccTBa umenu Jlecsi Kypbaca, KueB, YkpanHa

AHHOTayunsa

Llenb paboTbl — MHULMUPOBATL HOBOE HaMpaBJieHNEe HAyKWN O Xy[,0)KECTBEHHOW KyNbType
W, B YaCTHOCTM, O TeaTpe, OnpeaesieHHOe KaK CUHEpreTUKa Xy40XeCTBEHHO KybTypbl (Ha3BaHue
HOMWHAJIbHOE), YTO NpegnonaraeT UccrefoBaHe peHOMeHa CBA3U Xy[,0XKECTBEHHOIO
(TeaTpanbHoro) TBopyecTBa C KBaHTOBbIM MUPOM. MeTogos10runio uccaefoBaHus CoOCTaBAOT
MeXANCLMNNHApHbIe NoAXoabl Ha 6a3e CUMHepreTUKKM, KBaHTOBOM (OU3NKM, UCKYCCTBOBEAEHMS
(TeaTpoBeneHUA), KyNbTypoJioruuy, agantayma MeTo40B TOUYHbIX HAyYK K T'YMaHUTapHbIM;
B pesynbTaTe — NonbiTKa MHULUUPOBATb HOBOE HamnpasfieHWe B r'yMaHUTapHou Hayke. HoBusHa
uccrieqoBaHMA 3aKJIHOUYaAETCA B TOM, YTO BMepBble B TeaTpoBeaeHUN (MCKYCCTBOBEAEHUN)
nogHUMatroTcs NpobieMbl, 4O CUX MOP OCTalOLLMECA HEUCCNEL,0BaHHBIMU: CBSI3N XYA,0XKECTBEHHOW
(TeaTpanbHoi1) peasibHOCTH C KBaHTOBbIM MUPOM, MOP(POreHeTUYECKUMM NMONSIMU, ABJIEHUAMM
«HEBUONMOro», SHEPTUSAMMU MbICIIN, 06PaTUMOCTbIO/HEOOPATUMOCTbLIO BPEMEHN CO CTpaTervemn
CLLEHMYECKOro BpeMeHW. BbiBogbl. CTaTbsi-chparMeHT NpefcTaBsieT HOBOE HarnpaBieHue B Hayke
0 KyNbType M UCKYCCTBE, KOTOPOE MOXET CMPOBOLMPOBAThL HOBblE MNOAXOAbI K YHUKaNbHbIM
BO3MOXHOCTAM KYJIbTypbl HA COBPEMEHHOW CTafuu pa3BuTus obLiecTBa u 0bLLECTBEHHOIO
co3HaHus. OTKPbITUE UHHOBALMOHHOIO MOTEHLMANa Xy L0XeCTBEHHON (TeaTpasibHON) KyNbTypbl
nnsa obwecTtBa XX| Beka, B YaCTHOCTU UCMOJIb30OBaHUE €ro posieBbiX BOSMOXHOCTEN Kak
MexaHW3ma HelTpanusaunm, [eMOHTaXa KOHCbIOMEPUTCKUX YrPO3 U MpY 3TOM CTUMYIMPOBaHUSA
OBVXeHUA K obliecTBaM anbTPYUCTUYECKOW LIMBUIN3ALIUK, O YEM YXKE CErofHSA roBopsAT
MbICITUTENN U YYeHble, BKIoYas naypeatoB HobeneBckoun npemun, byaet cnocobcTBOBaTh
pas3BUTUIO HayK O YeNoBeKe.

KnioyeBble cnoBa: SIBNIEHUS] «<HEBULUMOI0»; KBaHTOBbIN MUP; CLIEHNYECKOE BPEMS-MPOCTPAHCTRO;
Xy4OXeCTBEHHas Teopusi OTHOCUTENIBHOCTY
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Abstract

The purpose of the article is to initiate a new direction in the science of artistic culture and, in
particular, about the theater. The direction has been defined as the synergetic art culture (nominal
name), which involves the study of the phenomenon of communication art (theatrical) creativity
with the quantum world. The research methodology consists of interdisciplinary approaches
which are based on synergetic, quantum physics, art studies (theatrical science), cultural studies,
adaptation of the methods of exact sciences to humanities, and as a result there is an attempt
to initiate a new direction in the humanities. Scientific novelty. For the first time the author
touches on problems in the artist studies (art criticism) which remain unexplored, namely there
is "relations” between the theater (artistic culture) and the quantum world. Firstly, the following
issues are considered: artistic (theatrical) reality and morphogenetic fields; the phenomenon of
"invisible” and the energy of thought; the reversibility/irreversibility of time; quantum behavior
in the human scale. Conclusions. The article-fragment introduces a new direction in the science
of culture and art, which can provoke new approaches to the unique possibilities of culture at
this stage of societies and social consciousness development. The opening of the innovative
potential of the artistic (theatrical) culture in the 21st century society, in particular, the use of its
role functions as a mechanism for neutralization, dismantling of confederacy threats and at the
same time, stimulating the movement towards the societies of altruistic civilization, as already
spoken by thinkers and "advanced"” scholars, including Nobel laureates, will contribute to the
development of the human science.

Keywords: the "invisible"; quantum world; scenice time space; artistic theory of relativity
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Abstract

The purpose of this article is to analyze and systematize the experience of using folklore in contemporary
theater practices in Kuwait. The research methodology is largely based on the structural-aanalytical art
and cultural studies approach. Scientific novelty. The role and place of local folklore in the performances of
contemporary Kuwaiti theater in the context of two vectors of its use have been first explored: folklore in
dramaturgy and in the performance. As a result of the study the author came to the following conclusions:
some authors avoid literary imitation of folklore and actualize it by adding to the author's narratives; folklore
serves as a source of artistic search for new forms for contemporary theatrical performances; sources of
Kuwaiti folklore are folk customs, traditions, rituals, songs and fairy tales; in performances, artists used
folklore means through censorship restrictions, for artistic and aesthetic purposes, and sometimes to
satisfy and influence the audience; the authors adapted and updated the folklore materials for different
categories of viewers; folk symbols and gestures served to validate the author’s ideas; the directors
used folklore to create metaphorical theatrical forms of a new aesthetic dimension and to embody the
director’s vision with indirect artistic means; directors, using Kuwaiti folk songs, dances, holidays, as
well as costumes and decorative elements, gave the works new meaning and new interpretations; the
folklore allusions in the new productions called in the audience a bewilderment and sometimes shocked;
contemporary theatre of folklore shows that theater is not only a word but also a visual language and
audio language, which includes dialogues and creates an aesthetic image of the performance; sometimes
the performances used methods close to cinema and television.

Keywords: Kuwaiti folklore; Kuwaiti theater; performing arts; dramaturgy

The problem formulation. Concept of Popular Legacy (Folklore)

“Legacy" is the heritage inherited by sons from their fathers and forefathers, including
money, behaviors and habits affecting the individual.

Popular legacy is a teamwork and field of ancient experiences inherited by new
generations from their ancestors. It includes habits, traditions, tales, ideas, riddles,
quizzes proverbs, songs, dances and culture that shape the people’s identity. Of
course, these elements differ from one nation to another according to geographic and
demographic characteristics that distinguish one nation from another.

© Skeena Murad, 2019 Received 15.10.2019

ISSN 26716-759X (Print),

ISSN 2617-1236 (Online) artonscene knukim.edu.ua



Bulletin of Kyiv National University of Culture and Arts.
Series in Stage art 2019-2(2) - pp. 164-178

Therefore, popular legacy, or national heritage, is a set of situations not knowledge
as it does not introduce knowledge that belongs to all mankind and is not distinct for
one single society. Knowledge itself has its internal vital legitimacy through ideological
situation acquired by social positioning. When dealing with it, we should consider the
fact that history is dynamic and renewable, not a closed unit (Al-Barghouthi and Abd
Al-Latif, 1987, p.79).

Popular legacy became a topic for study in most academic institutes under a new term:
“Folklore". This English term equals the Arabic term “Turath” or legacy. It is defined as
a set of folk customs, traditions and heritage of a specific society. “Hood Allen Dander"
defined its components with legends, myths, folk tales, proverbs, riddles, quizzes, folk
costumes, folk dances, folk theatre, folk arts, folk beliefs, folk music, folk poems and
folk songs (Al-Barghouthi and Abd Al-Latif, 1987, p.94).

Analysis of the previous researches and publication

First: Folklore and Theatre

The Arabs didn't abandon their past, nor their legacy. Instead, they stuck to it in a self-
asserting manner in front of western effects in arts, literature and theater. They aimed
to authenticate their Arabic art through returning to its folk roots and searching for new
forms for their deeply-rooted creative works. This is why many Arab theater artists utilized
folklore. The Arab Theatre evolved on folklore. This was first seen in “"Haroun Al-Rasheed"
by Maron Nakkash and continued with Abu Khalil Al-Quabbani. When the Arab theater
was well-established, folklore represented a main source for many playwrights including
Ahmed Shawqui, Tawfik Al-Hakeem and Mahmoud Diab (Egypt) — Ezz EI-Din Medany,
Al-Tayeb Al-Sediki and Abd Al-Kareen Barsheed (Morocco) — Sadalla Wanous (Syria).

They used folk tales, rituals and history as main sources for their writings. Their treatment
of folklore varied leading to the appearance of two different trend: The first trend created
some direct plays that were artistically shallow due to literal use of folklore. This turned
folklore into a mere historical material, but not an aesthetic one. These works stopped at
documenting history as they didn't use it in an artistic manner, not mentioning turning it
into effective actions that can achieve aesthetic values and amusement. Therefore, they
can be considered more historians than playwrights.

We can say that treating folklore as a ridged historical material can not be considered
as contemporary as it directly treats events and characters in a shallow manner. Here,
folklore is nothing but mere information intercalations to the play (Ramadany, 1987,
p.81). Those writers didn't deeply understand folklore and didn't reflect their visions over
what they chose of folk patterns that may not be suitable for their reality "as not all folk
patterns worth using in artistic works. Instead, there are some folk elements that have
greater ability to contain symbols and significance” (Abd Al-Rahman, 2009, p.67).

Mustafa Ramadani indicated that some of those writers didn't have critical awareness
of folklore. This turned their works into mere historical presentations of events and
characters with direct intercalation, chaos and lack of external consistency of events. It
only concentrates on historical events as it happened without freeing them to be effective
and active (Ramadany, 1987, p.82).

ISSN 2616-759X (Print), Murad, S. Utilization of Popular Legacy (Folklore) in Kuwaiti Contemporary
ISSN 2617-1236 (Online)  Theatrical Performances: Selected Models



BicHMK KWIBCHKOTO HaLlIOHANBHOMO YHIBEPCUTETY KYNLTYPU | MACTELTB.
Cepig: CLeHIYHe MUCTELTBO 2019-2(2)-c.164-178

The second trend treated folklore in a contemporary manner as we can see in the
writings of Tawfik Al-Hakeem, who used different sources of folklore and utilized them
in a way consistent with contemporary issues. This can also be seen in the writings of
Sadalla Wanous, Mahmoud Diab and Others.

Second: Folklore in Kuwaiti Theater

Kuwaiti theater is no difference from Arab theatre in reviving the past through folklore.
This appeared in an early stage as we can see in "Al-Haddama" (The Demolisher) and
“Mataeb Saif" (Summer Troubles) by Saqgr Al-Rashoud, “Sakkanat Martu" (Demonic
Possession), written by Hussain Haddad and directed by Abd Al-Rahman Al-Dowaihi
and “Bakhour Om Jassem" (Om Jassem's Incent) in addition to “Nora" where Fouad
Al-Shatti used folk games and ancient songs. Other plays that utilized Arab Folklore
include "Ali Jannah Al-Tabrizi" by Alfred Farag, “The Third" by Hasan Yaqoob Al-Ali, and
“The Game" by Khaled Abd Al-Latif Ramadan. Some writers used folklore as part of
their plays, but not as a basic material for the main event. Others depended on folklore
as a main source of the text.

Nevertheless, some artists utilized folklore as it is in real life, without reflecting their
own vision on it, nor even treating folklore according to a contemporary point of view,
as we can see in "Sakkanat Martu" (Demonic Possession) where exorcism rituals were
used in a realistic manner with dramatic justifications. Here the director used this
realistic ritual when the dominating wife was faced by her husband's fury. This created
a sudden shift in her character and made her collapse under nervous breakdown. But
her family thought she was possessed by demons and this led them to use exorcism
rituals for treatment. The director put a real band, “Oudh Al-Mehanna Band", on stage
to perform real exorcism rituals.

In “Bakhour Om Jassem" (Om Jassem's Incent), folklore took a specific dramatic line
in folk beliefs when "Om Jassem" provided her neighbor with what she thought to be
“Blessed Incent" to help her son get married as she thought that this blessed incent
will relieve her neighbor's concerns, provides her with what she desires and makes her
son more obedient.

Other plays depended on historically-based folklore as in “Ali Jannah Al-Tabrizi"
and "A Party on a Pole".

Mohamed Mubarak Bilal (2013, p.86) indicated that utilizing folklore in Gulf theater
in general, and especially in Kuwaiti theatre, can be divided into two types: “one utilized
the folk form as a topic for the play text while the other utilizes the artistic form of
folklore seen in folk songs, dances and other verbal forms of tales and myths". But
Kuwaiti theater depended on folk topics not forms in texts.

This leads us to a major question: What led Kuwaiti theater artists to folklore? How
did Kuwaiti contemporary theatre deal with folklore? And why?

Third: Folklore in Contemporary Kuwaiti Theater
There are some contemporary theatre experiments in Kuwait that dealt with folklore to

treat some humanistic, social and living issues in the society. Therefore, folklore became
a major source of artistic material and a new technique in contemporary theatrical
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performances. Sources of folklore varied from domestic ones to more humanistic folklore
covered with Kuwaiti flavor, including customs, traditions, folk songs, folk characters
and folk rituals molded in one folk alloy where form and content are insuperable to
preserve the main source and introduce intellectual contents.

Theater artists depended on folklore for several reasons like avoiding direct treatment
for artistic and censorship reasons. They even tried to establish folklore through
introducing it in new theatrical forms to create aesthetic values and achieve amusement
for audiences.

The purpose of this article is to analyze and systematize the experience of using
folklore in contemporary theater practices in Kuwait. The researcher selected some
contemporary Kuwaiti performances that utilized folklore during the past few years.
Selected performances include:

“Al-Boushia" (The Veil) written by Ismail Abdullah (UAE) and directed by Abdullah
Al-Aber;

“Ghaffar Al-Zalla" (The Forgiver) written by Mohamed Al-Mohandes (Oman) and
directed by Abdullah Al-Aber;

- "Salha" by Ahmed Al-Awadi;

“Al-Mougeb" (Exorcism) by Mohamed Al-Hamali.

These selected models will form the applied part of this research and through which
we will see how folklore was utilized in contemporary Kuwaiti theatre through two
main axes:

1. How folklore is utilized in the play text

2. How folklore is utilized in the performance

We should consider the fact that form and content are insuperable and we only do
so for scientific purposes.

1. Utilizing Folklore in the Play Text

It is well-known that folklore is the outcome of mass human behaviors stemming
from social reality. When some authors tried to inspire folklore, they fell into the trap of
literal transfer of folklore while others managed to avoid this through utilizing folklore
to serve their contemporary thoughts by adding new modern tales to folk ones.

In “Salha", Ahmed Al-Awadi dealt with verbal folk tales concentrating on the
characters. He used the folk character of “Salha" as a central character for events,
reflecting his vision on her attitudes and characteristics known from the folk tale. He
also added new tales that may be different from traditional issues and unrelated to
folklore, instead, we may find them more relevant to humanistic issues, but the author
put them in a folk mold through mixing the folk tale with tales of his own. He didn't
reflect folklore as it is on reality. Instead, he treated folklore in a different manner as
folklore is ridged.

As afolk tale, "Salah" was not known, with all its dimensions and didn't take a wider
scope in folklore. Instead, it was a local folktale limited to “Failaka” island and may by
on local inhabitants knew the tale. Here, the audiences don't realize all symbols and
signs easily, but the author managed to identify their significance through identifying
the character's personality that brought the audiences to the general atmosphere of
the play. The author here managed to turn a folk tale into a tale that suites all times.
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The author explored several ideas including destiny, sectarianism and power of money.
He managed to interweave his ideas to complete his vision. Through social class, he
wanted to identify the man's destiny in life as if he wanted to assert that present is an
extension of the past and past mistakes will lead to present consequences. Fathers'
sins are paid for by their sons. He asserted this idea in phrase at the beginning of the
play "When Victims Dance, History Dances too". This statement provides the audiences
with many concepts.

Past/present relationship is clear in the conflict between Mariam, the biological mother
representing past, and Salha, the mother that raised the child representing present. In
that scene, the son was possessed by his deceased biological mother:

Salha: What brought you Back?

Ayoub: Revenge

Salha: There is no revenge, you got what you wanted.

AyoubL | want my right

Salha: Your right is at God's hands, so take it.

Ayoub: | want my son to bring it back

Salha: Leave him alone

Ayoub: You have nothing to do with my son

Salha: He is my son. | raised him.

Salha: But | got pregnant in him (Al-Awadi, 2017, pp.28-29).

Here, the author used "possession” as a dramatic trick to recall (flash back) (flash
back) the mother's character as a representative of past and to distinguish her from
the present represented in the real character. He also tried to assert his idea about
revenge, an idea of his own.

At the beginning, the author explored the idea of destiny as an inevitable as man's
destiny is defined by past events. But at the end of the play, he changed this idea
about destiny when Salha kills Ayoub, the unknown young man, according to his wish,
as if the author wanted to say that man creates his own destiny.

This idea of destiny leads us to the existential point of view of Jean-Paul Sartre
who indicated that man chooses his destiny. This may be an idea for another research
in the future.

Although all ideas are clear, we cannot ignore the author's style. The dramatic line
of events ran fast in a way that is more like TV shows. This may be due to the author
and director are one person who wrote the play from the eyes of the director, not the
author.

He also depended on signs, icons and symbols in personifying his ideas to avoid
directness, may be for censorship reasons to avoid something that stem from religious
or doctrinal origins, like the tomb of "Al-Khadr" in Failaka where people used to go
for blessings and to fulfill their religious vows by offerings and sacrifices. The author
here used clear dialogues to represent folk beliefs without portraying the tomb directly
and replaced it with some significant statements.

This is clear when Mariam carries her son in front of the wall, representing the
sacred tomb of Al-Khadr. She puts Henna in a pot and mixes it with water this rubs
the wall with it while saying the following monologue:
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“God, for you | apologize, by you | start my life over and with you | approach
near death. You are my salvation ... my only savior. Help me to achieve salvation
from my sins. Here I'm bringing my son as an offering. Take him from me
and do whatever you wish just to be satisfied and send my worries away”
(Al-Awadi, 2017, p.5).

The author also used folk songs, like the sea song, specifically after the monologue
of Mariam who secretly married a rich young man while her father was away in a diving
journey. When her father was about to return, she asked her husband too declare their
marriage but he refused because of his social status.

The song took us to the world of the sea so that the audiences can imagine the
father whom they don't see as if the author is trying to recall (flash back) (flash back)
an invisible image through an auditory one. A folk image recall (flash back) (flash back)
ed by a folk song.

In “"Al-Bushia" (The Veil), Ismail Abdullah used folklore to reflect his own vision of authority
and sectarianism in a symbolic manner that gathered the veil and the stick. These two
words, repeated extensively in the play, took a clear dramatic significance as the author
created a symbolic conflict between them and provided them with symbolic and dramatic
significance. In the Gulf folklore, the veil is a feminine costume representing covering. Its
dramatic significance is clear as it moved the events from weakness to strength through
uncovering old secrets and facts buried in the old house. On the other hand, the stick and
the sword are the symbols of power, authority and masculinity. The veil/stick conflict is
actually a man/woman conflict, weak/strong conflict or rich/poor conflict. Although the
stick oppressed the veil at the beginning, the veil defeated the stick at the end.

Again, the author used folk songs to assert his ideas. He chose the folk song of
“Al-Boushia” to assert ancient traditions indicating that the veil is the barrier that
prevented Ghanem, the lover, from seeing the beauty of his beloved Gawaher, he also
used the veil to assert sectarianism when he exposed the secret of Om Hamoud who
belongs to the class of masters and who is perfect at dancing (Al-Samery). She wore
the veil as a disguise to practice the career of Ghanima, grandmother of Gawaher,
during festival nights.

The author also used folk sea songs to recall (flash back) (flash back) the events
of Ghanem'’s diving journey. He also used folk song based on an ancient art of "Arda"
to assert sectarianism as only masters used to bring bands to present this art in
their occasions. He also wanted to assert the power of Hamoud before breaking into
Gawaher's house as this art, according to folklore, was practiced in battels as an
expression of victory.

These verbal arts represent a significant part of folklore and they are wholly based
on language. Abdullah Al-Barghouthi indicated that "There are three levels of Arabic
language created by our nation along ages in different countries, to express our culture.
These are Standard Arabic, the intermediate Arabic (between standard and slang) and
slang tongues used in daily life, folk poems, folk songs, tales, legends and proverbs"
(Al-Barghouthi and Abd Al-Latif, 1987, p.96).

Folklore is the outcome of daily life. Therefore, most authors used slang tongues
in their plays, as in “Ghaffar Al-Zallah" (The forgiver), “Al-Boushia" (The Veil) and “Al-
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Mougeb” (Exorcism). But in “Salha", the author used two levels of Arabic: the intermediate
Arabic and the Kuwaiti slang. This led us to a major question: Is this linguistic merge
of any significance?

Ahmed Al-Awadi use this technique to separate past from present as events are
interwoven and lack chronological sequence. This is why the author wanted to distinguish
past from present, depending on intermediate standard Arabic for present dialogues
while slang tongue is used for past dialogues.

In other dramatic situations, he used slang tongue for dialogues while standard
Arabic was used for monologues to distinguish between internal and external aspects
of characters. This is very close to the expressionist approach in focusing on secrets
and internal aspects of characters.

No doubt, the merge between standard Arabic and slang tongue makes standard
Arabic more like the author's voice.

In "Al-Mougeb” (Exorcism), Mohamed Al-Hamali used Kuwaiti folklore to explore
social and political issues. He used exorcism rituals practiced by commoners to heal
those who are possessed by demons. He depended on a specific social class, through
its social and financial suffering, to assert this idea.

On the other hand, Ahmed Al-Awadi, in "Salha", depended on exorcism to expel
demons. Therefore, he used some words that are well-established in these rituals.

While Salha is practicing exorcism to heal Ayoub and expel demons, she said:

“You, who prevents all horrors, you who knows all secrets, you who returns
insane to sanity, preserve our reasons and our beliefs. Solve our problems.
To those who know and those who don't. to those are awake and those who
aren't, to those who are ill and those who are well. Bring the sacrifices' blood
and turn it against our enemy” (Al-Awadi, 2017, p.27).

Through indirect gestures and symbols, Al-Hamali provided his play with several
interpretations. Sometimes, he concentrates on the proletarians who are suffering
obstacles of life that lead them to feel strangers in their homelands. Their suffering
of poverty leads them to practice such rituals to earn their living. Sometimes, their
nationality is undefined. They have no identity and this drives many of them to practice
illegal works like killing deceit that are very dangerous for the society. The author linked
them to folk rituals that are illegally practiced to assert their conflict.

This class is in conflict with authority. The events evolve as the authority tries to
assume its responsibilities in keeping law and order to protect the nation. But this class
justifies its acts and behaviors due to its conditions. Rabea, the land lady, says: “What
bothers you if you see someone happy with a smile on his face? What bothers you if you
see him comfortable?” (Al-Hamaly, 2018).

Another conflict of this class is the conflict between religion and folklore. Religion
rejects all folk habits that contradict with Islamic legislations. The author here exposes
the religious man at the end as an opponent of authority. Maybe he wanted to mock
those who pretend to be religious while they are not.

Here, the author concentrated on the conflict between old and modern. He utilized folklore
to represent past/present conflict in addition to the conflict between this class and the
authority. He used the religious man to support his idea as religion will reject such rituals.
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He also utilized folklore as a dramatic justification as these rituals contradict with
religious values. This is where he found the opportunity to use the religious man.

2. Utilizing Folklore in Performance

Utilizing folklore according to this level grows towards putting folk components in this
historical context to fully deliver their visions and contents (Abd Al-Rahman, 2009, p.671).

Directors utilized folklore to create new theatrical forms and to achieve a specific
aesthetic dimension through artistic tools away from directness. They used folklore
and added new visions away from literal mimic of reality. Their mission was not to use
folklore just to transfer information. Instead, they aimed to create affects and amusement
for the audiences as folklore creates a kind of intimacy and nostalgia as it stems from
the people and is closely related to their emotions.

Directors utilized forms of Kuwaiti folklore like folk songs, dances, costumes,
decorations and festivals, but they didn't use them literally. Instead, they reformulated
them through creating artistic images for the content of this folklore. This created new
significance and more interpretations for the artistic work that enriched this theatrical
work artistically and aesthetically.

Most directors adopted the symbolic and expressionist approaches in utilizing
folklore, especially in performance, décor, songs and even dances. In “Al-Boushia” (The
Veil) for example, Abdullah Al-Aber inspired folk songs to express the idea and title of
the play. He also used other forms of songs, sea songs, as a recall (flash back) (flash
back) technique to assert that the events happened in the past to prepare the general
atmosphere for the audiences.

In the wedding, Al-Aber used folk songs to express joy, as it is in traditions. But in
“Ghaffar Al-Zalla" (The Forgiver), he gave it a different significance from its folk one
according to the dramatic context. He used it in a way that is different from the folk
state or folk meaning. This unfamiliar state created shock and excitement among
audiences. It imposed several questions leading the audiences to think and interpret
to reach for the desired meaning. The wedding song, as usual, is used in weddings to
express joy and happiness of family and relatives. But Al-Aber used this song in a sad
situation to express revenge, just to assert the content of the play. This is also asserted
by performance and costumes so that form/content interaction is clear. He used black
and red in the bride's dress to express sadness and vengeance.

The same approach was adopted by Al-Awadi in “Salha" where he used the folk
words of the wedding song while modifying its melody to express sadness and sorrow.
In addition, he used black veil, instead of the usual white veil, for the bride. He wanted
to signify the upcoming fate. Furthermore, he modified the performance of the bride's
accompaniment and imaged them as demons who throw pebbles, instead for roses,
on her. Here, the director used folk elements while changing its significance to create
a new vision different from reality. The folk rituals of wedding is turned into a sad one,
similar to the religious ritual of stoning the devil, as if the bride is religiously sinner. He
tried to link the social thinking with the religious one. When a woman breaks familiar
traditions, she is considered a sinner and her punishment should be similar to the
devil's as she got married without consent of her family. Religiously speaking, a woman
in Islam cannot get married without agreement of her guardian. In addition, she got
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married to a man although she is still married to another one. This means she violated
Islamic legislations and is considered adulteress.

This confirms the form/content relationship as it fulfills the director's goal. These
changes may serve dramatic goals linking two dramatic lines (contemporary/ traditional),
and intellectual ones in using folklore to reflect on reality.

Mohamed Al-Hamali used the wedding song in a context that is totally different from
its folk ones as he used it in celebration of victory that carries the same happiness
of wedding for this class as it represents a moment of a new life for them. here, the
wedding song made the intellectual meaning even deeper. Folklore is used here for
confirming ideas.

This style of treating folklore is considered a language among other visual and auditory
languages used in the performance. This is related to the concepts and techniques of
contemporary theatre that confirm that theatre depends not only on verbal language
but also on visual language and auditory language that includes dialogues, to create
the aesthetic image of the performance.

Both directors, Al-Aber and Al-Awadi, didn't use realistic décor. Instead, they they
inspired the realistic spirit and basic lines to create meaning. In Al-Boushia (The Veil),
the scenographer pictured the folk form of the house, as most old houses contained
two floors: the ground floor for residence and the upper floor as a roof. But he didn't
picture it as itis in folklore. Instead, he eliminated its details like doors and windows, and
turned the place into signs that serve the content, like sectarianism and social status.
Here, the house is a symbol of its resident's profession (serving festivals and dances).
Gawaher is the granddaughter of land lady and practices the same profession of her
grandmother, Ghanima. Ghanem's family refused the marriage of their son to her due
to sectarian differences as folklore indicates that masters can never marry from lower
classes. The issue becomes even deeper when the girl practices a profession rejected
by the society due to wrong concepts about the dancer's profession, not mentioning
that she inherited the profession of her grandmother. These folk traditions are the
barriers in front of their marriage.

In Al-Mougeb (Exorcism), the scenographer used fine details of reality to embody the
scene on stage. Unlike Al-Boushia (the Veil), the scenographer here imaged the form of
the old house at present with all its details and effects of time on it to the extent that
the stairs are about to collapse. By that, he jointed both times (past and present) and
used the idea of old/modern opposition.

Place in Al-Boushia (the Veil) is the substantive equivalent of the girl. When she is
inside, she represents power, but outside, she is weak due to her class. The manner
of entering the place has different significances. When the son enters the house, in
disguise, he wears the veil and cloak in a weak intrusion for fear of his father so that
no one can see him entering the house of a dancer. This served his dramatic goal of
reaching his mistress. But when he breaks into his father's house, he has the power
and authority to do so. This interchangeable relation between the place and the manner
of entering it is a symbol of rape confirming the power of the stronger over the weaker.

In Al-Mougeb (Exorcism), place takes a similar significance as it is the substantive
equivalent of Rabea the exorcist performer (Mutawea). She has power inside her house
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in front of even stronger external power that tries to break into the house. Officer "Hala"
tries to break into the house in disguise of another girl who fell in love with Surour,
son of Rabea. But his tricks failed in front of Rabea's trick, as once power is inside
the house, in spit of its strength, it becomes weak in front of Rabea's powers. Maybe,
the author here refers to stability of folklore and old traditions in the face of modern
contemporary laws.

Nader Al-Kunnah thinks that Al-Aber “didn't stop at the edge of director's vision. He
manipulated the text as dramaturgy. In a way close to Brecht, Al-Aber gathered the
lines of the tale and linked them into one dramatic nerve and one aesthetic texture
that joins realistic history with fantasy and Gulf folklore" (Bilal, 2013, p.86).

The researcher disagrees with that as analysis indicated that Al-Aber was consistent
with the vision of the author and committed with the dramatic text while providing
the performance with a folk form under contemporary direction vision. Al-Boushia
(the veil) had several significances during the performance in addition to creating
several transformations. The director depended on its folk concept and interpreted
it on his own way through image to assert sectarianism through costumes. For
example, Gawaher's veil is distinct from the group's veils as she was the land lady and
responsible for the band. In addition, Om Hamoud's veil was distinct from Gawaher's
due to sectarian reasons.

In addition, he used the stick in décor with the same symbolic significance as in
the text while giving it a new meaning through dramatic image. Décor consisted of
a punch of sticks forming the house and the well. The stick, as a straight vertical line,
expresses rigidity. It is the symbol of power and masculinity and a weapon for masters.

The well represents depth, a symbol of truth and buried secrets. The director gave
it a new aesthetic image and a new dramatic dimension to confirm his idea. When
Om Hamoud's veil comes out of the well, it looks like as if the director is exposing
a buried secret of this old house.

In Al-Mougeb (Exorcism), Al-Hamali used the folk symbol of the stick. Rabea was
given power and rigidity through holding her stick in most scenes. The stick here
had two significances: a symbol of power and professional tool used by the exorcist
performer to expel demonic spirits.

Both Al-Aber and Al-Hamali used décor items previously used in folklore to give
the performance a folk nature and to be a base for events.

Al-Awadi wrote “Salha" in a manner similar to scenario; a descriptive text that
describes image in details through stage directions. It is more like a direction plan
for the performance. Therefore, we cannot distinguish the director's view as he was
committed in his performance with stage directions of the original text. This coherent
process didn't enable him to introduce a vision that different from the author's vision.
he seemed to be initiating the text directions.

This is consistent with the concept of text structure in image theatre as "The text
is ridged document of a verbal communicative event according to its absolute static
time. Directing this kind of image theater means to face this document and turn its
static nature into a dynamic one to create worlds of dreams, rituals and exoticism"
(Al-Gassab, 2003, p.39).
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This is the same for Al-Hamali who played the dual role of author/director. He also
used some direction tricks for dazzling the audiences, some of which served the
dramatic idea like sudden use of fire or using similar characters to appear at once as
one character, in addition to moving objects that fly. He used these tricks to confirm
the existence of demonic spirits. Some other tricks didn't serve the idea, instead, they
were merely used for just dazzling the audiences as we can see in the interrogation
scene when police officers interrogated the daughter of the exorcist performer.
Al-Hamali used cinematographic technique to make the audiences observe the scene
from top in a Hawk-eye technique. This makes the audience’ eye plays the role of
camera lenses.

Utilizing the hierarchical shape with levels was different among directors as some
used it for identifying classes while others used it for identifying time and place.

In “Salha", the director divided the stage into two areas (front/back). The back area
was divided into into two levels to assert sectarianism, money power and the difference
between weakness and strength. In some scenes, Salha was on the lower level due to
her class, according to the folk tale, while Mariam and her rich and powerful husband
were on the top level. This provided décor with various interpretations of authority and
power. The director here enabled the audiences to interpret significances as they he
wishes without being direct.

The front area of the stage expressed the idea through two fixed items without any
direct reference to them. actors’ performance and dealing with these items identified
its symbolic meaning. One of them symbolized the tomb and death-waiting destiny
while the other symbolized religious beliefs and rituals held in the place mentioned in
the folk tale. Here, the director used a plain wall to symbolize destiny, turning décor
into an image language to assert his idea.

In Al-Mougeb (Exorcism), Al-Hamali used levels in many scenes. Sometimes he
used them to express the realistic nature of place. In the wedding marsh sence,
he distinguished "Rabea" from other characters to confirm her victory, with all its
significances, over the police. In the cellar's scene, he used a technique to show the
cellar from bottom to top; a significance of place movement. This technique is close to
cinema and TV as he used modern technology to achieve what is known as “elevators'
theatre" that enabled stages to move up and down.

These selected performances included folk items in their language, style, simple
events, songs and dances, introduced via contemporary theatrical techniques like
recall (flash back) that we found in most performances. In Al-Boushia (The veil), the
director exposed the truth when Gawaher wanted to remind Hamoud Ghanem with his
mother's past as his mother used to come to this house and spent binge nights that
included dance and singing. The director here asserts that such rituals don't belong
to a specific class as they are very common.

In Salha, Al-Awadi used recall (flash back) in a different manner. Although he didn't
depend on chronological sequence of events as past and present interfered, he managed
to separate them in different ways. Sometimes he used language while in other times
he used levels. In some scenes, he separated them by light spots that identified the
character's space through drawing circles with the character in the center.
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The director here dealt with the performance as a TV scene through a technique very
similar to montage. He used different levels of light and deem to change places and
move through space or to move from one event to another, like most TV programs.

This was also used by Al-Aber in “Ghaffar Al-Zallah" (The forgiver), especially in
the last scene after the killing of the child. He introduced three parallel scenes at the
same dramatic time with different dialogues and different places, but all of them are
centered on the killed child. One scene concentrates on Hamoud, the father, holding his
son and mourning him. Then he moves to Sheikha, the mother, sitting down, hugging
her child and weeping. The third scene concentrates on Sheikha's mother who wanted
her revenge from Hamoud, after the child became victim of his grandmother's fault.
So, we see her crying and weeping over what she did. The whole image here is very
close to TV montage. This technique of gathering all these moments in one time is
very close to TV montage.

In Al-Mougeb (Exorcism), Al-Hamali depended on breaking the illusion through
shedding light on the audiences from the beginning, as if he is warning them that they
are part of the performance. In the second part of the performance he managed to involve
audiences through actors who stepped down the stage and moved around the hall
distributing items related to customs and traditions like incent, flower water and dates.

In addition, he used "acting within acting” technique as the play started from its end
then he returned in the second part to initial scenes to assert that all that is going is
acting and to justify the first part.

This technique justifies that the author can deal with two issues (reason and feelings)
while letting the audiences to choose. This is very close to Brecht's technique who
rejected engagement to avoid catharsis.

The scientific novelty of the article

The role and place of local folklore in the performances of contemporary Kuwaiti
theater in the context of its use in dramaturgy and performing arts has been investigated
for the first time.

Conclusions

According to the analysis of some selected performances that utilized folklore, the
researcher concluded the following:

- Some authors avoided literary mimic of folklore and utilized it to serve their
contemporary ideas and to deal with some humanitarian, social and daily life issues
stemming from reality, through adding new tales to folk tales.

- Folklore became a source of artistic material and a new style in folk form for
contemporary theatrical performances.

- There are various sources of folklore including domestic folklore and humanitarian
folklore covered with some items of Kuwaiti folklore including customs, traditions, folk
songs, folk characters and rituals, molded in one folk mold that doesn't separate from
content and preserves original sources while introducing intellectual contents.
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- Some theatrical artists utilized folklore to avoid direct reference either for censorship
or artistic reasons. Or maybe they wanted to establish folklore through introducing it in
a new artistic style that creates an artistic and aesthetic image to amuse the audiences.

- Authors managed to make folk materials suitable for all ages and linked past to present.

- Authors utilized folklore and its components to assert their ideas through symbols
and gestures.

- Directors utilized folklore to create new theatrical forms and new direction visions
that avoid mimicking reality literally. They achieved a new aesthetic dimension through
using indirect artistic tools. They utilized folklore and added to it to amuse and affect the
audiences.

- Directors utilized folk forms stemming from Kuwaiti folklore through using folk songs,
dances and festivals in addition to costumes and decorative items. They reformulated
these items through constructing artistic images using these items. This gave artistic
works new significances and several interpretations leading to greater aesthetic and
intellectual amusement.

- Utilizing well-known folk significances in ways that are different from the folk state
or folk meaning created a kind of unfamiliarity that led to shock and excitement among
audiences.

- Treating folklore with contemporary theater techniques asserted that theatre is not
only a verbal language. Instead, it is a visual language and an auditory language that
includes dialogues and create the aesthetic image of the performance.

- Some performances depended on techniques that are very close to cinema and
TV. Texts are written in a way very similar to scenario while direction was very close to
montage technique.

Translated by dr. Tarek Ammr
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BUKOPUCTAHHA HAPOZHOI CNALLWHU (OJIbKIIOPY)
Y KYBEUTCbKUX CYHACHUX TEATPAJIbHUX BUCTABAX:
OBPAHI MOAEJI

CkiHa Mypap,

JIOKTOp MUCTeLTBO3HABCTBA, A0LEeHT; e-mail: skeenamurad2019@gmail.com; ORCID: 0000-0002-5807-9482
BuLumii iHCTUTYT ApaMaTuyHoro mucteytsa, Enb-Kysent, KysenTt

AHoTauyis

Mera cTatTi — aHani3 Ta cucteMaTusalis 4OCBiAY BUKOPUCTaHHS hOJSIbKIIOPY B CyYaCHUX
TeaTpaJsibHUX NpakTukax KyBenTy. MeTogosoriss foCAifXeHHs1 3Ha4YHOI Mipoto 6a3yeTbes
Ha CTPYKTYPHO-aHaniTMMHOMY, MUCTELTBO3HABYO-KyJbTYpoJiorivHoMy nigxoni. HaykoBa
HOBM3Ha. YnepLue JoCHigXeHO posib | Micle MicLeBoro osbKyiopy y BUCTaBax Cy4yacHoro
KYBENTCbKOro TeaTpy B KOHTEKCTIi [JBOX BEKTOPIB 10ro BUKOPUCTaHHS: (DOIbKIop y ApamaTyprii
Ta honbknop y BUCTaBax. BUCHOBKM. [lesiki aBTOPU YHMKaKOTh NiTepaTypHOI iMiTauil dosbkniopy
Ta aKTyanisytoTb M0ro, [ofakym Lo HAPOAHUX aBTOPCbKi OMoBii; d0NbKIop CNyrye axepenomM
XYLOXHiX NMOLLYKIB HOBMX (hOPM 151 CyYacHUX TeaTpasbHUX BUCTAB; IKepesiaMu KYBeATCbKOro
honbKIIOpY € HAapOo4HI 3BMYal, TpaauLil, 06paaw, NicHi Ta NepcoHaxi onoBifel; y BUCTaBax apTUCTH
BMKOPUCTOBYBaNu OOSbKIOPHI NPUIMOMM Yepes LIeH30PChKi 0OMEXEHHS 3 XY40XHbO-eCTETUYHOD
METO0 Ta iIHKONW 115t 33[10BOJNIEHHS ayAMTOPIT Ta BNAMBY Ha Hel, aBTOpK aganTyBany honbkIIopHi
MaTepianu ona pisHuMx KaTeropin rnsgadie Ta akTyanisyBanu noro; onbKnopHi CMMBOMM Ta
XECTU CNyryBanu osi CTBEPLXEHHS aBTOPCbKUX ilel; pexucepu BUKOPUCTOBYBASIM (OOSIbKIIOP
151 CTBOPEHHA MeTadhopUYHUX TeaTpasibHUX hopM HOBOIO ECTETUYHOIO 3MICTY Ta BTIJIEHHS
pexucepcbKoro 6a4eHHs HENPAMUMU XYL,0XHIMU 3acobaMu; pexucepu, BAKOPUCTOBYHOUN
KyBENTCbKi HapOLHi MiCHI, TaHLi, @ TAKOX KOCTHOMU Ta AEeKOPATUBHI eleMeHTU, HaJaBanm
XY[A0XHIM TBOpaM HOBOIO 3HAYEHHSI Ta HOBUX iHTepnpeTaLii; donbKNOpHi anto3il B HOBUX
MOCTAHOBOYHUX paKypcax BUK/IMKANM 3AUBYBaHHSA ayauTOpil Ta iIHKOMM LWOKYBanu ii; cyyacHa
TeaTpanisauisi 0oNbKIIopPY 3acBifQYYE, LLLO TeaTpP — Lie He JINLLEe XYA0XHE CNOBO, ane 1 BidyasibHa
MOBa Ta ayioMOBa, sIKi OXOMJIOIOTb fAianorn Ta CTBOPHOOTb ECTETUYHMI 06pa3 BUCTaBM; iIHKONN
y BUCTaBax 3acTOCOBYBan1Cs NpUMomu, 6m3bki fo KiHO 1 TesiebayeHHs.

KnioyoBi cnoBa: KyBenTCbKui OONbKIIOP; KYBENTCbKUIA TeaTp; BUKOHABCbKE MUCTELTBO;
npamaTypris
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UCNOJIb30BAHME HAPOAHOIO HAC/IEAQUA (POJIbKJTIOPA)
B KYBEUTCKUX COBPEMEHHbIX TEATPAJIbHbIX CMEKTAKJIAX:
M3BbPAHHbLIE MOJEJIN

CkuHa Mypag

JIOKTOp MUCKYyCCTBOBeAeHUS, AoLEeHT; e-mail: skeenamurad2019@gmail.com; ORCID: 0000-0002-5807-9482
BbiCLUN MHCTUTYT ApamMaTU4yecKoro nckyccTBa, 9b-KysenT, KyBenTt

AHHOTayusa

Llenblo gaHHOM cTaTbyu AIBNSAETCSA aHANIN3 U cCUCTeMaTU3aUMa ONblTa UCNOJNIb30BaHUSA
dosibknopa B COBpEMEHHbIX TeaTpasibHbIX NpakTukax KysenTta. MeTogonorus nccaegoBaHmns
B 3HAUMTENbHOM cTeneHn 6a3mpyeTcs Ha CTPYKTYPHO-aHaNIMTUYECKOM, MICKYCCTBOBELYECKO-
KynbTypoJiormyeckom nopxone. HayyHass HoBu3Ha. BrniepBble vccnenoBaHa posib U MECTO
MecTHOro ponbkopa B CNeKTaKJIsiX COBPEMEHHOIO KyBEMTCKOro TeaTpa B KOHTEKCTE ABYX
BEKTOPOB €ro UCMosib30BaHus: hoNbKIIop B fpaMaTyprumn u ponbKnop B CrieKTaksX. BbiBogbl.
HekoTopble aBTOpbl N36eratoT MMTepaTypHON MMUTaLMK ponbKiopa U akTyanusupyoT ero,
[[06aBnAs K HAPOLHbIM aBTOPCKME USNOXEHUS; POSLKIIOP CIYXUT UCTOYHUKOM XYL0XKECTBEHHbIX
NMOUCKOB HOBbIX (OOPM /151 COBPEMEHHbIX TeaTpasibHbIX NPeACTaBIEHUNA; UCTOYHUKAMMU
KyBeWTCKOro honbKiopa ABAsTCA HapoaHble 0bblyau, TpaguLmMm, 0bpsbl, NECHU U MEPCOHAXM
MOBECTBOBAHWM; B CMIEKTaKSIX apTUCTbI UCMONb30Banu oNbKNOpHbIE NpUeMbl U3 CO0BpaXKeHNI
LLlEH30PCKMX OrpaHUYEHMI C XyO0XKECTBEHHO-3CTETUYECKOM LieSIbio, @ TaKXe B yrogy ayauTopun
1 BAIMSIHWUA Ha Hee; aBTOPbI afanTupoBany onbKnopHble MaTepuarnbl A1 pasiNYHbIX KaTeropun
3puUTeneln M aKTyannsmMpoBasnm ero, onbKNOPHbIE CUMBOJIbI U XXECTbI CAYXWIN AN1A yTBEPXAEHUS
ABTOPCKUX MLEN; pexunccepbl UCNosib3oBanu honbkiop Ans co3gaHus metadopuyeckumx
TeaTpasibHbIX (OPM HOBOIO 3CTETUYECKOIO COLEPXKAHUS U BOMJIOLLEHUSI PEXMUCCEPCKOMO BULEHUS
HenpsiMbIMU XyL,0)KECTBEHHbIMU CPeLCTBaMU; PEXMCCEPDI, UCMOJIb3YS KYBEUTCKME HAPOLHbIe
NecHW, TaHLbl, @ TaKXe KOCTIOMbI U [,eKOpPaTUBHbIE 3IEMEHTbI, MpefaBanu Xyf0XeCTBEHHbIM
npou3BeneHUsIM HOBOE 3HAaUYEHUE U cO3aBafin HOBble MHTEpPNpPeTaUun; osbKNOpHbIe
ann3um B HOBbIX MOCTAHOBOYHbIX paKypcax Bbi3biBany yOUBIIEHNE ayaANUTOPUM U UHOTAA
LLOKMPOBAsN ee; COBPEMEHHan TeaTpanuaauns osnbkiiopa nokasbiBaeT, YTo TeaTp — 3TO He
TOJNbKO XY[,0)KECTBEHHOE CJI0BO, HO U BU3YasibHbIW A3bIK U ayAMosA3blK, BKKOYatOLWMe [1Manoru
M co3parolme acTeTuYeckuin obpas cnekTaksis; MHOr4a B TeaTpalibHbIX NpenCcTaB/ieHnsaX
NPUMEHANNCH NpUeMbI, 6IM3KNE K KUHO U TeNEBULEHUIO.

KnioueBble cnoBa: KyBENTCKUIA (hOSIbKIOP; KYBENTCKUIA TeaTp; UCMONTHUTESIbCKOE UCKYCCTBO;
npamartyprus
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FEHEPATOPU CUEHIYHUX EDEKTIB AK NMOCTAHOBOYHUU 3ACIB
XYAO0XHbO-OBPA3HOI BUPA3HOCTI HA CLIEHI
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AHoTayisa

MeTa gocnif)KeHHs — BUBUMTU, NpoaHanisyBaTu Ta cMcTeMaTU3yBaTU reHepaTopu CLLEHIYHUX
cneuianbHUx edeKTiB Ik 3acobM NpeseHTaLil Xy4,0XHb0-06pasHoT iHhopMallil B cLieHIYHOMY NpocTopi,
HagaTyM MUCTeLTBO3HAaBYY OLHKY TXHbOT poni y TBOpax cLeHiYHoro mucteutea. Metogosorito
AOCiBXEHHA CKNafatoTb Taki MifAXoAn: CUCTEMHO-ICTOPUYHUIA (4151 BUBUEHHS] KOHTEKCTY Npobnemu),
MUCTELTBO3HABYMI (A1 3'ACYBaHHS POJli FeHepaTopiB CLEHIYHKX crieLeddeKTiB y CyUYacHiN CLeHIYHIN
NpaKTuLi), CTPYKTYPHO-aHaniTUYHMIA (ons knacudikauii pisHux cneuedekTiB K 3aco0y XyL0XHbO-
06pa3Hoi BUpa3HOCTI Ha CLieHi). HaykoBa HoBM3Ha MOJNISirae Y MUCTELITBO3HABYOMY aHasisi npoLecis
MoepHi3aLii cLueHIYHOro NPoCcTopy Yepe3 3aCTOCyBaHHSA Cy4aCHOro acOpTUMEHTY reHepaTopiB
creyianbHUX CUEHIYHNX edekTiB (reHepaTopiB AUMY, TYMaHy, CHiry, MUbHux 6ynb6aLlok, niHo-,
Kpio-, Nipo- Ta apoMoreHepaTopiB, NanepoBux cantoTiB, MOBiNIbHUX DOHTAHIB), X cucTemaTumaauil
Ta Yy BUBYEHHI 3HAUEHHS LIUX TEXHIYHUX XY 0XHbO-NMOCTAaHOBOYHMX 3aC06iB BUPA3HOCTI B CyYaCHMX
TBOPax CLEHIYHOro MucTeLTBa. BucHOBKM. 3BaXKaloumn Ha BULLLE3a3HAYEHE, MOXHa CTBEPAXYBaTH,
Lo reHepaTopu cneuianbHUX eeKTiB BCe LMpLUe 3aCTOCOBYHOTh K Xy[0XHbO-MOCTaHOBOYHI
3acobu npeseHTaUil 06pa3HoT iHbopMaLliil y TBOpax CLeHiYHOro MucTelTBa. Xoya MoaepHi3alis
CLIeHIYHOro MPOCTOPY 1 TiCHO MOB'si3aHa 3 HAYKOBO-TEXHIYHUM MPOrpecomMm, NpoTe AeMOHCTpaLis
MOXJIMBOCTEN CLIEHIYHOT TEXHIKU He € /1St MUTL|iB CaMOLLiNIF0 — BOHM 3aCTOCOBYHOTb TEXHIYHI HOBaLil
ans 36arayeHHs1 MUCTELbKUX MPUAOMIB, Haaloun TEXHONOTIYHMM 3acobaM nepefyciM ecTeTUYHMX,
06pa30TBOpPUMX PYHKLiN.

Knro4oBi cnoBa: CLEeHIYHUI NPOCTip; reHepaTopu CLEeHIYHUX crielianbHUX edeKTiB; apomMoonepa;
woy oHTaHiB

MocTaHoBKa npo6nemu

CLeHiYHMI NPOCTIp HE[OCTAaTHLO BUBYEHUI K CaMOCTIiiHE MUCTELbKE SIBULLLE.
LocnigHukn Ta npakTuku Teatpy — M. . €akiH (1974), 10. 0. Mouanos (1981), B. I. MNpo-
ckypskoB (2002), O. fl. Pemec (1983), M. A. ®peHkenb (1987) Ta iH. — po3rnsgarTb
CLEHIYHMI NPOCTIip SIK NPOCTip cLeHKn, TO6TO MangaHuyMKa, oe po3ropTaeTbCs Ois
B aKTOPCbKOMY BUKOHaHI, IKY CNpMAMatoThb rnsigadi. Takui nigxig 3yMoBNieHui ne-
penyciM po3yMiHHSIM CLLEHIYHOro NMPOCTOpPY AK Micus, Ae CTBOPIOTLCA TeaTpalsibHi
BUCTaBMU, Y AKOMY XY[0OXHUKMU-cLeHorpacu peasnbHWUI NPOCTip CLeHu (nepeBaxHoO

© KaTtepuHa l0poBa-PomaHoBa, 2019 Haginwna 05.10.2019

ISSN 2616-759X (Print),

ISSN 2617-1236 (Online) artonscene.knukim.edu.ua



BicHMK KWIBCEKOTO HALIIOHANBHOMO YHIBEPCUTETY KYNLTYPU | MACTELTB.
Cepig: CLeHIYHe MUCTELTBO 2019-2(2) - ¢.179-193

CLeHN-KOPOOKM) OCBOIOIOTb, NEPEPOGIIOIOTb, MEPETBOPHOIOTL Y MPOCTIP XYL OXHIN.
Cy4yacHa npakTuvKa CLieHIYHOro MUCTELTBA € CBiJUEHHSAM TOrO, L0 B MOCTaHOBKAaX
BiiOyBaeTbCA CUHTES PiSHUX BULIB MUCTELTB: XYAOXHOI NiTepaTypu, apxiTekTypu,
TeaTpasbHOro, 06pa3oTBOPYOro, My3MYHOro, XxopeorpadiyHoro, ecTpagHo-LIMPKOBOro
Ta Bi3yaslbHUX MUCTeLTB. Takuin cuM6io3 3yMOBJIHOE CTPiIMKE 3pOCTaHHS BUL0BOMO Ta
XaHpPOBOro po3maiTTAa TBOPIB CLeHIYHOro MucTeLTBa. [M0CTaHOBHUKU HaMaratTbCs
BCe YacTille BUXOAMUTM 3a MeXi 3BUYHOrO, TPaAULINHOro TeaTpasbHOro CLEHIYHOro
MaiijaHuMKa-KopoOKu. |13 MOABOK HOBUX XaHPiB BigOyBaeTbCA OCBOEHHS HETPaLM-
LiHMX NloKaLin oJisi nokasy TBOPIB CLEHIYHOro MucTelTBa. CLeHiYHUA NpocTip cTae
MicueM, fe BifbyBaeTbCa fis, Ky cripuiimae nybnika: rnsgadi, ciyxadi Ta iHo4i HaBiTb
«HIOXaui». He 060B'A3K0BO, W06 HOCIEM L€l CLEeHIYHOT AiT 6YB BUKOHABELb, aKTOP.
Lle moxe 6yTu cTBOpeHa, NonepenHbLO 3anporpamoBaHa NOCTaHOBHUKaMU fisl BXe
y KBasiTeaTpasibHUXx doopmax.

MapanenbHO i3 0CBOEHHSIM MUTLAMU HOBUX MPOCTOPOBUX YMOB AJ1S1 TBOPYOCTI
BifOyBaeTbCs NpoLec MogepHi3aLii cueHiyHoro npocTtopy. MNosiBa Bce HOBUX | HOBUX
Cy4yacCHUX TexHoMoriyHux 3acobiB npeseHTaLil 06pa3Hoi iHdopMaL,ii, Xy[,0XHB0 OCMUC-
NIIOKOUYUCH NOCTAaHOBHUKAMMU, 3yMOBMA NOSIBY HOBUX XaHPIB CLLEHIYHOro MncTeLTBa
(Hanpuknag, NipoTEXHIYHKX, roslorpaddivHmX i Ma3epHUX LY, Loy BOKanoigis, oHTaHIB
Ta eMOOTIB, IHTEPAKTUBHMX, IMEPCIAHUX, 3 BUKOPUCTAHHSAM METOLAMK TUDIIOKOMEH-
TYBaHHS CLIEHIYHMX MOCTAaHOBOK ToL0). Barome Micue B npoueci MogepHisauil cue-
HIYHOro MPOCTOPY CbOroAHI 3alMat0Tb reHepaTopPyU CLEHIYHMX creLliafibHUX edekTiB.
MeTa pocnifXXeHHs — BUBYUMTU, MpoaHanisyBaTn Ta cucteMaTuM3yBaTu reHepaTopu
CLieHIYHMX creuianbHux edpekTiB K 3acobiB Npe3eHTaLii Xy40XHbo-06pasHoi iHdop-
Mauii B CLLEHIYHOMY NPOCTOPI, HaJaT MUCTELTBO3HABYY OLIiHKY TXHbOT poni y TBOpax
CLLeHiYHOro MucTeLTBa.

AHanis ocTaHHix gocnig)XeHb i nyénikawii

MUTaHHA CLEeHIYHOro MPOCTOPY Ta MOro TEXHIYHOIO OCHALLLEHHSI BUCBITIIEHI B KITacuy-
HUX poboTax pUMCbKOIo apXiTeKTopa, MexaHika, BYUEHOro-eHUuMKIoneaucTa Bitpysis
(1936); iTanincbkoro apxiTeKTopa-MaHbePUCTa Ni3HbOro PeHecaHcy, 04HOro 3 NMPOBILHMX
TEOPEeTUKIB apXiTeKTypu cBoeT enoxm — CebacTbaHo Ceprio (1600); Hikono Cab6aTTiHi
(1638) — HoBaTopa Ta BUHaXiAHUKA Y cdrepi TeaTpasnbHOT apXiTeKTypy Ta Aekopaliil,
OCBITNtOBasNbHOT (Hanpuknag, 3anpornoHyBaB MEXaHi3M s 3aTEMHEHHS! Ta NMPOXeK-
TOpW HanpasfeHoT Ail Af18 OCBITNEHHSA MEBHUX HiSITHOK CLEHW) Ta CLLEHIYHOT TEXHIKY;
aBTOpa MepLUMX CKJIaAHMX MaLLKH, MPUCTPOIB, MeXaHi3MIB A1 CLieHW, Iki CTBOpIOBau
peanicTUYHi BisyarnbHi Ta 3ByKOBi epeKTH, ik-0T Mope (KOJSIoHHa XBWUns), Byps, rpiM
(3 BUKOpUCTaHHAM Baxkux (0o 15 kr) 3aniaHux abo kaM'sitHUX Kyrb, L0 CKOYyBanmcs
[epeB'sHMMI cxojamu), BNIMCKaBKM, BOFOHb, MeKJ10, NoNboTy 6oris i xMap ToLo; Moseda
dypTTeHbaxa (1640, 1628, 1663) — HiMeLbKOr0 BilICbKOBOIo apXxiTeKTopa i iHXeHepa,
AKMIN BUBYAB TaKOX | TeaTpasibHy apxiTeKTypy, 0cobnmMBocCTi cueHorpadii Ta cnocobis
CTBOpEHHS [leKopaLliii, TeaTpasibHOro OCBIT/IEHHS Ta BUAOBULLHMX cbeepBepkiB. MNogopo-
XYHUM 3a KOPLOHOM, BiH CKJ1aaB [oKNafHi intocTpoBaHi 3BiTM Npo ByniBni, SiKi LikaBum
noro, a Takox 36mpas iHpopMaLuito Npo decTmBani, NpoLecii Ta ApaMaTUYHI BUCTaBW.

ISSN 2616-759X (Print), tOnoBa-PomaHoBa, K. [eHepaTopy CLEHIYHMX eheKTiB
ISSN 2617-1236 (Online) Ak NOCTaHOBOMYHMI 38CI6 XYAOXKHBO-06Pa3HOI BMPa3HOCTi Ha CLEHI



Bulletin of Kyiv National University of Culture and Arts.
Series in Stage art 2019 -2(2) - pp.179-193

Y nepLuin nonoBuHi XX CT. MaLMHICT-MexXaHiK iMnepaTopcbKoro AnekcaHapuHCbKOro
TeaTpy AH. O. MNeTpoe (1910, 1903, 1925) i M. 1. I3Bekor (1940) gocnigunm i onucanm
TEXHIYHi MOXJIMBOCTI CLIEHIYHOMO MPOCTOPY Ta POJib TEXHIKM B TeaTpasibHOMY BULOBWLL.

HoBi TexHoNOrii B cyyacHOMY Xy40XHbO-MOCTaHOBOYHOMY MPOLECi pO3rnsifae
T.B. Actad'eBa (2011), I. E. FoptoHoBa (2009), nigkpecnoroyum 3Ha4YeHHs OISl PeXu-
CYpv BUKOPUCTaHHA KoMN'toTepHOT rpadhiky Ta nipoTexHiyHux 3acobis. B. B. basaHos
(2005) BMBYae TeaTpasibHy TEXHIKY Ta TEXHOJOTIT B iCTOPUYHO-MPAKTUYHIWA MIOLWMHI.
B. 1. BepboskiH (2011, 2016, 2016) mocnigxye nuTaHHs Teopil Ta icTopii cLieHorpadil.
M. B. IrHaToB (2006) NpocTexye eBostOLiH0 3aC00iB Xy[40XHbOI BUPA3HOCTI y TBOP-
yocTi 3BYKOpexmcepa, 30KpeMa 3a3Hajarouu, Lo npocpecito 3ByKopexucepa Ta Buj
XYL,0XHbOT QisiNIbHOCTI MoYanm BMOKPEM/IioBaTH 3 cepefjnHin XX CTONITTSA, i nosiBa i
o6yMoBrieHa 3anpoBaAXeHHAM creLianbHOl efleKkTpoanapaTypy Ta HOBUX TEXHOMO-
rivi 3anucy 3ByKy. |. B. Ecky3oBu4 (2004) dhokycye CcBOT AOCHIAXKEHHSA HA aKyCTuULi Ta
3BYKOBOMY 3a6e3MeYeHHi CLeHiYHMX MardaHymkiB. J1. M. Muxainos (2007) cdepoto
CBOIX focnigXeHb 06paB TeXHIYHI 3acoby 0hOpPMIIEHHS Cy4aCcHOro eCTpagHoro Bu-
posuw,a. ABTop nybnikauii K. B. lOpoBa-PomMaHoBa KOMNIEKCHO, BUKOPUCTOBYHOUM
TEOPETUYHO-ICTOPUYHMIA | NPAKTUYHMIA Niaxid, BUBYAE Pi3Hi acneKTu TEXHIYHOro
3abe3neyeHHst 0OOPMIIEHHSI CLeHIYHOro npocTopy (2017), 30kpemMa apoMaTUYHOIO
(2016), nipoTexHiyHoro (2018), nHeBMaTM4Horo (2017) Ta iH. I K. Jlunkiscbka (2018)
JiarHoCTye Ta cucTteMaTU3ye CTaH MyNbTUMELINHMX TEXHOMOTIN Ha YKPaTHCbKI Ta
CBITOBIN TeaTpanbHin cueHi XXI cT.

AHanis nitepatypw CBiuYMThb, WO Ha LibOMY eTani 6pakye MUCTELTBO3HABUYMX [,0-
CnifXeHb, MPegMeTOM MOrNMUGIEHOr0 BUBYEHHS SIKMX CTanu 6 reHepaTopu CLEHIYHMX
edhekTiB K 3acobu npeseHTaLil 06pa3Hoi iHdopMaL,il B CLLEHIYHOMY NPOCTOPI.

Buknag oCHOBHOro martepiany

[0 kaTeropii HanbinbLL NOLWMpPEHNX reHepaTopiB cneuianbHUX edekTiB 3apaxo-
BYIOTb OMMOBI MPUNIaan: reHepaTopu UMY, FeHEPaTOpU TyMaHy Ta KpioreHepaTopu.
3a4VMIEeHHSA — OZMH i3 [AaBHO BifJOMMX TeaTpanbHUX edeKTIB, LLO 3aCTOCOBYETLCSH
3BifTOi, SIK CTanM 3aMOPOXYyBaTW BYrTieKMCUN ras. Hapasi HeMOX/IMBO [OCTEMEHHO
CTBEPAXYBATH, XTO CaMe MepLUMM 3BEPHYB yBary, Lo Mif Yac WBWAKOro HarpiBaHHsA
XONOLHOrO NIbOAY CTa€ [OCUTb 6araTo rasy, Wwo npoaykye 6inuin oum, SKUin Baxuni 3a
nosiTpsA. OfHaK came TaK AisiB NePLUMii FeHepPaTop BaXKOro AUMY — B MOCYAWHY Kianu
CYXWW Nifg, SKUA Nigirpisanu y noTpibHuin MoMeHT. OfepXXaHuii yHacnifoK TepMiYHOro
BM/IMBY BYITIEKVUCIUIA a3 NOLABABCS HA CLEHIYHMI MalaHYMK 3a [OMOMOrOH BEH-
TMnsATopa Kpisb pynop. PoboTa reHepaTopa Byna winkom 6e3neyHoro, afgxe ByrieKuc-
NWKA Fas, Wo NpoyKyBaBCs MPUIafoM, YaCcTKOBO NPOAYKYETLCS i JIIOAMHOLO Mif, Yyac
BUMXaHHSA. BapTo Nuvile KOHTPOMIOBATK Ta He MePEBULLYBATU MOMO KOHLEHTPaLito
B NPUMiLLeHHI. CbOroaHi K CyXui Jig, BUKOPUCTOBYIOTb NEPEBAXHO CreLiasibHy CyMiLll
rnilepuHy 3 BOAOHO.

PisHoBMOaMu fuMoOreHepaTopa € reHepaTop BaXKOro AWMy Ta reHepaTop TyMaHy
(xan3zep), AKi 3aneXHO Bif MOBOAXEHHSI B aTMOCEPi CTBOPHOOTb JIETKUNA, CEPEIHIN
i BaXKui guMm. [ns pexucepiB TakoX BaXJIMBUN MOKasHUK 06'eMy, skuiA npunag,
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rapaHTOBaHO 3aMoBHUTbL OMMOM 3a MEBHUI Yac, aXe pexncepoBi-nocTaHOBHUKY
HeoOXiHO 3HATH, CKiflbKM 3HA[00MTHLCS Yacy Ha NiAroTOBKY 3a4yMaHOT CLIEHN.

leHepaToOpyW TyMaHy LUMPOKO BUKOPUCTOBYOTh HA €CTPaAHMX KOHLepTax i MacL-
TabHUX AUCKOTeKax. BoHW reHepytoTb TYMaHHWI, ONMTUYHO NPOHUKHWIA CEPrIaHOK, KUI
[ae MOX/MBICTb NpekpacHo 6a4ynMTy CBITNIOBI Ta Na3epHi NpoMeHi. 3acagu poboTu
reHepatopa TyMaHy Taki: cneuianbHa piguHa nofaeTbCsl Ha TENI00OMIHHMK, Oe 3a
BMCOKOI TEMMNepaTypy BOHa BUMApPOBYETHCS, LUBUAKO 3pocTatoum B 06'eMi, a oTpuMaHa
napa BUXOAUTb Ha30BHi KPi3b cnewianbHui oTeip. Iig Yyac aMillyBaHHS rapsiyoi napu
3 XOJIOQHILUUM MOBITPSIM Y HABKOJIMLLHLOMY CepefoBHLLI CTBOPIOETHLCS HaMiBNPO30-
pvi aepo30Jib-TyMaH. Y TBOPEHUI TaKUM YMHOM TYMaH [OCUTb BUCOKOI TeMnepaTypu
NMoCcTYMNoBO MiAHIMAETbCSA Bropy, HanoBHIOYM cOOO0 BECb BHYTPILLHIN CLLEHIYHUI
npocTip. AKL,0 X NoTpi6HO, W06 BiH onyckaBcs Ha 3eMJIto | cTBOptoBaB 6inni, iHoaj
MalXxe HeNpo30puii MOKPUB, Lie MOBITPSAHO-aepo30SIbHUIM NOTIK Crif, OXONOAXYBaTH
3a [,ONOMOrOHO crewianbHUX akniMaTU3aliiHUX MPUCTOCYBaHb.

OpHieto 3 Bag Lboro Tuny obnafHaHHs € Moro WyMnmBicTb. Ha xanb, 3ByK Bifg Hacoca,
LLLO MoJa€ pianHy 3 pesepByapa Ha TemnIo0OMiHHMK, | 3BYK Bif, Napwu, L0 BUPMBAETLCSA
Ha30BHi, 32 YMOB CLIeHIYHOT TULLi CTae BUPa3HO YyTHUN. Lle, 6e3yMOBHO, CTBOPHOE
Heabusaki npobnemu B gpamMaTUYHOMY TeaTpi, a TAKOX B ECTPALHO-LIMPKOBOMY MUCTE-
LTBI, Ae Nif, Yac BUKOHAHHS NEBHUX HOMEPIB BUKOPUCTOBYHOTb HEFONIOCHWUI MY3UYHUIA
cynpoBig. Ha ecTpagHux KoHLepTax AUM-MaLluHW NepeBaXxXHO BCTAaHOBIIOKOThL 3a
nawTyHkamu 6nvxye fo aBaHcueHu. LLLo6 He 3aBaxaTu apTUCTaM i He BigBepTaTu
yBary rnsifadis Bif CLEHIYHOT fil, [MM-MaLUMHU HaMaraTbCsl BMUKATH NMePeBaXHO
MiX Homepamu abo B aHTpaKkTi. [AuMm, cnigyroum y BeHTUNALIAHI KaHanu, Manxe He
noTpannisaym B 3a Ta Masio 3aBaxarouv apTUcTaM Ha CLieHi, MOBINbHO CNMBAaE 3a
KOJIOCHUKM Haf CLieHO. 3ayBaXxunMo, L0 reHepaTopy TyMaHy feLlo NigBULLyoTh
BOJIOTiCTb MNOBITPS B NpUMiLLleHHi. Mpobnem nif yac ekcnyaTalii reHepaTopiB TyMaHy
TaKOoX [0Jat0Tb MiKOJIi, O BXOASTb [0 CKaay piAvHU Ons BUPOBHULTBA TyMaHy.
IcCHye [yMKa, LLLO B MPOLIECi HarpiBaHHA 3a NEBHKUX YMOB Y MOBITPi MOXe YTBOPHOBATUCS
WKigaBun doopmanbaerig,.

CueHiYHe BUKOPUCTaHHA KpioreHepaTopis (xonoaHwnii aum, rapmatu CO,) 3aBxau
BUKJIMKAE 3aXOMEHHS HaBiTb y HaBMOarnuBiLLol Nyoniku. Y BUrNALi NOTYXXHUX KpU-
XaHunx 10—15-mMeTpoBuUX rersepiB Ha CLLEHI BUCTPINIOOTb BennyesHi ctoBnu 6ino-
CH>XXHOrO AMMYy, 06atoum rnsfadiB MOpoO3HOKO CBiXICTHO. CnewedekT Big X0N0oQHOMo
OVMY SIK MOMEHTAJIbHO 3'SIBAISIETbCS, HACTINIbKU X MUTTEBO PO3CitOETbCA. 3annu
3 KpioreHepaTopa CnpaBnsAtoTb BPaXeHHs FapMaTHOro NocTpiNy — Becb echekT TpuBae
OyKBasibHO Kifibka cekyHL,. [Nl CTBOPEHHSI KpioedeKTiB 3aCTOCOBYHOTb BYIEKUCUI
ras CO,, 110 36epiraeTbCA 'y CTUCHYTOMY CTaHi B 6a/loHax Ta NolacTbCA Ha30BHiI Kpisb
WwaHru. Y gesikux 6ibl NoTyXHWX i [OPOrMX KpioreHepaTopax MoXe 3aCTOCOBYBa-
Tucs pigkuit a3oT LN,. Lle iHepTHUI ras, Lo He 3aCBOKETHCA SIErEHAMM JIIOAMHY, Ha
BiAMIHY Bifj KUCHIO.

TpapuuinHi 4MMOBI reHepaTopu ABASIIOTb COO0 BaXKi, CTaLioOHapHi MalnHK, Ha
npoTuBary JIerkum i Yacto MobinbHUM KpioreHepaTopam. HuMu He reHepyeTbes 6eane-
pepBHO BeNNKa KifbKiCTb AUMY OJ151 3aNOBHEHHS NPUMILLLEeHHSI aB0 CTBOPEHHS CTiNKOT
OMMOBOI 3aBicK. TOMY HaMoONyNAPHILWKUIA TUMN KpioreHepaTopiB — pyYHi KpiorapMaTu.
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Taki rapmaTty 3py4Hi B KOPUCTYBaHHI, MatoTb HeBennKy Bary (6im3abko 5—7 Kr), Wo
[lae MOXJIMBICTb onepaTopy abo BUKOHABLIO 3 NMPUIIafloM Y pyKax BislbHO nepemila-
TUCSA MO CUEHIYHOMY MalgaHumMKy, CIPSAMOBYOYM NOTOKM Bifloro KpUxaHoro gumy
B 3af,aHOMY HanpsiMKy. Mofio4Ho-6inni UM, okpiM BidyanbHoro edekTy, CTBOPOE
i TAKTUJIbHWUIA — OCBiXYyBaJibHa NMPOX0JI0Aa CrpaBsie Yyn0Be BpaXeHHs Ha rMiagadis
nig Yac woy abo Ha y4acHMKIB Ha TaHUManOaHunKY.

€ TaKoX KpiorapMaTy, sIKi BCTaHOBJIOIOTb Ha CLieHi. BoHU dhopMyloTb BEpTUKasb-
HUM NOTIK XONIOQHOI0 AUMY; TX MOXHA TaKoX YCTAHOBUTW Mif, HEBESIMKUM KYTOM.
3asBu1Yyall BUKOPUCTOBYIOTb 04pasy AekKiflbka Takux rapMat (3anexHo Bif po3Mipis
PO3KpUTTSA A3epKana cLeHn) abo oHo4acHo (3anmnom), abo B nonepeaHbO BU3HAYEHIN
nocnigoBHocTi. CTauioHapHi KpiorapmaTu NpUBOASTLCS B Ait0 AUCTaHLINHO, 3 NyfbTa.
Lesiki Mogeni kpioreHepaTopiB 3abe3neyeHi ackpasum LED-niacBivYyBaHHAM pi3HUX
KOJIbOPIB, IKE aKTUBYETbCS O4HOYACHO 3 BUMYCKOM AUMY.

Puc. 1. lNliceHHnI i KOHKYpC €BpobayeHHs-2016 y CTOKrobMi,
Pikka «The Last Of Our Kind» (f0goBa-PomaHoBa, 2017, ¢.190)

KioreHepaTopu MOXyTb ByTM TakMX MiHiaTHOPHUX PO3MIpIB, LLLO HafaOTb MOXJIN-
BiCTb BUKOPUCTOBYBATU TX He JnLLEe B AKOCTi PEKBI3UTY, @ IK [lONMOBHEHHSA [10 KOCTHO-
Ma. IMOBIpHO camMe MiHiaTIOpHUM NOPTaTUBHUM KpioreHepaTopom OyB OCHaLLeHUi
KocTioM cniBayku Pikku 3i LLIBenyapii nig yac i BUcTyny Ha 61-My KOHKYpCi MicHi
€BpobayeHHA-2016 y CTOKrofibMi — ONs NiABULLEHHS BULOBULLHOCTI HA MOYaTKy
BUCTYNY 6e3nocepeiHb0 Y BUKOHABUL 32 CMMHO CTBOPHOBABCA AUMOBUI edhekT
(Puc. 1).

CyuvacHa iHgyCTpisi CLLeHIYHMX TEXHOSOMYHUX MOCTAHOBOYHMX XYL,0XHbO-06pasHMX
3aco06iB BUpa3HOCTI NpornoHye dakTUYHO HeOBMEXEHWUIA aCOPTUMEHT iHLLIMX HEQUMO-
BUX reHepaTopiB. Po3rnsiHeMo aesiki 3 HUX. leHepaTop MunbHUX 6ynb6allok. MusbHi
Oynb0OallKy MatoThb LUMPOKY cchepy 3acTOCYBaHHS. KpiM AUTAYMX CBSAT, iX BUKOPUCTO-
BYIOTb Ha BECINNIAX i B KOHLEPTHUX LLIOY-Nporpamax.
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Puc. 2. leHepatop cHiry (f0Ogosa-PomaHoBa, 2017, ¢.190)

[ns cTBOpPEHHS Ha cLeHi iNto3ii cHironany BUKOPUCTOBYHOTb FreHepaTop CHiry, KU
y MO€efHaHHI 3 BUKOPUCTaHHSIM BITPOAYS — reHepaTopa BiTpy — CTBOPHOBaTUME Xy 10X~
Hil 06pa3 MOPO3HOT XypTOBUHW. CHIr, cnagatoum Ha rofioBu rnsifadie, AMByBaTUME iX
CBOE HeCnoiBaHO NosiBo. 0cobnnBo edheKTHUN, ACKPaBO-ONMCKYYnin BUTNIAL Mae
TaKWUMN LUTYYHWUI CHIr 3 NapanenbHUM BUKOPUCTaHHSAM cTpobockona. Y Wwoy-nporpamax
MOXe 3aCTOCOBYBATUCS MOPTAaTUBHUI PYYHWUI CLIEHIYHMI reHepaTop cHiry (Puc. 2).
leHepaTopy NiHX YaCcTO 3aCTOCOBYHOTHLCA Mif, Yac BNALWITYBaHHA OUCKOTEK IK MPOCTO
Heba, TaK i B 3aKpUTMX NPUMILLLEHHSX, Hanpuknag, kny6ax. BukopuctaHHsa reHepaTopa
niHn abcontoTHO 6e3neyHe 3a YMOBM [OTPUMAHHS BCIX TEXHIYHMX NPaBWUA eKcrnya-
Tauil — ocobnunBy yBary opraHisaTopiB CJli, 3BEPHYTM HAa MOXJIMBI MOLIKOKEHHS Ta
OroJIEHHS eNeKTPUYHOI NPOBOLKMN B NMPUMILLEHHI, IKe HaNnOBHIOBAaTUMETbLCS MiHO0.
3ayBaX¥Mo TaKOX, LLLO MiHa reHepaTopa iHOZi MOXe 3anuWwaTu NISMU Ha oL A3i.
Yy[n0BMM XY[0XHbO-MOCTAHOBOYHMM PiLLIEHHAM Mifi Yac opraHi3auii Loy MoXyTb
cnyryBaTu naneposi cantoTu. lNanip HarHiTaeTbca B NOBITPA MHEBMaTUYHUM CMOCO-
6oM, cTBOpHOIOUM NHeBMOdeepBepK. [111 LibOro 3aCTOCOBYHOTb TaK 3BaHy KOH(peTTi-
MaLUMHY — OMH i3 HaWNoNynspHilmnx creuedekTiB y 6yab-sIKOMy LWOY. Y pasi BUKOpU-
CTaHHS ciif BpaxoByBaTU PO3Mipy NMPUMILLLEHHSI Ta BUCOTY CTeNb A5 GinbLL TOYHOrO
[o6MpaHHs NoTyXHOCTI. Hanbinbw yxxuBaHa BUcoTa BUKMAY KOHMETTI Bif 3-X [0 25 M.
MonynapHum ana edekTHOro ohopMsieHHA TeaTpasni3o0BaHUX MacoOBUX 3aX0fiB
CTaslo 3aCTOCYBaHHSA OLHOrO 3 Pi3HOBUAIB KOH(peTTi — MeTadbaHy — fpibHO HapisaHuUx
neBHOI (hOpMM Ta MEBHOIO PO3Mipy LIMAaTOYKIB NPUBa6IMBOro, fy>e Nerkoro, TOHKOro
i IPUEMHOrO Ha [OTUK KOSIbOPOBOro nanepy abo chonbri po3mipomM o 4 cM. BupobHuku
NPOMOHYOTb LWMPOKUIA aCOPTUMEHT (POpM i KONbopiB Takux BUpobiB. CTaHgapTHUIA
MeTaddaH Ha BUMSL K MasieHbKi MPSAMOKYTHUKM, irypHUN — ik cepLs, NeCTKY
TpoOsiHA, cepnaHTUH [oBXMUHOK 8—10 MeTpiB ickpaBMX KONbopiB Towo. ManiTpa
ACOPTUMEHTY KOJbOPIB JOCUTH LUMPOKA. 3a3BMUYai MeTanizoBaHui (honbrosui)
MeTadbaH 3 ogHoro 60Ky 3aBXan CpibHUIA, @ 3i BBOPOTHOI0O — KOJIbOPOBMUIA, XOUa iCHYE
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i KonbopoBuit 3 060x 60OKiB. 3 Pi3HOro 3a KONIbOPOM MeTadaHy MOXHa CTBOpPIOBaTH
acopTi. PoskugaTtu B NoBiTpsA MeTadhaH MoXHa 3ropu 6e3nocepefHbO pykamu, ase,
6e3nepeyHo, edbekTHille Lie 6yae 3a AONOMOroto crelianbHoro o6nagHaHHs — KOHGETTi-
rapmaTu. TpuBanicTb po6oTu rapmaTty 6e3 nig3apsigxaHHs — Maiixe 10 xBunuH. Takui
CLIEHIYHUI Xy[0XHbO-NMOCTAaHOBOYHUIA MPUAOM 3aBXAM CMPABIISIE CUNTbHE BPAXEHHS
Ha rnsifaJiB Ta CTBOPOE aTMocdepy cBATA.

ButpaTHMM mMaTepianoM ajis HeMmipoTeXHIYHOro cantoTy MoXe ByTu He e meTadaH,
a BCe, LLLO 3aBroHo, — Bif NTaTEKCHUX KYNbOK, pyTOONOK, FipnsaHg i M'AKUX OUTAYNX
irpaLloK [0 XMBMX METENMKIB. AKLL0 HAaNOBHIOBAYi HanexaTtb [0 KaTeropii Heroprunx
i He eneKTPONpPOBIAHMX MaTepianiB, TO MOX/NBE TX BUKOPUCTAHHS NapanesibHo 3 Nipo-
TeXHIYHUMU echekTaMu Ta B 6e3nocepeHin LOCSXHOCTI Bif CBITI0-3BYKOBUX NpUNagis.

Mo6inbHi (hOHTaHN MOXHa TaKOX 3apaxyBaTu [0 KaTeropii reHepaTopiB creLiasibHUX
edbekTiB. M0GinbHi oHTaHHI KOMMNEKCH € YHIKASIbHUM YTiNIeHHAAM NepefoBuX TEXHO-
JIOTiN nporpamMoBaHuX OOHTaHIB, SIKi MPU3HAYeEHi A1 BUKOPUCTAHHSA AK Y 3aKPUTUX
NPUMILLEHHAX, TaK | NpocTo Heba; Ha NPUPOLHOMY UM LWITYYHOMY BOLOMMULLi abo Ha
cneuianbHo 36ynoBaHoMy 6aceiHi. HeMae 3HauyeHHsi — Yu npicHa BoAa, Y4 MOpPCbKa.
Mig yac MoHTaxy POHTAHHOrO KOMMJIEKCY pO3Mip MalfaHuymKa Ta BUCOTa CTefb
TaKOX HE MaKTb BUPILLANbHOrO 3HAYEHHSA. TaHLiBHMKM Nif My3MKY CTPYMEHIB BOAM,
3a6apBneHVx AMHaMIYHUM MUFOTIMBUM CBIT/IOM, CNIPaBAsiOTb He3abyTHE BpaXeHHs
Ha rnsfavie, a HasiBHICTb BOAHUX dhipaHOK 1 eKpaHiB Jae MOXJIMBICTb CTBOPIOBATH
MyNbTUMELINHI LOY 3 BUKOPUCTAHHSAM Bife0- i NasepHoi npoekLuii. Po3BUTOK iHRYyCTpIl
doHTaHIB CbOroHi Aae 3Mory nopsg 3 BYJIMYHUMM MNiLLOXiAHUMU Ta CKYNbNTYPHUMU,
iHTep'epHUMU | NNaBy4YMMM dOHTaHaMM CTBOPIOBATM BUCOKOXYL0XHI BOLHI Ta CBIT-
JIOMY3UWYHi (hOHTaHHi Lwoy.

Puc. 3, 4. lLloy riraHTcbkux (poHTaHIB y HayioHanbHOMY LUMpKy Ykpaitu
(XapaBacwun, 2018)

MNoka30BUM NPUKIIaA0M KOMIMIEKCHOrO BUKOPUCTaHHSA MOBiNbHNUX (DOHTaHIB MoXe
cnyryBaTtu LupkoBa nporpama «LLloy riraHTcbkux hoHTaHIB», MpeM'epa sikoi Bigbynacs
29 BepecHa 2018 poky Ha apeHi HalioHanbHoro umMpky Ykpaibu. HoBa nporpama ctana
CMHTE30M ecTPafHO-LUPKOBOro Ta My3NUYHOro MUCTELTBA B MOEAHAHHI 3 BOOHOMO Ta
CBIT/I0OBOIO TEXHIKOK. ApTUCTM BUCTYNanu nig akomnaHeMeHT i 3a 6e3nocepenHbol
yJyacTi TaHLOBaNbHUX CTPYMEHIB (DOHTaHIB, [AOLLO0BUX YCTAHOBOK Ta y BOLHUX pe-
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3epByapax nig KpacuBy iIHCTPyMeHTaslbHy My3uKy. Y BUCTaBi Opanu yyacTb NOBITPSHI
riMHacTK, akpobaTu, XXOHIepu, KOponieBa Xyna-xynis i ekBinidpucT. He ob6inwwniocs v 6es
knoyHaau (Ha cueHi posBaxas ny6niky Banepit CepebpsakoB) Ta BUCTYMIB TBAPUH:
JpecupoBaHux Hocyx, AmMkobpasis, rosy6is naBM4iB Ta MaBM KanyLyHiB. Ane rofloBHUM
nepcoHaxeMm NporpamMu, K1 NoCcTiNHO B3aEMOSiAB 3 y4aCHMKaMM B yCiXx HOMepax Ta
iHOAi «<BUCTYNaB» He MeHLL ecpeKTHO | caMOoCTiNHO 6e3 NapTHepiB-BUKOHABLIB, a iLle
B TaHAEeMi 3i CBITNOBUMM edoeKTaMM (fla3epHUMU NMPOMeHsIMU, CTpoBocKonamu, Npo-
XeKTopaMu) Ta My3ukoto, 6yna BogHa ctuxis (Radomir, 2018).

3BefieHa Ha MaHeXi Mifg, KynonaoMm LMpKY KOHCTPYKLis poHTaHIB nepeTBopuIia apeHy
Ha 6aceiH 06'eMoM maixe 100 TOHH, a BUCOTa NOSIbOTY HANAOBLLOrO CTPYMEHS [OCS-
rana 26 metpis. [1o peyi, aas koMcpopTy apTUCTIB | TBapWH BoAY B CUCTEMI MigirpiBanu.

EdbekT BiTPY CTBOPIOETHCSA 3a LONOMOIOIO reHepaTopa BiTpy — BiTpoays. Takuu cne-
LianbHUi echekT HIKOSIM He 3anuLWKnTb rsagadis 6angyxnummn. 3actocyBaHHA BiTpoays
popnae 6yab-siKOMy Bi3yasbHOMY cLeHIYHOMY 06pasy AMHAMIYHOCTI, WO 3yMOBIIOE
MOro yacTe BUKOPUCTAHHS Ha 3MOMKax My3UYHKX KIiMiB, hifibMiB i Nifg, Yac NpoBefeHHs
eCcTpagHuX LLoy-nporpam.

BukopucTaHHA reHepaTopa BiTpY MOXHa 06'ejHaT 3 apoMaTu3aTopamMm MoBiTps,
CTBOPHOIOYM BifNoBiAHY B 6yKBaNbHOMY po3yMiHHI cfioBa aTMocdbepy. YCBigoMoum
BCHO CMy BM/IMBY apoMaTiB Ha eMOLiINHO-NCUXOJIOTIYHMI CTaH JIIOAUHK, pexucepu
y MOCTaHOBKax TeaTpasibHO-BUAOBULLHUX 3aX0iB YacTO BUKOPUCTOBYHOTb reHepaTopu
apomaTusauii noBiTps. CyyacHa iHaycTpis apoMaTur3aLii MoBiTPSA CNOHyKana MUTLIB
[0 HOBMX MoLyKiB. Y yepsHi 2009 poky B Hbto-Wopky BigBynack npemM'epa napdy-
MepHoOT onepu. KonuiwHin diHaHCKCT, a HUHI TeaTpanbHuUi npogatocep CTroapT MeTbio
B TeaTpi Myseto N'yreHxaliMa BTifIMB CBOIO ifet0 CTBOPEHHS nepLuoi napdymepHoi
onepu. MNpoBiaHOI AyMKO OiMCTBa Mig Ha3Boto «3eneHa apis: Hiox-Onepa» («Green
Aria: A Scent Opera») cTana Bsaemofisi TexHiku Ta npupoau. Knasip 3anaxis Hanvcas
napdymep Kpictod JlogamM'enb. BiH npautoBaB Hag onepoto «Green Aria» npubnnsHo
[Ba poku. 3a el yac cTBopMB 23 apoMaTy, siki 3MiHIOKTb OJUH OLHOTO NPOTSAroM MiB
roguHu. Mysuky 0o apomartiB napymMepHoi onepu Hanmcanu KoMno3uTopu — Banrip
CirypaccoH (Valgeir Sigurdsson) i Hiko Mani (Nico Muhly).

[ns nemoHcTpauii cLeHiYHOro TBOpY Kpicna rsaaLbKoro 3aay 0CHacTUIMN «apoMa-
TUYHUMU MiKpOodDOHaMM» — MPUCTPOSIMU, IKi KOXHI LICTb CEKYHA, BUKMOANM B NOBITPS
nopuii apoMaTHUX Mosiekyn, a BOyAOBaHi B CTiHM crnevlianbHi KOHAMLIOHEepY ounL,anv
NnoBiTPA A8 HAaCTYNHOT «apii». B onepi «Green Aria» 6ynu napTii bavckyyvoi ctani,
XpycTkoi 3eneHi, baratTa Ta OuMy, ane HaucTpalHilwoto 6yna napTis CMepar4oro
6nipgoro Henerana (Tommasini, 2009). Mig Yyac onepu «HOXadvi» MO OLIHUTK TaKi
apomaTu, ik «Magman», «Crunchy Green», «Bit Too Earthy» Ta iH. [lo cknagy geakux
3 HUX BXOLMWIO [0 CTa iHrpenieHTIB.

Y ToMy x 2009 poui, 27 BepecHsi, Ha cLieHi KuiBcbkoro akagemMiyHoro Teatpy Ha Jlun-
Kax MoXHa 6yno Hacono4XyBaTUCh YHiKalbHUM A5l YKpaiHu OiNCTBOM — [)Ka30BOKO
xopeorpadiuHo BUCTaBOM «3anax YonoBika» («3anax MyX4uHbl») y MOCTaHOBLi
AHTOHa OBUYMHHMKOBA Ta BUKOHaHHI TeaTpy TaHuto «Black O! Range». YHikanbHicTb
ioel nonarana B Xy4oXHbOMY NO€AHaHHI TaHL0, My3UKK, CBiTNa i apoMarTiB Y €4UHil
CLeHiYHIn ail. «Mepen ounma rnspavis BigbyBanoca ManeHbke AUBO: crioragm Habyeanu
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peanibHOCTI. 3anaxu MUHYOro 3MyLUYBanu 3a XUTU XUTTSM repoiB i BiguyBaTu Te,
wo BigyyBanu BoHu» (http://www.oasis.ua/). MenogpaMaTUyHUIA CHOXET NOCTAaHOBKM
pO3roBifae NPO KOXaHHS, siKe 3aJIMLIMIIOCh Y COrafax XiHKW Ta MOBEpTaETbCs [0 Hel
acouiaTUBHO Yepes apoMaTy 3 MUHYJIOrO — 3aMaxu Of,EeKONOHY Bifi IOr0 COPOYKY, UMY
3HaNOMUX curap, TPOsiHS, KONIMCb HUM NMOJAPOBAHUX, HABITb apoOMaT KaBu MiACTYMHO
CMOHYKaE [0 OyLWEeBHUX cTpaxaaHb. KOXXHOMY nepexuBaHHIO repoiHi Bignosifae
MeBHUA apoMaT: MPOXONIOLHMWN, CBIXWUIA, BOLHMWM, LLLO HAaraaye naxoLyi YomoBiyoro
0/[1EKOJIOHY; BULLYKAHUI TIOTHOHOBUI 3 JIETKMUM LUNIENOM [OPOrol LWKiPU; BATOHYEHO
NEerkui TPosIHOO0BWUIA 3 AePEBHUM BIfTIHKOM Ta BCiM [06pe 3HaNOMUI i fierko Bri3Ha-
BaHWUI KaBOBUI apoMaT 3 KapaMesibHUM BiATIHKOM. ApomaTy Ansi BUcTaBu obupanmcs
MOCTaHOBHMKOM 3 HasIBHUX y YUMasioMy KaTasnosi KOMMaHil (Hanpuknag, nviie 3anaxis
TposiHg, 6yno 3anpornoHOBaHO YOTUPU Ha BUBIP).

LWicTb apomamMopyrnis, fiBa 3 IKUX PO3MILLYBanMCs Ha CLIEHI, @ YOTUPY — B MPOXoax
3anm Mix 3i4 Ta 819 pagamMu rnsganbKux Miclb, Yepes KOXHi 8—9 XBUIMH BUMPU-
CKyBanu rnopuito 3 apomaTtusartopa. [lpoLecom kepyBaB ornepaTtop.

Xy[0XHbO-MOCTAaHOBOYHWIN apOMATUYHMIA MPUAOM BUKOPUCTOBYBABCS JWLLE NPOTS-
rom neplmx 30 XBUSIMH — Yy NepLin gii Buctasu. [ns 3anobiraHHs 3MilLyBaHHS NopL,iv
pi3HUX apoMmarTiB y 3ani TeaTpy Oyna BBiMKHYyTa BeHTUAsAUISA. Tak, Lie CTBOpHOBasIo NeBHe
LLYMOBE TJ10, aJle My3U4YHWUIA CYNpoBif xopeorpadiyHoro AicTea HiBentoBaB Lien He-
raTuBHui BNamB. JudpepeHuiauil cnpuitHATTS 3anaxiB TakoX CpuUsB YCTaHOBIIEHWIA
YyacoBMI iHTepBan MiX nogayero HoBUX apomMariB. OKpiM TOro, Bif,OMO, L0 JIIOAUHA,
nepebyBaroun B NEBHOMY apOMaTM30BaHOMY MPOCTOPI, LBUAKO (MPOTAroM 1—2 xBu-
NH) [0 HBOFO 3BUKAE, HATOMICTb HAaCTYMHUIA apOMaT CMPUIMAETLCS OpraHaMu HIOXY
AIK HoBUI, 6e3¢OHOBUI.

CuHecTeTMyYHe (MySIbTUCEHCOPHE) CNIPUAHATTSA NyBiKO ACKPaABOro eMOLiNHOIo
TaHL0, OMOBHEHOrO apoMaTaMu, BUKIMKASO B rnsiAaviB HOBI, AocCi He anpoboBaHi
emouii. BpaxeHi HOBU3HOI BMOBULLA, BOHU CYyMNepeyYsiMBO BUCIIOBOBANUCS Mpo
nobayeHe: 0fHi Kasanu, LLLO «Malxe HiYoro ocobaMBOro He BiAUyBanu», iHLWI — LLO IM «TaK
CUNbHO 3aBaXkasiv 3arnaxu, Lo iHoAi XOTiflocs 3anuwnTK 3any». barato xTo Big3HayaB
BiYYyTTS BNJMBY Ha iIXHIO MiACBIAOMICTb Nifg Yac CNpUAHATTA apoMaTiB, a nicnst — Ha
MPOJIOHrOBaHy B Yaci eMoL,iiHO 06'eMHY Mam'aATb NPO BPaXeHHs! B, BUCTaBM.

MuTaHHA cneundiky BUKOPUCTaHHA NiporeHepaTopiB Nifg Yac CTBOPEHHS XY[4,0XHbO-
006pasHoro pilleHHs CLEHIYHNX NOCTAHOBOK NOTpebye OKPEMOro AoChiAXeHHS. Afxe
iCTOPIist BOTHSAAHMX, ICKPUCTUX Ta AUMOBUX edDeKTIB Y CLIeHIYHUX MOCTAHOBKAX CArae
rMMBOKOT fLaBHUHW, @ CyYacHi TeHAeHUiT CNPUYMHUAN BYPXIMBUIA PO3BUTOK MiPOTEXHIY-
HOrO HaNpPsAIMY B XaHpi BUAOBULLHUX MOCTAHOBOK — MiPOTEXHIYHMX LUOY, MiPOMY3UYHUX
Lwoy; HabyBatoTb HeabUSIKOro NOLWNPeHHsT hecTnBani NiPoOTEXHIYHOrO MUCTELLTBA.

CboroHi KOMMaHii MPOMOHYOTh LMPOKUIA aCOPTUMEHT 0BnaiHaHHA ANs BNALLTYBaHHS
crieliechekTiB SIK AJ1si MPOBELEeHHA TeaTpasibHO-BUAOBULLHMX 3aX0iB, PeKTaMHUX
akKLin, Tak i pnsa KiHoTeaTpiB. 3a 6akaHHSAM pexucepiB, NpoAtocepiB Npunagu, Lo
reHepyoTb 3anaxu, 4Jis NOBHOTU XYA0XHbO-06pa3HOro CrpUNHATTS CLLEHIYHOTO TBOPY
BCTaHOBIOKOTH | B ByAb-AKMUX IHLIMX 3anax.

HaykoBa HOBM3Ha AOCHiAXEHHS MOJiSirae B MUCTELTBO3HABYOMY aHanisi npouecis
MoepHi3aLii CLEeHIYHOro MPoCTOpY Yepes 3aCTOCYBaHHS Cy4aCHOro acCOPTUMEHTY re-
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HepaTopiB crewianbHUX CLEHIYHUX edheKTiB — reHepaTopiB fUMY, TYMaHy, CHIry, MUJIbHUX
6ynbbaLlok, NiHo-, Kpio-, Nipo- Ta apoMoreHepaTopiB, ManepoBux cantoTiB, MOBINIbHUX
doHTaHIB; X cucTeMaTmsauil Ta y BUBYEHHI 3HAYEHHS LIUX TEXHIYHUX XY[,0XKHbO-
NMOCTaHOBOYHUX 3ac06iB BUPA3HOCTI B Cy4YaCHUX TBOPAX CLLEHIYHOrO MUCTELITBA.

BucHoBKu

3 ornsny Ha BULLe3a3HAYEHE MOXHA CTBEPKYBATH, LLLO FeHEPaTOPM CreLjiafbHUX
edekTiB yce BinbLle 3aCTOCOBYOTb SIK XyA,0XHbO-MOCTAaHOBOYHI 3acobu npeseHTaLil
o6pasHoi iHdopMmaLii y TBOpax CLEHIYHOro MUCTeLTBa. Xo4a MOAEepHi3aLlisi CLLEeHIYHOro
NMpocTOpy I TiCHO NOB'si3aHa 3 HAYKOBO-TEXHIYHVMM MPOrpecom, NpoTe feMoHCTpaLlis
MOXJIMBOCTEWN CLLEHIYHOT TEXHIKM HE € A7 MUTLIIB CAMOLLiNIII0 — BOHW 3aCTOCOBYHOTb
TeXHiyHi HoBauil ons 36arayeHHs MUCTELbKUX MPUINOMIB, HA4AtOUYN TEXHOMNOTIYHUM
3acobam nepefyciM ecTeTUYHUX, 06pa3oTBOPUNX DYHKLIN.
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FEHEPATOPbI CLEHUYECKUX 3®DEKTOB
KAKNOCTAHOBOYHOE CPEACTBO
XYAOXECTBEHHO-OBPA3HOU BbIPABUTEJIbHOCTU HA CLLEHE

EkatepuHa lOgoBa-PomaHoBa
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AHHOTayusa

Llenb uccnepoBaHus — n3yunTb, MpoaHaan3npoBaTb U CUCTEMATU3NPOBATb reHepaTopbl
cueHunyeckux cneyadekToB Kak cpeAcTBO Npe3eHTauum Xy4oXecTBEHHO-06pasHOM
WHcopMaLMM B CLLEHMYECKOM NPOCTPAHCTBE, COBEPLUNTL UCKYCCTBOBEAYECKYHO OLEHKY UX
ponn B Npon3BeAeHNSAX CLLEEHNYECKOro UCKyccTBa. MeTogonoruto ncciefoBaHnsi COCTaBNAOT
cnepnyloLme noaxonbl: CUCTEMHO-UCTOPUYECKUN — OS] U3YYEeHUSI KOHTEKCTa npobnembil,
NCKYCCTBOBELUYECKUIA — A5l ONpeaeneHnst posiu reHepaTopoB CLieHnYeckux cneudddexkTos
B COBPEMEHHON CLIeHNYECKOMN MPaKTUKE, CTPYKTYPHO-aHANMTUYECKUIA — ANA Khaccudukaumm
pasnunyHbIXx creyaddekToB Kak CpefcTBa XYA0XECTBEHHO-06pa3HON Bblpa3nMTeNbHOCTH
Ha cueHe. HayyHas HOBM3Ha cCnef0oBaHNA 3aK/lo4YaeTcsl B UCKYCCTBOBELYECKOM aHanm3ae
NnpoLeccoB MOAEPHU3ALMM CLLEHMYECKOrO MPOCTPaAHCTBA NYTEM BHELPEHUS COBPEMEHHOIO
aCcCOPTUMEHTa reHepaToOpPOB CreLmasbHbIX CLeHNYecKuX 3dpekToB (reHepaTopoB AbiMa, TYMaHa,
CHera, MblJIbHbIX My3blpew, MeH0-, KPMOo, MMPO- U apOMOreHepaTopoB, ByMaXKHbIX CantoTOB,
MOGUbHBIX POHTAHOB), UX CUCTEMATH3ALIMM, @ TAKXKE B U3YUEHUN 3HAYEHUS STUX TEXHUYECKMUX
XY[0XXEeCTBEHHO-MOCTAHOBOYHbIX CPELCTB Bblpa3nTENbHOCTU B COBPEMEHHbIX MPOU3BELEHUAX
CLIEHMYECKOr0 UCKycCcTBa. BbiBogbl. Vicxofs U3 BbllleyKa3aHHOro, MOXHO YTBepXAaTb, YTO
reHepaTopsbl cneuaddekToB HaxoAAT Bce Bosee WMPOKOe NPUMEHEHNE KaK XYL,0XECTBEHHO-
MOCTaHOBOYHbIe CpeAcTBa NpeseHTaumm 06pasHoi HpopMaLum B MPON3BeAEHUSX CLIEHNYECKOTO
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uckyccTtBa. OfHaKo, X0Tsl MOJlepHM3aLusi CLIEHMYECKOro NPOCTPaHCTBA M TECHO CBA3aHa
C Hay4YHO-TEXHUYECKUM MPOrpeccoM, LEMOHCTPALUS BO3MOXHOCTEN CLIeHUYECKON TEXHUKN
He SiIBNsieTCs AJis MOCTaHOBLLMKOB CaMOLLENbI0 — OHU UCMONb3YHT TEXHUYECKUE HOBALUM LS
o6oralLeHnsl Xy0XKECTBEHHbIX MPUEMOB, OTBOAS TEXHONIOIMYECKUM CPEACTBAM Mpex e BCero
UCMOJIHATb Ha CLIeHe 3CTEeTUMYECKME U 00pas3oTBopYecKme OyHKLUM.

KnioyeBbie cnoBa: cLieHNYeCKOe UCKYCCTBO; CLLEHMYECKOE MPOCTPAHCTBO; FreHepaTopbl
cLieHuuyeckux crneldddeKkToB; apoMoonepa; Loy POHTaHoB

STAGE EFFECT GENERATORS AS A STAGE
OF PERFORMING ARTS ON THE STAGE
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e-mail: iudovakateryna@gmail.com,; ORCID: 0000-0003-2665-390X
Kyiv National University of Culture and Arts, Kyiv, Ukraine

Abstract

The purpose of the study is to study, analyze and systematize the generators of stage special
effects as a means of presenting artistic and figurative information in the stage space, and to make
an art assessment of their role in the works of the performing arts. The research methodology
consists of the following approaches: system-historical is to study the context of the problem;
art is to determine the generators role of stage special effects in contemporary stage practice,
structural and analytical are to classify various special effects as the means of artistic expression
in the scene. The scientific novelty of the proposed research is to artificially analyze the processes
of stage space modernization by introducing a modern range of special stage effect generators
(smoke, fog, snow, soap bubbles, foam, cryo, pyro and aroma generators, paper salutes, mobile
systems, mobile systems), and also in the study of the significance of these technical artistic
and production means of expression in contemporary works of the performing arts. Conclusions.
Based on the above, it can be argued that special effects generators are becoming more widely
used as artistic and production means of presenting figurative information in the works of the
performing arts. However, while the modernization of the stage space is closely linked to scientific
and technological progress, the demonstration of the possibilities of stage technique is not an
end in itself and they use technical innovations to enrich artistic techniques, giving technological
means, first of all, to perform aesthetic and visual functions on stage.

Keywords: performing arts; stage space; stage effect generators; aroma opera; show fountains
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AHorauisa

Merta gocnigeHHs1 nonsirae B po3KpUTTi METOA0JI0MYHOrO MOTEHLiany MUCTeLTBa iIMNpoBi3aLlii B TeaTpanbHii
TBOPYOCTI, y BUSIBIEHHI Oro pi3HOBUAIB Ha Cy4acHOMY eTani po3BUTKY MUcTeuTBa. MeTogosnoris
AOCNiAKEHHS MONSirae B 3aCTOCYBaHHi aHaNi TUKO-KOHLLENTYabHOro, KOMMNapaTUBHOIO (MOPIBHANIBHOMO)
Ta MUCTELTBO3HABYOro NiAxoy A0 aHani3y iMNpoBi3aLiiiHuX MeToiB TeaTpasibHOI TBOPYOCTI B Cy4aCHOMY
Teatpi, ix doopM Ta pisHOBWAIB. HayKoBOI HOBU3HOIO [OCHIIXEHHS € y3ara/lbHeHHs1 IMNPOBI3aLliHUX MeTOLIB
poboTu siK y cydacHoMy npodpeciiHoMy TeaTpasibHOMY MUCTELTBI, TaK i B TeaTpasibHili OCBiTi. BACHOBKM.
3nivicHeHe AoChigKeHHs f03BOIsie 3p06UTM BUCHOBOK MPO Te, L0 HEOMIHHOK 03HAKOH «XUBOr0» TeaTpy
€ iMnpoBi3aLif fK HalledeKTUBHILLNIA MeTOf, [OCSArHEHHS CLIEHIYHOI NpaBaw. fKLLO B TeaTpasbHil OCBITi
iIMMpOBI3aLlisi € 0CHOBOO €THOIHOTO METOly BUXOBaHHS akTopa, TO B NpoddeciiHoMy TeaTpi BOHa [JO3BOJISiE
He NvLe AocsAraT HaBULLOTO PIiBHS CLiEHIYHOT NpaBay, ane 1 TBOPUTU HOBI PiSHOBMAWM TeaTpy.

Knioyosi croBa: iMnpoBisaLisi; MeTo TOTasIbHOT IMMPOBI3aLlii; CLLeHIYHMI eTiof,

MocTaHoBKa npo6nemu

CyyacHil ykpaiHCbKill TeaTpasibHii WKONI SIK Y HaBYaslbHOMY MpoLLeci, Tak i Ha
npodecinHin cueHi, noaekyan He BUCTa4yae CLEHIYHOT NpaBan, akTOPCbKOI opraHiku
B Npoueci MofentoBaHHS «KUTTSA NIIOACBKOro ayxy». Ha 3aBafi cLUeHiYHin npaBgi
CTOSATb WTAMIK, KJliLle, BiACYTHICTb NCUXONOriYHOT MOTMBALT BUMHKIB NepCOHaxIB
Tow,0. OOHMM 3 HaredDeKTUBHILLMX NiKIB Bif LUX TeaTpanbHUX XBOPOO € eTogHUI
MeTo poboTH 3 aKTOPOM, OCHOBOIO SIKOr0 € iMNpoBi3auisi. ToMy [OCAIAXEHHS LibOro
(heHOMeHy Ma€ BaXxJIMBe 3HAYEHHS /11 PO3BUTKY TeaTpasbHOro MUCTELTBA.

AHani3 pocnipyxeHb i nyébnikauii

AKLLO JocnigXeHb Ha TeMy TeaTpasibHOI iMNpPoBi3aLii B MUCTEL TBO3HABYIN NiTe-
patypi XX cToniTTAa He Bpakye, To XX| cToNITTA Mano fonano fo HaaBHol iHdbopMmauii
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npo uen deHoMeH CLEeHIYHOro MucTeyTBa. 3 pOCiNCbKUX [OCHiAHUKIB Npo6riemM
iMnpoBizauii BapTi yBaru po6oTu C. A. beHkeHgopda (2002) Ta IN. I. NMonoea (2005),
npo AKi fOKNagHO NTUMETbCS HUXYe. YKpalHCbKe X MUCTELTBO3HABCTBO OMUHY-
J10 L0 Hanpouys BaxnuBy cdepy TBOPYOT AiANIbHOCTI MUTLIB CLeHU. BUBYEHHIO
ocobnmBoCTelN BOoKasbHOT iMApoOBi3aLil B MO3UKJ1aX NPUCBSYEHO [OCIIXEHHS
B. M. PageHka (2018, ¢.233-237). B. 0. CTpenbyyk Aochiaxye iMnpoBisaL,ito AK ckna-
[OBY PeXmncepcbKoro TpeHiHry B npoueci axoBoi NigroTOBKM pexucepis ectpanu
B yMOBaXx BULLOI Wwkonu (2015, ¢.155-159). Ane Ui gocnigXeHHSA MaloTb oparMeH-
TapHUii Ta By3bKocneLianisoBaHui xapakTep. TOMy 04HVUM 3 NPiOPUTETHUX 3aBAaHb
€ Ha[oNyXeHHs, 6oal YacTKOBO, L€l MporannHu Ta [OChiAXeHHA posli iMnpoBsisauii
B TeaTpaJsibHi/i TBOPYOCTI.

MeTa focnifXeHHsl nonsirae B po3KpUTTi METOA0MONYHOMO NOTeHLiany MUCTeLTBa
iMnpoBi3aLii B TeaTpasibHii TBOPYOCTI, Y BUSIBJIEHHI MOr0 Pi3HOBMUIIB Ha Cy4acHOMY
eTani po3BUTKY MUCTELITBA.

Buknag oCHOBHOro matepiany

MoHSATTA iMNpoBi3aLil B MUCTELTBI BiNbLLOK MipOHO NOB'A3aHe 3 MY3UYHUM BUKO-
HaBCTBOM. Y CJZIOBHUKY crieLjianbHUX TEPMIHIB, L0 fAofaeTbcs Ao kHuru x. Konniepa
«CTaHOBMEHHA oXasy», B. 03epoB fae, MOXJIMBO, OfHe 3 HalbiflbLL MOBHUX BUSHAYEHb
TepMiHa «iMnpoBi3auis». «IMnpoBisauis (improvisation — Big nat. improvisus) — He-
nepenbayeHunin, HecnofiBaHWIM, panToBuii. MeTo TBOPYOCTI B MY3ULLi | AESKUX iHLIMX
BMOAX MUCTELTBA, W0 Nepenbavyae CTBOPEHHS TBOPIB Y NPOLLECi BifIbHOrO chaHTasy-
BaHHs, ekcripomTom» (Konnuep, 1984).

LLlocb nofibHe MOXeMO criocTepiraTy i B rpi TanaHOBUTOMO ApaMaTUYHOro apTuc-
Ta, KOJIN BiH, «MPUBACHIOKOYM» TEKCT POJli, HaNUCaHW fpaMaTyproM, CTa€ aBTOpoM
M iHTepnpeTaTopoM cLeHiYHoro o6pasy. Ha niaTeepAXeHHs LbOro B HU3L eHLUMKIIONe-
OVMYHUX Xepen 3HaX0AMMO CXOXi BUSHAUYEHHS MOHATTS «iMMPOBi3aLlisi», L0 HAaNeX1Tb
[0 TeaTpanbHOro (aKTopcbKoro) MucTeLTBa. «IMMpoBi3aLis B TeaTpi — rpa akTopa,
3acHOBaHa Ha Moro 34aTHOCTI ByyBaTy CLEHIYHMI 006pas, 4isTv i cTBOpOBaTH BNlac-
HWUI TeKCT Ha 3afaHy TeMy abo B o6cTaBUHax, nependadveHnx cueHapieM, TBopsium 6e3
nonepeaHbLOT NiAroToBKMK, Nig Yac Buctaeu» (Mpoxopo. pen., 1972, c.164).

CnpaBXHs aKTopcbKa TBOPYICTb 3aBXAu nepenbdavyae HassBHICTb iMNpoBi3auil.
K. C. CTaHicnaBCbKuUi CTBEPAXYBAB, LLLO «SIKLL,O0 Ail aKTOpa Y posi CNpaBXHi, NPO4YKTUBHI
M [oUiNbHI, AKLL0 BOHM abBCOMOTHO LWMPI | BUKOHYOTbCS 3 MOBHOK Be3nocepefHicTio,
TO BOHM HE MOXYTb TOYHO MOBTOPIOBATUCSA Mif, Yac KOXHOMO NoKa3y BUCTaBM i, OTXeE,
MICTATb y cobi imnpoBizauito» (2002).

CbOroHi MMCTeLTBO iMMNpPOBI3aL,il € 0f4HUM 3 OCHOBHUX €/IEMEHTIB Cy4acHol Te-
aTpanbHoi neparoriku. «Le K. C. CTaHicnaBCcbKuiA pO3MipKoBYBaB Haf, TUM, IK 61
BUHaNTK 3aco6K, AKMMU MOXHa Byro 6 3BiNIbHUTM OpraHiaM akTopa Bijg Kiille i natu
Momy Hainbinbwy ceoboay ons TeopyocTi» (MopeHo, 2001). Came Tomy 6araTo Te-
aTpanbHUX NefaroriB y NpoLeci BUKIagaHHA AUCLMMIIIH, MOB'I3aHUX 3 OCBOEHHSIM
aKTOPCbKOT MalncTepHOCTI, Maroumn anpoboBaHU pokamMu TeaTpasnbHO-NefaroriyHum
[OCBifl, HamMaratTbCA BNPOBaAXyBaTH B HaBYasIbHUM NPOLLEC HOBi METOAUKMU | TEXHO-
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o, NOB'A3aHi 3 0fepXXaHHAM YYHAMM HaBUYOK CLEHIYHOT iMnpoBizauil (MakapoBa
n Kosopaes, 2008, c.117-126).

be3ymMoBHUM Y CBOI yHIBepcaslbHOCTI Ta 3aCTOCYBaHHI B Pi3HUX MeTOMKaxX 3anu-
LAEeTbCA TaKMI TeaTpanbHO-MenaroriYHnn NpUNoM, KK HaBYasbHUIM CLEHIYHUIA eTiof,
Tak, 3aBASIKM IMNPOBI3aLifiHi NPaKTUL,i, ika € OCHOBO CLIeHIYHOro eTHofa, MOXHa
nisHaTy cBOI 30i6HOCTI N HEQOMIKM IPU Ha CLIEHI.

Tob6To eTro — Lie Hackpi3Ha 6e3nepepBHa iMMpoBi3aLiiHa Npoba akTopa fisiTu
y NPONOHOBaHUX aBTOPOM ob6cTaBUHax abo y BUragaHin, CTBopeHin abo BigTBOPEHiIN
no nam'sATi NoAieBin cutyaui.

AKTOp nif Yac po6oTu Haf, eTrofOM NnepecTae 6yTM NPOCTO BUKOHABLEM, aNie CTae
NOBHOMpPaBHUM aBTOPOM i TBOPLIEM — PEXMCEPOM CBOET porii. Y LN KoHLenuil «cue-
HiYHUI eTioO» BNN3bKKIA [0 NOHATTS «ApaMaTuyHa cueHar. Mig yac poboTu Hapg,
eTHOL0M TaKOoX BU3HAYaeTbCA | iKCYeETbCS MOro NofieBUI paf, «NMOBOPOTHI TOUKK»;
BM3HaYaeTbCA BUXiQHA, LiIeHTpasibHa Ta rofloBHa nofisa eTo4a, a TakoX MeTa AiioBol
0ocobu. A B iHLLOMY aKTOpP MOXe /i MOBUHEH IMNPOBi3yBaTu. | TYT 3aKnafeHo NpUHUU-
MoBY BiAMIHHICTb CLieHIYHOro eToaa Bif eTrogHOT Npobu. bo B npobi HiYoro He BUra-
OyloTb 3a3ganerifb — HaBnNaku, yce Mae HapoauTucs 6eanocepeHbo B camivi Npobi-
iMMNpoBi3aLil — repoi Ha CLieHi 3aHYpoeTbCs B 06CTaBWHM i B X04i A4l iX BUNpaBLoBYE,
TOOTO B HbOro MUTTEBO HAPOAXYHOTbCSA Ail Ta 3aBAaHHS, Ha [OCATHEHHS AKMX Crpsi-
MOBaHa 1oro noBepiHKa.

Ha po3yMiHHi eTioa (K enieMeHTa TBOPYOCTi akTopa, Woro nocTilHoT iMnpoBi3auil
B o6¢cTaBUHax 6e3 chikcauil gin i nofin) 3acHoBaHa akTopcbka Lkosa B. M. ®inbluTuH-
CbKOro (TeaTpanbHui negaror, pexucep, npodecop, 3aBigyBay kadefpy akTOPCbKoT
MaWCTepHOCTI Ta peXxucypu akafemii TeatpanbHoro mucteyTea CaHkT-leTepbypra,
rofioBa pagu TeaTpasnbHUX Nefaroris). Y NOoro po3yMiHHi «MpaBAa XuUTTs» akTopa Ha
CLieHi caMOLiHHa | TOMY aKTop, IMMPOBI3YHOUH, ify4M 3a BHYTPILIHIM NOYYTTAM NpaBau,
MOXe abCoJIIOTHO 3aKOHHO 3MiHIOBATM Xif, Nofil, He doikCytoumM NOro Ta XOAHOro pasy
He NMOBTOPHOHOUMUCH Y CBOIM CLEHIYHIN NOBeLiHLI.

LLikona 3. fl. Koporofcbkoro (TeaTpasbHuid pexucep, npochecop, HApoaHUIA apTUCT,
naypeart npemii K. C. CTaHicnaBcbkoro, noyecHui npodecop yHiBepcuTeTy iMeHi fpoc-
naesa Mygporo) BUMTb akTopa Hacamnepep po3noBigaTh icTopito, Aka BiabyBaeTbcs
3 pinoBumMu ocobamm. A po3BUTOK icTOpIT NepeTikae 3 ofHIieT nofil B iHLWY, | TOMY
BU3HaAYEHHS NOMIEBOro psay siK eTiofa, TakK i B NofanbLIOMy siK M'eCu, MPUHLUMOBI.
A «nNpaBga XUTTsI» aKTopa B CLIEHIYHMX YMOBAX — Lie Ba/IMBUI 3acib po3nosifi icTo-
pii, 3acib, skuin gonomarae rnsgadyesi rmoéLle NPOHUKHYTU B CYTHICTb pO3MnoBigi 3a
[LONMOMOrOH eMOLLINHOIO CriBMNepeXuBaHHS reposiMm.

Po36ixXHICTb AOCNIAHUKIB | NPaKTUKIB TeaTpasnbHOI Nefaroriku B CTaBNIEHHI fo0 eTioa
nosnArae nule B TOMy, WO OfHI 6aYaTb eTHof AK 3aKiHYEHUI TBIp, WO MICTUTb Y cObi
NoAito, iHLWI X YSIBNAOTb €Tof, K CLEHIYHUI ecKis, NpMHLMNOoBO He3adikcoBaHUM
Bi[APi30K CLEHIYHOT Ail.

YcBi4OMMIEHHS HaBYasIbHOIO eToa ik He3adpikcoBaHOro BiApi3ka CLEeHIYHOT gt
ABsie co60to HanbinbL NefaroriyHo NpaBUIIbHUMA HanNpsiM B OCBOEHHI Cy4YacHOro
aKTOPCbKOro MUCTeLTBA B LIiISIOMY 1 aKkTOpPCbKOT iMNpoBi3auil 3okpema. Mpo ue x
roBopuTb i C. A. beHkeHg0pd, CTBEPAXYHOUH, LWLO «diKcalia 3HangeHoro (B eToi)
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npu3Bege [0 BTpaTu 6e3nocepeHOCTi | 3HU3UTb 3aX0MJIEHICTb (YYHS) caMyUM Npo-
uecoM imnpogisauii» (2002).

OfZHak caMe TyT i BUHMKae npobnema, NoB'A3aHa 3 NPakTUYHUM 3LIACHEHHAM
3aBfaHHsI HabyTTA YYHEM HABMYOK iMMPOBI3aLiMHOI Aii HA CLLEeHIYHOMY MaigaHuYmnKy.

Y LUbOMY CeHCi CTaHOBUTb iHTepec MeTouKa, po3pobneHa kKaHAngaToM MUcCTe-
L TBO3HABCTBa, NpobecopoM, pexucepoM, 3aBigyBayeM kadeapu pexucypu ABTo-
HOMHOI HEKOMEPLINHOT opraHi3aLii BULLOT OCBITU «IHCTUTYT KiHO | Tene6aveHHs (ITP)»
M. T. NonoBum.

PosrnaHemMo foknagHiwe cyThb L€l METOLMKW.

MeToguka iMnpoBi3aLiiHOT B3aeMofii NnapTHepPiB B yMOBaX CLLEHIYHOr0 eTofa
ABNse OO0 NIOTIYHMIA NaHLOT NOCNILOBHO 3MiHIOBAHMX €TaniB, Y KOXHOMY 3 IKMX
yYe€Hb, BUKOHYOUM NEBHE TBOPYE 3aBAaHHS, OCBOIE OOWNH 3 elIEMEHTIB, BKJTHOUYEHUX
y 3arafibHui NpoLec CLeHiYHoT iMnpoBi3aLii. BAKOHaHHS nepLioro TBOPYOro 3aBaHHsA
PO3KpMBAaE B yYHEBI MOXJIMBOCTI AJ181 YCBIAOMJIEHHA Ta peanisauii HaCTyrnHoro, sike
nopoXye B HbOMY HOBi TBOPYi [JOCAHEHHS Ta BifKPUTTS, MOCTYNOBO [LEMOHCTPYHOUM
MOoro TBOPYMI NOTeHLianN i NiABOASAYM 40 FONOBHOI METU — YMIHHS! IMMPOBI3yBaTH.

BooHouac KOXeH 3 eTaniB MOXHa OLiHUTU IK NMPOLLEC OCBOEHHS TOTO UM IHLLOrO ene-
MEHTa aKTOPCbKOT MaNCTEPHOCTI, fIKi B KiHLLEBOMY NiiCYMKY 3NIMBaOTLCS B 3arabHui
TBOPYMI NpoLiec iIMMPOBI3aLiMHOT FPU Ha CLIEHIYHOMY MangaHuuky. ETiogu-imnpoBisauii
peani3ytoTbCsl YYHAMM Ha 3aBepLUasibHOMY eTarni HaBYaHHS.

Mepni eTan NOKAMKaHUA afanTyBaTy yYHS [0 CLLEHIYHUX YMOB, O YMOBHOCTEW
ny6niyHocTi. [locsarHeHHs cBo6oamM, NPUPOAHOCTI, AOLINIbHOCTI Ta OpraHiyHoCTi Ha
CLeHIYHOMY MaiilaHuunKy — 3aBJaHHSA He 3 nerkux. Y ubomy pasi . . Nonos nponoHye
IBi npocTi BnpaBu. OgHy 3 HUX CHOPMYJIbOBAHO TakUM YMHOM.

Ha ny6niyHoMy ornafi cTaBfAsiTh CTijlelb | BUKJIMKAKOTb YUYHS, SIKOMY NMPOMOHYHOTh
NocuAiTu Kiflbka XxBUIMH. KOHKpEeTHOro 3aBfaHHs nNpu LiboMy Hemae. Ocb siK Onucye
BUKOHaHHA Brpasu ctyaeHTamu l1. I- onos:

«..Te, Wo BiAbyBaeTbCA Aasi, Ayxe LikaBo. Bxe TyT NposiBNSeTbCA NFOACHKUN
XapakTep, BUMaNIbOBYETbCA iHAUBIAYaNbHICTb. Bei cuasiTb No-pisHoMy.
XTOCb Bij, 36€HTEXEHHS rOTOBUIA MPOBAIMTUCA KPi3b CTineLb, HXKW cKlafae
KpeHOeneM, odi He CMie NigHATK, B3arasni He 3Hae, Kyam cebe nofitTu. XTocb
cMinuBiLLe... [TouMHae KpUBNATUCS, KOKETYBATU 3 3a0t0. | TiNbKK Ti, XTO po-
3YMHILLI, BiCTaHYTb 3aMUCHY KHUXKY, MOYHYTb ropTaTy i, pobuTH B Hili sIKicb
MO3HAYKK, NOYUTaIOTh KHUTY, ra3eTy, HapeLUTi, NPOCTO NOYHYTb 3aXOMNJIEHO
OVBUTUCS Ha LLOCh 3a BIKHOM — KOPOTLLE KaXy4yu, 3aMyTbCsl CNpaBoto. | Bxe
Ha NpuKnagi Lboro 3aBAaHHs CTae 3p03yMisio, Y4M BiapisHAETbCA Oe3LiibHe
iCHyBaHHA Ha MaaHuMKY Ta AoLiNbHe. |, K BUSIBNAETLCS, IErKO NofonaTu
NoaMHI Byab-aKuiA Yac nybniyHoro nepebyBaHHS Ha CLEHi, SIKLLLO BiH 3alHATUN
CrpaBoto, i AIK Lie nepebyBaHHs GoslicHO, KOs crpaeu Hemae» (2005, ¢.49-50).

Po3rnsiHemo iHWy BrpaBy, Ky BUKOHYHOTb Ha LibOMY eTani. Y4YHeBi, 0 BUNLLOB
Ha CLeHIYHUI MarJaHuMK, NPONOHYOTh, CUAAYM Ha CTifbL,i Ta HIYOrO He MoKa3yuu
cneuianbHoO Ans rnagadie, 3ocepeamTucs Ha 6yfb-aKoMy crioragi n HamaraTucs Len
enisof OOK/a4HO BiAHOBUTU B NaM'aTi. 3aBAaHHA NPUCYTHIX riagadis (Y4YHiB) — BU-
3HauUTK xapakTep Uboro cnoragy. Ha gymky M. I. NonoBa, «roN0OBHUM TYT € [LOHECTU
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[10 YUHIB, L0 BUKOHYIOUM BMpaBy, BOHW He MaloTb MpaBa Hivyoro incTpyBaTH, no-
3HayaTu, KOMEHTYBaTU MiMIKOIO, pyXOM, xecTaMu. Tiflbku NOBHa 30CepefKeHICTb Ha
cnoragi. | konu usa 3ocepenXeHiCTb [OCATHYTa, MOYNHAKOTLCS HeCNOAiBaHi eMOLiVHI
NMPOPUBY — HECTPUMHUI CMiX a0 MUMOBINbHI C/IbO3K, pUAaHHA Tolo» (2005, ¢.51).

[ns nopanblioi akTMBI3aUil LiieT BMpaBM MOXHA CMOHYKaTU Y4YHSI [0 NEBHUX Xapak-
TepHUX crnoragis, MONPOCMTU MOro 3rafiaTu WoCh CMilHe abo, HaBNaku, ApamMaTuyHe.

Y Ha0YHOMY 3iCTaBJIEHHI 1 YCBIAOMJIEHHI [ BOX NPOCTUX BMpaB y4YeHb PO3yMie caMy
CYTHICTb NMPaBUJIbHOIO cNocoby CLieHIYHOro iCHYBaHHS. BiH NepekoHyeTbCA B TOMY,
AIKOIO € LjiKaBOI Ta BUPA3HO NtoAMHa (AKLLO BOHA NpaBAMBa Ta LWMPa, KL HIYoro
He rpae); K N0AMHA, HaBITb LLLe He POBISiUM HISIKMX 30BHILLHIX [il, Ma€ 34aTHICTb
[0 CUITbHOTO BMNJIMBY Ha rnsifaya Ta MoXe nepefaTtu MoMy HampisHOMAaHITHILLY iH-
dopmalito.

PisHux Bnpag, NoB'sAi3aHMX 3 NpoLiecamMu iMnpoBeisaluii, mae 6yTn 6araTo. MomibHuM
TpeHaX BUXOBYE B YYHEBI TaKy HeoOXifHY A1 akTOPCbKOI TBOPYOCTI 34aTHICTb Npu-
pOAHOro CNPUNHATTSA, pearyBaHHs, dOpMye B HbOMY NMpaBuUJibHEe CaMOBIAYYTTH Ha
CLIEHIYHOMY MaraHumKy.

BopgHouac Ui BpaBu «KpiM TOro, L0 BOHW FOTYHOTb NApTHEPIB 40 CLEHIYHOro cnif-
KYBaHHS, LLie 1 CNpuaoTb POPMYBaHHIO Y CTYAEHTa 3BUYKN MUCTIUTU Ji€L0, BUMHKOM,
MUCNUTY BniacHuM Tinlom» (Monos, 2005, ¢.58).

Yeprosrm BaxJIMBUM MeTOOM HaBYaHHA HaBMYKaM iMMNpOBi3aUiHOT fii € BNpaBa
«iHTepB'to». O6r'pyHTOBYHOUM fOLiNIbHICTL Takol Bnpasw, 1. . Monos BBaxae:

«byb-AIKy cUTyaLito, TakK UM iHaKLUe, MOXHAa po3rnsigaTv Ak dopMy iHTepPB'to.
Cnogigb, [ONUT, NPUItOM Y fikaps, icnuT, TeniedoHHa po3MoBa — BCE Lie CBOMO
poay iHTepB't0. 3MiHIOTHCS NPONOHOBaHI 06CTaBUHM, XapaKTepy y4aCHUKIB,
IXHi Lini, a cyTHICTb 3anuwaeTbes. TakuM YMHOM, OCBOIBLUM Y BMpaBi NPUPOL, -
HWIM 0BMIH MUTaHHAMM Ta BiAMNOBIAAMM, 3aIMLLAKOYNUCH NPU LbOMY MOBHICTHO
B CUTYaLii " B NponoHoBaHWx o6cTaBUHaX", CTYAEHT POOUTb iCTOTHUI KPOK
B HanpsIMKY [0 iMMpoBi3aLiiHol B3aeMoil Ha 3agaHy TeMy» (2005, ¢.65).

OJZHMM 3 AAKICHUX NOKa3HUKIB BUKOHAHHS LiieT BNpaBu € BUHUKHEHHS CMPaBXHIX
BifJHOCMH, 3a IKMX OO4HVH 3 NapTHEepPIB 3anuTye | NOMY BAAETLCS [i3HATUCHA MaKCUMYM
LikaBol iHdbopMaLii npo iHWoro napTHepa. To, XTo BifNOBIfae Ha NUTaHHS IHTepB'toepa,
Mae NpaBo Ha CBOK CTYNiHb LWMPOCTI, BiABEPTOCTI Ta BiAKPUTOCTI. [LOCArHEHHS MeTH
XapaKTepu3yeTbCsl abCONMOTHUM 3aHYPEHHSIM B TEMY iHTEPB'I0, B3aEMHOHO 3aLlikaB-
NIEHICTIO Ta MOBHUM NCUXOPi3UYHUM PO3KPUTTSIM MapTHEPIB.

MOCTIHO 3MIiHIOOYM TEMU IHTEPB'IO, 3MILLLYHOUN aKLLEHTU TO B O4MH, TO B iHLUMWNA
6iK, CBijOMO MOpPYLIYOUM CTaTUKY BripaBu (He 060B'sI3K0BO, W06 NapTHEpPU cuainv
O[MH HaBNPOTM OJHOTO, BOHW MOXYTb BYTW PO3TalLOBaHi 30BCIiM iHaKLUE), BUKOHYHOUM
BMPaBu 3a Pi3HUX MPOMOHOBaHMX 06CTaBUH ([OLL, X0NoAHO abo creka, fyXe XoYeTbCst
TcTn, Tpeba nocniwaTty, Ay>Xe Mano Yacy Ta iHLUe), nefaror y Takui cnocio gornomMarae
YYHSIM y LUTYYHO CTBOPEHMX Ha CLiEHI yMOBax OCBOITH Tak 3BaHY YHiBepcasbHy MO-
Jenb cuTyalil, e MoXxe cTaTUCSA BCe, LLLO 3aBrofHO, e HEMOXJIMBO 3anporpamMyBaTy
peakuii Ha nopjii, fe HenepenbayyBaHi NPosiBU NapTHepa CTBOPHOIOTbL AJ1S1 YUYHS TaKi
06CTaBMHW, KONM BiH He 3HaE, L0 CTaHETbCS 3 HUM Yepe3 cekyHAy. OTox, Ansi BNpaBu
XapaKTepHi YMOBM CMOHTAHHOCTI, CIPaBXHOCTi MUTTEBOT fil.
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LleHTpanbHUM y 6araTorpaHHOMY LMK LMX BNpaB € eTo4 Ha TeMy YsIBHOT nofji,
[le MapTHepu, Tak CaMo 3aMLLIaymCh B YMOBaX «s B 3arpornoHOBaHMX 06CTaBUHaX»,
3aHyproTbCSA y haHTa3yBaHHS.

CuTyauisi MOXe BUOaBaTUCA Takolo, L0 B O4HOI0 3 NapTHepIB, Y AKoro 6epyTb
iHTepB'to, 3aMiHMNacs fons (HanpuKiHLi OeKibKoX poKiB Bigdynucsa HecnofiBaHi
nofil, Lo 3MiHMAM oro XUTTSA). Hanpuknag, «3ycTpid 3 iHoMIaHeTAHaMmW», «kap'epa
3HAMEHUTOCTI», «THOPEMHUI TEPMIiH», «BiOKPUTTHA EKCTPACEHCOPHUX MOXITMBOCTEN,
«KUTTS nicna aBiakaTtacTpodm» Ta 6araTo iHWoro.

MpoBOKyBaHHS HECNOAiBAHUMM MUTAHHAAMMU, 3 OQHOr0 60KY, MOCTINHMIA NOLUYK J10-
riYHOro BUNpaBAaHHS, [arouum BignoBifi Ha Ui NUTaHHS, 3 iHWOro 60Ky, CTBOPIOMOTb Te
HeoOxigHe «34enneHHs» (3a K. C. CTaHicnaBCbKUM), IKE BU3HAYa€E CYTHICTb CLIEHIYHOTO
CNiNIKyBaHHSA B MeXax BrpaBu iHTepB't0. A AKLLO A0 LbOro 4ONAETLCA 3aXOMEHICTb
YYHIB, OpaWiB, AKUA BOHW BifUyBalOTh Y NPOLLEC, NEPEKOHIIMBO Maskouu Te, YOro
3 HUMU HacnpaBpi He BigbyBanocs, To MOXHa NepexoauTy A0 3aBepLUasibHOro eTa-
ny — eTO4iB-iMNPOBi3aLii Ha 3afaHy TeMy.

Cnig 3a3HauYUTY, LLLO CTBOPUTU YMOBM, SKi ByayTb echeKTUBHO CNIPUATY IMMNPOBI3aL,ifiHii
B3aeMOJ|i y4aCHMKIB Y CLLeHIYHOMY eTro i, He npocTo. [ns iMnpoBi3auiinHol B3aeMog,ii
napTHepiB y cLeHiYHMX yMoBax, 6e3nepeyHo, NoBMHHA ByTK 3aaHa Tema, To6To
BM3HaYeHe Te KOJI0 MPONoHOBaHUX 06CTaBMH, MO3HaYeHi Ti yMOBM rpu, LLLO 3aaTHI
CMpOBOKYBATM KOHMIKT i MOro BUPILLEHHS Yepes fito.

OcHoBHUMU hakTopamu dopMyBaHHS eTHOAHOT BNPaBU TYT €: BUXigHa nogis, Micue
nii, npeamMeT 60poTbOYU, fieBe 3aBAAHHSA, MOTUB 40 Ail.

KapTka «noyaTkoBa nopgis» (3BinbHeHHs, kaTacTpoda, CBATO, 3pafa, MPO3pPiHHSA)
NMOKANKaHa BU3HAYUTU NPUUNHM NoYaTKy KOHAIKTY, 06'eAHaTH y4acHMKIB ManbyT-
HbOro eToia B MONePeSHI0 MOLH0.

KapTka «Micue gii» (kBapTMpa, KOHLEPTHUI 3an, fax 6araTonoBepxiBku, aBTobycHa
3yNUWHKa, NigBan, neyepa) yTouHoe 06CTaBMHY, LLLO BIIMBAOTL Ha XapakTep gji, cripusie
BVMHUKHEHHIO CLIeHIYHOI aTMocdepu.

KapTka «npegmeT 60poTb6U» (KUTTEBUI NPOCTIpP, NigepcTBO, Bipa, rpoLui, crnagLm-
Ha, MePEKOHAHHS) 3aroCTPOE KOHMIKT, aKTUBI3YHOUMN Ta HAMpPaBsOUYM YYaCHUKIB
ManbyTHbOro eTroa [0 nonst 60poTbOM 3a KOHKPETHI LiNi Ta igeanu.

KapTka «fieBe 3aB[aHHs» BU3HAYa€ 30BHILLHIO CTOPOHY Aii (MepekoHaTw, BUrHaTH,
po3XanoobuTu, nigbaabopuTH, 3BOPYLLUTHY Ta iHLLE), | KApTKa «<MOTUB A0 Aii» XapakTe-
pu3aye i1 (gii) nigcsigomui 6ik (N06GOB, pEBHOLL, LLeAPICTb, CKYMiCTb, 6e3KOPUCIUBICTD,
MapHOCNIaBCTBO TOLLO, MOB'AAI3aHi 3 XapakTepUCTUKaMM iHAMBIAYyaNbHOI MOBEIHKN
y4yacHuKiB eTiofa).

BinbHe NnoegHaHHSA BULLLEHaBeLeHMX MAapaMeTpiIB, L0 34iNCHIOETbCS Nif Yac BUOGopy
KapToK, 34aTHe akTMBI3yBaTK haHTasito yYacHUKIB MainbyTHbOro eTofa, AonomMarae
M 3MoZenoBaTu CUTYaLLit0 OS5 CLLEEHIYHOrO BUKOHAHHS, @ HaBUYKM, OTPUMaHi 3 no-
nepenHix eTaniB HaB4YaHHs, 3abe3neyyoTb cnocobm iMNpoBi3aLifHOI B3aeMofii Ha
CLeHIYHOMY MaraHumKy.

OTXe, po3rnsiflaloym Lo MeTOAUKY HaBYaHHS, i BiA3HAUYMTK i NOSUTUBHUI Nefa-
roriYHUM BNAMB Ha hopMyBaHHA B ManbyTHIX aKTopiB iMMNpoBi3aLiiHux 34i6HoCTeN,
AKi BUpaXKarTbCs:
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- nopgonaHHsM yyHeM cpakTopa ny6niyHOCTi 3a AOMNOMOroH0 YCBIAOMJIEHOrO Mne-
peHeceHHs yBaru 3 cebe Ha npovec Aii, Lo [03BossIE 3000yTU CBOEPILHUIA 3aXUCT,
BifUYTM «4eTBEPTY CTiHY»;

- OnaHyBaHHSIM yYHEM OCHOB OpraHiyHol B3aeMogii napTHepiB (PO3YMiHHSA rpu siK
pearyBaHHs Ha fit0 mapTHepa);

- BUPOONEHHSIM B yYHS CTaBJIEHHS [0 BUIOJIOLLEHHS C/IOBA Ha CLieHi K MOTUBO-
BaHOT HeoOXigHOCTI;

- CTBOPEHHAM edPeKTUBHUX YMOB aBTEHTUYHOCTI HEHABMUCHOT, CMOHTaHHOI Al
B HaBYaJlbHOMY eTHofA,.

Hepapma K. C. CtaHicnaBCcbKuWin CBOE PO3YMiHHSA TanaHTy B akTOpPCbKil npodecii
NnoB'si3yBaB 3 HasiBHICTIO CMOHTAHHO HapOAXXyBaHWX, MPUPOLHUX eMOLLIN, peakLin Ha
Te, WO BiabyBaeTbCA 3rifHO 3 PO3BUTKOM Ti€l UM iHLIOT CLLEHN. YYeHb MOBUHEH BO-
NoAiTH Takow Mipoto cBoboau, sika fo3Bosisina 6 NoMy nif Yyac CLEHIYHOro NOBTOPY,
Lit0YmM B TUX Xe 3anpornoHoBaHMUX o6cTaBMHaX, 3HaX0AUTU HOBI BiATIHKK cpapb, HOBI
NpUCTOCYBaHHS, TOBTO Bi3yBaTH, TOPYHOUM LLASAX O «XKMBOrO» TeaTpy.

OpHaK NoHATTS «iMMNpoBi3aLlisi» BoMpae B cebe He TiNbku 3acib 3[00yTTs akTOPCbKOT
opraHiku. IMnpoBi3salist icHye HaBiTb AK XaHp, LWo nependavyae CTBOPEHHSI BUCTaBU
TYT i 3apas, Ha oyax y ny6niku. Llen xaHp gyxe nonynapHui B €Bponi Ta CLLIA. BaraTo
BiJIOMUX aMepUKaHCbKMUX aKTOPiB NoYnHanM came 3 iMnpoBisauii (Hanpuknag, binn
Mtoppei BUCTYNaB Y WOy 3HaMeHUTOI YnkasbKoi Wkonm imnposisauil The Second
City), a [,exTo i3 3a[,0BOJIEHHSIM BUCTYMAE B LUOY BXE B IKOCTi 3anpoLUeHnx 3ipokK
(Hanpuknag, Byni lonn6epr i PobiH BinbsAMc 6panu yyacTb B HalMonyssipHilLoMy
Whose Line Is It Anyway).

LLIkona irpoBoi imnpogi3sauii OneHn KaHTenb 3HaxoguTbcs B MOCKBI, e npouec
CTBOpPEHHSI BUCTaBU Ha o4ax y nybnikv € HopMoro. CTBOPIHOETHCSA He JIULLIE CHOXET,
ane n xapakTepu BiQHOCKH MiXx nepcoHaxamu Ta cMuciun. OneHa KaHTeslb po3BuBae
MUCTELTBO iMMNpOoBI3aLii y ABOX HanpsiMax:

1. YncTa imnposisauisi.

2. Devising Theatre — KoNleKTUBHE CTBOPEHHS BUCTaBW 3 [OMOMOIOH iMMpPOBi3aLii.

Lle mae Takui Burnsg. 36upatoTbes risifadi, BUXoASATb akTOPW, | BOHU He 3HAKOTh,
LLLO CbOroHi BBeYepi Ha cLeHi BiabyBaTUMeTbCs. AKTOPY NOYNHAKOTL IMMPOBI3yBaTH
«3 YMCTOro apkyLua». lNepcoHaxi, CHOXeTU, BifHOCUHMY, iICTOPIT — yce HapoOXy€eTbCs
6e3nocepenHbO Ha oYax y rMsAfadiB, AKi MOXyTb 6paTy y4acTb Y LibOMY NPOLLECI:
3aMOBIATK MicLe fii, finosux ocib, HaBiTb MOBEPTATU ICTOPIO B TON UM iHLLWI BiK.
A MOXYTb MPOCTO crocTepiraTi 3a TUM, Lo BigbyBaeTbCs, 6e3 NpsAMOT yyacTi.

AKTOp TeaTpy iMNpoBi3aLil € pexucepom, gpaMaTyprom i akTopoM ogHovacHo. Big-
noBiHO MoMy NOTPiBHO BMXOBYBaTH B c0bi BCi Lii AKOCTI. AKTOpCbKa MaliCTepHICTb — Lie
BaXJIMBUI €NIEMEHT, ane He eAVHUI, Lo Mae ByTu B apceHani y Takoro aktopa. AKTop-
CcbKa MalCTepHICTb Y LibOMy pasi BiAMnoBifae Ha NUTaHHS, K 3irpaT Te, LLLO NpuaymMas
BHYTPILLUHIN fpamMaTypr i HanpaBuB BHYTPILLHIN pexwucep.

Y CaHkT-lNeTepbypsi dyHKLioHYe TeaTp ApamMaTUYHMX iMNpoBi3aliit (rofnoBHUIA
pexucep — M. M. NogepB'stHCbKKXI), fie NPaLOTb akKTOPU, BUXOBaHI B LUKONi-CTY il
npu TeaTpi 3a MeToauKow H. B. [leM10Ba, L0 CNMPAETLCA Ha NPUHLMNK NiArOTOBKU
aKTopa-BUragHvKa, 3aTHOro Mif, 4ac KOXHOI BUCTaBU TBOPUTYU CLLEHIYHI BifLHOCUHM
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3aHOBO, CaMOCTIVHO JOCNiA)KYBaTU 3afaHy aBTOPOM JpamMaTUyYHy CUTYyaLlito. 3yMOB-
neHa obcTaBUHaMM paMu Lisl PO3BUBAETbLCS HEBUMYLLEHO, KOXXHOI0 pasy akTopu
BUOYOOBYHOTb NAHLIFOXKM B3aEMOBIAHOCKH CMOHTAHHO Ta HenepenbayyBaHo, faouu
rnagaveBi yHiKanbHY MOXIIMBICTb AOMYYUTUCS [0 TAaKOro CNeKTaKJIHo.

Y 2018 poui 6yno BnawToBaHo YemnioHaT y MockBi 3 akTOPCbKOI iMMpoBi3aLii, B AKOMY
B35JIM y4acTb NpocheciiHi akTOpY MOCKOBCbKUX TeaTpiB.

MpoTsairom 6araTbox pokiB y Kuesi ycniwHo npautoe TeaTp imnposisauii «4opHuit
KBagpaT» 3aCHOBaHWI aBTOPOM MeTOLY ToTaslbHOI iMnpoBisauii A. M. Hetonosum.

A. M. Henonos BBaxae, LLL0 TBOPOM MOXe 6yTu abCOIOTHO BCE — Lie JIMLLE MUTaHHS
YCBIiZLOMJIEHOI Ta LjinecnpsiMoBaHol NOBELHKMN NOAMHU B Byb-AKUX 06CTaBUHAX: BUXO-
BaHHA OUTUHK, Tapinka cyny, 6isHec-nnaH i 6yab- KU iHLWWIA BUA, NFOLCHKOI BiSNbHOCTI.
3a A. M. HeitonoBuM iMnpoBi3aLis — Lie HaBUYKa YCBIfOMIIEHOI rpu B XUTTS. KoxeH
[leHb, KOXHY XBUIMHY N0 MHA NOTparise B irpoBi cuTyalii. | 3pobutn TBOPOM yce CBOE
XWUTTSI — Y UbOMY i € CYTHICTb TOTaNbHOT iMMNpoBI3aLil. MancTepHicTb iMnpoBi3aLii — ue
YCBIfOMIIEHUIA Ta LinlecnpsiMoOBaHUIM BUGIp oNTUMAasbHOT NOBELIHKM B CUTYaLLifAX JHOL -
CbKOTrO CMiNIKYBaHHS.

3HaHuI B YkpaiHi aktop, neparor O. T. lpay po3pobumB Ta BTiIHOE BNAaCHWUIA MeTOS,
BMXOBaHHA Ta HaBYaHHA aKTopIB i pexucepiB «Teputopist TBOPEHHSA: METO[, KpeaTUBHOI
CTPYKTYpOBaHOI iMnpoBi3aLii». [0loBHa 0COBMMBICTb LibOro MeTOoAY NONArae y BUXOBaAHHI
HOBOrO TUNY TeaTpasibHOro Aisiya — KpeaTypa, TBOPYOI 0COBUCTOCTI, L0 34aTHA CMIOHTaHHO
TYT i 3apa3 CTBOPIOBATM Bi30BaHUiA TeaTparnbHUI TBip — BUCTaBY (aKLit0), 04HOYACHO
BMCTYNaOUM aBTOPOM TEKCTY, PEXMCEPOM 1 aKTOPOM BIACHOIO CLIEHIYHOro JiNncTBa.

BucHoBKu

HeoAMiHHOIO 03HAKOO «KMBOro» TeaTpy € iMMNpPOoBi3aLlist Sk HaedeKTUBHILLMIN MeTOq,
LOCSIFHEHHSI cLeHiYHOT npaBan. AKLLO B TeaTpasibHil OCBITI iIMNPOBI3aLlisi € OCHOBOO
eTI0QHOro MeToly BUXOBAHHS aKTopa, TO B NpodecitHOMyY TeaTpi BOHA 403BOJISIE HE
NvLe OoCAraTi HaWBULLOMO PiBHS CLEHIYHOT MpaBau, ane i TBOPUTK HOBI pisHOBUON
TeaTpy. | umx pisHoBKAiB 6e3niy, ik | 6e3niy MeToAiB iIMNPOBI3aLil SK OCHOBU €THOAHOIO
MeTOoy BUXOBaHHS akTopa. 3anpornoHoBaHe A0CiO)XeHHS y3arasbHIE NpakTUYHUIA
[LOCBI[l OCBOEHHS 04HOMO 3 OyHAaMeHTaNIbHUX iIHCTPYMEHTIB aKTOPCbKOI TBOPYOCTI,
ane He Bu4epnye oro. Tomy Us cchepa TeaTpasibHOro MUCTeLTBa NoTpebye noaanbLImx
JocCnigKeHb K B TEOPETUYHOMY acnekTi, TaK i MpaKTUYHOMY.
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AHHOTauus

Lenb nccnegoBaHus 3aktoyaeTcs B packpbiTUM METOL0JIONMYECKOro NoTeHUMana ucKyccTea
MMMpOBU3aLUK B TeaTpasibHOM TBOPYECTBE, B BbISIB/IEHUN €70 Pa3HOBUHOCTEN HA COBPEMEHHOM
3Tane pa3BuUTUs uckycctea. MeTogosorus ncciegoBaHus 3aKH04aeTcs B MPUMEHEHUN aHAIMTUKO-
KOHLLeNTyasibHOro, KOMNapaTUBHOTO (CPaBHUTESIBHOTO) U MCKYCCTBOBELYECKOrO MOAX0Aa K aHau3y
MMMPOBU3aLMOHHbLIX METOL0B TeaTpasibHOro TBOPYECTBA B COBPEMEHHOM TeaTpe, Ux hopM K
pasHoBupHoCTeNn. HayyHass HOBU3Ha uccnefoBaHus — 06006LLeHMe UMMPOBU3aLIMOHHbIX METO0B
paboTbl Kak B COBPEMEHHOM MpodeccuoHanbHOM TeaTpasibHOM UCKYCCTBE, Tak U B TeaTpasibHOM
obpasoBaHun. BoiBogbl. OcylLecTBEHHOE UCCIIef0BaHNe NO3BONIAET CAeNaTb BbIBOS O TOM,
YTO HEMPEMEHHbIM MPU3HAKOM «KMBOrO» TeaTpa SBASETCA MMNPOBU3aLMs Kak 9hheKTUBHbIN
MeTo OOCTUXEHUS CLLeHMYeCcKoM nNpaBabl. Ecnv B TeaTpanbHOM o6pa3oBaHuUM MMNPOBU3aLMSA
ABNSIETCS OCHOBOMN 3THOAHOMO METO4a BOCMIUTAHNUA aKTepa, TO B NpodecCMoHaibHOM TeaTpe oHa
NO3BOJISIET HE TOJIbKO AOCTUraTb BbICOKOIrO YPOBHS CLIEHWYECKON NpaBAbl, HO U TBOPUTb HOBbIE
pasHOBMIHOCTU TeaTpa.

KnroueBble cnoBa: UMNpoBM3aLMs; METOL, TOTaIbHOM MMNPOBM3aLMK; CLLEHNYECKNI 3T,
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Abstract

The purpose of the article is to reveal the methodological potential of the improvisation art in
theatrical creativity, as well as to identify its varieties at the present stage of the art development.
The methodology of the research is to apply analytical-conceptual, comparative (relative) and
art-study approaches to the analysis of improvisational methods of theatrical creativity in modern
theater, their forms and varieties. Scientific novelty of the research consists in generalization
of improvisational methods of work both in modern professional theatrical art and in theater
education. Conclusions. The research allows us to conclude that the indispensable feature of
the "live" theater is improvisation as the most effective method of achieving stage reality. If
improvisation is the basis of the etude method of the actor brining up in theatrical education,
then in a professional theater, it allows not only to achieve the highest level of stage truth, but
also to create new types of theater.

Keywords: improvisation; the method of total improvisation; stage sketch
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BIAIYK
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Banepiit Maiigabypa

4s1IeH-KOpecrnoHAeHT HavlioHanbHOI akageMmil MucTeyTB Ykpaivu,
JOKTOp MUCTELTBO3HaBCTBa

FAHHA BECENOBCBKA BecenoBcbka, I1., 2018.
Teatp Mukonn Cagoscbkoro (1907-1920).
Kwuis: Temnopa.

Veselovska, H.I., 2018.

Teatr Mykoly Sadovskoho (1907-1920)
[Theater of Nicolas Sadovsky (1907-1920)].
Kyiv: Tempora.

(1907-1920) : moHorpadisi. Kuiie : Temnopa,
2018.412c.

TE@TP Becenoscbka I |. Teatp Mukonun CafoBCbKOro

KHuxka I |. BecenoBcbkoi npo Kuiscbkuit Teatp Mukonm Caf0BCbKOMO 3aLiKaBUTb
He TiNlbKu Ntofen TeaTpo3HaBYOro axy, ane u ycix ntobuTeniB TeaTpanbHOro
MucTelTBa. [Nopafaye K TUX, XTO LiiHye 3arnMbneHuii aHani3 TeaTpasbHOIo NpoLecy,
Tak i Tux, ons Koro 6yb-sika «TeaTpanbHa TeMa Ha nanepi» NpoBilLae 3aJ0BOJIEHHS
CYTO eCcTeTUYHe — 3a[10BOJIEHHS YUNTaHHSA Ta NepexuBaHHs. PoboTa Bpaxae TUM, Lo
JOCNifHULSA KMHYNa BUKJIMK 3HaMeHUTIn kHuxUi B. C. Bacunbka npo Teatp Mukonu
CajpnoBcbkoro. ToYHile — BUKJIMK Tih 6e304HI Yacy, aka He 3a0X0TWsIa HIKoro nicns
B. C. Bacusibka 3aHOBO OCMUCIIUTU TEPHUCTUI LLASIX MUTLS HanepeoaHi pyVHIBHOT
peBontouii. Takol po6oTu noTpebyBana 36arayeHa fOCBIiAOM CBigoMicTb. Tenep
€ BapiaHT WMpOKoacneKTHUN, feTanisoBaHUA, HAaCTOSTHUIN Ha BaraTin npakTuLi
YKpaiHCbKOro TeaTpy, SKUI Bifibpas, yTOYHMB | NigcyMyBaB BHeCOK TeaTpy Mukonu
Caf0BCbKOro Ta MOro KOMaHAM B CKapOHULIIO CbOMOAHILLIHIX JOCSATHEHb. Y L KHUXL
aBTOpKa He 3pajuna CBOEMY NpUHLMNY — ByAb-siKy TeMy 06po6nsATM 3 NO3uLin
yHiBepcaniamy.

Y Hel rpaHgio3HUI, NoriyHo BMGyayBaHWUA, MOB aKkafeMiYHUIA COBHUK, NOTIK
iHdbopMaL,ii, SKMI, HABITb KOJM BiH CNyrye sk MaTtepian nobiXHUA Y [OMNOMIKHURA,
BpaXae i ACKPaBo «MifCBiYye» roNOBHE B PO3MOBifi. KHUXKY YATAELL, MOB 3aXOM/IMBUN
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pOMaH 3 XUTTA aTNaHTIB YKpaiHCbKOI cueHu, | 36aradyeLlcsa po3yMiHHAM TOro,
LLLO MepeocMUCTIIOBATK Ta MepenucyBaTu BapTo He TiNIbKM iICTOPIi0 pafsaHCbKOro
(ToTaniTapHoro) TeaTpy, a 1 TeaTpy binbll gaBHiX YaciB. AIXe NPo HbOro 3aCBOEHO
OYMKMU, He 3aBX M 06'eKTUBHO chopMOBaHi 3a 6iflbLIOBMLbKNX YaciB.

YciMm HeBanpy>XXMm 00 TBOPYO-OpraHisauinHux 3400y TKiB yKpaiHCbKOro TeaTpy
pekoMeHAyeMO o03HanomuTucs 3 MoHorpadieto I |. BecenoBcbkoi «TeaTp Mukonu
CapoBcbkoro (1907-1919)».
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HaykoBo-gocnigHuil iHCTUTYT KMIBCbKOro HaluioHa/lbHOro YHIBEpCUTETY KY/IbTypu | MUCTeLTB

lOpoBa-PomaHoBa, K.B., 2017.
. TexHiyHi 3ac06M OPOPMIIEHHS

Texnigri 3aco0u cueHiYyHoro npoctopy. Kuis:
D[J[]Dp_\l.-lE‘]IHH CLEHIYHOTO TpocTopy BupoaBHnumn LeHTp KHYKIM.

ludova-Romanova, K.V,, 2017.
Tekhnichni zasoby oformlennia
stsenichnoho prostoru [Technical
means of designing stage space].
Kyiv: Publishing Center KNUCIiM.

lOpoBa-PomaHoBa K. B.

TexHiyHi 3aco6u 0(pOPMIIEHHS CL{EHIYHOIO
fpocTopy : HaBu. noci6. Kuis :

Bua. ueHtp KHYKIiM, 2017. 314 c.

HaByanbHuit noci6Huk K. B. 10goBoi-PomMaHoBOIT «TexHiYHi 3acobu ochopMeHHs cLe-
HIYHOro NPOCTOPY» MPUCBSAYEHO CKNIAAHIN Ta MaNOBUCBIT/IEHIN Y HAYKOBO-HABYasIbHIN
niTepatypi npobnemi Micus Ta posi TexHIYHMX 3ac06iB 0DOPMNEHHS CLLEHIYHOO NPO-
cTopy. CyyacHuin CTaH pO3BUTKY CLIEHIYHOrO MUCTELTBA (TeaTpasnbHOro, eCTPagHoOro,
LMpKOBOro, xopeorpacdiyHoro Ta iH.) i Woy-6i3Hecy TiCHO MOB'A3aHU1 3 PO3BUTKOM
HayKOBO-TEXHIYHOro Nporpecy Ta piBHEM 3aCTOCYBaHHS B MUCTELLbKOMY MpPOLLECi
TexHiYHMX 3ac06iB 0hOPMEHHS CLEHIYHOrO NpocTopy. OCTaHHIM YacoM y MUCTELTBI
Bce BinblIoro 3HayeHHs1 HabyBae BUAOBHULLHA CKIIal0Ba, 30KPEMAa BUCOKOXYLOXHI Te-
aTpasbHi Ta TeaTpasi3oBaHi f4ilicTBa CTBOPOOTLCS 3aBASAKU LLUMPOKIN iMMneMeHTaL, il
B HUX TEXHIYHOI CKNafoBOT — MyJIbTUMELINHUX TEXHOJONIN, MipOTEXHIYHMX 3acobiB,
ayfio- Ta BieoTexHiku Towo. JliHinHe 0BOMIOAIHHA KOMMIEKCHUMU Ta HOBITHIMU
3HaAHHSIMU 3 LjieT TEMATUKKN KOHYe HeoOXiaHe BUNYyCKHMKaM crelianbHocTi «CueHivHe
MUCTELTBO» — MaiByTHIM pexucepam, cLueHorpadaM, opraHisaTopam TeaTpasnbHoi
cnpaBu Ta Wwoy-6isHecy.

HaBuanbHui nocibHuk K. B. l0goBoi-PomaHoBOT «TexHi4Hi 3acobu ochopmneHHs
CLLeHIYHOro NpocTopy» [OKNaAHO Ta CUCTEMATM30BaHO Nofae Taky iHpopMaliito — Big,
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[aBHix TeaTpasisoBaHuUx 0OpsiB [0 CyYacHUX TeaTpasni3oBaHWUX Ta eCTpafHUX Loy
3 BUKOPUCTaAHHAM HaACYy4acHOro TexHiyHoro obnagHaHHs. [ocibHKK cTaHe B Npurofi
AK CTYAeHTaM, ManbyTHIM MUTLISIM CLieHU, TaK | KOXXHOMY BUKJ1adaveBi, akui 6axae
YOOCKOHANIMTK CBill NpodheCiiHUiA piBEHb.

MocibHMK cknafaeTbCca 3 ABOX PO34iNiB, KOXEH 3 IKMX Mif Pi3HUM KYyTOM 30py
BUCBIT/IFOE MUTAHHSA TEXHIYHOrO apceHany cueHiYHoro npoctopy. MNepwwnii posgin
«OCHOBHI eTanu po3BUTKY CLIEHIYHOIO MPOCTOPY Ta Oro XyA,0XHbO-TEXHIYHOTO OCHa-
LLLEeHHSA» NPUCBSIYEHO ICTOPUYHOMY acrnekTy, Apyrui po3nin «CyyacHi TexHiuHi 3acobu
0hOopMJIEHHS TeaTpani3oBaHUX AiNCTB» — Cy4aCHOMY CTaHy TEXHIYHOro 036POEHHS
cueHW. TakuMi CUCTEMHO-JTIHIMHUIA NipXig MOXHa BBaXaTu LiJIKOM BUNpaBaaHnUM
i NOriYHMM onsl eheKTUBHOIO 3aCBOEHHSA 3HaHb KOPUCTyBayeM nocibHuka. Tak, came
KOpUCTYBayeM, a He NinLle yntayeM, agxe 6aratuii inocTpaTUBHUI MaTepiasn CoHyKae
[l0 YBaXXHOI 0 MOro nepernsaay, a NoCUnaHHs Ha iHTepPHET-CalnTh BUPOOHUKIB TEXHIYHMX
3aco6iB crpusie MOX/IMBOCTSAIM PO3LLMPEHOrO NOLUYKY iHpopMaLlil.

Y nepuomy po3agini «<OCHOBHi eTany po3BUTKY CLIEHIYHOTO MPOCTOPY Ta MOro Xy4,0XHbO-
TEXHIYHOro OCHALLEHHS» aBTOPKa NOCTaBwWa 3a MeTY [aTu KOPOTKMIA eKCKYpC B icTO-
pito PO3BUTKY TEXHIYHOro 3abe3neyYeHHs CLEHIYHUX OIACTB 3acobamMm AeKopauiiHo-
XY[,0XKHbOro, My3M4HOro 0OOpMIIEHHS Ta apXiTEKTYPU CLLEHIYHUX MalfaHYuKIB.
MaTepian BUCBITNEHO B LUECTU TeMax: «ApxiTeKkTypa Ta 3acobu ocopmneHHs Tea-
TpanisoBaHux AikcTB i BUCTaB y CTapofaBHbOMY CBITi», « TeXHIYHUI apceHan Tea-
TpanisoBaHux gincte Kniscbkoi Pyci Ta CepegHbOBIYHOT EBPONU», «ApXiTEKTYpa
Ta TeaTpanbHO-AeKopaLiiHe MUCTeLTBO enoxu BigpoayxeHHs Ta [pocBITHULTBAY,
«[ipoTexHiyHe MUCTeLTBO B 0DOPMIIEHHI BYJIMYHUX BUAOBULY, Y POCICBKIl iMnepii,
«ETanu cTaHOBMEHHS Ta pO3BUTKY 3BYKO3anucyBasbHOI Ta 3BYKOBIATBOPHOBASIbHOT
TeXHiku», «CBITNIOTEXHIKA CLLEHIYHOro NPOCTOPY».

BapTo 3ayBaxuTy, LL0 HE3HAYHe MicLe B LiIbOMY Orfsifli 3aMMatoTh NUTaHHSA Tea-
TpanbHOI apXiTEKTYpU sIK TaKol Ta BiACYTHICTb iHdbopMaLlii Npo TexHiYHe 3ab6e3neyeHHs
LMPKOBOIro MMUCTELTBA Ta apXiTEKTYPKU LUMpKiB. Ane Takuin pakT LifIkoM Moxe 6yTu
BUNpaBaaHuii opMaToM BUAAHHS (Le HaBYaNbHUIA NMOCIBHUK, a He NiAPYYHMK), LLO
nepenb6ayae MOXMBICTb OMUHYTU BUKJTaAEHHS OKPEMUX acrnekTiB npobnemu.

Lpyruit po3gin «Cy4yacHi TexHiYHi 3acobu ohopMIIeHHS! TeaTpani3oBaHUX iNCTB»
CTPYKTYpOBaHoO AeB'siTbMa TeMaMu: «MoaynbHi CLeHIYHI KOHCTPYKL,T i nignoroee no-
KpUTTS», «[THEBMATUYHI KOHCTPYKL,T | CLLeHIYHWIA NpocTip», «BisyanbHi 3acobu ochopm-
NEHHs TeaTpanisoBaHUX 3axofiB», «[ipoTexHiYHi 3ac06M 0hOPMIIEHHS LLOY-Nporpam»,
«eHepaTopu cnevianbHUX edpekTiB», «CBITNIOTEXHIKA Ta NasepHa TexHika», «Myrnb-
TUMeLIVHI TexHonorii», «CucteMn 3ByKoBoro 3abesneyeHHs», «kENeKTPOHHI My3nyHi
IHCTPYMEHTW», B IKUX BUKJIAEHO XapaKTEPUCTUKY CbOrOAHILLUHbOMO CTaHy TEXHIYHOIO
apceHarny, L0 3aCTOCOBYETbCS MOCTAaHOBHMKAMM Nif, Yac opraHisadii Ta npoBeAeHHs
TeaTpasibHUX BUCTaB i TeaTpanisoBaHUX OiACTB, MpoaHanisoBaHO NepcrneKTUBHI Ha-
NPSIMU MUCTELLbKMX MOLLYKIB Y LlapUHi 3aCTOCYBaHHSI TEXHIYHMX HOBITHIX TEXHOOTi
Ta Cy4yacCHOT CLIEeHIYHOI TEeXHIKM.

HanaHHS MOXJIMBOCTI KOHTPOJIHO 3aCBOEHHS 3HaHb Yepe3 CUCTEMY TECTOBMX 3aB-
[aHb 3 KJlto4YaMu, IKi HaBe[,eHO [0 KOXHOI 3 TeM PO3[isiB, MaKCUMalbHO peanisye
caMoHaBYanbHy yHKLUito NocibHUKa sik 3acoby HaBYaHHS Ta 3abe3neyye HagiiHe
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yrpaeJiHHA CaMOCTIiHOI POBOTOH CTYAEHTIB 3 METO 3aCBOEHHSI TEOPETUYHOIO Ta
NpakTUYHOro MaTepiany Kypcy.

O3HaoMJIEHHS i3 3aMPONOHOBAHOK CUCTEMOIO BUKNAEHHSA 3HaHb CBIAYUTb, L0
aBTOpKa NnpoBesia BeNnKy 3a o6csirom poboTy oo fobopy, cuctemaTusauii, CTpyKTy-
pv3auii Ta onTumisauii iHdopMaLii 3 Teopii, icTopii Ta NPaKTUKM CLLEHIYHOrO MUCTELTBA
Ta Micusl | posii B HbOMY HayKOBO-TEeXHIYHOro nporpecy. Buknag nogaHo Ha BUCOKOMY
HayKOBO-TEOPETUYHOMY PiBHI i3 3a5ly4eHHAM OCHOBOMOJIOXHUX KaTeropin MeToauKu.

besnepeyHo METO0/I0MYHO KOPUCHUM [/151 3aCBOEHHSA NOJAAHOr0 MaTepiany € 3a-
NPOMOHOBAaHWI aBTOPKO TEPMIHOJIOTIYHMI CNOBHUK. BiH y cTucnin doopmi xapakTte-
pV3y€e OCHOBHI MOHATTS | TEPMIHW, LLLO BUKOPUCTOBYOTLCSA B OCHOBHOMY (JIEKLIIAHOMY)
MaTepiani.

[o nepeBar HaBYanbHOro NocibHMKa MoXHa 3apaxyBaTu TakKoX HasiBHICTb BEJIMKOr0
CMNWCKY peKOMEeHA0BaHuX mxepen — noHan 500 no3uuin. Y HbOMy po3MILLEHO He TiNlbKK
YKPaiHOMOBHI Ta poCiNCbKOMOBHI Ny6ikaL,ii, a i ppaHKo-, aHr1o- Ta HiMeLbKOMOBHI,
LLLO CBI4YUTb NPO LUMPOTY MOLLYKY 1 iH(OPMaTUBHY HaCUMYEHICTb MOfaHOro MaTepiany.
TyT 6yZe [OPeYHOI0 NPOMNO3KLia CTPYKTYpPyBaTh 3a TEMaMM CMIMCOK PEKOMEH0BaHNX
xepen, Lo nonerwunno 6 KOPUCTYBaHHA HUM Ta cnpusno 6 NiABULLEHHIO KyNbTypuy
po6oTH CTYLEHTIB i3 MaTepiasioM y NpoLeci NOro 3aCBOEHHS.

Y uinomy HaBYanbHuiA nocibHuk K. B. 10goBoi-PomaHoBoT 3acBifgyye rnmboke ocmMuc-
NEHHS1 KYpCY 3HaHb 3 TEXHIYHOrO 3abe3MneyYeHHs CLLeHIYHOro MPOCTOpPY Ta 3acnyroBye
Ha MO3UTUBHY OLIHKY SIK OpuriHanbHa TBopYa poboTa, Wwo 6a3yeTbcsi Ha OpraHiYHOMyY
noeHaHHi TEOPETUYHO-ICTOPUYHOTrO NigXxody 3 NPaKTUKOK iCHYBaHHS Cy4acHOro cLe-
HiYHOro MucTelTBa B YKpaiHi Ta 3a il Mexamu. dopma BUKagy maTtepiany Bignosinae
BMMOraM fIK CTaLiOHapHOI, TaK i 3a0YHOI (MCTaHLiNHOT) HaBYaNbHOT OisiSIbHOCTI.

XoTinocs 6 3a3HaUMTH, LLLO List MpaLa CTaHe B MPUroAi Nifg Yac nigroToBKY pexucepis
JpaMaTUUYHOro TeaTpy, PexucepiB ecTpajym Ta MacoBMX CBAT, MPOECINHMX pexucepis
TeaTpiB Ta Woy-6i3Hecy, opraHi3aTopiB KyNbTypHO-03BINNEBOI BisSIbHOCTI, MEHEOXEPIB,
opraHisaTopiB TeaTpasibHOI CnpaBu, Xy40XHUKIB-cLeHorpadiB i 3arasiom LWMPOKOro
cnekTpy chaxiBuiB y ranysi cueHiYHOro MucTelTBa Ta Wwoy-6isHecy. MNpeacTaBieHa
B NOCiOHMKY iHbopMalLLis € KOPUCHO 4N1S LUIMPOKOO KOJla LWaHYyBabHUKIB CLLEHIYHOMO
MUCTeLTBa AIK TakKa, L0 MOXe CTaTu NiArpyHTAM ANs IXHbOI CAMOOCBITU Y BUBYEHHI
TeXHiIYHUX 3ac06iB 0(POPMIIEHHS CLLEHIYHOMO MPOCTOPY, @ TAKOX Teopil Ta NPaKTUKK
CLLeHiYHOro MucTeLTBa.

Ha Hawy gyMKy, peLeH3oBaHui HaB4YanbHUn nocibHuk K. B. I0goBoi-PomaHoBoil
«TexHiYHi 3acobu ohopMJIIEHHS CLIEHIYHOMO NPOCTOpY» € 6e33anepeyHnM CBigYEHHAM
BMUCOKOT TEOPETUKO-METOA0JIONYHOT MifroTOBKM aBTopa 3 NpobyeM CLeHiYHOro Muc-
TelTBa Ta yHiKallbHMM 3pa3koM BUAAHHS, B AIKOMY akLleHTOBaHO yBary Ha TEXHIYHUX
3acobax 0dhopMIIEHHS CLEeHIYHOro npocTopy. Po6oTa 3acnyroBye NO3UTUBHOI OLIHKY,
OCKiNlbKV BUKOHaHa Ha BUCOKOMY haxOBOMY MUCTEL,TBO3HABYOMY Ta NefaroriyHo-
MeTOAUYHOMY PiBHI.
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Teneectpaza y KOHTEKCTI
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Terana Coermpa
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B3AEMOAII Teleestrada u konteksti

stsenichno-ekrannoi vzaiemodii
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Cosrupa T. I.

Teneectpaza y KOHTEKCTI
CLeHIYHO-eKpaHHOI B3aeMOZil.

Kuis : Bua. ueHtp KHYKIM, 2018. 188 c.

CbOrofiHi BXe HIKOro He INBYE «TOTaslbHa eKpaHi3aLlisi» XUTTS cyyacHoi oauHu. beaniy
HaNpPi3SHOMaHITHILLIMX eKpaHiB, 3 04HOro 60Ky — Halla peasibHICTb, 3 IHLIOr0 — YNHHUK,
AKWIA L0 peanbHICTb CTBOPHOE. YHACNIAOK TaKol «eKpaHOMaHii» eKpaHHa LificHICTb yce
yacTille CnpuMaeTbCA JIIOAMHO SIK cama peanbHicTb. LLLoo Liboro By4YHO 3a3Havae
I MUpoHeHKO': «<PO3BUTOK HOBITHIX MyNbTUMELINHUX TEXHONOTIM Ta WBUAKICTb Nepeaaui
iHcbopMmalii 6e3 nepebinblUeHHst NepeTBOPIOE cydacHUx homo sapiens Ha homo medias»
(2007, ¢.173). MNpUpoaHO, LLLO NaHIBHUIA CTaH eKpaHHUX TEXHOJIOTIN Y CYCMiNIbCTBI CrpUim-
HMB hopMyBaHHS eKpaHHOI KyNibTYpK, B yMOBaXx IKOI B CMOXMUBaya TpaHChOpMY€eTbCS
ocobucTicHa KapTuHa CBITYy Ta (hOPMYHOTLCS HOBI «€KPAHHO-KYJIbTYPHI» LiHHOCTI.

TenebayeHHs cnigom 3a kiHemaTorpadoM BiAKPWUIIO, MiX IHLIMM, LLASIX EMOKPATU-
3aLil Ta nonynspusaLii TBOPIB CLEHIYHOro MUCTELTBA, CNPUAOYM 36aradyeHHIo BUpasHOl
NaniTpu CLEHIYHMX, 30KpeMa ecTpafHuX BincTs. Came ekpaHHi MUCTeLTBa BUSIBUIIUCS
HagUHaMIYHILLMMU BUAAMM XYLOXHbOI TBOPYOCTI, LLLO OBOJIOAINM BESIMYE3HOO ayAMTO-

' MupoHeHko, [1B., 2007. Mepjia-3anexHicTb B KOHTEKCTI NpobiieMy hopMyBaHHS Mefia-KynbTypuy
ocobuctocTi. KysibTypa Hapogos lNpuyepHomopsbsi, 120, ¢.173-175.
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pieto | cTanu HenepeBepLIEHNM 3aCO60M PO3MOBCIOKEHHS Ta NMponaraHam ecTpagHux
chopMm, NoefHABLUM CLiEHIYHY BUAOBULLHICTb 3 EKPAHHOHO.

BekTop HayKOBUX [OCHIAXEHb CLIEHIYHO-EKPAHHOI BULOBULLHOCTI AJ151 HAC € Mpio-
PUTETHUM?, TOMY | 3aXMCT KaHauaaTcbkol gucepTauii T. COBrupy, i Helwo4aBHin BUXif
MoOHorpadii BUKIIMKanu LWUpKUI iHTepec.

PeLeH30BaHa MoHorpadisi Npe3eHTye TeEOpeTUYHE OCMUCITIEHHS (DOPM B3aEMMH
ecTpajHoro Ta TeneBi3iNHOro MucTeLTBa. AHani3 BigHOCUH TenebayeHHA 1 ecTpaan
Ta YiTKe YHAOUYHEHHS Pi3HMX (DOPM TXHbOT B3aEMOIT (MPOHMKHEHHS, BiILUTOBXYBAHHS,
BMJIMB) PO3KPUBAIOTb HaNeXHY TEOPETUYHY MiAroTOBKY aBTOPa, BONOMIHHSA BiANOBig-
HMM KaTeropiasbHUM anapaToM i METO0MOrIE HAYKOBOIO JOCHIXKEHHS.

IcTopiorpadiuHuin po3ain MoHorpadii geMoHcTpye rMnboKy o6i3HaHICTb aBTOPKKU
LLLO[0 CTaHy po3po6sieHOCTi TeMU, MiATBEPAXKYE PYHTOBHICTb ONpPaLiloBaHHS HAYKO-
BUX | Ny6GRiuncTMYHMX Oxepes. BapTo 3BepHyTU yBary Ha nigxig T. CoBrupwm go ornsagy
niTepaTypw, L0 NPE3eHTYE He NinLLe TpaguuiiHy audipaM6HIiCTb HayKoBMX 3000y TKIB,
a |l efleMeHTUN KPUTUKK Ta HaBIiTb ipOHIl B aHani3i okpeMux npawb.

Ha npuknagi Tene6ayeHHs i ecTpaau aBTop apryMeHTOBaHO PO3KPUBAE YHiBep-
canbHi o MucTeuTBa npouecu Baaemogil (Il posain MoHorpadii), o Hagani Moxe
CJlyryBaTu MaTepiasioMm AJis MUCTELITBO3HABUYMX PO3BIAOK i MPUHLMMOBMX y3arasibHeHb
040 MiXXMUCTELbKMX NpoLeciB i peHomeHiB. T. CoBrupa aHanisye Ta xapakTepusye
crneundiyHi 03HaKM Ta BNACTUBOCTI eCTpagy 1 TenebayeHHs sK KyNbTYpPHO-MUCTELbKUX
dopM XX CTONITTS, WO NocnyryBanun NiarpyHTsIM s iXHbOI iHTerpauii B sBULL Te-
neectpagm.

,ﬂ,ocni,u,xyroqw [Ba BUOM MUCTELTBA B KOHTEKCTi IXHbOMO MOTEHLHOIO CUHTE3Y
(Il posgin MOHorpa¢>||) aBTOp BUSIBNISIE OCOBMBOCTI CLIEHIYHOT €CTPaAW, LU0 CIPUSIOTh
i B3aeMoii 3 TenebayeHHsAM: BIp,KpI/ITICTb iMMpOBi3aLifHICTb, NPsAME CNiNKYBaHHS
3 rnAgayYeM, OHOYACHICTb Npe3eHTaLil Ta CIPURHSTTA Xy40XHbOro TBopy. Jocnig-
HULSA 3LINCHIOE I'PYHTOBHUI aHasi3 ecTpafHO-TeNeBi3iMHUX XaHPiB, pO3KpUBatoun
Becb AianasoH hoopM B3aeMofii ecTpanm n TenebayeHHs.

Y noni 3opy T. CoBrupu onvHAKTLCA ABa NPO6IEMHUX HAYKOBO-TBOPYMX KOJA.
Mepwe — Le ecTpafHi XaHpu Ta PopMK, MepeHeceHi Ha TeJleeKpaH Yn 3ano3unyeHi
TenebayeHHsIM N8 eKpaHHOT iHTeprpeTaLii (AaBTOpka Ha3MBaE Lie «eCTPA[OL0 Ha Tere-
6aueHHi»). MNepegycim Ue TpaHcasuii (penopTax 3 MicLs Noil B MOMEHT Ti 3BepLUEHHS
6e3 nonepefHbOro 3anucy, Wo dikcye MUTTEBICTb CLIEHIYHOIO 1 eKPaHHOro BapiaHTIB
ecTpagHoro fAicTea) Ta aganTauil abo eKpaHHi Bepcil, XapaKTepHO PUCOIO SKUX
€ He36ir yacy ecTpafHOro HOMepa, KOHLEPTY YN BUCTABU 3 YAaCOM TXHbOFO EKPaHHOIO
iCHyBaHHS (ecTpaaHe AiACTBO 3HIMalOTb 3a34aserifb Ha CLIeHi Ta roTy0Tb 40 BUXOay

2CraHicnaBcbka, K.1., 2016. MucTeLbKo-BUAOBULLHI (hOPMU CydacHOT KyNbTypu. 2-re BUAL,,
nepepod. i gon. Kuis: HAKKKIiM ; CtaHicnascbka, K.I., 2007. OcobnnBocTi icCHyBaHHA My3UKU
Ha TenebayeHHi. MucteyTBO3HaBYi 3anucku, 11, ¢.55-62 ; CtaHicnaBcbka, K., 2009. Onepa
Ha eKpaHi: ecTeTUYHi 0coBNMBOCTI CTBOPEHHA Ta CNPUAMaHHS. BicHUK fep)kaBHOI akafemil
KepiBHUX KaapiB KynbTypu i MucteyTs, 4, c.67-72 ; CtaHicnaBcbKa, K.1, 2013. deHOMeH TanaHT-
Loy Ha cyyacHoMy TenebaueHHi. KyabTypa i cydacHicTs, 2, ¢.89-96 ; Ctanicnascbka, K.1., 2017.
CyyacHi BUOBWLLHI XaHPU CLIeHIYHO-eKpaHHOro NobyTyBaHHs. HaykoBuii BicHUK KUiBCbKOro
HaLioHasIbHOro YHIBEpCUTETY TeaTpy, KiHO i TenebayeHHst iMeHi |. K. KapneHka-Kaporo, 21, ¢.90-93.
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Ha eKpaH 3 BUKOPUCTAHHSIM BUpaxasnbHUX 3ac06iB KiHO- Ta Xy[40XHiX MOXJIMBOCTEN
TeneMucTeuTBa).

[pyre HaykoBo-npo6ieMHe Koo, foCcif)XeHe aBTOPKO, — Lie NPosiBY, Tpaauuii,
)XaHPOBO-CTUJIbOBI 0COBIMBOCTI €CTPafHOro MUCTELTBA, BUKOPUCTaHI TeniebayeHHsAM
Y NpoLeci BUPOOHULTBA OPUTiHANIbHOIO eKpaHHOro NPoAyKTY («TeneBisiiHa ecTpama).
T. CoBrupa focnigxye, AKMMu npumnomamu, sacobamu, Mmetofamm TenebadeHHsa [o-
cArae B TaKux nepefavax eCTETUKU ecTpaam.

Be3yMOBHMM NHOCOM po6OTU Y MPAaKTUYHO-aHaNITUYHIMA YaCTVHI € 3ay4YeHHs
LUIMPOKOT YKpaTHCbKOT oXepesbHoT 6a3u (TenesisiiHux nporpam, nepeaad i Tesewloy,
BUPOGNEHNX HaLiOHaNIbHUM Tenie6ayeHHsIM 3a YaciB HesasieXHocTi). NpuemMHum 6o-
HYCOM BUJaHHS € KONbOPOBI A0AATKW, L0 [O3BOJIAKTbL iH(OOPMATUBHO Ta EMOLLIHO
YHaOUYHUTU OKPEMI NMOJOXEHHS [OCHiIAXEHHS.

T. CoBrupa 3aBepLuye MoHorpadyito BACHOBKOM, LLL0 ecTpagy ¥ TenebayeHHs NoeaHye
nepepnycimM dakTop HEBMMHHOMO PyXy Ta PO3BUTKY, AIKWI JIOTIYHO BiA3€pKaNtOETbCS
Ha 6e3nepepBHil eBONIOLINHOCTI iHTerpayinHoro doeHoMeHy Teneectpaan. A cama
KHWra, HaM 3[a€eTbCS, YCMiLLHO MPOAOBXYE PyX HAYKOBOI YMKM B LlapuHi npobnema-
TUKW Cy4yacHOT BUAOBULLHOCTI.

|® @ This is an open access journal and all published articles are licensed under a Creative Commons «Attribution» 4.0
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